
Artl@s Bulletin Artl@s Bulletin 

Volume 10 
Issue 2 The Mediterranean of Artists: A Critical 
Modernity, 1880–1945 

Article 9 

2021 

Disclosing the Ultimate Mediterranean Cubist Village. Place, Disclosing the Ultimate Mediterranean Cubist Village. Place, 

Identity and Politics in Eduardo Viana’s Olhão Landscapes Identity and Politics in Eduardo Viana’s Olhão Landscapes 

Joana Cunha Leal 
IHA/Universidade NOVA de Lisboa, j.cunhaleal@fcsh.unl.pt 

Follow this and additional works at: https://docs.lib.purdue.edu/artlas 

 Part of the History of Art, Architecture, and Archaeology Commons 

Recommended Citation Recommended Citation 
Cunha Leal, Joana. "Disclosing the Ultimate Mediterranean Cubist Village. Place, Identity and Politics in 
Eduardo Viana’s Olhão Landscapes." Artl@s Bulletin 10, no. 2 (2021): Article 9. 

This document has been made available through Purdue e-Pubs, a service of the Purdue University Libraries. 
Please contact epubs@purdue.edu for additional information. 

This is an Open Access journal. This means that it uses a funding model that does not charge readers or their 
institutions for access. Readers may freely read, download, copy, distribute, print, search, or link to the full texts of 
articles. This journal is covered under the CC-BY-NC-SA license. 











Cunha Leal – Disclosing the Ultimate Mediterranean Cubist Village

107The Mediterranean of Artists Artl@s Bulletin, Vol. 10, Issue 2 (Fall 2021)

1990s apropos these canvases, art historian Raquel 
Henriques da Silva evokes the Moorish memory 
kept by the fishing village, and asserts that Viana 
did not choose to paint Olhão by chance. Following 
Gertrude Stein’s insight about Picasso’s 1907 Horta 
del Ebro landscapes, she nevertheless writes that 
Olhão was not a subject in itself but a finding that 
allowed Viana to explore a “plastic system” he had 
already defined.

About 15 years earlier, Picasso had been inspired 
by similar circumstances, during his sojourn in 
Horta del Ebro in 1907 and, based on the paint-
ings he made there, Gertrude Stein states that 
Cubism was born there, in view of the geometri-
cal lines of Horta del Ebro’s traditional architec-
ture. In fact, for Picasso those landscapes were 
a chance hit and not a reason in themselves. The 
same applies to Viana who, in this series, limits 

himself to deepen the plastic system he had de-
fined in previous years. 5

Landscapes not being a reason in themselves means 
that the author considers Viana’s formal composi-
tions autonomous. In most art history writing on 
early cubist landscapes the places that Picasso and 
Braque depicted are likewise “treated not as im-
portant in their own right, but merely points of de-
parture for those new ways of seeing and painting 
which would be called cubist”.6

The remaining vista is titled “The gipsy lodge” 
(Fig.  5). It is significantly bigger than the others. 
Again, we find a landscape dominated by the white 

5 Raquel Henriques da Silva, “Paisagens de Olhão” [catalogue text], Eduardo Viana 
(Porto: Fundação de Serralves, 1992), 151. Unless otherwise indicated, all transla-
tions are mine.
6 Christopher Green, “A Denationalized Landscape?”, 243.

Figure 5. Eduardo Viana, The gipsy lodge/Pousada de ciganos, 1922–23, 85 x 115 cm, Museu Nacional de Arte Contemporânea-Museu do Chiado, Lisbon 
(nº851). © Arnaldo Soares (DGPC/ADF).
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walls of a geometrical architecture, painted with 
the same earthy and bluish tones. Only this time, 
there is a more distanced viewpoint, and a golden 
evening sunlight with several figures in the fore-
ground: wagons, animals, tents, and groups of 
people are part of this landscape. They conform 
rather unindividualized figure types rendered in 
simple colour strokes and projected shadows.

Conditions of Presentation

As previously mentioned, the Olhão landscapes 
were displayed in Viana’s third solo exhibition, held 
at the National Society of Fine Arts in Lisbon—he 
had his first solo exhibition in Porto (Galeria Mi-
sericórdia, 1919–1920) and then another indi-
vidual show in Lisbon (at an antique shop on Rua 
Nova do Almada, 1921). The exhibition at the So-
ciety of Fine Arts took place between January and 
February 1923, under the patronage of the leading 
avant-garde magazine published in Lisbon since 
May 1922—Contemporânea (Contemporary)—run 
by the architect José Pacheco.7

Because an exhibition catalogue was published, we 
know that the show included a large group of paint-
ings depicting Olhão. There is a first group of eight 
paintings named “Aspects of Olhão”, among which 
stood the vistas mentioned above, including “The 
gipsy lodge” that stands out in the catalogue both 
for the individual title and attributed price.8 A sec-
ond group of ten paintings identified as “Outskirts 
of Olhão” included another painting representing 
the Romani. All these paintings made in Olhão were 
priced the same amount (500 reis), except for the 
“The gipsy lodge”, rated 10 times more than the rest 
of the Olhão pieces.

Another relevant fact about the conditions in which 
the Olhão landscapes were presented is the circum-
stance of their exhibition venue at the National So-
ciety of Fine Arts. This fact is troublesome in itself, 
because less than two years earlier Eduardo Viana’s 

7 Available online at http://​ric​.slhi​.pt​/Contemporanea​/revista
8 Exposição Eduardo Viana: III Exposição organizada pela Contemporânea (Lisboa: Im-
prensa Libanio da Silva, 1923). The whereabouts of most paintings is difficult to trace 
and remains unknown.

application to become an associate had been re-
jected by the conservative board of that institution 
(November 1921). As we shall see, the rejection 
caused a major scandal, with a significant number 
of protests reaching the press in no time. 

Eduardo Viana was a rather prominent figure in the 
Portuguese artistic circles of that time, as he had 
played a major part in the war-period avant-garde. 
Indeed, from 1915 onwards there are many signs 
of a dynamic avant-garde network in Portugal that 
included not only local-based artists and poets, but 
also a significant number of Parisian-based Portu-
guese artists, as well as foreign artists, fleeing from 
the war. They were all committed to the renewal of 
aesthetic canons, further embracing expectations of 
a wider cultural and social reconfiguration.9 Their 
provocative claims and actions caused major scan-
dals that disturbed the bourgeois status quo and 
were promptly repressed. Involved in scandalous 
initiatives were self-proclaimed futurists—such 
as the painters Guilherme Santa Rita (1889–1918) 
and Almada Negreiros (1893–1970)—, the poets 
Fernando Pessoa (1888–1935) and Mário de Sá-
Carneiro (1890–1916), the architect, gallery owner 
and editor José Pacheco (1885–1934), and former 
Parisian-based artists such as Amadeo de Souza 
Cardoso (1887–1918) and Viana, all of whom were 
deeply implicated in the paramount modernist 
journals Orpheu (1915) and Portugal Futurista (Fu-
turist Portugal, 1917).10

Like many of his fellow Portuguese artists, Viana 
had left early for Paris. He lived there, working, trav-
elling, and studying, for almost 10 years, from 1905 
up to the outbreak of the First World War. Neverthe-
less, his Parisian work is included in the “unheard 
of” majority. Unlike his painter friend Amadeo de 
Souza Cardoso, Eduardo Viana did not build a Pa-
risian career, meaning that his work was not show-
cased in any international circuit of exhibitions or 
exchanges. As so many other peripheral artists liv-
ing in Paris, Viana kept exhibiting his artworks at 

9 The solidarity between aesthetics and social concerns leads us to the classic defi-
nition of the avant-garde by Peter Bürger, Theory of the Avant Garde (Minneapolis: 
University of Minnesota Press, 1984).
10 See José-Augusto França, A Arte em Portugal no século XX (Lisboa: Bertrand, 1991).

http://ric.slhi.pt/Contemporanea/revista
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national venues, and even sold a 1914 canvas to the 
National Museum of Contemporary Art.11 Moreover, 
when Viana returned to Portugal fleeing from the 
war, he took on a leading role in the cosmopolitan 
avant-garde, cultivating high-profile international 
ambitions. That is, from 1915 onward, Viana de-
veloped his work in the scope of the Corporation 
Nouvelle he put together with his friends Amadeo 
de Souza Cardoso, Sonia and Robert Delaunay and 
José de Almada Negreiros (Fig. 6).12 As Pascal Rous-
seau’s landmark studies have shown, Corporation 
Nouvelle was not only about the networking of art-
ists living in various parts of the country during the 
war—Vila do Conde and Amarante in the Porto dis-
trict, and Lisbon.13 It was also noticeable because 
they put forward collective projects involving pro-
posed collaborations with poets and artists living 
abroad aimed at an international audience.14

11 See Diogo de Macedo, “O Pintor Eduardo Viana e a sua Exposição”, Atlântida, 42 
(1919), 812-814.
12 See Ana Vasconcelos (editor), O Círculo Delaunay/The Delaunay Circle (Lisboa: Fun-
dação Calouste Gulbenkian, 2015).
13 Particularly important is Pascal Rousseau’s, La Aventura Simultánea: Sonia y Robert 
Delaunay en Barcelona (Barcelona: Universitat de Barcelona, 1995).
14 The Corporation Nouvelle embraced the collaboration of Guillaume Apollinaire 
(1880–1918), Blaise Cendrars (1887–1961), the Russian painter Daniel Rossini 
(1888–1944) and, later, that of Scandinavian artists, via the Italian Stockholm-based 
painter-gallerist Arturo Ciacelli (1883–1966). Moreover, their main exhibition proj-
ects were destined to Stockholm and Barcelona. See Ana Vasconcelos (editor), O Cír-
culo Delaunay/The Delaunay Circle.

The end of the war affected this cosmopolitan mo-
ment of the Portuguese avant-garde on the account 
of the failure of all of Corporation Nouvelle’s proj-
ects, the Delaunays’ return to Spain, and the tragic 
deaths of Amadeo de Souza Cardoso and Guilherme 
Santa Rita. On the other hand, Lisbon got to see the 
Ballets Russes before the end of the decade, and in 
1922, the Contemporânea magazine was launched 
paying homage to the Orpheu “generation”. In the 
beginning of the 1920s, Eduardo Viana, Almada Ne-
greiros and Fernando Pessoa towered as heroic first 
generation modernists in Lisbon’s cultural milieu.15 
The foundations of a nationalist interpretation of 
Viana’s work were laid in that moment, when the 
expectations of cultural and social change sup-
ported by avant-garde movements fuelled identi-
tarian tropes long backed by right wing politics,16 in 
striking opposition to their cosmopolitan-by-choice 

15 José-Augusto França, Os Anos Vinte em Portugal (Lisboa: Presença, 1992).
16 As David Cottington puts it, in his analysis of the French avant-guerre, “the avant-
garde was both structured in large part by the intersection of the same dominant and 
counter discourses that articulated those wider [political] struggles, and instrumental 
in shaping and disseminating these. Thus the discourse of nationalism: checked on 
the political level by the outcome of the Dreyfus Affair and victory of the Dreyfusard 
forces, nationalist agitation after 1905 found its expression on a cultural level, in an ef-
fort of elaboration and dissemination of a doctrine, an ethic and an aesthetic for which 
the concepts of tradition and classicism were cardinal points of reference.” David Cot-
tington, Cubism in the Shadow of War: The Avant-Garde and Politics in Paris 1905–1914 
(New Haven and London: Yale University Press, 1998), 4.

Figure 6. Robert Delaunay, Bulletin de souscription pour l’album nº1 des expositions mouvantes nord-sud-est-ouest, c. 1915–16, 113 x 314 mm, Modern Art 
Centre — Fundação Calouste Gulbenkian.
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modernist counterpart International.17 As we are 
about to see, despite a growing nationalist approach 
to his work, the pitch of Viana’s modernist aura did 
not cease to cause a major dread to the National So-
ciety of Fine Arts’ conservative board.

Viana’s rejection as an associate by the Society 
of Fine Arts in 1921 prompted a major dissent 
within the Portuguese intellectual and artistic 
milieus. His defence was tackled in the media by 
two young writers and journalists, one of whom 
was António Ferro (1895–1956), the future head 
of the fascist national propaganda agency (SPN).18 
Following this event, José Pacheco, future director 
of Contemporânea (published from May 1922 on-
ward) planned what the art historian José-Augusto 
França called “a coup d’état” in the Society of Fine 
Arts. As is well known, Pacheco conceived a mod-
ernist take-over of the institution based on the 
creation of an unexpected modernist majority of 
associates that would dismiss its board.19 The op-
eration failed, as a timely amendment to the stat-
utes ensured that new members were not eligible 
for the board.

It is impossible to mention Viana’s 1923 exhibi-
tion where the Olhão landscapes were showcased 
without considering this earlier episode, which 
confirmed Viana’s leading role in the unceasing 
dispute for modern art. The friction generated in 
1921 is very much present in 1923, well embedded 
in the historical conditions of the presentation of 
the Olhão landscapes at the Society of Fine Arts 
headquarters, chosen (rented) as the venue by the 

17 I particularly refer to the meaning of cosmopolitan as “a new form of internation-
alism” emerging in the nineteenth century, during which “nationalism had been op-
posed by the internationalism of Marx and socialism, which had spoken for, without 
being able to ensure, the rights and welfare of the international working class, who 
were frequently more subjects than citizens” as discussed by Robert Young, “The 
Cosmopolitan Idea and National Sovereignty”, Bruce Robbins and Paulo Lemos Horta 
(editors), Cosmopolitanisms (New York: New York University Press, 2017), 197–198. 
Moreover, by cosmopolitan-by-choice I specifically refer to the avant-garde as antic-
ipating Homi Bhabha’s “vernacular cosmopolitanism”, that is a view that “takes the 
position of a negative political ontology and suggests that the commitment to a ‘right 
to difference in equality’ as a process of constituting emergent groups and affiliations 
has less to do with the affirmation or authentication of origins or ‘identities,’ and more 
to do with political practices and ethical choices.” Homi Bhabha, “Spectral Sovereignty, 
Vernacular Cosmopolitans, and Cosmopolitan Memories”, Cosmopolitanisms . . . , 212.
18 See Ilustração Portuguesa (26/11/1921). Ferro had been associated with the Or-
pheu journal as its mock editor (because, being only 14 years old he was unaccount-
able). The other journalist was João Ameal and his text appeared in the Diário de 
Lisboa (6/12/1921) with the following title: “A question/The rights of the new: This 
case involving the National Society of Fine Arts is a clear symptom of the frightened 
campaign of the bourgeois against the artist”.
19 See J.-A. França, Os Anos Vinte em Portugal, 151.

very same Contemporânea magazine that Pacheco 
edited.20 Without question, Viana’s exhibition had 
not been a Society of Fine Arts’ initiative, as the 
opposing arguments of conservative (academicist) 
and modern art supporters endured, but the truth 
is that many modern art shows happened there. It is 
crucial to keep in mind that the idea of a plain two-
party artistic milieu pervading most Portuguese art 
history writing obscures the more complex reality 
in which Viana and his contemporaries lived. The 
growing pervasiveness of nationalism in its many 
versions, and the possible resistance to it, are part 
of that complexity.21

Conditions of Production

The Olhão landscapes series was, of course, painted 
in loco.

After a brief exploratory visit to Olhão in February 
1922, Eduardo Viana settled in the Algarvian village 
in April, and stayed there for a month, revisiting the 
place later in September and December to resume 
unfinished works for the forthcoming exhibition.22 
Olhão was an important fishing village but had ab-
solutely no tradition of artists’ seasonal stays. And 
yet, in the early 1920s, the village became an attrac-
tive location for Viana. What caught the attention of 
Viana in this southern village? Why did Olhão take 
the spotlight? 

Ricardo Agarez opened his key study about mod-
ernism, regionalism, and architecture in the south 
of Portugal with the statement:

20 This fact is demonstrated by the tone of the interview that José Pacheco gives in 
March 1923 to the Algarvian journalist working for the Revista Portuguesa (Portu-
guese Magazine) directed by Victor Falcão: “And, because we were talking of the Mod-
ern Generation, came to the conversation the celebrated, the widely commented case 
of the National Society of Fine Arts. — Let us take this demonstration of new values 
and ask the Minister of Education to inspect the National Society of Fine Arts, because 
it has forged its Statutes, and therefore the reason the State created it. Whether the 
State intervenes or not, we are determined to take care of the fine arts, for better or 
worse!” (Revista Portuguesa. N. 1, 10 March 1923)
21 For a thorough discussion of this matter see Luis Trindade, O estranho caso do 
nacionalismo português (Lisboa: ICS, 2008) for whom, nevertheless, the nationalist 
consensus meets no opposition in any modernist cultural practices. See also Patrícia 
Esquível, Teoria e Crítica de Arte em Portugal (1921-1940) (Lisboa: Colibri, IHA, 2007).
22 The local press greets the newcomer in April 6 (Correio Olhanense, Ano 1, n. 19, 
06/04/1922, 2). On May 4 1922, the same Correio Olhanense informs that Viana left 
for Portimão (another Algarvian town) to paint “views of Praia da Rocha”. The pres-
ence of Viana in Olhão is again mentioned on September 28 and December 7 1922, the 
former explicitly mentioning the completion of paintings in view of the forthcoming 
exhibition.


