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Bonjour à touts. Good afternoon ladies and gentleman. I would like to thank you to 

the Scientific Committee for accepting my conference that will be about Colonial 

Landscapes in Modern Portuguese Painting. 

 

Because art and the travel were two of the arrays on which they built modernity, 

the articulation of a research them based lets you draw a particular frame, which 

lobby mirror that reflects, not the idealized image, but the reproduction of 

fragments a moving picture, and relevant indicators of (re) thinking of 

contemporary culture-world. 
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In fact, art and travel have come to occupy an increasingly central place in 

contemporary culture and perhaps their genealogy resides at the time of the 

Iberians Discoveries, when it set out to conquer and then to build a heritage that 

prolong the metropolitan culture in distant colony. Obviously adapted to the 

conditions of the colony, the mainland art put herself at the service of overseas 

possessions, perpetuating a make and a legacy that would become a legacy and 

drift in the world in the twenty-first century. 
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Portugal frequently defined itself through its colonies and when it lost its empire, a 

certain identity was lost; hence it seeks to inflect its artistic production, favouring a 

pluricultural approach. Moreover, Portugal – the original place where the peoples 

of the Atlantic encountered those of the Mediterranean, the first Euroworld empire 

on a global scale and the last empire of the Old Continent that contributed to 

enlarging the world – had a role that was a privileged platform from which to 

(re)think pictorial art in a colonial context. Thus, by stressing the fact that art is 

capable of producing an aesthetic and a ‘taste’ that turns it into an instrument for 

transmitting and formulating values, which enables reasoning to be constructed, 

what will be analysed throughout this book is the dichotomy of colonial art – 

particularly painting – as a vehicle for ideological moralisation and indoctrination 

and thoughts on its appropriation for the glorification of power. 
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Ever since the time of the Portuguese Discoveries, justification has been sought 

for the link between the search for imperial greatness and the essence of the 



national soul but it was only in the 20th century that this relationship became 

politically defined and widely divulged, translating into an effective relation 

between art and power. 
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If it was the persistence of an idea of a humanist and civilising mission that formed 

the ideological basis for the Afro-Asian-American empire, it was the dictatorship 

that emerged after 28 May 1926 that built the foundations for a Portuguese 

overseas policy, undivided and indivisible, stretching ‘from the Minho to Timor’. 

 

In fact, for a new generation of painters to make the decision to leave and to go 

and paint the overseas colonies of the Portuguese empire. Among these the name 

of Fausto Sampaio stands out not only because of the extent of his colonially 

influenced work but especially because he achieved outstanding national 

projection. Of the Portuguese painters of the 20th century whose artistic output 

centred around their travels, the most notable during the Salazar dictatorship and 

the Estado Novo (1933-1974) was Sampaio, who came to be known as “the painter 

of overseas Portugal”. 
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Sampaio came to Paris in 1926 where he studied at the Académie Julien and then 

at the Académie Renard and La Chaumière. During these Parisian years he 

submitted works to the Salons of 1928 and 1929 and his paintings were accepted 

for exhibition.  
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The artist made his first contact with the overseas colonies in 1934 when he went 

to São Tomé for a stay that resulted in his first exhibition at the Sociedade Nacional 

de Belas Artes (SNBA) in Lisbon. 
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In 1936, it was the turn of the East and he left for Macau where he opened a school. 

He took advantage of his time there to travel to some of the Indonesian islands 

and to East Timor, compiling a geographical dossier in which he recorded scenes 

of contemporary everyday life.  
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In 1944, he embarked on a cultural pilgrimage through Portuguese India, visiting 

Goa, Dadra, Nagar Haveli, Daman and Diu, portraying their ruined fortresses and 



churches. One final trip took him back to Africa, and later he also painted Portugal 

from north to south in great detail, travelling up and down the country.  
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Professor Sampaio e Melo called Fausto Sampaio “the first national artist who 

knew how to see and reproduce suggestively the colonial environment”, and as a 

result the Salazarist regime took advantage of this by divulging the artist’s works. 

In the 1940 Exposição do Mundo Português, the Colonial Section exhibited a 

nucleus of Fausto Sampaio’s work made up of a total of ninety-one canvases. 
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Recreation of a street of Macau in the Great Portuguese Exhibition of 1940 and 

the paintings from Macau by Sampaio. As we can see the similarity is notorious.  
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Explicar local paisagens 

What was more important was that his art was not only a mere illustration of the 

Portuguese colonies but reproduced a certain “way of being Portuguese” that none 

of his peers could match from a plastic point of view. Within the Portuguese 

context, Fausto Sampaio is not unique although he did enjoy a singular pictorial 

route and discourse. 
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The second painter that I want to talk about is and who deserves to be mentioned 

is Jorge Barradas who had a very different approach to the Portuguese colonial 

atmosphere. 
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In 1916 he left for Paris, like almost all the artists of his generation. 

In 1923 he travelled to Brazil where he held an exhibition on the subject of 

Portuguese motifs which was shown in Rio de Janeiro and then later in São Paulo. 

The following year, in 1924, he held an exhibition of Brazilian motifs as an 

iconographic counterpoint. 
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Consequently, he travelled to the archipelago of São Tomé and Príncipe where he 

stayed for six months: this resulted in thirty-four oil paintings and fifteen gouaches 

which were shown for the first time in his solo exhibition at the Associação 

Comercial de São Tomé in December of the same year.  
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In 1931, four paintings with São Tomé motifs were shown in the Portuguese 

Pavilion at the Colonial Exhibition of Paris, chosen from among the six sketches 

he had sent from São Tomé to the selection jury. 
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In December 1931, an exhibition of his work entitled “Motifs from São Tomé” was 

held at the SNBA and immediately praised by the critics. Although the critics 

responded enthusiastically to this view of the overseas colony, it seems that “the 

general public and the State almost ignored the exhibition”. 
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In our opinion, the true reason for the non-acceptance of Barradas’ painting lies in 

his modernist approach to the São Tomé motifs. Far removed from Sampaio’s 

“impressionist naturalism”, Barradas treats the landscape and the colonial figure 

with a plasticity based on the modernist aesthetic. The artist, “belonging to the first 

generation of modern Portuguese painters”, also helped to renew the style of 

national painting by providing a new iconography for the representation of the 

landscape-figure that only years later would be officially and publicly acclaimed. 

His São Tomé iconography also showed a profoundly innovative concern: that 

painting was not merely a reproduction of nature (as in Sampaio) but that it had 

the power to interpret that same visual reality. 
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Following the lack of understanding by both the public and the State, Barradas 

destroyed almost the rest of his São Tomé paintings, thereby putting an end to his 

colonial pictorial project. From then on, never again did he show any interest in 

promoting so-called “colonial art”. The only link to his São Tomé works that 

survived was his use of “tropical shapes, pure colours and the awakening of his 

decorative taste”. 
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This painting is in the Portuguese Embassy, here in Paris 
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Try to look to these two paintings: same time Thirties.  

Are we talking about the same kind of representation in paintings? 

How can we read them? Is it the same language that are we talking about? 
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The way in which the two national painters who were the most emblematic of their 

generation appropriated in both pictorial and plastic terms these overseas 

territories shows the dissimilarity in their dynamic. As discussed above, the 

overseas representation given by Fausto Sampaio’s canvases led to the 

construction of a view of a nationalist nature which reflected, in a certain way, the 

imperialist propaganda of the Estado Novo, while the (few) surviving paintings of 

Jorge Barradas transmitted a cultural appropriation whose concerns were based 

on a more “modern” and “modernist” aesthetic. In other words, whilst Sampaio 

painted the overseas territories from the perspective of a colono, or settler, and 

followed a more classicist pictorial line, Barradas reproduced the São Tomé 

context as if from the eyes of a native and according to a “modern” point of view. 

This is the reason why the two artists’ different understandings of the overseas 

landscape received, on an official level, such an unequal degree of acceptance 

and where the justification for this lies. 
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It is necessary to remember that were several national events of note which 

familiarised the Portuguese with their overseas colonies in the East. Fausto 

Sampaio took part in some of these: the Exposição Colonial do Porto (Oporto 

Colonial Exhibition) of 1934, the Exposição Histórica da Ocupação (Historical 

Exhibition of Occupation) in 1937, the Exposição do Mundo Português 

(Portuguese World Exhibiton) in 1940, as well as the Semanas das Colónias 

(Weeks in the Colonies) promoted by the Geographical Society during the 1930s 

and 40s, while Jorge Barradas only participated in the Exposição Colonial do Porto 

(Oporto Colonial Exhibition) of 1934. 

 

Thus what remains are the pictorial works, the echo and result of two major 

painters’ understanding of faraway, diaphanous colonial atmospheres which have 

been eternalised in the lines and colours of a reality that, each time it is revisited, 

offers new readings and thus presents itself as being unusually up-to-date. 

 

Thank you for your attention. 

 


