


The exhibition Tanfo Mar approaches the relations between Portugal
and Brazil in the scope of the material culture, trying to understand
how the exchanges between the two countries influenced the design
and how this reflects and renews the identity, collective memaory,
representation and imagery of each country. Instead of a linear and
closed discourse on such a vast and complex subject, we proposed to
find transversal dialogues between the various people and works from
different epochs.The result is a network of affinities and influences, of
flows between Portugal and Brazil that have often involved Africa and
the East, which is why we punctuate this map with pieces from Angola,
CaboVerde, Mozambique, Senegal, and EastTimor, some belonging to
the existing collection in the Palacio Calheta.

We present approximately 200 pieces of different typologies and
phases of our histories, with particular attention to the twentieth

and twentieth-first centuries. In total, a hundred authors, many of
them who live crossing and uniting the Atlantic. Atthe same time, we
mapped recent collaborative initiatives of professionals from both
nationalities. Also worth mentioning is the significant presence of
objects of collective or unknown authorship, from the popular culture
and the craft universe, presenting several reinterpretations of motifs,
symbols, materials and technigues whose origin is often lost in time,
as the wave of the Portuguese traditional pavement, the rodilha [a
twisted piece of cloth], embroidery and tiles.This perspective creates
an exhibition related to an anthropological reading while evokes a
multicultural reality with Greco-Roman, Celtic, Judeo-Christian

and Islamic references, among others. Keeping with the richness
between Portuguese from Portugal and the Porfuguese from Brazil,
the exhibition texts and the captions intentionally record these
differences, displaying the liveliness of the Portuguese language that
unites us and is spoken by billions of people.

The curatorship of this exhibition is also a process of discovery.
Discovery of two women, one Portuguese, the other Brazilian, of two
generations and different backgrounds, in a dynamic and open process
that received the contribution of other researchers and scholars from
both sides of the Atlantic. Bringing to light the multiple confluences
between the two countries, we believe that the exhibition points out to
renewed possibilities for exchanges in the present and the future.

Béarbara Coutinho [BC]and Adélia Borges [ AB]

TANTO MAR

Baach of Copacabana,
Rio do Janedns,

g froam 1971,
Robserto Burls Mars with
e collaheration ol
Haruyoshi Ono and Joad
Tabacow (pholegraph by
Brune Vel ga, 215).

Artefact with future

In 1964, the XI11"Trignnial of Milan had Frea Tima

as theme. Brazil participates lor the first time with

a pavilion designed by Lucio Costa. There, the
protagonist is the hammaock, an artefact used by the
indigenous communities of Brazil, as mantioned
PeroVaz de Caminhain his letter to King Manuwel

|, and recognised as genuinaly Brazilian artefact

by the historian, anthropologist and journalist Luls
da Chmara Cascuda, in the 1850s, Lucio Costa’s
inwitation was direct and clear - Riposatevr [Rest!
Relax!). This iz also owr challange, inthis new
avpcation of an installation that surprises by its
simplicity and informality, In 1984, visitors saw
represented on the walls images of & modern Brazil,
in particular, Brasilia, captured by the Franco-
Brazilian photegrapher Marcel Gawtherot and found
savaral guitars all over the space, Here, the music
also marks its presence through the curaterial
salaction of Porteguese and Brazilian themes,

Wa highlight the hammock also for other reasons,
Being a piece of pre-colonial furniture, confrary to
theWestern mentality that configured the chair ar
the bed, the hammach has now a renewed value for
belng arganic, practical, simpla, nomadic, versatile,
adaptable and democratic. [AB/BC]

In 1048, tha first Mational Congress of Architacture
(1548} concludad the noed for a survey info the
Partuguese popular architecture, which look place
batween 1955 and 1960, with the participation of two
hundrad Portuguese architects. During the 1940s, Kail
do Amaral (P1), and Fernando Tavora (P1) had already
defended this idea. Alsoe, Lucio Costa (Br) seems to
have done it, following his travels to Portugal in 1826,
1848, 1952 and 1961, with the purpose of identifying the
roots of Brazilian colgnial architectura in Portuguese
architecture. Lucio Costa concluded by his clear
diztinction but recognized the value of popular cul-
tura for modern architecture. The surwey published
under tha title Popwlar Architeciurs in Poriugal (1961),
recognises popular architecture for the rational-

iszm and functionality of its solutions, sustainability
and economy of means, adequacy of materials and
technigues to the characteristics of each region. Itis,
therelore, an important relerence for the development
of Partuguese architecture, and simultanesusly has
an anthropolegical and sociological value, as the pub-
lication Porfuguese Folk Arf dua to the survay of the
traditional aris and crafis. [BC)
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The pavement that unites us

In 1842, S0 Jorge Castle (Lishon) was an aftraction
dueto its pavement in black and whife stone, with
zigeag design. An initiative of Euséblo Pinheiro
Furtado, Governor of Arms of the Castle, made by
the prisoners of Limoairg. This was not the first time
the city had been paved. Many strests were paved

in the 16th century, by arder of King Manuel |, and in
the eighteasnth century, during the reconstruction

of tha capital. Howawvar, the success of the design

of 1842 caused that, six years later, Eusdbio Furtads
was |n charge of paving the Praga D. Pedra IV

The pattern of the drawing was a stylized wave,
rapaated in contrasting lines that create an optical
illusion of motion. In reference 1o the Discoveries,
itwas knowned as AMar Largo oo Rossio [Rossio
Wide Sea/. From then on, the art and technique of tha
“Portuguese pavermnent” ara repeated in squares,

avenues and sidewalks, becoming & symbol af Lisbon.

In limestone and for basalt, these decorative carpets
(wheara black and white predominate, but grey,

pink, brown and red may also be found) refer (o the
Roman mosaics and have similar affinities with the
Portuguese traditions of tile and tapestry. [BC]

The pavament in the form of waves from Praga do
Rossio reached Brazil in 1901 in Manaus, in the
Arnazon, and five years later it arrived at the beach
of Copacabana, in Rio de Janairo. In 1871, the mayor
decided to axtend Avenida AflAntica, by the sea, and
commissioned a new design for the sidewalks. The
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landscapa artist, visual artist and designer Robarto
Burle-Marx extended the original scale of tha wawe
almost three times and changed the direction of

the wave: from perpendiculars to the sea, they werne
arranged in parallal.The central sguare of the avenue
and tha boardwalk next to the buildings gainad
surfaces with geometric iraces. The conirast between
the drawings enhances the apprehension of both.
Azspcinted with the sand of the beach and the waves
of tha sea bursting a few maters away, thay make up

a 2ot thal, seen Iram above, retembles an énormous
painting with kinetlic alemants: the people thal mowe in
that scenary. [AB]

From Lisbon, the “wave" spreads, becoming one af the
main features of the Portuguess presence in the warld.
Among all the motives and patterns of the "' Portuguesa
pavement”, the wave is the most assimilated by differ-
enl peoples and cultures. In Angola and Mazambigue,
Brazil and Macau, India, Japan or Turkey, many are the
waves with varied geometries, forming a universal
“soa of stone”, lived by all. Tha landscape architect
Francisco Manuel Caldeira Cabral [P1) is one of the
advocators of the "Forfuguese paverent™, recognis-
ing a series of advantages in its application. In Macauw,
whara he réintroduced this technique lost since tha
beginning of the 20h century, he is the author of several
wiaves. It is worth mentioning the remodal ling of Larga
do Leal Senado (1583), whare he proposes a mora nar-
rowe and stylized wave configuration, alluding to tha
gentle rippling of the Pearl River [China). [BC)

The wave became a motive adopted by many. This
appropriation has a great sociological value since it is
the living proof of the strength of its design as cultural
patrimony and element of recognition. Batween the
ong-of-a-kind and the multiple, the copy and reinven-
tion, the wave is a motil of erudie and popular work.
Apart from the streets started to be used in many
interior spaces, private or public for its decorative
valua, and simultansously was applied in a profusion
of commeércial products and tourism Souvenirg, in
paper, cloth, soap or ceramics. [BE)

Brazilian memarabilia

The winding linas of the Copacabana sidewalk were
replicatad in a number of objects and graphic projects
and becama ona of the main icons of Brazilian design,
Bassa nova adopted them as ane af thair signs on

the alburm eovers; sidewalks throughaut the country
replicated the shapes in other ceramic supports, such
as hydraulic and porcalain tiles; stylists made use

of the patterns in bikinis and clothes, and the theme
unfolded in several types of souvenirs. Imerudite

or popular readings, here is a small sample of the
multiplicity of this application. [ AB]



Gestura of frecdom

We devoled e most atfeniion fo the columns,
sludying them carefully in their sprcing, shape and
prapadiian, willira the convenismtes a.f!ecf]nfqr.re
and fhe scwlplural effects we wished looblain. These
fed us lo a solfution of conlineows and vnawlaling
rhythm, which gives the conslruclion lightness and
elegance a5 if i was simply lying on the grownd,
Ouacar Miemeyear, 1061

Im 19548, the first public building was inaugurated

in Brasilia, the new capital dreamed by Jusceling
Hubitschek, president of Brazil between 1956 and 1961.
The Paldcio da Alverada, by Oscar Miemeyer, symbol-
izad the baginning of a new ara, with its refined and
modern aesthetic. Inthis glazed rectangle, Niemeyer
draws a balcony with arched columns, selution widely
copied scross the country, and bayond. In 19640, in

the midst of the Estado Movo regima, the Infante D,
Henrique High School was erected in Maimenta da
Beira (Viseu), also known as the school of arches, dus
to its colonnada referring directly to Miemayar's pro-
posal The valua that these arches assueme for the pop-
ulation that confronts the dictatorial regime in thair
defence witness how sometimes forms become sym-
bols beyond the moment to where they wera thought,
proving the capacity design can have lo transterm

gac ity and man. [BC)

Map-arnament

The Spring/Summer collection of the VI TOR brand, by
Witor Bastos, had the city of 580 Paulo as themse. Inés
Munes designed by invitation a set of ornament pleces
craated from a concepiual work ovar the territorial and
adminisirative division of the Brazilian eity. Through
cartegraphic reading, Ings Munes transforms aach of
the regional municipalities, districts and reglons into
piaces with ditterant dimensions, which can be used as
bracelets, necklaces, earrings, pendanis or pins, in
direct relation with the body, or as wtilitarian cbjects,
such as coasters or paperweights. Each piece gains a
lite of its own but never ceases to be a fragment of a
map that we can reconfigure mentally. [BC)

TANTO MAR

Pre and past Cabral

Initially ornamented with geometric drawings, the
gourds of indigencus tradition made in the existing
municipalities of Santarém and Monte Alegre, Pard, in
the Brazilian Amaron, came to have European reper-
tolre from the arrival of the Eurcpean missionaries
onvwards, arcund the 17th century. They braught their
porcalain and faience painted with Aowars, hearts and
birds = which, in turn, revealed evident Eaztarn
influence. The process was documented in the
Partuguese government expadition known as
“Philgsophical Journgy", hald between 1783 and 1752
by Alexandre Rodrigues Ferreira (1756-1815). [AB]

Creative dynamics

The new materials and the encounter with different
cultures greatly contributed to the formal richness

of the Portuguese decorative arts, During tha sec-
ond quarter of the seventeenth and the first quarter
of the eightesnth centuries, Parfuguese furnifure
was distinguished by the bold spirals turned with
beads, disks and lace-like elemeants, the decoration in
{remidos and a sharp contrast betwean the dark wood
and the gilded hardware, a5 a result of the work of
Brazilian woods, such as the pafo-sanfo (jacaranda),
the vinhdlico or the rosewoeod. This revolutionary style
was graafly appraciated at the time, as it is today tha
porcelain servics designed in 2012 by the designer
Brunno Jahara for the hisiorieVista Alegre brand.
Jahara works from the Pertuguese blue and white
tiles, recowvars factory signs (imprints and stamps)

and mixes them with maritime symbols (compasses,
caravels, marine animals) and Brazilian motifs (PRo de
Agdcar, picold, gun) in a multicultwral interpretation,
a5 wa did in our decorative arts, [BC]

Aesthetics of Excess

What has Carmen Miranda and the Campana brothers
in common? Both project Brazil on a werldwide scale.
Carmen Miranda, Partuguess of arigin, in the shaw busi-
nass batwean 1930 and 1855, obtaining swccess inthe
Broadway and in Hollywaod; the Campana Brothers, in
the world of design, becoming a comman presence in
major magazines, fairs, blennials and collections, fram
the 1900z onwards, Their inspiration isthe Brazilian
popular culture, with direct referances to the carnival,
the samba and its mived nature. They interpoet it, working
on the ideas of excess and cumulative mixiure, without
fear of falling into an aesthetic that could ba dubbed

as kitsch, They craate thair own style, exubarant and
appealing, chearful and colowrful that ends wp stigmatiz-
img the popular culture from which they stem. Both work
banal orinconsiderate references. Carmen Miranda, in
1938, stylized the Bahia woman dress, baing a trendset-
ter with her costurmes and accessories. For Ruy Casiro,
shewas the “inventer of Brazilian joy”. The Campana
Brothers use any waste material, associating craftwork
and technology, ending up being a reference for the new
peneralions. |n the end, they are “products” consurmad
and copled by a system always looking for the new and
the criginal [BC]




Balangandas and berenguendens
A turning paint in Carmen Miranda's career oocurs in
1939, when she records What does (he Bahian Have?

By Daorlval Caymmi—refarring to the female residents
of Bahia, the blackest state in Brazil, those who have
“grace as none”, From thers on, the self-construction
of an image based on sensuality and malice deapans,
which distances it from the conservative haritage of
har Portuguasa roots. With the bold turbans, tha huga
garrings and the profusion of colours and spark|aes,
Carmen adopls the Balangadis or berenguendans,
which are considered the first Brazilian jewellary
dasign, Slaves whose rich lords wanted to show thair
powelr wsed them. Contam porary designers have thair
own wersions of talismans and objects of devotion, in
deliberate unfelding or not of the so-called “Creole
Jawallary [AB]

Bordalo after Bordalo

In 1895, the Republican politician Jose Relvas orders
hiz friend Ralasl Bordalo Pinheire a jar dedicated 1o
Beethowan. Bordale mobilizes all the means at his dis-
posal and produces a piece in earthenware, with 2.30m
of hiright, plus a pedestal of 1,18m, Due to the exces-
sive size of the pleca, Relvas back in his decision and
Bordalo left for Rio de Janairo in 1889, hoping to find

a buyar. He prasents it in axhibitions, raftfles it, but
ends up alfering it to the Brazilian State, This work, o
revivalist and baroque taste, is very differant from the
decorative pieces and utilitarian objects developed
by him at Caldas da Rainha Factory, where it revolutio-
nizes manulacturing processes, ceramic technigues
and decorative maotifs, applying a particular sensa

of humour and & surreal imagination. Maturalism,
Picturesquea and Arf Mouveauz influenced this work of
Bordalo. The luxuriant motifs of its fauna and flora are
atill today & thame of copy and recreation, more or leas
attached to the original. [BC]

Irvitation lor the opsning of
the Ral vel Bardale Pinkeiro’s
i bt bon bk in Riio de
Jansina, July 1599, Rafasl
Baordals Pinheire. 189807
Efching. Loaned by Museu
Baordals Pinhaire, EGEAC,
Tha draveing reprasents the
Bathoven jar canmied by fowr
carsealures of the artist
himnssli

Silk searf, 2007, Feananda
Lasmeos, Edited by Ui M useu
die Arte de Sio Pauls (MASP)
Tram Ehes crsgimal Rhesdia ol
lection, part of its collection,

el

Codegdo Transatidniica, 212,
Baunmo Jahara Table sal (70
peecas) and colles and tea sal
{15 piwcas). Porcolain ard gkl
fills. Preduction and loamn by
the Grups Wisabeira - Fabrica
di Prarclana Viata Alegra

Palicio da Alvorada, Brasilia
Praject by Oscar Mismayper.
1OET-58. Photogeaph by Pates
Shaiet, Instituio Mensira
Salles Collection.
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I 'was a stodend, locksmith, cavpenier, upholsterar
Iithographer, designer, adverlising man, leacher, pain-
far, pholographer, harmoanica player, migranl, museum
direclor, counsellor of pinacolhegques, commissioner
af infernalional events, designer of industrial fairs,
scenagrapher, faller of children, felNow, and | have lwo
homelands, one thal made me and ancther that | help lo
do. As i furns owl, I'm anather Porlugeese looking for
something beller,

Fernando Lemos

“A Portuguese looking for something better”

In Portegal, Farnando Lemos (Liskben, 1526) is known
for his surrealist photographs, made betwean

1949 and 1952, and his abstrac work. Howaver thise
vast work carried out in Brazil, to whera ha laft in
1952, aged 27, is still ignored. 65 years of thinking,
writing, drawing and creativity, From art, design,
poetry and photegraphy, He created books (and a
publisher of children's literatura), many illustrations,
postars, tiles, murals, tapastries, prints for fabrics,
decoration of pavilions. He was professor and
prasidaent of the Brazilian Association of Industrial
Diesign. Any attempt to define him reduces his
waalth and multiplicity. In all supports, he combined
arf and design, applied the language of geomatric
abstraction, used photography, and eapressoed his
frea thought. Undernaath, always the graphics, as he
refers. W invited this man who has “twe homelands,
one that made me and another that | helpto do” to
draw the ariginal image of the exhibition Tanto Aar,
which also says that, “bahind any door is always the
high saa that lurks ma"”. [BL]



Tiles from yesterday and today

The tradition of Porfuguese tiles had a strong influence
in Brazil, whara the figurative tiles began lo be used for
facade cladding of the buildings. From the 19205, tha
tiles were reinvented within a modern lexicon, The visual
artist CAndido Portinari played an important role with
the panels of two seminal works of modern Brazilian
architectura; the Pampulha Church in Belo Horizonta,
completed in 1943, and the current Gustave Capanema
bousi i in Rio die Jarairo, finished in 1947, A name
standing out from the 18505 is that of Athos Bulco, who
croates files with simple geomatric patterns and frees
the workers from the rules of composition. In strong
imtegration with architecture, his work marks the urban
landscape and the interiers of the governmental depart-
ments of Brasilia Teday, many groups are dedicated fo
craating and installing tile panels in public and private
spaces. [AB]

Of Arab arigin, the tila is widaly used as decorative
element and facade cladding in churches, palaces,
gardens and convents in Portegal. ln addition o the
Eastern influenca, it also received motifs and colours
from Italy, Flanders and France, following the taste of
the time, in dialogue with the other decorative arts, The
Paldcio Calheta is an axample of the application of this
art in residantial architecture during the seventean-
=gighteesn canturies. Hare wa find both tha blue and
white monachrome [the main Porteguese tile featuring)
and the palychrome af yellow, grean and purplish brown.
Ag for the themes, the scenes of hunting, country, sea
and military are visible, basides the geomatric and
virgetalist motils, Inthe influence between Portugal
and Brazil, itis worth noting the “Brazilian house™, built
by the Portuguess who had emigrated to Brazil and
riturned rich, building thair mansion in the native land
with its facade covered with tiles, Mames that cannal
ba ignaned whan we talk about tiles and thair renosvation
are Raul Lino, Rafael Berdalo Pinheine, Jorge Barradas,
Frad Kradolfer, Maria Kail, 38 Noguaeira, Eduardo Mary,
amang others. Mareaver, it is mandatory bo mention the
factories of the Devesas, Sant’ Anna and Vidva Lamego.
This rainvention continues today, with new names and
their application in other areas and expressions. [BC]

TANTO MAR

Brazil and its stereotypes

Who in Poriugal do not you remembaer the vibrant and
natural sensuality of Sonia Braga in Gabriela? And
the sweeat volee of Gal Costa in the generic composed
by Aldamir Martins showing the northeastern
hinterland? After 41 yoars, we remember how the
country stopped at dinnertime 1o see Gabrisls,

the firat Brazilian soap opera in Portugal in 1977,
much centributing to the change of mentalities and
behaviours, S&nia became the symbal of the beauty
of the Brazilian woman, dictating fashions and
influencing the cholce of names. “Mo shoas,

Mr Macib® still today symbolises the refusal to social

conventions and the atfirmation of individual freedom.

In & country still very closed and with few television
aata, peopla followed the stories of the various
characters in cafes and restaurants. The sterectype
of Brazilian beauty also has the contribution of two
Portuguese emigrants to Brazil who will draw many
illustrations for cowers of important magazines like
O Cruzeirg, Para Todos or Cinearle. We speak about
Manual Mora, between 1920 and 1940, and Arcindo
Madeira, betwean 1840 and 1850 [BC].

Nio ze falado mara
pualjuer peesca, 118,
Manusla Pimentel,
Bcrylic and varnizsh on
streal poaters, on Afvican
derivative plywood.

Original waork for the
Tante Mar Exhitition,

Esxtoril chair, c. 196,
Joagquim Tenseln,
Jacsrandi. Straw seat ard
backrest Acquinition
CML/MUDE.

Joaguim Tenreiro, wooden poet

Son and grandson of master carpenters, from a
young age Jeaguim Tenreiro helped his father in his
carpentry in Melo (Serra da Estrela). In 1928, at age
22, he moved to Rio de Janelro, studying drawing
and painting while working for various furniture
warkshops. He then procesded to reproduce with
technical mastery style furniture, “Luises of all
numbars and with 400 years of delay,” as he would
irgnically say in 1975, responding to a well-healed
clientele with a conservative taste, out of step

with time and place. In 1942, in the aftermath of &
commission of Dscar Niemeyar, ha falt free to develop
his creative side and torged a new language in the
Brazilian furniture, always baing a "eraft-artist"”.
To the welvet of the upholatery he opposed the atraw
and the local woods, adapting the materials to the
Brazilian specificity. Having available the Dalbergia
nigra (jacaranda in Brazil, palo santo in Porfugal),
which supported even the thinner structures, he
managed touse tha least of matter to extract the
maximuem in fermal harmony. He advocated that
Brazilian furniture should be farmally light.

“& lightness that has nothing to do with the weaight
itzalf, but with grace, functionality within their
spaces” [AB]



Vegetal gold

The former Museu Agricala Colonial, which operated
in this building, had as one of its aims to collect and
catalogue raw materials from the colonies, so that
they could ba used in Portugal. In additien to cotton
bales and siraw samples here i$ 8 comprehenging
archive of timber from African countries. Over tha
canturies, the predatory use of wood has led to the
axtinction of several species and to a relationshipin
which colonized countries exporied raw materials

sa that their transformation — a process in which
value is precisely added — occurred in the homealand.
fanio Mar opposes (o this scenario tha recent use of
wiodd by designers as a précious commodily, which
should be used with parsimany and reverance. It g
alzo sought to highlight and encourage the end of the
relationship in which soma countries provide raw
materials and others the finished products. [ AB]

The handle and the hoop

What is the conneclion balwean tha ﬁghmnngerhE
old fish street vendors In Portugal; the Indians of the
Xingu Park, in Brazil; or the Mozambicans who still
teday walk long distances on feot carrying firewood
of witer? They all use the radiba, & amall object that
helps to balance the load and makes the transport less
painful - and what is design bul the act of creating
artafacts that improve paople's daily lives? The same
dimeansion is present in another abject traditional

to the cultures of Pertugal and its former colonies:
the simple stool that in varicus medels presents a
handla that enhances its efficiancy and portability.
Remarkable examples of ingenuity from meagre
resources, [BCJAB]
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Where thera are nets, there are laces

Exarmples of embraidery and lace ara lost in time.

I limen, wiood, silk or cotton. Ancient knowledge

of stitches, techniques and motifs. “Secrets”
transmitted from mothar to daweghter, in a universa
alill taday of & feminine matriz The affinities between
the various registers found on both sides of the
Atlantic reveal the human ingenuity and how much
in common exisis among peoples. Waaves that
eorme from the combination of lines, fabrics, colours,
patterns, farming figurative drawings or geometric
matifs, also wary similar in their simplicity and
rhythm, Weawes through which wa, moreovar, come
to the basketry, anather ancestral practice whera the
gesture of plaiting iz repeated, often in mat rush, 8
resistant and flaxible fibra. [BC)
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Knitwear and Threads

The principle of the “lace” is also evident in ather
madia and materials. In embossed or painted leathar,
in the sgraffilo technigue or the puncture work that
creates a contrasting bas-ralief, In the jewallary
almast always in pieces of greal delicacy and fragility,
knitted in the most diverse materials. In applications
and fabrics reinterpreted by fashicn designers. Wa
finigh the exhibition presenting some contemporary
readings aof the traditional techniques, some as a
result of collaborative processes among designers
and artisans, proving their vitality and relevance toa
morg balanced and human waorld. [BC)

Maches Stool, 1954,

Sergio Rodrigues.
Produglo: LinBrasil.

Pillowve, 2013, Teresn Pavio.
Giraphits with silver mesh.
Polished and glazed white
clay, graphite, oxidized silver,
MUDE.P. 12m

Light fixtures Fi, 2006
Claudia Mareira Sallas.
Production: Lismini + Gaitel

Carpantry.



Rodiria -
Hammock
Imstabaticn amd
misic. X8

Programma sod Ganesal
Coordinalion
Barbara Coutinho

Curslorship
Birbara Coutinho &

Adilin Baiges

Curadorship assisdenf
Fiacruil Santos

Exfibition Design

A Filigs
Wlanuel Lobso (bechnical
assistarce)

Commanascation Design
Wi Eimdiean

Oragimal imape
Fernands Lamos

Teefs
Barbara Coutinho e
Adiblia Borges

Caplicns

Portugal - Bdrbara Coutinha,
CalinaTrindada, Ragquel Santcs,
lida Magro

Beasil - i délia Borges

FProdutlion coovdimalion
CelinaTrindade

Proguclion T

Cristina Gomos

Safia Monnsoes

lida Magro

Wara Brito

Maria dos Anjos Gongals
ConcalcBoToscans

Cristina Graga
Paula Guimarbes

Research Supporf = Bran?
heanYigira

Produchion and [ogistics = Srael
Arial Ans Heleas Curti
{eoordination] and Fesmanda
Lion {producticn)

Canservalion

Annbala Becha

Lesanor Busacu, lnds Matiag
{consarvallon support]

Camrmaakcalion
Rague] Anbones

FLUXOS TRANSATLANTICOS DO DESIGN

Logislics
Gl Viging
Padro Muniiz

Traasialion and progfreading of
fprfs and inbals
Iszbal Haber

Aszembly and Travnsport
Canpintauio
Logotiato

Termas o idiomas, Lda.

Acavowiioaly
Guetite Dana, Lda

Ingarance
Agoreana

Higgon

Securaly
Senzitas

Cleaning

Eurgmin

Aediri
Hemmosh mgfalion

Preoject
Fpgual Santas

Etabifify
AR -8 lves Rodrigues &
Apnociad

Supply aod st pemably
Contubos = Constnagdes
Tubulares

Avdiovisuals
Gustite Dana, Lds

Edifécn
CML/MUDE

CEdori conrdinnlion
Birbara Coutinho

Graphic Design
Wi Evabion

Texfs
Bdrbara Coutinho e
Auidlia Baiges

Caplions

Portugal - Birbara Coutinho,
CeolinaTrindade, Raguee! Santos,
ks Magro

Barasil - A dddia Borgas

$ussoa MUDE

Transiation and proofreading
lsabal Habor

Printing
MainDoura

Pant run
500

158N
973-989-5772-11-4

Lega! Deposit
A5EE0/18

March 2018

MUDE = Mussu do Design o da
ioda, Coleglo Francisco Capalo
Ruafogusia M

1100-053 LISBOA,

Peetugal

T =351 HETTI B

v e, o

MUDE - Mooy & Dessgnada
Meda, Colecda Francisca Capela
acksawisdgments

The partnership of the Musoums
@l tha Univeraity of Lighan
(MILIHENAC | MUL) and the
ingtiuko da investigagio
CiantiNcaTropical (IBCT] for

the realization inthe Paldcio
dos Condes da Calhata of the
thres axbibilices of the program
MUDE Fora de Portas 201772008

Special ackoeledgren to
Fermarsdo Lemos for the original
drawring concpived lor this
wxhibition,

Al the deaigners and colleclives
ol authars for the adsignemseni
ol prbeecotes el dhoC e ary
miaierial

Al the ingtidutions, brands and
priwale ool lecons wha hive
collsboraded in this axhibhicon
B N E DR

Inslitufions

A Casa-Casa Museu do Objeto
Brasilairg

Adutur

A0 Contro de Arte o
ComunicachoVisual

Arguive Municipal do Lisbos

Casn da Arquitebana

Casa dellucio Coata

Cantro Nacional do Artesaraio
# Design (CaboVerda)

Cantro Portuguebs de Fobogralia

Fundagio Athos Bulclo

Fursdpsla Calousie Gulbankian)
Biblioteca de Arte

Fundagio Joanavasconcolos

Fundacie Ricands E4pirita
Bardo s Silva

Gatenia Rewarso

Gavang 80 ERlads do Rio de
Janein [ Secrotariade Estado
de Culiura | Fundapla Anita
Mlnlvars di Artes do Exlada
do Rio de Jarsebno = Funar] |
Mluseny Caremn Miranda

Goverma da Eslads da Ria de
Janairo | Secrotaria de Estado
da Cultura | Fundagho Anita
Miantuans de Artes da Eslads
da Ao de Jarsedno = Funar| |
Casn ds Margusaa de Sentas
=Musou da Moda Brasilaira

IM% = InstHuio Moreira Salles

MNAS = Musais Nacional da
ArtaAntiga

Musou Bordalo Pirkseino

Mussu da Cerlrmica dus Cabdes
da Rainha

Museu da Cibncis da
Univaraidads da Coimbia

Museu de Lamego

Musou dos Biscainhos

Mussi Nacional e Etnologia

Museu Nacional de Hisbiria
Matural @ da Cilncia/Musss
da Univarsidade de Lisboa

RTP - Rddio e Teloviso de
Portugal

TAP Air Porbugal

Brands

Corque Design

Gaupa Visabeina | Bordalio
Pirding [Vivta Alsgra)

Imparium Rio da Jandiro

QuarioSels - Homa Cuthee

510 - Secisdads Indapardesis
dhe Comunicago, S&

SPSS = Spraflim Paroira Simdas
Sucesores, LDA

Wicara

Privale Collgciary

Angala Gutierro:

Chico Hoarem de Malo
Criwtians Persira Barreiio
Diawic Busni

Fernands Feitosa s Hefor Martieg
Mariicks Lirg Pimantal

Ralasl Moraes

Rui MegalhBos Bailio

Tuca Dias

o=

;- 1) usen

& Awd Valo Trabalhar

Add Fusl

Adriana Varejio
Apostinhe da Siva
Albio Nascimente
Alceu Penma
Aldemir Martins
Alexandra Moura
Alica Floriamo

Alpargatas

Alwaro Siza Vielra

Ana Mestra

André Buerra

Antoalo Bernardo

Arcinda Madaira

Artesdos Macondes de
Gaba Delgada, Mocamblogue

Associacho das Artesds
Eiteirinhas de Santardm

Asaaclagdo das Mulberas
Artesis de Varnea
Queimada

Assoclagio das Rendelras
de Mormos ds Mariana

Assoclacho de Artesdos
de Santa Brigida

Assaciacdo des Dleiras de

Maragogipinha
Asseclagio Mitela Feda Cu
Mén, da 545 Tomid &

Edmar de Almeida

Kitty Olive
Ladrithos Barbacena
Lidija Kelovrat

Limo Villaventura
Locia Abdemur

Lucio Gosta

Luis Buchinko

Mana Barnardas
Manoela Medeiros
Manual Mora

Marued Perez
Maruel Vilhena
Manuela Fimentel
Maruela Soesa
Marcelo Roseabamm
Marcia Girme Lima
Maria Susana Castro
Marilla Maria Mira

Fetagrafos:
Armands Mala Serddio
Bruno Weiga

Carlos Maskovics
Eduarda Portugal
Francisco Caldeira Cabral

Hugo Kovensky
José Manuel Ferrard
dashua Benaliel

Luscas Mowra

Luiz Claudio Marigo
Marcel GCawtherat
M:iria Nevais

Nelson Kon
Betavio Lixa Filguairas
Peler Scheier

Tiage Vendncio

~,
SBOA™., ™



