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Arpad Szenes, Marie-Héléne peignant les pendus, c. 1944. Agua-forte sobre papel Arches, 23,5 x 35,5 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

3rd EXHIBITION CYCLE REVISITS ARPAD SZENES
BODY OF WORK AT MASVS

From 20 September, ARPAD is the new exhibition within the 3rd exhibition
cycle at Arpad Szenes — Vieira da Silva, a journey into Arpad Szenes’ body of work—
singular, major, a luminous source that has remained in the shadows for a greater
cause. Vieira’s other half is revealed: an experimental artist, perpetually fascinated by
others and the things of the world; a man who lived through two World Wars and who,
quite the opposite of losing them, never lost his innocence and boundless curiosity;
freedom as both a guiding principle and the map for his work. Following the major
exhibition dedicated to the artist at MASVS in 2007, his body of work is once again
brought into focus through small- and medium-scale pieces, many surprises, several
pieces never shown before, spanning drawing, print, and painting.

The parallel programme emerges alongside this exhibition cycle, offering
encounters, conversations and activities that expand the exhibition experience and
create space for dialogue between art, thought, and community. Across a range of
formats and voices, these initiatives propose new ways of engaging with the works and
the themes running through the museum’s programme. Highlights include the CERZIR
conversation cycle at the Casa-Atelier, curated and moderated by Marta Espiridido.

The opening will feature a performance by choreographer and performer Volmir
Cordeiro, pesented as part of a partnership between the Foundation, the Embassy of
France in Portugal, and the Institut Francais du Portugal.

ARPAD will be on display at the Arpad Szenes — Vieira da Silva Museum until
24 January 2027.



Maria Helena Vieira da Silva and Arpad Szenes, 1949, Bd. St. Jacques atelier, Paris, France.
Photo Denise Colomb.

ARPAD

Hungarian by birth, French by naturalisation and Portuguese at heart, was
a much-loved artist during his lifetime yet is relatively unknown to most of the public
today.

A companion for over five decades of the painter Vieira da Silva, with whom
he lived in permanent bliss, he remained in the background by choice as an artist,
partly because Vieira’s work had received a dazzling recognition since the early 1950s
(when the couple returned to Europe from an exile in Brazil after the end of the Second
World War) and, from then on, ever-increasing criticai attention and public visibility.

A paradoxical situation, considering that in their daily and social lives, Vieira
was the shadow and Arpad was the light, Vieira the silence and Arpad the word.

Thinking about Arpad’s reception also means considering that his work is not
easy to grasp at a single glance, nor is it easy to classify.

Subtle; diverse in genres, media, materiais, formats and themes; prolific;
rhizomatic in its unfolding into multiple series; immense and intimate in drawing,
intense and brief in engraving, vast and profound in painting.

The current exhibition follows severa! others held in the Museum, namely in
2007, in which it was possible to get to know the Hungarian artist’s work in a diachronic,
comprehensive way.

Twenty years later, what characterises, and to some degree distinguishes,
the show is the way it was conceived and constructed, less from a retrospective
perspective and more as a prospective vision.

We invite you to discover Arpad as if seeing his works for the first time, as if he were a
contemporary young artist.

Naturally, it showcases works spanning a broad time period, between
1920 and the 1980s, some more well-known than others, enabling us to discover
two seemingly contradictory things: alongside a natural maturation (one might say
technical, emotional and philosophical), the exhibition path also reveals a man who did
not wish to let the child within him fade away, who trained himself to always look at the
world, people, other living beings and Nature with enchantment and candour, despite
having lived through two world wars and having witnessed death up dose too many
times.

Featuring small and medium-sized formats, leaving out the large paintings
from the 1970s, which were recently on display at the Museum, the exhibition reveals
a kaleidoscopic, empathetic, poetic, virtuoso Arpad, eager to absorb reality, transform
it and offer it to others, to ourselves.



Dans le vide qui vient, n.° 3, 1976. Acqua forte on Arches paper, 23,5 x 35,5 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

ARPAD SZENES

Prints

Like Vieira da Silva, Arpad Szenes also dedicated considerable time and
energy to the practice of printmaking, which emerged early in his career path, starting in
1931, within the context of Atelier 17, created in Paris by the British printmaker Stanley
William Hayter. The studio was a space for learning different printmaking techniques,
in line with the indomitable desire to experiment that was a staple ofModernist artists.

As with so many other artists ofhis generation, such as Yves Tanguy, Max
Ernst, Alberto Giacometti, Juan Mir6 and Vieira da Silva, Arpad frequented Atelier 17
for almost the entire decade of the 1930s.

With few exceptions, Arpad’s graphic production falls into two major ten-year
periods: from 1931 to 1939 and during the 1970s and early 1980s.

The works on display, using different techniques such as etching, aquatint
and lithography, were conceived and created to accompany poems by writers such as
Claude Esteban (Dans !e vide qui vient, 1976), Jocelyne Francois (Savoir du Vulcain,
1978), Jacques Bussy (Les bains célestes, 1981) and Lorand Gaspar (Sefar, 1983).

Echoing the poetics of the paintings that made Arpad Szenes famous, these
prints evoke a sensibility and an aesthetic oflandscape inspired by the Far East, in
which the fluidity of gesture and brushstroke embodies the ancestral connection
between artist and Nature.



L'arbre noeux, 1921. Graphite on paper on cardboard, 49,8 x 35,8 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

SYMBOLISMS

The artist as guardian of a fading light

Like many other artists born at the dawn of the twentieth century, Arpad
Szenes is heir to the spirit of thefin de siecle, as the period roughly between 1880 and
1895, especially in Central and Northern Europe, carne to be known.

For a large sector of the artistic community, those times were profoundly
marked by the sombre atmosphere that characterised the Industrial Revolution and
nascent capitalism - a feeling of despair and hopelessness in the humanist project that
for so many centuries was the backbone ofEuropean civilisation and which seemed to
have come to an end - and, conversely, by a feeling of hope in the advent of a new era
in which women and men alike would achieve their spiritual emancipation.

In painting, this symbolist sensibility, which materialised in a myriad of visions,
was characterised by being halfway between figuration and abstraction, by the fusion
between the human body and nature, by the valorisation of the senses through the
search for a correspondence between colour, light and sound (known as synaesthe-
sia), by the importance of dance as an art of movement - especially Eurythmy, created
in 1912 in anthroposophical circles to visually express the sounds of speech and music
- and by the importance of contemplation in the creative process.

Arpad’s works that are showcased in this section and that echo this state of
mind are relatively late, yet they confirm the persistence of the symbolist aesthetic
and the values associated with it. The influence of late-nineteenth-century spiritualist
movements such as Theosophy or Anthroposophy, as well as of some of the most
influential artists of the time, such as Odilon Redon, Wassily Kandinsky or Piet
Mondrian, can be found here.



{
3
i
o 4

La forét, c. 1920. Indian Ink on paper, 30 x 21,5 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

THE BLACKENING

Interior landscapes in the abyss of history

Arpad lived through two wars. The First World War, the epicentre of which was

located precisely in the region where he was born (within the powerful and politically
influential Austro-Hungarian Em pire) and lived at the time of the outbreak of the
destructive conflict, marked and accelerated with visible gravitas the end of innocence
and the entry into adulthood of the young aspiring painter.
Although Arpad served in the cavalry, his role in the war is linked to his precocious
talents as a draftsman («From a very young age | drew and drew, and everyone said
that one day | would become a great painter»). In fact, when the armed conflict broke
out, Arpad was sent to Zagreb to paint portraits of young soldiers killed in combat. He
was demobilised shortly after the death of his father, Karoly Szenes, in 1916, following
a visit to the barracks where he was serving in the military. The tragic event is said to
have saved Arpad’s life, as he was about to be sent to the most violent combat front.

A series of works - mostly on paper - dating from the early 1920s are
distinguished by the dominance of black, India ink or charcoal. This is by far the darkest
phase of Arpad’s work, echoing the spoils of war, whether in its externa! appearance,
through the suggestion of charred forests, or internally, through the hauntingly beautiful
self-portraits he produced during that period.

Disenchantment would only take hold of Arpad’s work again in the years
immediately preceding the Second World War and, less evidently, in the subsequent
period of exile in Brazil during the world conflict. Evidence of this can be seen in the
series «<Hommes-trompettes», «Fanfarres - Guerriers» and «Combats (Guerriers)», as
well as a few other drawings, notably when he depicts Vieira working on her paintings
on the theme of war.
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Le Couple, 1932. Colouring pencils on paper, 27 x 21 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

METAMORPHOSES OF ALL SORTS

Rebirth through transformation

Ubiquitous throughout human history, the theme of metamorphosis -a word

coined by the ancient Greeks and set in stone by the celebrated Roman poet Ovid -
resurfaced in full in the interwar period through the hands and voices of painters and
poets.
Historically, metamorphosis is a change, either definitive or temporary, of form, nature
or gender. Besides the Greek metamorphoses of gods or goddesses into humans,
plants, animals, stones or clouds (and sometimes vice versa), the theme has become
present through the observation of nature, where the phenomenon frequently occurs,
especially- and with striking beauty and strangeness - in the metamorphosis of the
caterpillar into a chrysalis and then into a butterfly.

This movement of transformation from a crawling being into a winged being
which acquires the magical ability to fly symbolises rebirth and regeneration (like
waking up from a nightmare), the possibility given to us to live a second time, a second
life.

Arpad represented metamorphoses mainly during the 1930s, not by chance at
a time when he was closer to the operating principles of Surrealism, in the awakening
of the insanity of war and in the emergence of artistic movements such as Dada and
Surrealism, of which he was close at the time. He was patrticularly interested in the way
surrealist artists broached human nature from the unconscious, chance and language.
Arpad’s first systematic foray into the theme of metamorphosis was through the endless
series «Le Couple», in which the newlyweds, Vieira and Arpad, unite in a bond, in a
perpetua! embrace. The series of paintings, drawings and prints on the theme is, of
course, a celebration of the love that unites the two artists. It is also a purely pictorial
development, in successive variations (in the musical sense of the term), a spatial and
chromatic construction, but above all a mise en relation, the creation of a relationship
between bodies and objects: chairs, doors, tables, easels or bodies that are objectified
by the very act of painting.

Another set of drawings and paintings linked to the theme of metamorphosis
is the series «Enfants au cerf-volant», a nostalgic return to the time of lost childhood
through the memory of the wind and the launching of paper kites on the beach.



Le Couple, 1942. Oil on canvas, 33 x 23,8 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

BODIES ON STAGE

Portraits, (self)portraits and other figurations

As someone with a penchant for sociability and eminently curious about
human nature, it is not surprising that there are many people in Arpad’s works, whether
individually or in groups. According to him, from a very young age, he used to roam the
streets ofBudapest drawing ali he saw. «Drawing was my life», he later confessed.

First there were portraits, naturally: they are countless in the Hungarian-French
artist’s career path. First, portraits of himself, in a game of introspection and probing
his interiority, the discovery of the other(s) within himself. They come in ali shapes and
sizes, and, like Rembrandt’s, they span most ofhis life. One in particular, «Autoportrait
a la pupille rouge», from 1924-1925, marks his career path and is certainly one ofhis
most relevant works, clearly influenced by Surrealist ideais.

Then, there are the portraits ofVieira da Silva, his partner for more than five
decades, whom he observes with curiosity, fascination and attention, and whom he
represents in the most diverse everyday situations: sleeping, painting, posing or
turning into a butterfly. Besides their artistic dimension, those portraits are invaluable
documents that reveal sides ofVieira’s enigmatic personality and bring to life the world
of silence in which she lived, permanently dedicated to the discovery and creation of
the multidimensionality of her space.

The portraits that Arpad made throughout his life also mark the various stages
that the couple went through, the places where they lived and the friendships they
cultivated. During their stay in Brazil, particularly, their circle of friends, which included
poets, musicians, and artists, was prolific and beneficial, helping them to survive the
distance from Paris and the anguish caused by the war that was ravaging Eurasia.

This section of the exhibition also incorporates a theme which is dear to
European Modernism: the corrida, the Spanish-style bullfight, which Arpad associates
with the popular tradition of Sevitlanas flamenco dance through paintings depicting
Helba Huara, a Peruvian dancer whom the Arpad/Vieira couple frequented in the
vibrant 1930s’ Paris.

Helba and her partner, Gonzalo Moré, welcomed intellectuals and artists living
in the French capital to their studio, such as the Hungarian sculptor and painter Anton
Prinner and photographers Willy Maywald and Emile Savitry, among many others.

Finally, it is worth highlighting the representations in which several figures
coexist on paper or canvas in either tense or pleasant environments, as is the notable
case, respectively, of «Fanfarre Il ou Les Guerriers» (1936), and of «Nova Friburgo»
(1944) and «Les Acrobates» (1945).
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Recherche pour Cimaise, c. 1964. Tempera on paper, 26,9 x 21,1 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

DRIFTS

Of drawing and writing

The refined and cultivated sensitivity for drawing and writing in Arpad’s work
may have developed through the relationships he maintained with various writers and
editors throughout his life.

He was surely also well acquainted with the works of authors such as
Guillaume Apollinaire, Henri Michaux and so many other modernist poet-painters who
fused image and word, alone or in collaborations, as poet Blaise Cendrars and painter
Sonia Delaunay did in the iconic bookLa Prose du Transsibérien et de la Petitejehanne
de France (1913).

Nonetheless, it is also important not to forget his interaction with painters from
the Far East such as Zao Wou-Ki, for whom drawing was a philosophy of life rather
than a form of representation, as a source of inspiration for the Hungarian painter,
raised in a European tradition.

The truth is that within his immense and multifaceted drawing production, a
segment of works stands out in which the dialogue, or, better still, the fusion of the two
languages - drawing and writing - unfolds into two typologies:

1) the proximity to a Far Eastern aesthetic of landscape drawing or calligraphy,
anchored in a prolonged period of observation, often motivated by a meditative
practice, and a very quick execution, which does not dispense with (quite the opposite)
continued training. These drawings result from a process of inscription by repetition of
a lexicon of gestures that creates a pattern or a tracery in the space of the sheet that
often suggests abstract landscapes;

2) a set of drawings or paintings in which the draftsman recognises in the
signs placed on the surface, whether a line or a brushstroke, an intention motivated by
chance or intuition, fixing these marks and giving the drawing as consummated, even if
unfinished. This is the case of a small oil on canvas from 1979, «La trace du pinceau»,
for instance.

In 1964, as a result of a dose, long-lasting collaboration with Cimaise, a magazine
dedicated to art and architecture-related themes, which in 1972 ran «Arpad Szenes ou
les plages de la mémoire», a major essay on the artist by Jean-Dominique Rey, Arpad
produced a beautiful set of studies for the magazine cover, of which several examples
are on display here. In them, word and image are perfectly articulated, in a refined
essay of meta-painting.



Algarve, étude, c. 1970. Oil on wood, 24 x 32 cm.
Col. Fundagéo Arpad Szenes - Vieira da Silva

IRIDESCENCES

Fields of light and colour

«A painter of light and meditation», as he was deemed during his lifetime, at
the height of his prestige, at the peak of criticai and public recognition.

«In his paintings, light and space are intimately linked», Guy Weelen - one of
his closest accomplices - wrote.

It is, among the many facets of Arpad, the one that remains in memory, as you
dose your eyes and imagine his work: the atmospheric planes, of sea and sky, which
are fields oflight and colour rather than landscapes: diaphanous bodies, translucent
volumes, «the refinement and fluidity of the gesture», the visible marks of the brush,
the stroke, the stain, the dripping of paint.

In Arpad’s many stained paintings and drawings, memory becomes matter
and matter dilutes, becomes watery, rarefies, becomes gesture, is realised through
movement. Memory-matter, memorygesture, memory-stain.

Over the years, Arpad’s painting emptied itself ofbodies and filled itself with
light, matter and void. From then on, only that which is essential interested him. Nature,
the geological world, the sand of the beach, the sea, the sky, the douds, the wind
became the simple canvas where his total openness to the world of the sensible was
projected.

Never in Arpad’s work as in the last two decades of his career was painting so
dose to language, i.e., did painting become language itself, a syncretic way of saying
the world, of naming the real, making it concrete. Language as a way of naming and
translating the perception of experienced and imagined reality.

If the winds on the Costa de Caparica beaches had revived childhood
memories of flying paper kites - a symbol of a thunderous, indomitable imagination -
then, in the antechamber of the winter of his life, it was the sensation of the wind on his
face and hair, the feeling of sand moving underfoot and the complete understanding of
the perception of these phenomena that he wished to project onto the painted surface.
«A reality perceived too vividly», to paraphrase the Belgian symbolist poet Georges
Rodenbach.



Arpad Szenes, Rio de Janeiro, Brazil, c. 1940-1947.
Arpad Szenes - Vieira da Silva Foundation Archive

Arpad Szenes
Budapeste, Hungary 1897 - Paris, France, 1985

Arpad Szenes was born in Budapest, Hungary in a family which frequented
a cosmopolitan, intellectual and artistic milieu. Since childhood he proved to have a
special skill for drawing. In 1918 he attended the Free Academy ofBudapest where
the teaching was advanced and liberal. His professor, Rippl Ronai, revealed to him
French art prior to the war. He also discovered the music ofBartok and Kodaly and the
avant-garde art ofLajos Kassak, linked to the Dada movement. After travelling through
the artistic capitais ofEurope he settled in Paris in 1925 where in order to survive he
drew caricatures in the cafés and cabarets ofMontmartre. He met Maria Helena Vieira
da Silva at the Grande Chaumiere Academy in 1929 and they were married in 1930.
In 1931, he started with engraving at Atelier 17 with Hayter and was in contact with the
surrealists Mir6, Tanguy and Max Ernst, among others who marked this phase of his
work. In 1939 he left Paris due to the war. First the couple moved to Lisbon but then
they left for Brazil in 1940 where they stayed until 1947. His painting became more
intimate and familiar, the scale was reduced. He organised a painting workshop for
young artists and collaborated in a number of periodical publications; the illustration of
literary works revealed to be particularly well adjusted to his sensitivity.

Back in France his work, having completed successive evolutionary cycles,
focused on the sensations of light and the exploration of the atmosphere, characterised
by strait format which revealed a spacial delicateness suggested by Japanese art.
In 1956 he became a French citizen. It was in the sixties that he was discreetly
established as an artist: acquisitions of his works by French museums, individual
exhibitions in France and abroad, decorations given by the French state. As from the
70’s a number of retrospectives of his work were organised in France and Portugal
(Calouste Gulbenkian Foundation). Even though he quite willingly left the forefront to
Vieira da Silva, Arpad Szenes was nevertheless an important reference in the art of his
time. Having voluntarily stepped into the background in favor ofVieira da Silva, Szenes
was one of the finest representatives of the School of Paris.



Nuno Faria. Photo © Vasco Célio / Stills

Nuno Faria

Nuno Faria (Lisbon, 1971) is an assistant professor at ESAD — School of Arts
and Design, Caldas da Rainha (Portugal).

He worked at the Contemporary Art Institute for the Portuguese Ministry of
Culture (1997-2003) and the Calouste Gulbenkian Foundation (2003-2009).
He worked and lived in the Algarve (2007-2012), where he founded (in Loulé, 2009)
the Mobilehome project — Escola de Arte Nomada, Experimental e Independente. In
2012-2013, he received the Prize of Art Critic by AICA/Carmona e Costa Foundation.
He was the artistic director of the International Centre for the Arts José de Guimaraes
in Guimaraes (Portugal) (2013-2019) and the Porto City Museum (2019-2022).

With over 20 years of experience as a curator, Nuno Faria has collaborated with
artists of various generations, both Portuguese and international, across institutional
and independent contexts, in central and more peripheral locations, in Portugal and
abroad.

In 2024, he was appointed director of the Arpad Szenes — Vieira da Silva
Museum in Lisbon.



Installation view: 2nd Exhibition Cycle, 2026. Left: Sara&André, Atelier, Lisbonne, 2023; Right: Vieira da Silva, Atelier, Lisbonne, 1935
Photo Vasco Célio / Stills

Arpad Szenes-Vieira da Silva Foundation

Vieira da Silva’s artistic vision played a significant role not only in choosing
the location for the Foundation, but also in its architectural concept. The original idea
to restore the house in Alto de S&o Francisco gave way to the decision to adapt the
building of the former Fabrica de Tecidos de Seda (old silk factory), in Praga das
Amoreiras, made available by the Lisbon City Council for this purpose.

The Arpad Szenes — Veira da Silva Foundation was created to undetake the rigourous,
well-documented study and promotion of Vieira da Silva’s work, regarded as the most
distinguished visual artist born in Portugal in the 20th century, along with that of her
husband, Arpad Szenes. Based on the mission of placing the work of the two artists
in its historical and aesthetic context, the Foundation regularly presents temporary
exhibitions by other Portuguese and international artists who knew them or shared
artistic affinities with them.

The programme is intended to be dynamic and innovative, establishing the Arpaz
Szenes — Vieira da Silva Foundation as a leading museum for the body of work of both
artists, allowing it to respond appropriately to new challenges. By encouraging parallel
projects and activities, while maintaining the quality standards that have guided its
pratice, the programme includes, whenever possible, exhibitions anhd prokects by
younger artists, in partnership or exchange with other institutions. The museum’s
programme, as well as through the organisation of, or participation in, exhibitions in
Portugal and abroad, also seeks to place the repertoire of Arpad Szenes and Vieira da
Silva within the Portuguese and international art scene.
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MUSEU ARPAD SZENES
VIEIRA DA SILVA

Museu Arpad Szenes — Vieira da Silva
Praca das Amoreiras, 56
1250-020 Lisboa

Site
https://www.fasvs.pt

Instagram
@museuarpadszenesvieiradasilva

Ticket Office
General Admission: 7,50 €

Discounts: 4,00 €
Teacher’s, +65, Lisboa Card.

Free entrance:

Lisbon residents; people up to 25 years old; on Sundays;
Vieira & Arpad Card; person accompanying an individual with
a disability or restricted mobility; unemployed individual; ICOM,
APOM, ICOMQOS, and AICA member; and Journalist’s Card.

Opening Hours
Monday: Closed
Tuesday — Sunday: 10 am — 6 pm

Accessibility
The museum is prepared for people with reduced mobility, with
access ramps and a lift.

How to get there

Car
Central Lisboa: Jardim das Amoreiras
Paid parking available on the street

Public transport

Metro: exit at Rato station

Bus/Tram: 19B, 706, 709, 720, 727, 738, 758 (stop: Rato); 713,
774 e 24E (stop: Jardim Amoreiras)

Press Office | O Apartamento
Vasco Aguas
vascoaguas@oapartamento.com

+351 964 869 001
Download press kit
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