Artwor
comm

KS

issioned
for Public
Institutions,
1945-1989

Edited: by Katarina:-Mohar and Gregor Drazil




"—“ .
!‘24! Zalozba ZRC





https://umetnostzaskupnost.si/

ART FOR
COMMUNITY

Artworks
Commissioned
for Public

nstitutions,
1945-1989

Ljubljana, 2026



S

©®

Opera Instituti Artis Historiae

Art for Community
Artworks Commissioned for Public Institutions, 1945-1989

Edited by Katarina Mohar and Gregor Drazil

English proofreading: Ana Cavi¢, Donald Francis Reindl
Slovene proofreading: Darja Gabrovsek Homsak

Reviewers: Marjeta Ciglenecki, Jessica Jenkins
Design, layout and photo editing: Andrej Furlan

Issued by ZRC SAZU, France Stele Institute of Art History
Represented by Mija Oter Gorenci¢

Publisher: Zalozba ZRC
Represented by Oto Luthar
Zalozba ZRC general manager and editor-in-chief: Ales Pogacnik

Print: Present, d. o. 0., Ljubljana

350 copies

First edition, first print run / First e-edition
Ljubljana 2026

DOI: https://doi.org/10.3986/9789610511748

The book is a result of the research programme Art in Slovenia at a Cultural
Crossroads (P6-0061) and research project Art for Community: Registration
and Assessment of Artworks Commissioned for Public Institutions in Slovenia,
1945-1991 (J6-50206), both funded by the Slovenian Research and Innovation
Agency.

Unless otherwise stated, the text of this volume is licensed under the Creative
Commons Attribution 4.0 International licence (CC BY 4.0). The licence does not
apply to the illustrations. Permission for their reuse must be obtained separately
from the relevant rights holder(s). Creators and sources are identified in the
captions where known.

Cover image: Ive Subic, unrealised sketch for the mosaic in the building
of the People's Assembly of the People’s Republic of Slovenia.
Photo: Andreja Rakovec, ZRC SAZU.






Katarina Mohar, Gregor Drazil
INTRODUCTION

Uvod

Oscar Svanelid, Marta Edling
THE GOVERNMENT OF ART: DEMOCRACY
AND STATE PUBLIC ART IN SWEDEN 1937-2027

Vladanje z umetnostjo: demokracija in javna umetnost
v drzavnih narocilih na Svedskem v letih 1937-2027

Barbara Vodopivec

“PERCENT FOR ART” SCHEMES: ARTISTIC AGENCY,
CULTURAL POLICY, AND PUBLIC ART IN EUROPE
AND POSTWAR SLOVENIA/YUGOSLAVIA

Shema »odstotek za umetnost«: vioga umetnikov, kulturna politika
in javna umetnost v Evropi ter v povojni Sloveniji/Jugoslaviji

Annette Tietenberg

ED AND NANCY KIENHOLZ'S PROPOSAL FOR THE BERLIN
FOUNTAIN (1981/83): AN IRONIC COMMENTARY ON THE
FUNCTION OF ART IN PUBLIC SPACES IN EAST AND WEST
BERLIN DURING THE COLD WAR

Predlog Eda in Nancy Kienholz za Berlinsko fontano (The Berlin Fountain;
1981/83): ironicni komentar o funkciji umetnosti v javnem prostoru
Vzhodnega in Zahodnega Berlina v ¢asu hladne vojne

Burcu Selcen Coskun
THE DIALOGUE BETWEEN ART AND ARCHITECTURE DURING
THE POSTWAR PERIOD IN TURKEY: CASES FROM ISTANBUL

Dialog med umetnostjo in arhitekturo v povojnem obdobju v Turciji:
primeri iz Istanbula



Gregor DraZil
THE MURALS OF IVAN SELJAK COPIC IN THE 1950S AND
EARLY 1960S: BETWEEN REALISM AND ABSTRACTION

Stenske poslikave lvana Seljaka Copica iz petdesetih in zgodnjih
Sestdesetih let 20. stoletja: med realizmom in abstrakcijo

Irina Carabas

JULES PERAHIM’'S MURALS AND THE POLITICS
OF THE BUILT ENVIRONMENT IN ROMANIA
IN THE POST-STALINIST PERIOD

Stenske poslikave Julesa Perahima in politika grajenega okolja v

Romuniji v poststalinisticnem obdobju

Andreja Rakovec
NEW INSIGHTS INTO IVE SUBIC'S MOSAIC

IN THE SLOVENIAN NATIONAL ASSEMBLY

Nova odkritja 0 mozaiku Iveta Subica
v Drzavnem zboru Republike Slovenije

Nadja Zgonik
TAPESTRIES AS PUBLIC ART IN ELITE SPACES OF SOCIALIST
YUGOSLAVIA: THE CASE OF MARI) PREGELJ'S TAPESTRIES

FOR THE KOTEKS TOBUS BOUTIQUE
Tapiserija kot javna umetnost za elitni prostor v socialisticni

Jugoslaviji: primer tapiserij Marija Preglja za butik Koteks Tobus



Natasa Ivanovic
ARTISTIC DECORATION OF SHIPS IN POSTWAR ITALY:
ZORAN MUSIC'S EMBROIDERY STORIA DI MARCO POLO

Likovna oprema ladij po drugi svetovni vojni v Italiji:
vezenina Zorana Musica Zgodba o Marku Polu

Patricia Pocanic

ART FOR LEISURE ARCHITECTURE: ARTWORKS
COMMISSIONED FOR HOTELS IN ISTRIA AND
THE KVARNER GULF IN THE 1960S

Umetnost za turisticno arhitekturo: umetniska dela, narocena za
hotele v Istri in Kvarnerju v Sestdesetih letih 20. stoletja

Blaz Seme
CONDITION AND RISK ASSESSMENT
OF SOCIALIST-ERA MOSAICS IN SLOVENIA

Ocena stanja in ogrozenosti mozaikov
iz obdobja socialisticne Slovenije

Begofa Farré Torras

PROMETHEUS'S TRIALS AND TRIBULATIONS:

A CASE STUDY OF HERITAGE CHALLENGES POSED

BY MURALS FROM THE TIME OF PORTUGAL'S ESTADO NOVO
DICTATORSHIP (1933-1974)

Prometejeve preizkusnje in tegobe: Studija primera izzivov
dediscinskega varstva, ki jih odpirajo stenske poslikave iz obdobja
portugalske diktature Estado Novo (1933-1974)



et RS

Cro)

'y

OGNS

'




Begofia
Farré Torras

IHA-NOVA FCSH /
IN2PAST

Mid-20th
century murals
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a dissonant
heritage

PROMETHEUS’S TRIALS AND TRIBULATIONS: A
CASE STUDY OF HERITAGE CHALLENGES POSED
BY MURALS FROM THE TIME OF PORTUGAL'S
ESTADO NOVO DICTATORSHIP (1933-1974)

Between the 1930s and the 1950s, the mass communication potential
of mural painting prompted a rush of commissions by public institutions
and private organisations across Europe.' In Portugal, at the time under
the Estado Novo (New State) dictatorship (1933-1974), well-established
and lesser-known artists were hired to decorate administrative buildings,
hospitals, and universities. In the private sector, too, corporations en-
hanced their headquarters with murals celebrating industry and trade,
while commercial establishments, less constrained by political and insti-
tutional considerations, gave artists freer creative rein to animate spaces
of social life such as cinemas, cafés, and shops. For artists, this opened
up attractive professional opportunities in a country with an otherwise
very limited art market. By the 1960s, however, this form of art - large-
scale decorative panels commissioned for indoor spaces - was losing its
appeal in Portugal, as in Europe generally,? and what had once been a
common element of the built fabric of society gradually faded from visual
culture. Over the following decades, changes in ownership or use of the
buildings that once housed murals resulted in the destruction of many
of these works while rendering others no longer visible to the public. Still,
a substantial number of murals have survived to this day, often as ob-
jects of contested significance to today's society. Their association with
a dictatorial past, even when they were not necessarily vehicles of state
propaganda, tends to generate discomfort, leading to either a certain re-
sistance to engage with these objects, or a knee-jerk dismissal of them.
However, the nature of these objects makes them an intrinsic part of
buildings we still use; the murals are instances of dissonant heritage? that
are hard to ignore within the urban landscape that we inhabit. Fixed ob-
jects in a rapidly changing world, they are increasingly contested by socie-
tal interpretations grounded on evolving political, ethical, and cultural fac-
tors. Their non-neutral presence, and their state of conservation several
decades on, press all stakeholders to engage in discussions regarding
possible forms of intervention on them.* The case study presented here
addresses one such mural and the heritage challenges it raises today.
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The work
today -

a heritage
conservation
debate

The Myth of Prometheus [Figure 1], a mural created by Dordio Gomes
(1890-1976) in 1954 for ESBAP, the Porto Higher School of Fine Arts (to-
day FBAUP, Faculty of Fine Arts of the University of Porto), provides a fitting
case study for the issues at stake. It is one of a body of six frescoes located
in various institutions and establishments in the city, all by Dordio Gomes,
that are currently the object of study of the exploratory project Mural in
Motion.> The project studies this body of works from an art history, public
history, and heritage perspective while exploring the possibilities and lim-
itations of digital strategies to tell their story and engage the community in
necessary discussions regarding their conservation. To this end, the proj-
ect has digitised the six murals, using photogrammetry, for the purpos-
es of registration, preservation, study, and dissemination, and will make
these high-resolution digital images available online but also use them to
“exhibit” the murals, by projecting them at real-life scale in an exhibition
venue.® Through this exhibition the project aims to bring the murals out
of the relative obscurity they currently find themselves in, in places with
limited public access, and encourage public viewing and discussion.

Dordio Gomes, a professor at ESBAP and a renowned figure in Portu-
gal's mid-twentieth-century art scene, was commissioned by the school
to produce this mural as an example of the integration of the arts and a
masterclass in fresco painting. The mural stands today with all the marks
of its passage through time: deep scratches, particularly in its lower sec-
tion, and the inscription in blue, “A cultura burguesa morrerd” (“Bourgeois
culture will die”), across the top right section, as well as other details add-
ed in the same paint in the bottom right section. What little is known on
the exact circumstances surrounding this inscription and the details in
blue, all presumably from the same time, points to it having been added
in 1974, at the time of the Carnation Revolution that, after a forty-year
right-wing dictatorship, would give way to a democratic regime. In the
wake of this revolution, the mid-1970s were a time of great political and
social upheaval, a time of strong, vocal rejection of the old regime, and
of anyone and anything that was perceived as having associated with it.
This fresco was not a state commission, and it presented none of the
historical and nationalist tropes favoured in that type of work. Its author
had been painting murals for various patrons since the 1940s - for a café,
a bookshop, and two churches - and would subsequently produce two
further mural sets for state institutions.” Presumably by association, this
fresco must have been seen as part of the Estado Novo regime that it was
now imperative to overcome. At some point in 1974, therefore, members
of the school community voiced that sentiment by adding, in blue paint,
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Figure 1. Dordio
Gomes, The Myth of
Prometheus, fresco,
1954, 3.61 x 2.89 m,
Faculty of Fine Arts of
the University of Porto,
Porto. Image: Leticia
Crespillo, Mural in
Motion.

the inscription, plus what appears to be a dove, a penis on one of the
figures, and colouring in the hats of this and another figure.

After that episode, and until recently, the mural was largely ignored. Over
the last twenty years, however, the school has made major efforts to safe-
guard its own heritage, encompassing its modernist buildings and the
various works of art that were created for them. This includes the mural,
whose condition calls for some form of restoration. This has raised a ma-
jor point of debate among the school community on whether a potential
clean-up of this fresco should include the removal of the 1974 inscription
or leave it in.

There are those who view the inscription as a political intervention, one
that tells the story of the 1974 democratic revolution, something that
has become an intrinsic part of the mural's history and as such should
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The Myth of
Prometheus -
analysing a
mural equation

be preserved. On the other hand, there are those who argue that any
restoration of the mural should bring it as close as possible to its original
appearance, including the removal of the 1974 inscription and other de-
tails, so as to honour the legacy of a well-loved professor at the school,®
who pioneered the teaching of fresco in Portugal at the time, and trained
many of the artists who would receive public and private commissions
in Portugal over the following decades,” well into the democratic period.
The debate has been ongoing since at least 2021'° and it is hoped that
the exploratory project can now contribute to it by generating and com-
municating knowledge on the mural that might help stakeholders - the
school's student body, its teaching and administrative staff, and public
heritage agencies, among others - make informed decisions on any res-
toration intervention. With research still ongoing at the time of writing,
what follows are preliminary findings on the circumstances surrounding
the mural's creation and its reception over time, as well as a formal and
iconographic analysis, that should eventually help ascertain the extent of
the mural's artistic, historical, or other societal significance and contrib-
ute to decision-making processes on its conservation.

A blank wall presents an artist with a complex challenge, one that calls
for a creative response capable of reconciling the artist's own voice and
aesthetic enquiries with a variety of external expectations, limitations,
and demands: the commission, which to a lesser or greater extent de-
termines the overall theme and terms of production; the specific location
of the work, its dialogue with the surrounding architectural elements, the
function of the space, and the circulation within it; and the work's mode
of reception, the visibility and legibility of the mural's forms taking into
account the wall's dimensions, lighting, and angles of vision, as well as
the socio-political context that may inform its interpretation by the tar-
get audience. Thus, if a canvas can already constitute a complex pictorial
problem for an artist, a mural, with this multiplicity of site-specific factors
at play, becomes something closer to an equation.™

Indeed, Dordio Gomes's writings, as those of renowned twentieth centu-
ry artists who worked on mural commissions, express an understanding
of the mural as a practice that cannot be addressed by merely trans-
posing to the wall, at a larger scale, the pictorial solutions of an easel
work."? From an art historical perspective, therefore, the formal and
iconographic analysis of a mural must go beyond the boundaries of the
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Figure 2. General view
of the vestibule to the
Architecture Pavilion,
with Dordio Gomes'’s
The Myth of Prometheus
on the wall to the left,
pictured at the time

of its inauguration in
1954. Source: Fundagdo
Manuel Ledo, Fundo
Fotogrdfico Tedfilo
Rego, inv. no.: PT-FML-
TR-COM-70-134 (as
reproduced in Nunes,
Vistas de exposicao).

painted surface; it must examine the choices made by the artist as strat-
egies to resolve the complex fit between their own creative wishes and
the requirements of the commission, the presumed expectations of the
target audience, and the formal, functional, and symbolic specificities of
the mural's spatial setting. It must consider, in other words, how the artist
went about trying to resolve that particular mural equation.

From the early 1950s ESBAP had been reformulating its curricular plan
with the specific purpose of promoting an integrated approach to artistic
production that could bring together architects, painters, and sculptors
in collaborative work.” From a career development perspective, and in
the context of a restricted art market where work on commission could
be a much-needed source of income for artists, this training was meant
to enable students to undertake work for public and private entities.
Against this background, The Myth of Prometheus was commissioned as a
mural for the school's newly built Architecture Pavilion [Figure 2], which
also incorporated sculptural works, as an example of what Carlos Ramos
(1897-1969), the school's director at the time, would term the “pact of the
three major arts"."

No documentary evidence has so far surfaced to provide details on the
actual commission process or the people involved in deciding the exact
location for this mural, its theme, and the way it was to be represented.
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The Promethean myth, at any rate, would have been a suitable choice
for a university. In an in-depth study of the ancient story of the titan and
its depictions over the centuries, Carol Dougherty stresses the richness
and complexity of this myth, and the wealth of interpretive possibilities it
has offered artists and writers.'® This variety notwithstanding, a central
element of the myth is the idea of fire stolen by Prometheus from the
gods as a gift to mankind, symbolising “the spirit of technology, forbidden
knowledge, the conscious intellect, political power, and artistic inspira-
tion.””® Given this association with knowledge and the arts, therefore, it
is not surprising to find renditions of the myth, in different pictorial lan-
guages, in a number of university settings: from the neoclassicist cycle
devoted to this story in the vestibule of the University of Copenhagen
by Constantin Hansen, dated c. 1845, to the bold dramatism of José
Clemente Orozco's 1930 fresco for Pomona College, California,’ or the
geometrised 1957 interpretation by Rufino Tamayo for the University of
Puerto Rico."

Dordio Gomes had a profound knowledge of classical culture?® and was
likely well acquainted with this myth and its pertinence to a place of learn-
ing and the arts such as ESBAP. His take on the narrative focuses less on
the often-depicted episodes of the theft of the fire by Prometheus, and
his subsequent punishment by Zeus for his defiance, to bring instead to
the fore the aspects of the story more directly related with creativity and
the arts. Thus, with the theft and the punishment respectively conveyed
in small vignettes at the top left and top right corners of the mural [Figure
3], the bulk of the composition is devoted instead to the portrayal of Pro-
metheus as the creator of mankind, and to the various arts developed by
the latter after receiving, through fire, the gift of knowledge and techno-
logical advancement. At the centre of the composition, a larger-than-life
Prometheus moulds the first humans from clay [Figure 1]. At his feet, a
group of roughly sketched figures seems to represent early humankind
in a still primeval state [Figure 4], before the enlightenment that would
come as a gift from the titan in the form of fire. With that knowledge in
their possession, humans develop various forms of art and technology:
just below and to the right of the group of early humans, two figures play
and listen to music while another paints a vase while, to the left of Pro-
metheus, three figures draw geometric shapes on the floor as another
two are busy building a structure [Figure 5]. In addition to music, there-
fore, the depiction encompasses the three arts of the school's “pact” - ar-
chitecture, painting, and sculpture, the latter represented by Prometheus
himself in moulding humanity from clay.
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Figure 3. Detail of The Myth of Prometheus, the theft of fire (left) and the punishment (right)
under the 1970s inscription. Image: Leticia Crespillo, Mural in Motion.

Figure 4. Detail of The Myth of Prometheus, early humankind in a primeval state,
plus figures playing music and painting a vase. Image: Leticia Crespillo, Mural in Motion.

i B e

Figure 5. Detail of The Myth of Prometheus, figures designing and building structures.
Image: Leticia Crespillo, Mural in Motion.
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Figure 6. Detail of

The Myth of Prometheus,
possibly Deucalion and
Pyrrha. Image: Leticia
Crespillo, Mural in
Motion.

Two larger figures — one male, one female - in the left bottom corner [Fig-
ure 6] leave more room for interpretation. In team discussions within the
Mural in Motion project, their dynamic stance has led some to posit they
could represent the art of dance. The mural's poor state of conservation
hampers these figures' legibility, but their relative position to Prometheus,
with whom they seem to establish a direct line of gaze, sets them apart
from all other figures and suggests they could be actual characters from
the story. Given that these figures seem to be running away from the
scene, rather than joining in on the creative endeavours of early humanity,
perhaps they are meant to represent Deucalion and Pyrrha?' being warned
by Prometheus about the flood that Zeus, angry at all this defiance, is plan-
ning to send to rid the earth of troublesome humankind. By including this
episode in his interpretation of the myth, Dordio Gomes would thus be
incorporating the theme of suffering that came with enlightenment.

Finally, by Prometheus's left foot, a muscular male figure holds a shooting
bow [Figure 7]. It is Heracles who, in a lull between his twelve labours,
kills the eagle to liberate Prometheus from his punishment. The inclusion
of this episode is perhaps significant when considered in the context of
the dictatorial regime ESBAP had to operate under. While the school had
to comply with national directives for higher education in the fine arts, it
was known as a more open establishment that offered greater pedagog-
ical and ideological freedom than its Lisbon counterpart,?? from which
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Figure 7. Detail of The
Myth of Prometheus,
Heracles shooting the
eagle. Image: Leticia
Crespillo, Mural in
Motion.

students often requested to be trans-
ferred to Porto.?® Within the limitations im-
posed by the close scrutiny of a dictatorial
regime, the school's director, Carlos Ra-
mos, and its head professors of painting
and sculpture, Dordio Gomes and Salva-
dor Barata Feyo (1899-1990) respectively,
managed to cultivate an open and stimu-
lating creative environment that was and
remains fondly remembered by former
students.”* Among them, Julio Resende,
who would go on to become a professor
at the school, described Dordio Gomes
as a “revolutionary within the Academy”,
for his openness to international artis-
tic currents and the creative freedom he
granted his students.? Against this back-
ground, Prometheus’s liberation from the suffering imposed by a tyranni-
cal Zeus, discreetly conveyed in the form of a small arrow-shooting Her-
acles, might perhaps be interpreted as a subtle but deliberate allusion to
freedom from authoritarianism.

The many variations and subplots that exist on the myth of Prometheus
involve a great deal more characters and episodes than could realistically
be depicted in one mural panel. Key characters in the myth that Dordio
Gomes chose to leave out are Zeus, the all-powerful tyrant who punishes
Prometheus for his gift to humankind, Athena, who breathes life to the
first humans moulded from clay by the hero, and Pandora, sent by Zeus
with her jar of ills to harm humanity in revenge for his defiance. However
central to the story, these characters were excluded from Dordio Gomes's
interpretation. In contrast, he included Heracles, a character that only
makes a brief appearance in certain versions of the myth, yet whose liber-
ation of the hero reinforces the theme of freedom. The Heracles episode
of the myth gained particular traction in the Romantic period,* not least
through Percy Bysshe Shelley's (1792-1822) highly influential interpreta-
tion of the story in Prometheus Unbound (1820). Dougherty sees in Shel-
ley's take on the myth a symbolism that “operates at a level beyond pol-
itics as well, invoking the image of Prometheus's liberation from [Zeus's]
chains to represent the forces in man's soul that combine to release his
creative power and restore his imaginative freedom.”?” While the extent
of Dordio Gomes's acquaintance with post-classical interpretations of the
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Figure 8. General view of
the Architecture Pavilion
entrance hall with The
Myth of Prometheus
mural. Photo: Begofia
Farré Torras.

myth, including Shelley's Prometheus Unbound, remains undetermined at
the time of writing, his inclusion of Heracles in the mural might perhaps
be read, beyond any ideological implications, as a deliberate symbolic
reference to creative freedom, echoing his own and the school's stance
towards its students.

For their part, the aesthetic solutions proposed by Dordio Gomes in this
fresco also reinforce its integration with its setting from a formal and
functional standpoint. The photograph in Figure 2 gives a broad view of
the entrance hall, shortly after its opening, with the mural towards the
left of the space, close to double doors leading towards facilities on the
ground floor of the building. The fresco’s decentralised location in this
hall, bathed in sunlight from ample glass panels, and its composition
around a larger-than-life figure, ensure the visibility of the protagonist
who welcomes viewers into the space without taking it over. In turn, the
floor-to-ceiling placement of the mural makes the action depicted in it
readily accessible to passers-by, with particular visibility being given, just
below eye level, to all the characters and episodes related to human cre-
ativity, the implications of enlightenment, and the discreet yet significant
presence of the hero's liberator. Chromatically, the mural presents the
characteristic palette of fresco painting, dominated by earthen greens,
ochres, and browns that create a subtle warm contrast with the light grey
of the walls immediately surrounding it, while the modelling of the cen-
tral figure, achieved through unexpected reddish highlights, picks up the
strong burgundy hue of the wall further to the right [Figure 8].
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Evolving
communities,
evolving needs,
evolving
reception

The pictorial strategies adopted by Dordio Gomes in this fresco signal a
degree of formal experimentation that sets this work somewhat apart
from his mural production. In the absence of documentation that might
shed light on the brief he received for the fresco, it seems reasonable to
posit that, as a senior figure at a school of fine arts that nurtured artistic
autonomy, he found himself in a position of having considerable creative
leeway. His innovative approach to this particular mural project is most
visible in two aspects: the rapid, illustration-like style of figuration, with-
out precedents in his own mural production or that of other artists at
the time; and the uneven boundaries between the frescoed area and
the remaining wall, which he had only used once before in a commission
immediately preceding this one.?® These features lend the Promethean
mural an unconventional look that speaks to the school's spirit of creative
exploration and generate a striking, almost organic counterpoint to the
rationalist lines of the building's modernist architecture.

The mural's placement within the entrance hall made it unmissable for
anyone accessing the building's ground floor facilities through the double
doors next to it. Realistically, however, this location would have elicited little
contemplation by students and staff walking by on their way to and from
lessons. The hall, however, included a long stone bench, located directly
across from the mural [Figure 9] from which they would have been able
to enjoy an unrushed view of the entire space and perhaps ponder on the
aesthetic effect of the mural in dialogue with its architectural surroundings.

As an example of the integration of the arts and a practical lesson in
fresco painting, the mural was warmly celebrated and appreciated by the
school's community at the time of its inauguration in 1954.%

However, from a functional point of view, its integration with architecture
began to present difficulties from the moment the hall's use changed.
What was originally conceived as an entrance vestibule, and therefore a
place mostly of passage and waiting, began to be used also as a display
area for the end-of-year student exhibitions. Whenever any such exhibi-
tion was in place, the colouring and dynamic figuration of the mural must
have created visual interferences with the student works on show. Photo-
graphs from the 1960s show the mural covered every time the entrance
hall doubled as an exhibition space [Figure 9]. While these were always
temporary measures and the mural went back on view as soon as each
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Figure 9. View of the
Architecture Pavilion
entrance hall being used
for the 1963 end-of-
year student exhibition,
with the mural covered.
Source: Fundagéo
Manuel Ledo, Fundo
Tedfilo Rego, inv. no.:
PT-FML-TR-COM-70-111
(as reproduced in
Nunes, Vistas de
exposicdo).

exhibition finished, they appear to signal a gradual change in the mural's
significance over time, perhaps accentuated following the end of Dordio
Gomes's tenure at ESBAP in 1960.

A decade later, as already described, the 1974 Carnation Revolution and
the social agitation that ensued generated a feeling of rejection towards
the mural that was expressed in the inscription and other details added
in blue paint. The precise circumstances surrounding this episode are still
largely unknown. Further research is needed to establish, among other
aspects, the extent to which this intervention expressed a generalised
feeling at the time within the broader school community or was repre-
sentative of certain members within it. Following this episode, and until
recently, the mural appears to have been more or less ignored. At some
pointin its history, also yet to be determined, new functional requirements
again dictated the mural's fortune when the wall space was turned over to
lockers or some other form of furniture that left deep horizontal scratches
on the pigmented layer of lime mortar. The story of how this mural came
to be, of the classical myth it represents, and of the work’s reception over
time are all relevant to the debate the school community is conducting

338



Photogrammetry
and its
applications

on its future. The project will seek to develop these narrative lines, among
others, through digital means of display, as part of the exhibition.

An in-depth study of an artwork requires access to good quality images
that, in the case of murals, are notoriously difficult to obtain. A mural's
placement and dimensions, often monumental, generally thwart attempts
at photographing it from a central point to obtain a fully frontal view of
its entirety. These limitations can be circumvented through digitisation,
whether by means of laser scanning or photogrammetry. The Mural in
Motion project has opted for the latter to digitise the corpus of murals
under study, including The Myth of Prometheus. Photogrammetry involves
taking a very large number of partial photographs of an object, with a
conventional reflex camera or even just a mobile phone, which are then
computationally processed into a composite 3D model of the original. In
the case of murals, the three-dimensional capture of the object is of par-
ticular interest, for instance, for those panels that are painted on curved
surfaces. Even for those on flat walls, photogrammetry makes it possible
to capture fine details of the surface texture, including wall irregularities
and, of particular interest in the case of fresco murals, the “seams” be-
tween giornate. The 3D models thus obtained are then also rendered as
high-resolution 2D images that can be used for communication purposes
in various degrees of resolution. In this chapter, for example, the image
of The Myth of Prometheus presented in Figure 1 is not a photograph of
the mural but actually the medium-resolution version of the high-resolu-
tion 2D render of the 3D model, obtained from hundreds of photographs
through the process of photogrammetry.

The project contemplates various communication applications for the 3D
models and 2D renders, both online and in an in-person setting. These
include, as already mentioned, the use of the high-resolution 2D images
to project the murals at real scale in a public exhibition. As this is planned
to take place at the Faculty of Fine Arts of the University of Porto, former
ESBAP, this form of projection will not be used for the specific case of The
Myth of Prometheus, as visitors - from the school and broader community
- will be able to view the actual mural in the building next to the exhibition
hall. The 2D images of the fresco will, in any case, be used as part of the
project’s critical examination of animation as a curatorial strategy. Anima-
tion is increasingly being used as a mediation device to bring art to broad
audiences in both commercial and museum settings. Often, especially in
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commercial venues, this takes the form of self-styled “immersive” exhibi-
tions that magnify, replicate, and animate the works of art in all-envelop-
ing projections. In its search for visual novelty, this form of mediation can
profoundly alter the perception of the work of art it purports to present,
while showing it at a speed that undermines its contemplation. From a
critical stance towards these modes of spectacularisation of the work of
art, the project aims instead at exploring the potential of animation for
meaningful, engaging, and thought-provoking knowledge communica-
tion.*® With regard to The Myth of Prometheus, the project contemplates
the possibility of using short animation films, to be shown on monitors
at the exhibition, with two purposes: on the one hand, bringing to life
the story of the titan as portrayed in Dordio Gomes's rendition; on the
other, tracing the mural's fortunes from its creation in 1954 to today or,
conversely, virtually reconstructing its hypothesised original appearance.

The first application intends to use animated storytelling to help exhibi-
tion visitors make sense of the classical myth with which contemporary
audiences are perhaps less familiar than was the case at the time the
mural was first shown to the school community. The second application
has evident implications for the debate on conservation measures to be
taken with regard to the mural. Given that the fresco has been digitised in
its current condition, should the school community decide to restore it as
closely as possible to its original appearance, there now exists a high-res-
olution record of it that would digitally preserve the 1974 intervention.
Conversely, should the school community resolve to leave the 1974 in-
scription in place, it will still be possible to create a digital reconstruction
showing a hypothetical rendition of the mural in its original state.

Over the decades since Dordio Gomes conceived and painted The Myth
of Prometheus at ESBAP, the school's evolving circumstances have given
rise to profound shifts in its community’s perception of, and engagement
with, the mural. What was an object of appreciation with pedagogical sig-
nificance in the 1950s had become somewhat of a visual interference by
the 1960s, when the space housing it took on different functions. For its
part, the revolutionary context of the 1970s turned this artwork into an
embodiment of a dictatorial past to be contested. The mural survived
from the 1980s onwards, largely neglected, damaged by the furniture
placed against it in yet another change of function for that space. Today,
given its poor state of conservation, its restoration is discussed as part
of broader efforts to preserve the school's heritage for current and fu-
ture generations of art students. This places the school community at the
centre of the debate on the mural's significance as heritage, be it artistic,
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historic, or even just affective. In conjunction with the preservation, study,
and communication possibilities opened up by digitisation, it is hoped
that the preliminary findings presented here, and further research to be
carried out in the upcoming months, will make a meaningful contribution
to a discussion involving the expression of artistic and ideological dis-
agreement, the significance of objects with associations to a dictatorial
past, the safeguarding of the school's facilities and material heritage, and
the preservation of its institutional memory.

Funding Thisresearch is funded by Portuguese national funds through FCT - Foun-
dation for Science and Technology, I.P., as part of project 2023.11110.
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Povzetek

Prometejeve preizkusnje in tegobe: Studija primera izzivov
dedisc¢inskega varstva, ki jih odpirajo stenske poslikave iz
obdobja portugalske diktature Estado Novo (1933-1974)

V poglavju so obravnavani dediscinski izzivi, ki jih odpirajo stenske poslika-
ve, naroCene na Portugalskem v ¢asu diktature Estado Novo (1933-1974).
Izhodisce je freska slikarja Dordia Gomesa (1890-1976) z naslovom Mit o
Prometeju, ki je leta 1954 nastala za Visjo Solo za likovno umetnost v Portu
(ESBAP, danes FBAUP). Tudi kadar takSna dela nimajo neposredne pro-
pagandne vsebine, lahko zaradi povezanosti z avtoritarno preteklostjo
postanejo problemati¢na dediscina. Vec kot pet desetletij po t. i. revoluciji
nageljinov, ki je aprila 1974 na Portugalskem vzpostavila demokracijo, se
v akademskem in SirSem druzbenem prostoru krepi zavest o nujnosti so-
ocenja s to zapuscino. Ker so ta dela Se vedno prisotna v javnih prostorih
in pogosto v slabem stanju, se postavlja vprasanje, kako z njimi ravnati:
jih restavrirati, premestiti, kontekstualizirati ali nanje odgovoriti z novimi
ustvarjalnimi posegi, ki bi jih lahko smiselno vkljucili v danasnji druzbeni
prostor?

Mit o Prometeju je v poglavju obravnavan kot primer »disonantne dedisci-
ne«: kot kulturni objekt, katerega pomen se zaradi sprememb politicnih,
eti¢nih in druzbenih vrednot skozi ¢as spreminja in sproza polemike. Freska
je bila sprva razumljena kot izjemen dosezek freskantstva in kot uresnicitev
pedagoskega ideala ESBAP, ki je zagovarjal sintezo arhitekture, slikarstva in
kiparstva. Kasneje se je njena recepcija izrazito spreminjala. Priblizno deset-
letje po nastanku, v Casu, ko se je njen avtor ze upokojil, so nove Studijske
usmeritve Sole in spremenjena raba stavbe zmanjsale simbolni pomen in
prepoznavnost poslikave. Desetletje kasneje, po revoluciji leta 1974, je bila
freska dodatno zaznamovana s politicnim napisom »Burzoazna kultura bo
umrla«in z drugimi intervencijami, ki so izrazale zavracanje dela zaradi nje-
gove domnevne povezave z diktatorsko preteklostjo.

V naslednjih letih je bila freska zanemarjena in podvrzena precejsnjim
poskodbam. Nedavna prizadevanja Sole za ohranitev modernisticne ar-
hitekturne in umetnostne dediscine so razpravo o njeni konservatorsko-
restavratorski obravnavi znova postavila v ospredje. Klju¢no vprasanje je,
ali naj se v procesu restavriranja dela odstrani napis iz leta 1974 in delo
pribliza prvotni zamisli avtorja ali pa naj se napis ohrani kot zgodovinska
plast, ki prica o politicnem protestu in institucionalnem spominu.
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Poleg zgodovine nastanka in recepcije freske prinasa poglavje tudi for-
malno in ikonografsko analizo Gomeseve interpretacije mita o Promete-
ju. Pokaze, da osredotoCenje na ustvarjalne vidike mita in vkljucitev He-
rakleja, ki Prometeja osvobodi Zevsove kazni, ne pomenita le slavljenja
umetnosti, temvec ju lahko razumemo tudi kot subtilen namig na ustvar-
jalno svobodo. V tem smislu lahko fresko razumemo v kontekstu razme-
roma odprtega intelektualnega ozracja Sole v Casu diktature.

V poglavju je freska obravnavana tudi v kontekstu projekta Mural in Moti-
on, SirSe raziskovalne pobude, ki povezuje umetnostno zgodovino, javno
zgodovino, dediscinske Studije in digitalne tehnologije ter v okviru katere
proucujejo Sest stenskih poslikav Dordia Gomesa. Korpus je bil digitali-
ziran s fotogrametrijo, kar omogoca izdelavo natancninh 3D modelov in
visokolocljivih 2D podob, namenjenih dokumentiranju, raziskovanju in
posredovanju gradiva, tudi v okviru inovativnih razstavnih strategij. Digi-
talizacija je zato predstavljena kot orodje, ki lahko spodbudi in informira
razpravo med razlicnimi delezniki. V poglavju izhajamo iz stalis¢a, da je za
odlocanje o prihodnosti sporne umetnosti (contested art), kot je Mit o Pro-
meteju, Nnujno razumeti njeno vecplastno zgodovino: od nastanka in ide-
oloskih konfliktov do zanemarjanja in ponovnega interesa. S povezova-
njem raziskovalnega dela in digitalnega posredovanja projekt pomembno
prispeva k razpravam o konserviranju, spominu in upravljanju dediscine,
povezane z avtoritarno preteklostjo.
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A substantial body of postwar art created for institutional
environments remains hidden in plain sight: in schools, hospitals,
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postwar public space and visual
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the transnational study of art
commissioned for public institutions, a field that remains unevenly
researched across national contexts. The chapters show how
institutions used art to shape their environments and how later
changes in use or ownership affected the works' meanings and
prospects for preservation.





