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“Ensaios para o Museu das Origens,” Instituto Tomie Ohtake and Itau Cultural, Sdo
Paulo, 2023-24

In 1978, the politician and art critic Mario Pedrosa imagined the reconstruction of
the partly burnt down Museu de Arte Moderna do Rio de Janeiro as the creation of
a “Museum of Origins” that, besides presenting conventional modern and
contemporary art, also gives representation to works by Indigenous and Afro-
diasporic people as well as by self-taught artists and psychiatric clients. Under the
title “Ensaios para o Museu das Origens” (Towards the Museum of Origins), the
Instituto Itau Cultural and Instituto Tomie Ohtake in Sao Paulo recently made an
effort to actualize Pedrosa’s vision. However, while the tone of Pedrosa’s
discourse was about acknowledging the influence of “peripheric” creativities on
contemporary art, thus relying on a teleological trajectory of development, the
recent exhibitions receive Fernanda Pitta’s praise for evoking what Frangoise
Vergés has called the “post-museum” by embracing a multiplicity of memories
and cultural narratives, and for resisting the (eurocentric) tendency of propagating
foundational myths or universal syntheses.

Museums, historically revered as institutional custodians of cultural heritage,
now find themselves navigating an era where internal and external pressures are
compelling a reevaluation of their roles within contemporary society. While such
discussions are permeated with aspirations of becoming dynamic spaces
fostering dialogue and change, the reality within many of these establishments
paints a starkly different picture. This struggle for transformation is vividly
echoed in the events that unfolded in 2018. That year saw the devastating fire at
the National Museum of Brazil, in Rio de Janeiro, which was the result of a lack
of public funding for the institution, and it also saw the burgeoning of the
Decolonize This Place movement, which echoed the overall dissatisfaction with
museum politics in the United States and beyond. The confluence of these
occurrences highlights the imperative for museums to transcend their



conventional boundaries and recognize that inclusivity extends beyond curated
narratives — it necessitates the diversification of museum staff, the incorporation
of more voices with decision-making roles, and an active engagement in
confronting the systemic issues inhibiting change. The ongoing discussions on
coloniality and contra-coloniality inform my review of “Ensaios para o Museu
das Origens (Towards the Museum of Origins),” the recent exhibition inspired by
Mario Pedrosa’s visionary proposal for a Museu das Origens and held at two
venues, the Instituto Itat Cultural and Instituto Tomie Ohtake, both in Sao Paulo.
Fire, archives, and museums are enmeshed in Brazil’s history in unfortunate
ways. The 2018 catastrophe at the National Museum evokes earlier events: when
Minister Rui Barbosa ordered the destruction by fire of all documents related to
slavery in the country in 1890, and when the Museu de Arte Moderna do Rio de
Janeiro was engulfed in flames in 1978. Pedrosa, a prominent Brazilian art critic,
responded to the 1978 fire by sketching the Museu das Origens project that same
year. Synthesizing the collective discussions held in assemblies and mobilizations
that took place right after the fire, the project envisioned the museum as a
conceptual space, a platform to gather five existing institutions as “independent
but organic” entities: the Museu de Arte Moderna, to be reconstructed with state
support; the Museu do Indio; and the Museu de Imagens do Inconsciente — the
latter two then thriving institutions with structural challenges — plus the Museu
do Negro and the Museu de Artes Populares — both yet to be created. Central to
the concept was a departure from the Eurocentric narratives that often dominated
museum frameworks. It aimed to create a space that honored diverse cultural
legacies, acknowledging the multiplicity of origins and narratives that form so-
called Brazilian culture and how they have influenced modern and contemporary
art. This approach sought to challenge entrenched notions of superiority in
cultural representation, advocating instead for a more complex and diverse

understanding of Brazil’s artistic expressions.




Museu de Arte Moderna, Rio de Janeiro, July 16, 1978

In “Ensaios para o Museu das Origens,” the curators Izabela Pucu, Paulo
Miyada, and Ana Roman, with the collaboration of invited curators Daiara
Tukano and Thiago de Paula Souza, and with the assistance of numerous other
collaborators, evoked Pedrosa’s project as a mapping device. In an extensive
survey, the exhibition presented around 1,000 works from 20 different Brazilian
institutions. More than re-creating his 1978 proposal, the curators expanded and
reshaped its impulses in moving and exciting ways. It is a somewhat unexpected
achievement to make an exhibition of institutional practices without being
conventional or demeaning of the audience’s experiences.

Both venues show an intricate juxtaposition of initiatives, archives, and
collections, comprising written records, visual documents, artifacts, and works of
art. For example, the Baniwa dictionary of graphisms, a series of delicate
engraved ceramic plates produced for the Museu do Indio by a Baniwa group of
women from the Amazon, shares space in the exhibition with the remarkable
objects of the Maracatu Elefante, an Afro-diasporic performance culture from
Northeast Brazil, preserved in the Museu do Homem do Nordeste, as well as
with the record collection of mostly Yiddish, Hebrew, and Portuguese lullaby
songs from the Casa do Povo library. Each institution’s presentation in the
exhibition served as a poignant narrative, engaging the public in a thought-
provoking exploration of particular aspects of the respective archives and
collections that highlight multifaceted struggles inherent in safeguarding and
presenting memories, but above all, in making them relevant to now. The sheer
existence of those institutions facing constant menace — from funding cuts to
threats from conservative politicians — confronts the complexities surrounding
collective historical narratives, interrogating established truths while providing
perspectives that challenge received ideas and enrich our understanding. The
selection of institutions moved beyond the cultural boundaries of Southwest
Brazil and away from traditional museum formats. Importantly, the exhibition
also highlighted small institutions alongside larger ones.

The above-mentioned example of the Baniwa dictionary of graphisms
underscores the impact of such institutions and their work. Faced with the
realization that aspects of their ceramic practice had been lost due to the violent
ecological and cultural impact of colonialism in the 20th century in the region, the
Baniwa women went on a visit to the Museu do Indio to see old pieces made by
their people, and in a workshop hosted at the museum, the participants
exchanged oral knowledge and retrieved creative methods, or “cosmotechnics,”
[1] of their ancestors. The result was the production of 100 new pieces for the
collection and the compilation of this iconographic dictionary of their ceramics as
a form of continuous transmission of remembered knowledge.



Baniwa graphisms

As stated by the curators, the presentation of aspects of these institutions’
archives and collections forms a web of “memory gestures.” By appreciating their
juxtaposition in the exhibition space, we better perceive the work of those
institutions as critical experiences of memory building and preservation of
material and immaterial heritage around the country. A dialogical aspect is
reflected in the display concept of the two venues, which abdicates chronological
or geographical order. By visiting both sites, one can wander through diverse and
unique perceptions of memories of multiple ancestries from different
communities and contexts that intertwine yet maintain their specificity. In one of
the exhibition venues, coming together in a fertile encounter about diaspora and
resistance, are a group of functional replicas of African musical instruments; the
collection of Yiddish and Hebrew records from the Jewish cultural institution
Casa do Povo; and contemporary recordings of vissungo songs (enslaved miners’
work songs from the state of Minas Gerais) created in the context of the
Musikfabrik project by musician, researcher, and ethnomusicologist Spirito
Santo. Indeed, what the exhibition cast in relief is how Pedrosa’s proposal
resonates within the practices of several existing museums and archives in Brazil,
presenting examples of what Francoise Verges has been calling the “post-
museum”: institutions that nurture spaces of belonging, that embrace and foster a
multiplicity of memories and cultural narratives, resisting the tendency of
presenting themselves as foundational myths or universal syntheses, or treasure
repositories of the Western world.

The general principles of Pedrosa’s project, the emphasis on the creativity of
psychiatric clients, of Indigenous, Afro-diasporic, and self-taught artists and
groups, are maintained in the current exhibition. Yet, one major change is worth
noting: if the tone of Pedrosa’s discourse was about acknowledging the influence
of “peripheric” or “marginalized” creativities on modern and contemporary art



and culture, the current question is not about influence, but empowerment. A
great number of the institutions presented in the exhibition are organized and
run by their constituents and communities. Self-presentation and self-articulation
are key, and they represent a pivotal departure from the Western “universalist”
approach that still marked Pedrosa’s language and thought.

Instead of presenting “the memory of Brazil’s diverse constituent matrices,” a
somewhat unfortunate curatorial statement in the exhibition’s opening text, the
curatorial approach successfully articulates dissident practices of memory and
heritage that escape totalizing perspectives marked by the notion of origin which
had still been significant to Pedrosa. Memories are not subsumed in singular
concepts that uphold unified conceptions of a nation. It is the community that
makes those institutions stronger and gives them meaning. Community makes
them relevant and topical, enmeshing past, present, and future.

Here, the concept of ancestry, as expressed by various “contra-colonial”
communities, to use the late Antonio Bispo dos Santos’s, aka Nego Bispo’s,
terminology, holds significant importance. This notion isn’t entirely absorbed by
modern Western concepts of history, which are heavily influenced by progressive
ideologies and linear views of time.



. Janeiro, sexta-feira, 15 de setembro de 1978

0S TEMPOS SAO OUTROS

O NOVO MAM TERA
CINCO MUSEUS. E
A PROPOSTA DE
'MARIO PEDROSA.

Em reuniao do Comité Per-
manente pela Reconstrucdo do
MAM, realizada ontem, na Es-
cola de Artes Visuais, no Parque
Lage, o critico de arte Mario
Pedrosa sugeriu a reorganiza-
cdo do Museu através de nova
estrutura, com ci museus
independentes, mas organicos:
o Museu do indio, o Nf useu ae
Arte Virgem (do Inconsciente)
o Museu de Arte Moderna, o
Museu do Negro e o Museu de
Artes Populares. "Toda a arte
moderna inspirou-se na arte
dos povos periféricos, portanto
nada mais adequado para o0
Museu de Arte Moderna do Rio
de Janeiro do que apresentar
essa arte que temos em abun-
dancia, ao lado de um acervo
de arte contemporanea brasi-
leira - e latino-americana”
disse ele.

Na proposta, Mario Pedro-
sa dd uma explicacdo suscinta
sobre a fundacdo do Museu das
Origens:

— Em face da destruicio
total, pelo incéndio, do MAM,
é imperativo que se tire uma
conclusdo l6gica da catastrofe:
o MAM acabou, O grupo social
que tao samente se lan-
cou ap trabalho de cria-lo, com
Niomar Muniz Sodré Bitten-
court & frente, nfio estq mais
em condicoes de recomecar a
tarefa. A situacdo mudou; os

tempos séo outros, a filosofia, .

ou mesmo a ideologia que ins-
pirou os que fizeram o Museu
ha mais de 20 anos atras, mu-

dou. Dai a necessidade de cha-

e o Estado
para criar outro estabelecimen-
to congénere com outras fina-

Pedrosa: o velho MAM acabou

lidades. A hora do puro mece-
nato_privado passou. ALé nos
Esfados Unidos ja_o_proprio
useu de Arte Moderna de No-
TeC! xilio
) cial do Estado. Por is-
SO propomos que a reconstrucéo
seja feita com o auxilio e a co-"
laboracao do Estado. Nossa
proposicio é que se construa
uma Fundacéo Publica ou mis-
a, mas 5 ou-
fras existentes no pafs, guarde
sua inteira autonomia. Os téc-
nicos no assunto nos garantem
sua inteira viabilidade.
E’ o seguinte o texto do do-
cumento lido por Mério Pedro-
Sa:

”"Na fundacdo do Museu
das Origens prevé-se 0 estabe-
lecimento de cinco  Museus:
Museu do Indio; Museu de Ar-
te Virgem (Museu do Incons-
ciente);, Museu de Arte Moder-
na;, Musew do Negro; Museu
de Artes Populares.

Os museus sdo afins em-
bora independentes entre si. O
Museu do Indio jd tem sua es-
trutura, organizagdo propria,
alguns recursos e acervo rico,
mas sem local apropriado.

O Museu do Inconsciente
também tem sug estruturg e
organizacdo prépria, recursos
e excelente qcervo. Mas estd
com suas instalagcoes precdrias
e mesmo algo ameacadas.
Cumpre assegurd-las para bem
da cultura brastleira e mundial.
O Museu de Arte Moderna tem
local e sede magnifica que po-
de abranger os outros, mas nao
tem sendo um pequeno acervo
de obras, que sobrou do incén-
dio total.

A Fundacdo deve ser pi-
blica ‘ou_de matureza mista pa-
Ta_Qssegurar sua_permanéncia
¢ solidez, sobr [3
Tecursos, mas dispor de uma

- estrulura _organizatoria_auto-
a @ _fim de assegurar uma

orientacao cultural e artistica
ndo s6 coerente e homogénea,
Mas nao_sujeita a EanfEEgEE de
rientacao e administracdo,
consequéncia de inteérvencoes
politicas_extemporane -
rocrdtica todo.aconse-
avels,

Um comité de profissionais
competentes, aluantes e um
Conselho Deliberativo de per-
sonalidades eminentes e repre-
sentativas, de respeitabilidade
reconhecida mna - sociedade, se-

rdo responsdveis pela orienta-

cdo cultural e artistica da Fun-
daclo e umae administracdo efi-
ciente, proba e autorizada.

O Museu de Arte Moderna
deverd reconstituir um acervo
que seja antes de tudo repre-
sentativo de orte brasileira,
suas primeiras figuras repre-
sentativas do impressionismo
como Visconti até as geracoes
seguintes como Brecheret, Se-

gall, Tarsila, Anita Malfatti, Di
Cavalcanti, Portinart, Volpt,
Goeldi, Livio Abramo, até as da
hoje, mais jovens, Deverd econ-
tar também com salas latino-
americanas desde o uruguaio
Torres Garcia a artistas do Mé-
zico, da Argentina, do Peru, da
Colombia, da Venezuela, de
Cuba, etc. Salas européias e
norte-americanas. Salas de Ar-
te Concreta, que responde as
origens modernas do MAM, na
Europa, no Brasil e na Argen-
tina. Sala de Arte Neoconcreta
do Brasil, além de salas de ex-
posicoes tempordrias,

O Musew do Negro terd
acervo a se constituir a partir
de pecas trazidas da Africa e
das criadas aqui no Brasil,
principalmente nos cultos re-
ligiosos, onde sdo usadas.

O Museu de Artes Popula-
res terd acervo a ser constitui-
do com pecas colhidas nas vd-
rias regioes do Brasil, nos vd-
rios tipos de artefatos como ce-
ramica, madeira, ferro, flan-~
dres, palha etc.

Corpo de cursos tedricos e
aprendizado prdtico do MAM:
artes pldsticas, maisica, cine-
ma, video-tape (laboratério de
fotografic — oficina grdfica,
atelier de gravura, marcenaria,
moviola, etc.). Com algumas
matérias gerais como Historia
da Arte, Antropologia Cultural,
secdes especializadas: cultura
urbane — comunidades rurais
— comunidades tribais; festas
urbanas, carnaval.

Fontes de financiamento:
a — de empresas estatais; b —
de orcamentos federal, estadual
ou municipal;, ¢ — doagdes pri-
vadas.

Rendas do MAM serdo ob-
tidas através do uso da oficina
grdfica, da marcenaria, atelier
de gravura, laboratério de foto-
grafia, sala de montagem (mo-
viola), slides, serigrafia, etc.

Contribuicdo dos socios se-
rd0 mecessdrias para manter a
organizacdo democrdtica e po-
pular da Fundacdo, assim co-
mo doagdes publicas e priva-
das de cardter permanente e
tempordrio e especializadas.

“Jornal do Brasil,” September 15, 1978

Contra-colonial notion of ancestry challenges Western dichotomies of past
and present. It rejects the idea that the contemporary must align with the latest
technology or the newest developments, as asserted by the universal truth of
modern Western progress ideology, a belief that demands dismantling — done
not, as Audre Lorde can remind us, with the master’s tools. If ancestries —
practices, sensibilities, cosmologies — hold relevance to today’s existence, they are
contemporary. That's why contra-colonial thought rejects the notion that “origin”
is in the past, static, and resistant to change. Indeed, if an idea of origin is to be
invoked, it may align more closely with what Walter Benjamin interpreted from
Karl Kraus’s renowned quote: “origin is the goal.” [2] In this connotation, origin
and tradition are not inherently pure, untouched, and relegated to the past. As a
goal, origin can point to something other than itself; it can aim for an open future,
projected “in the open air of history.” [3] The origin can catalyze transformation —
tulfilling past aspirations, promoting restorative justice, and ending the violence
perpetuated by colonization and the tyranny of progress.



This is why the juxtaposition of archives and collections with commissioned
contemporary works, while commendable, might appear as an unnecessary
gesture, giving excessive credit to museum strategies already explored in
“updating” their collection displays through contemporary art inclusion.
Everything else presented in this exhibition is contemporary already. Every
object, song, and creative expression presented belongs to today. What they hold,
what they represent, does not need contemporary art’s endorsement. Had all the
works directly engaged with the collections or archives and facilitated
encounters, similar to the ongoing project by Yael Bartana with the Yiddish Coral
Tradicao and the Afro-diasporic Ile Oba di min block, the impression might have
been different.

As an exhibition, “Ensaios para o Museu das Origens” amplified a chorus of
voices and acknowledged the multiple efforts to stop the ongoing global disaster.
It offered evidence of the various ways institutions, both large and small, engage
in memory work that can change the present and the future. Furthermore, as a
realization, it extends an invitation for the network of institutions connected by
the exhibition space to persist and promote exchanges, peer learning, and mutual
support.

“Ensaios para o Museu das Origens,” Instituto Tomie Ohtake and Itat Cultural, Sao Paulo, September 9,
2023-January 28, 2024.

Fernanda Pitta is an art historian and assistant professor at the Museum of Contemporary Art of the
University of Sao Paulo, Brazil. She currently coordinates the Brazilian team of the research project Decay
without Mourning: Future Thinking Heritage Practices (Riksbankens Jubileumsfond).

Image credit: 1. © Everton Ballardin 2. Archive of Celso Guimaraes; 3. © Everton Ballardin; 4. Archive of
MAM Rio; all images courtesy of Instituto Tomie Ohtake

NOTES

[1]  Irefer to the concept of cosmotechnics, as developed by Yuk Hui, since it properly
describes the connection between cosmology and technology for Indigenous
peoples. See Yuk Hui, Art and Cosmotechnics: For A Renewed Concept of Technology in
the Anthropocene (Minneapolis: University of Minnesota Press, 2021).

[2]  Walter Benjamin, Selected Writings, vol. 4, 1938-1940 , ed. Howard Eiland and
Michael W. Jennings (Cambridge MA: Harvard University Press, 2003), 395.

3] Ibid.
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