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ARTICLE INFO ABSTRACT

Keywords: This paper explores how the engagement of economic elites with the arts impacts their legiti-
Art ﬁ.eld misation among art professionals. Drawing from interviews with art curators, gallerists, art
Prestige critics, art collectors, scholars, artists, and museum directors active in the Brazilian art field, we
Bourdieu . . .

Lamont explore how they perceive the founders of private museums in the country. In many respects,

Economic elites
Private museums
Brazil

interviewees are critical of the founders, particularly regarding their motivations, taste, and
character. In order to exclude museum founders as proper members of the art world, our in-
terviewees draw both moral and symbolic boundaries. This does not prevent them, however, from

praising founders for their actual accomplishments. These narratives suggest that while elites may
seek prestige enhancement, their perception within the art world remains ambivalent at best. This
matters because art professionals function as gatekeepers to the art world, as they facilitate access
to resources and connections which are valuable for museum founders. We argue that this
ambivalence cannot be captured exclusively in the Bourdieusian terms of misrecognition or failed
capital conversion. Instead, we draw from Michele Lamont’s notion of boundary drawing to point
at the moral limits which economic elites may encounter when they engage with the arts.

1. Introduction

With the concentration of wealth in the hands of the few and the rise of economic inequality, studying economic elites has become a
significant field of research in cultural sociology. One of the main aims of this emerging field is to comprehend how individuals with
disproportionate access to resources (Khan, 2012) maintain and perpetuate their positions (Cousin, Khan, & Mears, 2018). One strand
of research is particularly concerned with the possible conversion of these resources into other forms of capital (Khan, 2012); these
studies show how elites attempt to enhance their prestige and legitimise their wealth via philanthropic engagements (Holmqvist, 2022;
Kolbe, 2023; Lena, 2019; McGoey, 2012; McGoey & Thiel, 2018; Sklair & Glucksberg, 2020; Sherman, 2018).

Sociologists of art have likewise been preoccupied with the role of economic elites within the art world. Some have studied art
collecting (Braden, 2016; Gnyp, 2015) or the participation in boards of cultural institutions (Ostrower, 2004) as a way to achieve elite
distinction. Others have focused on the foundation of private art museums by super-rich individuals (Aengenheyster, 2024; Kolbe,
2023; Lena, 2019; Walker, 2019). In doing so, many have been concerned about the impact of economic elites on art worlds and the
intermediaries they team up with, for instance, on the public visibility of art or its valuation (Brown, 2019; Graw, 2009; Quemin, 2020;
Walker, 2019). Others have argued that the engagement of these elites with the arts amounts to a form of ‘art washing’: it serves to
improve the prestige of elites, which may be tainted because of the dubious ways in which they have earned their fortune or because of

* Corresponding author.
E-mail address: a.friedmannrozenbaum@uva.nl (A. Rozenbaum).

https://doi.org/10.1016/j.poetic.2026.102078

Received 16 December 2024; Received in revised form 25 January 2026; Accepted 1 February 2026

Available online 10 February 2026

0304-422X/© 2026 The Author(s). Published by Elsevier B.V. This is an open access article under the CC BY license
(http://creativecommons.org/licenses/by/4.0/).


https://orcid.org/0000-0002-1523-5406
https://orcid.org/0000-0002-1523-5406
mailto:a.friedmannrozenbaum@uva.nl
www.sciencedirect.com/science/journal/0304422X
https://www.elsevier.com/locate/poetic
https://doi.org/10.1016/j.poetic.2026.102078
https://doi.org/10.1016/j.poetic.2026.102078
https://doi.org/10.1016/j.poetic.2026.102078
http://crossmark.crossref.org/dialog/?doi=10.1016/j.poetic.2026.102078&domain=pdf
http://creativecommons.org/licenses/by/4.0/

A. Rozenbaum and O. Velthuis Poetics 114 (2026) 102078

their sheer wealth to begin with (e.g., Serafini, 2022).

The impact of elites’ engagement with the arts has, however, hardly been studied. We therefore do not know if it does indeed
contribute to the reproduction of dominant class positions, if distinction is indeed achieved, or if their prestige is enhanced. To un-
dertake a full-fledged assessment of this impact is beyond the scope of a single paper. Instead, this paper presents a qualitative analysis
of intra-elite evaluation processes, namely, how art professionals who are part of Brazil’s cultural elite perceive economic elites’
engagement with the art field through founding a museum of their own. While the Brazilian context is specific in some respects - due to
its colonial history, extreme inequality, limited government funding for the arts, and rapidly developing art market (see Brandellero &
Velthuis, 2018) - we argue that this case offers relevant insights for understanding the position of economic elites more broadly.

Focusing on the perceptions of art professionals is important for at least two reasons: first, economic elites depend on these pro-
fessionals for the success of their activities within the art world, whether it is dealers to buy art from, artists to exhibit, curators to hire
as museum employees, or, more generally, to facilitate access and connections within the art world (Quemin, 2020). In turn, if their
activities are not seen as successful, lacking artistic merit, or, in the case of private museums, having to close down prematurely
(Velthuis & Gera, 2024), the prestige benefits will not materialise. Secondly, art professionals function as gatekeepers; in that capacity,
their evaluations and perceptions can be expected to matter for what Bowness (1990) has called wider ‘circles of belief” within the art
world; or to put it in Bourdieusian terms, these members of the art world possess the symbolic capital to ‘consecrate’ others, including
the economic elites they may endorse or cooperate with. For the 19 century Boston Brahmins, DiMaggio has argued that “[t]he
professionals, the critics, the art historians, the musicians and the rest were crucial, in part for providing a vocabulary for the un-
derstanding of art, but, even more important, for legitimizing the stature of the elites who monopolized their attentions and their
services" (DiMaggio, 1982b, p. 317-318). More recently, Thornton (2008) has shown how internal art-world consensus circulates
through media to produce authoritative narratives about collectors and institutions, while Kolbe (2023) illustrates how professionals
in private museums actively construct public narratives that legitimise founders’ motivations and cultural roles. Together, these
studies highlight the central role of art professionals in shaping the reputational frames through which museum founders are
perceived.

Building from 33 interviews, we study how curators, gallerists, art critics, art collectors, museum directors, scholars, artists and a
dealer perceive private museum founders. In contrast with dominant perspectives in studies of both economic elites and contemporary
art worlds, our interviewees are critical in several respects of founders, in particular when it comes to their motivation for founding a
museum, their taste, their character, and their impact on the art field. Based on these narratives, we argue that founding a private
museum is not a self-evident strategy for elites to enhance their prestige within the art field.

2. Literature review

Elites have historically used the art world to mark their social position and help reproduce it (Bourdieu 1984). To put it in
Bourdieusian terms, the convertibility of capitals is the basis of strategies to ensure the reproduction of capital and social position
(Bourdieu, 1986). The dominant and legitimate form of capital in the field of cultural production is symbolic capital, which Bourdieu
defines in terms of respect, prestige, or honour (1984). It can be accumulated by actors within this field by disavowing their economic
interests and demonstrating a pure interest in art itself: “[W]hen the only usable, effective capital is the (mis)recognised, legitimate
capital called 'prestige' or 'authority', the economic capital that cultural undertakings generally require cannot secure the specific
profits produced by the field - not the 'economic' profits they always imply - unless it is reconverted into symbolic capital.” (Bourdieu,
1993, p. 75).

Cultivating their taste for high culture, one way in which economic elites have sought such prestige is by associating themselves
with cultural institutions via elite philanthropy (see, e.g., Cook, 2001, for the late 1990s British contemporary art field or Maclean
etal., 2021, for U.S. and U.K. elite philanthropy). Be it through art collecting (Braden, 2016; Gnyp, 2015), supporting art accessibility
(Accominotti, Khan, & Storer, 2018; DiMaggio, 1982a; Lena, 2019), donating to public museums (Duncan, 1995) or participating as
board members in cultural institutions (Ostrower, 2004), economic elites also derive other benefits from their engagement with the
arts, such as (upper) class identity and elite cohesion (Banks, 2019; Ostrower, 1998).

Scholars studying the privatisation of cultural infrastructure and art philanthropy argue that museum patronage often comes with
expectations of reciprocal benefits. Alexander (1996) shows how corporate funding shapes museum operations and exhibitions to align
with donor interests, and describes this as an “institutional gift” (Alexander, 2014), where corporations anticipate returns from their
support. Banks introduces the idea of “doing well by doing good” (2019, p. 100), showing how corporate professionals use museum
philanthropy to reinforce work identities and build strategic relationships. These findings reveal that relationships between wealthy
elites and museums are driven by interests beyond altruism, involving mutual benefits. Bennett’s concept of museums as “cultural
technologies” (Bennett, 1995) points more generally at the entanglement of power structures and museums, showing how the latter
helps organise and regulate public culture to sustain elite positions. Similarly, Zolberg (2000) warns that privatisation can undermine
democratic cultural policy by shifting institutional priorities toward donor interests, privileging elite tastes, and reducing public
accountability. Together, these perspectives suggest that art philanthropy not only funds cultural infrastructure but also maintains
power relations and social hierarchies.

Studies of private museums likewise suggest they confer symbolic benefits to founders, from the status which the elite class of
Boston Brahmins derived from founding the first non-profit art museums in the second half of the 19t century (DiMaggio, 1982a) to
contemporary global economic elites who have established several hundreds of private museums in the first decades of the 20™ century
as a form of self-aggrandisement (Adam, 2021; Velthuis et al., 2023). Indeed, private museums have been seen as perpetuating the
legacy of their founders (Duncan, 1995; Higonnet, 2007) or as self-glorification sites (Herrmann, 2009).
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Recalling how museums have been historically regarded as “indispensable sources of prestige” (Sheehan, 2000, p. 84), Walker
claims that the status and benefits they provide “continues to serve as a significant motivation for wealthy business tycoons” (Walker,
2019, p.6). She argues that private museums help founders enhance their esteem and reputation like no other entrepreneurial actions
in their business could (Walker 2019). Gnyp likewise points to the conversion of social and cultural capital to its economic form and
argues that “[a] private museum helps to gain significance and forms a place where the social, cultural and economic power of a
collector can be celebrated” (Gnyp, 2015, p. 154). Similarly, through the cases of powerful French collectors, Quemin (2020) argues
that private museums serve their founders in relationship-building: as they tighten ties with curators, gallerists, and artists, founders
expand their influence and consolidate their power. Moreover, investigating Germany-based private museums, Kolbe (2023) claims
that economic elites use them for (self)legitimisation by presenting themselves as more flexible and innovative than their bureau-
cratised and under-endowed public counterparts.

Still, empirical evidence on how effective this engagement with the arts is in the eyes of various publics remains scarce. While there
seems to be little doubt that one of the goals of economic elites is to enhance their prestige by associating with the arts, we cannot
assume this goal is always reached. Braden’s (2016) work on art collectors' recognition is one of the few exceptions. She shows how
collectors manage to legitimise their “superior tastes” by being listed in a dominant art magazine’s ranking (ARTnews’ annual list of
top 200 collectors). Although such ranking serves as an indicator for collectors’ recognition, one can question how much authority
these magazines have and how seriously they are taken among members of the art world, or, for that matter, outside of them.

Moreover, we know little about which legitimation strategies of economic elites are likely to be successful within the arts. Ac-
cording to the Bourdieusian paradigm, symbolic profits are only to be gained if ‘the rules of art’ are followed, meaning that elites need
to demonstrate a passion for art, ‘denegate’ economic interests (including direct financial profits), develop a refined taste for art and
show themselves to be ‘in the know’ about, for instance, ‘serious’ upcoming artists (Bourdieu, 1993). According to more recent studies,
however, these rules of art have changed ever since Bourdieu developed his theory of the field of cultural production in the 1960s and
1970s. Some have doubted more fundamentally to what extent his fieldwork in Paris could be generalised to countries such as the
United States (Crane, 1987, 2009), let alone beyond the Global North, where contemporary art worlds have developed over the last
decades (Velthuis & Curioni, 2015). Some studies have argued, for instance, that because of neoliberalisation, the worlds of art and
finance have become increasingly entangled, so that financial speculation or other forms of economic profit-making from art are no
longer frowned upon (Brown, 2020; Graw, 2009). These studies question the artistic field’s relative autonomy and suggest that the art
field provides ample opportunities for elites to enhance their prestige, and disinterestedness is no longer required. Kolbe (2023),
however, argues that private museum founders in Germany still seek to distance themselves from their super-wealthy and overly
ostentatious peers by emphasising moral stances, such as their own ethical, authentic, and autonomous engagement with the arts.

The influence of morality on social evaluation has been highlighted more generally by critical scholarship on Bourdieu (see e.g.,
Boltanski & Thévenot, 2006; Lamont, 1992, 2000). One of the most influential contributions is by Michele Lamont, who critiques
Bourdieu’s emphasis on economic and cultural capital as too narrow, thereby overshadowing the role of morality in processes of
evaluation. For instance, in her comparative studies of French and American upper-middle-class groups (1992) and working-class men
(2000), Lamont highlights how these groups are permanently drawing symbolic boundaries between themselves and others, based on
moral judgements. She argues that moral criteria should be treated as analytically distinct in the study of boundary formation. This
perspective is particularly relevant for the present study, as it extends beyond Bourdieu’s framework to examine how art professionals
also draw on multiple orders of worth (Stark 2009), including a moral order, to evaluate museums and their founders. Moreover, like
Lamont et al. (2014), we find that evaluation, categorisation (in our case, around legitimate membership of the art field) and
meaning-making are key to understanding legitimation processes.

Drawing from this scholarship, we aim to contribute to the - so far limited — understanding of the extent and ways in which elites do
indeed manage to legitimise themselves by engaging with the arts and, in particular, by founding a museum of their own. Starting from
the assumption that prestige dynamics tend to vary across institutional settings and audiences, we focus on the perspectives of art
professionals in Brazil to examine whether founders can enhance their prestige among key actors in the field.

3. Methods & data

Most studies of the role of elites in contemporary art worlds, and private museum founders in particular, have focused on regions in
the centre of the global art field - i.e. Europe and the United States, leaving the periphery by and large unstudied (for an overview, see
Kolbe et al., 2022).! Our focus on one of these peripheral countries, Brazil, is informed by some considerations. First, its vast
socio-economic inequality makes it an interesting context for studying private museums and their founders. The country has the
second-highest level of wealth inequality in the world, with approximately 50% of the country's income belonging to 1% of the
population. In 2023, it was ranked 10% on the list of the number of billionaires per country (Hyatt, 2023), while it gained the most new
millionaires worldwide in 2022 (UBS, 2023). Moreover, the country’s artists and galleries have been highly successful internationally
over the last decades (see e.g. Brandellero & Velthuis, 2018).

As part of the rapid development of its art field, since 1990, twelve private museums for contemporary art have been established in

1 A few case studies connect Brazilian private museums to the global field (Castro, 2018; Corréa, 2020), and only two investigations focus on
institutionalisation processes (Oliveira, 2017; Rosa, 2021).
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Brazil, but only ten remain active — most of them founded after 2010.? The founders of these museums built their wealth through,
among others, mining, sugar plantations, real estate and banking. Two of the founders are artists, while one also owned a gallery (see
Fig. 1).3

We interviewed art professionals about their perceptions of and experiences with Brazilian private art museums. The most
frequently cited cases were Inhotim Institute, FAMA, Instituto Figueiredo Ferraz (IFF), and Usina de Arte - museums with which many
interviewees had direct or close professional ties, reflecting both the snowball sampling method used and the focus of our broader
research, which this study is part of, on three of these institutions (Inhotim, FAMA, and Usina). These three museums also stand out for
the legitimation stakes involved. Their founders face varied scrutiny: some due to corruption scandals or for their controversial
backgrounds (see Cuadros, 2018; Cordova, 2019; Rosa, 2021), and others because of historical entanglements (see Rozenbaum, 2025),
or for their polemic backgrounds and recurrent attempts to enter the art world.

Inhotim was identified by all interviewees as the leading example due to its size, age, and international reputation. Often referred to
in the media as the “Disneyland of the Arts” (Baker, 2014; Kruglyak, 2023), Inhotim is one of the largest and most recognised
contemporary art museums in Brazil and internationally. Open since 2006, its collection features over 1800 artworks by renowned
national and international artists. Permanent artworks are displayed open air and also through 20 pavilions and four galleries across a
140-hectare botanical garden. While located in the state of Minas Gerais, far from the Sao Paulo-centred art market, Inhotim remains
active in that sphere.

Usina de Arte opened to the public in 2017, and it houses around 40 artworks across a 30-hectare open-air museum and botanical
garden in rural Pernambuco. It has not yet gained significant recognition in the Sao Paulo art market and is not widely known as a
tourist destination, either locally or internationally. Still, though fewer interviewees had visited it, it gained visibility from recent
media coverage.” FAMA, established in 2018, displays a collection of over 2500 artworks focused on Brazilian artists in a former textile
factory in Itu, about an hour’s drive from Sao Paulo. Its proximity to the capital and the founder’s background as both artist and
gallerist have fostered stronger ties with the art market. Also in the Sao Paulo state, IFF was frequently mentioned by interviewees. The
other institutions were less cited: IMS, admired but sometimes considered corporate due to its link to banking wealth; FVCB and MFF
were less familiar to participants; and CBM, which was founded after most interviews had taken place.

This research draws on 33 semi-structured interviews and numerous informal conversations with professionals involved in the
Brazilian art field (see Table 1). Although Brazilian museums are spread across six states, this investigation departs from Sao Paulo city,
where the country’s contemporary art world and art market are centred (Rosa, 2021), holding the most prestigious art galleries,
museums, the country’s main biennale and art fair. Most interviewees live in Sao Paulo and are Brazilian, while three are foreigners
(German, Dutch and French) living in Brazil for many years. Eight interviewees were curators, five gallerists, three art critics, six
museum directors, three scholars, five artists, one dealer, and two art collectors. Most interviewees have a university-level education in
the arts. Twenty were male, thirteen female, and, except for two, all were white, which by and large reflects the composition of the
Brazilian art world.

Interviews were held by the first author in 2021, 2022 and 2024 in person (19) and, due to COVID-19 precautions, online (14).
Participants were selected via snowball sampling, starting through two primary contacts within the art world; interviews usually lasted
one to two hours. Apart from five, all interviews were recorded; handwritten notes were taken right afterwards. After transcription,
interviews were coded through descriptive and value coding (Saldana, 2014) and categorised into themes. Through an inductive
process, we focused on the ways in which interviewees referred to founders. While interviewees consented not to be anonymised, we
did so anyway for privacy reasons.

4. Three repertoires of critique

Our interviewees did not provide blanket critiques nor celebrations of private museum founders. Instead, the interviews laid bare
complex, layered, nuanced and to some extent contradictory perceptions of these founders among members of the Brazilian art world.
Some critiques were grounded in direct interactions between interviewees and museum founders, drawing on personal experience;
others were based on anecdotes, stories, or gossip circulating within the Brazilian art world; and certain critiques reflected a more
generalized public reputation of founders and their museums, often seeming to be shaped by media portrayals.

Our interviewees deployed three repertoires of evaluation in discussing the legitimacy of these founders: a cultural repertoire of
class distinction (as one would expect in the art world from a Bourdieusian perspective), a moral repertoire, and a pragmatic repertoire
which emphasised results over motivations (see Table 2). Evidencing further nuance, we distinguished several evaluation criteria
within each repertoire. Depending on the specificities of the founder they were talking about, different critiques were brought forth by
almost all interviewees.

Also noteworthy, given Brazil’s social structure and that most museum founders there are male and white, no critical repertoire
emerged around gender or race. This white-dominated character (which our sample of interviewees also reflects) appeared to be taken
for granted and left unchallenged. While a few interviewees critiqued the male domination of the art field, they did not link it to the

2 One of these museums, IMS, has three branches in different states of Brazil. Since they are in separate locations, we count them as three
museums, even though they have the same founder.

® FAMA's founder, with his wife, had two branches of the Kogan-Amaro art gallery (Sio Paulo and Zurich), active for four years until 2022.

4 Especially because it got the news and social media spotlight in January 2021 with a polemic artwork, Diva, by Juliana Notari (see Gabriel,
2021; Consiglio, 2021).



A. Rozenbaum and O. Velthuis

Poetics 114 (2026) 102078

Museu da Fotografia de Fortaleza (MFF)
Fortaleza, CE, 2.600.000 inhabitants
Founding year: 2016

Founders: Paula & Silvio Frota

Founder's industry: Real state

Usina de Arte

Santa Terezinha, PE, 35.000 inhabitants
Founding year: 2017

Founders: Ricardo & Bruna Pessoa de Queiroz
Founder’s industry: Agriculture, Sugar plantation

Instituto Figueiredo Ferraz (IFF)

Ribeirao Preto, SP, 590.000 inhabitants

Founding year: 2011

Founders: Dulce & Jodo Carlos de Figueiredo Ferraz
Founder’s industry: Sugar plantation

Instituto Inhotim

Brumadinho, MG, 38.000 inhabitants
Founding year: 2006

Founder: Bernardo Paz

Founder's industry: Mining

Fabrica de Arte Marcos Amaro (FAMA)

Itu, SP, 167.000 inhabitants

Founding year: 2018

Founder: Marcos Amaro

Founder's industry: Arts; inherited wealth (air transport)

Colegao Moraes-Barbosa (CMB)

Instituto Moreira Salles

Pogos de Caldas, MG, 35.000 inhabitants
Founding year: 1990

Rio de Janeiro, RJ, 6.300.000 inhabitants
Founding year: 1999

Sao Paulo, SP, 12.330.000 inhabitants
Founding year: 2017

Founder: Walther Moreira Salles

S&o Paulo, SP, 12.330.000 inhabitants Fundagdo Vera Chaves Barcellos (FVCB)

Founding year: 2021 Viamao, RS, 87.000 inhabitants
Founder: Patricia Moraes & Pedro Barbosa Founding year: 2005

Founder's industry: Finance Founder: Vera Chaves Barcellos
Founder’s industry: Arts

Founder’s industry: Finance

Fig. 1. Overview of private art museums for contemporary art in Brazil.
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Table 1
Key characteristics of interview sample®®.
Professional role Gender  Skin City of Residence Education Connection to private museums (PM)
colour

Gallerist M White Sao Paulo - Worked in a PM; sold artworks to PMs

Gallerist F White Sao Paulo Sociology, Arts Sold artworks to PMs

Gallery director F White Sao Paulo Arts Sold artworks to PMs

Gallerist M White Sao Paulo Arts Sold artworks to PMs

Gallerist M White Sao Paulo - Sold artworks to PMs

Art dealer M White Sao Paulo Arts, art market No direct relation to PMs

Curator, art advisor M White Rio de Janeiro Law, Economy Curator at one PM; has close connections to
other PMs

Curator M White Sao Paulo Art history Advised on a project for a PM

Curator M White Sao Paulo Journalism Was considered for a position in a PM

Curator M White Sao Paulo Architecture Curated exhibitions for PMs

Curator M White Belo Horizonte Arts Former worker at a PM

Curator F White Florianépolis Arts Worked as a consultant for a private collector in
opening a PM

Curator M White Sao Paulo Arts Former curator at a PM

Curator M White Sao Paulo Law, Art history, Film Close connections with PM founders; has
collaborated in projects with PMs

Art critic M White Sao Paulo Journalism Has written about PMs

Art critic M White Sao Paulo Journalism, Arts Has written about PMs; closely connected to
some PM founders

Art critic F White Sao Paulo, Lisbon Journalism, Arts Has made videos and written about PMs

Artist M Black Porto Alegre Geology Has artworks commissioned by PMs

Artist F White Sao Paulo Arts No direct relation to PMs

Artist F White Rio de Janeiro Architecture Has an artwork bought by a PM

Artist and curator F White Sao Paulo Arts, education Has participated in talks and events at PMs

Artist F White Sao Paulo Arts Has artworks sold and commissioned by PMs

Art centre director, curator M White Florianépolis Art history No direct relation to PMs

Art centre director F White Sao Paulo Arts, Museology Close connections to one PM founder

Museum director and curator M White Sao Paulo Art history, Worked at a PM as a curator and director

Communication
Museum director F Black Sao Paulo Communication Worked at a PM as a director; works at a PM as
sciences education director
Museum director and curator F White Sao Paulo Arts Worked at a PM as a director
Museum president F White Sao Paulo, Belo - Worked at a PM as president
Horizonte
Collector, board member of M White Sao Paulo Engineering Collector
international museums
Collector, board member of M White Sao Paulo Business Close personal and business connections to PM
international museums founders

Scholar F White Sao Paulo Art history Has researched the history of Brazilian PMs

Scholar M White Sao Paulo History, Arts Has conducted research on PMs

Scholar M White Belo Horizonte History, Social Worked at a PM

sciences, Arts

prestige of museum founders.

While the perceptions of art world professionals are interesting in their own right, our interviews suggest they also matter to the
founders themselves. For instance, an art critic recalled writing a negative news piece about a private museum and soon afterwards
receiving a call from the founder, who wanted to engage in a conversation and clarify points he believed had been misrepresented.
Likewise, a curator who worked closely with a museum founder who had been heavily criticized within the art field, described him as
highly aware of this criticism, and as relying on “spiritual preparation”, and psychoanalysis to cope with it.

4.1. A Bourdieusian critique: taste, interestedness, and new wealth

In Brazil (...), there is this broader perception that (...), there is a huge centring on the person (...), it is this economic elite that determines
and creates these (private art institutions), often not necessarily out of good faith, because they like it, out of love for art, as Pierre
Bourdieu's book calls it, but out of love for their own image or their businesses with art. (art critic)

One frequent complaint of interviewees was about the limited cultural knowledge among the museum founders, as well as their
lack of sophisticated artistic taste. These parts of the interviews came across like a textbook case of a Bourdieusian critique of taste, as
highlighted by a curator in this section’s opening quote. Just over half of our interviewees made such a critique, almost irrespective of
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Table 2
The three repertoires of critique.
Repertoire Criterion Professionals using this repertoire Frequency
Cultural Taste Gallerists/Art dealer 4/6
Curators 6/8
Art critics 2/3
Artists 2/5
Museum directors 0/6
Collectors 2/2
Scholars 2/3
All 18/33 (54%)
Interestedness Gallerists/Art dealer 3/6
Curators 6/8
Art Critics 2/3
Artists 3/5
Museum directors 2/6
Collectors 2/2
Scholars 3/3
All 21/33 (63%)
New wealth Gallerists/Art dealer 2/6
Curators 5/8
Art critics 2/3
Artists 0/5
Museum directors 0/6
Collectors 2/2
Scholars 0/3
I All 11/33 (33%)
Moral Unreliability Gallerists/Art dealer 2/6
Curators 3/8
Art critics 3/3
Artists 2/5
Museum directors 0/6
Collectors 2/2
Scholars 1/3
All 13/33 (39%)
Egocentricity Gallerists/Art dealer 2/6
Curators 6/8
Art critics 2/3
Artists 2/5
Museum directors 3/6
Collectors 2/2
Scholars 1/3
All 18/33 (54%)
Impulsiveness Gallerists/Art dealer 5/6
Curators 4/8
Art critics 2/3
Artists 0/5
Museum directors 4/6
Collectors 0/2
Scholars 3/3
All 18/33 (54%)
Pragmatic Founder’s achievements Gallerists/Art dealer 4/6
Curators 6/8
Art critics 3/3
Artists 3/5
Museum directors 1/6
Collectors 0/2
Scholars 3/3
All 20/33 (60%)
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the specific role they occupied in the Brazilian art field (see Table 2). In doing so, they distanced themselves from the museum
founders, and displayed their own cultural capital. For instance, an established art collector was harsh about a museum founder whose
art collection he called “horrible”: “[he] only buys shit, and nothing matches (...). It would be definitely better not to have it publicly
open (...). Not even for free. It’s a waste of your time”. One of our interviewees remarked about a founder couple that “[t]hey act as if
they did [know about art], but the truth is they don’t know anything”, while another was accused of knowing ‘shit about art. Zero.”
Depending on their assessment of a specific founder’s taste, this critique was levelled to a different extent at the various museum
founders.

Moreover, the more consistently the founder outsourced artistic choices to a curatorial team and sought support from art pro-
fessionals, the less likely he would be prone to face this criticism. One founder was therefore significantly heavily criticised than the
others because of the perceived lack of coherence in his eclectic collection, which resulted from himself taking on curatorial re-
sponsibilities. Moreover, the founder also doubled as a gallerist and as an artist (even displaying his own works in his museum), which
many felt compromised the museum’s curatorial integrity.

This critique could therefore be part of a Bourdieusian symbolic struggle for dominance, in which art professionals such as curators,
art critics, gallerists, and established art collectors who traditionally hold a dominant position as arbiters of “good taste” may feel
threatened by the prospect of museum founders emerging as the new tastemakers.

Another common criticism within this Bourdieusian repertoire, expressed by two-thirds of our interviewees, was that they mainly
engaged with the arts for instrumental reasons: the founders were often seen as insufficiently passionate about the art itself, and too
much interested in money or status in particular. According to one established collector, for example, Brazilian private museums are
usually established because of their founders’ business interests. Founders were judged for having hidden agendas and seeking
financial benefits from their museums, including tax breaks or even opportunities for laundering money.® Some of these critiques were
directed to specific founders, while others were more general. The criticism towards founders’ interestedness stemming mainly from
these interviewees can be seen as a way for them to distance themselves from founders, reinforcing their own disinterestedness.

Finances figured in another way in the art professionals’ critique when they pointed at the vast wealth of museum founders, and the
ways in which they used them to buy their way into the art scene. Rather than taking a position in the art world because of their artistic
choices, they simply owed it to their wealth. Beyond judging them for their financial interestedness, private museums were also seen by
almost two-thirds of our respondents as a way to enhance the founders’ prestige (cf. De Nigris, 2018; Lu, 2014). But paradoxically,
because they tried in what these interviewees saw as rather ostentatious ways, their attempts to enhance their prestige were doomed to
fail, at least within the art field; after all, prestige enhancement can work in the arts, but, as Bourdieu’s notion of denegation suggests,
only if people can convincingly denegate their attempts. In the eyes of these respondents, Brazilian private museum founders failed
that test. An art critic said, for instance:

Most people in charge of art institutions aren't in these places just for art. Of course, they also like art in some cases, but it's to
gain legitimacy (...), or actually to do business right now in the 21 century (...). [T]his problem is endemic and systematic in
Brazil, and these people use these art places for their own benefit.

Likewise, an established collector explained that “nowadays, collecting (art) became a social business so that you can be ‘in’”. One
collector who exhibits his collection in a private warehouse for a select public, was suspected of starting a private museum because he
had not managed to obtain the status he desired directly through his career in the financial sector. Note that Brazil was not necessarily
seen as special in this respect. One foreign curator, for instance, emphasised that prestige-seeking is common among museum founders
worldwide. Citing a private museum in his home country, he said: “The business community only goes in if they have something to
gain, and it's not money. They've realised that museums aren't about money, they're about prestige.” If not for prestige or for business,
one of our interviewees - a curator - remarked that one founder started his museum in order to ‘enter’ the art market and get pref-
erential treatment by gallerists. This, in turn, could result in better access to artworks which are widely coveted on the art market.

Drawing symbolic boundaries (cf. Lamont & Molnar, 2002) between themselves and these founders, over one third of interviewees
presented themselves as different: as purely dedicated to the arts, and as not being interested in prestige enhancement (cf. Sooudi,
2012, for a similar finding for the Indian art world). A renowned gallerist claimed there are two kinds of people in the art world: “the
ones who live for prestige, which are the collectors, including museum founders; and those who like it and make a living from it: us, all
the others”. Also, some curators, collectors, critics, and one artist drew boundaries between their own engagement with the arts, and
that of private museum founders: by pointing at founders as interested in earning money through art, having a huge ego and showing it
off by opening their museums, these interviewees presented themselves as disinterested, passionate about art, and modest. Thus, they
distanced themselves from museum founders. Despite setting up a museum, (financially) supporting the art market, and engaging with
art professionals, most founders were not seen as legitimate members of the art field.

The Bourdieusian critique had one last dimension: almost one third of our interviewees were critical specifically towards those with
new wealth, who did not belong to Sao Paulo’s traditional, old moneyed economic elite. Indeed, who was and who was not part of
Brazilian elite circles was frequently discussed during the interviews. One curator who used to work for a private museum claimed
people were particularly harsh on the museum’s founder because he was not part of the traditional “four-century-old Paulista

6 Although a common practice, the use of public money through incentive laws by private museums was usually criticised. The most well-known
law is Lei Rouanet, developed in 1991 to incentivise corporate tax breaks in cultural projects, distributing the state’s duty with society. As a curator
clarified, private and public museums usually apply with a project detailing their estimated annual costs. The public instance approves it, entirely or
partially, and the institutions seek private sponsors willing to redirect their taxes to their expenditures.
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aristocracy”. This traditional elite were the ones who had developed the local art market. The curator explained they only recognise
those with similar backgrounds as peers and usually do not welcome outsiders from other Brazilian regions - like the founders of
Inhotim, Usina de Arte and FAMA. Instead, private museum founders like Moreira Salles (IMS) and Figueiredo Ferraz (IFF) were spared
from this critique, as they were born into Sao Paulo's traditional aristocratic families and, therefore, part of this highbrow elite. The
distinction between a ‘bourgeois’ and an ‘aristocratic’ attitude was also levelled by a foreign curator active in the Brazilian art field,
who praised the founder couple of Usina de Arte for wanting “to retribute (...), to build something (...), to create job opportunities (...),
it’s an aristocratic attitude.” He contrasted them with “bourgeoisie people” who would merely “want to consume”.

4.2. A moral critique: unreliability, egocentricity and impulsiveness

The ego of these guys is enormous, so I think that wanting to build a museum is an ego. (art collector)

A Bourdieusian framework only captures part of what surfaced in the interviews, however. Part of their critique of founders went
beyond taste, interestedness or nouveau riche backgrounds, but instead centred on the founders’ character, using a moral repertoire of
evaluation. While such moral critiques are surely not new (see Lamont, 1992, 2000, in particular), it was striking to find them at the
heart of the art world. Similar to taste, character turned out to be a battleground, on which our respondents were not in unison. In
evaluating founders, they drew on a moral repertoire around three character traits: unreliability, egocentricity and impulsiveness.

Museum founders struck over one-third of the interviewees as unreliable, particularly when it came to their business dealings. One
founder was, for instance, accused of delaying payments to gallerists. One gallerist, who experienced these delays in person, explained
that they happened because the founder had an “impulsiveness of buying” while his income fluctuated, so often he did not have the
means to pay gallerists immediately. Another founder was criticised by one collector for being unreliable in his other businesses
beyond the museum, for instance, by owing him money.

The second dimension of the moral repertoire we identified was the founder’s egocentricity or “love for their own image”, which,
according to over half of our interviewees, drove collectors to open a museum of their own and seek self-aggrandisement through it.
Private museums were, therefore, often comprehended as resulting from “pure ego”. One curator elaborated: “The art world is driven
by egos (...), and in Brazil, ego has money (...). They want to leave their mark, impress, and show that ‘I’'m hot’(...), ‘T am grandiose’.”
A collector we interviewed criticised a founder for believing he was Midas, the king from Greek mythology who thought that
everything he touched would turn into gold.

In their evaluations, interviewees connected the ego of private museum founders to two problematic motivations: first, the desire
“to perpetuate their name” by building a museum, and secondly, to turn something as private as an art collection into a public venture.
Despite many respondents acknowledging the generosity of museum founders, the very fact that they are so keen on making their
collections accessible to the public was often problematised by these interviewees and seen as a sign of questionable ego in itself.
Contrasting his own - private - collecting practices with the desire of founders to show off their art, an internationally renowned
collector stated boldly during the interview: “I’ve never let anyone into my house to show my art”. An art critic argued along similar
lines: “I wonder if opening an institution is a step beyond ostentation because (...) who opens an institution like Inhotim, (...) is not
satisfied with just his friends’ circle (...), he wants it to be a worldwide phenomenon”. In a similar vein, an art critic singled out Amaro
for calling his museum FAMA (which means ‘fame’ in Portuguese):

Fame! And the circuit thinks it’s normal. (...) It’s so explicit that it’s shameful (...) it’s very bizarre because it’s a guy who tried to
make a career as an artist (...), and it didn’t work out (...), and then he bought a gallery, then he built a museum. He wanted to
become a player everywhere on the circuit so that everyone who snubbed him would start praising him, courting him,
depending on him.

The founder, who is also an artist himself, was furthermore derided for his ego because he would mix his own art with those of
consecrated artists in the museum’s exhibitions, thereby, according to many interviewees, wrongly putting himself on par with those
artists.

Apart from unreliability and egocentricity, half of our interviewees also criticised founders for being impulsive, resulting in col-
lecting practices that were far from professional. As one curator phrased it: “The vision of individuals who have money changes all the
time. They find something nice on a trip, they change”. He said that this lack of professionalism constrained founders from having a
vision for the future. Similarly, an art critic recalled how all FAMA’s board members resigned because the museum was too centred
around the founder and said these projects last “until these people enjoy or get tired of their little toy.”

4.3. A pragmatic repertoire: for the greater good

Imagining a country like Brazil, a person like Bernardo Paz is a great source of inspiration because (...) you have a result in front of you.
So, apart from (...) criticism (...), [and] people irritated, one thing that nobody will ever take from Paz is the result of what he made.
(curator)

The third repertoire we encountered in our interviewees' evaluations of private museum founders had a strong pragmatic incli-
nation, focusing on the consequences or results of the founders' actions, rather than their taste, motivations or character. The praise for
private museums was almost universal (31 out of 33 interviewees), resulting in contradictory judgments about museum founders. On
the basis of the first two repertoires, they usually came to critical judgments, while the pragmatic repertoire kept slipping into their
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critical responses and led them to praise both museums and their founders at the same time. They expressed admiration towards at
least one of the private museums, using words like “Incredible!”; “You leave the place amazed”; “Marvellous”; “Impressive”; “Fabu-
lous” or “I have no words to describe it”. This admiration was in particular directed to Inhotim as it became one of the most important
museums not only in the country, but also internationally renowned. The project’s uniqueness was often complemented by in-
terviewees, who highlighted the combination of “key national and international artists” exposed in tailor-made pavilions in dialogue
with the stunning “Babylonian gardens”. Some interviewees regarded Inhotim as the best museum in Brazil or even among the most
visionary museums in the world. One dealer also said that Inhotim was part of art professionals’ everyday topics. One interviewee
argued that “all Brazilians should go there at least once” and that “you can come back every year”. The compliments applied to the
artistic quality as well as the level of services and staff training, all contributing to a unique experience, described as “six stars” by an
art dealer.

Furthermore, over 70% of our interviewees were explicit in their admiration of at least one of the museum founders. As a foreign
curator mentioned: “They are hors concours, they are not common people (...), they have a broad vision”. Most interviewees referred to
the founder of Inhotim in particular as “talented”, “outlier”, “courageous”, “visionary”, “energetic”, “obsessed”, “unique”, and
“genius”. A powerful art collector and museum founder called him “incredIble”, “marvellous” and “stoned, totally stoned”, adding that
he should be seen as “a crazy man”, which clearly was a form of praise, as he continued: “You need crazy people in life. Otherwise,
things get boring. The guy has to break the rules too, right?”. Amaro was mostly praised for being “ambitious”, “good-hearted”, and
“intelligent”. And the Pessoa de Queiroz couple for being “generous” and “truly passionate”.

In expressing this praise, our interviewees were reflexive of the fact that the wealth of the founders could have been spent
differently, on conspicuous consumption rather than making art publicly accessible. An art critic mentioned: “Despite Paz’s person-
alism and the scams surrounding him, it’s much cooler that he created an art museum than an Arabian horse stud farm, like the Arab
sheikhs™.

The majority of our interlocutors, moreover, went far in arguing that the (problematic) means were a justification for the
(praiseworthy) ends, and that the establishment of private museums in Brazil was for the greater good. They would argue that, despite
the association of founders with, among others, corruption, bribery, unregulated labour, a history of exploitation in mining or sugar
plantations, money laundering, and late payments, Brazil would not have such “amazing” places if it weren’t for them. A curator, for
instance, said: “Inhotim is one of those initiatives that worked out well. It was born crooked, but it turned out well”. An art critic
likewise condoned Paz’s alleged financial crimes: “We have so much corruption and diverted money in Brazil that Bernardo Paz comes
and embezzles money, but look what a marvellous thing we have!”. The artists we interviewed were the only ones who did not express
such admiration towards founders, which, as mentioned by some of them, may be because of their political disagreements.

The admiration of art professionals toward museum founders should, to some extent, be seen in the context of the absence of a well-
endowed public cultural sector. When the research started, the far-right president Jair Bolsonaro had converted the Ministry of Culture
into a Secretary, and depleted it of public funding. As one curator commented: “We are in a country that doesn’t have a Ministry of
Culture (...) the existence [of these private museums] is totally vital in the art world for Brazil and foreigners.” This pertains in
particular to private museums, which were founded in cities lacking other art institutions. According to an art critic, “You end up
transforming part of the city. You bring new people, critical thinking, you completely renovate a place. I think it’s incredible to have
such an initiative”. Another art critic, therefore, suggested that all Brazilian millionaires should create private museums in their cities,
contributing to developing education, employment, and tourism. The praise considered, in other words, not just the museum itself, but
also the various positive impacts this museum was seen to have on its surroundings.

5. Discussion & conclusion

Can economic elites gain prestige via engagement with the arts? And if so, under which conditions is this strategy likely to be
successful? This paper has made a number of fundamental contributions to answering this question. First of all, from our interviews
with a range of members of the Brazilian art field, it has become clear that wealthy Brazilians are portrayed as seeking out the arts in
order to gain prestige by founding a private art museum of their own. This is in line with a number of previous studies which have
likewise argued that the founding of private museums tends to be related to a desire to legitimise their wealth or gain status
(Borgmann, 2004; DiMaggio, 1982a; Duncan, 1995; Gnyp, 2015; Kiowski, 2017; Kolbe, 2023; Lena, 2019; Maclean et al., 2021;
Quemin, 2020; Walker, 2019).

Our study shows, however, that this conversion of economic capital into symbolic capital, to put it in Bourdieusian terms, is far
from self-evident; economic elites may seek to gain prestige within and beyond the art world, but they may not always succeed. To
begin with, a number of Bourdieusian ‘rules of art’ (Bourdieu, 1993) need to be honoured by private museum founders in order to
receive praise from professionals within the Brazilian art world: they need to have ‘good’ taste, denegate financial or other mundane
interests, and demonstrate a passionate, long-term commitment to the arts. Perhaps most fundamentally, and paradoxically (although
not from a Bourdieusian perspective), in order to successfully gain prestige, they should abstain from exactly doing that.

Instead, our interviewees argued that monetary and business-driven interests surfaced regularly in the private museum projects,
which led them to frown upon their founders. To phrase it in terms of DiMaggio’s (1982a) analysis of the rise of the non-profit art
foundation: in the eyes of art professionals, the rise of private art museums and their wealthy, money-oriented founders, pose the risk
of bringing high culture back to the marketplace, thus undoing a crucial symbolic separation which was carefully crafted in the 19th
century.

Our study moreover shows that ‘honouring’ Bourdieusian rules of art is necessary, but not sufficient to gain prestige. What we ran
into during our fieldwork went beyond a straightforward critique of taste or a symbolic struggle between two fractions of the elite: one
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being art world members (including our interviewees), who predominantly possess cultural but less economic capital; and the other
being wealthy elites (the subjects of our interviews), whose capital composition is the exact inverse. Beyond this, our interviewees also
exerted a moral critique of museum founders; their prestige could easily be diminished if they were seen as too egocentric, unreliable or
impulsive. Once again, while perpetuation of a founder’s name beyond his death is frequently recognised in historical studies as one of
the prime motives for founding a museum (Adam, 2021; see e.g. Higonnet, 2009), this motive can easily be self-defeating, or at least
taint the very name which the museum is intended to preserve.

At the same time, our research indicated that some amelioration of these cultural and moral deficiencies of private museum
founders is available: separating motives from results, and means from ends, almost two thirds of our interviewees were remarkably
pragmatic in reconciling their moral or cultural critique of the founder with praise for the museum. As long as the museum itself was
seen as convincing, visionary, unique, high quality, or, in short, a contribution to the field, their founders were at least to some extent
seen as worthy and deserving of praise. Indeed, the predatory nature of wealthy elites, their sometimes questionable usage of public
funds, or their involvement in corruption scandals were legitimised by our interviewees as long as it served the greater good of getting
the museum up and running. In doing so, our interviewees implicitly reinvoked the idea that in Brazil, it is often acceptable for the
wealthy and powerful to act with impunity, regardless of the law. This recalls Brazilian sociologist Candido’s work, “Dialética da
Malandragem” (1970), which, through literary analysis, depicts characters circulating naturally between the licit and illicit. Candido
argues it “recalls the formation of families, prestige, fortunes, and reputations, in urban Brazil in the nineteenth-century’s first half”
(Candido, 1970, p. 82) and brings the idea of a universe without guilt, in which people’s actions can be reproachable but are
compensated by their honourable acts.” Similarly, in this study, art professionals evaluated founders as navigating between licit and
illicit, usually criticising but often also ‘exonerating’ them by honouring their museums.

In short, we can conclude that economic elites can indeed gain prestige among art professionals by founding a museum of their
own, but only under specific conditions: the museum needs to be seen as an artistic contribution to the field; the founder needs to
demonstrate ‘good’ taste, a willingness to seriously commit to the arts for a long time, an absence of financial interest, an - at least
seeming - indifference to potential reputational benefits, and cultivate a modest and reliable character. Some museum founders, such
as Figueiredo Ferraz (IFF) and Moreira Salles (IMS), were exempt from criticism and mainly praised exactly because they came
relatively close to this ideal. Unlike the other scrutinised founders, they were considered members of the Paulista traditional elite,
which already placed them in a different position in the eyes of the art professionals interviewed.

Future studies should indicate whether this constrained nature of capital conversion holds in other regions as well. It is important to
highlight that the study of elite legitimisation must consider the empirical context’s specificities. Characterised by its exacerbated
social and economic inequalities, rampant corruption, and a colonial history, Brazil’s economic elites’ practices and how others judge
them might be quite specific. The super-rich's cultural philanthropic practices may have different outcomes in contexts with lower
inequality, less corruption, or different historical development. Also, in Brazil, the country’s private sector is increasingly responsible
for delivering public goods, services, and infrastructures, making their initiatives, on the one hand, more visible and open to scrutiny,
but, on the other hand, more likely to be appreciated and seen as legitimate. Museum founders in Brazil belong to a minuscule and
powerful economic elite, and their institutions directly impact the surrounding populations, especially those in the countryside. As
such, founders are often expected to “give back” and take responsibility beyond providing cultural accessibility. As the state is unable
to offer broad access to cultural goods and activities, within a context of increasing cultural inequality, philanthropy in the arts is not
only appreciated but may be deemed necessary. In their evaluation, art professionals are often grateful for these museums,
acknowledging and appreciating the financial support and visibility they provide.

At the same time, our findings pertain to art fields in regions beyond Brazil. To start with, elites’ aim to gain prestige, legitimise
their class position and their wealth through arts philanthropy is widely shared around the world. So is the pressure to include private
initiatives in the art world, as public art institutions are facing budget cuts in many countries. Given these pressures, it is not surprising
that the pragmatic response of many of our interviewees, in which the dubious wealth of founders or the massive amount of wealth in
itself gets legitimised because of the artistic projects this wealth achieves, has also been retrieved in other regions. Serafini (2022), for
instance, argues that cultural projects and institutions, in their desire to realise artistic goals and their need for financial resources in
doing so, have been willing to improve patrons’ public image while legitimising or concealing practices such as corruption, exploi-
tation, or environmental harm.

Apart from the pragmatic repertoire, we also expect the cultural, Bourdieusian repertoire to be drawn from in regions other than
Brazil. After all, because of the globalisation of the art world and the emergence of a transnational field of art, these rules of art have
spread around the globe to a considerable extent (Buchholz, 2022; Velthuis & Baia Curioni, 2015). This suggests that the critical stance
among members of art fields, informed by a cultural, Bourdieusian repertoire, may well be found in other settings. Indeed, some of
these museums, such as the Museo Soumaya in Mexico City, founded by the billionaire entrepreneur Carlos Slim, have been criticised
because of the founder’s poor taste and the collection’s incoherent character (Casey, 2011; Zatarain, 2022). More research is, however,
needed to understand in detail which repertoires cultural elites draw from in evaluating the worth of their economic counterparts.

While the legitimisation of museum founders among art professionals might be crucial for facilitating their access within art circles,
and as a first step for further legitimisation beyond it, another avenue of future research would be investigating the legitimisation of
museum founders among groups beyond the art world. Additionally, while the criticism from art professionals can challenge the
cultural value of private museums, it does not necessarily reflect the views of the broader public or other members of the economic

7 Quote translation from Portuguese to English made by this paper’s first author.
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elite. In this way, such criticism does not prevent private museums from operating or attracting public interest. Further research could
explore how and to what extent the cultural elite’s critique of museum founders is shared by or even informs other audiences. For
example, how does the general public see private museum founders, or how are they seen among their wealthy counterparts? Are the
ways in which their philanthropic gestures are received different from the reception of other types of philanthropy, such as in edu-
cation, health or development aid?

Another prominent avenue for further research is how race and gender figure in these discussions. Although central in contem-
porary discussions on arts patronage (e.g., Banks, 2019), gender and race were not thematised by our interviewees. The male and white
dominance within the population of museum founders in Brazil went unremarked. Notably, race and ethnicity were mentioned, but
mainly regarding efforts by many Brazilian museums to acquire works by black and indigenous artists.

Furthermore, while we relied on interviews for this paper, other methods could be considered for investigating the legitimisation of
museum founders. For instance, discourse analysis of newspapers, which frequently report on the opening of a new private museum, or
surveys among museum visitors, could shed new light on the old question of whether engagement with the arts really assists economic
elites in legitimising their own dominant position in society and in enhancing their prestige.
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