
Anita Malfatti and Tarsila do Amaral: Gender, "Brasilidade" and the Modernist 
Landscape  

Author(s): Gillian Sneed 

Source: Woman's Art Journal , SPRING/SUMMER 2013, Vol. 34, No. 1 (SPRING/SUMMER 
2013), pp. 30-39  

Published by: Old City Publishing, Inc. 

Stable URL: https://www.jstor.org/stable/24395332

JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide 
range of content in a trusted digital archive. We use information technology and tools to increase productivity and 
facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org. 
 
Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at 
https://about.jstor.org/terms

and Old City Publishing, Inc.  are collaborating with JSTOR to digitize, preserve and extend 
access to Woman's Art Journal

This content downloaded from 
������������154.59.124.166 on Sun, 27 Sep 2020 12:57:15 UTC������������� 

All use subject to https://about.jstor.org/terms

https://www.jstor.org/stable/24395332


 Anita Malfatti and
 Tarsila do Amaral

 Gender, Brasilidade and the Modernist Landscape

 By Gillian Sneed

 In many ways, the history of Brazilian modernism parallels the history of the development of Brasilidade, the
 Portuguese term for Brazilian cultural and national

 identity. Indeed, the Brazilian modernist movement,
 launched in the early 1920s, was closely linked to the
 people's pursuit of autonomy. The country gained
 independence from Portugal in 1822, and a collective desire
 to define national identity was reinforced when Brazil
 became a sovereign Republic in 1889.

 By the first decades of the twentieth century, Brazilians
 were eager to distance themselves culturally from their
 colonial heritage. During this period of intense nation
 building, the Brazilian leadership and intellectual elite
 promoted nationalism as a strategy to resist both the legacy of
 colonialism and European influences. Even so, their
 relationship with European culture was tense. The emerging
 avant-garde strove to achieve the modern social and
 technological advances already well under way in Europe;
 they supported industrialization, economic progress, and
 artistic evolution because they believed such advances would
 enable Brazil to compete economically and culturally on the
 global stage. Hence, the Brazilian modernizing movement was
 not just a process of seeking an authentic Brasilidade but rather
 of creating an entirely new cultural paradigm from scratch.1

 Landscape painting came to be understood as a mode of
 establishing and expressing national identity—especially in
 the Latin American context.2 During the colonial period,
 European traveler-artists produced images of the Brazilian
 landscape and its native people, not just to scientifically
 catalog the region, but also to construct representations of
 native people and cultures that would bolster the colonial
 agenda of promoting immigration and economic exploitation.3
 The nineteenth-century European traveler-artists' Romantic
 landscapes and costumbrista studies influenced younger,
 homegrown Latin American artists to express their own
 "national aspirations" by crafting their own images of their
 homeland.4 By the second decade of the twentieth century, a
 new generation of Brazilian artists was eager to assert
 Brasilidade through the novel language of modernism, some by
 painting the Brazilian landscape.

 Fig. 1. Anita Malfatti, Ritmo (Torso) (Rhythm [Torso]) (1915-16), charcoal
 and pastel on paper, 24" x 18 3/8". Collection of the Museu de Arte
 Contemporânea da Universidade de Säo Paulo (MAC-USP). Photo: Asa 18
 Produçôes Culturais. Image courtesy of Instituto Anita Malfatti.

 Two of the most significant Brazilian modern artists to exploit
 landscape painting's potential to articulate Brasilidade were
 Tarsila do Amaral (1886-1973) and Anita Malfatti (1889-1964),

 the only two women in the Grupo dos Cinco (The Group of
 Five), a group of five Sâo Paulo-based artists and writers who
 during the 1920s promoted modernist art and literature.5
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 Despite the two women's close friendship and inter
 twined personal and artistic relationships, most art
 historical studies of them have examined them inde

 pendently. While Malfatti is generally considered
 the instigator of Brazilian modernism, her later
 work is framed as uniformly conservative and unin
 teresting; in contrast, Amaral, whose artistic innova
 tions came five years after Malfatti's, is regularly
 positioned as the most significant Brazilian mod
 ernist painter of the period.

 Situating the two artists' work in a complex and
 dynamic relationship to one another allows a
 critical réévaluation of Malfatti's and Amaral's

 landscapes from the 1920s to the 1940s. In fact, the
 tendency towards a more folkloric style was
 evident in the later work of Amaral as well as
 Malfatti's. An examination of both demonstrates

 how both women articulated in their landscapes a
 similar vision of Brasilidade that was rooted in

 Brazil's African and Amerindian populations as
 well as in vernacular and rural culture.

 Anita Malfatti, born in Sâo Paulo, was the

 second child of an Italian railroad engineer,
 ^amiipl KAalfafti anH tk ( . p r m d n Ampriran

 Eleonora Elizabeth "Betty" Krug." A congenital atrophy of the
 right arm and hand was only partially corrected by surgery at
 the age of three. Thanks to a governess who trained her as a
 child to use her left hand for writing and drawing, this
 disability did not prevent her from becoming an artist. After
 four years of private art lessons with her mother, Malfatti
 travelled to Germany in 1910, where she studied with Lovis
 Corinth, and was introduced to works by the French
 Symbolists and Post-Impressionists at the great Sonderbund
 exhibition in Cologne in 1912. When she returned briefly to
 Brazil in 1914, she presented her first solo exhibition, at a local
 department store, which went largely unnoticed.7

 The following year, her family sent her to New York, where
 she enrolled at the Art Students League, studying life drawing,
 composition, and etching.8 In the summer of 1915, she took an
 excursion to Monhegan Island, Maine, to study art with the
 American landscape painter, Homer Boss.' She considered this
 fruitful time in her artistic formation "the greatest period of
 her life."10 She began painting colorful, violent, distorted
 portraits and promptly enrolled at Boss's Independent School
 of Art in New York, where she took anatomy and design
 courses with Boss, and rubbed elbows with the artists
 associated with the school, including Isadora Duncan, Marcel
 Duchamp, Maxim Gorki, and Jean Crotti. Following another
 summer on Monhegan Island with Boss and his students, she
 returned home to Sào Paulo.

 The portfolio she brought back reflected the modernist
 techniques she had been absorbing in New York. Her family
 was displeased when they saw her Cubo-Expressionist nude
 studies and portraits, such as A Boba (The Silly Woman)
 (1915-16; PL 11), depicting a mentally disabled woman seated
 in front of an abstracted background, executed in a vivid
 palette of bright yellows, blues, and greens; and Expressionist

 Fig. 2. Anita Malfatti, Tropical (1916), oil on canvas, 29 7/8" x40 1/8". Collection of the
 Pinacoteca do Estado de Säo Paulo Archive, Säo Paulo. Photo: Asa 18 Produçôes
 Culturais. Image courtesy of Instituto Anita Malfatti.

 landscapes painted in sweeping strokes of bold colors.11
 Despite her family's reservations, she was encouraged to show
 her work by a group of Paulista journalists and intellectuals,
 led by the painter, Emiliano Di Cavalcanti. Toward the end of
 1917, in a rented room on Rua Libero Badarö, she exhibited
 this work along with a selection of works by other artists she'd
 met in New York.12 Malfatti hoped to avoid controversy,
 wanting to introduce the public to new artistic currents, rather
 than incite shock.13 She carefully selected fifty-three works for
 the exhibition, omitting, for example, her male nudes, such as
 Ritmo (Torso) (Rhythm [Torso]) (1915-16; (Fig. 1), a confident
 and expressive pastel depicting a male gymnast seen from
 behind done in bold oranges, blues, and blacks. Instead, she
 opted for less controversial works such as Tropical (1916; Fig.
 2). Completed shortly after her return to Brazil, it
 demonstrated a more muted palette and less abstract motifs
 than A Boba (also omitted from the exhibition).14 Malfatti's
 show nonetheless sparked outrage.15 Paulista audiences, who
 had yet to be introduced to Impressionism, much less to Post
 impressionism, Fauvism, Expressionism, or Cubism, were
 scandalized, and the exhibition was widely derided."'

 There were defenders—including Oswald de Andrade, the
 young journalist and poet who had brought Marinetti's
 "Futurist Manifesto" to Sâo Paulo a few years earlier. Even so,
 the negative reception of her work so disturbed Malfatti that
 she sank into a depression. When she began painting again,
 she returned to a more conservative style: conventional
 portraits and landscapes depicting folkloric scenes and rural
 life, such as As Lavadeiras (The Washers) (1920; Fig. 3), an
 Impressionist-inflected scene in a colorful palette. She also
 began studying with the academic still-life painter, Pedro
 Alexandrino, in whose studio she met and befriended Tarsila

 do Amaral, three years her senior.
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 Like Malfatti, Amaral had a privileged upbringing. She was
 born into a wealthy coffee-growing family on a farm in
 Capivari, in the interior of the state of Sâo Paulo.17 In 1906, at
 age twenty, she was married to her mother's cousin, André
 Teixeira Pinto, who fathered her only child, Dulce. He did not
 share her passion for books, music, and art, and the marriage
 suffocated Amaral. Women of the bourgeoisie were not
 expected to abandon unhappy marriages or to pursue higher
 education, but Amaral separated from her husband in 1913
 and moved to Sâo Paulo to study art; her stunned family
 agreed to care for her daughter.

 For three years, beginning in 1916, Amaral studied with
 several teachers, including Alexandrino. She and Malfatti also
 attended figure-drawing sessions (with nude models) in the
 studio of the German painter, Georg Fischer Elpons. In 1920,
 Amaral went to Paris, where she took classes at the Académie

 Julian and studied with Emile Renard, under whose tutelage
 she produced a series of Impressionist paintings.18 She
 corresponded regularly with Malfatti, reporting on her
 discovery of the new art movements.

 I have already been to the Grand Palais at the Autumn
 Salon: look, Anita, almost everything tends towards
 Cubism or Futurism.... Many Impressionist landscapes,
 others are Dadaist in style. You must certainly already be
 familiar with Dadaism, but I only came to know it now....
 I disagree with exaggerated Cubism or Futurism. The
 general public still does not accept these things here. I
 spent a lot of time in front of the most extravagant
 paintings, only to hear comments such as "That's a
 mystery! What is that? The artist himself doesn't even
 know," etc.19

 That November, almost three years to the day after her
 traumatic 1917 show, Malfatti mounted her second exhibition,
 in the Clube Comercial de Sâo Paulo. She showed her new

 conservative paintings that celebrated the daily lives of the
 rural women in the Brazilian countryside. Her work, described
 as more "feminine" and nationalistic, received tepid praise.20

 For her third exhibition, in Santos, in February 1921, Malfatti
 returned to a modernist style.21 She wrote to Amaral, "I'm
 returning to very modern things, because these are the kinds of
 things that fill my soul with happiness."22 She also mentions her
 new friends, a coterie of male modernists, including Menotti del
 Picchia, Mario de Andrade, and Oswald de Andrade.23 Indeed,

 while Amaral was making Impressionist paintings in Paris,
 Malfatti's new friends were busy organizing the legendary
 Semana de Arte Moderna, the week of modern art, literature, and

 music events held in February 1922 in the Municipal Theater of
 Sâo Paulo. Coinciding with the centenary celebration of Brazil's
 independence, the Semana was aimed at introducing Brazil to
 international modernism, while also underscoring the country's
 regional heritage. It was organized by Di Cavalcanti and Mario
 de Andrade, and featured readings by Mario, Oswald, and
 Ronald de Carvalho, as well as music by Heitor Villa-Lobos,
 sculpture by Victor Brecheret, and paintings by Vicente Rego
 Monteiro, Di Cavalcanti, and Malfatti.

 Fig. 3. Anita Malfatti, As Lavadeiras (The Washers) (1920), oil on wood,
 13 3/4" x 16 7/8". Collection of Jaqueline Strasburguer and Pedro Paulo
 Camargo. Photo: Asa 18 Produçôes Culturais. Image courtesy of
 Instituto Anita Malfatti.

 When Amaral returned to Brazil a few weeks later, she was

 introduced to the group through Malfatti, and together with
 del Picchia, Mario, and Oswald, they formed the Grupo dos
 Cinco. Malfatti and Amaral frequented one another's studios,
 shared ideas and approaches to painting, and sometimes even
 painted the same subjects side by side, as is the case with two
 depictions of the same floral still life (1922; Pis. 12 and 13).24
 Notably, Amaral's composition, which includes a chair and
 flowered wallpaper in the background, is executed in softer
 colors and with tepid brushwork reminiscent of Malfatti's
 earlier Impressionist works. In contrast, Malfatti's approach is
 bolder, more closely cropped, with thicker paint, more
 expressive brushwork, and a richer palette. Indeed, while
 Malfatti had gained the respect of her colleagues as an
 established modernist, Amaral was not yet recognized as a
 fully realized artist.25 In surveying Amaral's work from this
 period, it is apparent that her paintings, which are more
 expressive than her Impressionist works from Paris, clearly
 demonstrate a formal influence from Malfatti.

 When Amaral left again for Paris in December 1922,
 Oswald followed her, and the two became romantically
 involved (despite her still being married). During a yearlong
 stay, she studied with André Lhôte, Fernand Léger, and Albert
 Gleizes, and began to combine "cool Cubist aesthetics with the
 contemporary preoccupation with machine imagery and
 industrialization."26

 1923 proved to be Amaral's breakout year. Influenced by
 the Parisian avant-garde's predilection for primitivism, she
 produced her first major Cubist-inspired work, A Negra (1923;
 PI. 14) a Cubo-Primitivist depiction of a semi-abstracted black
 female figure, which according to the Brazilian writer
 Alexandre Eulalio, epitomized "Tarsila's voyage back to the
 center of her country."27 Amaral became more visible within
 the social scene of the Parisian avant-garde. She rented a
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 Fig. 4. Anita Malfatti, Veneza, Canaletto (Little
 Venice Canal) (1924), oil on canvas, 20 3/8" x 24
 7/8". Collection of the Museu de Arte Brasileira,
 FAAP Collection, Sào Paulo. Photo: Asa 18
 Produçôes Culturais. Image courtesy of Instituto
 Anita Malfatti.

 Mario disapproved of this direction, and his
 unfavorable comparisons of her work to
 Amaral's new Cubist-influenced pieces,
 irritated Malfatti. While Amaral's subjects,
 such as Veneza (Venice) (1923; Fig. 5) and
 Pont Neuf (1923), may have been similar to
 Malfatti's—pleasing vistas of European city
 and waterscapes—Amaral's execution was
 more experimental, bearing the imprint of
 her Cubist teachers: Fernand Léger, in the
 simple tubular forms of the Venetian boats
 and buildings, and André Lhôte, in the
 fracturing and faceting of the Pont Neuf.

 When Amaral and Oswald returned to

 Brazil in 1924, they brought with them the
 Swiss-French poet Blaise Cendrars. In an
 interview with the Correio da Manhâ

 studio with Oswald near Place Clichy and attended the Ballet
 Russe, the opera, poetry readings, and Dada and Surrealist
 manifestations. As Amaral's reputation grew, her relationship
 with Malfatti became strained.

 Malfatti arrived in Paris eight months after Amaral, on a
 scholarship from the Pensionato Artfstico do Estado de Sào
 Paulo.28 Malfatti remained in Paris for five years living off her
 scholarship, while Amaral traveled back and forth between
 Paris and Brazil numerous times (often in the company of
 Oswald) during the same period.29 Their friendship cooled:
 while Amaral was undergoing a period of intense artistic
 development and enjoying a lavish and active social life
 among Paris avant-garde, Malfatti was more isolated and her
 means more modest.30 Ultimately, they were competing for
 "'which of us is the best?' each one hurting the other with the
 evidence of which one was superior. In this case, this year
 [1923], it was Tarsila."31 Amaral wrote to her family, "In our
 first meeting in the hotel, [Anita] gave me the notion that
 instead of a friend I had a rival."32 Three years later, Mario
 wrote to Tarsila, "Have you guys seen Anita yet?... Look, don't
 forget to arrange things to make everyone friends again. I
 don't like all this bickering."33

 Malfatti began producing landscapes on her travels
 throughout Europe, such as Veneza Canaletto (Little Venice
 Canal) (1924; Fig. 4) and Porto de Monaco (The Port of Monaco)
 (1925-26), that demonstrate a more delicate brushwork and
 attention to naturalistic color and the effects of light. "Now
 courage, prepare yourself," she wrote to Mario in 1924. "I'm
 classical now! As a futurist, I'm already dead and buried."34

 Fig. 5. Tarsila do Amaral, Veneza (Venice) (1923), oil on canvas, lost.
 Photo: Arquivo Giuseppe Baccaro. ©Base7.

 newspaper, Amaral, whose newly minted
 reputation as a feted modernist preceded her, stressed her
 desire to revisit to her roots: "I am deeply Brazilian and I'm
 going to study the taste and the art of our country folk."35 After
 attending Carnival in Rio, the threesome travelled into the
 Brazilian interior during Holy Week, visiting several small
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 towns in the Minas Gérais region. Inspired by the
 tropical vegetation, country houses, homemade
 altars, and colors of the folk decorations, Amaral

 drew incessantly. She later recalled, "In Minas I
 found the colors I loved when I was a child, the

 capaira (rural) colors. I was ... taught they were
 ugly and unsophisticated ... but later I retaliated
 against this oppression."36

 This quest for authenticity initiated Amaral's
 Pau-Brasil (Brazilwood) style, in which she com
 bined naïve painting with Cubism. It was inspired
 by the ideas expressed by Oswald in his March
 1924 "Pau-Brasil Manifesto," which aimed to fuse
 the primitive and folkloric with modern science
 and industry.37 In works such as Mamoeiro (Papaya
 Tree) (1925; Fig. 6) and Pescador (Angler) (1925; PI.
 15), Amaral depicts rural life and the tropical envi
 ronment in her signature style of smoothly con
 toured cartoon-like shapes in a palette of soothing
 blues and greens. Using a new language combin
 ing modernism and industrialism—inspired by
 smooth, hard machine parts—she synthesizes the
 fantasy of an idyllic rural life as quintessentially
 and authentically Brazilian. She described these
 paintings as "beautiful, clean, [and] lustrous like a
 Rolls leaving the factory."38 As she moved toward
 assimilating European stylistic influences, making
 them her own, she eclipsed Malfatti as the face of
 modernist naintincr in Brazil

 Her marriage finally annulled, Amaral married Oswald in
 1926, and they returned to Paris with Dulce and Andrade's son
 None. Two solo exhibitions in Paris, in 1926 and 1928, were
 widely praised, followed by successful solo shows in Rio de
 Janeiro and Sâo Paulo in 1929, and group exhibitions in Paris
 and New York in 1930.39

 Back in Brazil, Malfatti showed her work in Sâo Paulo in

 February 1929.40 She claimed that her stylized portraits and
 figurative groupings demonstrated her engagement with the
 1920s "Return to Order" of the School of Paris.41 Even her

 former supporters found the work too conservative.42 A critic
 for the Diârio Nacional described the work as "very poorly
 made paintings, of unimportant themes, and nothing else."43

 It is important to understand the relationship between Brasilidade and the Brazilian landscape. From the time of the
 European discovery of Brazil, its vast landscape was seen as
 both Edenic paradise and savage wilderness.44 By the late
 nineteenth century, Brazil's own national identity was
 bifurcated: on the one hand was an exotic terra incognita
 inhabited by indigenous people, on the other was its cities and
 urban non-black middle class. In the early twentieth century,
 the Amerindian served as a figure of fascination, and during
 the post-independence period, indigenous people came to
 represent the nation-state itself.45 Indeed, both the native people
 and the rural landscape were used as symbols of authentic
 Brazilian identity, part of the project of post-colonial identity
 formation. Such discourse was produced from a masculinist

 Fig. 6. Tarsila do Amaral, Mamoeiro (Papaya Tree) (1925), oil on canvas, 25 1/2" x 27 1/2".
 Mario de Andrade Collection/Visual Arts Collection of Institute) de Estudos Brasileiros

 USP, Sâo Paulo. Photo: Romulo Fialdini. ©Base7.

 and ethnocentric point of view, exploiting an idealized image of
 the noble savage while preventing the actual political
 participation of women, blacks, and indigenous people.46
 Similarly, the desire to legitimate the emerging nation was
 accomplished through gendered discourses that equated the
 indigenous woman's body with the fertile, uncultivated land.

 This kind of paradoxical discourse constructed around race,
 gender, and the landscape is evident in a comparison of
 Malfatti's India (Indian Girl) (1917; PL 16), with Amaral's A
 Negra. While it is significant that Malfatti was the first to assert
 modern Brasilidade by equating a nude indigenous woman
 with the luxuriant and fertile Brazilian jungle, Amaral's
 Cubist-inflected depiction—related to a memory of her "black
 nanny" during her childhood on the farm—demonstrates a
 more sophisticated articulation of her own unique style.47 Even
 so, despite their admirable attempts to give visibility to
 Brazilian women of color, both artists nonetheless presented
 exotified representations which trade in stereotypes and may
 seem problematic, considering their shared white, upper class,
 cosmopolitan backgrounds.

 In 1928, Amaral began a new body of work, the Antropofagia
 series, influenced by Oswald's "Manifesto Antropöfago."
 Antropofagia is based on the idea that the Brazilian artist must
 devour foreign influences, digest them, and convert them into
 something new and authentically Brazilian.48 A line drawing
 based on Amaral's painting, Abaporu (1928), accompanied the
 manifesto in the first issue of the Revista de Antropofagia.49 This
 depiction of a distorted giant seated in a simplified tropical
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 Fig. 7. Tarsila do Amaral, Trabalhadores (Workers),
 (1938), oil on canvas, 31 7/8" x 39 1/4". Collection of
 Banco Central do Brasil, Brasilia. Photo: Romulo
 Fialdini. ©Base7.

 landscape reveals a shift in her preoccupation with the village
 landscapes of her Pau-Brasil period to images of primordial
 figures in nature, most of which can be understood as
 indigenous or mixed race women. Antropofagia (1929), another
 work from this period, depicting two primordial figures
 intertwined before a verdant jungle backdrop of thick leaves
 and cacti, represents a synthesis of A Negra and Abaporu.
 Equating indigenous bodies with the lush Brazilian landscape, it
 articulates the ideals of modern Brasilidade. It also reveals

 Amaral's emerging interest in exploiting her subconscious and
 dreams, a result of her contact with Paris Surrealism, which

 replaced Cubism as the main stylistic influence in her work.
 The U.S. stock market crash of 1929

 caused corree prices to plummet, resulting
 in financial instability for many Brazilians,
 including Amaral.5" During this period, she
 also ended her relationship with Oswald,
 following his affair with the young writer
 Patricia Galväo (known as Pagu). Amaral's
 works of this period, including A Lua (The
 Moon) (1928) and Composiçâo (Figura so)
 (Composition [Lonely Figure]) (1930; PI. 17)
 portraying figures in nocturnal landscapes,
 are among the emotionally darkest of her
 oeuvre. Here her expression of Brasilidade is
 more personal: she herself is the woman lost
 in an obscure and alien place.51

 In 1930, Getulio Vargas rose to power
 through a coup that resulted in a right-wing

 Fig. 8. Anita Maifatti, Colheita de Algodäo (Picking
 Cotton) (1940-41), 43 3/8" x 59". Private Collection,

 Säo Paulo. Photo: Asa 18 Produçôes Culturais.
 Image courtesy of Instituto Anita Maifatti.

 dictatorship that lasted until 1945. Vargas's
 populist regime advocated nationalism,
 industrialization, and social welfare, and

 effectively altered the artistic climate. Artists
 also influenced by the rise of Mexican Muralism
 focused on social concerns. Amaral's

 Trabalhadores (Workers) (1938; Fig. 7), for
 example, portrays one worker's face in extreme
 close up, set against a surreal landscape of
 verdant hills while several laborers behind him

 are up to their knees in the murky water.
 Similarly, Malfatti's Colheita de Algodâo (Picking
 Cotton) (1940-41; Fig. 8) depicts laborers of
 color—here female cotton pickers—set against a
 brown landscape dotted with white cotton
 plants. By employing the trope of the racialized
 worker toiling heroically in the landscape, both
 paintings exemplify this social realist trend,

 which lauded rural laborers and aligned them with nationalist
 propaganda.52 Also like social realism generally, both works
 are more naturalistic in style, though Amaral's still reveals
 residues of Cubism, in the faceting of the face in the
 foreground, and Surrealism, in the dreamlike setting.

 During this period, multiple competing artistic clubs
 formed to provide support to artists, and popular and regional
 art movements began to emerge, some led by untrained local
 artists.53 The rumblings of this transformation had begun as
 early as 1926, with Gilberto Freye's "Regionalist Manifesto,"
 opposing modernism in favor of regionalism and traditional
 values.54 By the mid-thirties, the Grupo Santa Helena, later the
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 Fig. 9. Anita Malfatti, Paisagem Interiorana (Interior Landscape) (1940), oil on
 canvas, 18 1/8" x 21 5/8". Collection of Tatiana e Afrisio Viera de Lima Filho,

 Brasilia. Photo: Asa 18 Produçôes Culturais. Image courtesy of the Instituto
 Anita Malfatti.

 Pamiiia Artistica Fauiista, was formed to resist mtellectualism

 in art. Most of the members were working class Italian
 immigrants who were self-taught artists and more concerned
 with craft than with innovation.55 Malfatti felt a deep affinity
 with their stylistic approach, joined the group, and
 participated in three exhibitions with them in the late thirties.56

 Paralleling the artists' renewed interest in regionalism,
 Brazilian writers also focused on rural life in

 the small towns and farms in the sertäo (the

 country's vast interior backlands) of the
 northeastern Minas region and in the
 southern Rio Grande do Sul region.57
 Regional lifestyles and traditions were seen
 as more authentically Brazilian than life in
 the European influenced cities. Regionalism
 and regional types emerged in the cultural
 imaginary as representative of Brasilidade,58

 Most importantly, the sertäo came to
 symbolize the value of racial mixing as
 central to Brasilidade,59 Freye's hybridic
 theory of "Lusotropicalism" posited that
 miscegenation was the central trait of all
 Brazilian people, and that the feudal
 agrarian system was the device that
 nurtured this "harmonious" mixing of the

 races.6" While the cities were seen as Brazil's link to the

 developed world and the U.S., the countryside was
 understood as the source of Brasilidade.

 Even cosmopolitan artists and intellectuals now
 viewed the rural population as more authentic and
 principled; as modernism gave way to populism under
 the Vargas regime, the sertäo came to represent an ideal
 "homeland" not corrupted by the insidious mass
 consumer culture of the cities.61 Significantly, both
 Malfatti and Amaral would reflect these social trends in
 their work.

 By the 1940s, Malfatti was focused almost exclusively
 on scenes depicting fields and poor neighborhoods,
 inspired by her visits to places such as Sâo Miguel
 Paulista, Embu, and Itanhaém.62 While her landscapes of
 the early forties were devoid of figures, by the middle of
 the decade, she began including mixed-race people in her
 scenes, settling on a naïve style which successfully
 navigates her multiple interests in vivid color and
 Expressionist brushwork tempered with recognizable
 scenes of folkloric ways of life, as in O Samba (1945),
 depicting a group of rural people dancing in an outdoor
 setting. She had finally resolved her life-long internal
 struggle between modernism and naturalism when she
 announced her desire to "pintar a sen modo" (paint her

 own way).3 Demonstrating an interest in local "primitive"
 painters, she made the acquaintance of an artist named Emi'dio
 Souza from Itanhaém, a municipality in the state of Säo Paulo
 located in southeastern Brazil.64 In a 1949 retrospective at the
 Museu de Arte de Säo Paulo, her works included subjects such
 as parties, dances, processions, marriages, and landscapes. A
 reviewer wrote that the artist:

 Fig. 10. Tarsila do Armaral, Pueblito (Morro da
 Favela II) (Little Town [Favela Hill II]) (1945), oil on
 canvas, 15 3/8 x 19 1/4". Collection of the Museo

 Nacional de Bellas Artes, Neuquén, Argentina.
 Photo: Fotografia, Horacio Mosquera - Gentileza
 MNBA Neuquén.  5 |g|g|
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 faces a sweet nation that she interprets through a
 continuous movement to the past. Dumbstricken are her
 sleepy houses of Itanhaém, while its children huddle
 around the bandstand or on the side of the road.... It

 seems to me that Anita Malfatti managed to apprehend
 this Brazilian climate of eternal waiting that lyrically
 places it between other countries that don't have more
 time to dream. It is a wait without desperation.65

 Following a trip to the Soviet Union, Amaral continued to
 develop her social realist style during the thirties. Works such
 as Operands (Factory Workers) (1933) and Segunda Classe
 (Second Class) (1933) portray the harsh realities of the
 workers' lives, although her agenda was likely more humanist
 than political.66 In 1936, she became a columnist for the Didrio
 de Säo Paulo. She stopped painting for a time, and when she
 began again, in the spirit of the times, she adopted a more
 folkloric style. A reviewer of her 1950 retrospective at Museu
 de Arte Moderna, wrote: "[She is] the most Brazilian of
 painters here, who represents the sun, birds, and youthful
 spirits of our developing country, as simple as the elements of
 our land and nature.... Tarsila's life is a mark of the warm

 Brazilian character and an expression of its tropical
 exuberance."67

 Coming full circle, Malfatti and Amaral's works of the
 forties have similarities, for example, Malfatti's Paisagem
 Interiorana (Interior Landscape) (1940; Fig. 9), and Amaral's
 Pueblito (Mono da Favela II) (Little Town [Favela Hill II]) (1945;
 Fig. 10). Although Malfatti's rudimentary portrayal of village
 life is executed with loose brushwork in a palette of muted
 earth tones and Amaral's, in a crisper style and in a lighter
 palette, there are striking compositional similarities, and both
 demonstrate an enthusiastic engagement with naïve folkloric
 subjects and techniques.

 Amaral's style became less experimental during her later
 period, and scholars have all but ignored Malfatti's work after
 the twenties. I believe, however, that their later folkloric works

 result in compelling expressions of post-colonial Brazilian
 identity that are worthy of attention. They also attest to the
 fact that stylistic parallels in their work continued well beyond
 the period leading up to Semana de Arte Moderna. As Brazilians,
 the vernacular culture of the sertäo and the native cultures of

 indigenous and Afro-Brazilian peoples always held a special,
 if problematic, fascination for both artists. As modern women
 navigating complex discourses around gender, race, and
 national identity, which had not yet been fully articulated,
 their images of the people and landscapes of their homeland
 provided models for grappling with their own identities.
 Indeed, by their example, they opened the door for a future
 generation of Brazilian artists, such as Lygia Clark and Hélio
 Oiticica, who would continue to search for genuine—and
 unapologetically contemporary—expressions of Brasilidade,
 gender, and sexuality in the coming decades. •

 Gillian Sneed is a Ph.D. student in Art History at the City
 University of New York, Graduate Center.
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 PI. 8. Linda Stein, Heroic Lineup 599(2007),
 3-D collage with archival inks on paper.
 42" x 21" x 3". Photo: Stein Studios.

 PI. 10. Linda Stein, Vestment 628 (2008). wood, metal, also 12" Lucite

 extensions resting on shoulders, 52" x 18" x 6". Photo: D. James Dee.

 PI. 9. Security Knight 646 (detail),
 paper, archival inks, wood, metal,
 foam, Lucite extensions.
 Photo: D. James Dee.

 Pl. 8. Linda Stein, Heroic Lineup 599 (2007),
 3-D collage with archival inks on paper.
 42" x 21" x 3". Photo: Stein Studios.

 Pl. 9. Security Knight 646 (detail),
 paper, archival inks, wood, metal,
 foam, Lucite extensions.
 Photo: D. James Dee.

 Pl. 10. Linda Stein, Vestment 628 (2008). wood, metal, also 12" Lucite

 extensions resting on shoulders, 52" x 18" x 6". Photo: D. James Dee.
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 Pl. 11. Anita Malfatti, A Boba (The Silly Woman) (1915-16), oil
 on canvas, 24" x 19 7/8". Collection of Museu de Arte
 Contemporânea da Universidade de Säo Paulo (MAC-USP).
 Photo: Asa 18 Produçôes Culturais. Image courtesy of Instituto
 Anita Malfatti.

 Pl. 12. Tarsila do Amaral, Margaridas de Mario de Andrade
 (Mario de Andrade's Daisies) (1922), oil on canvas, 39 3/8" x 37 3/4".
 Private collection, Säo Paulo. Photo: Romulo Fialdini. ©Base7.

 Pl. 13. Anita Malfatti, As Margaridas do Mario (Mario's Daisies) (1922),
 20 1/4" x 20 7/8". Collection of Instituto de Estudos Brasileiros - USP,

 Säo Paulo. Photo: Asa 18 Produçôes Culturais. Image courtesy of
 Instituto Anita Malfatti.

 Pl. 14. Tarsila do Amaral, A Negra (Black Woman) (1923), oil on canvas,
 39" x 31 ". Collection of Museu de Arte Contemporânea da Universidade
 de Säo Paulo (MAC-USP). Photo: Romulo Fialdini. ©Base7.
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 Pl. 15. Tarsila do Amaral, Pescador (Angler) (1925),
 oil on canvas, 25 15/16" x 29 1/2". Collection of State

 Hermitage Museum, St. Petersburg, Russia.
 Photo: Vladimir Terebenin, Leonard Kheifets,

 Yuri Molodkovets. ©State Hermitage Museum.

 Pl. 16. Anita Malfatti, India (Indian Girl) (1917),

 pastel on paper, 23 5/8" x 18 1/8".
 Collection of Gilberto Chateaubriand/

 MAM-RJ Collection, Rio de Janeiro.
 Photo: Vicente de Mello.

 Pl. 17. Tarsila do Amaral, Composiçâo (Figura S6) (Composition [Lonely figure]) (1930), oil on canvas, 32 1/2" x 50 3/4"
 Collection of the Instituto Säo Fernando, Rio de Janeiro. Photo: Romulo Fialdini. ©Base7.
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