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Aurelia de Souza holds a special position in Portuguese
art hlstory at the turn of the centurys Al though she is
nationaly recngnl#ed as one of the finest painters of her
time, her work has never been studied before with the
attention it deserves.

In the first part of this thesis I examine the particular
circumstances that Aurélia de Sonza faced, Zfrom her iorn;—
flve years throuzh her acadenmic development, up to her prac—
tice as a professional artist. In the second part , I ana-
lyze Aurélia de Souza's personal contripution to art, namely
her fresh approach to conventicnal subjects with an ever—
present feeling for the slituation of wonene. Finally, 1
briefly discuss contenporary and later criticism as a means
to initiate an understanding ¢f how she has been percelved

as a person and as an artist.
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Only three women 8o far have surfaced to the top of
Portuguese art history: 303515 de Cbidos { ?~1684),1! Aureclia
de Souza (1866-1922), and Vieira da Silva {1808- 3.2

Of these threes Aurelia de Souza has received the least
attention. Although she 1s consiatently lncluded among the
ma jor Portupuese artists at the turn of the ceatury, her art
has not been studied in detaile.

This thesis is about Aurolia de SQﬁzaﬂs 1ife and worke
It attempta 1o determine her significance for Portuguese art
history through an analysis of her social and artistic envi-
ronment as well as of the work ltself. Furthermore; it
examines her particular sltuation as a woman and a provin—
clial artist.

When Professor Opplerts course on women artists stimalat-—
ed my interest 1in the subjecty I found myself in an ideal
- position to undertake this study about Aurslia de Souzas I
am well acquainted with her environment because I have also

lived in Porto most -of nmy life and so have my parents and

1 FPor more information in English seel Garmaline Greer, The
Obgstacle Bace, { New York: Farrar Straus Giroux, 13979}, p.
235, and Fdward J« Sullivan, TJosefa de Ayala — A ¥oman
Painter of the Portuguese Barogue,” ¥alterg Art Gallerys
Baltimors Jourpals vole. 37, 1978, ppe 22-35.

2 pjographic study in English: Lassalgne and Weclau, Yieiras
da Silvas (New York: Rizzoli, 1973).

- 1i2 -



grandparentse Through my friendship with members of the de
.Souza's family, who own many of her paintings, I became
familiar with her work. I could also 1;terview relatives of
the artist who lived in Quinta da Chin# during her lifetime
or shortly after her deathe.

An overall assessment of Aurélia de Souza®s art faces
three major difficulties:

1 — Access to the paintings. is limited because very few
are in pudblic collectlionss I was fortunate to be able to
_exnaine a great number of works ownad by nmembers of her fam—
ily.

2 = The majority of her paintings are not dateds  In sone
cases 1t .was possible to determine approxinmate dates by
analysing the subjectis 2 foreipgn landscapes,; bulldings, or
costumes dated the paintings from between 1898 and 1901, the
‘only period of time that Auralia de Souza spent abroade
Recognlzable faces — her sisters, mother, or nleces —= also
helped to date some of +the portralts and fanily scenes.
Careful study of her signature revealed an evolution, from a
convoluted Aurélia de Souza which appears on her earlier
dated works to a very sketchy A.Se. on h?rtuother's portraite.
This ﬁlso allowed for cautious tentatlive datinge Exhibition
reviews did not help in most-cases, because they were too
goneral -and rarely described particular paintings. In the

case of Splf-porirait with PBows however, the 18397 attribu—

tion was possible because of the funll, elaborate slgnature

- v -



and external documentation « In one exhibition review of
1897, a critic comments on her salf—portrajt Y"the bow on her
neck secems almost to strangulate her.%

3 - Much of Aurélia de Souza's biography is still to be
ancovereda. Inaccurate details In sarly publications have
been repeated over and over againe. In other cases, contra—
dictory informatlon from dlfterentf origins increased the
confusione . - Aurélia d§ Souza?s birth date, for example, in
most ‘publlcations is 1865, I am convinced, however, that
the accurate date is 1866, according to informpation 1n her
baptisms and death certificates.? |

An aspect beyond the scope of this paper but worth fur-—
ther - stady 18 the relationship between Aurélia and her
yvounger sister Sophiaes They had slimilar training at the
Porto: Acadeny. Sophis also won prizes, although always a
1ittle behind her older sister. Yhaen the time came to go to
Parls, Aurélia went ahead and Sophia only jolned her during
the last year, probably for econonlc reasons. They usually
particlipated in the same exhibitions and Sophia recelved
good revieaws and gold wall. It ims poésible that Sophia w»as
more dependent upon Aurelia than vilce~versa but, since they
lived and worked = together, they must have influenced each
othere It would be revealling to analyze the pictorial dlia—
logua between the two sisters { See Figse 1 and 2) as well as

the reasons for Sophla?s decreasing artistic activity after

-3 ¥Whenover possible I reljed on primary written sources
andy when these were not availadle, on interviews with

membars of the artistds family.

R



Aurelia's deathe.

Y .am grateful  to Mrs. Maria Helena Cailado de Souza and
“her fanlly as well as to Mr. Armando Couto; they all allowed
me . to photograph their paintings and spent time answering my
quetionse - I am indebted also to the director of the Museu
Nacional de Soares dos Reils, Dre Maria Emilia Amaral
Telxeira,  for her prompt collaboration and to artist
Barata~Fayo of the Escola Superlor de Belas Artes do Porto
who made the school archives available %o nme.

I an most thankful to my advisor, Professor Ellen C.
Opplers PTor Alefting me To the problem of women artists and
for -her - support and advice, as well ags for the time she
spant reading and editing this thesis.

Finally I must thank my husband, Josa Matos, for his
encouragement and time spent assisting wme with the writing
of this thesis and my mother,; Gualdina Almeida, who uncov—

ered valuable information for me in Porto.s



LI1ISY OF ILLUSTRATIONS

All works are by Aurelia de Souza except where noted.

Flg.

Fi Be

Flgs

Fig-

f’lg,

Fige

Fi [+

1. m;;gx_ummm 0il on caanvase 56 x 44.5

£me Private collection, Porto.

2. Sophla de Souzay Mwm Oi1i on Tan—

wvase 4025 x 3245 tme Museu MNaclonal de Soares dos

Relss, Porto.

be, P8 Sllfa'Porto.,ygnﬁ_gx_ﬂglaa;_ 1880+ Nuseu Nacional de

Arte Contemporanea, Lisbon.

4+ Columbano, g_g;nng_gg_Lgig; 1885« Museu Naclonal de

Arte Contemporanea, Lisbone

5.,  Joséd Malhoa, The Yows 1933+ MNuseu Jose Malhoa,

Caldas da Railnhas

6. Narques de Olivelra, Maiting for Boats. 1891. Nuseu

Kacional de Arte Contemporanea.'Llshon.

7. Henrique Pousaos ¥hite Houses in Capris 1882. 0il

on cenvase 70 x 140 cm. Museu Nacional de Soares dos

Ralse Porto.

- vil -



Fl ge

Fig-

Fi 8=

Flg-

Flgo_

Fligs

?igo_

Plgo

Fige

Flge.

8. Henrique Pousaove.

1882,

01l . on Vood. 20 x 25 cme Museu Naclonal de Soares des

Rels, Porto.

8, Souza Pinto.

Broken Avple Irees 1833.

01l on can-

vase 124 x 96 cme Museu Kacional . Soares dos Reis,

Porto.

10.

canvase JMe7 X 3.5 cm.

it.

12.

Mary Magdalepnes ¢e 1837. 0Oil on canvase.

1e 105 me Private collection, Porto.

-

0il on

Private collaectiony, Porto.

1.303 x

Marques de Olliveirae. ngngh'—- Povoa de Varzlime

1884, Nuseu Naclonal de Arte Contemporanea, Lisbone

13.

14.

Wmmmm 0Oll on canvaS.

G445 x 75«5 cms Private coliectlon, Porto.

0il .on canvas. 18 x

38+7 cme Private collection, Porioe.

15.

X 455 cme

Fanily Scene =— Workinge - 1911. Oil on canvas. 355

Collection of the Clity; Portoe.

16«  Fanily Lifes ©Oll :on canvass. 39 x 31.8 cme Private

collectiong Porto.

17«

CRe

Private collection, Porto.

c- wiid -

011 -on sood.

22 x 27



Fig-

F.‘.g.

Figs

Flge

'Flgo

Flgs

Fige

 Flge

Filge

Flge

18. ‘lel_xggm_ﬂhlxjannzg- ce 1900+ Dil on canvas. 89.2

X 76e5 cma Privata collection, Porto.

19. ﬂﬂiﬂ;ﬂi_ﬁizlg' 1895, 01l wn clothe 395 x 28.5 cme.

Private collection, Porto.

20 Qlrl _from Brittanaovs < 1800. 0il on canvas. 61 x
73 cmes Private collectione.

21. Portralt of the Artlst's Mothere. <. 1909. 0il oo
canvass 1.995 x 0.891 m. Private collection, Porto.

23. pPortralt of Sophia de Souzae Oil on canvas. 1.995

x 04891 me Private collection, Porto.

23. Photograph with the artist. and Self Portrait with

Bowse 1897 Cil -on canvase 67.5 x 47 cme Private col-

laction, Portoe.

24. Self Portralt with Black Dresss 1895 (?). Oil on

canvase 356 x 2645 cme Private collection, Porto.

25, Joames Yhistler. Arrapgenent_in Black and White No.

1. Exhibited in 1878. 0ll on canvas. 1.88 x 0.89

26 Self—portialt with Red Coate <o 1900. 01l on can—

vas. 45 x 36 cme Nuseu Nace Soares dos Reis, Porto.

27« Head of Childs Oil on canvase 34 x 34 cm. Private

colliection, Porio.




Fige28. Bastien LePage. Going to_ Schoolws 1882+ 011 on
canvass 80 x 5B.4 Cms Aberdeen Art Gallery,

Scottlande.

Figs 289. Ejghlgg__ﬂégﬁa; 0il -on canvasse 33.2 x 24 cme

Private collection, Porto.

Figs 30. aniglg_ﬂg_ﬂngljﬂ; 0il on <canvas. A0 x 33 ca.

Private collection, Porto.

Fige 31« Y¥Yiew of Douro Rlvere O©Oil on canvase 28.5 x 39.5

cme Private collection.

Flgs 32. Portrait of Narla Helenas ce 1807. Pastel.s 55 x

48 cme Priwvate collection, Portos.

Fige 33. landscape with Castelo dg Quseijos 01l on canvas.

5227 % S1+5 cms Private collections; Porto.



Aurdlia de Souza's family life and cultural atmosphere
were crucial influences on her parsonality and works. It is
necessary to examine them In: order to understand her artis-
tic development and accomplishments,

She was born in Valparaiso, Chilay in 1866, to a fanily
of uneducated Portuguese 1pnigrants. Her mother, Olinda
Perer, was only 15 years old when she mnmarried her father,
"Antonlio Martins de Souzas They worked in Chile at least for .
eleven years and the firsat five of their seven children were
born theres including Auraliae.

Iin 1869 the family returned to Partugal, relatively
waalthy, and Martins de Souza was able to fulfill his life-
long dream and  buy a larpe estate known as Quinta da China
on the right bank of the river Douro. Aurélia Tived there
most of her 1119- The house, the gardeny and the view over
the river became constant subjects of her paintingse.

" The slx daunghters were provided +the usual education of
wall—-to—do families ~— priwate lessons of plano, languages,
embroidery and, of course, drawing and palntinge. Aurelials

instructory Costa Lima, took special interest in her ability



2
and insisted that she matriculate in the local acadeny,
sponsoring her application in 1833. She was then already 28
years old. .

The reasons for - such late enrollment are yet to be
establisheds. A partial explanation could he some resistance
from her mother, who probably gave in for economic reasonse
One. of the younger sisters, Sophia, also enrolled in the
Porto Academia in the same year.

The old woman was in charge of the rhbusehold with four
of her daughters, iacluding Aur%lia,. who never anarrieds
Baing an artist was then one of the few professions a wonan
from a good fanmily could-all#v herself to pursue. The gen—
eral  helplessness of the women in her fanmily and their
dsﬁandency upon marrliage for support® mnust have been an
incentive for Aurellas a strong—minded womane.

Her datgrnination t0o be a palnter, however, went beyond
material necessities. She was not satisfled with the local
art-inatruction thaty she knaw, lett a great deal to he
desirede It would be enoughsy surely, to make a living as it
was the caéa wlth other of her feasanle companions in the
Porto school® but she was alming higher for the kind of edu-

cation her male colleagues obtainedy; with government schol-

4 Helena and  MNMaria Estela de Souza married into wealthy
fanilios.

5 At the time there were several female sStudents in the
Acadeny whose names appear later Iin group exhibhitions.
Aurélia and Sophla de Souza, however, are the only women
congistently mentioned along with distinguished male stu-
dents.



arships for study in Parise

Aurelia de Souza®s family background in no way was turned
to cultural matters. -Her parents ware uneducated and the
years of hard work abroad did not favor an interest in the
arts. But after settling in Porto, the newly earned status
aasured their children the education and the soclial contacts

to make Porto cultural life accessible to them.

o ,

Porto.la‘the second nostflapoitant city in Portugal, but
it has always been regarded as provincial and secondary to
Liabone Yhe clity is proud of a long tradition of wealthy
merchants and liberal political thought® and it resents the
capital?s highbrow attitude of cultural detachment from the
rest=ox:iha countrys

During the 170Ds and 18008 a spall but important British
colony grew in Portojattracted by the lucrative commerce of
Porf%wlna. The prosperity aasured by the wine trade and the
influence of the British taste affected the appearance of

the clty.

¢ Two major events brought the city to the center of the
political scene in the 19th centurye In 1832, a confronta-
tion between the two candidates to the throne, the liberal
Prince Pedro and the absolutist Eing Miguel came to a
climax with the Abhsolutists? slege of Porto. Subsquently
Pedro took over Lisbon, Iinstalling the new Liberal
regimes - Then; in 1891, the Republlican party tried to ini-
tinte a revolution to overthrow the Xing. The uprisiang
was crashed, only %o succeed lLater, IiIn 1910, with the
assassination of Eing Carlos and the proclamation of the
new Portuguese Republic.
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A foew monunmental Iron structures ptrovided a nmodern sut-—
look unigque in the countryl a new Stock Exchange in 1842
boasted glass and iron constructione. A Cryatal Palace inau-
gurated ia 1865 with the firgt international exposlition in
the Penlnsulae Two bridges peraitting, direct connection
with Lisbon fTor the first time:  one, desipned by Eiffel,
in 1B76, for railroad traffici . the othery; with two levels,
fer'regulnr trafficy was bullt between 1B8B0 and 1886. New
wealth nand tastes also surfaced in & aunber of nmansions
puilt: by immigrants returned from Brazil or other South
Amerlcanrcountries: as 'aalthe case with the Soura family.
These bulldings were often covered with tile, which became a
structural ag well as a decorative elements The different
colors, shapes, designe, and textures sariched and bright-
ened the dark, granite look of ?nrto,‘ and became a distinc—
tive atiribute of the clity hefore belng adopted in other
parts of the countrys. The iIndustrlial growth of Pbrto
encouraged the creation of schools for the applied arts,
with an enrolliment four times that of Lisbon. A new inter—
est in the decorative and popular arts promoted an exhlbi-
tion of ceranlcs in 1882, «ne of gold and silver—-smithling
in 1883, and another of textiles in 18B4. Local art maga-
Zzinesiy 7 generally reactionary and poorly informed, neverthe—

less, promoted the taste and concern for Portuguese folk art

7 In Porto there were more and longer lasting art magazimnes
4than in Lisbon: A_Arte Portuguesa ( 1880-1883); Pogctugal

- 3 > 3 {1905-1812). Jose Augusto
Franca, s Yole 2 (Lisbon,

Livraria Bertrand, 18686); p. 108a.



S
and conservation of national monuments. This developlng
;nicrestrln the arts, nurtured by wealthy British families,
is also manifested by numerocus private collections.®

Local -inltiatives, howevar, could hardly nake up for the
neglact the art academy wmas sufferinges In March 1881, a
reform of both Porto's and Lisbon®s academies was conpleted.
Two months Latery one of the most distingulshed personali-
ties 1in the country, Joaquim he Vasconcelos, publicly crit-
icized the new refornm for 1its lack of jimagination and
lnprovément. He alaso pointed out the unfalr treatment that
the Academia of Porto was receivinge. He called the.only
four articles in the leglslatién dedicated to the Academia
of : Porto a postscript to the reform  of the Acadenmia of
Lisbonl |

The entire city will recognize that, In the polit-—
ical . circles Iin the capltal the same exclusive
spirit is manifest which is unfair and disloyal teo
Porto; and of which we have had so0 smuch evidence
already.?

Contrary to what hdppened in ‘Lisbon. . the numbesr and pay
of the Porito art Iinstructors stayed the same and the over—
all budget was one third of the capltal?s.!? Furthermore,

“the dlsclplipea of landacape painting . and art history

would not be available for many years to cone. Yet,; by the

B 1n 1850, the clty acquired the Allen collection, including
600 palntings, to found a Nunicipal Art Museum (Franga,
Yol 1’ Pe 412)e

% Joaquinm de ?aaconcelos, *A Nova Heiornn das Acadeaias de
" Bellas—Artes,? -Bevist: :
1 April . 1881, ppe 151—152.

1?ﬁJ. de Yasconcelos, pe 1587,



)
‘end -0f - the centuryy the Academia of Porto had the largest
gnrdllmentl"and had produced the overwhelming majority of
the,hest':Pnrtuguese artists of the period.i?

The cultural impact of the Acadeny on the general popu—
lTationy  howsver, was minimale. Private initiative comple-
mented 1!%#0!8 or less effectively. Joaqulm.de Vasconcelos,
Sonares dos Reisn and Nargques da Oliveira { thesea two former
students on schoelarship 4n Paris): organized the Centro
Arffstico- Portuense with an intereating program of basic
drawing classes, confarences, annual exhibitionsy and an art
magazines. The objective of the association was

to promote the intellectual -and artistic growth of

its members and to contribute «se. o the =pread-

ing of good taste for the 2ine arts as well as

the industrial arts in tbe country.i?
Its real <contribution, although slignlficant, was briei,
lasting only froam 1880 %o 1BE3e Later, between 1908 and
;920, nnothar.nssociution. also lLad by # former student on

scholarship,‘tha sculptor Teixelra Lopes, offered a progran

of art Instructiony conferences and exhibitionse.

- 0 _Primelro de JaneipolPorto), _Feb. 13902, quoted in
Crlstovao Ayres, A ﬂaorganizagao da Academia de Belas

Artes do Porto? {spesch given in the Chamber of Deputies
on 18 April 19502).

12 painters: Silva Porto, Marques de Oliveiray Ponsao, Souza

" ' Pintos Artur Loureliro, Antdnic Carneiro, Aurelia de
Souzas Acaclo Linoe. Sculptors: Soares dos Rels, Teixeira
Lopes, Tomas da Costa. Arquitects: Ventura Terra,
Marques da Silwva. '

13 -npgtatutos do Centro Artisticce Portuense™ (1880), quoted
in Frangas vole 2, pe 86«



1.3 _The Art Scene

When Aﬁrélia de Souza entered the Academla in 1893, the
current style was a Portuguese interpretation of Barbizon
putnralism;- Most of 1ts major representatives were former
students of the Acadenia in Porto . They constituted the
Netrst generation of naturalists,”'?  and with their works
gant'trom Paris. their teachingy, and their participation in
group exhibitions, shapead fortuguesﬂ art well into the 20th
gontury.

Silva Porto and Marques de Oliveira arrived from Paris in
1879 and took over . the leadership of art  in Lisbon and
?ofto;'reapectively- They had studied at the Ecole des Beaux
Arts with Adolphe Yvon and Cabanel and fsllowed the academic
styia of thelir instructors, tempered,; in the case of Silva
-Qorfof with the teaching of Daubligny and, 1in the case of
Marques de Olivelray with a porsonal admiration for Corote.

Silva Portol® was immediately assigned the discipline
of .landscape painting at the Acadenia in Llsbon « Lataer,; he
.?ould Justify missing a faculty meeting bhecause "he was out
with his students studying from Nature."!® His style, "rep—

resenting Nature with no artifice of any kind,"17 was enthu—

?‘:Frangn, ps 44 -
15 gee appendix A.l

1% ‘yarela Aldemira, Silwa Porto s 1954 quoted in Franga,
vola. 2’ Pe 28

17 ‘papin (Rangel de Lima)y A Arte 1 {18B78): 15, quoted in
’ Franga, vole 1y pe 459, .



B
slastlcally'tollnted. fjpodern paintings®l® like Moor at
Belas {Figs 3); a desarted harsh landscape where iwo peasant
women huably gather wood at - -dusk, rerarcompetant Portuguese
translations of MNillet and Dauvbignye. They carried as'much
modernity as artlista and pubdbllic were ready to accept and
thatﬂls what made Silwva Poarto 'sorimpﬁrtaht in the evolution
of Portuguese art. !ﬁile teaching, he was also promoting
artistlec actlivity outside the school and became the central
iigure of an informal art association Eknown as "Grupo do
Lezo.“i‘ Columbano®? deplcted the grcup‘in 1885, in a large
pajinting to be hung in Ttheir wmeeting place. Q__Grupo do
.;ﬁzﬂ.(Fig¢ 4) 1s a humoristic yet-sensitive collective por-
tralt of 1r;gnd§ sitting In a beerhouse. They are being
gerie¢-hy'a.pompous waliter who stands conspicuocusly holding
a tray of food. The action evolwves around an understated
Silva Porte to whom Alberto de Cliveira, always well~
informed, shows the latest magazins from Francee. Everyonse

is carefully represanted-according to personality and rele—

13 The "Grupo do Leao”™ announced Ymodern paintings™ in their
’ axhibltion catalogues (Franga, vole 2y pe 24).

19 The art critic NMariano Pina named the "Grupo do Leao"

' after the bar YLeao d'QOuro” where the group usually metes
It grew spontaneously In 1880 around Silva Porto, in
opposition to the art establishment. "Given the com-—
pletely barbaric indifference of the authorities for the
artistlic. educationy the painters of Lisbon tried to
defend their own Iinterests themselves.™ Ramalho Ortigao,
Arte Portupyesg 1883, p.i10, Franga, volal, pa22.
After nine years of successful exhibitlions, the group
was disintegrated to give way %o a more structured asso-
ciation, the Gremio Artistico.

29 ‘See appendix Ae 2
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_vgﬁcg within the groupe. José Malhoa, standing on the far
left, 1is =a painter of peasants and sunny landscapes, obvi-
ously uncomfortable in this Bohemlan Setting. Antonlo
Raﬁnlho, the clown, balances the moderatlon of Silwva Porto.
pplunhnno bimsalz. cannot be missed iIn the Far background,
_gtanding on the right slde next to his self—-amssured, soéhis-
ticated brothery Bordale Pinheird.21 This paintlng started
Colunhnno'a career as.  portraitist. From &a beerhouse in
downtown Lisbon in 1885 to the Pitti CGallery, Florence in
_1927, he palnted penetrating portraits of his friends and
hinaelt.~ He had an lpstinctive understanding of his time
gnd-a;glttftor capturing the essentials of each personal-
_;ty- The images,; painted in a gloomy naturalistic style,
- were usually dramatic -and pbveriul;

Another realevant member  in the group was José Malhoas22
_Eis taste fqr the sunny outdoors =nd . for peasant Llife is
_evident in his conmbinations of genre and landscape paint—
ing.  1In The Yow (Flge §) a processlon slowly progresses
:glong a bright - coutry road between rows of festlve decora—
7tions and Ifresh pastry stands. In the fareground, a group
of women painfully ful#ill: their pleﬂgea; Malhoa succeeds
;h recording the event and in conveying the suffering and

solidarity that tie these people together. Yet, although

21 :Rafael Bordalo Pinheiro was a famous caricaturliste. He

" published several periodicals in Brazil and Portugal
criticizing society and governnent. He also founded a
ceramic factory where he sculpted many of his popular
charac ters.

_f? See appendix Aes 3
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sympathetic, he is not personally involved and cannot go
heyond the narrative satage. |

In the restricted cultural: and social environment of
Portoy; Narques de Oliveira®s2? developlng activity was con-
tinad-to- the: Acadenmia, where he started teachlng =figure
drawing in 1881 and history palnting 1lan 1895. He was highly
regarded - for his encouraging amt open—minded attitude
_té-ards the studenta. Throughout his ltong teaching carcer
he sStressed the lnportincs of drawing and was an accom—
plished draftsman himself.

!;11133_:gx“1hg_ﬂgg$§_iFig. 6) 18 a close—up portrait of
a fishwife sitting on +the beach, immersed in her own
. thoughts. The artist was careful not- to disturb her as he
gketched the earthy:yet harmonlous - filgure and the unsophis-
tlcated but:lntelligeut faces The simplicity of the compo—
gltlon enhancés the shapes and volumes of the white scarf,
7tha rounded skirt and basket next to hers Narques de
Oliveira's landscapes often have surprising iampressionistic
elements in the treatment of light. His admiratien for
Corot sharpened his sensibility, putting him a sStep above
S;lva Porto.

Silva Porto and Margues de Oliveira?s successors in
?nrls were two more sfudents of the Academia of Porto ,
?ous;o and Souza X Pintoe. Both henefited from the works sent

by their predgcessors;;-Pouszoz' was particularly Influenced

_?3’See appendix A. 4

24 See appendix A. S
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ﬁy Narques de Oliveira®s figure palntings. He was admitted
to the Ecole des Beaux Arts in 18380 and for a year studied
?;th Yvon and Cabanel. bafore leaving for Romae. His acadenic
training is evident in Ceci{lia, exhiblted in the Parls
VSaion ot 1882. But ?ouqzo's moat - intereating works were
produced away from the academy, pOoSsSibly ianfluenced by work
seen in the Impressionist Exhibition of 1881. In the sum—
mer of 1882, in Italy, he palnted anof-landscapes such as

Zhlsn_ﬂgnggs__ln_ﬁggxl_iFlg. -7} -which would lead to nore

: §§vunced attempts In saaller works. House _with Bluye
Shutters(Fige 8), for - lnstance, deplcts a rustic
ﬁhditerr&neah-housa in warnm, brlight  ochre, orange, and
pale blue. The rectangular shape of the house completely

711118 the sSpace and then bhecomes the palnting suriace
itself. The blueish,  vertical rectangles of the windows
and. the horizontal : orange roof below add to the abstrac—
_tion. The playful ambivalence ol the blue used both on the
shadows and the shutters relinforces therabstract quality ot
the painting o« The green patch of plants and the waving
plothas deryling out in the sun bring the composition down to
reality. Pousao's promising carecer was cut short at the age
of 2S5 when he died. His art was appreclate8 but not under—
‘ gtood. “The Portuguese artists were not prepared for a new

approach after the recent change brought by Silva Porto.

_ ?s See appendlx A. 6
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Souza Pinto,;2% alago a student at the Beaux Arts, fell
qndurftha spell of the French Salons. He was awarded sev—
eral medals for his genre and landscape paintingsy became a
member of . the Jury in 1900, and in 1800 had work included
in the cnllécﬁion of the MNusée du Luxeabourg . His suc-
cess made him settle In Bretagne but he still ftook part

in saveral national as well:as iInternational exhibitions

with his Portuguese friends. BHroken Apple JIree (Fige. 9) is

a good exaaplg of his competent; French style with a prefer—

ence for the sentimental and anesdoctale.

The Academia Portuense de Bellas Artes provided free
goﬁrses for both men and wonen in drawlng, architecture,
‘p;atory painting, and sculpture. -All students had to be at
‘ }aast**en years old and have a Prinarf School diploma or
ggnivalentz‘ Qne yoar of drawing was required: for architec—
tpfﬁ students, two Years was required for sculpture stu-
Vﬁgnts' and thp complete drawing course, of five years, fFor
students in history painting. Aurslia de Souza took the
‘filrst and second year exanms in 1893 and immediately enrolled

in  the third year.z7‘lnstruction . in the fTirst two Yyears

2% yejtten announcement made public:- by the Acadenia

"7 Portuense de Bellas Artes, 23 September 1887 {in the
archlveas o©of the Escola Superior de Belas Artes do
Porto). .

27 ‘Artist's petitlon, June 1893, 1o the head of the
T Academia to bhe admitted to the final exams of the first
and second years in order to enroll lImmediately in the

third year {in the archives of the Escola Superior de
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included drawing from engravings?®® and casts. She was prob-
nglr more lnterest§d-in the classes with the live model,
‘avallable in the last-three years of the course. Female
ffudenta were not required to teke these classes but she did
Vggrolla Exapples of her woark from thls period are kept in
the collection of the Acedenian+2? Her grades were usually
_}bovn averagey and durlng the three years that she attended
grnvlng'clnsses. she  won twe annual prizes in conpetition
with both male and female students.

In 1896 she started studyling  painting under the supervi-
slon of Marques de Oliveira. She belonged to a amall minor-
'”1ty of women who proceeded from drawing to history éainting.
Nost of her fenmale colleagues of the previous years had left

the school even before completing the drawling courses
mlgstructlon in history painting incliuded palnting from the
‘ppde and draped model, studies in coaposition,and histofy
‘and genre palntinge. Auralia de Souza was. then 30 years olde.
7$he-would soon - participate in group shows, .receliving very
favorable reviews3? side by side. with her own teacher,
Marques de Oliveiray and other nationally famous painters

such as Antanio'Ranalho and Julio Ramos.

Belas Artes do - Fortol.

28 The copy of engravings was officially abolished by the
7 reform 91.3911- .
2% And were shown among works by other formper students in
the exhlbition ¥®The Nude" organized by the Escola
Superior de RBelas Artes in 198(Q.

30 ‘Ruy de Almedina, YA nona exposigao no  Atheneu

Comnmerclal," Revisita Lusco-Estrangeira; Porto 1887.
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fhe other major  painter in the Academia of Porto at
the time was Antdnio Carneiro, who Llike Aurelia de Souza,
painted dramatic portralts of himself and his friends. He
ygd a preference for tragic and mysterious subljects painted
in & syaho!lstlc astyle. Most famous . 1s his triptyc of
_18903 Liftes
The next step was going to Paris. A talented artist with
p?-personala funds had two alternativesnl to compete for a
guvernnent acholarShlp or to find a. private sSponsSors
Altnough government scholarships had always besn awarded to
7@;19 studénts, there is no evidence that women were expltic—
_gfly excluded. Therse was, .hc!avar, an age limit,
 4991l¢ants cnuldsnof ba ovlder than twenty-five. In 1887,
_?pa erlitic Marlano Pina wrote Ironm Parls, protesting against
this Limitatlion. As he saw 1t, “The-Portug#ese academiles
rpcognize the right: to the hoys to inprove in Paris, cat—
_ggnrlcally denying it te the men." (sic)?®! Aurélla de Souza
" turned to her family for helpy and her older sister, Helena,

yhojhad-marrigd into a wealthy family; sponsored her tripe.

‘ , .

In 1898, Aurélin de Souza went : to Paris to study at the
rggudgﬁie Julilane. The Portuguese community in Parils was
rgulte large and she probably met three other colleagues from
 th§ Porto  Academyy the painters Antonlo Carneiro and Thomaz

de Moura and the sculpteor Fernandes de Sﬁ, also students at

31 ‘Mariano Pinay "Chronica® 3 Illustragnos 1887, pe 34.
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the Académie Juliane. "Instruction was closely nodeled
after that at:- the Frole des Beaux—Arts. -DPawid Sellin
describes how the American artiat . Sipmons arrlved at
Julian's and

confldently pitched right 1n with palnt, only to
be told by professor Boulanger that he alight as
well go home and make ghoes if he did thais. He
was put to work drawing the model -in the manner of
Gerome painstakingly observed and copled —— over
and over —— until he found there were no short
cuts ‘to the grunts of approbation of his nmaster
but hard labor.?Z
The school -provided the rooa and a model, while the stu-—-
nﬁgnts worked on their own, preéparing for the weekly wvisits
of -the instructors ( An this case,; JeanPaul Laurens and
Benjanin Constant). The teachers would choose the works to
be publically exhibited each monthe Auralia de Souza was
"distinguee par ses professeurs"?? and showed works in these
exhibitions having no problem selllng theme3* She also won a
.prlze in a . contest between male and female students.3 The
event -was proudly reperted in Porto newspapers.3® Her dewo—

tlon and talent were attested by her final certificate where

she was consiﬂered t0 be "un eoxample a clitern3?

32 pavid Sellin,
T 1860-1910,; {Phoenix Art Museums, 1382), p. 45.

33 Certificate slgned Ae. Julian and dated 30 April 1501.

3¢ Joaquim Costa, Aurélia de Souza, (Porto: 1937), pe 53.
?? Se=o above, Footnota 33 ‘
3¢ 9 CopSrcle do Portos Porto, 18 February 1880. This is a

comnemorative issue reprinting news from 1900 .

37 See above, Footnote 33
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Devotion to work was an attribute of most students on
scholarships from the Academia of Portos Yriting from Paris
in 1886, Mariano Pinn compared the attitude of the students
grom Lisboan wilith the ones from Porto and at the same time
made Iinteresting remarks about the situation of the artists
in both citles.

The painters in Liabon are talked about, discussed

and acclalimed, while the young painters from Porto

are conpletely unknosn by the press or the publilc

in general.33
A2 they arrlved in Paris, those from Lisbon were presumptu-
ousy the others were modesty and the result was that the
-t;ratﬂngo back to Lisbon as they LeftY and the latter became
ffirst clasa artists.”

The astudenta’ - dedication to thelr work was uagquestion-
able. Neither Aurélia de Souza nor the othersy hovever,
took full advantage of their stay in Paris. The problem was
extended to. studantas of other nationalities, What an
A?arican- critic wrote about her compatriots fits the
Portuguese and probably moat foreign students as well:

If he [the student ] visits an exhibltion, he Judg-
es with the acadenmical eye of his professors but
as for art in the broad sSense of the word, he ls
no nearer to -1t than he was before he orossed the
Atlantice. But he i3 not aware of - his deficien—
cies, nor does he know that another world exists
in the city of Paris bayond the narrow circle of
his acqualntances. He livea in the most artistic

centres of the world and is not of ity has perhaps
never heard of Degas, of Carrlere, of Rodin.3?

‘:’f Mariano Pina,; "Chronica,? A__lllnmgsﬁj_ 1896, pe 178.

3% ‘Frances Xeyzer, “"Some American Artists in Paris,®

S | t::n!tiﬂpel Studios vols. 4, Narch—June 1888, pe 246,
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IZ Aurelia de Souza did visit the fow private galleries
7gpo'lng art other than what was found in  the official
_gylons,- she was not significantly affected by this experli-
ence. In 1BDRB, she could have seen Nonet at Georges Petit's
and Pissarro at Durand—Ruel?s.*? A few months later the sanme
‘ggllaries were showing Besnard, Cazln, Monet, Sisley, and a
group of Nan—lmpreésinnists s Bomdiin was shown at the Ecole
des Beaux Arts In 1899.%! Seurat had an exhibition at the
Revue Blanche In 19500, right before the Vorld Exposition.
_;F-that=wlntnr the Independents had thedir annual show, and
_ngsin. in the following springy including works by Bonnard,
_?ﬁianne, Ensor, . Natisse, and Rousseaus Yan Gogh was also
shown in March 1901 at: the Galerie Barnheim—Jeune  Jjust
before Auralia de Souza left the Acadamie Jullan.*?

Art students in Paris would usually use their  sumnmer
_ygeatlon to travel :and wisit museums or find a place to work
in the countryside.

Summer brought sweltering conditions in the typl—
cal attic studios. The ateliers and schools

clogeds  The hast models went back %o Italy or te
work on the harveste Exhibitions ceased.?*?

49 “Internatignal Studiao. vole 5, July-October 1898, p. 208.

4t International _Studlos vol. 7y March—June 1899, ppe 132,
T 207

42 Dponald E« . Gordons
" {Munich: Prestel-Varlag,; 19874).

‘3 Se‘l.lin, Ps. 9.

4% Selling pe 6D
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Aurélia de Souza was in Brittanny. Accoerding to Will Low**
tﬁe women outnuabered the male artist population there in
the 1880s and eagerly sought the instruction of the most
famous American artists established in the area Aurélia de
Souza is likely to have done the Bsane.*s

"Puring this decade Whistler was at the height of his pop—
-ularity in  Paris. in art students clrcles, in P;rls,
_!ﬁiskler was 'discoversd ..e' and then 'tonality?  came to
the forese«*®" Ho was the major influence on Auralia de
Souza outside her immediate academic circlae

Although Aurélia de Souéa was not on a government schol-—
_agship, she still kept close contacts with the Acadeaia in
_?prto" and sent a few . works to Nargues de bliveira S0 he
_cpuld evnluatg her progress.

In 1900 Sophla, Aurélia's sister, Jolned her at the
A@ﬁﬁﬂﬁmle Julian for one year'? and in 1801 they both went on
a trip throughout  Europe. It is not possible to determiane
what Aurélis de Souza saw during this trip. She was in
Rome, Florence, and Venice where she probably visited the
ngposizinne Internazionale exhibiting works by Burne—Jones,

Carrieresy Ensor, and Rodin.*® She was also in Brussels,

*S According to the introduction to the catalogue ©f the

7 1973 retrospective exhlbition, Aurdlia de Souza was in
Etaplen, Pasn—de-Calais, where she studled with an
American artist,.

“ ‘Low mtﬂd by Sellln'r pe Tha

7 ‘Sophia®s trip was sponsored by their other mnarried sis-
" ter,; ¥Maria Estela.

%% gSee above Footnote 42
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Antwerp, and Amesterdam, and flnally 1n Seville and Madrid.

- Portuguese artlsts faced tvo major difficulties wupon
thelr return from Parisl artistic isolation and general lack
of supporte.

The few years spent in Parls for most of them were the
only contact with major art currentse The challenge of the
_?arlsian art: sScehe was essencial to assure continuity in
}helr'devalopgsnt. Back Iin Portugal, they were reduced to
ﬁiréoring one another and consequently falling into artistic
gpathy- Frances Keyzer was avare of the problem in 1898:

The American, therefore, shares the fate oi-nany
otherse He £can only thrive in the artistic atmos-—
phere of Paris. Once transplanted to his native
country he is influenced by his surroundings; the
commercial instinct: takes the wuapper hand, andy
though he may amass wealth, he is dead to art.*?

Unfortunatly, the finantial future of these Portuguese
fftiats was far from promising. A8 Mariano Pina wrote
_glready in 1887,

1. If he fart student): recognizes he has no
talent, he goes back to his countrys.

2. If he has talent and loves his country and
3if he sees the possibility of finding a

tgaching Jobh in any acadeny, he goas backe

e If he has +talent and thlﬁks he can succeed
abroad, he never goes back.>?

l’? Eeyzery; pe 252.

50 ‘gee above,; Footnote 38
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Undoubtedly the artistic situatlon in Portugal was very
- discouraglinge Painters such an the Souza Pinto brothers and
Artur Loureiro found abroad the recognition and financial
saccess 1npossihle-to attaln in thelr own country. Most of
them, however; did return F!ullzot anthusliasm only to face
_4nsurpassahle indifference and lack of support "prodocing
little of swhat they had promised.®5! A teaching job at one
_ot ‘the academles was the best any artigt could expect and
7thosa wére scarce glven the size of:fhe schools and their
tight ‘bud jets. Marques de Oliveira L1iterally had to wait
putil;the history painting Instructor at the Porto Acaden¥
glad to take over hls Jobs

Support from the government was over, once the students
came back from Paris and Ropmes. X The monay spent on thelr
fgucution was. virtually wasted for lack of opportunities to
put it into practice. There ware very Tew puplic conmmlis—
_gions or purchases for the mussumse.

The artists organized themselves 1n assoclations to pro~—
mote exhibitions and increase sales. -  In Lishbon the Grémio
fAffIBtiCO,Bra? out of the Grupo do Leao under the direction
m?£-811va Porto in 1830, Ihe.progran included the organiza-—
‘tion of annual  exhibitions, A permanent exhibltion, a
Vi;brary, and a drawing class. In 1891, the Sociedade
ﬂgeionnlrda Belas Artes replaced the Gremic Artistico with a

similar program, but it had a larger influenc and financial

S1 Riveiro Artur, Arte e Actistes Contepnoraneoss vole 2, pPe
T 2379 quoted by Francas pe 92.
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hglp from the  governmente. In Portoy, the first association
was the contro Artistico Portuense which had a short life
span {1881-83) . but a lasting influence on the city. Ita
drawing class folloved n Gcrannloutllne. The first exhini-
t}on—incluﬂaﬂ the traditional fine arts disciplines as well
ag decorative and applied arts and even archeology and art
_!;terature- The Grupo e Exposiggda de Arte was formed in
1887. Aurelia de Souza was prabably a mnember because she
_ggytlclpnted, wlth great puccessy  in their lLast exhibition
in 1895, But-thé Socledade de Bélas Artes do Porto, lasting
between 1906 and 1921, was to be the major art association
_;q the citye. The sculptor Telixelra Lapas, president of the
faaoclationg stressed 1ts professional nature by lnviting
the King and Queen to become membars in thelr capacity as
artiats rather than being offered the.usunl honorary presi-
daney.s:

The purpose of the assoclation was to sesncourage art
appreclation and to help the artists, especially the young
oneses To this end:the association opened a drawing class
;nr members and'noﬁ-nembsrs and also created a sub—section,
‘the Amigos da Arte, to promote saless MNembers paid a small
@nnthty fee to purchase palntings frop the-regular exhibi-
tions of the associatlon which then were raffled among the

gambara.

32 ‘O _Condfgio do Portos 3 June 1906.
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Thae overall quality of the exhibitions was unevenes
Amateurs exhibited along with professional artists who
endorsed this participation to keep thgir.clientele of pri—-
vate students. The lists of prizes and purchases; however,
_as*'311=ns the reviews, usually singled out the best, and
g}vnys included Aurelia de Souza who participated regularlye.

_But the rglatively fregquent sales did aot amount to sig—
mificant financial reward«>3 MNost paintings were small-sized
}gndscapaa, flowers, or genre acenes, the only kind easily
bought by .a bourgeoisie who, especially in Porto, had little
use for arts Aurella de Souza found support in her two mar-
ried sisters, Helena and Estela, who bought extensively from
hers Still, she often Xkept the largaf'palntings, usually

'portraits of members of her household.

53 She alsc 1llustrated books by famous Portuguese writers
and, occnsionally, contributed illustrations to the mag-—
azine Portugaliss (introduction to. the catalogue for the
retrospective exhlbition of 1973).



Chaptar I1

CONTRIBUTION TO AET

The range of Aurelia de Souza's subjects is as wide as
“that of any accomplished painter ‘of her time . * She painted

biblical ‘and glassical sBcenes, tandacapes and still lifes,

goenre scenes and portraltss - Yet, a nnifying force becomes
clear as one exanines a variety of subjJjects: her concern
for the condition of wonene She painted female characters

 from the Bib%o, domestic scenes, images of poor or working—
Jg}ass women, stlll-lifes with objects - used by womens Her
sympathy is ylsibla in the way she portrays her female sit-
ters? . intell}gent, hard-working, with an intense inner life

showing through thelr oeyes.

History palnting could only develop Ain the capital with
"}fs official patronages - The Lisbon Acadeny, howewver, did
'nptw have a counterpart of Silva Porto to teach 1t until
'Vgloso Salgadp arrlved from Paris  in 1885, His conmpetence

was lnnodiately rewarded with numerous public cosmissions

exacuted in a correct French style that would set a standard

‘5% ‘:For a thorough discussion of Realist and Naturalist sub—
" Jects seel . Gabriel P. Weisberg, JIhe Realist Tradition:

French Palntiag and Drawing 1830-1900. { The Cleveland
‘Museum of Art, 18980).
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gpt'yenrs to comas, . Neanwhile, in-Portosy Marques de Oliveira
had to wait fifteen years to be assigned the‘ teaching of
_q}stary patnt;ng. Tor which hg had been tralined 1In Paris.
The expertise he had shown with Cefalo and Procris in 1879
‘had not been ﬁevalnpéd and he wusged his drawing sxXills and
Vb}s feeling for the figure in less ambltious enterprises
more uccepta?la to the practical society of Porto.

Most of Aurslia de Souza's history palntings deal with
_p}blieal aubjects and . were painted during her school years
”gt'tha Porto Academy and at  the Academie Juliane They are
_smnll.studlas in cohpositien of biblical scenes: Christ
”éesuscitatlng Jajirus? . daughter. . the Prodigal Song »r the
mY?altation. In agreement with the nature of the disclpliane,
rtha emphasis is-‘on the arrangement of thae figures in order
Ato'present a. dramatic moments "with simple disposition of
}ight and ﬂa;k'araas” and sacrificing “"detalls injurious to
the general effect.33"

Christ Regsuscitating Jalrus! Daughtoer (Fig. 10) captures
the moment ;gmediataly ‘preceding the reanimation of the
young womane The action takes place around the girl®s bed.
_gathnmily surrounds her, anxiously hoping for a miracle.
- Crist -holds her hand. In the darkness of the room the two
l{}gures are_drazn togaethar by an 1intense white flow of
};ghte The expressions on the faces can only be guessed by

the expressive postuare of the figures. Two wmen Look

' SS ‘Albert Bolnme, The Acadeny and Frepch Paloting in the 19th
T genturys { New York: Phaldon Press 1878, first published
=iﬂ 1571 ), . D 464
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;ntently at the girly, while the women turn to Crist lmplor-
_%ng“him, the;r Last hopees There 18 a suggestion of a stage
Vpertormnnca;- The characters surrounding the bed allow just
encugh space for +the viewer to see the scene while a small
crowd of secondary -characters #1llsas  the backgrounds. An
7;!prcbnble Ilb'ar arrangement in the foreground is the
final detail--in the staging of this dramas
Contrary to the preélous painting, Mapry Magdalene (Figs
Wll) is deserteds. - Yhe woman is atanding alone, looking upy
pgr hands clasped on her chest in a gesture of anxiety and
_qgspalrd The cruxified bedy of Chrlst is only partially
!}alhle on the towering wooden pole. It 1is possible that
é@r‘lln de Souza did oot wish to paint -such an osvercharged
7gubject-as Christ on the crossy oOr perhapQ she Jjust did not
want anything  to distract the viewer from the wonan she
4?“930 to depict. Unlike the other compositions of religious
theme s, Nary Magdalene was not an assigned subject. In her
_#polce of ‘a subject to - cbnpete for the Barao de Castelo de
. Palva. award®® she was not lnterested in anecdoctical render—
1ngs of past .events. Insteady Mary Magdalege is the por—
Lﬁrlit of a suffering and deaperate womane © 7The prasence of
#he cross accounts for the extention of the paln rather

than for docpmentnl.accuracy.

5% This amsard was established in 1834 in Porto for paint-
" dngs dealing with biblical subjects (Franga, vole2,
Pa 86 ). .
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Biblical and classical anedoctes ware oot Aurelia de
Souzals Invnflte subjectse The events and people 1involved

vare +o0 far above humanlity to interest her.

Aftexr Sllva Porto hegan to teach landscape painting,
~ interest in the subject rose significantly. Carlos Reis,
_h;S‘successo;g organized the Socledade Silva Portoe which
”sponsored 21@1& trips around the country for his landscape
c}n&s. At-the-?orto.Academln, landascape painting was not
tyusht'ns a separate subject. Marques de Olivelra, in
charge of - history painting, theretor& was Instrumental in
ngveloplng of the discipline. His admiration for Corot iled
_to more advanced handling of light, avident in Beach —
Pdvea de Varzim (Fige 12), and Aurdlia de Souza benefited
;roa its When she herself was in Paris, she was undoubtedly
gxpnsed tohlnpressiohisﬁg then in its most advanced stagese
thlé axposuré is manlifested in brighter canvases and freer
handling of ;the brush, although it did not produce a radical
qupange-

During Aurslia de Souza®s lifetime she was = usually con-
_#;dabed a ﬁgintor of flowers. ¥omen were frequently
reduced to' the -palnting ot flowers as 1If this were always
?q be thelr wonly specialtys beauty and fragidlity agreeing
_Aylth their gandar- 1%t i8 not surprising therefore,; that in
7§plte of . Aui&lin do Souza®s diverslfied subjects, she was

pgst: known for her flower paintings.



27

Her deplictions of flowers, however, are not convention—
als  She avolded the traditional flower arrangements in
vages on taple tops and preferred to keep them in their
natural setting  in the garden, on pots on a balcony,; in the
border of  a lake. Thus her flower paintings take on the
nature of delicate landscapes.

Flowers on _the Border of o Bagip (Fige 13) exemplifies
pgr-ability to combine the decorative, Llight guality of a
7!§qwer' arrangement with the depth of a 1§ndscape. X he
p}lntlng has yarm.- esarthy overtones enhanced by the har—
Vgpnious combhlnation of white flowers, green and brownlsh
}paves. a clay pot, and the water where a few leoose pink
Vpgtals brighten the color schemes The sunlight on the white
}11135 in mnstgriully -rendered, as is the water where real
lpavas and their-ratlectlons ambiguously merge together.

In Mﬂ and Balcony in Ouinta da China {Eié- 14)
‘the conbination of flower painting nnd’laqucnpe is explic—
ite In the foreground a display of cultivated and wild
#}pwers trim the view over a field 1in %the first painting,
and the river In the . second.

gnnggn;_gx;_ﬂglnxg__gg;_ghlgg,couhlnes the acadenic real-
1satic landscape and Impressionlsme The treatment of the
background lagdscupavis'convaationnlg as is the foreground
on the left. The path of white 1lo'era‘on the right, how~
every is of unexpsctad modernity: n'nnsé of different tonal—

ities of green topped with a cloud of Whistler-white rflow-
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ers.. The stylistic diftference between the two parts of the
painting i=m  stressed by a distinct handling of Light tlood-—
;gg the tioter bed and acquiring sombher  tonalities in the
 r1ght-corner-

. En Girl-in the Sun o -child sits on a stone—-paved patio;
she wears a straw hat that:-conpletely conceals her face;
behind hers a mass of tilacs scintillates in the sunlighte.
It ls a lazy summer day, and Aurélia de Souza floods the
canvas with a bright: warm light reflected by the clear
stonag of the pntio*ﬁnd enhanced by the few but well defined

shadows of the plants and the girl?s hate

203 . _Genre

José Malhoa was the towering figure in Portuguese genre
painting. His bright canvases described every aspect of
country life in a picturesgue, sometimes dramatic fashiony
very much appreclated by the public and the critics. With
rqpnntlc\opfislaa he portrayed a way of life that was hard-
working and difficults romantic optinmisme. Auralia de Souza
A?gd a different approachs ;he was more concerned with indi—-
viduals, mainly womens

Family Scene —— Working (Fige 15) depicts a young womad
Vgpwing, while two girls sit. near her, chatting and per—
?gpS'playing housee. It 18 painted In the best acadeamic tra—

dition, dark colors contrasting with crisp whites and a

touch of red. The stillness of the young woman absorbed 1n
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her work 18 contrasted with the liveliness of the children
quaged in thglr P L%, 1-1-99

A similar Fﬁnposltlon'and nood is evident in Familv Life
{Fig. 16 ) wm=mhere de Souza depicts her own fanmily gathered
around a table having tea. Again, the scens is intimate and
- warndtwo women talk attentively with a child while the oild
mother, absentminded with a news paper on her lap, sits in
_grréclinlng chalr on the left.

These ZTamillar activities are also described in such
‘paintings as Interlor —— lace—maker {Fige 1) and Sploning,
 Ip both, the central flgure is a young wonan soncéantrating
on her work,; aloof from what:'is around hery but at the same
time in intimate agreenent with the warnm famliliar environ-—
ments

Young ¥omen in the Fields (Fige 17) is a close-up of two
women working in a fTield. Auralia de Souza conveys a feel-
;?B-ot;slataghoodubetvesn-tham through the identical cloth—
ing and the qftantlve presence of one waiting for the other
to-tinish her worke This emphasis on their relationship,
gpré then tha:patchy technique, ditferentlates this painting
 from the usual popular variations of the Hillet theme.

‘Girl from Britianny (Fig. 18) is an even more indiwidual—
ized genre painting: the awkwardness of the Little girl 1is

_?apdereﬁ-synp@thetlcnlly and humorously . The roundness of

- her face i1s reinforced by her ballgnnina c1othas, oversized

wooden clogs,_ and a clay Jjar in her . hande. Her posltion
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-_t@th the sun 1n her“eyearaﬁggests that this was painted with
?ha'help of a photograph. |

In Paris, Auralia de Souza often moved away from these
?fadltlonnlrpaassnt-iaagcs to deplet busy urban social life

scenas that had becoma populars

2.4 _Poriraits

The sophisticated soclety portrait was not cultivated in
Pgrtugal. The less pretantious; more personal kind, however,
was masteriully exacuted by Columbano in Lisbon, and
;nt&nla.ﬂnrnslré and Auralia de Souza in Porto. Columbano
p:ten has been pointad out as a nﬁjor.intluence on Aurelia
rdé_Snuzn’s pogtralts; This is a predictahle theory, consid—
ering the status of the famous male painter from the capi-
7?415 hutr1t=paed5'rnrthar and careful scrutinye.

She was ppvioualy " faacinated by the human face and
could expertly interpret the inner life of her -sitters. She
9§ad femle updols almost: exclusively, often poor women and
ghlldren from the nélghborhood to  whom she paid a lLittle
moneyy or members o!-her.honsehold;

One of 'ipa sarlisr portraits 1is a study of a Head of
_QL:L-(Fig. .18) dated 1885, De Souza wittily captured the
rpgstlassness of :the ' girl wsho was obviously more Iinterested
_%g-what was:around'her than in the palinting.

One of the rare lmages of nmen 18 a school work, a sketch

of ‘a: head painted quickly, an exerclse in both facility
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fpd=spaed of . executione. _In larpge patches of 1lights and
darks she carved the nodel?s face emphasizing the roughness
gﬁg;sstad by the eyes and gnnth.

ﬁl:l_t:gn;;ﬁzllignnx (Fig. 20) 138 not a sinmple genre
7p§inting hut a moving portrait of a seated Fyoung girl
dressed in par'trndltinn;l costumes. It is smaller and
palnted with less detall  than the one with the girl  in
wooden shoess Aurélia de Souza is not concerned with folk-
@Pre bnt-conggntratcs on capturing the céntained expression,
f}ghtly closgq - Lips, and eyes that stubhbornly refuse to
,;P°k at yous The traditional white cap Iﬁrﬂs a stiff bright
‘gpra.around .the girlts head pnd emphanslizes the feeling of
y;thdrawnlznng inadegquacys.

Auralla d§ Souza's portraits of adults are usually of
~menbers of her famllys The portrait of her mother (Fig. 21)
is nndellaﬂ=a;jer-!hiztler's. with the general compositional
schemey but de Souza 18 less soncerned with abatract pat-
terns of form and color. The mass of dark clothing, with-—
‘_qpt destracting detail, enhances the resigned yet jintelli~
gent and still beautiful face of the old womane.

In the portrait of her sister Sophia (Fige 22) Aurelia
pays more atention to. the velvety +texture of the brown suit
~and the <frilly detnlls_ot the umbrella; blouse .and hate
~ Yet -the costume also stresses the bDony saverity of the face

and hands.
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‘The different approaches in the two palntings — soft,
curved lines in in her mothar's portrait, rigid staight ones
;gﬂher sister's — clearly account for the iandividuality of

‘the two.s

2:5  Self-Portraits -

Anrﬁllaf¢g Souzats gallery of self-portraits is a col-

‘19ction- of her masterpieces and of moving seli-revéaling
}pages.

Ivo early sgl!—portraita set the pattern for later por-—

'_ffaits: the artiat uses elither complete restrajint of decora—
tive details or uses them to excess, In a dramatic fashion.
In 5312:3221:;13;113&_&9; {1897, Fige 23) she presents her—
‘9911 in a richy loosely pailnted dlack—and-white costumel a
white painter?s smock from which emnerges an oversized black
bow that overwhelas her face. In Self-portralt with Blacgk
kp;gﬁg {1895-?? Fige 243 the colors are reversed — black
dregs,y white gollar - and the costume executed in a more
Vlinaarrtschnlqua- The sharp inverted V=cut echoed in t?e
lips and the carved cheekhoaés stresses the stififness of the
collar.

The fisrat is executed in a loos8e, painterly style with
~ attention to . the silky texture of the bo;. The elegant
 black-and-white composition reminds cae of ¥Whistler's sym—

phonies in white and Arrangesent in Black.and W¥hite No. 1

(1878, Fige 25)s Since Aurélia de Souza had not had direct
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rcpntactfwith " Whistler's work at this fimo, this seli-—
?prtf&it*can pnly'bs'axplninad by the well ahsorbeq Lessons
of Marques dgﬁﬁlivaiéa and other exanples of paintings sent
Vyy.sthdents q?-scholcrshlps 1n-Pnr;s- The second one is a
more private statesents She is more concerned with explor-
ing her own face than with showling off her ability as an
fgtlst-

These two gelﬁ—poriraits'can be best svaluated as preéar—
atoiry for ' Self-portralt with Red Coat {Fige 26); painted in
“PPrlso The dark background Almost seats up her brown hair
”gnusing tha'?aca to Jjunp out -of 'the picture; confronting us
with a persig}ant troub1ed stare. A dark line, hides ibe
_ﬁfck, separatgs dress iro; head, and thwas makea her face
Miloat dramntigally. The sharp angular Lines of the bones,
_eyebrows and _mouth reinforce the effect giving her face a
ggsk-like qualitys. The stillness of her expression, _15
quisturhedtpy the costume, even  stressed by the pgeometric
_patterns of . the dreas, medallion and coat. The absolute
Vqtoﬁtality and sysnetry of the figure is intentionally
;gpphasized by = vartical 1ine that parts her halr hand con—
tinues down to her nose and lips,  and obvious again Iin the
rmq9ntrasting_yhjta atripe in her dress and closing of the
_coats The use of beld colors and geometric patterning rein—
forces the abatract gquality achieved by this simetry.

. Self-portrait with Blue Dress a pastel, 13 probably her

last oney; of around 1920 when Aurellia de Souza was in her
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Tifties. The color and style of the dress roecall +the
W&Lw The face, however, does not

sha; the strength and determination of the early portrait
but is now- enaciated and tired. The 1light greenish back-

ground spreads over the face with ghostly tonesa of deathe.

206 Style

xost'ot~Agr$11n'da Souza's palntings are small, as was
frnn for other woamen artists,; and provincial male painters
as welle This could be explained by the artigt?s Llack of
confidence,, or it could asimply be a question of economics,
since small canvagses were much easlier to sell.

The competence of her acadenmic style is élaar in works
such as ﬂggg;g;_ﬂﬁllg {Fige 2?), .ln the bast tradition of
Bastlien Lepage {Fige 28)s Academic, however; is not a suit-
_g?ls label for all of her peintings. It excludes a number
9! stylistic innovations or expefimentntions that cannot be
7Q?erlookad'tithout:dlsnisslng her individualitye.

Although ;urélia de Souzas was Tormed under the naturalisms
of Marques de Oliveira, both his open—nindedness and her
strong peréopality.nllored for indiwvidual growthe In Paris,
her provlncl;l. respect Tor academlc dnstruction, kept her
ﬁtron-tollorlng any of the current avant—garde tendenciese.
L&ka most : art .students, she only <ould be as advanced as
the school would allow her to be«3? Instruction at the

Academlie Julian, howevery was of a figaneraly  non—-specific

57 ‘Boiney p.. 21.
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Vngture“ss thus encouraging the students to axperinmente.

gprélia de Souza took advantage of that freedom, nanlfesting
in her work a desire to avold convention.

The tranqu;}-'lumlnoslty of MNarques de Olivelira®s land-

scaps acguires in Aurelia de Souza radiant tonalities, espe—

clally in her flower paintings. She developed an eye for

gpstract patterns and bold colorsa, a8 evidenced in

Self-portrait with Red Coat. Fishing Boats {Fig. 29) and
m.tslg_t_m_m:gl.lg (Fig. 30) '

The abstract quality of -this last on§ is broXen by the
:§cogniz&ble shape of the fort - pinnlné the painting down to
reality. Its geometric shape effectively contrasts with the
gundonnesS'o:'the vagatation and the rocks. These are; by
Vthensalves, pnrely abstracts: The wholeo paintinpg suggests an
g;erclse in contrast of color and form as the green vageta-—
tion contrasts with the beige of  the stone and the linear
geometric -shape of . the castle 'ith.tha crunbling roundness
”q;:the rockse

£1ah1hg_£ggzg is particularly atriking because wof the
unusual galety of the colors, namely the bright cobalt blue
pg:sky and -.ocean,; and the gfeen, oranga,.and yollow boats on
the sand. 1$he thicky  irregular Inmpasto adds to the moder—

nlstic chargctarfot the palinting.

58 Cecllia Beaux, Backaround with Figuress (Boston and New
" York: Houghton Mifflin Co.s 1830), pe 172,
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De Souza o:tan hbroke the evenness of the academic color
scheme with a dab of bright colar, as she did with the

little pink spot on the house of Yiew of Douroc Plver {Fig.
31) and the plnkish petals in +the water of PFlowers op the

In sél::nnﬁinnxt;;tlth__ﬂag and Portralt of Havia Helena
(?13.. 32) ;nrﬁlla“ de Souza uses white axtensively. The
sharp black and white contrast i(in one, 1is softened into
'hite and shades of grey in the other. tThis Portcalt of
&;nii_ﬁglgns dlsplays both sxpertise and exquisite taste in
the handling of the erisp white collar and the soft skin of
‘the 1ittle  glrl wheose rosy cheeks and lips are the only
coler in thls otherwise silvery palntling. |

Aurélia de Souza usually usas composition as an acces—
~sary to the plctura as a wholae. To relnforce a mood as it
is the case in Mary Mapdalene whera sinple vertical lines
_qg—the horizontal plane add dramatism to the subject, or to
egphnﬂize by contrast as sha does by placing her rounded
_Q;gl_ggga_nggjggng between two straight pillars.

Howevery . s#he does sonetimes enjoy playing with coaposi-
~ tion for 1ts own Bake. In'ligg_g;_pgggg_glzgg she develops
the diagonal line of the balcony in Balgony ln QOuinta de
China inte the more involved angular 1line of the balcony
gpving into the center of the picture plane. At the same

time, she blocks that invasion with two obstructing wvertical

columns. In Landscape with Castelo do Quelje (Fige 33) the
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vagtness of the view 18 controlled and at  the same tine
amplified by the diagonal road <coming from the left and

lparglng into a swirling beach line.



‘Chapter 11X

EYALUATING AVRELIA DE SOUZA

In 1875 the role atributed +to women Iin an otherwise pro-
g?aéslve ev;luatio# of the arts in Fbrtugal was of decorat—
_;pg fansy - chinay, and pooks; as women were not expected to
pursue a higher lTlevel of art educations Just a few years
later, howevers in 1882, a woman was studyling figure drawing
at the Porto Academy and ¥rom then on the numbers escalatede.
Ip;1884 the first woman registered for history painting.
Aurélia de Souza would be the fourth to do so in 1895. o

Women artists who until then nadé their apprentliceship at
home with members of  their tamiliaﬁ or with minor art
_;gstructors, were, for the first time, on equal level of
education with mene Aurélia de Souza was undoubtedly the
n@st'educatagfof the female artinta of her times, +the onily
one to ha?e completed threa years of art education in
Pfrls after ilnishlaﬁ the regular progranm in Porto.

¥ith the anasloh- of women into the Academy, criticisam
became more strict and demandinge In 1836, - Hnrlané Pina
yritlng his *Chronica? about Portuguese artists 1In the
Salon, comments on two gcnlptures exhibited by the Duchess

_of"Pblmela- As he praises the quality of both, he encourag-
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‘es her to- ap@ndon suhjacté usually treatad by amateurs and
Pgt’hy true grtists- He ends his long considerations on
7tha sub jesct

It is necessary that you 1or§et for a momant that

you oaly Iintended €0 be an amateur and believe

that . you trily have talent .and qualities that
would honor a professional artist.%?

This type of encouragement reserved for a high nmember of
#ya aristocracy was not always used on less. fortunate art
students attending the private clgases of najor male
7pglntars such as José Nalhoa in Lisbon and Artur Loureiro in
Porto. The same was ‘true with most women paticipating in
group exhibitions after a few years of drawing classes and
_g9 1orma1fin§§ruct1on in palntinge. 1hey"ere either lgnored
by the criti#s or dismissed under the label of "poor mal-

hnns.“‘n '

. ..

Criticiam qi_thia time tends to be werbose, hyperbolic
and subjective. Not surprisingly, . favorite adjectives
describing ‘1pmen's' work were %adorable,” ”delihhtful,“
fAeharminze™ autrthase-sugary attributes were also used on

mene Marques de Oliveira himselt was reported to be "one

of the most hgautliu1=ornan¢nts“‘1-ot the Acadenys.

s‘llla.rinno'l’ixa_a; "Chronica,” A_w 1886y pes 178.d

60 -5 reference to the artist Jose Malhoa (Flalho de Almeida,
"~ A Esguings 1889, p-180, quoted by Frangas vole 25 p.190).

81 -article on  Marques de  Olivelra signed LeLe, Arte
" PortosOctober19808,P.73. '
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Yhen specifically evaluating the work of Aurelia de
Souzay the eritics, wundoubtely  impressed by her academic
ﬁgcoapllshnauts, would unsually stress her training and tech-
9§cnlf competence: #talent allied tlth,training” or "scru-
_pplous and perfects® On the other hand,; there 1s the per—
¢eptlon that she bhas "powerful faculties? and a “wirile
?’lcnt.“- As early as 1887, when she was still a student
pg- the Porto Acadeny,; & severe critic- recognized in her
?talent hand in hand with audacitye® At the Académie Julian
she was a student Yspecially interesting and strong."
,§h° ‘was also respected among the artiasts. Marques de
Oliveira was reported to have had great admiratlon for her
erk52 and the sculptor Teixeira Lopes invited ber to fill
a prestlpgions position in the Socledade de Bellas'Artes.
Modern reviews of Auralia de Souza®s work have rightfully
p}aced hexr Vanpng the beat portrait palnters in Portuguese
art history. Je Ae Franga singled out her Self-Portralt
with Red Conts
the vwvalue of +this .work grows in.  time, as it
assumes nmodern valueseseaslt isa far beyond I1ts

Portuguese century and polnts a new wayy which was
then incomprehensihle.‘3

%2 Jallo Brandao, introduction to the catalogue for the 13833
" retrospective exhlbltlon.

63 Frangay vola2spe.238. See also the introduction to the

" catalogue of the exhibition Blntores da Escola . dg Porto
— gecaXIX e XX, Fundagac Calouste Gulbenkian, Lisbon,
October1983.
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Othef crlt}clsn.avolves mainly around +the two major ret—
rgspectlva axhibitlons of 1836 and 1973, Iin the cata—
logue for the first 'one, Jatio Brandaoc wrote that
rarely do we find on her canvases that feminine
Iragileness which, when glving them a touch of

grace and softness, +tankes away the vigorous indi-
vidual touch of the masters. '

in 1939 Jonqulm Lopes sawm Iin her a demonstration of how
powerful are the “strength and the delicate manifestation of
the apirl t® put together.®% In 1964, Manuel de Figueiredo
nfgsists on the “wvigour® of her figures, the Yaudacious"
intense colors of her flowers and comparing her with Marques
de Oliveira finds in her . splashes of llight “cromatic vibra-
_t;ons’-uuatnlqed by the masaters. The Introduction .to the
‘ggtalegue for - the second reiraspective exhibltion in 1373
Vﬂéntlons ‘the modernity of Aurelia de Souza's flower paint—
ings with #the vibration of 1ight - on the fragility of the
flowers® and also her 1landscapes Yirocated with wvigor = aand
control.”

Most of Aurdlia de Souza's work is in private collec—
rt}oha. The Museu Naclonal de Soares dos Reis in Porto owns
a fow of her paintlngss -and bas Self-portrealt with Red Coat
and Fanily life——¥Working on permanent exhibite. Her work 1s
_also represented in the Nuseu Nacional de Arte Contemporanea

719 Lisbons

64 Joaquim  Lopes, Wauralia de Souzas® O__ Ocidentes
T w0le 5y 1839 3ppeT78—85. .
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There wers two  major retrospective exhibitions of her
work since she diede The firsast, in 1835, was held in the
Porto Crystal:. Palace, organized by the municipality,
included a total of 258 works. The second, took place in
the Museu  Naclonal de Soares dos Reis, Porto, in 1873 and
included 161 items.

She was represented in the sectlion reserved <for women
froa Porto in a*ﬁcdor exhibition about Portupuese Women
organlzed by +the Lisbon newspaper 0 _Secule in 1830. Iq
%933 she wag also part of a RBetrospective_ _of Poprtuguesge
_A:j held in Porto. In 1963 she was repregsanted in tﬁe exhi—
bition MWMMW.MM
;gjg:gglg;g) in the Museu Nacional de Soares dos Rels,Porito.

Aurellisa de Souza partlclpated-aétlvely' in local exhibi—
tions all her Life. Her name was always part of a variety
og artistlic events: exhibitions promoted by the art schools
or the art assoclations, commenmorative events, exhibltions
_:gr charltyy, exhibltlionas of women artists.

Yat, 1in spite of the relevant place she occupled in the
_qutuguese art scene and her success at the Acadenie
_Jpllan, she is not known to have exhibited in the Paris
VSglou or participated in any Portuguese delegation +to an

interpational Salon.%%

63 The information given in the Introduction to the 1573
7 axhibltion catalogue about . Aurslia de Souza's participa-
tion ln the International Exhibltlon of Santiago, Chile,
in 1910 is 1ncorrect: she was not among the Portuguese
delegation to that exhibition nor  was she among the
Chilean artlists. I an grateful to the director of the
Museo Naclional de Bellas Artes, Nena Ossa, for this
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The annual Salon was the major event <for most art stu—

_ﬁgnts- in Paris. Howard Buttler, an American 1Iin France,
described the situation in 18853

The Salon is overe. The medals have been given. A
new art fiscal year begunse ‘Paris has no longer
any attractlion to the artlist. In a weeks time
they will nearly all be gone ecae It is under the
inspiration of one Salon that tha subjects for
the next are chogens Many of the artists go
with the intentlon of spending a whole year in
painting a =single plcture, all working for the
Upedaille d'honneurW"ss

Julian®s students were as eager as everybody else to be
_ﬁggopted at the Salone Lovlas Corinth, who got his honorabile
M@gption in ,1§9ﬂ3 described the process involved Iin belng
‘ggcapted= |

They [the students] rushed to the office to give
the numbher that they goty which Jules reglisterad
and tranamited to the professorse. This way they
could recognize which were the paintings of their
students. . An establishment: 1like the Académie
Juliany which formed every year a good number of
students who would become famous, was synonyn of
politic—artistic power, not only for the selection

¥ the Jury but also for the MNedaille d'Honneur
"fees )eThis way professors and students supported
one another.®?

But being acceptad could turn out to be a source of
grect-dlsapoiptnant'and humiliation. Too often there were

?plntanS’hung in less than medliocre places, over doorwvays

intormatiqn.
6 Howard PRe. Butler Papers, Archives of American Art,
7" Smithsonian Institution, Howard B, Butler, July 3,1885,
quoted in Sellin, ps9.

67 fovis Corinth, "Un Etudiant allemand a Paris a l'Acadenie

"7 Julian (1B84-1887):" Gazette dea _Heaux Arts, vol.57,
May—-June 1881, p. 223. First French translatlion of a
chapter from Legenden ays dem Kunstlerleben, (Berlin?

Cassirers 1908).
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or even on the ceilling. This not always meant that the
hy}inting had no quality but was a way of settl;ng private
1g?letauces-“

-An analysis of . the 1iat of participanta in Portuguese
Aﬁflegatlons to rlnternﬁtional exhibhitions can also bhe
7§plighten1ng As to how the artists werse selecteds. A good
”gxa-ple is the delegation to the Paris ¥orld Exposition of
1800, Aurdlia de Souza was then In Parls, as was her fellow
q}ddent of both the Porto Academy and  the Academie Julian,
_gptinio Carneire who participated with four oill paintings.

In a total of 38 palnters, 11 were women and 7 were
artists from Porto. The women were all from Lisbon and con—
”g}stantly upper élass, often aristocrats, They exhibited
most of the pastels and paintings - on porcelaln in the group
thus exposing their dilletantism; the 20 per cent participa-
”tﬁgn of paluters from Porto did not represent the impor—
ﬁtggce of the school; nore than one third of the number of
.yprks axhibited were by the flive major artists from Lisbonl .
7Cplunbano, Malhoay; Carlos Relss Velosoe Salgadoy and Souza
Pintoe. These were the only artists named in Franga's dis-
_cgssion of this delegation which also included, he says, Ya
hgudtgl of clever disciplesees®™ 1(3ic)e®? These statistics
ﬁgll for the comnmentary by a well known «critic, Fialho de
_A}uaidu, whp discouragedly conmented on the lncreasing num—

‘bers of amateurs in the exhibitions: “nepotlsm in exhibit—

53 ‘Corinthy pe 224.

5? '!’.ransn.. ‘VO_I- 2' e 89.
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ings nepotisn in selling, and regarding talent —— zilchi®»70
.(_slc }

Aurzlia de Souza was a very private person and probably

 ¢§¢ not care to become involved in the political games

%gavitahls in these procsdures.

M;Ef'Alnelda, e 190, quoted by Franga, wole 2, pe 84.



Chapter XY

CONCLUSION

Aurslla de Souza belonged to an unsophlsflcated working
family and lived far tron. the mainstrean of European nmoder—
nlatic ldeas. The arts were not of first: priority in the
?qslness—oriented city of Porto, and local  artisis found
_}lttle support among the publicy or the governament for that
_matter.

Provincinl women artists faced specific probleas thaty in
- moat: cases, proved t0 be overwhelming and account for
”qbscure careers and forgotten works. Aurelia de Souza, how—
evers, mrmed with a strong personality .and detersination,
ovarcane these difficultles and lLifted herself to a position
where her talent could not go unnoticeds.

The cholces she made throughout her life demonstrate her
VQavotlon to art: she enrolled in the Academia Portuense
ggainst her Tamily's wishes, attended drawing classes with
?he nude model when this was not requlired, and proceaded to
_gtudy paintiqg, as eppose& to the majority of the other stu-
99nts: She raised the funds to go to Parls andy, once therey
,##d not miss the opportunity to travel during the sunmer,
_altays painting: finally, she returned to Porto and kept

active until her death, exhibiting at every opportuanity.
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In addition to these profession relnted decisiona, she
'ggde others, more personal; but also relevant to her paint—
~ing career: contrary to the current usey she never marsried
{the petty household problems that- kept her away from her
_agt-work wore enough to\npset her) nor did she engage in
_390131 activities. Instead, she lived a notorlously seclud-
ed Life. She totally desregarded publie oplnion, fregquent—
1y-r1ding her blcycle into the counteyside, Llooking IZfor
1pterast1ng'spots to painty, or dressing 'ith no concern for
fashliony although alwaya with a taste for dramatlic accents
{see Fig.23).71
In splte of living in a society suspicious of independent
professional women and in a limited artistic milieu, Aurélia
de Souza seens to have been always in conirol of her life
and careers She was not interested in the fame offered by
the large international Salons; as was the case with other
_préfincial-arfista-?z'Inatead, toliawing either a realistic
_gtaluntion of her optiong or her personal taste, she focused
ohlralntlvely small-sized portraits and flower palntings,
agdi through them, reached the level of excellence that
ranked her among the best Portngumse.nrtists of her time.
Aurélia de Souza displayed an individuvallity ia her work
_fpgt could not be dismiassed by the gallant reviews nsually

given to female artists. Her paintings in general, and her

7! ‘Lopess ppe 84,85«

72 Linda Nochlin, in Anne S. Harris and Linda Nochlin,
' Los Angeles County Museum of
Arty; 19763 p=50.
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portraitas in partlcular..nre s0 powerful, +that crlitics have
glven her -that dubious praise of aaying her work resembles
that of & man. This embarassed her adnirers who hastily
reassured readers that she was a taender, soft—hearted,; IfIra-—
‘glle womans .

In front of her portraits, landscapes, ITlowers,

‘interliors; the viewer wvho doesn't know the artist,
would bellieve admiring the atrong, lively work of
sone extraordinary male painter.

This doean?t mean that she was & drys Stifte,
WORAN ses oA the contrarys Aurelia de Souza was
delicate and  fragliie; with great tenderness for
the flowers she lovingly cnltlvnted in the gardens
of Quinta da China.??

Aurelia de Souza knew that this "manly®” strength in
pgintlng--hnd nﬁthlng to &o with the artist?s gender but
rather with the quality of the tralninge. These words of a
y?aan American art student at the Acadénie Julian could very
?Qllzba de Souzats own3

Sone: of our countrymen find an impropriety in our
working in a mixed atelier, and perhaps there is,
according to society®s code; But 1f a woman wants
10 be a paintery she must get over her siqueanish-—
ness; if she wants to paint strong and well like a
many, she must go through the same tralning es.
There is no sex herej the students, men and women,
are sinply painters. In the atelier, excessive
modesty In a woman painter is a slgn of mediocri-
4¥; only the woman who forgets the conventionali-
ties of soclety in the pursuit of art stands a
chance for distinction.7?*

73 ‘Jalio Brandao, Expo ] " - A
{Porto: Camara Hunlclpal dc Portn, June 1936)-

% Albert Rhodes, #A Day  with the French Painters," Ihe
T Galaxvs vole 16y July 1B73, ppe 5-15.



Antdnio Carvalho da Silwa Porto (1850—1883) was born to a
_?oor'vorklng class . fanmilye At the age of 12, he atudied
_@;a‘ing in a wvocational school and enrolled 1in the Acadeny
at: 15. He was a fine student and in 1873 obtalined the
g#holarship to study landscape painting in Parise He stud—
”}gd 1n the Ecole des Besaux Arts - under the suparvisiba of
_Yvon and Cabanel ‘and on his own sought - the teaching of
Dyublgny. fle. ‘exhiblited in the Paris Salons of 1876 and
"}§?8,“ aitér a trip to Italy. Ee was also included in the
?qrtnguegc' dglegutloh to the Vorld éxpnsition of 1878
Bgrare returning to Portugal in 1879, he traveled to
Bglglun,rﬂoixand, Englandy, and Spaine. In the same year he
was assigngd the taaching of Landscape Palnting at the
Llshon Acadeny. In 1880 he was actlve forming an informal
_art assoclation the ?Grupo do Leao®t. In 1891 he was the
i}rstr nresident: of another art assoclation, the *Gremilo
Artiétlco'. His ahundant:prnductioﬁ, often lacking origi-
nality and spontanelty, demonstrates, however, the unifying

good guality expected from a competent artist.?3

7% FPrangas Vol. 2y ppe 27-32.

- A48 -
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Ae2 _Golusbano
Colushanoe Bordalo:  Pinheiro (1857-1829), the ealeventh
child in = fTamnily of twalwva, grew up among artigst: his
father, Manuel Naria,; a genre painter]; one brother, Rafael,
9'cnr£caturlst; one siatar, Naria Augugsta, a Flower painter.
After an ilrregular studeat careery; he stuambled from Genre
'jp¥xlstory Painting and began to find himself through humor-—
istic depictions of social life in Lisbon. He was private—
_;yfsponsored to go-toe Paris in 1881 and reluctantly stayed
”thara two years, aloof #xrom both the Academy and the avant-—
garde groupso He exhibited in the Salon of 1382 aand 1883}
_gnd returned to Lisbon, Joining his 1ri§nds in the "Grupo do
'4L§=o'. fiis - collective portvalt aof +the group finally
rfévoaled his gift for Portraitures. Throughout his Life he
painted 1aslghttu1: portralts of his frilends and associates
ypat'ot- which he either kXapt or gave awa¥s in 1801, he
_gtarted tenchingirigura -Painting in the Lisbon Academy and
in- 1914 becane director of the Museun: B of Contemporary Arte.
He was awarded the Lagion d*Hoaneur in 1300 and the Cross of
Vggnflngorin 1921. He had major exhibitions in Lisbon {1854
and 1804), Porto (1895), and Paris {1913). He exhlbited and
won medals. in Brasil; Unlted States, Germany, and England.
In-1917 ons of his still lifes was included 1In the collec—
tlon of the Musée du Luxembourg In Parls and in 1927 he
Anvited to palnt a aelt-portraitl for the Pitti gallery ia

E}orenca-"'

76 Thieme-Becker, Eunatler—Loxlken.s Leipzig, 1934, vol. 4,
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Jose Malhoa ( 1855-1934) was born to a modest fanily in a
agall-town near Lisbon. He stu&led In the Acadenmy while
!prklng in a fashlion store. Ha was the only majJor painter
of this pariod who never studied abroads He soon initiated
gflong repertoire of sympathetic . deplctians of peasant life
_{pterru#ted with a few unsuccessful attempts 1n history
”?ylntlng- Ho was ldentified with sunny, warm canvases; in
!928 was carlicatured dipping his brush in the sun. However,
his aensibllliy for atmospheric 1light could not develop
within the 1inited horizons of tya Pnrtﬁguasa art scene of
tha times Besldes an isolated iupressionistlc attempt with
Autunn | (1818), he stayed within the linmits of genre paint—
inge Malhoa took part in several mannual exhibitions of the
ﬁpcleté den Artistes Frangais. He was awarded a silver med—
al . in the World Exposition of 1800 and an Honorable Mention
in 1901%. In 1827 he was  awarded the cross of Santiago and
{9-1928 was nationaly celebrated when his bust was dlnaugu-
rated in hls home town. Finally, in 1833, he was honored

with the creation of the Jose Nalhoa Nuseum.??

pe 343 Franga, VYole 25 ppe 254~277.
77 penézity ' ; - —
leurs ef  Graveurs . Paris, 1876y wvols. 7, pe 113.

Frangasvole2, ppe 277-290. The Studio, 190 le 26
ppe 242-247, 10, Sy vo v
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Asd Marques de Olivei
Joao Marques da Silva Olivelra (1853—i9273' studied in
the . Portoaagﬁdemw hetfare vlnning a scholarship to go to
:?prIS'ln:1873.to study Pléure Painting. He exhiblited at the
Salon in 1876 and 1878. His role in the Porto art scene was
mf?ﬁ”“‘ given the cultural igsolation of the city. in 1831
he was éne ‘pt: the organizers of the  Centro Artistico
7?ortuensa."a'prlvate.initlative - intended to cosplement the
ﬁpndanlc-lnst?uctioa. At the same time he taught figure
Mg;n'lng, hlstpry painting, and later bescame director of the
uggn&eny. His role in the shaping of Pousaos Sousa Pinto,
;fpg the second gensration of naturalists including Aurelia
de Souza and Antonlo Carneira, is not:qlnays raecognized and

deserves attentlve consideration.”?®

73 ppangay vole 2, ppe 33-36. :

T on s+ New York, 1877 {(First published in
1876 )s ,
Parls_Salon de 1878, KNew Yorky 1877 {(First published in
1878)e !
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‘Is P -

Henriqua=?nu§50' { 1859~1884) - was born in a small town
in the south of  Portugal: and died there, a vlcti& of
?pberculoslaf After having studied in the Porto Academy he
went ‘to. the Ecole des Beaux—Arts in 1880. A year later he
'ggved to Boms and then  to Naples  and Capri. He exhibited
in the Paris Salon of 1882, His finest, most original works
were finlshed after 1882, when he had completely abandoned
formal art-inatruction. 'On his own, he showed an under-—

standing of Igpresslonisu nhlque among the other Portugunese

artists of the period. 7%

' t?'Franga,-ipl.sZ.ﬂpp- 37-44.
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Jose Jullo de Souza Pinto (1856—1839) was born in Azores
he!o;e his family moved to Porto where he was educated. In
1880 he studled ;t the Ecole des Beaux—Arts uander
3astlon~Lepage and Cabanels. He won an honorahle mention at
the 1883 salony a silver nédnl'at-the 1880 VWorld Exposition,
and became a member of .the Jury in 1900. He was awarded the
L@glon d* Honneur - in 1898 and the Cross of Santlago. His
paintings were widely roprodnded in France and were always
very popular at the Salnns--'ﬂe probably remained in contact
v}th -the'Pogtugﬁaae. students Iin  Paris after settling in
Bretagnes He made several trips to Portugal whers he exhib-
-ited and was included in Portuguese dalagations to Interna-

tlonal Salona.“““

80 -Banazity vole 9, ps 728.
T Francga, vpl.-z. ppe 48-50.
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Fig. 52,

S. de Souza, Interior

(Lace-maker) .

34
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Fig. 3. S. Porto, Moor at Belas.
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Fig. 4. Columbano, O Grupo do Leao.
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Malhoa, The Vow.

Piol 5.
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Fig. 6. M. de Oliveira, Waiting for the Boats.
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Fig. 7. Pousao, White Houses in Capri.




Fig. 8.

Pousao, House with Blue Shutters.
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S. Pinto, Broken Apple Tree.

Fedlg ., 9,



67

Fig. 10. A. de Souza, Christ Ressuscitating Jairus' Daughter.
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A. de Souza, Mary Magdalene.

11.



de Oliveira, Beach —- Povoa de Varzim.
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A. de Souza, Balcony at Quinta da China.

Fig. 14.
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A. de Souza, Young Women in the Fields.

Fig. 17.
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A. de Souza, Head of Girl.

19%
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A. de Souza, Portrait of Sophia de Souza.
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de Souza, Self-portrait with Black Dress.

A.

Fig. 24.
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26. A. de Souza, Self-portrait with Red Coat.
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Souza, Head of Child.
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B. LePage, Going to School.

Figi 28,
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Fig. 29. A. de Souza, Fishing Boats.
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Fig. 30. A. de Souza, Castelo do Queijo.
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Fig. 31. A. de Souza, View of the Douro River.
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Fig. 32. A. de Souza, Portrait of Maria Helena.

Fig. 33. A. de Souza, Landscape with Castelo do Queijo.
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