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Ana Gongalves Magalhaes |
n Modernist Narrative

:acthood and Brazilia il ,
The Makingootzjti(e;tsr}éo Paulo Museum of Modern Art and its Primary Collection

The reevaluation of the museum records was taking into considera-

The MAC USP and Brazilian Art History y : fact that we were working with very distinctive paradigm
f the University tion the fa o jgms
The history of the Museum of Contemporary Art of the The collection of MAGC USP was formed in a context that defines 5

of S30 Paule {(MAC USP) is arich framework to discuss the connec- rafarshes in art history. On the one ha_nd. wg have objects which
from a different 4 on a set of modernist notions that define what

tion between objecthood and modernist narrative onception is base
perspective. First of all it is important to note that MAC USPIIS ia ‘.c-ve il ymodern artia on the other hand, a second set that emergeq
university museum, endowed with an infrastructure of scholarly ; ; et of paradigms, testing th
researc.*: Secbon:ﬂy its inst‘:t:u;iona! history is closely connected to \n_fhlle confronting thi:rri?crr:niir\jh;t wg cal fontemporagry :rtb?:qld&
the former S3c Paulo Museum of Modern Art {MAM) and the Sao ries of the mu?eun:éken for the description of our COHE‘CtiOn.s in r&e-
Paulo Biennial.’ The foundation of the Museum at the University, in fore, ar.:ytl;r:iz;)[g procedure - of the basic constitution of a Fécordg
NG i ’ " appare "

April 1943, has been the result of the separation between the former csgrt ° ik machnical information of the artworks - would require a

ce of MAM in the
he University.

MANM and the S3o Paulo Bienmial, the disappearan discussion.
sed regarding the records review and

previous year, and the cession of its collection to deeper conceptual

Another issue that was rai

Such events, narrated by Brazilian historiography in controversial , Sl
o i USP collection has to do with its »gaps.¢

T I i ost the reevaluation of the MAC . :
and polemicai tone, turned MAC USP into the owner of the m e aEsalonis Lsed here between inverted commas, because for
rives from the fact that MAC USP has

imiortant collection of modern art in the country. i Brazilian istoriography, it des
s part of the Univers: collections the MAC USP has turne razili s ! 4
it into a privileged site fo:y!he dissemination of modern and con- suffered, along the years, with a !ack of unfder8§andlng from the
temporary art, as well as a place for artistic exchange. The first part of the university central administration of the importance of an
director Walter Zanini described the MAC USP as a laboratory of acquisition policy.’
experimentation, and since 1964, with the elaboration of exhibi- However, it seems to
tion programs geared towards young artists, the collection was by comparing them to the not
revised with new artworks. Zanini was engaged in a two-fold duty: Michel Foucault.®

Foucault construed the critique to the

be a fruitful exercise to review such »gaps
ion of discontinuity, as conceived by

history of mentalities by

thinking about the museum in 2 retrospective way, through the

collection received from the former MAM, by updating the acqui- means of what historians of the Annales School called the »longue

sitions and research on the history of modern art in Brazil; and durée,s and which, therefore, implied working with the notion of con-

in a prospective way by assimilating the most relevant trends in tinuity. He proposed an interpretation of historiographical discourse

contemporary art. This project, which remained asleep in the last that could encompass and deal with discontinuity, from the aporia
or, Tadeu of such discourse to work with such notion, at the same time that it

two decades, is starting to be revised by the current direct
Chiareili,* when MAC USP is being given a new venue, at Ibirapuera
Park in S3o Paulo, which has presented itself as an opportunity for
the research department to reevaluate the narrative of modern art

was already given by the very object of study of the historian.

His argument proved quite relevant in the museum collection con-
text, in which we have to constantly deal with discontinuity, while
projected by the museumn. bringing to the surface what he called »white spacest’ left by the

narratives of art history. In this sense, MAC USP modernist collec-
tions offer a fertile field to interpretation, for the very reason that
they are »dated.¢' It must also be reviewed in the light of Séo Paulo
modernism and its relation to international context. The modernist

Critical Reevaluation and Revision of the Records

of the MAC USP Collection
In 2008, we started out a research project with the central aim to

reevatuatel the pr0c§dur8§ of registry of the MAC USP collgction. p_roject proposed here tried to establish a local model for the art
and allow the updating of its records database, so as to provide the historical narrative, as we will see
means for the publication of a new version of the general catalogue '
of the collection. The museum had previously had three opportu- Matarazzo Col
nities to document its collection. The first general catalogue of the The cession o(f, :::?Lﬁ;se?bduztgr:z?ﬁgg of t:T !;;);Tﬂe;gﬂ”::zons
collection was published in 1973, by Walter Zanini, almost in an to the University of Sdo Paulo had b E.?n_-ar £ é b tgw Joiation
inventory for.maff sPerfit de um acervo,« organized by Aracy Amaral of the so-called »Francisco Matarazzeenslnt: I.athe ynd e:}FraﬂCiSCO
in 198_8. while inventorying works that had entered the museum Matarazzo Sobrinho & Yolanda PenteadQ - ||”nt.0“ a‘, Experts con-
coliection until 1987, sought to reevaluate the knowledge on the sidered these collections as pri o collections. p T
main works in the collection through a series of entries created with tion with the MAM collect}o:s“;atihongs' M‘ihwh ha'd 'no dl‘lr'ifj And
the collaboration of various researchers a_nd authorg:” as argued by Brazilian historio r:a he raflela?ha_rtthli TJ::)in t'o the
The fast generalc_ata[_ogue of the col!ect:or}, organized by Ana Mae University would have " graphy so far, their aona it
Barbosa in 1992, benefited mostly from the first record review of the of the collection of th Sferve only as a Pretex‘t to force the ces
collection, carried out from 1985 onwards, with the creation of the However, the 0do ; ormer_MAM gy 'Unuversntx. iti f the
section of the _Regls_trar. when the basic documentation of the works Matarazzo :::ou le ancentshuniod fne, st R fo mer
was systematized in curatonal records for the first time.* After MAM Collectioﬁs Iﬁ:f:ala tgat these works were part of lhfh ornuc-
seventeen years, and due to the fact that important sets of the leus of the collecti y had been acquired to constitute el iy
collection had no published record, it was vital for us to rethink the exhibited ion, and during the 1950s, they were constd "
procedures by which we were to publish and document our collec- = ; as the museum’s primary collection, particularly 1 the
tion. se o the.seventy{me Italian paintings acquired between 1
and 1947, with which we have worked so far. Moreover, they helpe
86
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:ﬂsAtFS.estabhsh the primary records of the collection of the former
In addition to the museum record char

by MAC USP Registrar Section in 1985, weliz:\rf]:tfohuanddt:;?g iy
other documents that belong to the records of the workast :(hree
former MAM. The first is a fi“een-page.|ong typEd i1 ths of the
bought between 1946 and 1947, with bagic technical infc,e works
about the works collected. The others are two versions of a'”_"atqon
tory book, the first one being a card index, which was orn inven-
according to the following criteria: ) ganized
a);i)l:;;h»i;;Lit; level, there was a division between foreign and Bra-
b} On the second leve!, they w i =t e

)sculpture, andipri y were organized by medium: painting,
c) On the third level, they were orpani i :

according to the artists’ last namesg.amzed " alphabetical order,
The second version of this inventory book, also organi
index, had two volumes, the first being for workgai:z;:iri?nagcaar:g
sculpture; and the second, for works on paper, and still maintaining
an internal dwtspn between foreign and Brazilian works.

The term »prmt«_ was used for any kind of work on paper. Such
categones by mEd'“m_ were the same used in the sessions of the
ngcg Biennale, from its origins, and thus, in those of the S&o Paulo
Bsenma{, at least in its first decade of existence, following the
categoryes of granted awards. It also is worth mentioning that the
MoMA in New York had its Curatorial, conservation, and records
infrastructure organized following those categories, with its histori-
cal departments of painting and sculpture, and prints and drawings
- still operating today as such.

MAM inventory books and record charts respect the system of
the first typed list registering the works (even if out of alphabeti-
cal order by artist's surname) acquired by the Matarazzo couple
between 1946 and 1947, as the MAM inventory number was created
from it. A major element is describing the works based on their
medium and their nationality, i.e., the separation between the
sforeigne collection and the »Brazilian« collection. The inventory
numbers are thus indexed:

PE = Pintura Estrangeira [Foreign Painting]

PB = Pintura Brasileira [Brazilian Painting]

EE = Escultura Estrangeira [Foreign Sculpture]

EB = Escultura Brasileira [Brazilian Sculpture]

GE = Gravura Estrangeira (for any kind of work on paper) [Foreign

Print]

GB = Gravura Brasileira (idem) [Brazilian Print]

The cession of these works to USP generated another inventory
number for them, which emphasized the origin of the donation of the
work and the history of its cession to MAC USP. Albe.it_v?ry frequent
in record proceedings, such system underlined the dnwsuqn between
the Matarazzo collections and the so-called MAM collection.

The set of italian paintings, acquired between 1946 and 1.9.47,
revealed a double interpretation of these objects.The juxtaposition
of their provenance, and the survival of the separation between what
Brazilian historiography had always considered international art (or
»foreigns) and what was Brazilian art. Their inventory numbers,
first at the former MAM and then at MAC USP, reflect two layers qf
categories given to describe these objects: at former MAM, their
description by medium seemed key in their ynderstandrng, defining
the paradigms by which they should be considered art; at MAC USP,
their belonging to a larger set of works (the donation) !mbued‘ them
with an extra element and allowed them to be seen in relation to
other works in different media and by different artists. So, nf_the
context for the description of our Gino Severinis, Ardengo Sof_fncns,
Giorgio Morandis of the »Francisco Matarazzo Sobrinho Collection,«

Questi
oning the Object of Art Histary/Die Frage des Objekts in der Kunstgeschichie

Z;tgr;egégiriry?irnggr% ;"';35 painting, at MAC USP, they were necessarily
#hich: wms Hie Lok e san;e hasgory and took us to another context,
between the Italian asic 1 Cr _feception and the relationship
/ han artistic milieu and Sao Paulg modernism.
ﬁe'dt ;SSV,‘:{O”h‘ going back to the separation between the works classi-
oreignu and »Brazilian,« as it seems to have been a concep-
u_‘a' Seéparation through which these objects were seen by Brazilian
hlstorlography. Its persistence is quite remarkable, and the general
catalogues of MAC USP, which tried to construe any kind of dis-
course to the museum’s collection, are those that actually make use
of this separation.”” Such an organization should be analyzed in the
light of other elements that seem relevant in the context of the ma-
king of this collection.

First of all, the very moment of our modernist formation evolved
during the national identity forming process in Brazil, in-between the
two World Wars, which characterized the so-called »Return to Ordert
period in Europe. This, of course, was marked by the rejection of any
kind of internationalism and transnational artistic experiences, as
it also meant the banning of the avant-garde in certain territories.
We only have to think about some examples of exhibitions and
institutions, which fostered modern art in Europe, in those days, and
how they tackled that issue. The Venice Biennale itself, following
the system of universal exhibitions, contributed to the affirmation
of national identities, since it was organized by country pavitions.
Furthermore, and especially in the case of the Venice Biennale, the
awards in the categories of painting, sculpture and print (in Italian,
»bianco nerot) were also divided between national and interna-
tional awards - model to be adopted by the Sdo Paulo Biennial in
the 1950s.

Even after World War Il, with the international revival of the early
20™-century avant-garde these experiences are shown in the frame-
work of the country pavilion, in the big international modern art
shows. In the case of the Venice Biennale, so as to redeem lItaly
from the fascist years, from 1948 onwards, there was a systematic
program of exhibitions of the avant-garde movements. Such is the
case of the retrospective shows of French »Paintillisme« and Italian
»Divisionismou at the Venice Biennale of 1952. The works of each
current was presented side by side, so as to allow one to perceive
the specificities of one and the other.” The S3o Paulo Biennial fol-
lowed that trend, when negotiating important shows of avant-garde
groups through the participating countries, in the 1950s.

These elements thus reveal that there was a model concerned
with the formation of modern collections that would have been more
engaged with the notions of modern art in circulation during the
1930s and 1940s, which was not so alien to the Brazilian artistic
milieu, as Brazilian historiography would claim,

Without having reached the full analysis of all Matarazzo acquisi-
tions, we can already revise some elements of the history of the Sdo
Paulo former MAM. Brazilian historiography claims the model of the
North-American MoMA as the one that has served as the basis for
the foundation of both modern art museums in Brazil (in Sdo Paulo
and Rio de Janeiro). However, the set of acquisitions already studied
and the institutional culture that was to operate in the management
of the former MAM in Sdo Paulo seem to be more connected to the
European context - more precisely, the Italian one - than the North-

American context.

italian Paintings in the Matarazzo Collections

We shall now concentrate in the first set of paintings acquired by
Matarazzo in Italy, between 1946 and 1947. From the records review
of this first set, it resulted in the acquisition of seventy-one works by
Matarazzo, in Roman and Milanese galleries, or directly from Italian
artists or collectors. Brazilian historiography that sought to tackle

87
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such acquisitions points Italian art critic Margherita Sarfatti {1880-
1961) as 2 consultant for the Matarazzo couple.

Margherita Grassini Sarfatti was a journalist and art critic, from
8 prominent Venetian Jewish family. In 1902, after marrying lawyer
Cesare Sarfatti, she moved to Milan, where she was 10 join a group
of socialist inteliectyals and artists, and collaborate with news-
paper sAvantite in which she would be responsible for an art cntigue
column from 1909 on. In 1912, she met enito Mussalini, with whom
She_ €ngaged in a love affair that would last until 1933, As an art
critic, her role in the creation of the Movecento group in 1922 15
vital. In 1924, she was 1o dedicate herself to wnite Mussclin's biog-
raphy. sDux.« The following year would mark the reformulation of the
Novecento group, now designated as Novecento italiano, when she
and other members of the group signed the :Manifesto degii Inte-
letual: Fascisti.e With the alliance berween Mussolini and Hitler, and
the publication of Racial Laws in Italy, in 1928, Sarfatti left her coun-
try. Between 1939 and 1947, she iived in exile between Lrgentina
and Uruguay.’* Little is known about her activities in Scuth America,
and her links with its artistic milieu.™ In Argentina, such relations
havfa started to be studied, especially concerning the context of the
exhibition of the Novecento Italianc group, in Buenos Aires, in 1930.
The period dominated by the notion of Novecento ltaliano as Sarfatti
defined it ended pracisely with this exhibition. Although it did not
travel to Brazil, it certainly zliowed Margherita Sarfatti to visit the
country for the first time, and make the first official contacts with
Brazilian intellectuals and artists. Before arriving in Buenos Aires,
she stayed in the country for about fifteen days, when she visited

Fig. 1 Renalo Guttuso, Natura morta con lume, 1940. Oil on wood,
60.7 x 48.5 cm. Museu de Arte Contempordnea da Universidade de
Sao Paulo {MAC USP] - Collection Francisco Matarazzo Sobrnho
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03

Rio de Janeirc, S30 Paule, and some colonial citieg in the s
Minas Gerais.” » A te of
But aiready in the mid-1920s, it is possible to trace th

< : 1€ Dre
of some Srazihian artists in the Milanese context ang i, the senge
s -
around Margherita Sarfattl. This is the case of Hugo Adj P

i : mi
participatad in the | Mostra del Novecento Italianc) angd Paulo éWho
. 0ss;

Osir iwho had been educated in Milan). The latter identifigq ast
of similar values with that of Sarfatti’s group, in a roup of na::tyie
that shared studios i the so-called Santa Helena Building, in fhrs
heart of $30 Paulo, in 1934, and that had the participation 0;, it e
immigrated artists such as Fulvio Pennacchi. These artists ¢ the Sa:
called Saizo de Maio [May Salon] in 1937 were revieweq by critic
Mirio de Andrade and Sérgio Milliet, " who used a typica; terminoiS
ogy of Italian art critique of the 1930s th’ile defining Santa Heiena‘
Group.” In the first review written by Mario de Andrade, he named
them sFamilia Artistica Paulista,s from a suggestion given by Paulo
Rossi Osir, who saw them as the Brazihan version of the 1Famiglia
Astistica Milanesar - expression borrowed from the exhibitions
organized by fascist trade unions in Italy.*®

Thus, the set of works bought in italy for the former MAM bears
a strait relation to S&o Paulo artistic milieu of the 19305, and
appears as @ product of the exchanges that had been establisheq
in between the wars among modern Brazilian and Itahian artists ang
critics. Moreover, it seems to have been conceived, even in imme-
diate post-war context, taking as a reference ltalian modern art pri-
vate collections, which promotion was assured by a cultyral policy
undertaken by the minister of National Education in italy, Giuseppe
Bottai, from 1939 on.?’

tn addition to the names, the works chosen for the Matarazzo Col-
lections seem to reverberate this ltalian modern art. for they seem
to have been deliberately bought taking as guideline works and
artists shown in official and internatioral exhibitions organized and
supported by the fascist regime. It is also noticeable the similarities
of such warks and others of the same artists that one could see, in
those days, in prestigious ltalian private collections, as in the case
of art dealers Vittorio Barbaroux, from Mifan, and Carlo Cardazzo,
fram Venice, and men from the Italian industrial and business elite,
whose activities as patrons of the arts actually helped out public
collections in their country.

At least seven paintings of the Matarazzo Collection come from
Carlo Cardazzo Collection. Cardazze began to buy more systema-
tically from 1931 onwards.” He then gathered a remarkable collec-
tion, and was later to be awarded two prizes through the program
created by Minister Giuseppe Botta in 19412

Avery important element to be discussed in the Matarazzo collec-
tions 1s what exactly is understood by Novecento Italiano. If Sar-
fatti had conceived a project of an artistic movement that would
have characterized the New ltaly and become the official art of the
fascist regime, what happened was something else. From 1930
on, her project started 1o be attacked by the highest fascist e[itg.
Sarfatti quickly lost terrain, first by being dismissed as an art critic
from Mussolini's newspaper, and slowly her participation in exhibi-
tion organization committees and all activities of the regime was
denied She ended up being totally siienced in Italy, and this period
culminated with her exile between Montevideo and Buenos Aires,
and her engagement in the Matarazzo acquisitions. i

At the same time, and in the context of the creation of the official
exhibition of the fascist regime, the Quadriennale di Roma, as wel
as in the shows promoted from 1929 on by Italy abroad, the term
Novecento Italiano seems to be used to designate the new Italian
art, but in a much broader sense, which would include, for instancé,
the participation of the aerofuturists {of whom Filippo Mamnej“
continued to be the spokesman). In other words, what Margherita

el
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Fig. 2 Mario Sironi, Invocazione, 1946. Gouache on paper on wood,
87.5 x 96.2 cm. Museu de Arte Contemporinea da Universidade de
Sdo Paulo (MAC USP) - Collection Franeisco Matarazzo Sobrinho

Sarfatti had conceived as Novecento Italiano was a structured-
based painting, of very balanced composition, and that would, in
any case, reflect this new painting long-lasting relation with Paris as
a major center of modernist ideas.

The Matarazzo collections have some affinities with collections of
Italian art donated to France in the 1930s.™ They were inaugurated
by the exhibition »22 Artistes ltaliens,« at the Gallery Georges
Bernheim, in the summer of 1932, which resulted in the official
donation by Milanese businessman Carlo Frua de Angeli of twelve
paintings to the collections of the Musée des Ecoles Etrangéres
Contemporaines (Jeu de Paume), in collaboration with Vittorio Bar-
baroux.”* This donation seems to have opened a decade of activities
of cultural exchanges between France and Italy, which focus was the
debate around a common Latin root, which was supported by the
diplomatic organ Comité France-ltalie. Created on the eve of World
War I, the Comité France-italie reopened its activities in 1929 to
favor the cultural approach between the two countries. They allowed
to see how the notion of watinitéc was put to a test in a larger scale
in the visual arts domain.™

Apart from the similarities of such Italian modern art collections,
a common ground between Brazil, France and Italy seems lo‘l)e built
through the notion of classic art of Latin roots, which revives the
great tradition of Italian Renaissance art in the origin of modern art.
In this framework the same networks acted in the three countries,
and gave rise to fruitful artistic exchanges still to be studied.

Finally, the Matarazzo acquisitions seem to follow the develop
ment of artists collected, as well as the updating of the trends in
ltalian modern art. For instance, works by artists Aligi Sassu and

Questioning the Object of Atk History 7 e | tage des Objekts mder Konntgseche hite

Fig. 3 Achille Funi, Ulndoving, 1924, (d on wood, 457 x 458 cm
Museu de Arte Contempordnea da Universidade de Sio Faulo
{MAC USP) - Collection Francisco Matarazzo Sobtinho

Renato Guttuso (fig. 1), of the Carrente group, wore bought. The
same updating is noticed when considering the works of the same
artist in the collection, such as Felice Casorati and Mario Sironi
From Sironi, there is a Novecento painting, sl Pescatorie (1924), and
his experimentation on mural painting and an approach to o more
expressionistic language in slnvocaziones (1946, fig. 2). Tho ori
ginal concept of Novecento ltaliano, tor Margherita Sarfatli, is
jeopardized when there is a strony presence also of the artists of the
so-called Scuola Romana, such as Mario Matfai and Scipione, It is
worth mentioning hete the one pamting that treflects the very core ol
Satfatli's concept: »L'Indovinai (1924) by Achitte Funi (fie. 3), which
is very close to one of his paintings that belonged 1o the colloetion
of Sarfatti herselt, vDonna velatag (1922},

The presence of Sartatti and her notion of Novecentao italiano in
the Brazlian artistic milicu must be reconsidered in the light of such
new evidence, as the making of the first nucleus of the former MAM
collection seems o be more connected o private collections in
ltaly in the 19305 /405, and a policy of promotion of talian modern
art. Moreover, it was gathered inacontest in which diplomatie and
political axendas were in action ta logitimate a nanative ol muodlernn
art 8o as o pive support ta the discowmrse of modemization, in
Brazil, This bears an apparent contradiction still to be studied.
Another apparent contradiction is the fact that it was this collegtion
of paintings, realized in the framework of the veevaluation of Realisin
and some elements of classic tradition that established the eritoria
of documentation and recards of the former MAM entive collection,
still dealing with quite conventional categoties, emetging hom a
Beaux Arts context.

[
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