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Abstract:
From late 1910’s and throughout the 1920’s, Fotografia Brasil, a Lisbon commercial portraiture studio, led by 

Joaquim da Silva Nogueira, photographed stage artists and introduced modernist practices in Portuguese photography, 
still dominated by the late 19th-century taste. Lisbon was then a frequent stopover on the route to South America and, 
especially, to Brazilian ports, and the work of Silva Nogueira benefited a lot from the posing sessions with foreign artists 
that stopped over in Lisbon during their artistic tours. Since 1920, Fotografia Brasil had become the leading supplier 
of artist portraits to the Portuguese illustrated press, eager of pictures from theatrical activity. The background of the 
Fotografia Brasil photographic portraits activity may justify, for instance, the daring photo sessions with the Italian-born 
dancer Adria Rodi, whose presentations in the Lisbon theatres called the attention of the popular magazine Ilustração 
Portuguesa (August 1919). Adria Rodi’s audacious poses and Silva Nogueira’s modern photographic look surprised the 
conservative Portuguese society. Photographs of other popular artists soon started to be regularly published in special 
sections of illustrated magazine, face to face with international stars highlighting Silva Nogueira’s modern portraits. 
Though most of the Portuguese stage artists called upon the services of Silva Nogueira throughout the fifty years of his 
studio’s activity, it was during the 1920’s that he stood out establishing a special relationship with the actress, singer 
and dancer Luísa Satanela, who played a key role in the transformation of the Portuguese theatrical scene. Satanela 
introduced modernist design costumes, sceneries and dancing choreographies in the stage performances of revista, a 
theatrical genre quite popular in Portugal. Silva Nogueira extensively portrayed Satanela in surprisingly modern photo-
graphic series, innovating over and over, in an unusual complicity process, setting the pace for the decisive renewal of 
the Portuguese photographic portrait activity, with emphasis on close-up and body image1.

Keywords: Fotografia Brasil, Portuguese photographic portrait, Ilustração Portuguesa, Joaquim da Silva Nogueira,, 
Luísa Satanela, Adria Rodi.

In 1925 the Portuguese theatre critic 
António Ferro2 defended explicitly the pre-
sence of nudity on stage as an artistic resource 
of Revista à Portuguesa3 in several newspaper 
articles (Ferro 1925). The intention behind 
such a newspaper campaign was to call for 
a modernization of the Portuguese theatre, 
which had remained largely subordinated to 
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19th-century models. His appeal fi nally was answered in 1927, when the Portuguese 
stages benefi ted from the art of modernist painters in set design and from the work 
of directors who renovated choreographies, introducing elegant dancers that exposed 
their bodies in bold costumes. Photography played a crucial role in such a renewal, 
but its extent has been overlooked until today. Based on a meaningful research of more 
than twenty thousand photographs, our purpose is to address the contribution brought 
by photography to the changes that took place on the Portuguese stages and that were 
conveyed in illustrated magazines during the 1920’s and the early 1930’s.

The important transformation Revista à Portuguesa underwent in the second half 
of the 1920’s allowed for a relevant approach to the modern aesthetics that had 
already permeated variety entertainment theatrical stages in European and American 
cosmopolitan centers. António Ferro, a cultivated person, recognized the extent of this 
important change when, a decade later, he analyzed Portuguese cultural constraints, 
electing Revista à Portuguesa as a model for other cultural domains that, unlike theatre, 
had failed to follow through with modern renewal (Ferro 1931). 

Obviously, when we analyze the relative success of Revista à Portuguesa’s renewal 
we must take into account the fact that Lisbon’s theatrical stage had much benefi ted 
from the itinerancy of stage artists and companies on route throughout Europe and 
Americas, especially in Brazil. Those companies in transit to South America usually 
departed from Lisbon. Perhaps the most famous company that performed on the 
Portuguese stages during this period was the Ballets Russes. The actors were held in 
Lisbon for almost two months between December 1917 and January 1918 because 
of the revolutionary movement led by Sidónio Pais4, and gave as many as eleven 
performances. Other French and Spanish companies had itinerated through Lisbon, 
and worth mentioning is the Spanish Velasco Company and the French Ba Ta Clan 
Vaudeville Company. However, Ballets Russes had such a striking eff ect on the Portuguese 
intelligentsia that almost twenty years later the aforementioned António Ferro, who 
was then the Portuguese secretary of state in charge with the propaganda, promoted 
the creation of Verde Gaio, the fi rst Portuguese ballet group, expressly referring to how 
much the example of the Diaghilev Company had inspired his initiative.

The renewal of the Portuguese stage heralded by Ferro in the 1920’s had, in fact, 
already been underway since the late 1910’s. Besides the infl uence of the Ballets 
Russes, we can perceive a signifi cant change, as refl ected in the pages of the illustrated 
magazines, picturing the stage artists’ modern photographic portraits. Most of the 
portraits published were made in foreign photographic studios, especially Parisian, 
but surprisingly, a Portuguese photographer stood out, a young portraitist: his name 
was Joaquim da Silva Nogueira (1892-1959). His portraits would display important 
changes in four major photographic aspects that were new to Portuguese photography 
- pose, depth, movement and boldness. 

Although most Portuguese illustrated magazines, like the popular Ilustração 
Portuguesa, predominantly preferred photographs from foreign photographic agencies 



219Stars and Aces: Changes in Portuguese Photographic Portraits during the 1920’s

and studios, it is interesting to notice that one of the fi rst signifi cant photographic 
series to reveal a new att itude regarding pose that was published in that magazine 
was taken by the Portuguese photographer Joaquim da Silva Nogueira, responsible for 
Lisbon’s photographic studio Fotografi a Brasil. This series illustrated a large Ilustração 
Portuguesa’s article on Adria Rodi, an Italian-Spanish entertainer touring Lisbon (Anon. 
1918). Silva Nogueira took six diff erent photographic sets of Adria Rodi, most of them 
assuming particular importance to the extent that they represented the abandonment 
of the rigid pose of the 19th century, a trend which had hitherto still dominated 
Portuguese portrait photography, well into the 1920’s. For this reason, those series 
deserve a detailed reading.

In the series we call Andalusian, after the Spanish region from where some songs 
were included in the repertoire of the artist, Adria Rodi assumes a defi ant pose, one 
hand on his waist and the other holding a cigarett e, challenging the Portuguese social 
and moral conventions of the 1910’s. This transgressive status deeply contrasts with 
the two close-ups of the series that reveal a swarthy young girl to us. Another series 
of Adria Rodi’s that appeared in Ilustração Portuguesa is entitled Ninan, but these items 
supposedly match the Rustic idyll number of his own repertoire, daring as a casual 
transvestite. Travestis were a transgressive stage att itude that had turned popular by 
the middle of the 1920’s, but had been rare earlier, despite the fact that vaudeville 

Fig. 1. Fotografia Brasil, Adria Rodi, Fatal tango series, 1919
(Arquivo Fotográfico da Direção Geral do Património Cultural)
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presentations had a broader ethical and aesthetic frame. Most series of Adria Rodi’s 
photographs can be characterized as natural, as are those we have seen before, in 
Bibelot, Tarantela and Galanteio [dalliance]. The most revealing series is Fatal Tango, in 
which all the movement points out the defi nitive abandonment of 19th-century portrait 
practices and the adoption of modern ones. A visual comparison is the best way to 
reveal these changes. 

We can take a look at a set of Palmira Bastos’s5 previous poses, taken three years 
before in the studio of Carlos Vasques, for the presentation of the operett a Maridos 

Fig. 2. Fotografia Brasil, Luísa Satanella, Pérola Negra series, 1922
(Arquivo Fotográfico da Direção Geral do Património Cultural)
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Alegres [Merry Husbands] and Adria Rodi’s Tango Fatal. Despite the three year gap, 
there is an obvious change in pose, in boldness and in movement in Adria Rodi’s 
photographs, which results from an overall new way of posing and an entirely new 
form of photographing. We can see here the birth of modern photographic portraiture 
in Portugal. The pose in which the photographer Carlos Vasques froze Palmira Bastos 
is conventional. This series is very similar to all portraits he had taken of her for more 
than a decade, from the mid-1900’s until 1920. Those portraits display a professional 
sense of elegance that granted Palmira Bastos large success on stage in her Parisian 
costumes, an “offi  cial” image she usually “wore”. The photographic setup seems 
really plain, the photographer Vasques just had to prepare the studio scene and the 
lightning, using the same routine he followed to photograph Palmira Bastos, which 
resulted in most of the actress’s portraits looking much alike. By contrast, Adria Rodi’s 
set of Tango Fatal photographs look like a fi lm sequence. Despite the instantaneity 
inherent in still photographs, in those pictures we can sense the movements of the 
dancer performing her artistic number as if she were on stage. The way Silva Nogueira 
frames the dancer against changing scenery reinforces the illusion of movement, as 
if the dancer were photographed in constant motion around the room. She probably 
recreated her choreography during the photo session, despite the fact that we can 
perceive the still moments of the photographic shots. Unquestionably, there is in 
Adria Rodi’s Tango Fatal photographic set a fi rst step towards the transformation of 
the aesthetic framework that owes much to the moving pictures. Nickelodeons were 
becoming increasingly popular in Portuguese theatres and their cultural infl uence in 
the Portuguese society, in theatrical practice and in photography was growing rapidly.

Adria Rodi’s series brought to Portuguese photographic portraits a new approach 
that was characterized by expressiveness and dynamism. This transformation resulted 
largely from of a profound change in the nature of the relations between model and 
photographer. Traditionally, the relations between portraitists and models were 
established on a purely commercial basis. In Adria Rodi’s photographs taken by Silva 
Nogueira there was an obvious sense of intimate complicity that contributed to its 
modernity. Such complicity included technical and artistic dimensions and, therefore, 
it signifi cantly changed photographic aesthetics. Silva Nogueira’s photographic 
portraiture practice embodied this process of complicity. 

In her book The Civil Contract of Photography, the historian and theorist of 
photography Ariella Azoulay refl ects on the relationships between photographer and 
model and she defi nes the civil contract of photography as a tacit agreement established 
between photographer and the photographed, mediated by a camera. To illustrate 
issues of power in photographic relationships, Azoulay chose a portrait of Emperor 
Napoleon III’s son taken by Mayer and Pierson circa 1859 (Azoulay 2008, 110-112). 
Azoulay’s analysis assumes that some aesthetic choices were made by the emperor 
himself, such as, for instance, the background. Such choices implied an empowerment 
of the commissioner’s position, which infl uenced the portrait aesthetically. We can 
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use the term complicity to defi ne forms of aesthetic interaction between model and 
photographer with a signifi cant empowerment of the model’s prerogatives. That was 
the case of Adria Rodi’s photographic sessions with Silva Nogueira.

In a professional photographic context, a situation of complicity between 
photographer and the model was a rare situation before the 20th century. Probably 
the most notorious case of close complicity between the model and the photographer 
occurred between Virginia Oldoïni, Countess of Castiglione, and photographers 
Mayer and Pierson during the photographic sessions in their Parisian studio. From 
1856 on, Castiglione, the former mistress of Emperor Napoleon III, was portrayed in 
Mayer and Pierson’s studio for almost four decades, in a total of over seven hundred 
photographs (Solomon-Godeau 1986, 65-108). Oddly, there is a signifi cant number of 
unconventional pictures that display the countess’s naked legs and there are several 
portraits with mirrors, frames and masks. Undoubtedly, such unusual photographs 
were taken in complicity with the photographer, who discretely followed the will 
of the countess. Furthermore, several portraits of the countess att empted to embody 
her appearances at the French court, particularly in the tableaux vivants performed 
for the emperor and his courtesans. Such unconventional pictures can be regarded 
as performance gestures in an aesthetic situation that fi nds modern parallels in the 
works of artists such as Cindy Sherman. Ultimately, the countess intended to exhibit 
her photographs in the Paris Universal Exposition 1900. Unfortunately, her wish could 
not be satisfi ed as she had died just a few months before. 

Fig. 3. Satanella-Spinelly, De Teatro pages, 1924 (Museu Nacional do Teatro)
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In order to trace a parallel between the performance gestures of the Castiglione 
Countess photographs and Cindy Sherman’s early works, it is important to follow the 
accounts of the art critic and historian Arthur Danto’s on Cindy Sherman’s Untitled 
Film Stills (1977-1980) and History Portraits (1988-1990). Danto clearly defi nes Sherman’s 
photographic works as her own medium of representation used by the artist in order 
to achieve an illusion. According to Danto, Sherman’s stills:

[…] invite[s] an interpretation, and demand[s] a principle of unity, which goes beyond the 
stylistic unity that connects them as work of art […] It is the external knowledge that underneath 
the diverse appearances is the same person as there is behind the works themselves that has made 
Sherman’s stills into one of the most widely and diversely analyzed bodies of work in recent times 
(Danto 1986, 120).

There are many similarities between the aesthetic situations of Castiglione and 
Sherman, especially if we discard the discrete intervention of the camera operator from 
the Castiglione photographic production context, contrasted with Sherman’s artistic 
practice, comprising author, model and camera operator. Such a perspective highlights 
the performance layer, as Danto points out:

My sense of Sherman is always of a performance artist, hence less as a maker of 
images than a transformer of consciousness. The performance artist characteristically 
uses herself to get past her audience’s defenses, and, because of her living presence, to 
contact and release drives operating at a level of awareness which usually fi nd release 
only in dreams. The performance artist seeks instead to open a way for release of these 
drives through art, putt ing us in Touch with ourselves in some way. She is engaged with 
real feelings, and with real happenings. Sherman’s photographs have been singularly 
successful as performances in this way and the amount of theoretical response to her 

Fig. 4. Fotografia Brasil, Luísa Satanella, Água Pé, 1927 (Museu Nacional do Teatro)



224 Paolo BAPTISTA

work is a mark that her work has touched something very deep and urgent in the 
contemporary sensibility (Danto 1991, 10-11). 

Ultimately the photographic media in Sherman’s work is regarded by Danto as 
the stage of her performance practice, as it can also be considered in Castiglione’s 
situation. The proximity or complicity between model and photographer, whose 
identities coincide in Cindy Sherman’s case, is significant in Virginia Oldoïni’s process 
and, therefore, represents an important dimension of the aesthetic discourses of their 
performing practices. Those practices allow us to understand better how the complicity 
between model and photographer played such an important role on stage artists’ 
portrait photography. 

The change in Portuguese modern photographic portraits throughout the late 
1910’s and the 1920’s was informed by international references in illustrated magazines 
such as the French Comoedia Illustré, featuring avant-garde ballet scene and costumes. 
The magazine promptly reached Portuguese cultural circles. The vanguard illustrated 
magazines were the most relevant visual sources for thr Portuguese photographic 
portrait practice, more so than the new photographic aestheticist movements, 
particularly as regards the research for new ways to represent the avant-garde 
dynamism of some artistic movements such as Futurism, Dadaism and Constructivism, 
which had belated and few consequences on the Portuguese photographic scene. 

Fig. 5. Fotografia Brasil portrait studio: photographic lightning lexicon, actors and dancers Maria Cristina, Ruth Walden, 
Maria Antónia Matos, Maria Paula, Corina Freire, Rubens de Lorena, unknown, (Arquivo Fotográfico da Direção Geral 
do Património Cultural- Museu Nacional do Teatro)
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Let’s return to the question of the complic-
ity we have already noticed between the pho-
tographer Silva Nogueira and the singer and 
dancer Adria Rodi, which had such relevant 
aesthetic results. This relationship became the 
framework for many other such cases of com-
plicity, which the photographer was to estab-
lish with other Portuguese artists, such as the 
Italian-Portuguese actress, singer and dancer 
Luísa Satanella, with whom he was to develop 
a deep research process that helped to revolu-
tionize Portuguese photographic portrait and 
dance choreography as well [as we shall see]. 

Luísa Satanella (1894-1974) was a young 
actress that succeeded Palmira Bastos as the 
leading star of the Portuguese operett a, after 
arriving from Brazil and Argentina, where she 
had started her career as a singer and a dancer 
under her own Italian name, Luigia Oliva. As 
a child, years before, she had already staged 
Lisbon’s opera house S. Carlos Theatre with 

her mother, dancing in operatic productions and also in vaudeville productions, pri-
or to her stay in South America. On the Brazilian stages, she took the artistic name of 
Luísa Satanella, with clear devilish overtones.

Satanella was the ultimate model for Silva Nogueira’s photographic portrait activity 
since both were young, ambitious and in the early stages of their careers. Posing and 
photographing were exploratory experiences for both, as can be sensed from their 
photographic sessions. Of Satanella, Silva Nogueira took several series of photographs 
in the beginning of the 1920’s; outstanding were those taken for the operett a Pérola 
Negra [Black Pearl], a 1922 production profoundly infl uenced by Western movies. 
Movies in general and Western movies in particular were becoming, in the 1920s, the 
most popular shows, with an increasing infl uence on other arts. This can be detected 
in Silva Nogueira’s photographs of Pérola Negra actors, in stage att itudes, especially 
taken for the magazine De Teatro, a 1920’s specialized Portuguese illustrated theatre 
magazine, in which Silva Nogueira was the exclusive photographer.

It was with Satanella that Silva Nogueira made one of the most puzzling but very 
interesting photographic exercises of the 1920’s in Portuguese photography: the 
cover of the December 1924 edition of De Teatro, where Satanela was confronted with 
Spinnely, the great diva of the Parisian stages and screens but mostly the preferred 
fashion model of Pierre Poiret, the most famous Parisian costume designer. Both 
actresses’ photographs are almost identical. Such a comparison was, ultimately, the best

Fig. 6. Fotografia Brasil, Brunilde Júdice,
The Serpent, 1934 (Museu Nacional do Teatro)
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proof that French models were the main ref-
erence for Portuguese fashion, theatre and 
photography. The Portuguese cultural con-
text was deeply infl uenced by Parisian refer-
ences and Spinnely’s photograph published 
on the cover of De Teatro proves it. That por-
trait had appeared only a month before in the 
October edition of Comoedia Ilustré, another 
evidence of the close att ention the Portuguese 
artistic and theatre scenes followed Parisian 
novelties. Parallels between international and 
Portuguese stage artists were frequent in illus-
trated magazines prior to the Satanela-Spinnely 
issue. Ilustração Portuguesa included a section 
entitled Stars and aces, which displays por-
traits of Portuguese artists alongside inter-
national stars. Curiously, the majority of the 
Portuguese portraits were photographed by 
Silva Nogueira. 

Only a deep complicity such as the one 
that could be established between Satanella 
and Silva Nogueira could allow the bold experience of the “Spinnely-like” portrait. But 
that complicity lasted much longer and it was one of the fundamental creativity factors 
of the photographic aesthetic research of Silva Nogueira on the dramatic poses and the 
choreographic work of Satanella. In 1927 such a collaboration played a crucial role, as 
Satanella and her theatre company Satanella-Amarante produced Água-Pé for Lisbon’s 
Theatre Avenida, the fi rst modernist Revista à Portuguesa. All the visual preparation 
was made with Silva Nogueira’s help in his studio, rehearsing sequences of poses 
and choreographic positions for the photographer’s camera. We know Silva Nogueira 
had some construction works made in his studio, in order to overcome the technical 
constraints of the old Carlos Santos’ studio regarding the possibility of photographing 
large sets and scenes. The new high ceiling of Silva Nogueira’s renovated studio could 
accommodate a long dress like the one Satanella wore in Água-Pé, in front of the 
neutral scenery that had replaced the preceding picturesque canvas.

Portuguese modern photography and modern theatre benefi ted much from 
Notícias Ilustrado, an illustrated magazine that came to light in 1928, introducing a new 
technical printing process in Portugal, rotogravure, which enabled large editions of 
high quality text and photographs. Rotogravure was also the printing process adopted 
by VU, the French magazine that became the graphic and photographic reference for 
the international illustrated press and was also launched in 1928. Notícias Ilustrado 
was the ultimate form of disclosing portraits of actors and stage photographs, and 

Fig. 7. Fotografia Brasil, Corina Freire, 1931 
(Museu Nacional do Teatro)
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Silva Nogueira, one of its leading photographers, benefi ted substantially from the 
visibility that the magazine granted his photography. Throughout the pages of Notícias 
Ilustrado, we can follow theatrical activity, in particular the numerous shows, revues 
and variety shows that followed Agua-Pé and adopted modernist aesthetics in stage 
designs, costumes and choreographies. Such a transformation is obvious if we compare 
the picture of actress Deolinda de Macedo in the Revista à Portuguesa Cabaz de Morangos 
(1926) with Satanella’s Charleston sketch from Agua-Pé (1927), the defi nite proof of the 
renewal that Vaudeville Theatre and photography were experiencing.

In any case, Satanella’s Água-Pé photographs, particularly the dance sketch series 
with Francis went further ahead, exploring modern aesthetics in a quest to render 
motion in photography. Francis (Francisco Florêncio Graça) was a young dancer 
that raised the att ention of Lisbon’s audiences and later became the leading dancer 
and director of the fi rst Portuguese dance company, Verde Gaio. We believe that the 
images from Água-Pé were probably the fi rst Portuguese photographs to express a 
defi nite sense of motion unambiguously, generating a major change in Portuguese 
photography. We cannot credit Silva Nogueira’s photographic work exclusively with 
this innovation; after all, in these images we can perceive major collaborations in the 
creative process with his models, Satanella and Francis. Therefore, Silva Nogueira 
began a particular photographic research with Francis, having the chance to explore 
the plasticity of the body in poses and positions that allowed Francis to explore new 
dance choreographies as a soloist, but also as choreographer of the Portuguese Verde 
Gaio ballet company he directed. Such research also granted Silva Nogueira great 
experience, as he engaged in nude photography of dancers and chorus girls, a new 
aesthetic situation in Portuguese photography. 

Silva Nogueira continued to work on pose and expressiveness with Satanella 
and, as a result, one of the most accomplished photographic portraits they achieved 
is Água-Pé, in which Satanella holds a cigarett e in his hand while she bursts into 
unbridled laughter. From my point of view, this particular photograph of Satanela and 
her laughter signals not only the beginning of a new cycle in musical theatre, an era 

Fig. 8. Fotografia Brasil, Corina Freire, 1934 (Museu Nacional do Teatro)
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usually called the Golden age of Revista à Portuguesa, but mostly marks the moment 
when Portuguese theatrical portrait photography embraced modernity. From then on, 
photographic portrait abandoned defi nitively the last traces of Victorian portraiture, 
such as rigidity, embarking on a quest of translating each actor’s peculiarities 
through photography. Soon Silva Nogueira would be followed by other Portuguese 
photographers, such as Manuel SanPayo or Horácio and Mário Novaes.

The changes in the aesthetics of photographic portraits owed much to the way 
cinema had infl uenced photography since the 1920s. This was due to the widespread 
star system, a phenomenon born in Hollywood with the creation of the movies industry 
that promoted the leading actors of Hollywood movie pictures, as they appear on 
screen, but also the products they advertised in illustrated magazines. The need 
to display those actors in the way they were immortalized on screen favored new 
portrait framing, in particular close-up. An obvious example of this close relationship 
of modern portraiture with movie aesthetics can be found in a series of photographs 
that Silva Nogueira took of Brunilde Júdice (1898-1979). 

Besides portraying fi lm actresses in the late 1920’s and early 1930s, Silva 
Nogueira worked for the Portuguese fi lm company Tobis in set fi lm photography. 
This professional link was of utmost importance for the technical and aesthetic 
development of his photographic studio. In addition to the neutral backgrounds he 
adopted, as we mentioned, he replaced the props of the old studio with geometric 
structural elements of architectural inspiration, like cylinders and quadrangular 
prisms, to balance the composition of the portraits. This renovation accentuated a 
clear art-deco taste, noticed in works produced since the late 1920s. Furthermore, he 
introduced a cinema-like lighting system, the last step to att ain a modern photographic 
portraiture setup in his studio.

Brunilde Júdice’s photographic portrait series for the 1934 presentation of “The 
Serpent”6 at Lisbon’s National Theatre is a meaningful example of Silva Nogueira’s 
renovated style. His ultimate cinematic vision is revealed in its full extent in Brunilde’s 
photograph, resembling a famous 1932 portrait of Joan Crawford7 by Edward Steichen8 
and considered one of the most striking examples of the infl uence of black fi lm in 
photography. Although scarcely appearing in movie screens, Brunilde was seen by 
the Portuguese public as one of the most cinematic Portuguese actresses, probably the 
reason for the two-page feature article dedicated to her in Notícias Ilustrado in 1934, 
with the title “Is Brunilde a Movie’s ‘vamp’?”, illustrated with the aforementioned 
Silva Nogueira photograph. The modernity of Brunilde’s image, in particular her 
movie-like fi gure, inspired Portuguese writers and journalists. António Ferro described 
Brunilde’s style onstage as:

“[ ... ] The perverse [ ... ] despite its ingenuity, its freshness, its harmless and beautiful 
soul ... [ ... ] The perverse are the great fi gures of today’s theatre, are those women for 
whom the body is the ultimate glory, living on the wire of att itudes, wearing their eyes 
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on the face, as jewelry that drag the soul, like dresses. The perverse are women who 
breed the evil without conviction, for dilett antism, experiencing in life all sensations 
[...] are the fi erce women, the human Panthers of Civilization, with claws in their long 
fi ngers, with eyes sharp as teeth. The perverse are the tourists of the sin. [...] They 
invaded the theatre, took it by att ack because they are the most theatrical women of 
mankind.“ (Ferro 1987, 231-232)

Ferro’s view, although exaggerated, reducing Brunilde Júdice to a mere stereotype, 
is an iconographic or, more precisely, a photographic form of description. We can 
discover in Silva Nogueira’s photograph a visual translation of Ferro’s “literary 
portrait”. This episode constitutes not only a significant step in the transformation 
of the photographic portrait towards modernism, but it was also a clear sign of the 
cosmopolitan trend of women’s beauty conveyed by the star system and followed by the 
Portuguese elites in the 1920’s and 1930’s. The “movie picture-like” image of Brunilde 
seduced his contemporaries and was probably the main reason of the highlight in that 
Notícias Ilustrado provocative article. 

Although Brunilde Júdice did not have the chance to become a movie star, another 
Portuguese artist, Corina Freire (1897-1975) engaged, albeit briefl y, in an international 
career in the movies. Her success was due to the participation in two Paramount 
productions, the fi rst talking Portuguese movie, A Canção de Berço (1930), a Portuguese 
version of Sarah and Son9, and A Mulher que Ri (1931) a version of The Laughing Lady10. 

The case of Corina Freire’s images is very interesting since we can largely grant 
to Silva Nogueira the responsibility for the creation of a fi lm star image from scratch. 
Obviously, he had already gained great experience in photographic portrait, as already 
noticed, but in the case of Corina Freire, Silva Nogueira had to go further in the process of 
transformation to produce an “international image” from a young and shy classical lied 
singer to a fi lm star to allow her to take her fi rst steps on international stages and sets. 
Thus, all the experience he had accumulated for more than a decade in photographic 
technique, in the fi elds of lighting, of pose and composition and in the capacity to 
be an in complicity with the model was challenged, but Silva Nogueira had the right 
set of tools to face such a demanding task. His photographic virtuosity, unmatched 
on the Portuguese scene of photographic portraiture, reveals itself in the splendorous 
photographic series of Corina Freire. Silva Nogueira successively transformed Corina 
Freire’s body and face in between several diff erent embodiments. Later the actress 
and singer used the experience gained from Silva Nogueira’s photographic sessions to 
reinvent herself when she performed in the famous Casino de Paris with comedians such 
as Maurice Chevalier and Josephine Baker, with great success.

In his work with Corina Freire, Silva Nogueira knew how to keep a discreet erotic 
suggestion. Corina Freire appeared wrapped in transparent organza bands subtly 
rendered where he progressively introduced modernist elements, such as elegant, 
luxurious and bold dresses, lightened in dramatic eff ects. This modernism is evident 
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in a series of images from 1934, which clearly suggests the decadent atmosphere of the 
early 1930’s in the Weimar German Republic.

The impact of Silva Nogueira’s numerous photographic series of Corina Freire, 
Satanela, Francis and other stage artists in Portuguese visual culture was signifi cant and 
plural once those images challenged other photographers to innovate their practices. 
Furthermore, throughout the pages of the illustrated press, those images conveyed a 
modern trend which contributed to renewing Portuguese stage arts, fashion and even 
costumes. Silva Nogueira’s practice of photographic portraiture in the 1920’s and early 
1930’s lacks the density and refl exiveness of the Portuguese modernist painters’ and 
sculptors’ works. But what is unquestionable is that those photographs had a striking 
eff ect on Portuguese visual culture. In the pages of high quality and large circulation 
illustrated magazines, Silva Nogueira’s photographs brought to the fore the modern 
Portuguese stage artists, matching their images with those of international fi lm and 
stage stars.

Notes:
1 I am deeply grateful to Ana Duarte Rodrigues for her support.
2 António Ferro (1896-1956) was a journalist and theatre critic and, from 1934 to 1948, he served 

as the propaganda secretary of the Portuguese Government. 
3 Revista à Portuguesa was described in the French Revue de l’ année as the most popular 

Portuguese vaudeville theatre genre and remained very popular until the last quarter of the 
20th century. 

4 Later to be the President of Portugal.
5 Palmira Bastos (1875-1967) was the most praised Portuguese actress of her time and probably 

one of the most photographed Portuguese actresses.
6 The Serpent was writt en by the Chilean playwright Armando Moock (1894-1942) in 1919. 
7 Joan Crawford (1905-1977), an American actress.
8 Edward Steichen (1879-1973), an American photographer.
9 Sarah and Son (1930), directed by Dorothy Arzner.
10 The Laughing Lady (1930), directed by Victor Schertz inger.
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