
       The latest works of Ana Luiza Rêgo still reveal the 

effervescent moment in which she started her education and 

career: the return to the painting as a hegemonic art mean in the 

1980s, both in Brazilian art, as in the international. 

      This abrupt interest in painting, although reflowed in the next 

decade (when the overflow of conventional art mediums and 

supports, in place since the 60s, took over the reins of 

contemporary production) was key to the art of the end of last 

century. The conclusion of the 70 seemed to mark the depletion of 

supports with the body (performances, happenings); interventions 

in urban and natural spaces, video, photography, concept, 

installations etc.). 

     Suddenly the new generation of artists, stimulated by other 

previous generations who were ostracized (due to their 

persistence in making), turned its interest to old paint. 

     A considerable part of these artists had been awakened to a 

process of more tangible and less cerebral creation, with more 

risks; more expression than previous plans (projects). Under the 

general influence of German neo-expressionism, encouraged by  

curators and exhibitions like New Spirit in Painting (Held at the 

Royal Academy of London in 1981), the young people of our 

Geração 80 (80s Generation) delivered themselves to the 



spontaneous making, materic, gestural sign, expressive, i.e. they 

heated up the hand to hand with the work, in an explicit refusal to 

detachment resulting from more streamlined processes that 

prevailed in the previous two decades: the cry in a subjectivity 

expressed by the making. A requiem for decreed death of painting. 

     The work of Ana Luiza Rêgo and other Brazilian artists such as 

Adriana Varejão, Beatriz Milhazes and Cristina Canale, despite 

their notable differences, belong unequivocally to this genealogy. 

     The paintings of Ana Luiza, especially the latest, make us see, 

combined human figures, organs such as the heart, flowers and 

vases, all in a tense but Edenic chromatic and semantic 

coexistence, confined till the screen limits. Its plastic order results 

thus of the occupation process of each piece of each canvas, the 

thickness of the layers of paint and heat of vibrant chromaticism 

that the artist constructs step by step. 

     It is as if all the elements were there to lend her matter-flesh to 

the paint body, one that is in the case, unequivocally feminine, not 

only to represent the mentioned reasons, but because the way of 

treating them as  iconic and plastic, also ratify its kind. 

     Although balds, these figures are almost always women, as they 

have breasts and well-shaped bodies. Beside them coexist other 

elements such as a uterine vessel, flower-embryos that reinforce 



their feminine content. But what finish up the meaning of these 

works is their carnality. 

     Fruit of thick brushstrokes, especially red and oranges that 

dominate the expansion of the scenes that the paintings contain, 

the work of Ana Luiza evokes and therefore dialogue with the work 

of other Brazilian artists. 

     The paintings of Flávio de Carvalho seem to reference the 

chromaticism and modeling of these figures by the paint, which are 

work marks of the artist. 

     Having lived for many years abroad Ana Luiza Rêgo fragmented 

public memory of her production between Brazil (from the passage 

of the 1980s to the 1990s), Germany (90s) and the United States 

(most recently). Gathering it may be the main task of the artist in 

the coming years. 
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