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Spanish painting is known the world over for the sobriety of
its Golden Age (Siglo de Oro) as well as for the joyfulness of its
impressionist painting, with the genius of Goya acting as a bridge
between the two, Painting is no more than the mirror in which
the essence of a culture is reflected. And so, our painterly art, as
Pacheco would say, is a metaphor for the Spanish soul which con-
stantly fluctuates berween light and shadow, day and night. From
El Greco to Sorolla,

After the wonderful reception of our first project in July last year
with the exhibition The Golden Age of Spanish Modern Art, Colnaghi,
Sala Parés and Artur Ramon Art join together in a project, Spanish
Modern Landscapes, and in a mission. The project is to show the evo-
lution of Spanish landscape painting over the twentieth century
through works of museum quality and the mission is to interna-
tionalise and disseminate our visual culture beyond our borders.
From the first Romantic travellers to the most recent globalised
tourists, travelling to Spain has been synonymous with celebrat-
ing life through our landscapes and their people. Artists have con-
centrated this nature in their landscapes, capturing the explosion
of light and colour of the Mediterranean coast as well as the mel-
ancholy of sunsets of the interior.

Visiting our exhibition is akin to a mental and emotional tour
of our country through its artists. It is an exploration of Span-
ish modern painting - still limle-known outside of our borders -
through one of its genres, landscape, which they best represent.
And it is also, beyond the usual topics, a revindication of Spanish
modern art.
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Landscape in Spanish painting

Landscape in painting expresses the dialectic which mankind
has established with nature. From medieval visions, where the
landscape is the embodiment of a divine work, to the notes of the
Impressionists, which are a tour de force between the artist and the
environment, one can trace a history of landscape in painting, so
well described over seventy years ago by Sir Kenneth Clark in his
book dedicated to this genre, Landscape in Art (London, john Mur-
ray, 1949 ). From the earliest Ancient Roman wall paintings - espe-
cially the landscapes in the Villa Livia at Prima Porta, near Rome
- and after a baffling thirteen-century hiatus that ended with the
International Gothic style, artists have asked themselves the same

question: how to represent nature?

The Spanish word for landscape is paisaje, from pais (‘country’),
meaning the representation of “towns, places, fortresses, country
houses and fields” according to the Diccionario de autoridades {vol.
V, 1737). In medieval and early-Renaissance Spanish, pais could
refer to landscape paintings as well as to the territory. It was not
until the sixteenth century that Francisco de Holanda used the
word paisaje for the first time. Soon, echoes arrived from ltaly of
the idealised landscape paintings invented by Annibale Carracci
and continued by Claude Lorrain and Nicolas Poussin. The land-
scapes that we see in Spanish Golden Age paintings, although
usually real, have an element of idealisation to them. I am think-
ing of Francisco Collantes' views, painted in the fashion of almost
Nordic daydreams, or the pair of vedute by José de Ribera, the most
Iralian of the Spanish painters, kept by the House of Alba. They
are his only known landscapes and are so detailed in their realism

that they almost seem imagined.

On the other hand, the views of the Villa Medici painted by
Velazquez are real beyond doubt, even if so much has been writ-
ten on their visionary nature. | believe that they are a change of

paradigm rather than the seed of Impressionism. It is odd that
Velizquez, the most intellectual of Spanish artists, should be-
queath us two views that come from direct observation of nature
and life, perhaps springing from his desire to breathe fresh air and
release his hand and himself from his duties and his commissions.
Paradoxically, Goya was better at expressing the sublime nature of
landscape in his engravings than in his paintings, his enormous
rocks and boulders in his etchings anticipating Victor Hugo's Ro-
mantic visions. In contrast, in Goya's paintings, landscape merely
provides the background for his higures.

To the classical academic mentality, based on hierarchy, landscape
was a lower genre, below historical painting and portraiture,
only above still life and flower vase painting. It should be borne
in mind that in the Academy of Barcelona, it was not taught as a
subject until 1824 and twenty years later in Madrid. Similarly, in
France it was not until 1817 that the first grand prix to historical

landscape was created.

Landscape painting is a nineteenth-century invention, and during
Romanticism it was a means to convey emotions. In Spain, the
Royal Academy of Fine Arts (Real Academia de Bellas Artes de San
Fernando) in Madrid created the first chair of Landscape Painting
in 1844, with Jenaro Pérez Villaamil as its pioneer and champion.
At that time, a distinction was made between romantic and his-
torical landscapes, i. e., painted from life as opposed to painted
in a studio. The Belgian painter Carlos de Haes was a promoter of
realistic landscapes, occupying from 1857 the chair of Landscape
Painting at the Escuela Superior in the Academia de Bellas Artes
de San Fernando in Madrid. He advocated an objective approach
to nature and plein air painting, thus forcing a transition from the
Romantic to the Impressionist landscape. From that moment
on, the artist leaves the studio and goes to the countryside or the






coast in search of a subject on which he can project his painting
skills. It is not necessary to insist on the mark left by the famous
Impressionists, both French - Manet, Monet, Degas - and from
elsewhere - De Nittis or Hammershei - or on how other painters
revolutionised the landscape - Van Gogh, Gauguin or Seurat, all of
them well-rodden peaks of painting.

Around the same time, Joaquim Vayreda created the Olot School
of landscape painting in Catalonia, where the spirit of Barbizon
could be felt, with a group of painters formally close to Corot. Na-
ture was transformed into a life ideal, a triumph of the rural, Marti
Alsina represents thisrealism rooted in the French tradition, a syn-
thesis of Courber and Corot, so successful in Europe at the time,
with his deserted landscapes and seascapes. Modest Urgell stuck
to the romantic vision of landscape, with his compositions full of
melanchaly, in which light plays a key role. His enigmatic rural
landscapes painted in18g1-1g9n were highly successful, notenly in
his hometown of Barcelona, but also in the major European and
American capitals. Salvador Dali was a greatadmirer and collector
of his work, which he regarded as a forerunner of his own.

Since the end of the nineteenth century, a reaction against the
romantic model has been underway, and the artist does not only
search for emotion in the landscape. At the turn of the twentieth
century, painting changed its voice - in its new language, land-
scape was not as necessary because of its absence of strict bound-
aries. In fact, when Picasso and Braque invented Cubism, they had
Cézanne's lessons in mind, but not his landscapes because they
focused on the representation of objects. Once the fever of Fau-
vism passed - Matisse and Derain painted the villages of south-
ern France using primary colours while the Swiss Félix Vallomon
turned his landscapes into chromatic kaleidoscopes - painting
followed science in its distancing from nature as ideas carried

more weight than objects, forms more than materials, concepts
more than abstractions.

And the fact remains that landscape painting is, at its heart, an
abstraction, a human representation of nature. Catalan landscape
painting does not constitute a school, but it is among the best of
its time. Santiago Rusifiol - painter, collector and patron - soaked
in the solitary landscapes of the parks of Valencia or Aranjuez
with forced perspectives where time seems to stand still. joaguim
Mir is a great landscape artist, and his art is not contaminated by
any influence because he never left his home territory. He focused
on projecting colour and light on his canvasses to produce delir-
ious visions that were close to abstraction. His best works date
from his stay in Majorca in search of hidden landscapes in the Tra-
muntana mountains, near Deia - where he fell and sustained se-
rious wounds while trying to get a particular view - and from the
years he spent near Tarragona, convalescing in hospital, where he
painted with the energy of a Fauvist and the technique of a poin-
tillist. It was the architect Antoni Gaudi that recommended Ma-
jorca to Hermen Anglada-Camarasa, who settled there (1919-1936
and 1947-1959) and left us superb views of its bronze-like cliffs and
crystal-clear waters in a highly personal post-lmpressionist idiom

suffused with symbolism.

Laurea Barrau, with a view of Tossa de Mar before Ava Gardner
turned it into a famous spot; Francesc Gimeno's landscapes and
seascapes, with his brush strokes thick with paint; a corner of the
Generalife bathed in the sunshine of Granada by Mariano Berru-
chi; a stunning view of the Pontine Marshes by Nicolau Raurich;
a pensive, almost pre-Raphaelite lady siwing at the shore of a lake
by Tamburini; the diverse seascapes painted at different times of
the day by the virtuoso Meifrén - all of these create a mosaic, an
exhibition, a metaphor of the modern history of our landscape.



Hermen Anglada-Camarasa

Barcelona, 1871 - Port de Pollenga, Mallorea, 1959

Born in Barcelona in 1871, Hermen Anglada-Camarasa studied
painting against the will of his family. He trained first with artists
Tomas Moragas and Modest Urgell, and later in the School of Fine
Arts, the Llojta, in Barcelona, before continuing with his training
in Paris where he settled in 1894, There he attended classes at the
Académie Julian, where the painters of the Nabis studied. At firsta
painter of realistic landscapes - the Sala Parés of Barcelona puton
his first individual exhibition in 1894 with this kind of paintings
-, his work evolved during his stay in the French capital rowards
representation of the Parisian nightlife in striking colourism,
and worldly feminine figures. This stage of his career gave him a
certain amount of fame and he reached an international public,
exhibiting internationally.

During a summer stay in Valencia in 1904, he became interested
in local Valencian folklore, and changed the theme ol his works.
He then focused on the representation of gypsies and women in
Spanish traditional regional clothing - dresses, scarfs, shawls, and
jewels -, done with a high level of detail which gave rise to a cer-
tain amount of decorative style in his painting.

Anglada-Camarasa travelled for the first time to Majorca in 1909,
acting on a recommendation from Gaudi, and moved there five
years later, at the start of the First World War. Majorcan land-
scapes hecame the principal theme of his work, replacing the
themes he had developed in Paris. He again took up the themes of
his early work, landscapes, but focusing on the representation of
scenes of his new surroundings - country and coastal scenes, fish
and seascapes —, and in a radically different manner, setring aside

realism for more oneiric views, inspired as much by the Impres-
sionists and Post-impressionists as by the Fauvists, and in which
the dominant notes are colour and light. During this period, in
counterpoint to the development of the European vanguard after
the Great War, Anglada-Camarasa reoriented his career towards
the United States, where his fame remained constant. Between
1924 and 1934 he participated in numerous collective exhibitions
in the United States: Pittsburgh, Washington, New York, Chicago,
Los Angeles, Dallas, and Cleveland, among others. The painter's
first Majorcan period lasted twenty-five years, until 1536.

When the Spanish Civil War broke out, Anglada-Camarasa was
in Barcelona, and due to the political situation, could not return
to Majorca, which had fallen to Franco's forces. At that time, he
found refuge in the Abbey of Montserrat, a mountainous area lo-
cated near Barcelona, in a monastery dating from the ninth cen-
tury. The steep landscapes of Montserrat, presenting a singular
terrain, were a great source of creativity for Anglada-Camarasa
during his stay. In this period, practically all his known works are
of Montserrat.

At the outbreak of the Second World War, he went into exile with
his family in France, in the town of Pougues-les-Eaux in Burgun-
dy until 1948 when he returned to Majorea: this period is marked
by many representations of flower vases and still lifes, landscapes
and some figures. Back in Majorca, the volume of his work pro-
gressively decreased, due to an accident he had in1953. He died in
1959, on the island where he had spent much of his life, and which
had greatly inspired the painter.



Awards

1907

1910

191

1926

1954

1955

1956

1957

Biennale di Venezia. Gold medal

Exposicion Internacional de Arte del Centenario de la Republica,
Buenos Aires. Grand Prize

Esposizione Internazionale di Belle Arti, Rome, First prize

25" Annual International Exhibition of Paintings of the Carnegie
Institute, Pirtsburgh, Gold medal

Honorary Member of the Real Academia de Bellas Artes de San
Fernando, Madrid

Grand Cross of Alfonse X el Sabio and honorary president of the
Cercle Artistic de Barcelona

Premio Juan March de Bellas Artes, Barcelona

Numerary member of the Academia de Bellas Artes de San
Sebastian, Palma de Mallorca

Collections

Museo de Bellas Artes de Bilbao

Museo Nacional de Arte de Cataluiia, Barcelona

Museo Nacional del Prado, Madrid

Museo Nacional Centro de Arte Reina Sofia, Madrid

Museo Carmen Thyssen, Malaga

Museo de Bellas Artes de Asturias, Oviedo

Museo Nacional de Bellas Artes, Buenos Aires

Metropolitan Museum, New York

Musée Goya, Castres (France)



Majorcan landscape

19141936
0il on board
38 x 50.5cm

Signed “H. Anglada-Camarasa” on the back
Provenance
Saridakis Collection, Majorca

It is not fully known which circumstances led Anglada-Ca-
marasa to settle on the island of Majorca, off the eastern coast of
Spain, where he resided during two different periods - from 1914
to 1936, and from 1947 to his death in 1959. However, what is cer-
tain, is that the island occupied an especially important place in
the life and works of the painter. He sertled in the town of Port de
Pollenca, in the northeast of the island, where he built a house,
El Pinaret, surrounded himself with numerous artist friends from
Argentina who he had met in Paris, such as Tito Cirtadini or Rober-
to Ramaugg. Living and working together there, they proclaimed
themselves the “Escuela Pollensina” ( School of Pollenga), without

defining guidelines or precise limits.

From his arrival in Majorca in 1914, Anglada-Camarasa set aside the
representation of female figures and folkloric themes and resumed
his preferred theme prior to his stay in Paris: landscapes. However,

Mujorcan landscape, oil on canvas, 44 x 53 cm,
Maontevideo (Uruguay), Museo Nacional de
Arres Visuales.

he approached landscapes with a new eye, totally different from his
first works. He used a much more daring palatte of colours to rep-
resent nature, following the developments of the Fauvists in this
sense, and elaborated his compositions juxtaposing patches and
impastos of colour in the manner of the Impressionists. In contrast
to the Impressionists who worked sur le motif, directly in situ, he
took notes which he used later for his works in his studio.

This view of a small Majorcan cove, with the representation of its
sheltering cliffs in the background, is a composition done by the
painter during his first stay in the island. It reflects the new orien-
tation of his work in this period, as much as for the palette used as
for the brushstrokes. The forms of the rock, the sand and the sea
are done in patches of striking colours, which are far from the real
colours of the landscape, but which confer luminosity and greac
evocative force to the whole composition.
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Noria, Majorca

CAG151920
0il on board
7.5 X 49.5cm

Signed “H. Anglada-Camarasa”

On the reverse of the board “Recuerdo de osé Costa Ferrer | para
Montserrat Umbert | ? Costa [ 21 diciembre 1g71 [ Palma” (“Sou-
venir from José Costa Ferrer | for Montserrat Umbert | 7 Costa | :1
December 1971 | Palma”). Josep Costa Ferrer (Eivissa, 1876 - Palma,
1971} was a drawer and cartoonist publishing under the name of
Picarol. While living in Majorca, he opened the Galerias Costa.

This painting was done by Anglada-Camarasa at the start of his
first period in Port de Pollenga in Majorca, towards 19151920 It
represents a noria, an artefact used to lift water from relatively
deep mills, usually to irrigate crops. This mechanism was invent-
ed by Greek engineers in the Hellenistic period, between the third
and second century before Christ, and perfected towards the third
century after Christ by Roman engineers. It is usually moved us-
ing animal traction. It was used all over the Mediterranean and its
Arab-Syrian name *noria” remained in various modern languages
(English, French, Spanish, ltalian) to designate it.

The noria occupied an important place in the Majorcan land-
scape at the beginning of the nineteenth century. In the second
half of the nineteenth century 3,500 norias were identified on
the island. After 1850, and due to the emergence of other tech-
nologies such as the windmill for the extraction of water, the
noria tended to be abandoned or substituted, especially in the
Majorcan municipalities which opted for intensive agriculture
needing irrigation and destined for commercialisation: some

Anglada-Camarasa, Norig, c. 1915-20. Pencil
on paper. Palma de Mallorca, Fundacion “la
Caixa", Register no. G38.

norias were abandoned, others were modified or destroyed.
However, it should not be assumed that the windmills and
animal-driven norias did not coexist during the same period,
as some municipalities continued constructing norias (in Pol-
lenga, for example, 50 mills were identified in 1872, and 111 in
1951). Other artists such as Carlos de Haes (Una noria, Mallorea,
c. 1877, Madrid, Museo del Prado, ref. Poo7513), had already been
attracted by this patrimonial element of the island’s landscape
in the nineteenth century.

In this work, whose preparatory drawing is conserved in the Fun-
dacion “la Caixa” of Palma de Majorca, Anglada-Camarasa repre-
sents a Majorcan noria with precision, surely from the region of
Port de Pollenca where he lived. All the elements of the mecha-
nism can be identified: the wheel with a perimeter of ceramic
recipients (conduits or buckets) which were filled with water
due to the movement of the wheel, the counter-wheel, the yoke
resting on two stone pillars, the casing enclosing the wheel and
the well, protected by a wooden barrier, the surrounding stone
platform destined for the path of the draft animal. Using a quick
brushstroke and a palette of very lively colours, characreristic of
his work in Majorca, Anglada-Camarasa works up the image, in
an almost documentary approach, of this very typical element of
the agricultural landscape of his adopted island, element which
would be definitively abandoned, although not destroyed, by the
technical advances of the twentieth century.

Noria de tiro, engraving from Lie Balearen in
Wort und Bild Geschildert (4 vol., 1869-18g1),
Archduke Luis Salvador of Austria.






Montserrat landscape

Oil on canvas

57.5% 65.5cm

Signed “H. Anglada-Camarasa” ( possibly apocryphal signature))
Provenance

Juan Saridakis Collection {Palau de Miravent), Palma de Mallorca
A. Ruiz Collection, Barcelona (1990}

Anglada-Camarasa left his home region when he was 23 years
old, and never lived there again except for the time between 1936
and 1939, period which occupied a singular time in his life. In
1936, at the outbreak of the Spanish Civil War, he was in Barcelo-
na, and, due to his political commitment to the Republican side,
he could not return to Majorca, fallen to Francoist forces, Thanks
to his contacts, in August 1937 he settled with his wife and young
daughrter in the Monastery of Montserrar, which at that time did
not have monks in residence and was occupied by the Generalitat
de Catalufia in order to preserve it from possible attacks. There,
he interacted with many artists and politicians, seeking refuge
in the same conditions or who came with more or less frequen-
cy to the Monastery: the sculptor Josep Viladomat, the composer
Robert Gerhard or the president of the Generalitat de Caralufia
Liuis Companys. This demonstrates that he was engaged with the
cultural and political life of that time, and fully participated with
his work and his position as delegate of the commissariat of the
Generalitat in Montserrat for the preservation and conservation
of the artistic patrimony of the monastery.

This briet period in Montserrat (1937-1938) was a period of great
creativity for the painter, although little known by the public
during many years. Immersed in the serting of the landscape, he
dedicated himsell almost exclusively to the representation of the
landscapes of the mountain and its surroundings. His paintings
were inspired in the view he had from his workshop, in an office
in the old monastery choir which dominared the Llobregat river
valley, or his excursions in the region. Anglada-Camarasa was not
a painter who worked sur le motif, in contrast with Joaquim Mir,
but rather worked in his studio from notes, memories, sensations,
and also in this period from photographs. Some ol his assembled
photomontages are conserved, where he put together different
cumtings of photographs to create his own compositions, as for
example a group composed of three independent photographic

fragments for his work Montserrat, previously conserved in the
Collection Antonio Beteré Cabeza.

In Montserrat, he painted no fewer that some fifty paintings, all
on canvas, and with dimensions that did not exceed 100 x 100 cm.
As always in Anglada’s work, the smaller works are sketchier, and
the larger ones are beiter finished, although it is important to
note in general the high quality of all of them, both technically
and aesthetically. He adapted the stylistic advances that he had ex-
perimented with in his first period in Majorca to the singular ter-
rain of the mountain of Montserrat, and with the use of striking
colours applied in material patches and juxtaposed in an Impres-
sionist manner. In the work that is subject of this text, the legacy
of the Impressionists can be appreciated in the grouping of spots
of beige, violets, greens, browns, which draw the accidented relief
of the mountain, highlighting especially a yellowy sky. The conti-
nuity of these works with his first period in Majorca is so evident
that it is possible sometimes to confuse them: this painting was
published in 1958 by Gabriel Fuster Mayans as a view of the Major-
can Costa Brava.

During his lifetime, Anglada-Camarasa exhibited the canvases
from that period few times, and this group of canvases was little
known during many years, despite their high quality. Francesc
Fontbona and Francesc Miralles, curators of the exhibition Angla-
da-Camarasa a Moniserrat organised in 1993 in Manresa, wrote in
this regard: “The Montserrat works of Hermen Anglada-Camarasa
are very important. It is an essential chapter in the overall work
of Anglada, but due to the adverse circumstances in which it was
created, it has gone unnoticed for too long”.

The painter stayed in Monserrat until the last days of the Spanish
Civil War, before going into exile in France where he settled in the
small city of Pougues-les-Eaux, in Burgundy.
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Olive tree

€. 1950
Oil on board
50X 36.5cm

Dedicated and signed “Muy afectuosamente a Antoinette Schulte [ H. Anglada-Camarasa®

(“Very affectionately to Antoinetre Schulte | H. Anglada-Camarasa™).

During the first period of Anglada-Camarasa in Majorca (19141936,
there are two radical changes to be observed in his artistic produc-
tion: the theme of this works and his technique. The work of this
period is centred almost exclusively on the landscape. He almost
never painted urban landscapes, and besides a few still lifes, lower
vases or portraits, his work centres on nature and the outdoors. His
landscapes are composed at a middle distance - landscapes of the
mountains near Port de Pollenca, landscapes of the skies of the is-
lands, of the vegetation (almond, pine, and olive trees), landscapes
of his property El Pinaret, seascapes -, which do not always allow us
to recognise a specific geographical location. The work of his sec-
ond period in Majorca follows the same guidelines and sometimes
itis difficult to determine the date of creation.

One can see an economical use of elements in the works in Major-
ca, in contrast with the superabundance of details in the works
donein the decade of 1guo in Paris, on Valencian folklore. Colour
becomes one of his principal concerns and he uses it right as it
comes out of the tube of paint, thickly, with impastes applied like
juxtaposed patches, in the manner of the Impressionists he had
met in Paris. The centrally positioned theme still predominartes,
and the strong diagonal lines, especially in his representations
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of trees, with the tree trunks marking large diagonals that or-
ganise his compaositions.

We encounter many representations of trees in the Majorcan work
of Anglada-Camarasa, of the varieties present in Majorca as in the
rest of the Mediterranean basin, almond, pine and olive trees. The
sinuous form of the olive tree’s truck and the accidented relief of its
bark-which he represents with great descriptive interest - inspired
many works of the painter. This work condenses in one composi-
tion two of the most recurring themes of the work of Anglada-Ca-
marasa in Majorca, the mountains and olive trees. The trunk of an
olive tree in the foreground stands out on a mountainous back-
ground. The colours that dominate the composition are violet and
green, that the painter uses as much to represent the relief of the
mountain as for the bark of the olive tree, coming closer in this way
to the pictorial advances of the Fauvists. With these bold colours
applied using a thick brushstroke, he captures an anecdotic view of
the Majorcan landscape and confers it importance.

This painting is dedicated to Antoinette Schulte {New York, 1897 -
1981}, American artist who studied art in New York, later in Paris, and
in the workshop of the painter josé Maria Lopez Mezquita in Madrid.






Laurea Barrau

Barcelona, 1863 - Santa Euliaria des Riu, Ibiza, 1957

Laureano Barrau was born in 1863 into a large family of the Bar-
celona bourgeoisie. He began his artistic training at the Escuela
de la Llotja (Fine Arts School), where he was a disciple of Antoni
Caba and Claudi Lorenzale. In 1882 he travelled to Madrid, to study
the paintings of the great Spanish masters in the Museo del Pra-
do (Prado Museum ). The following year he moved to Paris where
|ean-Léon Gérome, one of the most renowned academic artists,
facilitated access o the National School of Fine Arts. In the French
capital he coincided with Ramon Casas, with whom he shared his
first trip through Spain, and was particularly fascinated by the An-
dalusian cities of Seville and Granada.

Although Rome was no longer part of the artists' training itiner-
ary, Barrau dreamed of training according to the classic, tradition-
al canons. Therefore, when he was twenty-one and was awarded
the Premi Fortuny ( Fortuny award), granted by the Barcelona Ciry
Council, he stayed for a long time in the Eternal City to study the
old masters. Later, he spent three months traveling in Morocco,
following in the footsteps of Mariano Fortuny, the true artistic
myth of his generation. In 1889 he returned to Paris, where he
coincided with lgnacio Zuloaga and other Spanish artists living
there. Among them, Barrau was mainly influenced by the Catalan
Francesc Miralles, a portraitist of the Parisian bourgeoisie.

The painter alternated his stays in Paris with various trips, but a
recurring destination was Olot, capital of the Catalan region of
La Garroxa, where many painters of the time - from Vayreda to
Rusifiol - spent time to get closer to nature. Barrau progressively de-
parted from the historical and social themes of his first work, devel-
oping landscapes with figures of rural naturalism, inspired by Jean-
Frangois Millet, and related to the social realism of Dionis Baixeras.

1899 is a key year in his pictorial career, when he moved from Paris

to Caldes d'Estrac (Barcelona). The change from the lively French
capital to the small town of the Maresme was remarkable: the con-
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trast berween the greyish cloudy skies of the north and the lumi-
nous vivacity of the Mediterranean coast is reflected in his works.
His seascapes with figures have a strong relationship with the
works of Joaquin Sorolla, sharing an intense light. An exemplary
work of this era is Fl bajio (Bathing), painted in Caldes d'Estrac in
1gog and acquired by the French government at the Salon de lo So-
ciété Nationale des Beaux-Arts (Salon of the National Society for Fine
Arts) for the Musée du Luxembourg ( Luxembourg Museum)) (cur-
rently in Dakar, at the former Palace of the General Government
of French West Africa).

Barrau maintained a dynamic exhibition activity throughout his
life: from 1887 he exhibited regularly in Barcelona, in Sala Parés
and in the Galerias Layetanas, as well as in Madrid and Paris. How-
ever, his goal was to achieve wide international recognirion: so,
following in Sorolla’s footsteps, he began to travel in the Ameri-
cas. In 190g he travelled to Argentina where he contacted the ar-
tistic promoter José Artal, and afterwards he exhibited in Buenos
Aires, Montevideo, Rio de Janeiro, Sao Paulo and New York. He
also participated continuously in the Paris Salons: before the war
of 1914, he participated thirty times, with a total of seventy-nine
works, which defines him as one of the most international Cata-

lan painters of the time.

In 1911, with a solid artistic career and a well-defined personal lan-
guage, the painter moved definitively to Ibiza, captivated by the
light, colours and customs of the island and in search of the seren-
ity necessary to continue his work.

Framing the figure of Laureano Barrau in a specific artistic current
of his time is an arduous mission. Despite his inevitable bond with
the Modernist artists of the time, his painting is hardly associated
with this artistic current, with which he himself marks a distance. A
lover of sober naturalism and loyal to academic art, Barrau limired
himself to moderate innovations in more conventional art circles.
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1888 Exposicion Universal de Barcelona, Second medal

1891 Exposicion General de Bellas Artes, Barcelona

1892 Exposicion Nacional de Bellas Artes, Madrid. Third medal

18g6 I Exposicion de Bellas Artes e Industrias Artisticas, Barcelona.
Second medal

1907 V Exposicion de Bellas Artes e Industrias Arristicas, Barcelona.
Second medal

1g10 Exposition Universelle et Internationale de Bruxelles, Second medal
Collections

Museo Nacional de Arte de Cataluna, Barcelona

Musea Municipal de Tossa de Mar, Girona

Museo Nacional del Prado, Madrid

Museo Nacional Thyssen-Bornemisza, Madrid

Fundacidn 5a Nostra, Caixa de Balears, Palma de Mallorca
Sala Barrau, Santa Eularia des Riu, Ihiza

Museo Nacional de Bellas Artes de Cuba, La Habana
Museo Nacional de Bellas Artes, Buenos Aires

Museo de Bellas Artes, Montevideo

Museo Nacional de Bellas Artes, Rio de Janeiro

Palaciodela G litat de Catalunya, Barcelona (Mural painting)
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Tossa de Mar

c. 1908
0il on canvas
78 x 100 cm

Signed “L. Barrau™

After many years living in the French capital, Laureano Bar-
rau abandoned Paris in 1899 to return to his homeland, and set-
tled in the coastal town of Caldes d’Estrac, near Barcelona. This
change of residence provoked some very evident modifications
in his pictorial work, especially due to the profound difference
in climate between the two places; on the one hand the vitality
and dynamism of a cosmopolitan capital such as Paris, charac-
terised however by a grey climare and lead-coloured skies; on
the other hand, the tranquillity of a small seaside village with a

serene and luminous ambience.

Many years before settling in Ibiza, where he lived the last
forty years of his life, the artist already rended to represent
Mediterranean landscapes and from that time, he dedicated
his work almost exclusively to painting seascapes to the point
that he earned the nickname of the “Caralan Sorolla”. Among
the virgin villages of the Costa Brava, one of his favourites was
Tossa de Mar, where Joan Brull, of the Modernist painters, the
closest to the work and moderate mentality of our painter,
invited him to spend the summer of 1903 with his wile and
muse, Berra Vallier. From this moment, his connection to this

village was continuous.

View of Tossa de Mar.
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Tossa de Mar, later called the “Blue Paradise™ by Marc Chagall, is
indeed the location that we identify in the work we present here.
With its imposing towers, the medieval part of the town, the Vila
Vella (0ld Town), is recognisable, almost completely surrounded by
walls dating from the twelfth century. At the top of the hill, we see
the profile of the ruins of the old gothic parish church. In the fore-
ground of the composition, a couple, who we see from behind, are
contemplating the magnificent landscape formed by sailboats nav-
igating on the water and the old town bathed in the evening light.

Our work doubtless denotes the influence of Sorolla’s work, evi-
dent in the way the light is captured, the vivid chromatism of the
figures, while at the same time the landscape is represented in
almost photographic detail, element that takes on prominence.
However, this comparison with the Valencian master should not
erroneously be interpreted as an amempt to emulate him, as one
of his contemporaries already recognised, the critic Alberto de
Castillo, in Goya magazine (Madrid, July-August 1950): “He is con-
sidered with reason the most characterised Catalan Sorollist. But
this anticipation of luminary pictorialism, even while true, is ex-
cessively simplistic, Barrau has always had a desire for truth from
the very beginning”.
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Mariano Bertuchi

Granada, 1884 - Tétouwan, 1955

Mariano Bertuchi was born in 1884 in Granada, where he re-
ceived his artistic training at the Escuela de Bellas Artes (School
of Fine Arts). After the first of numerous trips to North Africa,
invited by the interpreter of General O'Donnell, friend of his fa-
ther, he moved to Madrid where he entered the Real Academia
de Bellas Artes de 5an Fernando [ Royal Academy of Fine Arts of
5an Fernando) at the age of 15, as a student of the Valencian An-
tonio Mufioz Degrain.

Bertuchi enriched his academic training with repeated trips to
Morocco, a region that aroused his interest and where he would
end up living most of his life, His early work is characterised by
a love of landscape, and the atmosphere of cities such as Térouan
and Chefchaouen: markets, cafes, gardens, streets, scenes of every-
day life and ceremonies, views. He also depicted battle scenes: the
Moroccan civil war of 19o2-1903, the revolution of 1908 and scenes
of the creation of the Spanish Protectorate. To delve into discover-
ing the territory so as to capture its essence, Bertuchi even joined
the contingent of journalists accompanying the soldiers of the
Protectorate. In this early period his work was imbued with Orien-
talist romanticism, in the line of Mariane Fortuny.

In 1gn, married and with a son, he moved to San Roque (Cadiz),
in the Gibraltar region, repeatedly visiting Malaga and Granada.
In 1918 he moved with his family to Ceuta, where he combined
his commitment to local politics with an intense artistic produc-
tion, especially tourist posters and postcards, but also important
public works such as the decoration of the City Council building
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(present-day Assembly Building) and the African Casino of Ceuta,
based in the Casa de los Dragones { House of Dragons). He was also
involved in the design of the gardens of the Ceuta and Tétouan
stations and, later, the gardens of Tétouan's Plaza de Espana (cur-
rently Hassan 11 Square ).

During the third decade of the century his responsibilities as a
civil servant on the African continent grew considerably: he as-
sumed the role of corresponding academic of the Real Academia
de Bellas Artes de San Fernando (Royal Academy of Fine Arts of
San Fernando) in Tétouan and in 1928 he was appointed chief in-
spector of the Services of Fine Arts and Indigenous Arts of the city.
He also directed and promoted various cultural and heritage con-
servation institutions, such as the Moroccan Museum (now the
Ethnological Museum of Térouan), the Moroccan School of Arts
or the Preparatory School of Fine Arts, today the National Insti-
tute of Fine Arts.

His involvement in local cultural life was also manifested in his
collaboration with the High Board of Historical and Artistic Mon-
uments, to illustrate a promotional album that aimed to encour-
age tourism in the Spanish Protectorate of Morocco.

An extraordinarily prolific artist, he was immensely popular
during the period in both Morocco and Spain. However, after his
death, his figure as a painter was partially overshadowed until
the very recent recovery thanks to various exhibitions starting
from 1990.
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El patio de la Sultana

1903
il on canvas

100 X 130 CmMm

In 1904, he received an honourable mention for this work in
his debut at the Exposicion Nacional de Bellas Artes (National Ex-

hibition of Fine Arts).

Painted in 1903, when the artist was nineteen years old, this work
depicts the Patio del Ciprés de la Sultana ( Cyprus courtyard of the
Sultana), in the garden of the Generalife Palace in Granada, the
artist's hometown. This magnificent villa in the vicinity of the Al-
hambra, where ornamental gardens and orchards are integrated
into the architecture, was the retreat of the Nasrid kings of Grana-
da. Its construction was initiated at the end of the thirteenth cen-
tury. The Patio del Ciprés de la Sultana also appears in this period,
although its current appearance is the result of major changes in
the Christian era. This courtyard, whose name derives from a cen-
tury-old cypress that appears at the botom of our painting, was
the scene of a legend of Granada. According to this legend, here,
Morayma, wile of Boabdil, the last sultan of the Nasrid kingdom
of Granada, would meet her lover, a noble member of the clan of
the Abencerrajes. This led to the death of the lords of this noble
tribe, whose throats were slic.

Despite the macabre legend, Bertuchi chose a theme that had
already been the protagonist of the paintings of many artists
of the time, among them Santiago Rusifiol. At this time, when
Modernist Naturalism was still booming, Spain’s gardens were
a meeting place for artists, particularly the Palaces of Andalusia
with their oriental architectures. Mariano Bertuchi realised oth-

er similar compositions, such as the Patio de los Arrayanes he had
painted five years earlier. Caprivated by the romantic charm of
its fountains, the lush vegetation of cypresses and myrtle hedg-
es, Bertuchi follows the line of his contemporaries distinguish-
ing himsell by the very personal style he had developed from a

VETy yOUng age.

His style centred on the luminist technique, which the artist had
inherited from his Valencian master Antonio Mufioz Degrain at
the Real Academia de Bellas Artes de San Fernando in Madrid. The
real protagonists of this canvas are the warm light and vibrant
reflections, the profusion of colour and luminosity, close to the
Valencian luminists. If with maturity the contrasts between lights
and shadows were accentuated, so much so that the painter was
classified as Impressionist and even as a Post-lmpressionist, in this
magnificent work of his youth, Bertuchi expresses himself with
a quick and thick brushstroke that makes this work one of the
best of his entire production. This is confirmed by the honourable
mention that painting received in 1904 at the Exposicion Nacion-
al de Bellas Artes (National Exhibition of Fine Arts) in Madrid.

Bibliography

Album saldn, 1 January 1904, fig. p.163.

Exhibitions

1904 Exposicion General de Bellas Artes e Industrias Artésticas, Madrid { cat. no.
152, . 13)

Mariano Bertuchi, Patio de los Arrayanes,
Alhambra de Granada, oil on canvas, 1898, Private

collection.

View of the Patio de la Sultana, Granada.
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Francesc Gimeno

Tortosa, 1858 - Barcelona, 1927

Francesc Gimeno was born in Tortosa, in the south of Cartalo-
nia, in 1858 From a humble family of farmers, at a very young age
he discovered the art of drawing thanks to his neighbour Francesc
Tio, whowas a lithographer. At the age of fourteen, he began work-
ing in the studios of Manuel Marqués, the most prestigious deco-
rative painter in the city. Moving to Barcelona in the early 1980s,
he continued to work as a wall painter in Joan Parera's studio, but
in his free time he devoted himself to easel painting. In the city of
Barcelona, he became friends with the artists Eliseu Meifrén, Josep
Lluis Pellicer and Ramiro Lorenzale. His youthful works are char-
acterised by a preference for landscape, in particular coastal ones,

and are charged with sweet lyricism.

In 1884, Gimeno went to Madrid to study at the Escuela Superior
de Bellas Artes (High School of Fine Art), with Carlos de Haes, pro-
fessor of landscape, and companion on excursions to paint from
nature. The romantic and idealised realism of his canvases shows
the influence of this teacher. The painter also took advantage
of his sojourn in Madrid to assiduously visit the Museo del Pra-
do (Prado Museum ), where he copied from the masters, among
whom he particularly admired Velizquez, Ribera, and Murillo.

He returned to Catalonia three years later. With Modest Urgell, he
travelled to Torroella de Montgri and established a patronship,
albeit modest, relation with Ramon Call. In 1888 he married Cate-
rina Massaguer. According to his biographers, it is from this mo-
ment that the artist's personality changed. It was the beginning of
aphase of inner tumult that would characterise him for the restof
his life and led him to refuse the protection of different benefac-
tors and, finally, to selEmargination.

Recently married, Gimeno settled in Barcelona, where he lived in
constant economic precariousness with a single decoraror's sala-

ry, robbing hours from sleep in order to paint. However, the dec-
ade of the 189019005 is considered his “euphoric era”, his paint-
ing reaching full maturity with a plastic language and expressive
realism that revealed Velazquez's influence. During these years,
the artist continued to dedicate himself to landscape painting,
of the Costa Brava and over all of Torroella, making his canvases
reflect the interpretation of a universally beautiful and perfect
nature, thus revealing his pantheistic vision of the world. He also
worked on indoor scenes, especially portraits and selFportraits,
the other genre preferred by the arrist.

The spirituality and austerity of his character led to the figure of
Gimeno not being adequartely appreciated by the Barcelona pub-
lic of the time, unable to understand his harsh works, the prole-
tarian themes, and the strong brushstroke, considered devoid
of sensitivity and refinement. Despite lacking the support of the
multitudes, Gimeno had a circle of admirers who, at the initiative
of the painter Ignasi Mallol, organised his first solo exhibition
at the Sala Dalmau in Barcelona in 1915, This retrospective, of a
vindicative nature, conferred recognition for the frst time on Gi-
meno's artistic work and obtained a discreet critical success. It is
also an opportunity to meet with his childhood friend, Dr. Franc-
esc Bedds, who from then on contributed financially to facilitate
the artist's pictorial campaigns in Sabadell, Séller (Mallorca, 1g16),

Girona, Begur and Tarragona.

Unil that time disconnected from the art market, Gimeno began
presenting his work in galleries and official exhibitions. He partici-
pated in the Salon dAutomne (Autumn Salon) of 1920 and in 1921, at
the Exposicid d'Art Catala (Exhibition of Catalan Art) in Lisbon, and
individually at the Real Academia de Sabadell {Royal Academy of Sa-
badell). Further, the Sala Parés, in 1925, organised a tribute exhibition,
but his recognition was only culminated after his death in 1927.
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Cove (El Paradis)

gy
0il on canvas

Gix 45cm

Among the several pictorial campaigns that Gimeno carried
out on the Costa Brava throughout his lifetime, his production of
the year 1917 certainly stands out, when the artist settled in Begur
and, during a few months, in Fornells. The canvases done there,
considered the best seascapes in his catalogue, share the same pic-
torial concept and formal characteristics as the Majorcan canvas-
es, where he had been the previous year on request of his friend
and protector, Dr. Bedés.

Gimeno was fascinated by the spectacular vision of the then wild
cliffs of the Costa Brava: he sought unusual views with complicat-
ed access, such as our painting, which he describes in his letters
to the family as “panoramic views of charming poetry™! With nar-
row and abrupt fragments, our cove represents a small beach with
moored boats, with the El Paradis estate in the background, as in
another very similar version of slightly smaller dimensions that is
preserved in the Abelld Collection in Madrid (El puerto de Ses Orats
con la finca El Paradis (The port of Ses Orats with the El Paradis estate).

It is not a romantic vision but a direct presentation, devoid of
anecdotes, of reality. The painter constructs the landscape juxta-
posing patches of colour of harmonious ochre, sienna and red-
dish tones of the earth, whose fusion is left to the visual percep-
tion. The delicate light, extended without being dazzling, plays
a key role in these chromatic effects. The brushstroke of crude
lines and rough textures are typical of the energetic execution
of the painter. In addition, the untraditional framing adopted is
interesting. During these years Gimeno was fine-tuning his cut-
off framing, from a high point of view, reaching maximum au-
dacity. Here he uses a diametrically opposed solution yet retains
the same depth structuring by using different planes. The sky, as
on many other occasions, only takes up a minimal space at the
top of the canvas.

Taking advantage of natural light, Gimeno worked “from sun to
sun”. Impressed by the luminosity ofhis works, the chronicler Fer-

ran Agullé - known by the pseudonym “Pol” - commented: “The
impression of that canvas on which the painter's brush was rep-
resenting light, the red, blue, green rocks, the luminous rocks of
Fornells. Tt was a scrap of light that passed from the brush to the
canvas; it was an admirable creative spirit of truth, a sincere and
high transmission of a rue impression sublimated by art"?

This painting, dating from the Begur period, demonstrates his ex-
pressionism and dynamism, his very personal concept of dealing
with the landscape, of describing the rocks and water bathed by
intense light, of capturing the changing appearance of nature.
The critics, after the impact created at the French Art Exhibition
held in 1917, thus comment in the Hustracié catalana Gimeno's ex-
hibition at the Salon Goya Salon the same year: “During the past
Exhibition of French Art, more than once and more than twice
we have had the idea that Gimeno, among the Cézannes, the
Sisleys and especially the Manets, would not be snubbed. He is
of the same manner and is honourably like them”! However, we
know that the French Impressionists had no direct influence on
Gimeno, who carried out his independent trajectory by reaching
similar formal solutions: plein air, sketchiness, asymmetric fram-
ing, intense chromatism and the consideration of light as a con-
figurative element of the landscape.
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Ramon Marti Alsina

Barcelona, 1826 - 1894

Ramon Marti Alsina began his artistic raining by atending
evening classes at the Escuela de Bellas Artes de Barcelona (School
of Fine Arts in Barcelona) until 1845. From a humble family, he
started at a very young age to do portraits of relatives and man-
aged to achieve some recognition among the bourgeoisie of
Mataro, where his mother was born. When he sertled in Barcelo-
na, he focused on the theme of landscape, capturing genre scenes
of the popular classes which he converted into the real protago-
nists of his compositions: the Encants, the Boqueria market or the

fishermen of the Barceloneta.

From 1848 he made a series of trips to Paris and became fasci-
nated by the painting of Horace Vernet (1789-1863) and Eugéne
Delacroix (17981863 ). His recognition in the artistic market led
him to obtain the position of professor of Linear Drawing and
Figure Drawing at the School of Fine Arts of Barcelona in 1852,
He was appointed academic at the Real Academia Catalana de
Bellas Artes de San Jorge (Royal Fine Arts of Sant Jordi) in 1855
and, from that moment on, popularised realistic painting of
French tradition in Catalonia. He visited the Paris World's Fair
of the same year and the famous “Pavilion of Realism” of Gus-
tave Courbet [1819-1877) atrracted his enthusiasm, as well as the
painting of I'Ecole de Barbizon (the Barbizon school). From then

16

on, Ramon Marti Alsina focused all his efforts on emulating the
conceptand style of Courbet and became the ultimate exponent
of realistic landscape in Catalonia.

At the Exposicion Nacional de Bellas Artes (National Exhibition
of Fine Arts) in 1858 he presented six works including Estudio del
natural {Study from life), with which he won the Third class med-
al, and Ultime dia de Numancia (Last Day of Numancia), a historical
painting thatwas acquired by the Spanish State and is currently in
the Museo Nacional del Prado (Prado Museum ). Two years later, at
the National Exhibition of Fine Arts in Madrid he won the Second
class medal thanks to the landscape Pais | Country),

Ramén Marti Alsina democratised the theme of landscape and plein
air in Catalonia and his painting was one of the most consumed at
the end of the nineteenth century in Spain. He maintained several
workshops with numerous collaborators who ensured production
in the face of the widespread demand for his work. Of all the cas-
es, disciples such as Ramon Tusquets (1838-1904), Modest Urgell
(18391919}, Joaquim Vayreda (1843-1894) and Baldomer Galofre
(1846-1902) among many others, deserve to be highlighted. All of
them continued Marti Alsina's approach to landscape, modernis-
ing it and opening new lines of pictorial expression.
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Marina

Oil on canvas

115 X 247 €M

This work is a good example of the type of landscapes pro-
duced by Ramon Marti Alsina. The painter used the formulas of
Courbet's realistic painting but gave the landscape even greater
presence. Thus, in this case, the figures that appear are a mere
complement to animate the scene and build the proportions of
the segment of coastline portrayed by the artist. For this composi-
tion, he opted for a large format in which the landscape is the au-
thentic and unique protagonist. Marti claimed with his work the
relevance that landscape must occupy as a pictorial genre, thus
opposing the hierarchy imposed by academies and tradition. On
this topic, the artist himself wrote: *to those who by pedantry, out
of ignorance or aridity of soul, demote it to the last terminus of
art, forgeing that, in doing so, they demote, with it the descrip-
tions of nature written by the greatest poets of mankind™

The painter develops an epic ode to nature, treated with as much
detail and analytical observation as possible, characteristic as-
pects of nineteenth century Realism. Despite the objectivity with
which Ramon Marti Alsina captures each of the elements that
make up this landscape, both the theme of the storm over the sea
and the quick brushstrokes denote some passion. It is an exciting
landscape, which impresses with the tremendous storm that ex-
plodes at the background of the composition within which the
boats seem to be swallowed irretrievably. Along the path thar is
defined between the rocks of the coast, the fishermen rush to
gather up their belongings and flee to take refuge.

The colours that combine various shades of blue darken by de-
grees and alternate with the white pigment, treated with a larger
thickness to simulate the increasing swell. The brownish greens
of the rocky spaces combine with the darkness of the grey, almost
black, clouds, where the sky opens allowing a ray of light to pass,
conferring greater drama and, in turn, highlighting the presence
of the ship lost in a wind that, one senses, is impossible to control.

The canvas is part of a series of seascapes that Marti Alsina pro-
duced throughout his career and that was in high demand in the
Spanish art market of the late nineteenth century. The success of
this type of compositions established the painter as one of the
most relevant artists of the moment, creating a style and laying
the foundations of modern painting in Barcelona.
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Eliseu Meifrén

Barcelona, 1957 —1940

Eliseu Meifrén started to study medicine, although he soon
abandoned those studies, knowing his true vocation for drawing
and painting. This decision led him to enter the School of Fine
Arts in Barcelona, where his teachers were renowned artists such
as the portrait painter Antonio Caba (1838-1907) or the landscape
artist Ramon Marti Alsina (1826-1894).

In 1879 he ook his frst trip to Paris where he came into con-
tact with the work of Impressionists such as Camille Pissarro
(1830-1903), Edgar Degas (1834-1917) or Pierre-Auguste Renoir
(1841-1919), as well as the revolution of colour and light that
these artists had initiated. The impact of this new French paint-
ing on Meifrén was key in the evolution of his work. From then
on, the plein air and the desire to caprure the light in the land-
scape were the protagonists of his pictorial approach until the
end of his days. His training in Paris and his trips in ltaly gave
rise to various prizes in the same year, in the Regional Exhibition
of Fine Arts in Valencia and the Regional Exhibition in Vilanova
ila Geltrid (Catalunya).

In 1883 he stayed a second time in Paris, time in which Meifrén cen-
tred his work on portraying the modernity and dynamism of the
City of Light. In the National Exhibition of Fine Arts in Madrid in

1887, he was awarded the Third class medal, which demonstrated
the favourable reception by the critics of his series of landscapes
done in the Costa Brava and the Port of Barcelona.

Meifrén’s painting was consecrated by being awarded the Medal
in the Universal Exhibition in Paris (1889} in the international are-
na and his first individual show in the Sala Parés the same year
within the local market. What is more, Meifrén formed part of
the nucleus of artists associated with Modernism in Catalonia. To-
gether with his friend Santiago Rusinol (1861-1971), he discovered
the magic light of Sitges in 1891 and participated actively in the
different Modernist fairs,

Of a Bohemian and provocative character, Meifrén in a clear ex-
ample of the nomadic artist, constantly seeking new locations in
which to study light, colour and free impression. His life is full of
trips the world over in which he received prizes and recognitions,
becoming recognised as one of the principal Spanish painters
of his time. To the recurrent sojourns in Paris and Majorca, we
should add other places, among which are especially important
Sitges (1891}, Canary Islands (1897), Buenos Aires (1900 and 1910),
Pontevedra (1go8), Chile (1g10), Belgium (1910), ltaly (1889, 1890
and 1g10) or New York (1g16).
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Port Lligat

Oil on canvas

i xificm

Signed “Eliseo Meifren™

Eliseu Meifrén acquired a small house in Port Lligat in 1886,
near Cadaqués. From this moment, he converted the corners of this
fisherman’s village into one of the principal themes of his painting,
before other artists expressed interest in that landscape decades
afterwards, including Salvador Dali, Pablo Picasso, André Breton
or Marcel Duchamp. Meifrén prioritised the nocturnal landscapes
of the locality, making use of the pale lunar light projected on the
clouds, the sea, and the fishermen’s houses. By the same roken, dusk
isalso habitual in the landscapes of Port Lligar. In this second group
the chromatic nuances are exploited to an extreme by the painter,
generating an atmosphere of strong contrasts which clearly dove-
tails with romantic scenes, leaving aside Impressionist concepts
that Meifrén himself alternated in his work.

Port Lligat is a work that is surely framed in this period. In this
composition, the sun is shrouded by a veil of pale white, laven-
der and bluish clouds that blend into the background and de-
limit and transform the elements of the landscape, projecting

Eliseu Meifrén, Vora del rin, oil on canvas, Donostia,

Museo de San Telmo.

a4

them on the still water of the bay. The detailed study of natural
light and its effects generates a mysterious and almost mystical
atmosphere. Meifrén used short brushstrokes to develop the
rhythms of colour from the sun towards the different elements
and the water. This serves to develop a meticulous study of the
variation of tones characteristic of dusk. The only elements that
Meifrén defines with more precision are the two small boats
in the foreground which emerge from the right and whose sil-
houette against the reflection of the sun on the sea creates an
extremely attractive contrast.,

This large format work is a paradigmatic example of the picto-
rial result of the Meifrén's artistic campaigns in Cadaqués, Port
Lligat and Port de la Selva. Without doubt, he was one of the Cat-
alan artists who best captured the sky and its chromatic effects
at the different moments of the day, being one of the most val-
ued creators in the Spanish artistic circuit throughout his career
as well as after his death,
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Shore with figures

€. 1910
0il on canvas
Gix73cm

Signed “E. Meifren™

As a result of various sojourns in Paris, Eliseu Meifrén was
marked by the influence of the Impressionists and is considered
one of the first to introduce the Impressionist movement in Cata-
lonia. The influence of Impressionism can be seen in his composi-
tions and in his painting done in plein air as did the French artists
of this school: his initial landscapes characterised by his academic
training later evolved towards a purely impressionist language.

Meifrén travelled extensively. From 1goo his horizons were wid-
ened considerably beyond the lands of Spain and France, and he
painted landscapes in the Canary Islands and South America. In
his works, he tends to reduce the human presence or that of do-
mestic animals, or they only appear in an ancillary manner, and
emphasises the grandeur of the landscape. He captures the pass-
ing of time expressed in the incessant movement of water and
air. He specialised in the representation of greyish skies or ones
charged with dense clouds which gave life to his compositions,

The chronological and geographic classification of Meifrén's land-
scapes is exceedingly difficult, since he frequently did not date his
compaositions or give indications on the location of the site where
he painted from life. One element that can orient us in dating his
works, apart from their intrinsic quality, is his signature. In his
first works, until 18go approximately, he signed in upper case let-
ters, with an initial *“M" that that stood out due to its stylisation
as a kind of rubric and dated his works with only two figures. As

1 Mercé Vidal, Meifrén, Barcelona, Editorial ALISA, 1ggn.
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his work matured, Meifrén stopped dating his compositions and
changed his signature: he started to sign in lower case letters,
apart from the initials, and in a looser fashion. However, his signa-
ture only gives us some limited indications to date his works, and
it is necessary to concentrate on other elements as well in order to
determine the chronology of this work.

This view of the sea or a river, signed “E. Meifren” in very free
lower-case letters, possibly represents a landscape in the north-
ern coast of Spain. We could situate it chronologically towards
1910 due to its general aspect, in a period described as a “period
of eclosion” by Mercé Vidal,' who emphasises that in the works
of this period “there is no sign of weakness". In this period, he
painted few mountain landscapes and was more attracted by
the abruptness of the sea, by beaches or by plains traversed by a
river. It is possible to see representations of beaches with exten-
sive sandbanks often punctuated by some beached boat and by
figures in movement. This work fits perfectly with the pictorial
device adopred by Eliseu Meifrén in his mature period: the per-
fect balance between sky and earth, the sea with the extensive
beach with sketchy figures and small boats, crowned by dense
and spongy clouds in movement. In this vibrant and animated
landscape, elaborated using patches of colour and visible brush-
strokes, the influence of the Impressionists is very evident. It
constitutes a clear example of his more finished work, a synthe-
sis of all his pictorial advances.
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Garden

€. 14920
Oil on canvas
G3x 74 cm

Meifrén returned to Barcelona after a trip to the United Stated
between 1915 and 1917, where he triumphed in competitions such

as the International Exhibition in San Francisco (1915) or the Inter-

national Exhibition in San Diego (1916) and lived for a time in New
York. His American journey had brought him fame, prestige, and
fortune. However, after becoming a victim of fraud at the hands of
his personal secretary, Meifrén was ruined and forced to return,

bringing his ascendant career in the United 5tates to an end.

Upon his return, he settled again in Barcelona and recovered his
production of one of his principal themes: private patios and gar-
dens. This type of compositions is based on a totally Impression-
ist approach, characterised by a wide chromatic range developed
as much in the walls of the patios as in the plant species that live
there, generating strong and attractive contrasts, Colour is the
true protagonist and invades the whole compaosition, distributed
through larger and fuller brushstrokes that in his previous work.

48

Colours explode through the floral exuberance and thanks to
the luminosity of the garden itself, whose wall done in blue and
subtle shades of orange serve to complement and emphasise an
attractive contrast through the play of complementary colours.
The roses and lilies stand out among the infinite shades of green
which invade the space.

This type of garden view, on many occasions of the private garden
of the artist’s house on Majorca, represent one of the landmarks
of his career. They mark the start of a new pictorial moment in
which the free and Impressionist brushstrokes acquire greater
prominence, These compositions aided him to triumph in the
local artistic market, exhibiting again in Sala Parés, las Galerias
Layetanas or Sala Gaspar. These shows allowed him to recover eco-
nomically and the works exhibited in them represent, currently,
some of the pieces of the most relevant moments in the mature
career of Meifrén.
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Joaquim Mir

Barcelona, 1873 -1940

|oaquim Mir is, without a doubt, the great Spanish landscape
painter of the late nineteenth and early twentieth centuries. His
personal, bold, and intuitive pictorial approach was the result of
constant, courageous, and limitless experimentation, which led
him to achieve unique results.

Despite being enrolled in the School of Fine Arts of Barcelona, Mir
continued to teach himsell, activity which he combined with class-
es at the private academy of the painter Lluis Graner (18631929
Interested in landscape themes, at the start of his career Mir was as-
sociated with a group of artists of his generation with whom he cap-
tured suburban landscapes in which yellow tones predominated.
Among them were creators such as Isidre Nonell (1872191 ), Ricard
Canals (1876-1931) or Ramon Pichot (1872-1925). He was part of the
circle of Modernists from Barcelona who gathered at the Els 4 Gats
tavern, where he met a young Picasso (1881-1973). He exhibited as-
siduously there from 1897, combining these exhibitions with more
formal ones such as those put on in Sala Parés.

Despite occasional recognition such as medals in official compe-
titions and some honourable mentions, [oaquim Mir decided to
distance himself from the art circuit in order to find a personal
language with which to express himself freely. This motivation
led him to settle in Majorca from 18gg, where he became fascinar-
ed by its pure and wild nature, one that had hardly been touched
by man. The grotroes, caves, torrents and coves became the pro-
tagonists of his compositions. It was surely one of the main mo-
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ments of his career, because there he would develop a new way of
painting, where arbitrary colours and brushstrokes create intui-
tive and free compositions that flirted with abstraction.

In 1904 he suffered a fall that knocked him unconscious and
forced the artist to return to Catalonia to be admitted to the Pere
Mata Psychiatric Institute in Reus for almost two years.

He settled afterwards in Camp de Tarragona, where he continued
his free interpretation of the landscape, in a synthesis that some-
times borders on abstraction. Despite his audacity, his work be-
gan to be valued for its different and bold result. In this manner,
the exhibitions at 5ala Parés were continuous, especially when
Mir was already in full maturity and his vibrant landscapes began
to become more moderate and contained. In 1921 he established
his definitive residence in Vilanova i la Gelori, where he lived un-
til his death in 1940. This stage represents his consolidation in the
artistic market, not only locally, butalso internationally, as he par-
ticipated in exhibitions held in London and Buenos Aires where
his painting was valued and acquired by important collectors of
the time.

His independence led him to realise an authentic and profound
revolution in painting where patterns, impressions, arbitrary co-
lour and spontaneity and freedom of brushstrokes shaped works
that surpass the initial approach of Fauvism and even advanced to-
wards abstraction and avant-gardes of the early rwentieth century.
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Cave in Majorca (Sa Calobra)

19603
0il on canvas
100 X B1cm

*17 febrero 19o3™ (17 February 1gog) on the back

At the end of 1899, Joaquim Mira travelled to Majorca, where
he would remain until he suffered an accident in 1904. There, he
coincided with William Degouve de Nuncques (1867-1935) and,
later, with Santiago Rusinol (1861-1931) with whom he collaborat-
ed in the ambitious project of the decoration of the Palma Gran
Hotel. However, his principal objective was to find a new pictorial
language and much more personal lines of expression. The main
driving force of Mir in this period can be translated into these
words: “ have many things inside me. That they will out, | swear
it; but I do not see them clearly and this causes me to despair™. The
wild nature of the north of Majorca became his principal ally to
give free rein to this explosive force through which the painter
connected and gave form to new manners of pictorial expression,
so absolutely personal and charged with force and energy.

During his stay on the island, Mir sought out natural spaces and
landscapes where human presence was inexistent. The relief of
the terrain, the rugged rocks, the almost inaccessible mountains
and coves, definitively, nature in its purest and most hostile form,
would be the starting points for his new painting. These natural
references invaded Mir's landscapes, especially berween 1902 and
1904, and his technique evolved rapidly towards a freer brushwork,
longer, spontaneous, and energetic, charged with expressiviry.

Cave in Mallorca is a work painted in 1903, It is one of the most out-
standing canvases of the series that Mir dedicated to the Pareis
torrent, near the 5a Calobra cove, in the north of Majorca. This
canvas forms part of a group of pieces that mark one of the prin-
ciple creative moments of Mir's career, in his search for his own
language based on nature and able to provoke emotion through
light and colour. The unusual forms of rocks eroded by water and
wind generate a magic composition with striking colours that are
almost phosphorescent, close to approaches linked to fauve paint-
ing and to abstraction.

In this respect, the writer Miguel de Unamuno (1864-1936) af-
firmed the following: “No, they are not fantastic deliriums that
have been painted by the great poet of light of Majorca, the paint-
er Mir, who, drunk on light as cicadas oft are, in the same way that
the cicadas sing among the pines, cradled in the sleepy siesta of
the sea, with a shiver in their entrails”.
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The landscape elements are worked in a synthetic manner and
are only suggested to the spectator, conforming a dreamy image
which is only insinuated through the rhythms of colour, the free
and wide brushstrokes which tend to fall in sinuous verticals and
the blocks of colour which alternate to produce a sensation of
depth and the nooks and crannies of the cave.

The landscape motifs, in the case the cave of Sa Calobra cove,
are magnified and become the sole protagonist, withour need for
justification and lacking any other accessory elements. Neither
sky, nor figures, nor any other detail which is not the cave itself
and the sensation generated by it. There is no figurative reference,
Mir does not need it. The horizon disappears and the structure of
the cave invades the whole composition of the canvas. This work
represents, without a doubt, one of the most modern approaches
of Mir's painting and marks a turning point in the evolution of
Spanish landscape painting.
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Garden. Reus

1906
il on canvas
Bix100cm

During his stay in Majorca, joaquim Mir suffered a terrible
fall while painting on the cliffs of the Pareis torrent and the caves
at 5a Calobra. Although the exact causes of the accident are not
lknown, what is certain is that this event accentuated the eccen-
tricities and the incipient mental illness of the painter, as well as
his conception of the world, He almost lost his life due to the fall
and it caused him grave cerebral damage, obliging him to leave
the island of Majorca and be interned in the Psychiatric Institure
Pere Mata in Reus for almost two years (1905 and 1906). During
his internment, Mir painted the garden of the asylum and its
maodernist pavilions, work of the architect Lluis Doménech i
Montaner (1849-1923).

This personal episode initiated what was the best productive pe-
riod of Mir, who came to be considered one of the most revolu-
tionary landscape painters of European painting and whose work

intersects with the first examples of abstraction in the west.

The work Garden. Reus of 1906 is one of the most representative
paintings of that moment. This work perfectly demonstrates a
new technique of brushstrokes used by the painter to organise
his landscape compositions. The delirious, vertical, sinuous, and
fantastic lines of Majorca gave way to shorter and more contained
brushwork, creating impact. These brushstrokes are united much
as a mosaic to attain a symphony of colours in which the elements
are worked up synthetically and intuitively and appear merely as
inferences. As in an almost incomplete exercise, Mir proposes to
the spectator to complete the landscape starting from this play
of vigorous and free brushstrokes. The public recomposes the
elements through colour and mentally completes the landscape.
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The strokes of the brush construct the vegetal and architectonic
elements and the planes of depth by way of chromatic masses. The
life of nature explodes through colour and acquires a surprising
personality which fuses with the subjective vison of the painter.

Regarding this time, Joaquim Folch i Torres made the following
comment: “He now only makes colour. Let us not strive to discov-
er anything through his purely decorative marks. Neither trees,
nor air, nor ground, nor any living things, nor dead things. Co-
lours and that is it, blots, and nothing more, But colours and blots
that are marvellous, unexpected, that, even if they do not speak of
the world, please the eyes. Mir is a case of the extreme exaltation
of this principle of colour for the sake of colour”.
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Landscape

€. 1925
0il on canvas

71X gicm

In August 1921, Joaguim Mir married Maria Estalella in Vila-
nova i la Geliri. Some months afterwards, he would settle in
this locality, first in a house on the seashore and, afterwards, in a
house with a garden, vegetable patch and henhouse, which would
become one of the central themes of his paintings in the last pe-
riod of his career. In addition, during this decade, Mir went on a
series of short trips to near-by locations such as Canyelles, Calafell
or Alforja, among others, These trips allowed him to discover new
places where light, and rhe connection of light with nature and

the sea, allowed him to attain new pictorial achievemnents.

We situate the work Paisaje (Landscape } in this period. It is proba-
bly a landscape in Vilanova or Calafell due to the characteristics
of the brushstrokes and the overall composition of the paint-
ing. It can be clearly seen how Mir captures the humidity and
the suffocating sun associated with the coast. His brushstrokes
are thicker than they were in his Majorcan and Camp de Tarra-
gona periods, dense and clumpy, and the decomposition of the
colours serves to dilute the contours of the elements making
up the landscape. This idea can be clearly seen in the tree which
serves as the central axis of the whole composition. This element
is the main protagonist of the painting and divides the land-
scape into two well differentiated sections: the section on the
left, where the painter works the countryside with a high hori-
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zon and leaves a small part for the sky; and the area on the right,
where the luminous clouds open, connecting with the sea and a
stone wall in the shadows which contributes to the sensation of
volume and depth.

The contrast is accentuated in the foreground, where a horizon-
tal shadow cuts across transversally, and the rest of the compo-
sition emerges from it with an intense light which allows Mir
to work up an infinity of green and yellow-ochre tones, both to
construct the countryside and the vegetation as well as to give
form to the tree. The brushstrokes are vigorous, spontaneous,
and intuitive, and present clumps which add interesting materi-
al effects, enriching the form of the tree, and so highlighting its

prominence in the composition.

The work recalls other compositions of the same period, especial-
Ty the views that Mir painted of Vilanova from the Collada, and as
such a fantastic example of the paintings of this artist in his last
productive period. The canvas shows the absolute freedom of Mir's
brushstrokes in a moment that he had already abandoned the “mo-
saic” brushstrokes and the striking and arbitrarily applied colours
of his previous periods. In this way, the artist achieved a more un-
derstandable style of painting, which was a resounding success in

the local and international market until his death in 1940.






Isidre Nonell

Barcelona, 1872 - 191

Isidre Nonell was born in Barcelona in 1872. The son of a
small manufacturer, he managed to free himself from the ob-
ligations of the family business to devote himself to painting.
At the age of twelve he entered the Academy of Drawing as a
disciple of Josep Mirabent and later Gabriel Martinez Altés'
painting school. In 1889 he signed up for private lessons from
Lluis Graner, an artist very much in vogue in those years for his
effective and socially themed works that surely profoundly in-
Auenced the young artist.

In 1893 Nonell embarked on a new stage of his career, entering the
Escuela de la Llotja (Llotja art school), where he coincided with
Ramon Canals, Juli Vallmitjana, Ramon Pichot and his old friends
Joaguim Mir and Xavier Nogués. Disgruntled by the academism
of the courses, the artists organised field outings on the outskirts
of Barcelona, in search of unspoiled landscapes to paint from na-
ture, and founded the Colla del Safro (saffron group), so called
due to the distinctive yellowish colour of their paintings. In this
early period, landscape and capruring light were Nonell's main in-
terests. In fact, when the artist began exhibiting in the Sala Farés
in 1892, critics described his works as Impressionist.

Apart from the landscapes, Nonell also demonstrated a strong
interest in the human figure, theme which would later play a pre-
dominant role in his painting. In particular, he was interested in
the people of the street, the humblest, disadvantaged or margin-
alised in society. His caricatures, published in the newspaper La
Vanguardia where he collaborated, did not seek to ridicule, buton
the contrary, to denounce poverty in the city. His interest in the
human figure reached its highest level after his stay in Caldes de
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Boi, where the artist travelled in the summer of 1896 with Ricard
Canals and with juli Vallmitjana. Here he was deeply impressed
by the detormations of the inhabitants of this isolated mountain
community in the Pyrenees, where inbreeding was still wide-
spread, and began his well-known series of drawings of people
suffering from cretinism.

Between 1897 and 1900 Nonell spent two long sojourns in Paris
to learn about the most modern French painting, especially ap-
preciating the painting of Puvis de Chavannes, Whistler and the
Impressionists. He presented several drawings at the Salon du
Champ-de-Mars, participated in the XV Exposition des Peintres Im-
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pressionnistes et 5 sand exhibired in several galleries in the
French capital. He progressively abandoned landscape to focus

almost exclusively on igures and a few still lifes.

When, at the beginning of the new century, the artist returned de-
finitively to Barcelona, his interest centred on portraits of gypsies,
the series that has made him most famous. Characterised by small
vermicular brushstrokes, between 1901 and 1906 dark greenish
and reddish colours prevailed. From 1go7 he continued to dedi-
care himself to a new vision of women using softer tones. During
these years, the artist continued to send works to the Salons du
Champs-de-Mars and to exhibit in the Sala Parés, the Barcelona

Athenaeum and the Galerias Dalmau in Barcelona.

In 1911, Nonell died premarturely at the age of 38, victim of typhus.
Principal hgure of Catalan postmodernism, the painter brought
an important aesthetic renewal to the art of the country and was a
faithful witness to a crisis stage in Catalan life.
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Morning sun

1896
0il on canvas

72X gocm

Provenance

Niiria Marti de Pujadas Collecrion, Barcelona

A very unusual and particular work of Isidre Nonell's cata-
logue, Soleil matinal (Morning sun) is a canvas from the painter's
first period, when he was only twenty-four years old. The young
artist, following the line marked by the Catalan naturalists such
as Rusiniol and Vayreda, painted landscapes. At that time, in Bar-
celona, he was known for his modernity, although his work did
not have much in common with the painters of the immediately

previous generation.

Having adopted the luminist painting of the Escuela de Sitges ( Sit-
ges School), Nonell progressed to yellowish suburban visions of
Barcelona. At this early stage of his artistic career, unhappy with
the academicism of the schools and painting academies he had
frequented, Nonell organised frequent outings with his friends
Canals, Vallmitjana, Pichot and Mir, to the outskirts of the city in
search of unspoiled landscapes to paint from life, in particular fre-
quenting the area of Sant Marti de Provengals. With them, Nonell
founded a group called *Colla de Sant Marti” (Sant Marti group),
better known as “Colla del Safra” (Saffron group), with reference

to the saffron yellow colour they used to employ in their works.

Catalan painters influenced by the Impressionists had as their
common interest to capture light at different times of the day and
atdifferent seasons. A few years before going to Paris and getting to
know the works of the French Impressionists directly, Nonell and
his companions had come to the same conclusions regarding the
depiction of particular atmospheric moments and the represen-
tation of light and colours. Surely, he had seen reproductions of
Millet's works in magazines, such as Las espigadoras (Tillers ) (1857),
which fostered the development of painting of landscapes with
peasants and had a great influence on Nonell and Claude Mon-
et (Les meules, c.18g0), Vincent Van Gogh (Les meules en Provence,
1888), or Camille Pissarro.

Our painting represents an exceptional example of Nonell's first
period, being one of the few landscapes done in oil in his catalogue.
The composition focuses on two large haystacks in a wheat field. In
the background, a group of cottages surrounded by trees and green
meadows stand out against some trees and a celeste blue sky. Three
working peasants are the only figures in this luminous rural set-

ting, in which colours and light play a significant role.
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This painting was presented at the Sala Parés in the 1896 exhi-
bition, along with another oil painting entitled Cap al tard. Sant
Marti de Provencals (Towards the evening. Sant Marti de Provencals),
now conserved in a private collection in Barcelona. A more
blurred vision probably of the same landscape, it is interesting to
note how the artist uses the same range of colours, but inverting
them, saffron yellow colours a sunset sky and various shades of
green and blue are used for the cultivated fields.
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Alexandre Cirici Pellicer, El arte modernista cataldn, Barcelona, Ayma, 1951,
fig. p-355.

Enric Jardi, Nonell, Barcelona, Poligrala, 196q, fig 16 p. 23 {(ed. 1985, fig. 17 p. 27).
Isidre Nonell, Barcelona, Poligrafa, 1995, fig. 3.
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1896 11l Exposicion de Bellas Artes e Industrias Artisticas de Barcelona.
Honourable mention

Isidre Nonell, Cap al tard. Sant Marti de Provengals,

(Towards the evening. Sant Marti de Provengals |, 1896, oil
on canvas. Private collection.
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Francisco Pradilla

Villanueva de Gallego, Zaragoza, 1848 - Madrid, w92

Pradilla’s training was typical of the painters of his time. He
studied until 1865 in the Academia de Zaragoza and then went
to Madrid where he alternated copying works in the Museo del
Prado with studies in the Real Academia de San Fernando ( Royal
Academy of Fine Arts of San Fernando ). In 1874, he went on schol-
arship to Rome where he stayed for three years; in the paintings
that he sent from there during this time, one can already see his
ability to portray the atmosphere of his time; natural realism.
There, in the capital on the Tiber, he completed what would be
his grand work, Dojia fuana la Loca (Dofia Juana “the mad") (Ma-
drid, Museo del Prado), a historical character who atracted him
greatly and to whom he would dedicate various compositions.
He was soon successful in his own country as well as internation-
ally. In 18791882, he painted La rendicidn de Granada (The Surren-
der of Granada ), which would become his second grand histori-
cal painting, praised by rthe critics and the public ar large, and
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which is today one of the great historical paintings of the Span-

ish nineteenth century.

In 1881 he was inducted as an academic into the Academia de San
Fernando, and named Director of the Spanish Academy in Rome,
position that he resigned from eight months later in order to at-
tend to his artistic commissions.

As the century waned to a close, Pradilla’s fortune took a turn for
the worse. He lost all his savings in the bankruptcy of the Villo-
das Bank (1892) and his daughter died. Both these events plunged
him into profound sorrow and apathy towards art, which he had
to overcome to increase his production. In 1896, he was named
Director of the Museo del Prado, position that he resigned from
two years later. He retired to his palace studio in Madrid, where he
lived in reclusion until the end of his days.



Awards
1878 Exposicion Nacional de Bellas Artes, Madrid, Medal of Honour
1878 Exposition Universelle de Paris. Medal of Honour

1893 Exhibition of Munich. First prize

Collections

Museo Nacional del Prado, Madrid
Palace of rhe Senare, Madrid

City hall, Madrid

Museo de Zaragoza

Carmen Thyssen-Bornemisza Collection
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Puerto de Montana

.8

Qil on canvas

37X 57cm

Signed “F Pradilla”

In addition to his historical paintings, for which Pradillais a
well-known painter today, he also worked in other genres such
as the portrait and landscape, His well-known self-portraits in-
cluded solutions that the Impressionists were also experiment-
ing with at the same time. Among his landscapes, the work
which motivates this text is an example of notable quality of
Pradilla’s work in this area. It represents a view of high moun-
tains, perhaps the Peaks of Europe, where the far-off fog blends
into a sky that forebodes a storm. The painting is done in loose
brushstrokes, allo prima, and seems to have been executed quick-
ly in situ, following the plein air principles of the Barbizon school.
The thick dabs of paint mix with the smoother areas and there is
workwith a spatula or with the handle of the brush to scracch the

pictorial surface and simulate grass.
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We have the testimony of Pradilla himsell: “this painting belongs
to a series of small paintings with which | proposed to myself to
study, as much as possible in nature, the truth, we could say ob-
jectively and subjectively; of pictorial scenes outside, with the
purpose as well to create rapport between each one and the dif-
ferent hours of the day”. They are works painted in the Cantabrian
mountains or in the hills of Galicia which he was familiar with
due to his wife's family connection with the north of Spain.

This work is related with sketches from life, documented by Wifre-
do Rincon Garcia in his book on Francisco Pradilla (Madrid, 1987,
pp-142-148) of similar measurements and included in the invento-
ry with the same type of numbering in the Carmen Thyssen-Bor-
nemisza Collection.
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Nicolau Raurich

Barcelona, 1871 -1945

Nicolau Raurich was one of the most personal and different
landscape painters of Spanish painting of the late nineteenth
and first half of the twentieth century, and a key representative
of post-Impressionism. After leaving the family business, he fo-
cused on his artistic training at the Escuela de Bellas Artes de
Barcelona (School of Fine Arts in Barcelona) and afterwards as
a disciple of Eliseu Meifrén (1857-1940). Encouraged by his suc-
cesses garnered in 189z, he participated in the Exposicion del
IV Centenario del Descubrimiento de Puerto Rico (Exhibition
of the Fourth Centenary of the Discovery of Puerto Rico) in San
Juan with two works that served to consolidate him on the inter-

national art scene,

At the end of 1894 he sertled in Rome and formed part of the col-
ony of Spanish painters. There he specialised in portraying the
Pontine Marshes, following the painting of Enric Serra (185g118)
and the romantic aesthetic that connected with Central Europe-
an painting. Precisely this type of works, such as Pantanos de Nemi
(Nemi marshes) (1896), Ruinas de Ninfa (Ruins of Ninfa) (1896) o
Fangal (Quagmire) (1897), became the definitive consecration of
the painter in the official competitions, Having received awards

and achieved recognition, he returned to Barcelona for good
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in March 1898 and focused on portraying Catalan landscapes.
At this time, his style was transformed, and he abandoned the
neo-Romantic approach to luminism with new pictorial formu-
las. Thus, from 1899, with Costas de Pineda (Coast of Pineda), thick
impastos, relief, and aggressive colors were incorporated into his
work as main features, Interest in the values of pictorial matter
became the artist's obsession, traits that never left his produc-
tion. The expressiveness of Raurich's landscapes was the main
arraction of his new period in which Pyrenean visions, views
of Sant Pol de Mar and high-intensity nocturnal scenes were his
recurring themes and those that worked best in the Catalan art

market.

During the first decade of the rwentieth century, he won his
main awards and medals (Madrid, Paris, Athens, and Barcelona)
and remained faithful to his personal style which was a renewal
of post-Impressionist painting in Spain. From 1936 he remained
reclused in his studio house painting, removed from the local
and international artistic circuit. His work became decadent and
sometimes obscure. The material that had been so well construct-
ed in previous years became diluted, thus losing all personality.
He died in June 1945, isolated, ill, and locked in his room.



Awards
1Bg2  Exposicion de Gerona. Firse prize

1892 | Exposicion Internacional de Bellas Artes, Madrid. Honourable
mention

1894 Exposicion del IV Centenario del Descubrimiento de Puerto Rico
de San Juan. Gold medal

1897 Exposicion General de Bellas Artes ¢ Industrias Artisticas,
Madrid. Secand class medal

1898 IV Exposicion de Bellas Artes e Industrias Artisticas, Barcelona.
Third class medal

1899 Exposicion General de Bellas Artes, Madrid. Second class medal

1899 Exposition de la Société des Artistes Frangais de Paris,
Haonourable mention

18gg Title of Caballero de ln Real y Distinguida Orden de Carlos 11

1goa Prize in the conrest organised by the magazine Blanco y Negro

1gon Exposicion Macional de Bellas Artes, Madrid., First class medal

1903 International Exhibition of Fine Arts, Athens. Gold medal

1907 V Exposicidn de Bellas Artes e Industrias Arristicas, Barcelona.
First class medal

1910 Exposicion Internacional de Bellas Artes e Industrias Decorativas,
Mexico. Medal and special diplomas

1giz  Tirle of Honourary Member of the Sociery of Greek Arrists

1924 Exposicion de Bellas Artes de Cadiz. Medal and diploma of merit

Collections

Museo Nacional del Prado, Madrid

Museo Nacional Centro de Arte Reina Sofia, Madrid
Musen Nacional de Arte de Caraluiia, Barcelona
Museo Diocesano, Barcelona

Museo de Arte de Puerto Rico, San Juan

Museo de Arte de Sabadell

Fundacidon Francisco Godia, Barcelona

Museo de San Telmo, San Sebastian

Fundacion Masaveu

Coleccitn Banco Sabadell

Coleccion BEVA

Coleccion Banco de Espana
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Fangal

Rome, 1847
il on canvas

147 X 197 cm

In December 1894, Nicolau Raurich (1871-1945) settled in
Rome, where he quickly established a relationship with the col-
ony of Spanish artists residing in the Italian capital such as Fran-
cisco Pradilla (1848-1921), Ramon Tusquets (1838-1904) or José
Villegas (1844-1921), among others. All of them continued in the
style initiated by Mariano Fortuny (1838-1874), although Raurich
produced a style of painting that was more aligned with that of
landscape painter Enric Serra (1859-1918), as much for the theme
of the Pontine Marshes as for the romantic aesthetic. Serra had
already garnered international success in Rome with this theme;
the landscape is approached in a realistic manner and a sense of
abandonment invades the composition, generating a strong and
strange sense of melancholy.

After several trips around Europe and intermittent stays in
Barcelona, Raurich returned to Rome in 18g6. At this time, he
focused his attention on the theme of the Roman lagoons ini-
tiated by Serra. The spectacular and sensitive manner he rep-
resented these landscapes, in a romantic register, gave him his
first recognitions and awards in official competitions. Of these
large-format compositions, of especial note is his treatment
of the multiple nuances that this theme allowed, as well as his
mastery in capturing the mist, coldness and feeling of a pure
and dramatic natural landscape where human intervention is

non-existent.

Some famous compositions of this period are Ruinas de Ninfa (Ru-
ins of Ninfa) and Pantanos de Nemi (Nemi marshes), both dated in
1896 and presented at the Exposicién de Bellas Artes de Madrid
(Exhibition of Fine Arts of Madrid). The first one was acquired
by the politician Cinovas del Castillo, while the second one was
awarded the Second class medal and was acquired by the Queen
Regent for the Museo de Arte Moderno de Madrid (Museum of
Modern Art in Madrid). Currently, this work is part of the perma-
nent collection of the Prado Museum. Raurich became known as
the author of Pantanos de Nemi and with the success of his Pontine
Marshes became a consecrated artist in Spain.

1 EMiguel i Badia
2 Rémulo, “Arte y Artistas. Enel Saldn Pares®, in Los Noticias, 3 Fehruary i8gq, IV, 1049

3 Catalogue ilustrd do Salon de igeg, Parls, Lbrairie d'Are, wgog, cat, ne. 1487,
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Of the series of landscapes of the marshes of the outskirts of Rome
made between 1896 and 1897, Fangal (Lodazal) stands out. This
work was presented at the IV Exposicion de Bellas Artes e Industrias
Artisticas de Barcelona (Fourth Exhibition of Fine Arts and Artistic
Industries of Barcelona) of 1898, where he obtained the Third class
medal. The enormous canvas was displayed in the third room (cat.
no. 221). It is a large canvas in which Raurich captures the myste-
rious atmosphere of the marshes. You can feel the humidity, cold-
ness, and stillness of the standing water on which the reflections
of centuries-old near-dead trees are projected, mixed with muddy
soil and static plants that are placed diagonally and that stand out
due to a more material working and a greater thickness of the pic-
torial layer. The alternation of types of brushstroke and different
ways of applying the pigments increases the attractiveness of the
composition and serves to generate diverse effects that achieve a
credible atmosphere where the elements are treated in a realisric
way. The cloudy sky that envelops the mountains captivates and
unsettles us, thus accentvating the dramatic feeling and, ult-
mately, the romantic character of the composition.

The success of this work was indisputable. Thus, F Miquel i Badia
from the pages of the Diario de Barcelona or Romulo in Las Noticias
echoed the impression caused by Raurich’s Fangal, in the public
and the rest of the critics! Months later, in early 1899, the canvas was
exhibited in the Sala Parés where it was very well received.* The work
measures 147 x 197 cm, although the original composition reached
3 meters (300 x 212 cm). The catalogue of the 1898 contest, where it
was presented and triumphed, shows the full canvas with the part of
the work that was later cut off by the artist himself {the right part of
the canvas). This intervention made it easier for the canvas to be ex-
hibited in ather competitions, including the Exposition Triennale des
Beaux-Arts in Brussels (1900), the Salon de la Société des Artistes Frangais
de Paris at the Grand Palais in May 1904, and the Exposiciin Espaiiola
de Artes e Industrias Decorativas (Spanish Exhibition of Decorative Arts
and Industries) on the occasion of the First Centenary of Indepen-
dence of Mexico, held in Mexico City (1gn0), and where the painter
obtained an extraordinary medal and diploma for this work.

“Pasecs por el Palacio de Bellas Arves 1%, in Dierio de Boreelora, 25 May 1898, p. bogr; Rdmulo, “Crénica de Arre. En [a Exposichon®, in Les Noticias, 31 May 1898, 111, Bax.
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Santiago Rusiiol

Barcelona, 1861 - Aranjuez, 1931

Santiago Rusifiol was one of the most relevant painters of the
late nineteenth and early twentieth centuries in Spain, and one
of the maximum representatives of pictorial Modernism. Son of
a bourgeois family in the textile industry, Rusinol abandoned the
family business at an early age to study painting and drawing in the
Barcelona workshop of Tomas Moragas (18371906 ). In his youthful
period, he was particularly attracted by landscape, and principally
by the works of joaquim Vayreda (1843-1894), artist who introduced
Impressionist theses in the art market in Barcelona.

Rusinol converted travel into his modus vivendi, and what is mare,
it led him to constantly discover new pictorial motifs, colours,
and sensations which he then expressed so well in his painting.
His desire for independence culminated in 1889 when he started
to realise sojourns in Paris with some artist friends, including,
maost notably, his intimate and inseparable friend Ramon Casas
(1866-1932). In Paris he discovered modernity and Impression-
ism. He made bohemia his emblem as well as his principal vital
and pictorial motive. He was enthused with the work of Henri
de Toulouse-Lautrec, Paul Signac, James Whistler or Théophile
Steinlen, and many others. He shared a close relationship with
key artists of the late nineteenth century French capiral, such as
the musician Erik Satie (1866-1925). From that period, of partic-
ular note are the scenes of bohemianism that he himself expe-
rienced at the Moulin de la Galette and Montmartre. In them,
the melancholy, misery, and greyness of the Ville Lumiére are
always present. ltis precisely this period that consecrated him as
a painter in Paris as well as in Barcelona and Madrid, obtaining
medals and mentions in official painting competitions. In Barce-
lona, the Sala Parés and the modernist tavern “Els 4 Gats” became
his main spaces of relation and dissemination of his literary and

pictorial work.

At the end of 1891 he discovered Sitges with Eliseu Meifrén
(1859-1940) and turned that modest old fishing village into one
of the most important scenarios of Modernism in Spain. He
built the famous “Cau Ferrat”, a place of artistic meetings and
talks through which the main figures of the culture of his time

passed. At this time, his painting became brighter and warmer,
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managing to encode new compositional typologies such as his
well-known Sitges courtyards.

In 18g5, during a trip to Granada, he discovered what was to
be his main pictorial theme until his death in 1931: abandoned
gardens. He started with the gardens of the Alhambra and the
Generalife and, after constant trips throughout Spain, he got
to know different places where decadent gardens were always
were the protagonists. Melancholy, lonely and nomadic, Rusifol
exploited his extraordinary sensitivity in this theme and it led
him to reap new triumphs in both national and international
competitions, His paintings were consumed by the aristocracy
and bourgeoisie and were among the most appreciated of all the
Spanish artistic production of his time. In addition to being a
painter, Rusifol was a reference as a writer, philosopher, and an
aesthete, influencing both writers and all kinds of French and
Spanish artists.

Awards
1888 Exposicién Universal de Barcelona. Second class medal
1889 Universal Exhibition of Paris. Honourable mention

1890 Exposicion Nacional de Bellas Artes de Madrid. Second class medal
18g1  Inrernarional exhibition of Berlin. Honourable mention
1892 Société Nationale des Beaux-Aris de Paris, Title of Associé
1893 International exhibition of Chicago. Unique medal
1894 Exposicion de Bellas Artes de Bilbao. Second class medal
1895 Exposicion Nacional de Bellas Artes de Madrid. Second class medal
1896 1ll Exposicion de Bellas Artes de Barcelona. Bronze medal

Exposicion Nacional de Bellas Artes de Madrid. Consideration of
First class medal (effective in1gi5)

1901

1904 Exposicion Nacional de Bellas Artes de Madrid. Proposed by the

jury to be awarded Comendador de lu Orden de Alfonso XII
1907 V Exposicion de Bellas Artes de Barcelona. Gold medal

1907 Title of Comendador de la Gran Croz de Isabel la Catdlica
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1go8 Exposicion Nacional de Bellas Arres de Madrid. First class medal
and candidate for the Medal of Honour

1908 Exposicion Hisy Francesa de Zaragoza. Gold medal

1908 Saciété Nationale des Beaux-Arts de Paris, Title of Sociétaire

1910 Exposicion Internacional de Buenos Aires. P'rize

1gi2  Exposicion Nacional de Bellas Artes de Madrid. First class medal

1915 Exposicion Nacional de Bellas Artes de Madrid. Nominared for
the Medal of Honour

1917 Chevalier de lo Légion d'Honneur, France

1926 Exposicion Nacional de Bellas Artes de Madrid. Nominated for
the Medal of Honour

1929 Exposicion Internacional de Barcelona. First medal

1930 Exposicion Nacional de Bellas Artes de Madrid. Nominated for
the Medal of Honour

Collecrions
Museo Nacional de Arte de Catalufia, Barcelona.

Museo Nacional Centro de Arte Reina Sofia, Madrid

Museo Nacional de Bellas Artes de Buenos Aires
Museo Nacional de Bellas Artes de Cuba, La Habana

Spanish Heritage, New York

Museo de Montserrat

Museo del Cau Ferrar, Sitges
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Classical garden

1901-1902
Oil on canvas

FOX 100 Cm

Signed “S. Rusinol”
Provenance

Barragueda Collection, Bogota

Between 1893 and 1919 Rusifiol carried out various painting
tours on the island of Majorca, drawn by its incredibly attractive
landscapes. Spring was his favourite season, when the almond
trees are in bloom and the light is golden. The island of Majorca,
especially the Tramuntana mountains, inspired his painting, leav-
ing us impressive views of 5oller, Valldemosa, Cala Sant Viceng
and Bunyola, where he resided. The island also inspired his writ-
ing, as evidenced by his marvellous book La isla de la calma (The
Island of Calm ).

In the first years of the 19oos, Rusifiol returned to Majorca attract-
ed notonly by its rural and untamed life, by the light and colour of
the most beautiful of the Balearic Islands, but also for professional
reasons. Together with Joaquin Mir, he received the commission
to decorate the ceilings of the modernist Gran Hotel de Palma,
designed by the Modernist architect Luis Doménech i Montan-
er (nowadays the Majorcan headquarters of CaixaForum, where
works of Hermen Anglada-Camarasa are exhibited ).

Rusifiol usually composed his works using grand classical per-
spectives, such as the one used in this fardin classico (Classical
Garden ). A moss-covered stone path leads to a pergola with three
semi-circular arches and two classical whire marble sculptures
can be made out just in front of it. Most of the landscape on the
left is concealed by the cascading leaves of a weeping willow (also
known as a Babylon willow), a tree native to China characterised
by its pendulous and flexible branches that reach the ground. An
intense backlight in the background presages the intense light of
summer afterncons.
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In this composition, Rusifiol fused two of the pictorial schools of
the period, the Luminist and the Symbealist, which were popular
in Europe. His seascapes were influenced by the style of the Bel-
gian artist Degouve de Nuncques. In his landscapes, we can dis-
cern the influence of Joaquim Mir's painting style, with his char-

acteristic patches of colour.

This compaosition could be a view of the jardin del pirata (Pirate’s
Garden ), with the sea in the background. Rusifol painted two well-
known canvases of this garden located on the western coast of Pal-
ma(Laplanaig.aaz and 15..13), dated at the beginning of the 1goos.

Exhibitions
1go2 Circulo Mallorquin, Palma [October)

1903 Sala Parés, Barcelona
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Valencian garden

1912
il on canvas
108 x g3 om

Santiago Rusifiol made gardens his favourite theme. From
1894, when he portrayed the garden of Can Falg in Sitges and was
moved by the idea of the romantic garden of Maurice Maeter-
linck’s play La intrusa, he never abandoned this pictorial theme.
The emotion that the gardens of Granada provoked in him in18g5
reaffirmed his enthusiasm. This last series was presented at the
Salon du Champs-de-Mars in Paris in May 1896 under the title Jar-
dins arabes de Grenade (Arab Gardens of Granada). The warm recep-
tion encouraged the painter to continue with this subject which

would remain central until his death in 1931,

From this initiatory trip to Granada, Rusifiol began a series of
pictorial campaigns that allowed him to discover new places and
abandoned gardens throughout Spain.' Thus, the constant trips
to Andalusia, Aranjuez, Valencia, Tarragona or Majorca mark the
life and artistic production of the painter, making him a kind of

nomad in search of the poetry of the decaying garden.

The gardens in Rusifiol's work materialise the fall and decadence
of a glorious, ever dignified past capable of generating a deep re-
flection on the passage of time through silence and loneliness.
On the absence of a human figure in these compositions, Rusinol
stated: “My gardens do have something of figure. You have not
noticed that the gardens | paint are stylised landscapes: they are
gardens that have been artistically arranged by the hand of man.
Human figures have passed through my lonely gardens and their
souls have remained.” This lyrical and subtle play between ab-
sence and presence is a central theme of the abandoned gardens
of Rusinol. The ideality of abandonment is the veil that covers all

these compositions, raised by the artist as pictorial elegies.

The painter defines these gardens as landscapes in verse or po-
etry turned into landscape: “verses written with flowers that are
already scarce everywhere; the gardens are living verses with sap
and aroma [...| The old gardens died, but they died so nobly that

from their very death a new poetry sprouted; the poetry of the
mighty falls"

Santiago Rusinol travelled to Valencia in mid-February 1912,
where he enjoyed great popularity. There he discovered the gar-
den of Monforte, a splendid place whose parterres, viewpoints
and sculptures of classic cut were combined in an ensemble of
romantic character. The old garden designed by the architect Se-
bastiin Monleén around 1859 became a new motifl for his paint-
ings. The impression it made in Rusifol was collected in the
pages of UEsquella de la Torratxa by the artist himself under the
pseudonym *Xarau”; “It is small, sheltered and still! There are
marble busts in front of the cypresses; there are statues appear-
ing out of the boxwoods; there are myrtle bows, and fountains,
and willows and moss... and symmetry. A garden constructed by
a classic, which time has made romantic! A lower in the middle

of Valencia!™?

During this stay, the painter exhibited several works at the Circu-
lo de Bellas Artes (Circle of Fine Arts) in Valencia, where he also
publicly read his writings El pintor de los milagros (The Painter of
Miracles) and La virgen del mar (The Virgin of the Sea). The three com-
positions exhibited were two works entitled Jardin de Monforte and
another called fardin de Valencia. All of them were presented soon
after in Rusinol's solo exhibition in Sala Parés along with works
painted in Aranjuez and Girona. The third is the view of the par-
terre with the sculpture of the lovers Dafnis and Cloe, a work that
was also exhibited at the Exposicién Nacional de Bellas Artes de
Madrid (National Exhibition of Fine Arts in Madrid ) in 1ga2, where
he was awarded a First class medals

This work is one of the best paintings ol Rusifiol's gardens and
was reproduced profusely in publications of the time and even on
postcards. Despite including the fountain crowned by Dafnis and
Cloe, this work has often been wrongly referenced under the ritle

1 InSeprember 1gzz, he also realised an interesting rrip o laly (Rome, Florence, and Tivoli principally) in search of new gardens o immaoralise chrough his painting.

2 Santiago Rusifiol, jardimes de Espaiio { Prologue]), Barcelona, 1go3.

3 NARAL{Santlago Rusinol ) | |Un jardi a Valencial 1%, LEsquelln de la Tormatsa, year XXXIV, no. 1732, % March ig2, p.abg.

4 Lalestranidn Artistica, year XXX1, no. thos, 2 Seprember agez (fig. p. 576
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Castor y Pélux (Castor and Pollux) since 1914, and even by locating
the view in another garden®

The painter makes use of a common compositional formula
he often used for his works on abandoned gardens: a structure
built by two oblique lines bounded by the hedges of the garden
at whose confluence stands the monument. Thus, Rusinol cen-
tres the composition at the crossing paths, where the fountain
emerges with the sculprures of lovers who look at each other
with total complicity. The linear perspective with a single van-
ishing point is evident and is only interrupted by the stone mass
of the stand and the mildewed marble of the figures outlined on
the green of the cypresses that fall elegantly in the background
with the rest of vegetation. The perfectly carved hedges and oth-
ers with imperfections highlight the perspective and are bathed
by a strange light, as in a dream. The infinite nuances of greens
worked with delicate vertical brushstrokes accentuate the seill-
ness of the landscape. As Tomas Borrds described in 1912, they are
gardens that are “magically wrapped in a gloom of unreality”?
Raman Maria del Valle-Inclan also admired the timelessness and
emotion of these compositions: “Among the Spanish painters,
the first to seek the truth and intensity of emotions, about the
accidental truth of the chiaroscuro, has been Santiago Rusifiol
[..] The harmonious and melancholy gardens of Rusiiiol, all full
of emotion and a distant and permanent truth, the truth of re-
membrance [...] Rusiiiol knows how to link scattered emotions

in a deeper emotion™?
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Jardin del Principe IV. Aranjuez

1931
0il on canvas
10G X 135 cm

Last work painted by Santiago Rusifiol

The artist’s pictorial approach to the abandoned garden as a
concept also exerted a very strong influence on the literary cre-
ation of the early twentieth century in Spain. A good example of
this is Juan Ramdn Jiménez's book of poetry in three parts: Jardines
Galantes, Jardines Misticos y Jardines Dolientes (1904 ) (Gallant gardens,
Mystical gardens, and Mourning gardens), although we could find in
numerous cases the trace of Rusinol’s concept in much of the lit-

erary production of the time.

This influence also affected the musical creation of his time. The
composer Manuel de Falla (1876-1946), close friend of the painter,
departed from the series of works of Jardines de Espana (Gardens
of Spain) by Rusifol to create one of the most celebrated and in-
ternationally performed compositions of his repertoire. This is
the Noches en los jardines de Espaiia (Nights in the Gardens of Spain),
a three-piece compendium for piano and orchestra that the com-
poser completed at Cau Ferrat in Sitges in1g15, invited by Rusinol
himself. The work has three parts, each of which evokes a garden
inspired by Rusifiol's paintings: En el Generalife, Danza lejana and
En los jardines de la Sierra de Cérdoba (In the Generalife, Far away dance
and In the Gardens of the Sierra de Cérdoba). 1t was released in April
1916 at the Teatro Real in Madrid.

Santiago Rusinol continued with the fardines de Espana (Gardens of
Spain) series until his death in 1931, Of all the gardens he portrayed
throughout his career, Rusifiol undoubtedly felt a predilection
for those of the Alhambra and the Generalife, as well as those of
Aranjuez. The latter perfectly materialised the “noble fall”, the de-
cline and the nobility of the passage of time. The first time Rusifiol
painted the gardens of Aranjuez was in 1898, After that, the artist
made recurring campaigns there, portraying again and again ev-
ery corner of the ancient royal gardens. In fact, months before his
death, he sertled in the town on the ourskirts of Madrid, old and
sick, chasing the peace of those lonely gardens. Specifically, his
death, on June 13, 1931, occurred in Aranjuez, leaving some of his

last compositions unfinished.

Jardin del Principe IV. Aranjuez is the last work the artist painted in
what was the last pictorial campaign of his life. The composition
uses common formulas from the gardens of the first era, that is,
from thirty years before. Thus, it uses the linear perspective with
the very marked and centred vanishing point, creating an almost
symmetrical composition. Hedges and lines of blossoming trees
and shrubs highlight directionality. In this case, and as usual in
his last compositions, Rusifiol accentuates the vanishing point
with a luminous background in yellowish green that is profiled
and explodes between the thickness and shadow of the lush veg-
etation of the path. Light takes on a leading role and, from it, the
artist builds the space and depth of the place,

The work is one of Rusinol’s last jewels and much of its value lies in
being an unfinished painting. The artist did not finish it before his
death. If we look closely at the colours of the work, we notice that
they are only the pigments that would exercise the base of the com-
position and on which he would then apply concluding nuances
and brushstrokes on the different elements of the landscape. Hedg-
es are only sketched with an almost uniform monochrome green
precisely for that reason. The red and white of the flowering shrubs
are simply the basis on which to work for a more realistic and care-
ful result that the painter could never execure due to his passing,

This work and the rest of the canvases were sent to Barcelona after
the artist’s death in Aranjuez and was part of the tribute exhibi-
tion that took place in Sala Parés months later. [t was presented
as Rusinol's last work, as we have located in publications of the
time. Unfnished and unsigned work: “The last canvas of the dis-
tinguished artist, which has remained unsigned”, was indicated
in the Butlleti dels Museus d'Art de Barcelona (Bulletin of the Art Mu-
seums of Barcelona) and in the magazine Barcelona Atraccion in the
months of July and August, respectively. Fifteen years later the
work was reproduced again in the same state, that is without ru-
bric. Currently the painting presents the signature “5. Rusifol”
which was added later.

1 Buglleti del Museus diArt de Barcelona, vol. L, no. 2, July 1931, p. 45; Barcelona Atraccidn, year XXI, no. 242, August 1931, p. 254
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Josep Maria Tamburini

Barcelona, 1856 -1932

On December 4, 1856, josep Maria Tamburini was born to a
wealthy family in Barcelona. From a very young age he discovered
his propensity for drawing, possibly due to family relations with
the painters Masriera, and enrolled in the Academia de Bellas Ar-
tes de la Llotja (Academy of Fine Arts la Llotja). In 1870, to escape
an outbreak of Yellow Fever, he moved to Olot, a city in the Car-
alan interior where several other artists had converged, such as
Joaguim Vayreda, Modest Urgell, Josep Lluis Pellicer and Antoni
Caba, who would be his master of painting at the Llotja.

In the mid-1870s he travelled between Paris, Rome, and Naples.
In the French capital he worked for Léon Bonnat, official society
portraitist of the Second Republic. In Rome he frequented the
Accademia Chigi and met post-Fortuny artists who would have a
certain impact on his style. He alternated his stays in the eternal
city with sojourns in Naples, where he was influenced above all
by Domenico Morelli, as appreciated by the new chromatism and
emotional scenes, and Gioacchino Toma, through whom he recov-
ered his realistic and evocative approach.

In 1882 he initiated his participation in the collective exhibitions
in the Sala Parés, a collaboration that would intensify in the 18gos
and would always receive a good response from the critics and the
public of Barcelona, who apart from drawing and colour, valued his
stylistic evolution. The following year he began his collaboration in
LAveng, where he was an art critic and published some poems.

The changes at the end of the century, which corresponded in
the arts to the development of Modernism, saw Tamburini fully
receptive to recovering and interpreting elements of different
styles. Thus, in his language he combines Catalan academic and

genre realism, French Symbolism and English Pre-Raphaelism, all
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fundamental components for the development of that movement
that was very successful in Catalonia. In particular, the critic Alex-
andre Cirici associates his style with the *white wing” of Modern-
ism, along with Joan Brull, Alexandre de Riquer and Joan Llimona,
as opposed to the “black wing” which included, among others,

Isidro Nonell and Joaquim Mir.

It is from 1896, with the 11l Exposicion de Bellas Artes (Third Exhi-
bition of Fine Arts), that Tamburini marked a real change towards
idealism: his allegorical paintings show, both in scenery and in
general intonation, the will to stimulate the sensitivity of the pub-
lic using dull chromatic resources, misty atmospheres, and wild
luxuriance.

At the beginning of the century, Tamburini joined the Sociednd
Artistica y Literaria de Catalufia (Artistic and Literary Society of Cat-
alonia) (1900-1926), born under the impulse of Modest Urgell and
which united several artists of Can Parés and, in 1902, became a
member of the Academia de Bellas Artes (Academy of Fine Arts).
The graphic collaboration with La llustracion Artistica (1g9o02-1g:7)
and other illustrated magazines demonstrates his pictorial pro-
duction, which was internationalised with exhibitions in Munich,
Mexico City and Buenos Aires. In his later years, the artist focused
on the realisation of portraits and landscapes, also dedicaring

himself to drawing and watercolour.

Tamburini died in 1932, year in which, due to political tensions
preceding the Spanish Civil War, his works already seemed out-
dated and far from the public's interests. Known and recognised
in his time, the figure of the artist has since suffered an unde-
served neglect, despite the attempts at recovery that have taken

place in the past decades.
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Melancholy

. 1905
il on canvas
Gy x 85cm

Melancholy, realised around 1905, is a painting that well sum-
marises the essence of Josep Maria Tamburini. An eclectic and
receptive painter, he absorbed and elaborated several formal
aspects of the successful Catalan styles at the beginning of the
twentieth century - Catalan academic and genre realism, French
symbolism and English Pre-Raphaelism - to shape his ideal paint-
ing. The result is paintings that centre on ideal female figures in a
mysterious and nostalgic landscape; themes he shared with joan
Brull, Alexandre de Riquer and Joan Llimona, artists who would

form with him the “white wing” of Modernism.

These characteristics are evident in our painting, which takes us
into a literary and dreamy world. On the one hand, the artist sees
his main source of artistic creation in nature. Alfred Opisso, in a se-
ries of monographs entitled Arte y Artistas Catalanes ( Catalan Art and
Artists) writes: “Mr. Tamburini, artist of refined taste, is pleased to
surprise Nature at given, special moments, and hence his skies, his
forests, his water, his backgrounds offer unusual, yet rigorously au-
thentic, tones”. On the other hand, with a romantic mindset, he uses
this visual reality as a starting point and scheme of representation
of interiority and spirituality. The women who inhabit his paint-

Ofelia, 0il on canvas, 61 x g1 cm. Privare collection.
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ings, then, are transformed into nymphs and fairies, imprecise alle-
gories wrapped in dreaminess, in misty or aquatic landscapes. Ofe-
lia, painted a dozen years earlier, already foreshadows these ideals.

Tamburini seeks to place his protagonist, sitting near a lake, in a
special position, a mystical, delicate, and sensual vision. The deli-
cate profile of the poetry reader fully achieves the artist's goal of
touching the viewer's sensibility, ransmiting melancholy, nos-
talgia, and reflection. The orange flowers in the foreground con-
trast with the background, in which the lake and the vegetation
of the shore come together; illuminated by the evening sun that
makes the green and amber tones stand out.

Critics, including Alfred Opisso among others, have particularly
valued Tamburini's way of constructing his exquisitely refined,
linear, and harmonicus figures. Also, the delicate and luminous
tones of his palette, legacy of his Italian influences, accentuate the
emotional sensations. His painting is characterised by balance
and lack of stridencies: his works are so cautious that they seem
the result of calculations, even if the painter was contrary to any
established rule and in favour of pure intuition.
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Modest Urgell

Barcelona, 1839 -1919

Modest Urgell was born in Barcelona in 1839 in a well-to-do
family. Although the world of theatre fascinated him from a young
age, his parents disapproved of this passion and Urgell decided to
direct his artistic inclinations towards painting, enrolling in the
school of Fine Arts, la Llotja. There he was a pupil of the realist
painter Ramon Marti Alsina and coincided with other important
artists such as Joaquim Vayreda, Maria Fortuny and the Masriera

among others,

Upon completing his studies, he went to Paris where he frequent-
ed Gustave Courbet, Camille Corot, Charles-Frangois Daubigny
and became acquainted with new artistic currents such as Real-
ism, Symbaolism, or the Barbizon School. Apart from this wip to
Paris, Urgell spent his entire life in Barcelona and its surround-
ings, discovering Catalonia and representing its abandoned-look-
ing villages and landscapes, which most fascinated and intrigued
him. Fleeing an outbreak of Yellow Fever, he settled for some time
in Olot, where his friend Joaquim Vayreda had created a pictorial
school focused on landscape representation, which greatly influ-

enced his work.

His entire and vast production, in fact, has landscape as its cen-
ter. A landscape completely devoid of bucolic idealisations and
without special social will, but rather melancholy and mysteri-
ous, both theatrical and dramatic. The difficulty of classifying his
works, which the artist almost never dated, is due to the somewhat
repetitive choice of themes: rural visions of deserted alleys, soli-
tary marinas on cloudy days, fields and cemeteries of abandoned
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villages, so prolific this lacer theme that the artist himself, ironic,
came to headline them “Lo de siempre” (“The usual”). Obsessive
and perfectionist, his interest was to treat and rework essential
naked and everyday truths.

Realism obviously underlies his painting, although it is possible
to guess a literary content that would, somehow, bring it closer to
Symbolism. His interest in capturing the true and fugitive, with-
out ennoblement or idealisation, and his willingness to express
feelings giving a very personal and imaginary touch to the matter,
make the artist the most outstanding exponent of Romanticism

in Catalonia.

Modest Urgell was highly appreciated by the public and critics of
his time, especially from the 19705 on. He received many commis-
sions and exhibited his works in art galleries, both in Spain, for
example, in the 5ala Parés in Barcelona since its founding in 1877,
and abroad - Philadelphia, Munich, Paris, Brussels, Berlin, Chica-
go. He attended all the National Exhibitions from 1864 to a year
before his death and also participated in numerous competitions,
among which the National Exhibition of Fine Arts of Madrid in
1895 was important, where he was awarded the First medal.

In 1894, on the death of the artist Lluis Rigalt, Modest Urgell was
appointed professor of perspective and landscape at the School of
Fine Arts la Llotja. His teachings had a great influence on the work
of artists such as his son Ricard Urgell, who was also a painter, Joan
Mird, Hermen Anglada-Camarasa, Pablo Picasso, or Joan Pong.
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Cemetery and Church (Lo toch del mal temps)

1878
il on canvas

147 X 241 Cm

Signed « M. Urgell »

Lo toch del mal temps (A touch of bad weather) is one of the best
and most celebrated works in Modest Urgell's catalogue. At the
centre of the composition, the artist places an abandoned chap-
el, whose Romanesque apse and belltower allow us to identify it
as the village of Bellcaire (Girona), specifically the Tglesia de Sant
Joan (Church of Saint john}, also recognisable in the drawing
conserved in the MNAC (Museo Nacional de Arte de Cataluna)
{o00707-D). The silhouewe of a country woman gathering sheaves
before the storm is the only human figure inhabiting this deso-
late setting. A lead-coloured sky forms the backdrop, the ringing
movement of the bells and the cypresses twisted by the force of
the wind announce the arrival of bad weather, which the title of
the work confirms.

Urgell uses a horizontal format, as is frequent in his paintings,
where the horizon line is the unifying element between the land
and the sky and is the focal point drawing the spectators’ eye to-
wards the distance. In our painting, the force of the sky stands
out, sky whose transparency has always been an outstanding el-
ement of this artist. Urgell selected his preferred light, that of
twilight, which he describes using a loose and vigorous brush-
stroke, limiting himself to only a few chromaric shades burt fo-
cused in an extremely detailed descriprion of light, typical of

painting done in plein air.

1 Marcis Oller, “Modest Urgell”, Obras Completas, 110 (vol. VIIIL

In fact, the artist started his pictorial procedure by taking notes
from nature, as described by his friend Narcis Oller: “Once on lo-
cation, he would choose the viewpoint and time of light; would
contemplate the scene during a time, in silence; he would then sit,
set up the palette, start painting, and when he got up, having fin-
ished the task, he would only have fixed on the canvas three or four
horizontal swaths: one with colour and general shades of the sky,
others corresponding to the furthest areas of land, one of the fore-
ground, and .. enough: he would gather up his box and. .. go home
or go for a walk™! Urgell was not interested in the details but rather
in the overall character of the ensemble, to capture the truth and
transitoriness of the moment and then work on the composition a
posteriori, completing the creative process in the studio and giving
it his personal and imaginative touch to the topic, making it his.

His work demonstrates the ambivalence between Realism and Ro-
manticism, which the artist resolved in a magistral synthesis. To
recover the words expressed by Novalis, the intention of the paint-
er was to “romanticise the world” of rural Catalonia. Completely
fascinated by isolated and mysterious scenes, Modest Urgell ded-
icated almost all his pictorial production to these landscapes,
searching for crude reality. His solitary and melancholic scenes,
such as the present one, are of static stillness, of abandonment,

but also unspoilt and vivid, to the point of appearing illusory.

Modest Urgell, Lo toch del mal temps, c. 1878,
Barcelona, MNAC (131947-D).
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canvas. Private collection,

Modest Urgell, Lo toch del mal temps, c.1878, oil on
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Landscape with lady

Oil on canvas

Box 8o cm

Modest Urgell's status changed definitively in 1876, when he
won the Second class prize at the National Fine Arts Exhibition in
Madrid for his celebrated work El toc d'oracid (Call to prayer). The
work was acquired by the Spanish State and forms part of the col-
lection of the Museo Nacional del Prado. From 1932, it is on depos-
itand is exhibited at the Museo Nacional de Arte de Catalufa. This
work lead, without doubt, to his total consecration and, two years
later the state also acquired the work Cementerio. jDios mio, qué
solos se quedan los muertos! (Cemetery. Good Lord, how alone are the
dead!) (1878). From this moment on, the painter started to receive
commissions from the Spanish royal family, as well as collectors
in Madrid and Barcelona. Urgell became one of the artists most
appreciated by the critics as well as by the market. His prestige in
Barcelona within the artistic circle and market was consolidat-
ed through the Sala Parés. From the inauguration of the gallery
in 1877 until the death of the painter in 119, Urgell exhibited his
work there regularly.

According to the critics, Urgell incarnated the figure of the mod-
ern Romantic, and he himself also presented his works under the
denomination of the “Escuela Romantica” (Romantic School). His
canvases can be framed in a very personal revision of the Roman-
tic landscape. In them, the painter claims twilight as the main sce-
nario of his compaositions, special and evocative moment of the
day in which all is possible and the borders between the spiritual
and the worldly spheres and berween life and death are diluted.
Urgell considered that the Sun was the prose of landscape; “And
so closely to heart did he keep this special manner of feeling on
this point, that nobody knows not even one of his compositions
bathed in the light, for him prosaic, of the day's star. On the con-
trary, through clouds which darken the atmosphere, and the dif-
fuse light of twilight, Urgell sees so many things, he sees them so
well and he makes them felt with a deep and penetrating force””

Landscape with lady is a magnificent example of the type of land-
scape that defines Modest Urgell's painting. The Romantic aes-
thetic characteristic of his production is more than evident in this

work. The horizonal format in large dimensions using an open
and expansive approach for the composition imposes itself on the
spectator, making them part of the landscape and its force. This
horizontal plane is only interrupted by three trees at the extreme
left of the work, as is the figure, in shades of blue, standing out
against the vegetation. They are the four elements that establish
adifferent rhythm from almost two meters of horizontal compo-
sition. What is more, these - especially the woman with her hat
-serve to suggest a mysterious sensation and story which only the

viewer can interpret on their own and in a personal manner.

Urgell makes magistral use of atmospheric perspective. This
creates a rotally melancholic landscape able to create emotion
and unrest in the viewers. The purplish blues and the relaxing
greens, as well as the short brushstrokes, lumpy and rapid, serve
to construct a humid and cold atmosphere transmitted by the
landscape. The technique serves sensation and, together with the
presence of the woman, serve to accentuate the feeling of solitude
and melancholy of the human being in an infinite and romantic
natural setting which, even though it seems static and lyrical, is
close to a troubling mystery. Suggestive and calm nature can be-
come hostile at any moment and pose a threat to the solitary lady
who observes the lake in the foreground.

This work is a magnificent example of Urgell's painting, an artist
who successfully updated the Romantic aesthetic at the end of the
nineteenth century, and who made it his personal and unmistak-
able signature in the Spain of his time.
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Castellano

La pintura espafiola ¢s conocida en ¢l mundo por la sobriedad de su Siglo
de Oro y por la alegria de su pintura impresionista, y el genio de Goya ac-
tita como enlace entre ambaos periodos. La pintura no es mis que un espejo
que refleja la esencia de una cultura. Y asi, nuestro arte de la pintura, como
dirfa Pacheco, es una metafora del alma espafiola, que muta constante-
mente entre la luzy la sombra, el diay la noche. Del Greeo a Saralla.

Tras el gran recibimiento de nuestro primer proyecto en julio pasado con
la muestra The Golden Age of Spanish Modern Art, Colnaghi, la Sala Parés y
Artur Kamon Art se unen en un proyecto, Spanish Modern Landscapes, y
con tna mision. El proyecto es mostrar la evolucion de la pintura espa-
fiola de paisaje a lo large del siglo xx a rravés de obras de calidad museis-
tica, con la misién de internacionalizar y difundir nuesera cultura visual

fuera de nuestros limites. Desde los primeros viajeros romdnticos hasta

nkalivad

los dlti turistas gl viajar a Espata ha sido sindnimo de

celebrar la vida a través de nuestro paisaje y sus gentes. Los artistas han
concentrado en ¢l paisaje esa naturaleza, captando tanto la explosion de
luz y color de la costa del Mediterrineo como la melancolia de los arar-
deceres de tierra adentro.

Visitar la exposicién que presentamos es un recorride mental y emocional
por nuestra pais a través de sus artistas. Una exploracién en la pintura mo-
derna espaniola—ain poco conocida fuera de nuestras fronteras— a traves
del paisaje, unio de los géneros que mejor la representan. ¥ es también, mis
alli de Jos lugares comunes, una reivindicacion del arre espanol moderno.

Jorge Coll- Colnaghi
Joan Anton Maragall - Sala Parés
Artur Ramon - Artur Ramon Art




El paisaje en la pintura espaiola

El paisaje en la pintura expresa la dialéctica que el hombre establece
con la naturaleza, Desde las visiones medievales, donde el paisaje es la con-
densacion de una obra divina, hasta los apuntes impresionistas, que son
un tour de force entre el artista y el medio, se puede establecer una histo-
ria del paisaje en la pintura que tan bien contd, hace mds de sétenta anos,
Sir Kenneth Clark en el Hibro que dedict a este género, Landscape into Art
(Londres, John Murray, 1949; El arte dol paisaje, Barcelona, Seix Barral, 1971).
Desde las primeras vistas romanas plasmadas en los muros —especialmen-
teen les paisajes de Ja Villa de Livia en Prima Porra, cerca de Roma—, que

conrinuaran, d és de un brase | sis de rrece siglos de oscu-

ridad, ya en el Gétleo internacional, los artistas se han hecho siempre la

misia pregunta: ;Como representar la naturaleza?

En Espaiia, al paisaje se le llamaba «paisy para reprosentar avillas, lugares,
fortalezas, casas de campo y campifiass, segin el Diccionmio de autoridades
(Toma V,1737). Es decir, la palabra «paisw servia para nombrar tanto el paisa-
je como el territorio. No lue hasta el siglo xvi que Francisco de Holanda utill-
20 por primera ve ¢l término «paisajes. Poco después Hegarian de ltalla los
ecos del paisaje idealizado que inventd Annibale Carracel y que continua
ron Claude Lorrain y Nicolas Poussin. Los palsajes que vemos en la pintura
del Siglo de Oro espanol, aungue suelen ser reales, tienen algo de idealizado.
Piense en las vistas de Francisco Collantes, pintadas como ensofaciones casi
nérdicas, o la pareja de vistas de José de Ribera, el mis italiano de los espatio-
les, que se conservan en la Casa de Alba. Son sus (inicos paisajes conocldos,
v nos legan con una concrecion visual que de tan real parece imaginada.

Reales son, sin embargo, las vistas de Velizquez en Villa Medici, de las que

por ser visionarias tanto se ha escrito. Creo que mds que el embrion del
impresionismo constituyen un cambio de paradigma. No defa de ser cu-
rioso que el mais intelectual de nuestros artistas nos deje dos vistas que son
notas surgidas de la observacion directa de la naturaleza y la vida; quizd
surgieron de un afin por respirar aire puro y soltar la mano, y asi Hberarse
de sus compromisos y sus encargos, Paradéjicamente, Goya expresa mejor
la naturaleza sublime del paisaje en los grabados que en la pintura; rocas
enormes en aguafuertes que anticipan las visiones remanticas de Victor
Hugo. En cambio, en sus pinturas el paisaje es el telan de fondo en una
funcién dedicada a las figuras.

En la mentalidad académica clisica, basada en la jerarquia, ¢f paisaje era
un género de range inferior, por debajo de la pintura de historia o ¢l retra-
to, solo superior a la naturaleza muerts o los floreros. Pensemos que en la
Academia de Barcelona el paisaje no entrd como asignatura hasta 1824, y
veinte atios después, en la de Madrid. Asi, en Francia hasta 1817 no se cred
el Gran Premio de Paisaje historico.

El paisaje es un invento del siglo x1x, y durante ¢l Romanticismo un vehi-
culo para las emociones. En nuestro pais, en 1844 se cred en la Real Acade-
mia de Bellas Artes de San Fernando de Madrid la ciredra de paisaje, de la
que fue pionero e impulsor Jenaro Pérez Villaamil. Se distinguia entonces
entre el paisaje romintico y el historico, es decir, entre el gue se pintaba
del narural y el de estudio. El pintor belga Carlos de Haes, impulsor del

tista deja el estudio y se va al campe o a la playa en busca de un tema donde
proyectar su pintura. No hace falta incidir en La huella que dejaron los tan
celebrados impresionistas, franceses —Manet, Monet, Degas— y no fran-
ceses —De Nittis o Hammershei—, o cémo agitaron el paisaje Van Gogh,
Gauguin o Seurat: grandes cumbres, lugares mas que comumnes.

Mientras tanto, en Catalunia surgio la Escuela paisajistica de Olot, iniciada
por Jeaquim Vayreda, donde palpita el espiritu de Barbizon, con un gru-
po de pintores formalmente cercanos a Corar. La naturaleza pasé a ser un
ideal de vida, un triunfo de lo rural. Ramon Marti | Alsina representa ese
realismo de raiz francesa, una sintesis de Courbet y Corot que triunfaba en
la Europa del momento, con paisajes y marinas solitarios. Meodest Urgell
es el conrinuador de esa poética romdntica del paisaje, con sus composi-
ciones Henas de melancolia donde la luz desempena un papel primordial;
vistas rurales enigmiricas que realizd entre 18g1 y 191 y que ruvieron gran
éxito no solo en su Barcelona natal sino también en las grandes capitales
europeas y americanas. Dali fue un gran admirador y coleccionista de la
obra de Urgell, que entendia como precursora de la suya.

Descle finales del siglo <ix se inleio una reaccion contra ¢l modelo roman-
tico, y en el paisaje el artista ya no solo buscaba la emocion, Con la llegada
del siglo xx, la pintura cambid de voz, y en ese nueve lenguaje el paisaje no
se hacia tan necesario, por carecer de limites concretos. De hecho, cuando
Picasso y Braque inventaron el cubismo tuvieron en cuenta la leccion de
Cézanne, pero no recuperaron sus paisajes, porque el eje central era el ob-
jeto, Pasada la fiebre fauve —Matisse y Derain pintaron con colores prima-
rios los puchlos del sur de Francia, y el suizo Félix Vallotron convirié sus
paisajes en calidnscapios cromaticos—, la pintura, como la ciencia, se fue
alejando de la naturaleza, porque pesaba mis la idea que el tema, la forma

que la materia, lo conceptual que lo abstracto.

¥ es que el paisaje es, en el fondo, una abstraccidn, una representacion hu-
mana de lo natural. La pintura catalana de paisaje no forma una escuela,
peto si estd entre las mejores de su tiempo, Santiago Rusinol —pintor, co-
leccionista y mecenas— se adentrd en los paisajes solitarios de los parques
de Valencia y Aranjuez en una versién muy personal del simbolismo. Fas-
cinanres son sus jardines de forzadas perspectivas, donde el dempo parece
derenido. Joaquim Mir es un gran paisajista, y su arte no estd contaminado
por ninguna influencia, porque nunca salié de su tierra. Concentrd sus es-
fuerzos en proyectar ¢l color y la luz en las elas, con visiones deliantes que
rozan la abstracciin. Sus mejores obras son de cuando pintaba en Mallorea
en busca de paisajes recanditos en la sierra de Tramontana, cercanos a Deid,
donde buscando un encuadre cayd y se accidento gravemente. Y también de
Tarrigona, de su convalecencia en el hospital, donde pinté con la fuerza de
un fanve y la téenica de un puntillista. Fue el arquitecto Antoni Gaudi quien
recomendd Mallorca o Hermen Anglada-Camarasa, que se instalo alli (1g14-
1936 y 19471959 ) y nos dejd vistas de sus acantilados de bronce y sus aguas
cristalinas, en una suerte de posimpresionismo simbélico muy personal,

Laurea Barrau, con una vista de Tossa de Mar antes que la visitase Ava Gard-
ner, la pintura pastosa de Gimeno en la costa o tierra adentro, un rincdn
del Generlife banado por el sol de Granada de Mariano Bertuchi, la im-

paisaje realista, ue maestro desde 1857 de la ciredra de paisaje de la Es-
cuela Superior de la Academia de Bellas Artes de San Fernando de Madrid.
Abogi por el acercamiento objetivo a la naturaleza y el plein oir, forzando
la transicion del paisaje romantico al impresionista, Desde entonces, ¢l ar-

presk visian de las Lagunas Ponninas de Nicolan Raurich, una dama
pensativa de frente, sentada a la orilla de un lago —con ecos de los prerra-
faelitas ingleses—, de Tamburini, las diversas vistas de las horas del dia en
el mar del virtuoso Meifrén... Todos configuran un mosaico en esta exposi-
cion, una metdfora de la historia moderna de nuestro paisaje.



Hermen Anglada-Camarasa
Barcelona, 1871 - Port de Pollenca, Mallorea, 1959

Nacido en Barcelona en 1871, estudio pintura en contra de la voluntad
de su familia. Se formé primero con los artistas Tomas Moragas ¥ Modest
Urgell, y posteriormente en la Escuela de Bellas Arres, la Llotja, en Barcelo-
na, antes de seguir su formacion en Paris, donde se establecié en 1894, Alli
asistio a las clases de la Academia Julian, donde se formaron los pintares
del grupo de los nahis. En un principio pintor de paisajes realistas —la Sala
Parés de Barcelona acogido su primera exposicion individual, en 1894, con
este tipo de pinturas—, a partir de su estancia en la capital francesa su obra

evoluciond hacia la representacion de la vida nocrurna parisina, con un
acusado colorismo y Aiguras lemeninas mundanas. Fsa etapa de su carrera
le confiria cierta fama, le permitio legar al pablico internacional y expo-

ner en rodo el munde.

A raiz de una estancia verantega en Valencia, en 1go4, se interesd en ¢l
folclore valenciano y cambid la remitica de sus obras. Se dedico entonces
a la representacion de figuras de gitanos y de mujeres con trajes regionales
espanoles —vestidos, chales, mantones y joyas— con un alto nivel de de

talle, lo que die pie al desarrolle de un cierto decorativisme en su pintura.

Influido por un amigo pintor que vivia en la isla, Anglada-Camarasa viajo
por primera vez a Mallorea, por recomendacion de Gaudi, enigog, y se ins-
talé alli cinco anos después, al comenzar la Primera Guerra Mundial, Los
paisajes de Mallorca pasaron a ser ¢l tema central de su obra, dejando de
lado les temas desarrollados en Paris, Recupero el género de sus prime-
ras pinturas, el paisaje, pero se focalizd en representaciones de escenarios
de su nuevo entorne —ambientes campesinos y costeros; peces y fondos
marinos—y de manera radicalmente diferente: abandona el realismo en
favor de unas vistas mas oniricas, inspiradas tanto por los impresionistas y
posimpresionistas como por los fvistas, en las que domina la exaltacléon
del color y la luz. Durante ese periodo, frente al desarrollo de las vanguar-
dias en Europa después de la Gran Guerra, Anglada-Camarasa reorientd
su carrera hacia los Estados Unidos, donde su fama se mantuve. De 1924
a 1934 participd en numerosas exposiciones colectivas en diferentes ciu-
dades norteamericanas: Pirtshurgh, Washington, Nueva York, Chicago,
L.os Angeles, Dallas, Cleveland, entre otras. Bl primer periodo del pintor en
Mallorca durd veintidés afos, hasta 1936,

Al estallar la Guerra Civil, Anglada-Camarasa se hallaba en Barcelona. De-
bido a la situacian politica, no pudo regresar a Mallorea, que cayé pronto
en manos del ejército de Franco, En aguella época encontrd refugio en la
abadia de Montserrat, macizo montafioso de la provincia de Barcelona
donde se asentaron comunidades de monjes a partir del siglo x. Los paisa-
jes escarpados de Montserrat, que presenta una orografia singular, fueron
una gran fuente de creatividad para Anglada-Camarasa durante su estan-
cia alli. De ese periodo se conocen casi exclusivamente representaciones
de Montserrat

Al estallar la Segunda Guerra Mundial, se exilié con su familia en Francia,
en Pougues-les-Eaux (Borgona), hasta que en 1947 regreso a Mallorca. En
la etapa lrancesa abundan las representaciones de floreros, bodegones y
paisajes, junto a algunas figuras. Ya en Mallorea, su obra se hizo cada ver
mis escasa, debido a un accidente que sufrit en 1gs3. Murid en 1959 en la
isla donde habia pasado buena parte de su vida y que tanto le inspira.

it

Paisaje de Mallorca

Hermen Anglada-Camarasa

19141936
Oleo sobre tabla

38 x50,5Ccm

Firmado wH, Anglada Camarasas en el reverso
Procedencia:
Coleccion Saridakis, Mallorca

No se sabe exactamente qué circunstancias llevaron a Anglada-Camarasa
a instalarse en la isla de Mallorca, donde residio en dos periodos distintos:
de g1 a 1936, y desde 1947 hasta su muerte en 1959, Pero lo clerto es que la
isla desemipend un papel muy importante tanto en la vida del pintor como
ensu obra. Se Instalé en el pueblo de Port de Pollenga, al nordeste de laisla,
donde construyd una casa, El Pinaret y se roded de algunos amigos artistas
argentinos que habla conocido en Paris, entre ellos Tiro Cintadini y Roberio
Ramauge, Convivian y trabajaban juntos, y se autoproclamaron como wes-
cuela pollensinas, aungue sin linea directiva ni fines precisos.

Desde su llegada a Mallorca, en 1914, Anglada-Camarasa dejé de lado la
figura femenina y la temitica folclorica y recuperd su tema de predilec-
¢l paisaje. Mo obstante, en aguella época
se acercaba al paisaje con una nueva mirada, toralmente distinta de sus

cién antes de su estancia en Pard

primeras obras. Recurria a una paleta de colores mucho mas osada para
representar la naturaleza, siguiendo en ese senrido los desarrollos de
los fauvistas, y elaboraba sus composiciones yuxtaponiendo manchas y
empastes de color a la manera de los impresionistas. Al contrario de los
pintores impresionistas gue tabajaban sur le motif, directamente in sita,

&l romaba apuntes que luego utilizaba par crear sus obras en el estudio.

Esta vista de una cala de Mallorca, con —en segunde plano— la representa-
cion de un acantilado que ampara una pequedia calia, es una composicion
realizada por el pintor durante su primera estancia en la isla. Refleja la
nueva orientacion de su obra en aguella época, tantw por la paleta utilizada
como por la pincelada, recreando las formas de la roca, laarena y el mar me-
diante manchas de colores atrevidos, que se alejan de los colores reales del
paisaje pero confieren al conjunto mucha luz y una gran fuerza evocadora.



Noria de tiro, Mallorca
Hermen Anglada-Camarasa

C19151920
Olen sobre tabla

17.5 X 49,5 Cm
Firmade «H. Anglada-Camarasan

En ¢l reverso de la tabla sRecuerdo de José Costa Ferrer | para Montse-
rrat Umbert | 7 Costa [ ;1 diciembre 1g71 [ Palman, Josep Costa Ferrer (1876
1g71) fue dibujante y caricaturista bajo el seudénimeo Picaral. Instalado en
Mallorca, fundo en Palma las Galeries Costa.

Este cuadro fue realizado por Anglada-Camarasa al inicio de su primera
etapa en Port de Pollenca, en Mallorca, hacia 19151920, Representa una
noria de tiro, un artefacto usado para recoger agua en pozos mds o me-
nos profundos, muy a menudo a fin de regar cultivos. Este dispositivo fue
inventado por ingenieros griegos en la época helenistica (ss. it a, G y
perfeccionado hacia el s, w d. € por ingenieros romanos; accionado ge-
neralmente por fuerza animal, se difundio por todo ¢l mundo mediterri-
nen. El término ‘noria’, de origen drabe (o siriaco), fue adoptado por varios
idiomas modernos —inglés, frances, castellano, italiano— para designar
€54 maguin

La noria ocupaba una posicion relevante en el paisaje de Mallorca a prin
cipios del siglo xx, ya que en ¢l
de rres mil quinientas norias de tiroen la isla. A partir de 1850, con la apa-
on deé otras tecnologias, como el moline de viento para la extraccién

undo cuarto del siglo xix existian mas

de agua, las norias empezaron a ser relegadas o sustituidas, sobre todo en
los municipios mallorquines que optaron por una agricultura de regadio
intensiva, destinada a la comercializacion: algunas quedaron abandona-
das y otras fueron reformadas o derruidas. Pero no hay que descartar la
convivencia de molinos y norias de tirp en un misme periodo de tiempo,
y en algunos municipios se continuaron conseruyendo norias de tiro (en
Pollenga, por ejemplo, habia 5o norias en 1872, y m en 1951, Otros artis-
tas, como Carlos de Haes (Una noria, Mallorcg, ¢ 1877, Museo del Prado, rell
Poegsi3) ya se habian interesado en este elemento del patrimonio paisajis-
tico de la islaen el siglo xix,

En esta obra, cuyo dibujo preparatorio se conserva en la Fundacian “la
Caixa" de 'alma, Anglada-Camarasa representa con mucha precision una
noria de Mallorea, seguramente de la region del Porede Pollenga, donde
el pintor se habia establecido. Se pueden identificar todos los elementos
del dispositivo: la rueda, que en su perimetro sostiene una hilera de reci-
pientes de cerdmica {arcaduces o cangilones), que se Hlenan de agua con el
movimientode la misma; la contra-rueda, el yugo que reposa sobre dos pi

lares de piedra; el cuello que encierra la rueda y el pozo, guardado por una
harrera de madera, asi coma la mota de piedra alrededor, para el paso del
animal de traccion. Con una pincelada breve y una paleta de colores muy
vivos, caracteristicos de su obra realizada en Mallorca, Anglada-Camarasa
deseribe de manera casi documental la imagen de un elemento muy tipico
del paisajeagricola de suislade adopcion, que seria definitivamente aban-
donado, aungue no destruido, con los avances de la técnica en el siglo xx.

Paisaje de Montserrat

Hermen Anglada-Camarasa

Oleo sobre tela
57,5 % 65,5 cm

Firmado «H. Anglada-Camarasas (signatura posiblemente apéerifa)
Procedencia:

Coleccion juan Saridakis {Palacio de Miravent), Palma, Mallorca
Coleccién A. Ruiz, Barcelona (1990)

Anglada-Camarasa se marcha de Catalufia con 23 atos y nunca volvid a
vivir ahi, excepto entre 1536 y 1939, periodo que ocupa un lugar muy sin-
gularen su vida, En 1936, al estallar la Guerra Civil, se hallaba en Barcelona
y, debido a su compromiso politico a favor de la Replblica, ya no pudo
volver a Mallorca, que habia caido en manos de los franqguistas. Gracias a
sis contactos, en agosto de 1937 se instalo con su «

posa y su joven hija
en el monasterio de Montserrat {enronces sin vida mondstica), ocupado
por la Generalitar de Catalufia para preservarlo de eventuales ataques.
Alli se relaciond con muchos artistas y politicos, relugiados en las mismas
condiciones o que acudian con mas o menos frecuencia &l monasterio: el
escultor Josep Viladomat, ¢l compositor Robert Gerhard o el presidente
de la Generalitat de Cataluna, Lluis Companys. Por lo tanto, estaba muy
comprometido en la vida cultural y politica de la ¢poca, y participd ple-
namente en ¢lla tanto con su obra comao desde su cargo de delegado de la
Comisaria de la Generalitat en Montserrat para la salvaguardia y conserva-
cion del patrimonio artistico del monasterio.

Esta breve fpoca montserraring (1937-1938) fue un periodo de gran creari-
vidad para el pintor, aungue poce conocido del pablico durante muchos
ahos, Inmerso en el mismo paisaje-ambiente, se dedicd casi exclusiva-
mente a la representacion de paisajes de la montana y de sus alrededores,
Sus composiciones se inspiraban en las vistas que tenia desde su aller
—en una dependencia de la antigua escolania que dominaba el valle del
Liohregat— o en sus excursiones por la region. Anglada-Camarasa no e
un pintor que trabajara sur le motif, al contrario que Joaquim Mir, sino en
su taller, a partiv de apuntes, recuerdos y sensaciones, pero también en
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i)
los que ensamblaba diferentes recortes de larogralias para crear sus pro-

aquel periodo a partir de fotografias. S¢ consérvan algunoes montajes

pias composiciones; por ejemplo, existe un montaje compuesto de tres
fragmentos lotogrificos independientes para su obra Montsermat, antigua-
mente conservada en la coleccion de Antonio Beteré Cabeza.

En Montserrat pintd no menos de una cincuentena de cuadros, todos
sabre tela, con unas dimensiones que no superan los 100 X 100 cm, Coma
siempre en el hacer de Anglada, las obras de menor tamato estin mis
abocetadas, y las de mayores dimensiones muy acabadas, aungue en ge
neral hay que destacar el elevado nivel de todas ellas, tanto técnico como
estético. Adapraba los avances estilisricos que habia experimentado en
st primer periodo en Mallorea a la orografia singular de la montana de
Meantserrat, y utilizaba colores vivos aplicados en manchas matéricas yux-
tapuestas, a la manera impresionista. En la obra objeto de este comentario
se aprecia esa herencia de los impresionistas en ¢l ensamblaje de manchas
bets, violetas, verdes y marrones que dibujan el relieve accidentado de la
montafa, que destaca sobre un cielo amarillento. La continuidad de estas
obras con las de su primer periodo en Mallorca es tan evidente que a veces
esta pintura fue publicada en 1958 por Gabriel
Fuster Mayans como una vista de [a «Costa Brava de Mallorcas,

se han podido confundi

Anglada-Camarasa expuso pocas veces en vida los cuadros de aquella épo-
ca, y ese conjunto fue poco conocido durante muchos afios, a pesar de su
gran calidad. Francesc Fanthona y Francesc Miralles, comisarios de la ex-
posicion Anglada-Cemarasa o Montserrat, organizada en 1993 en Manresa,
escribieron a este respecto: «La obra montserratina de Hermen Angla-
da-Camarasa tiene una gran importancia. Es un capitulo esencial én ¢l
conjunto de la pintura angladiana, pero por las circunstancias adversas en
las que fue creada. va a pasar durante mucho tiempo demasiado desaper-
cibidaz.

El pintor permanecio en Montserrat hasta los (ltimos dias de la Guerra
Civil, antes de tomar el camine del exilio e instalarse en Francia, en la pe-
quenaciudad de Pougues-les-Faux [ Borgofia).
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Hermen Anglada-Camarasa

L1950
Oleo sobre tabla

50x36,5cm

Firmado y dedicado «eMuy afecruosamente a Antoinerte Schulee | H,
Anglada-Camarasas.

Durante la primera etapa de Anglada-Camarasa en Mallorea (1914916),
se abservan dos cambios radicales en su produccién artistica: el tema de
las obras y su técnica, La obra de este periodo se centra casi exclusivamen-
e en el paisaje; casi no pintd paisajes urbanos, y excepro algunos escasos
bodegones, floreros o retrates, su produccion se focaliza en la naturalezay
el aire libre. Sus paisajes estin compuestos a una distancia media —vistas
de la montafna cerca de Port de Pollenga, paisajes de cielosde la islao dela
vegetacian (almendros, pinos, alivos), perspectivas de su finca El Pinarer,
panoramas del fondo del mar—, lo que no siempre permite reconocer un
lugar geografico concreto. La obra de st segunda etapa en Mallorca sigue
con las mismas pautas y a veces es dificill decerminar su fecha de ereacion.

Seapreciaen la pintura de Mallorea una economia de elementos que contras-
ta con lasobreabundancia de detalles en las obras sobre el folclore valenciano
realizadas en Paris en la década de iguo. El colar pasd a ser una de las princi-
pales preocupaciones del artista, que lo utilizaba tal como sale del tubo de
pintura, con mucho grosor, mediante empastes aplicados coma manchas yu-
xtapuestas, a la manera de los impresionistas que habia conocido en Paris. En
estzetapa sigue predominando el tema centrado, asi coma las lineas de fuerza

en diagonal; sobre todo en las representaciones de rboles, con los toncos
marcando grandes diagonales que organizan la composicion,

Contamos con numerosas representaciones de drboles en la obra mallor-
quina de Anglada-Camarasa, de variedades presentes en la isla y en toda
la cuenca medirerrinea: almendros; pinos u olivos. La forma sinuosa del
tronco del olivo y el relieve accidentado de su corteza —que represen-
ta con un gran interés descriptivo— inspiraron muchas obras al pintor.
Esta pintura condensa ¢n la misma composicién dos de los temas mis
recurrentes de la obra de Anglada-Camarasa en Mallorea: la montana y
el olive. Bl tronco de un olivo en primer plano destaca sobre un fondo
montatiose. Los colores dominantesen la composicién son el violetay el
verde, gue el pintor utiliza tanto para representar el relieve de la monta-
fia como para la corteza del olivo, acercindose de esta manera a los avan-
ces picréricos de los fauvistas, Medlante colores atrevidos aplicados con
pincelada gruesa, recoge una vista anecdotica del paisaje de Mallorca, al
que confiere protagonismo.



Este cuadro estd dedicado a Antoineme Schulte {Nueva York, 18g7-981),
pintora estadounidense que estudit aree en Nueva York y mas rarde en Pa-
ris;asicomo en el taller de José Maria Lopez Mezquita en Madrid,

Laurea Barrau
Barcelona, 1863 - Sanra Eularia des Riu, Ibiza, 1957

Nacido en el senode una familia numerosa de la burguesia barcelonesa,
empeza su formacion artistica en la Escuela de Llotja, dende fue discipulo
de Antoni Caba y Claudi Lorenzale. En 1882 viajb a Madrid para descubrir
la pintura de los grandes maestros espafioles en el Museo del Prado. Al afo
siguiente se trasladé a Paris, donde Jean-Léon Gérdme, uno de los artistas
académicos mis reconocidos, le facilitd el acceso a la Escuela Nacional de
Bellas Artes. En la capital francesa coincidia con Ramon Casas, con el que
compartio su primer viaje por Espata, lascinado en particular por las ciu-
dades andaluzas de Sevilla y Granada.

Aungue Roma yva no formara parte del itinerario formativo de los artistas,
Barrau sofaba con formarse segiin los cinones clisicos de la rradicion.
En 1884, con solo veintian aios, obtuve la beca Fortuny otorgada por el
Ayuntamicnto de Barcelona, lo que le permitio residir durante unos afos
en la Ciudad Ererna para estudiar a los maestros antiguos. Posteriormente
pasd tres meses viajande por Marruecos, siguiendo las huellas de Maria-
no Forcuny, ¢l verdadero miro artistico de su generacion. En 188g volvid a
Paris, donde coincidit con Ignacio Zuloaga y otros artistas espanoles alll
instalados. Entre ellos, Barrau recibié sobre todo la influencia del catalin

Francesc Miralles, retratista de la burguesia parisina.

El pintor alrernaba su estancia en Paris con viajes diversos, aungue un
destino recurrente era Olot, capital de la comarca catalana de la Garroxa,
donde muchos pintores de agquella ¢poca —de Vayreda a Rusinol— pasa-
ban remporadas para acercarse a la naruraleza. Progresivamente, Barrau se
[ue alejando de la tematica historicista de sus primeras obras para desarro-
Iar paisajes con figuras de naturalismo roral, inspirados por Jean-Frangols
Millery relactonados con el realismo social de Dionis Baixeras.

El ano 1899 fue clave en la trayectoria pictorica de Barmu, cuando trasladd su
residencia de Paris 3 Caldes d'Estrac (Barcelona), De laanimada capiral franee
sa al pequeno pueblo del Maresme, el cambio era notable: Sus obras reflejan
¢l contraste entre los grisiceos delos nublados del norte y 1a vivacidad lumi-
nosa de la costa mediterrdinea. Sus marinas con figuras tienen una fuerte re
lacion con las obras de Joaquin Sorolla, con el que comparte una luz intensa.
Una obra ejemplar de esa época es El baiio, pintada en Caldes d'Estrac en 19og
y adguirida por el Gobierno francés —en el Salon de la Société Nationale des
Beaux-Arts—para el Museo del Luxemburgo (actualmente en Dakar, en el anti-
gua Palacia del Gobierno general del Africa Ocridental Francesa),

Barrau mantuve una dindmica actividad expositiva a lo largo de toda su
vida: desde 1887 expuso regularmente en Barcelona, en la Sala Parés y en
las Galerias Layetanas, asi como en Madriel y Paris. Sin embargo, su objeri-
VIO BTA COnSeguir un gran reconocimisnto internacional: asi pues; siguien-
do los pasos de Sorolla, comenzd a viajar por América. En 1gog visite Ar-
gentina, donde contactd con el promotor artistico |osé Artal, y a partir de
entonces expuso en Buenos Aires, Montevideo, Rio de Janeiro, Sio Pauloy

Nueva York. Participd ademads de manera continua en los salones de Paris:
antes de la Guerra de 1914, concurrid reeinta veces, con un toral de serenra
y nueve obras, lo que le define como uno de los pintores catalanes mas
internacionales de la época.

Enigu, con una carrera arristica asentada y un lenguaje personal bien defi-
nido, el pintor se trasladd defin
colores y las costumbres de L isla, en busca de la serenidad necesaria para

amente a Ibiza, cantivado por la luz, les
continuar su ohra.

Encuadrar la figura de Barrau en alguna corriente artistica de su tiempo
es ardua misidn. A pesar de su inevitable vinculacion con los artistas mo-
dernistas de la época, su pintura se asocia dificilmente con esta corriente
artistica, con la que &l mismo marcd distancias, Amante del naturalismo
sobrio y fiel al academicismo, Barrau se limito a realizar innovaciones mo-
deradas en circulos de arte mds convencionales.

Tossa de Mar
Laurea Barran

c.igod
Oleo sobre lienzo
7% 100 cm

Firmado sl Barraus

Tras muches atos vivienda en la capital francesa, Barrau abandono
Paris en 1894 para regresar a su tierra natal, y se instalé en la localidad
costera de Caldes d'Estrac, ceraa de Barcelona, Este cambia de residencia
tuvo consecuencias muy evidentes en su obra pictérica, especialmente
por la profunda diferencia de clima entre ambos fugares: por un lade, la
vitalidad y el dinamismo de una metropolis cosmopolita como Paris, ca-
racterizada sin embargo por una atmaosfera gris y unos cielos plomizos,

por otro lado, la tr lidad de un

no pueblo maritimo con un

Peq

serenoy |

Muchos afios antes de establecerse en Ibiza, donde vivid los Gltimos coa-
renta aios de su vida, el artista ya propendia a representar paisajes me-
diterrinens, y a partir de entonces se dedica casi exclusivamente a pintar
marinas, gue le valieron el sobrenombre de «Sorolla cataline, Entre los
pueblos virgenes de la Costa Brava, uno de sus favoritos era Tossa de Mar,
donde Joan Brull —el mis cercano de los pintores modernistas a la obra y
la mentalidad moderada de nuestro artista— le invito a veranear en 1gog
junto a su esposa y musa, Berta Vallier. Desde entonces, su vinculacion con
esta localidad fue continua.
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Tossa de Mar, llamada mis adelante por Mare Chagall el sParaiso azuls, es
precisamente la poblacién que idenrificamos en el fondo de la obra que
presentamos. Con sus imponentes torres, se reconoce la vila vella, el nidcleo
urbano medieval, casi completamente rodeada de murallas del siglo x.
En la cumbre de Ia colina se perfilan las ruinas de la antigua iglesia parro-
quial garica. En el primer plano de la composicién, una pareja de espaldas
contempla el espléndido paisaje que forman los veleros navegando y la

villa antigua, banados por la luz del atardecer,

Nuestra pintura denota indudablemente la influencia de la obra de Soro
lla, evidente en la capracion de la luz y el vivo cromatismo de las figuras,
a la vez que destaca el paisaje de minuciosa descripcian casi foregrifica,
un elemento que tma profagonismo. No obstante, la comparacitn con

el mi

estro valenciano no tene que leerse errdneamente como un intento
de emulacion, como ya reconocia su contemporineo, el critico Alberva del
Castillo: «Se considera con razén el mas caracterizado sorollista catalin.
Pero esta anticipacion al pictorismo luminista, aun siendo clerta, resulta
excesivamente simplista, Barrau Heva desde el principio un ansia de ver
dads (revista Goya, Madrid, julic-agosto de 1g50).

Mariano Bertuchi
Granada, 1884 - Terudn, 1955

Bertuchi inicid su formacion artistica en la Escuela de Bellas Arves de Gra-
nada. Tras el primero de numerosos viajes al norte de Alrica, invitado por el
intérprete del general O'Donnell, amigo de su padre, se traslado a Madrid.
Alli, a [a edad de 15 anos, entro en la Real Academia de Bellas Artes de San
Fernando, donde fue alumno del valenciano Antonio Mufioz Degrain,

Enriguecio su formacion académica con repetidos viajes a Marruecos,
una region que le despertaba gran interés y donde acabaria viviendo [a
mayor parte de su vida, Sus primeras obras se caracterizan por la aficién
al paiaje y la atmésfera de ciudades como Tetudn y Chefchaouen: mer

cados, café

jardines, calles, escenas de la vida cotidiana y ceremonias,
vistas, También se dedicd a la representacion de escenas de batalla: la
guerra civil marroqui de 19o2-1go3, la revelucién de 19o8, la creacion del
Protectorado espanol. Para adentrarse en el descubrimiento del territo-
rio y captar su esencia, Bertuchi incluso se unid al contingente de perio-
distas que acompanaba a los soldados del Protectorado. En esa primera
¢poca su obra estd impregnada de romancicismo orientalista, en la linea
de Mariano Fortuny.

En g1y, casado y con un hijo, se mudd a San Rogue (Cadiz), en la region de
Gibraltar. £n aquellos anos visitaba repetidamente Malaga y Granada. En 18
se rrasladd con su familia a Ceuta, donde combind sus compromisos en la po-
litica local eon una intensa produccian artistica, sobre rodo carteles ruristicos
y postales, pero también importantes obras piblicas, como la decoracion del
edificio del Ayuntamiento {actual Palacio de 1a Asamblea) y del Casino Afri-
cano de Ceuta, con sede en la Casa de los Dragenes. También parricipo en el
diseio de los jardines de las estaciones de Ceuta y Tetuan y, mas tarde, de los
jardines de la Plaza de Espatia de Tetudn (actual Plaza de Hassan 11),

Durante la tercera década del siglo xx sus responsabilidades como funcio

nario en ¢l conrinente alricano crecieron considerablemente: asumié ¢l
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rol de académico correspondiente de la Real Academia de Bellas Artes de
e de los Ser-
vicios de Bellas Artes v Artes Indigenas de la ciudad. También dirgio e im-

San Fernando ¢n Tetudn, y en 1928 fue nambrado inspector

pulsa diversas instituciones culturales y de conservacion del patrrimonio,
como el Museo Marroqui (actual Museo Emalogico de Terudn), la Escuela
de Artes Marroquies o la Escuela Prepararoria de Bellas Arres, hoy [nstiture
Nacional de Bellas Artes.

Su implicacién en la vida culmiral local se manifestd ignalmente en su co-
laboracion con la junta Superior de Monumentos Histdricos y Artisticos,
Hustrando un dlbum promocional destinado a incentivar el turismo en el
Protectorado espatiol de Marruecos.

Artista extraordinariamente prolifico, fue muy popular en su época, tanto
en Marruecos como en Espana. Sin embargo, rras su muerte su figura de
pintor guedd parcialmente ensombrecida hasta su reciente recuperacion,

a partir de gy, gracias a diversas exposiciones.

Patio de la sultana
Mariano Bertuchi

1903
Oleo sobre lienzo

100 X 130 Cm

Recibié una mencién honorifica en su debut con esta pintura en la Ex-
posiciton Nacional de Bellas Artes de Madrid de wgog.

Realizada en 1903, cuando el arrista renia diecinueve aios, esta obra re-
presenta ¢l Patio del Ciprés de la Sultana, en el jardin del Generalile de
Granada, ciudad natal del artista, Esta magnifica villa en las cercanias de
la Alhambra, cuya construccion se inicid a finales del siglo xin, y donde
jardines ornamentales y huertos se integran en la arquitectura, era la casa
de descanso de los reyes nazaries de Granada, El Patio del Ciprés de la Sul-

tana también aparecio en ese periodo, aungue su aspecto actual es fruto de

importantes cambios en la época cristiana, Fste patio, cuyo nombre der

de un ciprés centenario que apare

al fondo en nuestra pintura, fue esce-
nario de una leyenda segin la cual Morayma, esposa de Boabdil, (ltimo
sultin del reino nazari de Granada, se reunia alli con su amante, un caba-
llero miembro del clan de los Abencerrajes, lo que habria desencadenado
la muerte de los miembros de ésta noble familia, que fueron degollados.

A pesar de la macabra leyenda, Bertuchi escoge un tema que ya liabia pro-
ragonizado las pinturas de muchos artistas de la época, entre ellos Santia-



go Rusifiol. En aquella época, cuando el naruralismo modernista estaba
atin en pleno auge, los jardines de Espana eran un lugar de encuentro para
los artistas, en particular los palacios de Andalucia, con sus arquitecturas
arientales, Mariano Bertuchi realizé otras composiciones similares, como
¢l Patio de o Arrayanes que pintd cinco afios antes.

Atrapado por ¢l encanto romdntico de los surtidores y la frondosa vege-
tacitn de cipreses ¥ setos de arrmyan, Bertuchi, que seguia la linea de sus
contemporaneos, se distingue por una expresion muy personal, que desa-
rrollé desde muy joven. Su estilo se centra en la técnica luminista, que ¢l
artista habia heredado de su maestro valenciano en la Real Academia de
Bellas Artes de San Fernando de Madrid, Anronio Munoz Degrain.

Los verdaderos protagonistas de este llenzo son la luz clida y los reflejos
vibrantes, la profusion de colorido y la luminosidad, proximos a los lumi-
nistas valencianos, Si con la madurez se acentuaron los contrastes entre
luces y sombras, tanto que el pintor lego a ser catalogado coma impre-
sionista —e incluso como posimpresionista—, en esta magnifica obra de
juventud Bertuchi s¢ expresa con una pincelada rapida y empastada que
hace de este cuadro uno de los mejores de su entera produccion. Lo confir-
ma la mencién de honor que esta pintura recibio en1gog en la Exposicion
Nacional de Beilas Artes de Madrid.

Bibliografia
Album salén, 1 enero 1904, repr. p. 163,
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Francesc Gimeno
Tortosa, 1858 - Barcelona, 1927

Procedente de una humilde familia de campesinos, desde muy joven des-
cubrid el arte del dibujo gracias a su vecino Francese Tio, gque tenia una ti-
pografia. Alos 14 afos empezo a trabajar en el taller de Manuel Marqués; el
pintor decorador mas prestigioso de Tortosa, A principios de los anos 1880
se traslado a Barcelona, donde siguid rrabajando como pinter de paredes
en el taller de Joan Parera, mientras que en su tiempo libre se dedicabaa la
pintura de caballete. En la Ciudad Condal entablé amistad con los artistas
Eliseu Meifrén, josep Lluis Pellicer y Ramiro Lorenzale. Sus obras de juven-
tudl se caracterizan por una dedicacion prelerente al paisaje, en particular
vistas riberenas cargadas de dulce lirismo.

En 1884 Gimeno fue a Madrid a estudiar en la Escuela Superior de Bellas
Artes con Carlos de Haes, del paisajismoy ©

stones para pintar al natural. El realismo romdntico ¢ idealizado de sus
relas muestra la influencia de su maestro, El pintor aprovechd también su

o de excur-

estancia en Madrid para visitar asiduamente el Museo del Prado, donde
realizaba copias de los maestros, entre los gue admiraba particularmente
aVeldzquez, Ribera y Murillo,

Volvié a Catalunya tres afios después. Con Modest Urgell, viajo a Torroella
de Monrgriy establecio una relacion de mecenazgo, aunque modesto, con
Ramaon Call. En 1888 se caso con Caterina Massaguer. Segin sus biogratos,
a partir de entonces el artista cambio de personalidad, comenzo la fase de
agitacion Interior que caracterizo toda su vida y le condujo a rechazar la
proteccidnde diferentes benefacrores y. finalmente, alaautomarginacion.

Recién casado, Gimeno se establecio en Barcelona, donde vivio en cons-
rante precariedad econdmica con el solo sueldo de decoradar, quiranda
horas al suefio para pintar. No obstante, en la década de 18go-1900, con-
siderada su época weufdricas, su pintra alcanzé 1a plena madurez, con
un lenguaje plistico y un realismo expresivo que revelan la influencia de
Veldzquez, Durante aquellos anos el artista siguid dedicindose a la pintura
de paisajes, de la Costa Brava y, sobre todo, de Torroella. A través de sus
telas interpreta una naruraleza universalmente bella y perfecta, revelando
asi su vision p ica del do. Tambié
terion, especialmente los retratos y autorretratos, el otro género preferido
del artista.

trabajaba las escenas de in-

La espiritualidad y 1a austeridad de su cardeter hicieron que la Agura de
Gimeno no fuera adecuadamente apreciada por el pablico barcelonés de
la época, incapaz de entender sus obras duras, los temas proletarios y la
pincelada fuerte, considerada carente de sensibilidad y refinamiento. A
pesar de carecer del apoyo de las multitudes, Gimeno tenia un circulo de
admiradares que, por iniciativa del pintor Ignasi Mallol, organizaron su
primera muestra individual en la Sala Dalmau de Barcelona en 1g15. Esta
retrospectiva, de carieter vindicativo, hizo que por primera vez Gimeno
viera reconocida su labor artisrica, y obtuvo un discreto éxito de critica.
Fue también la ocasion para el reencuentro con su amigo de la infancia, el
doctor Francesc Bedds, quien a partir de entonces contribuyd econdmica-
mente para facilitar las campaas pictoricas del artisea en Sabadell, Soller
(Majorca, 116}, Girona, Begur y Tarragona.

Hasta entonces desvinculado del mercado artstico, Gimeno empezd a
presentar suobra en galerias y exposiciones aficiales. Participo en el Salén
de otofio de Paris en 1920, v en la exposicion de arte cataldn de la Sociedad
Nacional de Bellas Artes de Lisboa en g, ¢ individualmente en la Real
Academia de Sabadell. También la Sala Parés organizo, en 1925, una exposi-
cion de homenaje, pero su reconocimiento no culming hasta después de

SUmuerte, en 192y,



Cala (El Paradis)

Francesc Gimeno

gy
Olea sobre tela

Bixg5om

Enrre las diversas campatas pictaricas que Gimeno realizé en la Costa
Brava a lo largo de su vida, destaca seguramente su produccion del aie
g7, cuando el artista se instald en Begur y, durante algunos meses, en For-

nells. Las telas alli realizadas, consideradas las mejores marinas de su catd-

logo, comparten el mismo concepto pictérico y las mismas caracreristicas
formales que las telas de Mallorca, donde habia estado el afio anterior por

encargo de suamigo y protector, el doctor Bedis.

Gimeno estaba lascinado por las espectaculares visiones de los entonces
salvajes acanrilados de la Cosra Brava: buscaba vistas insdlitas y de com-
plicado acceso, como la de nuestra pintura, que describe en sus cartas a la
familia como apanoramicas de poesia encantadorax.! Fragmento angosto
y abrupto; nuestra Calo representa una pequeia playa con barcas amarra-

das, y al fondo la finca Bl Paradis, al igual que otra version muy similar y

de medidas algo mis reducidas que se conserva en la coleccion Abelld de
Madrid (El puerto de Ses Oruts con la finca El Paradis).

Mo se trata de una visién romantica sino de una presentacion directa y

verdad admirable, una rransmision sincera y alta de una impresién real
sublimada por el arte._».*

Esta pintura, ejemplar de [a época de Begur, evidencia su expresionismo
y dinamismo, su modo tan personal de enfre

arse al paisaje, de descri-
bir las rocas y el agua banadas por una luzinrensa, de caprar la apariencia
cambiante de la naturaleza. Después de senalar la incidencia que habia
tenido la reciente exposicion de arte francés, una critica de la revista Ius-
tracii Caralana comentahba la exposicidn de Gimeno celebrada en el Salén
Goya en 1917: « Durante la pasada exposicion de arte [rancés, mds de una y
mas de dos veces se nos ha pasado por la cabeza la idea que Gimeno, entre
los Cézanne, los Sisley y, sobre todo, los Manet, no haria un papel desaira-
do. Es del mismo talante y lo es honradamente, comao elloss !

Sin embargo, sabemos que los impresionistas franceses no tuvieron nin-
guna influencia directa sobre Gimeno, gue Hevo a cabo su trayectoria de
manera independiente, aun Hegando a soluciones formales similares: ¢l
plein air, ¢l abocetamiento; los encuadres asimérricos, el cromarismao in-
tenso y la consideracidn de la luz como elemento configurador del paisaje.
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sin anécdotas de la realidad. El pintor construye el paisaje yuxtap
manchas de color de armoniosos ronos ocres, siena y rojizos de la tierra,
cuya fusitm se dejaa la percepeidn visiva, La luz delicada, extendida sin ser

deslumbrante, juega un papel fundamental én los efectos cromaricos. La

pincelada de trazos burdos y las texturas dsperas son tipicos de la enérgica
ejecucion del pintor. Ademds, es interesante el encuadre adoprado, poco
tradicional. Durante aquellos anes Gimeno estabaafinando sus encuadres
picados, desde un punto de vista elevado, gue alcanzaban la méxima auda-
» conserva la mis-

cia. Aqui la solucion es diametralmente opuesta, aun

ma estrucruracion de la profundidad mediante diferentes planos. El ciela,
como en muchas otras ocasiones, solo ocupa un espacio muy reducido de

la parte superior de la tela.

Aprovechando la luz natural, Gimeno trabajaba ade sol a solv. Impresio-
nado par la luminosidad de sus obras, el cronista Ferran Agullo —conock-
da con el seuddnimo «Polv— comentd, tras verle pintar: o la impresidn
de aguella tela sobre la cual el pincel del pintor iba plasmando la luz en
las rocas rofas, azules, verdes, las rocas luminosas de Fornells... Era una ava-
lancha de luz que pasaba del pincel a la tela; era un espiritu creador de una

1 Carra de Gimeno 3 su fanilia desde Begur, verana de iy Archivo de los descendientes

del punior
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Ramon Marti Alsina
Barcelona, 1826 —1894

iendo a clases nocturnas en la Escue-

Inicio su formacian artistica asis
la de Bellas Artes de Barcelona hasta 1845 De familia humilde, comenzo
muy joven retratando a parientes, y cosechd cierto reconocimiento entre
la burguesia de Matard, cindad de origen de su madre. En Barcelona, se
centré en la tematica del paisaje, captando escenas costumbristas de las
clases populares a las que convirtid en verdaderos protagonistas de sus
composiciones: los Encantes, el mercado de la Boqueria o los pescadores

de la Barceloneta.

A partir de 1848, realizé una serie de viajes a Paris y quedo [ascinade por
la pintura de Horace Vernet (178g2863) y Eugéne Delacroix (1798-1863).

1 Pou |Ferian Acuied] eAl Bia Record distius. Lo Veu de Catofunya, oo XXVIE, mim.
b A74, & de diciemb

e gy, eddicion de B ravde, p. 6. [ La mmaduccion es noesto. ]

3 wles Exposicionss fustrmcid Cetelong, afo XV, nim, 735, 8 de julio dewig, po482 [La

traduccidn es nuestr. |



Su reconocimiento en ¢l mercado artistico le Hevd a conseguir en 1852 la
plaza de profesor de Dibujo lineal y de Dibujo de figura en la Escuela de
Bellas Artes de Barcelona. En 1855 fue nombrado académico de la Real Aca-
demia Catalana de Bellas Artes de San Jorge. Ese mismo afio visitd la Expo
sicion Universal de Paris, donde se entustasmd con ¢l célebre aPabelltn

del realismaon, de Gustave Court

(1815-1877), asi como con la pinmura de
la escuela de Barbizon. A parur de entonces, focalizd todos sus estfuerzos en
emular el concepto y el estilo de Courber, hasta legar a ser el miximo ex-
ponente del paisajismo realista en Caraluna, donde popularizd la pintura

realista de raiz francesa.

En la Exposicion Nacional de Bellas Artes de 1858 presentd seis abras, entre
las gque destacan Estudio del natural, con la que logrd la medalla de rercera
i I.v.('._\u Uleimar diee dle Numanda, pintura tle historia quie fue .l:h]mm!.i por
el Estado espanol, acrualmente en el Museo Nacional del Prado. Dos anos
mus tarde, en la Exposicion Nacional de Bellas Artes de Madrid, consiguid

la medalla de segunda clase grs

‘ias al paisaje Pais,

Marti Alsina democratizé la emdtica del paisaje v el plein air en Cataluna, y

st pintura fue una de las mas consumidas a Ainales del siglo x1x en Espana

Mantuve diversos talleres con numerosos colaboradores que aseguraban
la produccion frente a la amplia demanda de su obra. De todos los casos,
metecen ser destacados discipulos como Ramon Tusquets [1838-1904),
Maodest Urgell (183g-1919), Joaquim Vayreda (1843-18g4) o Baldomer Galo-

fre (1846-1902 ), entre otros muchos. Todes ellos conrinuaron el plantea-

miento de Marti Alsina en torno al paisaje, medernizindolo y abriendo

nuevas lineas de expresion pictorica.

Marina
Ramon Marti Alsina

Olea sobre lienza

15 X 247 cm

Esta obra s una buena muestra del tipo de paisaje de Marti Alsina. £
pintor uriliza las fdrmulas de [a pinmra realista de Courbet, pero el paisaje
adquiere todavia mayor presencia. Asl, en este caso las figuras que apare-
cen son un merm complemento para animar la escena y construir las pro
porciones del rincdn de costa retratado por el artista. Para la composicion,
opta por un formaro de grandes dimensiones, donde el paisaje es ¢ autén-

rico y nico protagonista.

Marti reclama con su obra la relevancia que debe ocupar el paisajismo

como génern pictdrico, oponiéndose ask a Ta jerarquizacion impuesta

por las academias y la tradicién. Sobre esto, el propio artsta escribio lo

siguiente: «a los que por pedante o aridez del alma, lo

. por ignoranc
relegan al daltime terminoe del arte, olvidando que, al obrar asi, relegan,
con &, las descripciones de la naturaleza que han escrito los mas grandes

poetas de la humanidads,

El pintor desarrolla un canto épico a la naturaleza, tratada con el mayor
detallismo y la maxima observacion analirica posibles, aspectos propios
del realismo decimondnico. A pesar de la objerividad con la que Marri Al

sina plasma cada uno de los elementos que componen este paisaje, anto
el tema de la tempestad sobre ¢l mar como las pinceladas ripidas denotan
cierra apasionamiento. Es un paisaje que emociona, que impresiona por
la tremenda tarmenta que explota en el fondo de la compasicidn, dentro
de b cual los barcos parecen serengullidos irremediablemente. Alrededor
del camino que se define enrre las rocas de La costa, los pescadores se apre-

suran a recoger y huir para refugiarse.

Los colores, que combinan diversos marices de azul, se oscurecen por ni-
veles y alternan con el pigmento blanco, tratado con un grosor mayor para
simular el creciente oleaje. Los verdes amarronadas de los espacios roco-
sos combinan con la oscuridad de las nubes grisiceas, casi negras, entre
las que se abre el cielo con un rayo de luz, que sirve para apartar mayor
dramatismo y, a su vez, remarcar la presencia de la nave perdida entre un

viento que se intuye imposible de controlar.

El lienzo forma parte una serie de marinas que Marti Alsina produjo a lo
largo de toda su trayectoria, muy demandadas por el mercado artistico es-
lo s Bl

panol de finales del si itn de este tipo de composiciones enal-

tecid al pintor come une de los artistas mads relevantes del momento, que

cred escuela y gesto las bases de la pintura moderna en Barcelona,
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Eliseu Meifrén

Barcelona, 1957

940

Meifrén inicid estudios de Medicina pero los abandong rdpidamente,
conocedor de su verdadera vocacion por el dibujo y la pintura, Esta deci-
sidn be Hevd a entrar en la Escuela de Bellas Artes de Barcelona, donde tuvo
como proefesores a artistas de rensmbre como el retrarista Antoni Caba
(13t-1907) 0 ¢l paisajista Ramon Marti Alsina (1826-18g4).

En 187y realizd su primer viaje a Paris, donde entrd en contacto con la obra

de impresionistas como Camille Pissarro (1830-1903), Edgar Degas (1834
1g17) o Pierre-Auguste Renoir (1841-1gig), asi como con la revelucidn del
color y la luz que estos habian iniciado. La impresidn gue causd la nueva
pintura francesa en Meifrén fue clave en la evolucion de su obra. A par

tir de entonces, el plein alr y ¢l deseo de captar la luz en el paisaje fueron
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protagonistas de su planteamiento pictorico hasta el final de sus dias. £
aprendizaje en Paris y en sus viajes por ltalia se rradujo en varios premios
ese mismo ano, en la Exposicion Regional de Bellas Artes de Valenciay en
la Regional de Vilanova i la Geltri.

En 1883 tuve lugar una segunda estancia en Paris, en la que Meifrén se dedicé
a retratar la modernidad y el dinamismo de la Ciudad de la Luz En la Expo-

sleidn Nacional de Bellas Artes de Madrid de1887 logra la medalla de tercera

clase, daro que demuestra la buena acogida por parte de |a critica de su serie

de paisajes realizados en la Costa Brava y en el puerto de Barcelona,

La pinrura de Meilrén se consagrs, en el imbito internacional, gracias a
la medalla en la Exposician Universal de Paris de 188g y, ese mismo afo,
dentro del mercado local, con su primera individual en la Sala Parés,
Ademas, Meifrén forma parte del niicleo de artistas vinculados al Mo-
dernismo en Cataluna, [unto a su amigo Santiago Rusinol (1861-1971), en
g descubria la luz magica de Sitges, y participd activamente en las di-
ferentes Fiestas Modernistas.

De cardcter bohemio y provocaclor, Meifrén es un claro ejemplo del artista
ndmada, en busca constante de nuevos parajes en los que estudiar la luz, ol
colar y la impresion libre. Su recorrido vital estd replero de viajes por rtodo el
globa, en los que obtuvo premios y reconocimientos, erigiendose como uno
de los principales pintores espanioles de su tiempo, A Tas estancias recurrentes
en Parisy Mallorca deben anadirse otros lugares, entre los que destacan Sirges
(181}, las islas Canarlas (18497}, Buenos Aires (1900 y 1910 ), Pontevedra (1908},
Chile (g0}, Bélgica (sgio), Ialia (188g, 1890 y 1910) vy Nueva York (w6 ),

Port Lligat

Eliseu Meifrén

Olea sobre lienza
131 X181 cm
firmado «Eliseo Meifren»

Meifrén adquirié en 1886 una pequena casa en Port Lligar, cerca de Ca-
daqués. A partir de aguel momento, los rincones de esta villa de pescado-
res pasaron a ser una de los temas principales de su pintura, adelantindo-
s¢ al interés que aquellos parajes de la Costa Brava despertaron, décadas

después, en otros arristas, entre ellos Salvador Dali, Pablo Picasso, André
Breton o Marcel Duchamp. Meifrén priorizd los paisajes nocrurnos de la
localidad, recurriende a la luz lunar blanguecina proyectada sobre las nu-
bes, el mar y las casas de pescadores. Igualmente, en los paisajes de Port

Lligar también son habituales los crepasculos. En este segundo grupa, ¢l

L it]

pintor explota hasta el extremo los matices cromiticos y genera und at-
masfera de fuertes contrastes que entronca claramente con los esquemas
romdnticos, dejando a un lado los planteamientos impresionistas que el
propio Meifrén alternaba en su produccion.

Port Ligar es una obra que se enmarca seguramente en agquella época. En
ella, el sol, con un velo de nubes blanguecinas, violaceas y azuladas, se fun-
deen ¢l fondo y delimita y rransforma los elementos del paisaje, proyec-
tindolos sobre el agua estirica de la bahia. El esrudio minucinso de la luz
natural y sus efectos generan un ambiente misterioso y casi mistico, Mel-
frén utiliza pinceladas cortas para desarrollar los ritmos de color desde el
sol hacia los diferentes elementos y el agua. Eseo le sirve para desarrollar
un estudio minucioso de la variacién de tonalidades propia del crepiiscu-
lo. EI G
barcas situadas en primer plano, que emergen de la derecha y se recortan

‘0 elemento que Meifrén define con mayor nitidez son las dos

en el reflejo del sol sobre el mar, creando un contraste muy atractivo.

Esta obra de gran formato es un ejemplo paradigmitico del resultado pic-
torico de las campanas artisticas de Meifrén en Cadagues, Port Lligat y el
Port de la Selva. Sin lugar a duda, fue uno de los artistas catalanes que me-
jor logrd caprar el cielo y sus electos cromiticos en los diferentes momen-
tos del dia, y uno de los arrifices mds valorados en el circuiro espanol del
arte, tanto a lo largo de su trayectoria como postumamente,

Costa con figuras

Elisen Meifrén

CIg10
Oleo sobre tela

bix73cm
Firmada oE. Meifrens

Meilrén estd considerado uno de los primeros introductores del movi-
miento impresionista en Catalufa. Gracias a sus varias estancias en Paris,
su nbra quedd marcada por la influencia del impresionismo, que se puede
apreciar en sus composiciones y ¢n su pintura realizada en plein air, como
la pracricaban los pintores franceses de esta escuela. Sus paisajes iniciales,
caracterizados por ¢l academicismo, evolucionaron después hacia un len-

B I‘h‘l'l»'l Mente Impresionist.

Meifrén viajo muche, y a partir de igoo sus horizontes se ampliaron consi-
derablemente: ademds de las tierras de Espana y Francia, pinto paisajes
de las [slas Canarfas y de América del Sur. En sug obras tiende a reducir



la presenc 12 humana o de animales domésticos, que aparecen de manera

accesoria, y remarca |a grandeza del paisaje. Recoge Ia fugacidad del tiem-
po expresada por el agua y el aire en movimiento incesante. Se especializo
en la representacion de cielos grisiceos o cargados de nubes densas, que

confieren vida a SUS Composiciones

La clasificacién cronolbgica y geografica de los paisajes de Meifrén es

muy difictl, ya que a menudo no fechaba sus compaosiciones ni daba in-
dicaciones sobre la ubicacion de los lugares que pinraba del narural. Un
elemento gue nos puede orientar para fechar sus obras, ademis de su ca-
lidad intrinseca, es la firma. En sus primeras obras, hasta 1890 aproxima-
damente, firmaba en letras maytisculas, con una eMp inicial que destaca
por su estilizacidn, a manera de ribrica, y fechaba sus obras mediante solo
dos cifras. Al madurar su obra, Meifrén dejo de fechar sus composiciones y
cambid de firma: empezd a urtilizar lerras mindsculas; excepro las iniciales,
de manera mds suelta, Pero su firma nos da solo unas indlcaciones limita-
dlas para fechar las obras, y cabe concentrarse también en otros elementos

para determinar la cronolagia de su obra.

Esta vista de mar o de rio, firmada <E Meifrens en mingsculas de manera

muy libre, representa posiblemente un paisaje de la costa norte de Espana
Por su aspecto general, podemos situarla cronolégicamente hacia 1gio, en

una etapa descrita como un speriodo de eclosione por Merce Vidal * quien

subraya que en las obras de aquella época eno se aprecia ningtn signo de
debilidads. En aquel perindo pinté pocos paisajes de monrana y se sintid
mas atraido por la representacion del cardcter abrupto del mar, las playas
o fas llanuras atravesadas por un rio. Se pueden observar representaciones
de playas con exrensos arenales, habitualmenre animados por alguna bar-

ca varada y higuras en movimiento.

Se trata de una obra que cumple perfectamente con ¢l dispositivo pictari-
co adoprado por Meifrén en su época de madurez: el equilibrio perfecto
entre cielo y tierra, el mar con una playa extensa, animada por algunas fi
guras muy abocetadas y barcas, coronado por nubes en movimiento, den-
sas y esponjosas, En este paisaje vibrante y animado, elaborado con man
chas de colores y pinceladas aparentes, la influencia de los impresionistas
es muy evidente. Constiruye un claro ejemplo de su obra mas acabada, que

ejecuta la sintesis de rodos sus avances pictoricos.

4 Meree Vmar. Mejfiie. Horcelona, Editonnl AUSA, 1991

Jardin

Eliseu Meifrén

1920
Olen sobre lienzo

Bix 74 om

Después del viaje que Meifrén realizd entre 1915 y 1917 par los Estados
Unidos, donde triunid en certdmenes como la Exposicion Internacional

de San Francisco (1915) 0 la Internacional de San Diego (1016), y vivio un

tiempo en Nueva York, ¢l pintor regreso a Barcelona. El periplo por Nor-
teamérica le habla reportade lama, prestigio y grandes ingresos, aunque
tras sufrir una estala por parte de su secretario personal quedd arruina-

do, lo que foredsu e S0y truncd su ascendente trayectoria en los Esta-

dns Unidaos.

omn de

A s vuelta, se instald de nuevo en Barcelona y recuperd Ta produc
uno de sus principales temas: los partios y jardines privados. Este tipo de
composiciones se basan en un planteamiento totalmente impresionista,

caract

rizade por una amplia gama cromatica gue se desarrolla tanto en

los muros de los patios como en las especies vegetales que los pueblan,

generando fuertes y atracrivos contrastes. Bl color es el verdadero prora-
gonista ¢ invade toda la composicidn, mediante pinceladas mucho mas

emps

tadas y grandes que anteriormente,

En esta obra, los colores explotan gracias a la exuberancia lloral y a la lu
minosidad del propio jardin, cuyo muro de cierre en azal y suriles ana-
ranjados remarca un atractivo contraste mediante la urilizacidn del juego
de complementarios. Las rosas y los lirios se recortan entre los infinitos

matices de verde que invaden el espacio,

Este tipo de vistas de jardin, en muchas ocasiones provenientes del jardin
privado de La casa del artista en Mallorea, representan uno de los hitws de
su trayectoria. Marcan el inicio de un nuevo momento pictarico en el que
la pincelada libre e impresionista adquiere mayor protagonismo. Estas
composiciones le sirvieron para volver a triunfar en el mercado artistico
local, exponiendo de nuevo en la Sala Parés, las Galerias Layetanas o la Sala
Gaspar, Dichas muestras ¢ permiticron recuperarse ¢condmicamente, y

las ohras que #n ellas exhibié constituyen las momentos mas rele

ANIES

en la trayectoria de madurez de Meifren,

m



Joaquim Mir
Barcelona, 1873 - 1940

Joaguim Mir es, sin duda, el gran paisajista espaiol de finales del siglo
xix y principios del xx. Su planteamiento piceorico personal, atrevido ¢ in-
ruitivo, &5 consecuendia de una experimentacion constante, valiente y sin

limites, que le Hevo a lograr resultados unicos.

A pesar de estar marriculado en la Escuela de Bellas Artes de Barcelona, Mir
desarrollé una lormacidn de caricter autodidacta, combinada con las clases
en laacademia privada del pintor Lluis Graner (1863-192g), Interesado por la
renirica del paisaje, se relaciond en sus inicios con un grupo de artistas de
st generacion con quienes capraba paisajes suburbiales en los que los ama-
rillos son protagonistas; entre ellos, destacan creadores coma Isidre Nonell
(1872-1911), Ricard Canals (1876-1931) o Ramon Pichor (1872-1925). Mir formd
parte del circulo de modernistas de Barcelona que se reunian en la taberna
Els Quatre Gats, donde conocio a un joven Pleasso (188-1973) Alli expuso
asiduamente desde 1897, combinando estas exhibiciones con orras de caric
ter mds formal, como las realizadas en la Sala Parés,

A pesar de algunos reconocimientos puntuales, como las medallas en cer-

ramenes aficiales y alguna mencidn honorifica, Mir decidié alejarse del
circuito artistico para encontrar un lenguaje personal con el que poder
expresarse libremente, Bsta motivacion le llevo a instalarse a partir de
thgg en Mallorea, donde queds fascinado por la naruraleza pura y salvaje,
apenas intervenida por el hombre. Las grutas, cuevas, torrentes y calas se
convirticron en protagonistas de sus composiciones. Este fue seguramien-
e uno de los principales momentos de su trayecroria, pues alli conformd
una nueva manera de pintar, donde los colores arbitrarios y las pinceladas

crean composiciones intuitivas y libres que coquetean con la abstraccion.
En1gag, el artista sufrid una calda que le dejé inconsclente y le obligé are
gresara Cataluna para ser internado en el Instituto Psiquidtrico Pere Mata

de Reus durante casi dos anos.

Posteriormente se instald en el Camp de Tarragona, donde continuo con
st interpretacian libre del pai
abstraccion. A pesar de suvalentia, su pintura comenzo a ser valorada por
lo diferente y audaz del resultado. Asi, las exposiciones en la Sala Parés se

daje, una sintesis que en ocasiones roza

sucedivron continuamente, sobre twdo cuando Mir se encontraba ya en
plena madurez y su paisajismo vibrante comenzaba a ser mas moderado y
contenido. En 1g2 fijo su residencia definiriva en Vilanova i la Gelrd, don-
de vi

i6 hasta su fallecimiento, en 1940. Esta etapa represento su consoli-
dacion en el mercadeo artistico, no solo local sino también internacional,
ya que particips en exposiciones celebradas en Londres y Buenos Aires,
donde sus obms fueron valoradas y adguiridas pam integrar colecciones

importantes de la época.

Su independencia le Hevo a realizar una auténtica y profunda revolucion
en su pintura, donde la mancha, la impresion, el color arbitrario y la es-
pontaneidad y libertad de la pincelada configuran obras que superan ¢l
planteamiento inicial del fauvismo, e incluso se avanzd a la abstraccion y

las vanguardias de principios del siglo xx.

n:

Cueva de Mallorca (Sa Calobra)

Joaguim Mir

1503
Oleo sobre lienzo

oo x 81cm

m7 febrero1goge en el reverso

Afinales de 18gg, Mir viajd a Mallorca, donde permaneceria hasta el ac-
cicente que sufrio en 1oq. Al coincidia con William Degouve de Nun-
cques (1867-1935) v, después, con Santiago Rusinol (1861-1931), con quien
colabord en el ambicioso proyecto de la decoracian del Gran Horel de Pal-
ma. No obstante, su principal objetivo era encontrar un nueve lenguaje
pictorico y lineas de expresion mucho mis personales. El impetu propio
de Mir en aquella época se rraduce en estas palabras: «Tengo muchas co-
sas aqui dentro, Que saldrin, os lo juro; pero no las veo claras, y esto me
desesperan, La naturaleza salvaje del norte de Mallorca se convirtia en su
principal allada para dar rienda suelta a esa fuerza explosiva a parrir de la
cual el pintor conectd y dio lorma a nuevas maneras de expresion pictorica
absolutamente personales y cargadas de fuerza y energia.

Durante su estancia en la isla, Mir buscd espacios narurales y paisajes
donde la presencia humana fuese inexistente. La orografia del terreno, la
braveza de las rocas, de las montanas y las calas casi inaccesibles —eén de-
finiriva, la naruraleza méis pura, a la vez que hostil— fueron los puntos de
partida para desarrellar su nueva pintura. Esas referencias naturales inva-

-

dieron los paisajes de Mir, sobre todo de 1902 41904, ¥ 51 téenica evolu
no ripidamente hacia una pincelada atn mas libre, alargada, esponcinea
y enérgica, cargada de expresividad.

Creva de Mallorea, obra pintada en 1903, es una de las telis mas destacadas

de la serie que Mir dedicé al torrente de Pareis, praximo a la cala de Sa Ca-
lobra, en el norte de Mallorca. Este cuadro [orma parte de un conjunto de
piezas que marcan una de los principales momentos creativos de L trayec-
toria de Mir, en la bisqueda de un lenguaje propio basado en la naturaleza
y capaz de emocionar a través de la luz y el color. Las formaciones insoli-
tas de rocas eresionadas por el agua y el viento generan una composicion
magica, de colores impactantes y casi fosforescentes que se aproximan a
planteamientos vinculados a la pintura fauvista y a la absrraccion,

Al respecto, el escritor Miguel de Unamuno (1864-1936) afirmé lo siguien-
te: wNo, no son delirios fantdsticos lo que pinto el gran poeta de la luz de

Mallorea, el pintor Mir, que, embriagado de sol comao lo acostumbran a

estar las cigarras, pined, de la misma manera que las cigarras cantan entre
los pinos, meciendo la adormilada siesta del mar, con un estremecimiento
en las entranass.



Los elementas del paisaje son trabajados de manera sintérica y tan solo
se sugieren al especrador, conformando una imagen de ensuefo que
anicamente es intuida a partir de los ritmos de color, las pinceladas libres
y amplias, que tienden a caer en verticales sinuosas, y las manchas alterna-
das para generar la sensacion de profundidad y los recovecos de la coevin

El motivo del paisaje, en este caso la gruta de la cala Sa Calobra, se magnifi-

cayse Crigl: como unico pf!lldgl"li.\ld. SN eXcuUsas ¥ carente de elementos

accesorios, Ni cielo, ni Aguras, ni cualquier otro detalle que no sea lacueva
y la sensacion generada por esta. No existe, pues, ninguna referencia ligu-
rativa, Mir no la necesita. El hortzonte desaparece y la estructura caverna-
ria invade roda la composician de la tela. Esta obra representa, sin duda,
uno de los planteamientas mas modernos de la pintura de Mir, y marca un

punto de inflexion en la evolucion del paisajismo espaiol,
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Jardin. Reus
Joaguim Mir

150h
Oleo sobre lienzo
S1x 100 cm

Durante su estancia en Mallorca, Joagquim Mir sufrio una rerrible caida
mientras pintaba en los acantilados del torrente de Pareis y las cuevas de

Sa Calobra, Aungue no s¢ conocen exactamente las causas del accidente,

e seguro que este acrecentd las excentricidades y la incipiente locura del
pintor, asi cameo su concepeidon del mundo. La caida estuvo a punto de cos-
tarle la vida, y le causa graves lesiones cerebrales que le obligaron a aban-
donarla isla de Mallorea ¢ internarse durante casi dos afios (19051506 en
el Instituto Psiquiirrico Pere Mara de Reus. Durante su internamientn, Mir
retrato el jardin del manicomio y sus pabellones modernistas, obra del ar-
quitecto Lluis Doméncch i Montaner (184g9-1923).

Este episodio personal inicio la que fue la mejor etapa productiva de Mir,
que [lego a ser considerado uno de los paisajistas mas revolucionarios de
la pintura eurapea; su obra entronca con las primeras muestras de abstrac-
cidm en Occidente.

La obra fardin. Revs es una de las pinturas mas representativas de dicho mo-
mento. En ella se muestra a la perfeccion una nueva récnica de pincelada
que sirvio al pintor para ordenar sus composiciones de paisaje. La pincela-
da delirante, vertical, sinuosa y de fantasia de Mallerca da paso a una pin-
celada mis corta y contenida, de impacro. Esas pinceladas se unen a modo
de mosaico para lograr una sinfonia de colores en la que los elementos se
trabajan de manera sintética e inuitivamente, y van apareciendo solo su-

geridos. Como en un ejercicio casi abadlo, Mir propone al espectador
la conclusion del paisaje a partir de ese juego de pinceladas vigorosas y
libres, El pablico recompone los elementos a través del color y ultima el
paisaje mentalmente. Los golpes de pincel construyen los elementos vege-
tales y arquitectonicos, asi como los planos de profundidad, a modo de ma-
sas cromaticas. La vida de la naturaleza explota mediante el color y adquiens
una personalidad sorprendente que se fusiona con la vision subjetiva del
pintor, Sobre aquella etapa, Joaquim Folch i Torres comentaba lo siguiente:
a¥a solamente hace color, No nos empeftamos en descubrir nada a rravés
de sus manchas puramente decorativas, Ni drboles, ni aire, ni suelo, ni seres
vivos, ni cosas muertas. Colores y basta, manchas y nada mds. Pero colores
y manchas maravillosas, insospechadas, que si no hablan del mundo, com-
placen a los ojos, Mir es un case de exaltacion suprema de este principio del
color por el colors.
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Paisaje

Joagquim Mir

L1925
Oleo sobre lienzo
TIXgiCm

En agosto de 1921, Mir se caso con Maria Estalella en Vilanova i la Gelerdi.
Meses después se instald en esta localidad, primero en una casa frente al
mar y después en una vivienda con jardin, huerto y gallinero, que se con-
vertiria en uno de los temas centrales de la pintura de Mir hacia el final de
su trayectoria, Ademas, durante aquells década, Mir emprendio una serie
de breves visitas a localidades cercanas —como Canyelles, Calafell o I'AL
[orja, entre otras—, gue le sirvieron pam descobrir nuevos rincones donde
aracias a la luz y la conexion de esta con la naturaleza y el mar consiguio
nuevos logros pictaricos.

La obra Paisaje la situamos en esta etapa. Probablemente se trata de un pai-
saje de Vilanova o Calafell, debido al tipo de pincelada y al planteamiento
compasitivo del cuadra, Se aprecia claramente como Mir capra la hume-
dad y ¢l sol sofocante conectado con la costa, Su pincelada es mucho mis
pastosa que en las épocas de Mallorea y el Camp de Tarragona, se presen-
ta densa y grumosd, v la descomposicion de los colores estd al servicio de
diluir los contornes de los elementos del paisaje. Esta idea se aprecia cla-
ramente én el drbol que sirve de eje central de toda la composicion. Este
elemento es el principal protagonista del cuadro, y divide el paisaje en dos
tramos muy diferenciados: el de la parte izquierda, donde el pintor trabaja
el campe con un horizonte elevado y deja una pequena porcion para el
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cielo, y el de la derecha, donde el celaje luminoso se abre y conecta con
el mar y un muro de piedras en la sombra, lo que proveca la sensacidn de
volumen y profundidad.

El contraste se acentiia en ¢l primer (érmine, con un corte de sombra ho-
rizontal del que emerge el resto de la compaosician, con una luminosidad
intensa gue le sirve a Mir para trabajar infinidad de matices de verdes y
ocres amarillentos, tanto para construir ¢l campo y la vegeracion como
para dar torma al drbol. Las pinceladas son vigorosas, espontineas e intui-
tivas, y preséntan grumos que aportan electos matéricos interesantes que
enriguecen la forma del drbel, remarcando asi su protagonismo dentro de
la camposicién.

La obra recuerda mucho a otras compaosiciones del mismo periodo —so-
bre todo las vistas que Mir dedico a Vilanova desde la Collada—, y es un
maravilloso ejempla de su pintura en la dltima etapa productiva de su
vida. I cuadro muestra la absolua libertad de trazo del artista, en un
momento en que habia abandonado ya la pincelada wmosaicar y los colo-
res sorprendentes y aplicados d¢ manera arbitraria de etapas anteriores.
De este mado, Mir conseguia una pintura mas comprensible, con la que
triunkt mas rotundamente en el mercado local e inernacional hasta su
fallecimiento en ig40.

Isidre Nonell

Barcelona, 1872191

Hijo de un pequedio fabricante, Nonell logré liberarse de las obligacio-
nes del negocio familiar para dedicarse a la pintura. Con doce ahos entrd
en la Academia de dibujo de Josep Mirabent, y posteriormente en la es-
cuela die pinteira de Gabriel Martinez Alvés, En 188g se apunté a las clases
particulares de Uluis Graner, artista muy en boga en aquellos atos por sus
obras efectistas y de temitica social, que seguramente influyeron profun-
damente en el joven artista

En 1893 Nonell emprendié una nueva etapa en su vida al entraren la Escuela
de la Llotja, donde coincidid con Ramon Canals, juli Vallmitjana, Ramon Pi-
choty sus viejos amigos joaquim Miry Xavier Nogués. Descontentos por el
academicismo de los cursos; estos artiseas organizaban salidas al campo en
las afueras de Barcelona, en bi

s de paisajes inc ados para pin-

tar del natural, Fundaron el grupo denominado la «Colla del Safrin (sPandi-
la del Azafrinn), asi llamado por el color amarillento distintive de sus pin-
turas. En aguella primera época, el paisaje y la captacion de la luz eran los
intereses principales de Nonell, De hecho, cuando en 1892 el artista empezo
aexponer en la Sala Parés, la eritica calificd sus obras como impresionistas.

Ademis de los paisajes, Nonell demosird también un fuerte interés por
la figura humana, que mis tarde desempeniaria un papel predominante
en su pintura. En particular se interesaba por la gente de la calle, los mas
humildes, desfivorecidos o marginados de la soctedad. Sus caricaruras,
publicadas en el periddico La Vanguardia, donde colabaraba, no querian ri-
diculizar, sinoal contrario, denunciar las condiciones de pobrezaen la ciu-
dad. El interés por la figura humana alcanzo el nivel mis alto después de
su estancia en Caldes de Boi, a donde el artista viajo el verano de 1896, con
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Ricard Canals y Juli Vallmitjana. Alli quedo p nte imp
por las malformaciones de numerosas habirantes de esa comunidad aisla-

da en las montanas de los Pirineos, donde la endogamia atn estaba muy
extendida, y comenzo la muy conocida serie de dibujos sobre los cretinos.

Entre los afios 1897y 1900, Nonell realizd dos largas estancias en Parls para
conocer la pintura mds moderna, de la gue apreciaba sobre todo las obras
de Puvis de Chavannes, Whistler y los impresionistas. Presento varios di-
bujosen el Salén del Campao de Marre, participo en la XV Exposician de
Pintores Impresionistas y Simbolistas, y expuso en varias galerias de la ca-
pital francesa. Bl abandona del paisaje continud de manera progresiva, y
sus obras se centraban enronces cas exclusivamente en las Aguras, ademis
de unos pocos bodegones.

Cuando al principio del nuevo siglo el artista volvio definit: afar

Tras haber adoptade la pintura luminista de la escuela de Sitges, Nonell
paso a las amarillentas visiones suburbiales de Barcelona. En aquella eta-
pa inicial de su carrera artistica, descontento con el academicismo de las
escuelas y academias de pintura gue habia frecuentado, Nonell organiza-
ba frecuentes salidas a las afueras de la cindad —con sus amigos Canals,
Vallmirtjana, Pichor y Mir—en busca de paisajes virgenes para pintar del
natural, en particular por la zona de Sant Marti de Provencals. Con esos
amigos, Nonell fundd el grupo de la «Colla de Sant Martis, mas conocido
como «Calla del Safras, en referencia al color amarillo azatrin que solian
utilizar en sus obras.

Los pintores catalanes influidos por los impresionistas renlan come inte-
rés comiin plasmar la luz én diferentes momentos del dia y diferentes es-

taciones. Unos Afios antes de ira Paris y conocer en directo las obras de los

celona, su interés se dirigio a los retratos de gitanas, la serie que lo hizo
mdis famaso, caracterizados por pequenas pinceladas vermiculares, Enire
9ot y 1906 prevalecian en su obra los colores oscuros, verdesos y rojizos,
mientras que a pareir de 1907 se dedico a una nueva vision de [a mujer con
tonos mds suaves. Durante aquellos afios el artista siguld enviando obras
alos salones del Campo de Marte de Paris y exponiendo en la Sala Parés, el
Ateneo Barcelonés y las Galerias Dabmau de Barcelona.

En 1g11 Nonell murié prematuramente, a la edad de 38 afos, victima del
rifus. Figura principal del posmodernisma caralin, el pintor aportd una
importante renovacion estética al arte del pais y un testimonio fiel de una
etapa de crisis de la vida catalana.

Sol de manana
Isidre Nonell

1Bg6
Oleo sobre tela

72xg9ocm

Procedencia:
Coleccion Niria Mard de Pujadas, Barcelona

Obra muy insélita y particular en ¢l catilogo de lsidre Nonell, Sof de ma-
degna es un lienzo de la primera época del pintor, cuandao tenia tan solo vein-
iendo la linea de li

como Rusinol y Vayreda, se dedicaba a la pintura de paisaje, que entonces

ticuatro anos. El joven artista, sigy as catalanes

tenia en Barcelona fama de modernidad, aunque su obra no tendria mucho
en comiin con los pintores de la generacion inmediatamente anterior.

imy franceses, Nonell y sus compateros llegaron a las mismas
conclusiones en cuanto a la captacion de momentos atmostéricos particu-
lares y la representacion de la luzy los colores. Seguramente habia visto en
revistas algunas reproducciones de obras de Miller, como Las espigadoras
{1857}, gque fomentd el desarrollo de la pintura de paisajes campesinos y
tuver gran influencia tanto en Nonell como en Claude Monet (Les meules
[Almiares |, c.1Bga), Vincent van Gogh (Les meules en Provence [Almiares en
Provenzo [, 1888) o Camille Pissarro.

Nuestra pintura representa un excepeional ejemplo de la primera época
de Nonell, y es uno de los pocos paisajes al dleo de su catdlogo. La compo-
sicion se centra en dos grandes almiares en un campo de trigo. Al fondo,
un grupo de casas de campo rodeadas de drboles y verdes prados destacan
sobre los drboles y el cielo azul celesre. Tres campesinas trabajando son las
Gnicas liguras en este luminoso escenario rural, en el que los colores y la
luz juegan un papel significativo.

Este cuadro fue presentado en la Sala Parés en la exposicion de 1896, junta
con otro 6leo titulado Al atardecer. Sant Marti de Provengals, hoy conservado
en una coleccion particular de Barcelona. Vision mas esfumada probable-
mente del mismo paisaje, es interesante notar como el artista uriliza la mis-
magama cromatica invirtiéndola: el amarillo azalranado colorea el cielo del
atardecer, y varios tnos de verdes y apul dibujan los campos cultivados.
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Francisco Pradilla
Villanueva de Gallego, Zaragoea, 1848 - Madrid, 1g21

La formacion de Pradilla es la propia de un pintor de su tiempo. Hasta
865 estudia en la Academia de Zaragoza, y paso luego 3 Madrid, donde al-
rernd las copias en el Museo del Prado con los estudios en la Real Academia
de Bellas Artes de San Fernando. En 1874 marché como pensionado a Roma,

donde permanecio tres anos, En los cuadros que envid desde alli ya se obser-

vaba su capacidad para retener el clima de la época, el realismo ambiental
En la capital def Tiber realizd en 1878 la que seria su gran obra, Dena juana (u

Loca {Museo del Prado, Madrid), personaje histarico por el gue sentia una
gran .nr.ucifm_v:l] que dedica varias compaosiciones, Pronto conocioel éxiro
an su paks y en ¢l extranjero, y en 187941882 pintd La nendicidn de Granada, su
segundo gran Henzo historico, muy alabado por la critica y el pablico, uno
de los grandes cuadros de historia del siglo xix espatol.

En 1881 fue recibido como académico de San Fernando y director de la
Academia Espanola en Roma, cargo del que dimitié al cabo de ocho meses

para poder atender sus encargos artisticos,

Mientras el siglo languidecia, la fortuna de Pradilla se toreid, Perdié todos
sus ahorros a raiz de la quiebra de la banca Villodas (18g2), y murid su hija
Ambos hechos lo llevaron a una profunda tristeza y desinterés por el arte,
aungue tuvo gue superarlos, y siguié aumentando su produccion, Eni8g6
fue nombrado director del Museo del Prado, cargo del que dimirid dos
anos después. Se retird a su palacio-estudio en Madrid, donde vivio reclui-
do hasta el final de sus dias.

Puerto de montaiia
Francisco Pradilla

g8
Oleo sobre lienzo

37 x57Cm
Firmado «F. Pradillas

Mas alli de sus cuadres histaricos, por los que hoy es un pintor cono-
cido, Pradilla cultive otros géneros, como el retrato y el paisaje. Son co-
nocides sus autorretratos, que apuntan soluciones que los impresipnis-
tas experimentaban en la misma época. Y entre los paisajes, la obra que
comentamos es un efemplo de notable calidad de L actividad de Pradilla
en ese campo. Representa una vista de una sierra de alta montaia, quizis
de los Picos de Europa, donde a lo lejos la niebla se confunde con un cie-
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lo que anuncia tormenta. El cuadro estd pintado con una pincelada muy
suelta, alla prima, y parece de ejecucion ripida del narural, siguiendo los
principios del plein airde la escuela de Barbizon. Los grueses de pintura se
mezclan con partes mds planas y un trabajo de espatula, o con la punta de
madera del pincel, para arafiar la superficie pictorica y simular la hierba,

Conocemos ¢ testimonio del mismo Pradilla: ePertenece esta pintura

a una serie de cuadros pequenos con los que me propuse estudiar en lo

posible delante del narural 1a verdad, pudiéramos decir ohjeriva y subje-
tivamente; de escenas pintorescas al aire libre, con propdsito también de
compenetrarcada una de las diferentes horas del dias, Son obras realizadas
en la cordillera Cantibrica o en los montes de Galicia, que conocia a mavés

de su espasa, oriunda de esas rierras.

Esta obra se relaciona con algunos apuntes tomades del narural que re-
coge Wifredo Rincdn Garcia en su libro sobre Francisco Pradilla (Madrid,

1987, pp. 142-148), de medidas similares, ¢ inventariados con ¢l mismeo tipo

de numeracion en la coleccion Carmen Thyssen-Bornemisza,

Nicolau Raurich
Barcelona, i871-1945

Raurich fue uno de los paisajistas mas personales y diferentes de la pin-
tura espanala de finales del siglo xix y la primera mitad del xx, y represen-
tante clave del posimpresionismo. Tras abandonar los negocios lamiliares,
se centrd ¢n su formacién artistica, primero en la Escuela de Bellas Artes
de Barcelona y después como discipulo de Elisen Meifrén (1859-1940). Ani-
mado par los éxitos de 18g2, par

icipd en la Exposicidn del 1V Centenario
del Descubrimiento de Puerto Rico, en San Juan, con dos obras gue le sir-

vieron para consolidarse en ¢l panorama artistico internacional,

A finales de 1894 se instalo en Roma, donde formé parte de la colonia de
pintores espanoles. Alli se especializd en retratar las Lagunas Pontinas, si-
guiendo la pintura de Earic Serra (1855-1018) y la estérica romantica que

entroncabacon la pintura centroeuropea. Precisamente, este tipo de obras

—coma Pentanos de Nemi (1896 ), Rainas de Ninfa (1896} o Fangal (1897 )— sig-

nificaron la consagracion definitiva del pintor en los certimenes oficiales.

Premiado y reconocido, regresd a Barcelona definitivamente en marzo de
1yl, y se centro en retratar paisajes catalanes. En ese momento, su estilo se
tansformé, y abandond el planteamiento neorromantico por el luminis-

mo, con nuevas formulas pictoricas. Asi, a parur de 1894, con Costas de Pine-
da, los empastes gruesos, el relieve y los colores agresivos se incorporaron a
su obra como caracteristicas principales, El inverés por los valores de la ma-
reria pictirica se convirtid en la obsesidn del arrista, un rasgo que su produc-

cion ya no abandond jamds. La expresividad de los paisajes era el principal

atracrivo de esta nueva etapa de Raurich, en la que las visiones pirenaicas, las
vistas de Sant Pol de Mar y los nocturnos de gran intensidad eran sus temas
recurrentes y los que mejor funcionaban en el mercado artistico catalin,

Durante la primera década del siglo xx, logra sus principales premlos y
medallas {Madrid, Paris, Atenas, Barcelona) y continuo fiel a su estilo per-

sonal, que supuso una renovacion de la pintura posimpresionista en Espa-



fia. Desde1g3h se recluyd en su casa<estudio, donde siguid pintando, aleja-
da del circnito artistico local e inrernacional. Su pbra se valvio decadente
Y, en ocasiones, oscura. La materia tan bien construida en anos anteriores
se [ue diluyendo, perdiendo asi toda la personalidad. Fallecié en junio de

1945, aislado, enfermo y encerrado en su habitacidn.

Fangal

olau Raurich

Homa, 18g7
Oleo sobre lienzo

147 % 197 cm

Raurich se instaléd en Roma en diciembre de 894, Al se relaciond rapida-
menre con la colonia de artdstas espanoles que residian en la capial iraliana,
como Francisco Pradilla (1848-1gm), Ramon Tusquets (1838-1904) 0 josé Vi
1legas {1844-1921), entre otros. Todos ellos continuaron el estilo inaugurado
por Mariane Fortuny (1838-1874), aungue la pintura de Raurich estaba mis

en consonancia con la del paisajista Enric Serra (185g9-1g18 ). Lo estaba ranmo

por el terna de las Lagunas Montinas como por la estérica de cardcrer romdn
tico que en ¢llas impera. Serra ya habia cosechado éxitos internacionales en

Roma gracias a esta temitica, en la que el planteamiento del p.

aje parte
de una factura realista v el abandono se apodera de la composicion v genera

una fuerte y extrafia sensacion de melancolia.

Tras varios viajes por Europa y estancias intermitentes en Barcelona, Rau-
rich regresd a Roma en 18y6. Entonces, focalizo su atencion en el tema de

las Lagunas Pontinas, miciado por Serra. La espectacularidad y sensibill-

tica, le arorgaron

dad con las que representa esos paisajes, en clave roma
SUS Primeros reconocimientos y premios en certamenes oficiales. De esas
compasiciones de gran formato destaca la muoloplicidad de marices que le
permitia trabajar este tema, asi como la maestria para captar la bruma, la
Irialdad y el sentimiento de un paisaje natural puro y dramitico donde la

intervencion humana es inexistente.

Algunas compaosiciones célebres de aquella etapa son Ruinas de Nisfo y Pan-
tanas de Nemt, ambas fechadas en 1896 y presentadas en la Exposicion de
Bellas Artes de Madrid. La primera fue adquirida por el polirico Cinovas
del Castillo, mientras que la segunda obtuvo la medalla de segunda clase y
fue adquirida por la Reina Regente para el Museo de Arte Moderno de Ma-
drid; en la actualidad, esta obra forma parte del fondo del Museo Nacional
Centro de Arte Reina Sofia. Raurich paso a ser conocido como el autor de
Puntanos de Nemi, y con el éxito de sus Lagunas Pontinas se convirtio en un

artista consagrado en Espana,

D la serie de paisajes sobre los pantanes de las afueras de Roma, realiza-

dos entre 1896 y 1847, destaca Fangal, obra que fue presentada en la IV Ex-

posicion de Bellas Artes e Induserias Artisticas de Barcelona de 1898, donde
obtuvo la medalla de tercera clase. La enorme tela fue exhibida en la sala

tercera (cat nim. 2} Se trata de un lienzo de grandes dimensiones en el

que Raurich capra la arméasfera misreriosa de las lagunas. Se puede sen
tir la humedad, la [rialdad y la quietud del agua estancada, sobre la que

se proyecta el reflejo de arboles centenarios casi yertos, mezclado con la
tierra embarrada y las planras estiricas dispuestas en diagonal, que des-
tacan por un trabajo mas matérico y un mayor grosor de la capa pictorica.
La aleernancia de tipos de pinceladas y de diferentes maneras de aplicar
los pigmenros aumenta el arractivo de la composicion y permite generar
electos diversos que logran una armésfera creible, donde los elementos se

tratan de un mode realista; El cielo nublado que envuelve las montanias

cautiva e inquieta, acentuando el sentimiento dramirico y, en definiriva,

el cardcter romdntico de la pintura,

Fangal obtuve un éxito indiscurible. Asi, E. Miquel | Badia, desde las pagi-
nas del Digrio de Barcelonn, o Roémulo, en Lus Noticias, se hacian eco de la
impresion que causd entre el pablico y ¢l resto de la eritica. Meses des-
pués, a principios de 18gg, ¢l lienzo Tue expuesto en la Sala Parés con muy

buena acogida’

Esta obra mide 147 X 197 cm, aunque la composicion original alcanzaba los
tres merros de anchura (300 x 212 cm). El cardlogo del cerramen de 1898,
donde fue presentada y triunf, muestra el lienzo completo con la parte
de la obra que posteriormente fue cortada por el propio artisea (la parte
derecha de la tela). Dicha intervencion facilitd que el lienzo fuera expuesto
en otros certamenes, entre los que destacan la Exposiclon Trienal de Bellas
Artes de Bruselas (1goo), la del Salon de la Sociedad de Artistas Franceses

en el Grand Palais de Paris {mayo de 19o4)7 y 3 Exposicion de Arte Espanal
e Industrias Decorativas, celebrada en México (1910) con motivo del Pri-
mer Centenario de la Independencia Mexicana, donde el pintor co

siguio

un medallay un diploma extraordinarios por dicha abra,
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Santiago Rusifiol
Barcelona, 1861 - Aranjues, wgn

Rusinol [ue uno de los pintores mas relevantes de finales del siglo xix

¥ principios del xx en F"!I‘i‘i-'l-l._'r‘ ﬁgill’-'l entre los maximaos exponentes del

Modernismo pictérico. Hijo de la burguesia dedicada a la industria rext
abandond el negocio familiar desde joven para [ormarse en pintura y di-
bujo en el taller barcelonés de Tomas Moragas (1837-1906). En su etapa de
juventud sintid especial interés por el paisajismo y, principalmente, por
la produccidn de Joaquim Vayreda {1843-18g4), artista que introdujo los

planteamientos impresionistas en el mercado artistico de Barcelona

Rusinol convirtio el viaje en su modus vivendi y, ademds, le sirvid para des-

cubrir constaniemente nuevos morivos pretoricos, colore ¥ sensaciones,

que tan bien plasmé en su pintura. Su ansia de independencia culmind
en 188y, cuando comenzd a realizar estancias en Parls con algunos ami-
gos artistas, entre los que destaca quien fue intimo e inseparable, Ramon

Casas (1866-1932), Alli descubrié la modernidad, el impresionismo, ¢ hizo

1né

de la bohemia su bandera y principal motivo vital y pictérice. Se entusias-
ma can la ohra de Henri de Toulouse-Lautree, Paul Signac, james Whist-
ler y Théophile Steinlen, entre otros muchos, y compartio una estrecha
relacion con creadores clave de la capital francesa de finales de siglo x1x,
como el misico Erik Satie (1866-1925), De esa etapa destacan las escenas
de la bohemia que &l mismo experimenta en el Moulin de la Galeme y en
Montmartre, en las que siempre estin presentes la melancolia, la miseria
y el gris de la Ville Lumiére, Precisamente en esa erapa s¢ consagro como
pinror, tanto en Paris como en Barcelona o Madrid, y consiguié medallas y
menciones en certamenes oficiales de pintura. En Barcelona, la Sala Parés
y la taberna modernista Bls Quarre Gats se convirtieron en los principales

espacios de relacion y difusion de su obra, ranto lireraria como pictdrica.

A finales de 18g1 descubrio Sitges junto a Ellseu Meifrén (1857-1940), y con-
virtid aquel antiguo y modesto pueblo de pescadores en uno de los esce-
narios mads relevantes del Modernismo en Espana. Construyé el célebre
Cau Ferrar, lugar de encuentros artisticos y tertulias por ¢l que pasaron las
principales hguras de la cultura de su tiempo. En aquel perindo su pintura
se volvit mas luminosa y cilida, y logré codificar nuevas tipologias com-

pusitivis, como sus conocidos patlos sitgetanos,

En 18035, durante un viaje a Granada, descubrid el que seria su principal

tema pictorico hasta su fallecimiento en 1931 los jardines abandonados.

farti6 de los jardines de fa Alhambra y ¢l Generalife. y despuds, tras cons-

rantes viajes por toda Espana, fue conociendo diferentes rincones donde
los jardines decadentes eran siempre protagonistas. Melancolico, solita-
rio y nomada, Rusifol explotd su extraordinaria sensibilidad en esta re-
mirica, que le lleva a cosechar nusvos triunfos en certimenes nacionales
e internacionales. Consumida por la aristocracia y la burguesia, su pintura
llego a ser una de las mas apreciadas de toda la produccion artistica espa-
fiola desu tiempao, Ademas de como pintar, Rusifel fue un referente como
escritor, filbsolo y estera, que influyd tanto en literatos comao en todo tipo

de artistas; sobre todo franceses y espanales.

Jardin clasico
Santiago Rusifiol

1G01-1902
Oleo sobre tela

JOX 100 Cm

Firmado 5. Rusinol»
Procedencia:

Coleccion Barragueda, Bogord



De 18493 a 1919 Rusinol realizé diversas campaiias én la isla de Mallorca,
que le afrecia motivos paisajisticos de gran atractivo, Le gustaba especial-
mente la primavera, cuande los almendros florecen y la luz es dorada. La
isla de Mallorca, especialmente la sierra de Tramontana, inspiré tanto su
pintura —nos dejo vistas imponentes de Saller, Valldemossa, Cala Sane Vi-
cengy Bunyola, donde residié—comao su literarura, de la que es restimonio
su maravilloso libro Lo islu de lo celmo.

En los primeros atos deligoo Rusinol regresd a Mallorca, arraido no solo
por la vida ristica y salvaje, por la luz y el color de la més bella isla de las
Bale
el encargo de realizar una serie de plafones para decorar el interior del

ares, sino requerido para un trabajo. Junto con Joaguim Mir, recibid

edificio modernista del Gran Hortel de Palma (hoy sede mallorquina de
G
proyectado por el arquitecto modernista Lluis Domeénech i Montaner.

aForum, donde se exhiben pinturas de Hermen Anglada-Camarasa)),

Rusinol acostumbraba a campaner sus obras con grandes perspectivas
clasicas, como la que presenta este fardin cldsico. Un camine de musgo y
piedra desemboca en una pérgola con tres arcos de medio punto, y justo

delante de esta se insinnan dos esculturas clasicas de marmol blanco. Gran

caen en

parte del paisaje de la izquicrda queda tapado por las hojas qu
cascada de un sauce Hordn o de Babilonia, drbol originario de China de

ramas colgantes y flexibles que llegan hasta el suelo. Al fondo hay un con-

traluz que presagia la luz intensa de las tardes de verano.

Rusinol fusiona en este cuadro dos de las escuelas picroricas del momento,
la luminista y la simbaolista, que triunfaban en Europa. Sus pinturas del
mar recibieron el influjo del estilo del belga Degouve de Nuncques, a la
vez que en sus paisajes se vislumbra la influencia de la pintura de manchas
de color de |oaquim Mir.

Podria tratarse de otra vista del fardin del pirata, con el mar al londo, que
Rusinol pinto ¢n dos lienzos conocidos de la costa de Foniente de Mallorca

(Laplana, 1502 y15.143), fechados también en los albores del woo.

Exposiciones
1oz Circulo Mallorguin, Palma (octubre)

1oy Sala Parés, Barcelona
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Jardin de Valencia
Santiago Rusifiol

1912
Olea sobre lienzo

108 x g3 am

Santiago Rusitol hize de los jardines su remidrica predilecta. Desde
1894, cuando retratd el jardin de Can Falg, en Sitges —movido por la idea
del jardin romdntico de la obra de teatro La intruso, de Maurice Maeter-
linck
los jardines de Granada en 18g5 reafirmd su entusiasmo. Esta Gltima serie

s jamds abandond ese tema pictdrico. La emocion que le generaron

fue presentada en el 5alén del Campo de Marte de Paris en mayo de 1896,
bajo el titubo de fardines drabes

tor a continuar con esta temitica, que seria protagonista de su obra hasra

de Granada, La buena acogida animé al pin-

su fallecimiento, en 1931

A parrtir de ese viaje iniciatico a Granada, Rusinel inicld una serie de cam-
panas pictoricas que le permitieron descubrir nuevos parajes y jardines
abandonados por toda Espana’ Asi, los constantes viajes a Andalucia,

Aranjuez, Valencia, Tarragona o Mallorca marcaron la vida y la produccion

arristica del pintor, haclendo de &l una especie de ndmada en busca de la

poesia del jardin en decadencia.

En la obra de Rusinaol, los jardines marerializan la decadencia de un pasado
glorioso, una caida siempre digna, capaz de generar una reflexion profunda
sobre el paso del empo a traviés del silencio y Ia soledad. Sobre la ausencia
de figura humana en estas composiciones, Rusinol afirmaba lo siguiente:
«Mis jardines tienen algo de figura. Usted no se ha fijado en que los jardines

que yo pinto son paisajes estilizados: son jardines que han estado artistica-

mente arreglados por la mano del hombre. Por mis jardines solitarios han

pasado las figuras y ha quedado su alman. Ese juego livico y sutil entre ausen-

cla y presencia aparece como tema central de los jardines abandonados de

Rusifiol, La idealidad del abandono es el velo que cubre todas estas compo-

siciones, planteadas por el artista come elegias pictoricas.

El pintor define estos jardines como paisajes en verso, o poesia echa paisa-
jez wlos versos escritos con Mlores que escasean ya en todas partes; los jardi-
NES SON Versns vivos con savia y aroma |...| Morian los viejos jardines, pero
maorian con tanta nobleza que de su misma muerte brotaba una nueva
poesia; la poesia de las grandes caidass.*

B Ensepriembie de w2z también pealizt un interesance viaje por Talia (Roma, Florencia
¥ Tivoli, puncipalmente yen busca de nuevos fardines que inmortalizar a traves de su
pintura,

q Husrhor, Santiago. jordines de Bgpaiia | Priloge ). Barcelona, 1ga,
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A mediados de febrero de 1giz, Santiago Rusifiol viajo a Valencia, donde go-
zaba de gran popularidad. Alll descubrié el jardin de Monforte, un paraje
espléndido cuyos parterres, miradores y esculturas de corte clisico com-
ponen un conjunto de cardcter romdantico. Bl antiguo jardin, disefado por
el arquitecto Sebastidn Monleon hacla 1859, se convirtid en un nuevo mo-
tivo para sus cuadros. La impresion que causé en Rusinol quedé recogida
como sigue en las piginas de LEsquella de [a Torrotxa por el propio artista,
bajo ¢l pseudonimo sXarauw: ojEs pequeno, resguardado y quicto! Hay
bustos de mirmol delante de los clpreses; hay estaruas que asoman entre
el boj; hay arcos de mirto, y manantiales, y salcedas, y musgo... y simetria.
Un jardin constituido por un clisico, que ¢l dempo ha convertido en ro-
manrico! [Una floren medio de Valenciats

Durante aquella estancla, el pintor expuso varias de esas obras en el Circu-
lo de Bellas Artes de Valencia, donde también leyo piiblicamenie sus escri-
s El pintor de los milagros y La virgen del mur. Las composiciones expuestis
fueron dos obras tituladas furdin de Manforte, y una tercera denominada
Juedin de Valencia; las tres se presentaron poco despuésen la muestra indi
vidual de Rusifiol en la Sala Parés, junto a otras obras pintadas en Aranjuez
y Girona, La tercera era la vista del parterne con la escultura de los amantes
Dafnis y Cloe, obra que también fue exhibida en la Exposicidn Macional
de Bellas Artes celebrada en Madrid en 1912, donde fue premiada con la
medalla de primera clase®

Este que presentamos es uno de los mejores cuadros de jardines de Rusi-
nol, y fue reproducido profusamente en publicaciones de la época, e in-
cluso en postales. A pesar de representar la fuente coronada por Dafnis y
Cloe, n muchas ocasiones, desde 1914, se ha hecho referencia a esta obra,
erroneamente, con el titulo de Cistory Pilux, e incluso se ha ubicado esa
vista ¢n otro jardin®

El pintor uriliza habitualmente una misma férmula compositiva para
sus obras sobre jardines abandonados: una estructura construida por
dos lineas oblicuas delimitadas por los seros del jardin, en cuya con-
fluencia se erige el monumento, Asi, Rusinol centra la composicidn me-
diante el cruce de caminos, donde emerge [a fuente con las esculturas de
los amantes, que se miran con total complicidad. La perspectiva lineal
con un tnico punto de fuga es evidenre, solo interrumpida por la mole
pétrea de la peana; y el marmol enmohecido de las figuras se recora so-
bre el verde de los cipreses —que caen elegantes en el fondo— y el teswo
de la vegetacion. Los setos perfectamente tallados y otros con imperfec-
ciones remarcan la perspectiva, y aparecen banados por una luz extra-
fa, como de ensueno. Los matices infinitos de verdes, trabajados con
delicadas pinceladas verticales, acentian la quietud del paisaje. Como
describia Tomis Borrds en 1912, son jardines que quedan imagicamente
envueltos en una penumbra de irrealldads™ Ramon Maria del Valle-in-
clin también admiraba la atemporalidad y la emocidn de estas composi-
clones: «Entre los pintores espafioles, el primero en buscar la verdad y la
intensidad de las emociones, sobre la aceidental verdad del claroscurs,
ha sido Santiage Rusifol [..] Los armonioses y melancolicos jardines de

10 Kaiaw {Santiago Risiton )oa) | Un jardia Valencial s, IBgaelia de e T, afio XXXV,
nim. 1732, § de marzo de gz, poibg, [ La oraducesin es noesor,|

1 La Hustrciin Avtbstica, ato XXX nion. vhon, 2 de sepriembre de wgu {repr. p. 576

12 RumiRow, Sannagn, farding d Espamya. Barcelona, Antonio Léper, 1gu, entre. omros.

13 Esta obra fue reproducida come Gloriet (Aranjeer) en la portada de 1a revista Lo Esfiern,
advo L, niim. 123, 6 de mayo de sgib,

14 Bowsas, Tomas. «El hombre que sonries. Lo Tribune. 1o de junio de 1oz,
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Rusifiol, todos lenos de emocion y de una verdad lejana y permanente,
la verdad del recuerdo |...] Rusitiol sabe enlazar las emociones dispersas
en una emocion mas hondas,

Bibliografia

Vida Islefta, mim. 6, 15 de mayo de 1gix (repr. aFig, Jardin de Valencia,
alrimo cuadro de Rusinola).

La Hustracidn Artistica, ana XXX1, niim. 1601, 2 de septiembre de 1912 (repr.
p.576).

Rusiol, Santiago. Jardins d'Espanya. Barcelona, Antonio Lopez, 1914 (repr.
aCastor | Polluxs).

Jardines de Espania: Castory Palux (Valencia). Postal AGFA, 1914.
La Esfera, ano 11 nim. 123, 6 die mayo de 1916 (repr. en portada a color),

Rusi§on, Sanriago. Jordines de Fspaia. Barcelona, 1925 (repr, «Cistor y
Poluxs).

Pintares de Fama. Barcelona, Establiments Maragall, 1957 (repr. portada).

Lartana, Josep de C. Santiogo Rusiniol. B pintor; 'heme. Barcelona,
Publicacions de 'Abadia de Montserrar, 1995 { repr. p. 404, cat. nim. 13.10).

LAPLANA, Josep de C. La pintura de Santiage Rusiitol, Obra completa. Uobra i la
critica. Barcelona, Mediterrinia, 2004 (repr. p.177),

Lartana, Josep de C. La pintura de Santiago Rusifol, Obru completa. Catdleg
sistenitic, Barcelona, Mediterrinia, 2004 (repr p.og).

Santiage Rusifol jarding d Espanya. Barcelona, Museo del Modernismo, 2007
(repr. pp. 88,197y an),

FukNTES, Sergio. Maisajes, Un recorrido pictdrice (18771977 ). Barcelona,
Establiments Maragall, 2020, p. 39-40 (repr. p. 4o).

Exposiciones

1912 Circulo de Bellas Artes de Valéncia (cat. afardin de Valencias ).
1wz Sala Parés, Barcelona (nim. cat, 3efardin de Valencias),
1912

1956  Exposicion Homenaje a Santiage Rusinol. Sala Municipal Girona
(mtim, cat. 1g «Cistor y Palux. jardin de Valencian).

Exposicion Naclonal de Bellas Arves, Madrid (fuera de cac. ).

1956  Exposicion Homenaje a Santiage Rusiftol. Sala Parés, Barcelona (nim,
cat. 19 eCdstor y Polux, fardin de Valencian).

1956 Exposicion Homennje n Santinge Rusifiol, Real Circulo Artistco,
Barcelona (nam. car. 48).

1457 Pintores de Foma, Sala Parés, Barcelona (niim. cat. 6: djardin de
Valencia con el monumento a Castor y Poluxa).

2017 Suntiage Rusifed fording d'Espanya. Museo del Modernismo,
Barcelona {cat. sin niim. ),

2020-2021 Paisajes. Un recorrido pictdrico (1877-1977). Sala Parés, Barcelona
{car nim. 25).

Premios
1912 Exposicion Nacional de Bellas Artes, Madrid, Medalla de primeraclase.

15 Varceincran, Ramin Marks e eSantage Rusiiols. Nuevo Mundo, nim. Ggi, b de junio
de gz, sfp.



Juardin del Principe IV. Aranjuez
Santiago Rusifiol

1531

(Heo sobre lienzo

109 X 135 €M
Uitima nbra pintada por Santiago Rusinol
El planteamiento pictorico del artista en torno al jardin abandonado

Como concepto ¢jercio una influencia muy fuerte también en la creacion

el

literaria de principios del siglo xx en Espana. Buen ejemplo de ello ¢
libro de poemas Jardines Lejanos {190g), de juan Raman |iménez, en rres
partes: jardines Galantes, fardines Misticos, fardines Dolientes. También po
driames encontrar en numerosos casos el rastro de ese concepro de Rusi-

nolen gran parte de la produccion literaria de su tiempo.

Dicha influencia alcanz6 también la creacion musical de aquella época. Bl
compositor Manuel de Falla (1876-1946), intimo amigo del pintor, partia
de la serie de obras de Rusinol Jordines de Espana para crear una de las com-
posiciones mas celebradas e interpretadas internacionalmente de su re
pertario. Se trata de Noches en los jardines de Espafio, un compendio de tres

piezas para piano y orquesta que el compositor finalizé en el Cau Ferrar

de Sitges en 1915, invitado por el propio Rusifiol. La obra tiene tres partes,
cada una de las cuales evoca un jardin inspirado en cuadros del pintor: En
el Generalife, Danza lejana y En los jardines de la Sierra de Cdrdoba, Fue estrena

da en abril de 116 en el Teatro Real de Madrid.

Santiago Rusinel continué con la serie de fondines de Espana hasta su fa-
llecimiento, en 1g31. De todos los jardines que rerratd a lo largo de su tra-
yectoria, sin lugar a duda, sintid predileccion por los de la Alhambra y ¢l
Generalife, asi como por los de Aranjuez. Estos ultimos materializaban a la
perfeccian la enoble caidaw, la decadencia y la nobleza del paso del tiem
po. La primera vez que Rusinol pintd los jardines de Aranjuez [ue en 18y8.
Desde entonces, el artista realizo campanas recurrentes alli, retratando

una y orra v

2 cada rincan de los antiguos jardines reales. De hecho, meses
antes de [allecer se instalo en esa localidad de las afueras de Madrid, viejo y
enlermo, persiguiendo la paz de agquellos jardines solitarios. Precisamen-
te, su maerte, ¢l 1y de junio de 199, se produjo en Aranjuee, dejando inaca-

badas algunas de sus dltimas camposiciones

Jardin del Principe IV Aranjuez es la ilrima obra que el artista pintd en la que
fue la postrera campana pictorica de su vida. La composicion utiliza for-

mulas habituales de los jardines de su primera época, es decir, de rreinta
afios antes. Asi, se sirve de la perspectiva lineal con el punto de fuga muy
marcado y centrado, creando una composicion casi simétrica. Los setos y
lineas de arboles y arbustos en flor remarcan la direccionalidad. En este

caso, y como es habitual en sus dltimas composiciones, Rusinel acentiia ¢l

punto de fuga con un fondo luminoso vérde amarillento que se recorta y
explota entre el espesor y la sambra de la frondasa vegeracién del camine.
La luz adquiere un papel protagonista y, a partir de ella, el artista constru-
ye ¢l espacio y la prolundidad del paraje.

Esta obra es una de las dltimas joyas de Rusinol. Gran parre de su valor ra-
dica en ser una pintura inacabada, pues el artista no logré finalizarla an-
tes de su muerte, 51 observamos con detenimiento los colores de la obra,
advertimaos que son tan solo los pigmentos que debian ejercer de base de
la composicion, sobre los cuales aplicar después matices y pinceladas con-
clusivas en los diferentes elementos del paisaje. Precisamente por eso, los
seros tan solo estan eshozados con un verde monocrome casi uniforme;
el rajo y €l blanco de los arbustos en flor simplemente son la base sabre la
cual trabajar para un resultado final mas realista y culdado, que el pintor,

debidao a su fallecimiento, jamis pudo ejecurar.

Estia obra y el resto de Henzos fueron enviados a Barcelona tras el falleci-
mienta del artisra en Aranjuez. Forma parte de la exposicion de homenaje

que tuvo Jugar en la Sala Parés meses después, y lue presentada como la

ultima obra de Rusiaol, tal y como hemos localizado en publicaciones de
la época, una obra inacabada y sin firmar: «La Gltima rela del insigne artis-
ta, que ha quedado sin firmare, se indicaba en el Butlleri dels Musews dArn de

Barcelona y en la revista Barcelona Atroccion en los meses de julio y agpsto,

respectivamente.® Quince anos después, la obra volvia a ser reproducida

de nueve en el mismo estada, es decir., sin ribrica. En la acrualidad la pin-

tura presenta la firma 5. Rusinol», que lue anadida posteriormente.
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Josep Maria Tamburini
Barcelona, 1856 - 1932

Tamburini nacié el 4 de diciembre de 1856, en el seno de una familia
acomodada de Barcelona. Desde muy joven descubrit su propension al
dibujo, posiblemente debido a la relacién familiar con los pintores Mas-
riera, y se matriculd en la Academia de Bellas Artes de la Llotja. En 1870,
para escapar de la fiebre amarilla, se mudd a Olor, ciudad de la Catalufa
interior donde convergieron otros artistas, entre ellos |oaquim Vayreda,
Modest Urgell, josep Lluis Pellicer y Antoni Caba, que seria su maestro de
pintura en la Escuela de la Llotja.

A mediados de los anos serenta viajé a Parls, Roma y Nipoles. En la capital
francesa trabajé para Léon Bonnat, retratista oficial de la sociedad de la 11
Repablica. En Roma frecuentd la Academia Chigi y entrd en contacto con
los artistas spost-Fortunys, que tendrian una clerta repercusion en su est-
lo. Alternd sus estancias en la Ciudad Ererna con temporadas en Nipoles,
donde recibio La influencia sobre rodo de Domenico Morelli, al que apre-
ciaba por su nuevo cromatismo y sus escenas emotivas, y de Gioacching
Toma, a través del cual recuperd el planteamiento realista y evocador,

En 1882 comenzd a participar en exposiciones colectivas en la Sala Parés,
una colaboracion que se intensificd en la década siguiente y que siempre
recibid buena respuesta por parte de la critica y del pablice de Barcelona,
que ademis del dibujo y del color, valoraba su evolucion estilistica, Al ano
siguiente inicié sus colaboraciones en LAveng, donde ejercic la critica de
arte y publico algin poeima.

Los cambios de final de siglo, que corresponden en las artes al desarrollo del
Modernismo, encontraron a Tamburini total

Melancolia
Josep Maria Tamburini

LIg05
Oleo sobre lienzo

by x85cm

Melancolfa, realizada hacia 1905, es una pintura que bien compendia la
esencia de Tamburini.

Pintor eclécrico y receptivo, absorbe y elabora varios aspectos formales de los
estilos de éxito en Caraluna a principios del siglo xx—e¢l realismo académicoy
costumbrista catalin, el simbolismo francés y el prermafaelismo inglés— para
dar forma a su pintura ideal. El resultado son cuadros que ponen en el centro
de arencion figuras femeninas ideales, en un entarno paisajistico misterioso
y nostalgico. Tematicas que comparte con joan Brull, Alexandre de Riquer y
Joan Llimena, artistas que, segin Cirich, formarian con é1 ¢l sala blancas del
Modernismo, Fsras caracteristicas son evidentes en la pintura que presenta-
mos, gue nos traslada a un mundo literario y sonador. De un lado, el artista ve
enlar

receptivo, dispuesto a
recuperar ¢ interpretar elementos de estlos diferentes, Ast, su lenguaje con-
juga el realismo académico y costumbrista catalin, el simbolismo francés y

Frivd.

el prerralaelismo Inglés, todos comy es ales para ol desar

rolle de ese movimiento que tanto éxito tuve en Catalufia. En particular,
el critico Alexandre Cirici asocio su esrilo al sala blancas del Modernismao,
junto a joan Brull, Alexandre de Riguer y Joan Llimona, en contraposicion al
witla negran, que inclula, entre otros, 4 Isidro Nonell y Joaguim Mir.

Fue a partir de 1896, con la 11l Exposicidn de Bellas Artes, cuando Tambu-
rini marcd un verdadero camblo hacia el idealismo: sus pinturas alegdri-
cay evidencian, anto en la escenografia come en la entonacion general,
la voluntad de estimular la sensibilidad del pablico utilizando recursas
cromiticos apagados, atmdsferas brumosas y frondosidades silvestres. A
principios de sigle, Tamburini entra a formar parte de la Sociedad Artis-
tica y Lireraria de Catalufia (19001926 ), nacida bajo ¢l impulse de Modest
Urgell, que unia a varios artistas de la Sala Parés, y desde igoz fue miembro
de la Academia de Bellas Artes. La colaboracion grifica con La lustracidn
Artistica (1902917} v otras revistas ilustradas respaldaba su produccion
pictorica, que se internacionalizé con exposiciones en Minich, México y
Buenos Aires, En sus iltimos afios el artista se cented en la realizacion de
retratos y paisajes, aunque se dedicaba también al dibujo y la acuarela,

Tamburini murid en 1932, afo en que, debido a las rensiones politicas que
precedieron a la Guerra Civil, sus obras parecian ya desacrualizadas y lejos
de los intereses del pablico. Conocido y reconocido en su época, la Iigur.'l
del artista ha sufrido desde entonces un olvido inmerecido, a pesar de los
intentos de recuperacion que se han hecho en décadas pasadas,
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su principal fuente de creacion artistica. Alfred Opisso, en su
fias trulada Arte y art I
artista de refinado gusto, se complace en sorprender a la Naruraleza en mo-

serie demor s, escribesEl Sr. Tamburini,

-,

mentos dados, especiales, y de ahi que sus cielos, sus bosques, sus aguas, sus
fondos ofrezcan tonos peregrings y, sin embargo, rigurosamente aurénticose.

Por otro lado, con mentalidad romantica, utiliza esta realidad visual como
punto de partida y esquema de representacion de la interioridad y la es-
piritualidad. Asi, las mujeres que habiran sus cuadros se rransforman en
ninfas y hadas, alegorias inconcretas envueltas de ensofacion, en paisajes
brumosos o scwiticos. Ofeliv, pintura realizada una decena de afos antes
que laobra que presentamos, ya prefiguraba estos ideales,

Sentada junto a un lago, Tamburini procura situar 4 su protagonista en

una posicion especial, una vision mistica, delicada y sensual, Bl perfil de-
licado de la lectora de poesia realmente consigue el abjerivo del artista de
tocar la sensibilidad del espectador, transmitiendo melancolia, nostalgia
y reflexion. Las flores de eolor naranja en primer plano se contraponen al
fondo, donde ¢l lago y la vegetacion de la orilla se funden, luminados por

el sal del atardecer que resalta esos tonos verdes y ambarinos.

Lac
la manera de Tamburini de construir sus figuras, exquisitamente refina-
das, lineales y armoniosas, También, los tonos delicados y luminesos de su
paleta, legado de las influencias italianas, que acentdian la sensacién emo-

ica—entre otros, la de Alfred Opisso— ha valorado particularmente

tiva Sup

tura se caracteriza por el equilibrio y la falta de estridencias: sus
obras son tan cautelosas que parecen fruto de cilculos, aungue el pintor
fuera contrario a toda regla establecida y partidario de la pura intuicion.



Modest Urgell

Barrelona, 1839 - 1919

Urgell nacio en Barcelona en un entorno famillar acomodado. Aungue el
mundo del tearro le fascinaba desde muy joven, sus padres desaprobiban
esa pasian, por lo que decidia dirighr su inclinacion artisrica hacia la pinru
ra. Se matriculé en la Escuela de Bellas Artes de la Llotja, donde fue alumno

del pintor realista Ramaon Marti Alsina y coincidio con otros artistas impor-

rantes, como Joagquim Vayreda, Mariano Fortuny y los Ma

SrIera, entre orros.

Al finalizar sus estudios emprendio un viaje a Paris, donde frecuenta a
Gustave Courbet, Camille Coror y Charles-Frangois Daubigny, y se familia
rizé con las nuevas corrientes artisticas, comao el realismo, el simbaolisma

o ka eseuela de Barbizon. Exceptuando este viaje a Paris, Urgell paso toda

la vida en Barcelona y sus alrededores, descubriendo Caralufia y represen
tando los pueblos y paisajes de aspecto abandonado que mis le fascinaban

eintrigaban. En particular, huyendo de la hiebre amarilia, se instalo duran-

e algiin riempo en Olor, donde su amigo Joaquim Vayreda habia creado

una escuela pictarica centrada en el paisaje que influyd mucho su obra.

Su entera y vasta produccidn, de hecho, tiene como centro el paisaje. Un

paisaje completamente desprovisto de idealizacién bucdlica y sin una vo-

luntad social especifica, que es melancilico y misterioso, a la vez teatral

dramarico. La dificultad de clasificar sus obras, que el artista casi nunca

fechd, se debe a la eleccién algo repetitiva de [os remas: visiones rurales de
callejones desiertos, marinas solitarias en dias nublados, camposantos de
aldeas abandonadas... Tan prolifices estos dlimos que el propio artista,
irdnico, llegd a ritularlos «Lo de siempres. Obsesivo y perfeccionista, su
interés era tratar y reelaborar verdades desnudas y cotidianas, esenciales.
Su pintura subyace, evidentemente, en ¢l realismo, aungue sea posible
adivinar un contenido literario que, de alguna manera, lo acercaria al sim-
halisma. Su inrerés en caprar lo verdadero y fugitive, sin ennoblecerlo ni
idealizarlo, y su voluntad de expresar sentimientos dando un togue muy
personal ¢ imaginario al asunto, hacen de Urgell el mas destacado expo-

nente del romanticismo en Caraluna

1 ||gr1l fue muy apre iado porel |||’1||Iir ay la critica de 1 Epoc, sobre todo
a partir de la década de 1f70, Recibid muchosencargos y expuso sus obras
en salas de arte, tanto en Espaia —por ejemplo, en la Sala Parés de Barce
lona, desde su fundacion en 1877 como en ¢l extranjero —Filadelfia, M-

nich, Paris, Bruselas, Berlin, Chicago, Concurrid a todas las exposiciones

nacionales desde 1864 hasta un afeo antes de su muerte, y participd tam
bién en numerosos concursos, entre los que destaca la Exposicion Nacio-

nal de Bellas Artes de Madrid en 1895, donde recibio [ Primera medalla.

En 1894, a la muerte del artista Lluis Rigalt, Urgell fue nombrado profesor
de perspectiva y paisaje en la Escuela de Bellas Artes de la Llotja. Sus ense-
fanzas tavieron una gran influencia en la obra de artiseas come su hijo, Ri-
card Urgell, rambién pintor, joan Mird, Hermen Anglada-Camarasa, Pablo

PMicasso o Joan Pong.

Cementerio e iglesia (Lo toch del mal temps)
Modest Urgell

c. 1878
Olea sobre tela

147 X241 Ccm
Firmado oM. Urgells

Lo toch del mal temps es una de las mejores y mas celebradas obras del

catilogo de Modest Urgell. En el centro de la composician el artisa sivha

una ermita abandonada, cuyo dbside romdnico y su campanario han per-
mitido determinar que se trata del pueblo de Bellcaire d'Emporda (Giro-
na), en particular de la iglesia de Sant Joan, reconocible también en un
dibujo conservade en el MNAC {oooje7-D). La siluera de una campesina
recogiendo las gavillas antes del temporal es el dnico personaje que habita
este desolado entorno. Un cielo plomizo sirve de fondo, y el togque de las
campanasy los cipreses torcidos por la fuerza del viento anuncian la llega-

da del mal tiempo, como confirma el titulo de la obra,

Urgell adopra el formato apaisado, muy frecuente en sus pinturas, donde
la linea de horizonte ejerce de elemenro de union entre tierra y cielo, y
deviene punto focal para la mirada del espectador hacia la lejania. Destaca
en nuestra pincura la potencia del cielo, cuya transparencia es una de las
caracteristicas sobresalientes del artista. Urgell escoge su luz predilecta,

crepuscular, y la describe con una pincelada suelta y vigorosa, limitindose

A UNOS POCos tonas cramiticos, pero focalizados en una deseripeion lumi-

nica extremadamente detallada, tipica de la pintura en plein afr.

De hecho el artista empezaba su procedimiento plotorico tomando notas del

natural, comao describe el amigo Narcis Oller; alina vez en el lugar, escogia el

allada,

punta de mira v el momento luminico; contemplaba un ratito, muy
el panorama; se sentaba, armaba la paleta, se ponia a pintar; y cuando se le-
vantaha, dando por finalizada la tarea, no habia fijado en el tablero sino tres o
cuatro franjas horizentales: la del color y tonos generales del cielo, las corres-

pondientes a los Gltimos términos de tierra, la del primero, y... basta: recogia

lacajay...a casao adarun paseos.” Urgell no se interesaba en Jos detalles sino
en el cardcter del conjunto, para caprar lo verdadero y fugitive del momento
y luego mabajar la obra a posterion, acahando de inventirsela en el estudio y

dandoun Togue muy [K"I'.\"I'I-" Cimaginana al asunto, haciéndolo SUVO,

Su obra demuestra la ambivalencia entre realismo y romanticismo, gue
elarrista resuelve en una sintesis magist ral. Rn'ulpl' rando la expresion de
Novalis, la intencidn del pintor era sromantizars 2l mundo de la Cataluna

17 Narcis Odiew, «Modest Urgelle O, completas, o (val. VIH),



rural. Toralmente fascinado por los escenarios aislados y misteriosos, U
gell dedica pricticamente toda su produccion pictdrica a estos paisajes, en
busca de la cruda realidad. Sus escenarios solitarios y melancélicos, como
el que presentamoes, son de estitica quietud, de abandono, pero también
incentaminados y nitidos, hasta parecer ilusorios,
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Paisaje con dama
Modest Urgell

Oleo sobre lienzo
BoxiBacm

El estatus de Modest Urgell cambio definitivamente en 1876, cuando fue
galardonado con la medalla de segunda clase en la Exposician Nacional de
Bellas Artes de Madrid, por su célebre obra Toque de oracidn. El cuadro fue

eoleccion del Museo

adquirido por el Estado espaniol y forma parte de

Nacional del Prado. Desde 1932 estd en depdsito y expuesto en el Museo
Nacional de Arte de Cataluna. Esta obra represento, sin duda, su consagra-
cion total; dos afios después, €l Estado adquirio también Cementerio. jDios
ko, e sulos se quedan los muerios! (1878), A partir de ese momento, ¢l pin-
tor comenzd a recibir encargos de la familia real espanola, asi comeo de co-
leccionistas tante de Madrid como de Barcelona. Urgell pasé a ser uno de
los artistas con mayor reconocimiento, tanto por parte de la eritica come
del mercado. Su prestigio en Barcelona dentro del circuito y el mercado
artistico se vio consolidade a través de la Sala Parés. Desde [a inauguracion
de la galeria en 1877 hasta la muerte del pintor en 1g1g, Urgell no dejé de
presentar su obra alli con regularidad ®

18 Enare todas las exposiclones de Urgell en la Sala Pards, tanto participaciones en miies
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Segon la critica, Urgell encarnaba la figura del romantico moderno, ¢ in-
cluso él mismo presentaba sus obras hajo la denominacion de «Escuela Ro-
manticas, Sus lienzos se enmarcan en una revision muy personal del pai-
saje romdntico. En ellos, el pintor reclama el crepasculo como el principal
escenario de sus composiciones, momento especial y evocador del dia en
el que todo es posible y las fronreras entre el mas alliy lo rerrenal, y entre
la vida y la muerte, se diluyen. Urgell consideraba que el Sol era la prosa
del paisaje: oY tan a pecho leva su modo especial de sentir en este punto,
que nadie le conoce un solo cuadro banado con laluz, para é prosaica, del
astro del dia. En cambio d través de las nubes que oscurecen la atmasfera,
¥ ala luz difusa del crepisculo Urgell ve rantas cosas, las ve tan bien y las
hace sentircon una fuerza tan honda y penetranees”

Paisaje con dama es un ejemplo magnifico del dpo de paisaje que define la
pinrura de Modest Urgell. La estérica romantica caracteristica de su produc-
cion se presenta mas que evidente en esta obra. El formato horizontal de
grandes dimensiones, mediante un planteamiento abierto y expansivo para
la composician, se impone al espectador, haciéndole participe del paisajey
su fuerza. Esta horizontalidad dnicamente se ve interrumpida por los tres
drboles que se erigen en el extremao izquierdo de la obra, ast como por la
figura recoreada en azules sobre la vegeracion, Estos son los cuatro elemen-
tos que establecen un rirmo diferente a los casi dos metros de composicion
horizontal,y ademais sirven—sobre todo la dama con sombrero— para suge-
riruna sensacion y una historia de misterio que Gnicamente el espectador
puede acabar de interprerar por sf solo y de manera personal.

Urgell hace un uso magistral de la perspectiva atmosférica, al servicio de
generar un paraje rotalmenre melancélico, capaz de emocionar & inguie-
tar al espectador. Los azules violiceos y los verdes relajantes, asi como la
pincelada corta, grumosa y ripida, permiten construir la acmasfera hime-
day fr
¥, junto a la presencia de la dama, contribuye a acenrtuar la impresidn de

que trasmite ¢l paisaje. La téenica esed al servicio de la sensacion

soledad y melancolia del ser humane en un entorne natural infinito y ro-
mantico que, a pesar de parecer estitico y lirico, se aproxima también al
misterio inguietanre. La naturaleza sugerente y en calma puede tormarse
hostil en cualquier momento, y seér una amenaza para la dama solitaria
que observa pensativa b laguna del primer plano.

Esta abra es un ¢jemplo magnifico de la pintura de Urgell, un arrista que
logrd actualizar la estética romdntica a finales del siglo XIX y que hizo de
ellasu firma personal e inconfundibile en la Espafia de su tiempo,
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