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The tragic hero is embodied in Pedro Basauri Pedrucho, whom Ernest Hemingway saw 
bullfighting in Barcelona in 1937 during the civil war. Brave but not defiant, with his eyes 
fixed on the task that awaits him and not on us, Pedrucho is portrayed with his faithful crew, 
those who will have to face a fate that is still uncertain. 
“Neither in Spanish dance nor in bulls does anyone have fun; the goblin takes care of 
suffering through drama, on living forms, and prepares the stairs for an escape from the 
surrounding reality” . 
Words pronounced by Federico García Lorca that speak of life as tragedy and bullfighting as 
a faithful reflection of it. 



Exhibitions:  

II Bienal Hispanoamericana of Art in La Habana in 1954. 
(The painting had highly praised among art critics) 

For the following two years, thanks to the ministry of culture of the different 
countries, the exhibition travelled all around Hispanoamerica, being 
exhibited in the Fine Art Museum of Caracas (Venezuela), Lima (Peru), 
Buenos Aires (Venezuela), Miami (Florida) among others.  

The very famous Art Gallery Velazquez in Buenos Aires in 1956 

Private collection in Buenos Aires until 2000 

Private collection in Spain 200 



Description and formal analysis 

In this monumental collective portrait appears the bullfighter Pedrucho 
wrapped by his gang: three banderilleros, the rejoneador, the picador and 
the swordsman. All of them are arranged around them in a composition 
organized as a frieze, neat but naturalistic, with the six members of the gang 
forming a kind of semicircle around the figure. The protagonist, in fact, 
focuses all our attention by being directly enlightened, under a focus that 
only affects his teammates. Everyone looks at us, although Pedrucho's gaze 
seems to go further, focused on the impending task, on the always uncertain 
destination. With a strong and brave step, standing on himself, Pedrucho 
shows himself to the spectator as he would before the bull: facing us, with 
the shoulders and hips aligned, facing the spectator and taking a step 
forward. Determined but not in a hurry, with a dominant attitude of 
exuberant masculinity, he is the tragic hero incarnate. 
His companions are also portrayed with mastery, their faces reflecting the 
hardness of their trade and the courage of their souls. Strong men, 
somewhat arrogant even, completely determined and prepared for the fight, 
willing and at the same time calm. Among them captivates our attention a 
face of intense gaze fixed on us, which does not hesitate; This is the flag that 
closes the composition on the left side. His face is superbly modeled, and his 
entire figure captures the light with a marked and elegant caravaggist 
chiaroscuro. 

All are already prepared for the paseíllo, starting with the bullfighter, who is 
wearing montera, a cape of the purest color (light blue) ritually knotted to 
the body and green light suit with embroideries, hallows and gold sequins. 
Next to him the three banderilleros with grenade silver suits, rosewood and a 
shelter for the youngest, all with cape and montera. The rejoneador, who 
closes the composition on the right, wears a country suit. After Pedrucho, the 
picador appears with the traditional castoreño, decorated silver jacket and 
cute boots. Finally we guess the shadow-wrapped figure of the swordsman, 
however skillfully highlighted by the painter thanks to the point of light of 
the white scarf knotted to his neck. 
On a formal level, the way of presenting the characters, full-length against a 
neutral background, illuminated by a chiaroscuro light, of multiple focuses, 
whose origin we do not see, stands out. It is an effective, solemn and 



dramatic scenographic resource, inherited by Miravalls from the great 
masters of the Spanish baroque, especially Velázquez and Zurbarán. The 
figures thus emerge from the gloom in a naturalistic but at the same time 
symbolic way, with Pedrucho being the absolute center, directly illuminated, 
capturing our attention completely. 

Chromatism is also contrasted, reinforcing this plastic spatial construction of 
Baroque heritage; on the dark background, yellows and reds, gold and silver 
of the suits, grana like the blood, fine socks of pink silk, very pure for the 
hood of the matador, green hope for his suit. Miravalls not only composes an 
amazing palette of rich and deep colors, but through it builds an authentic 
metaphor for the fight. In their colors the bravery and the passion of 
bullfighting are translated, the dance is evoked, the excitement after the 
triumph and the passion of the bullfighter. In his game of chiaroscuro the 
mystery is evoked, the fight of man in front of the beast, the dance of death 
or, as Lorca would describe it, an art of death that is an art of life. 

On a technical level, on the other hand, it is a painting of great plasticity: the 
brushstroke is thick and pasty, recreating in the reliefs and qualities of the 
fabrics and embroidery of the suits. The light vibrates in the sequins, and the 
glazes and accumulations of pictorial material perfectly reflect the contrasts 
of textures, the reflections that adorn the rich costumes. It reveals the wise 
and precise hand of Miravalls, who manages to put the technique at the 
service of expressiveness, preciousness endowed with a deep aesthetic, 
philosophical meaning. 
It is, therefore, a work perfectly framed within the academicism of the time, 
refined technique, careful aesthetics and supreme elegance. The painter 
does not let our eyes get distracted; the monumentality and the greatness 
the bullfighters is trickster. 



Armando Miravalls Bové 

One of the most prominent references of Catalan academic painting of the 
twentieth century, Armando Miravalls developed his training in Barcelona, as 
a disciple of Ernesto Santasusagna and the School of La Lonja, and exhibited 
his work for the first time in his hometown, in 1942 He was first and foremost 
a magnificent portraitist, although he also cultivated the landscape, still life 
and figure. He was professor of color and professor at the School of Fine Arts 
of Sant Jordi in Barcelona. He attended various collective exhibitions and 
competitions, being awarded the City Hall Award at the "Sport in Fine Arts" 
Biennial, with first prize at the Villa de Palamós painting contest (1968) and at 
the Seville Autumn Exhibition ( 1971). He also made multiple individual 
exhibitions in Spain and abroad, such as the II Bienal Hispanoamericana of 
La Habana, Cuba and the one held at the Velázquez gallery in Buenos Aires 
in 1956 or, in Barcelona, in the famous La Pinacoteca room in 1966. In 1995 he 
was dedicated an anthological exhibition at the Palau Moja from Barcelona. 
Especially noteworthy are the portraits that are preserved today in the 
Rectorship of the University of Barcelona: those of the archaeologist Pere 
Bosch, the philosopher and politician Jaume Serra and the chemist 
Francisco Buscaons. 

Pedro Basauri Paguaga, Pedrucho 

Born in the Basque town of Éibar on November 30, 1893, two years later his 
family will move to Barcelona, where his father worked as a master 
gunsmith. Contrary to the wishes of his family, who wanted him to continue 
with the family trade, young Pedro decided very soon that he wanted to be a 
bullfighter. He will step on a ring for the first time in a comic bullfighting 
show in the Plaza de la Barceloneta, and after leaving on the shoulders of a 
bullfight in his native Éibar he debuted in 1914 in the Las Arenas square in 
Barcelona. That day Pedrucho is enshrined as the best bullfighter of the 
moment, and starts a career that will last three decades and that will even 
take him to the movies. Shortly after he succeeds in the Plaza de La 
Maestranza in Seville, where he is cheered, admired to such an extent that he 
will be baptized by the press as the Messiah of bullfighting. His successes will 
be repeated in the most important squares in Spain, and finally he receives 



the alternative as a killer in 1923, from Julián Sainz Saleri II. A year later we 
found him on a tour abroad, fighting in Italy, Hungary, Egypt and America. 
His fame went beyond the arena, and in fact in the early twenties Pedrucho 
will participate in several films, blockbusters that will lead the French 
producer Henry Vorins to count on him for Militona, the tragedy of a 
bullfighter (1922), film based on a text by Téophile Gautier. The impact of this 
film was such that the same producer will direct Pedrucho (1924), starring 
the bullfighter himself. After this milestone he will depart from the cinema 
for several decades, although he will resume his career as an actor after the 
war, participating in films such as the notable 1967 western spaghetti I 
lunghi giorni della vendetta, directed by Florestano Vancini or the celebrated 
Il momento della verità ( 1965), by Francesco Rosi. 

In 1928, however, tragedy hits the brilliant bullfighter; During a run in 
Marseille, his brother Martín dies, who participated as a banderillero in his 
crew. A year later, at a charity festival in memory of it, Pedrucho suffers a 
serious fuck that puts him on the verge of death. However, he recovers and 
continues to fight; in 1937 he was the alternative godfather of Silvino Zafón 
Niño de la Estrella before the eyes of Ernest Hemingway, who was among 
the public. 
With the arrival of the civil war, however, his interventions will diminish, and 
in 1939 he will be reprimanded by the fascists, who will not recognize his 
status as a bullfighter. He will then retire from the ring to focus on the 
direction of the Bullfighting School of Barcelona, which he had founded 
himself. Known to everyone in his city, who had three bullring, on September 
21, 1978 Pedrucho will die in Barcelona at 80 years of age. 



     

Photographs of Pedrucho in the square, La fiesta 
brava, nº 363, May 4, 1934.



Pedrucho (a la izquierda) junto a Manolete en Éibar 





Pedrucho in the arena  

Pedrucho in the cinema  

Pedrucho's impact on Spanish society at the beginning of the last century 
echoed not only in bullfighting environments, but also in cultural ones. An 
eloquent example of this is the Miravalls chart that we are studying here, an 
excellent example of the Baroque-rooted Hispanic costumbrismo developed 
between the second half of the 19th century and the first decades of the 
20th century. However, if there was an art par excellence of the new century 
it was, without a doubt, the cinema, and the Basque matador was one of his 
great figures during the early years of the 1920s, both in Spain and abroad . 

The first of his films was Poor Children, directed in 1921 by Henry Vorins. 
French producer and producer, Vorins had founded that same year in 
Barcelona the production company Principal Films. Together with his wife 
and partner, actress Paulette Landais, he focused on making films aimed at 
the outside public, especially French. That is why Poor children (L'autre 
maman in France) would not be released in Spain until two years later, in 
1923. The film - now lost as most of the heritage of Spanish silent films, due to 
chemical degradation - It was based on a novel by Théodore Seebold and 
was starred by Landais herself, famous both in Spain and in France for her 
beauty. Framed in the melodrama genre of social dyes, it fit perfectly with 
the French taste of the time for Spanish folklore, an inclination of romantic 
heritage that saw in Spain one of the last redoubts of the world in its most 
"pure" state, not yet adulterated because of progress and industrialization. 

Due to the great success that Poor children had in France, Vorins launched in 
1922 to the realization of Militona, the tragedy of a bullfighter, where 
Pedrucho already disputed the prominence of Landais herself. This film is 
framed within the same genre as the previous one and, although it focuses 
on the world of bulls, for this it is not inspired by the Spanish bullfighting 
scene but, again thinking of the French public, bases its story on the 
homonymous novel by Théophile Gautier, published in 1847 in the form of a 
leaflet. The French writer built a love story heiress of romanticism, a love affair 
between pestles and bullfighters set in nineteenth-century Madrid, perfect 
for the audience that packed theaters in the early 20s, eager for emotions 
and stories at the same time Beautiful and entertaining. The main 



bullfighting scenes of the film, one of its main attractions, were shot in the 
bullring of Las Arenas in Barcelona. The romantic and orientalizing touch 
would be the scenes recorded outdoors, in the idyllic Granada environments 
of the Alhambra and the Generalife. It was the first leading role of Pedrucho, 
and its success was such that the same author team of Militona, with Vorins 
in the lead, was shot in a film inspired by the life of the Basque bullfighter, 
entitled Pedrucho. Conceived under the same orientation as the two 
previous films, the filming of this new film began in 1922, but was 
interrupted by the death of the Vorins capitalist partner. He then goes to 
Galicia, and will not finish the film until some time later, possibly in 1924, 
thanks to the financial assistance of Miguel de Miguel distributor. 

 



Only preserved frame of Flor de España, with Cortesina and Pedrucho 

Pedrucho is a kind of novel biography of the matador of Éibar, a story 
conceived by the Duke of Tovar and scripted by Josep Amich i Bert. The 
popularity of the bullfighter among the public guaranteed a remarkable 
success to the film, which however was not enough to prevent, disappointed 
by the economic difficulties, Vorins and his wife returned to France in 1924. 
Following the idealizing line of Spanish folklore that We saw in the previous 
films, Pedrucho is about the goodness of the bull's world, telling a classic 
story in which the hero starts from the bottom to finally reach the absolute 
triumph. The protagonist, played by Pedrucho, is a young man from a poor 
family who falls in love with a wealthy lady, Maruja, once again embodied by 
Landais. Before the rejection of this one he decides to go to Seville to pursue 
his dream of being a bullfighter. There he soon shows a formidable talent, 
and although he is injured he is acclaimed by the public. 

The young man persists, struggles and manages to succeed, while Maruja 
suffers with a wasteful man who soon loses all his fortune and who, revealing 
himself as a petty being, undermines his wife's own father. However, at the 
time of the robbery, he passes through the place Pedrucho riding in a luxury 
car and discovers the facts. Kill the thief, recover the money and finally join 
Maruja, the woman of his dreams. 

In this film Pedrucho was the absolute protagonist, even unseating Landais, 
although the publicity of the film focused especially on a morbid aspect: the 
real scene that showed the taking of a spontaneous, one of the many 
documentary sequences that were used to illustrate the world of bullfighting 
in the movie. 

However, before the success of Militona and Pedrucho, the Eibarrés 
bullfighter participated in another film, one of the key films in the history of 
Spanish cinema, although lost today (we only know one photogram, 
preserved in the Spanish Film Library). This is Flor de España or the story of a 
bullfighter (1921), the first Spanish film directed by a woman. This is Helena 



Cortesina (1904-1984), mainly an actress but considered, thanks to this film, 

Miguelín y Pedrucho, The moment of truth

Pedrucho, El momento de la verdad



the first director of our cinema. The script was written by the great 
comediographer José María Granada, who was also co-director of the film. 
This comedy tells the life of a bullfighter from its beginnings in the pastures 
and bullfighting school until its final triumph, going through his wedding 
with a beautiful florist named Paloma - embodied by the Cortesina himself - 
who, in turn, will become a successful dancer and cupletist under the artistic 
name of Flor de España. The film is part of the Spanish genre: an ideal 
reflection, of ideological dyes, of the daily life of the Spanish popular classes, 
much in demand by the majority public since the beginning of cinema in 
Spain and recurring since then and throughout the period Francoist As 
Javier Mateo points out in his study about it, the film is especially noteworthy 
also in the technical aspect, given that it had a musical accompaniment 
specially composed for the occasion, something uncommon in the Hispanic 
cinema of the time. Its author was Mario Bretón, son of the famous composer 
Tomás Bretón, father of famous zarzuelas as La verbena de la Paloma. 

Although after the shooting of Pedrucho the bullfighter retired almost 
definitely from the cinema, the films he shot had a notable international 
echo. In fact, we know that when in 1922 Rodolfo Valentino embarked on the 
filming of Blood and Sand, he asked Paramount to show him Pedrucho's 
films in order to prepare for the filming. 

Dedicated first to bullfighting and then to his teaching, Pedro Basauri would 
not have to return to the cinema seriously until the 1960s. In the previous 
decade he had participated in Heir in trouble (M. Iglesias, 1956), a musical 
comedy that combines flamenco and bullfighting in the purest style of the 
Spanish. However, his return in the 60s was brief (only two films) but brilliant: 
Il momento della verità (F. Rosi, 1965) and Il lunghi giorni della vendetta (F. 
Vancini, 1967) are two key works in history of European cinema. The first one, 
directed by Francesco Rosi, was an Italian-Spanish co-production premiered 
in Italy in March 1965, in the United States in August of that same year and in 
Spain in May 1966. In 1964, one year before its premiere , was awarded the 
David di Donatello award for best direction, and in 2008 it was re-awarded at 
the Berlin International Film Festival, where its importance within the history 
of cinema was claimed. The moment of truth - in its translation into Castilian 
- tells a crude story with a neorealistic style of heritage and close to the 
documentary, capturing bullfights in a real and direct way, without resorting 
to film tricks. It tells the rise and fall of the bullfighter Miguel Mateo Miguelín, 
and reflects the bullfighting school that Pedrucho created in Barcelona. In 
one of the best bullfighting films of all time, Pedrucho and Miguelín 



interpret themselves, wrapped in a story halfway between fiction and 
documentary. The film talks about the relationship between man and 
society, and between man himself and his desire for glory; the young 
Miguelín leaves his impoverished Jaén of origin to look for life in the big city, 
Barcelona, but there he only finds exploitation and very hard work, before 
achieving his dream of being a bullfighter. However, even if he becomes a 
rich man, he will never be part of high society, nor will he be able to return to 
his homeland and be there again. Through the boy's story, Rosi portrays the 
Spain of the 60s, its social, cultural and economic complexity, in what was his 
first foray out of Italian realism. And he does not forget the absolute 
protagonist of the film: bullfighting. The moment of truth reveals the 
courage and skill of the killers, but also the bloody brutality and mortal 
danger that the soul of bullfighting imbues. 



The second of these key films, titled in Castilian The Long Days of Revenge, is 
considered for its part as one of the best Western spaghetti in history, and is 
the only film of this genre directed by Forestano Vancini. Under the 
pseudonym of Stan Vance, the filmmaker builds a personal version of The 
Count of Montecristo by Alejandro Dumas, a story of revenge that, although 
it had been treated before and would be repeated later, had never been 
approached with such skillful game of irony, humor and surprise The film 
tells the story of Sheriff Ted Barnett, played by Giuliano Gemma. Condemned 
for a crime he did not commit, he manages to escape from prison after three 
years of captivity and marches in search of revenge against those who 
wrongfully accused him. One of them will be Judge Kincaid, played by 
Pedrucho. Become an absolute reference of the genre, Quentin Tarantino 
himself considers this film as one of the best spaghetti westerns ever filmed, 
and honors it in his 2003 film Kill Bill: Volume 1: the main theme of The Long 
Days of Revenge, composed by Armando Trovajoli, it sounds during the 
anime scene in which Chief Matsumoto murders O-Ren's parents; Shortly 
after, she will fulfill her revenge. 

The same year of his death, 1973, Pedrucho was to participate in a last film, 
The Rebellion of the Dead, translated into English as Vengeance of the 
zombies. This is a horror film directed by Leon Limovsky and starring Paul 
Naschy and Luis Ciges, with a script by Naschy himself. However, the 
relevance as an actor of the Eibarrés bullfighter will always remain linked to 
the birth of bullfighting cinema in Spain; his were among the first films of 
the genre, and also stood out for having a real bullfighter in the role of 
protagonist. Pedrucho was very loved by the public because, although he 
physically departed from the canon of the cinematographic heartthrob, his 
humanity and the naturalness of his performance brought a unique 
character to his films. 

Bullfighting: history and tradition 

A show that has a lot of rite, bullfighting is a National Holiday in Spain 
but also the heritage of French, Portuguese, Mexican, Colombian, 
Ecuadorian and Peruvian. The term, of Greek origin, literally means 
"fighting with bulls", and covers the fight of this animal both on foot 
and on horseback. Its origins date back to the Bronze Age, although 



the art of bullfighting itself was born in medieval Spain; There is 
evidence of him since the eleventh century, and the sources of the 
time tell us about the celebration of bullfighting celebrations in Ávila 
and Zamora in the thirteenth century. 

Among the history of bullfighting we find the cults of the bull as a 
deity, the rites of offerings to the gods - a catastrophe was the sacrifice 
of a hundred oxen, in ancient Greece - and the funeral ceremonies 
that aimed to placate the deceased. In ancient history we find 
especially remarkable examples of these antecedents, as is the case 
with the Taurocatapsy of the Cretan Minoan culture. It was a rite of 
passage through which young people left childhood behind and 
entered the adult world; In Crete, the bull was worshiped as a symbol 
of strength and fecundity, and it was considered that during the 
taurocatapsy the young people acquired these qualities from this 
animal through an acrobatic exercise, not without risks, which 
consisted of jumping over the bull based on the horns, snout or loin. 

 

Mural of the palace of Knossos, Crete, h. 1450 BC (above); Bestiarii, Roman mosaic of Zilten, 
Libya, s. II (below) 

Even in the Old Age, although millennium and a half later, we already 
find struggles with bulls stripped of all religious sense: the circus 



games introduced by Julius Caesar, described by Pliny the Elder in his 
Natural History (1st century), included the struggle between a bull and 
a gladiator armed with a sword and shield, as well as a kind of running 
on horseback in which the rider was to take down the horned by 
holding it by the horns. By these same dates Ovid mentions a 
bestiarius - grader who only fought against wild animals - called 
Carpóforo, who faced the bulls by cheating them with a red cloth. 

Bestiarii, mosaico romano de Zilten, Libia, s. II. 

Already speaking properly of bullfighting as we understand it, its best 
known form is the bullfight, whose modern expression will emerge in 
the eighteenth century. The bullfight is a party in which brave bulls are 
run or dealt, on foot or on horseback (rejoneo), in a closed enclosure 
intended for this purpose: the bullring. Bullfighters - killers, 
banderilleros, picadores and juniors - perform a series of actions called 
luck, from when the bull enters the square until the dead animal is 
removed from it, in the so-called drag. In a bullfight six bulls are 
fought, and in it the bullfighters participate next to their crews, 
composed of banderilleros and picadores when it is on foot, or by 
auxiliaries when it is on horseback. 

The modern fight is divided into three parts, called thirds (tercios). The 
first is the third of biting or rods, whose objective is to temper the bull 



in order to improve its behavior, to temper the violence of its rush. It is 
initiated by horse choppers using rods that superficially injure the bull, 
followed by a series of layer sets or passes executed by the bullfighter, 
whose objective is to measure the strength of the animal. For this, the 
capote de brega is used, a large pink cloth with which various types of 
sets can be executed, called capote passes: Veronica, chicuelinas, 
gaoneras, larga cambiada … 

Pase de capote: chicuelina. 

The second of these thirds is the banderillear, in which the bull is 
stimulated without losing his strength. The banderilleros or 
subordinates, or else the matador if they wish, alone, use the flags, 
cylindrical sticks 70 cm long adorned with colored paper or cloth and 
armed with a small harpoon at the end. Although formerly the flags 
were nailed one at a time, currently they are driven two by two, 
something considered more meritorious. 

Finally, the last and most significant of the thirds is reached, that of 
killing, where the bullfighter displays all his aesthetic and technical art. 
According to the regulations, this third must be completed in 10 
minutes and end with the death of the bull, if he is not pardoned by 
his bravery. The culminating moment of the third of killing is the work 



of crutch, a red cloth smaller and lighter than the cape, with which the  
Banderillero 

killer tempers and channels the onslaught of the bull. The crutch is, 
from the eighteenth century, the main element used to deceive the 
bull and get it to follow the bullfighter, who must guide the animal 
and get the crutch to ram. A series of specific passes are then 
executed, which consist of moving the bull while the killer remains 

motionless, so that the beef passes very close to him. As in the case of  
Pase de muleta: redondo 

the cape, there is a wide variety of crutch passes: natural pass, right, 
chest, round, contempt, manoletina ... Once the crutch bullfighting is 



finished, the bullfighter prepares to kill the bull using the crutch and 
the rapier, narrow blade, long and very sharp. It is the most relevant 
moment of the fight, the one in which the matador demonstrates his 
mastery: he has to make an accurate and effective lunge, since any 
variation or error is considered a failure. 

Once the race is over, the public can show their disagreement with the 
task of bullfighting, the performance of the bull or even the cattleman, 
although it is considered incorrect to do so while the matador is 
fighting. Concluded the three thirds of the fight, it is also the public 
who awards the trophies that the killer considers, both physical and 
symbolic: ovation, return to the ring, one or two ears of the bull, his tail 
or the tallest all of them, the exit to shoulders, that is only granted 
when the bullfighter has obtained the two ears of all his bulls. 

Although, as we have mentioned above, bullfights already existed 
since the Middle Ages, it is in the 18th century that they acquire their 
modern form. In earlier times the runs were held in the context of 
important parties and commemorations, both popular and official, 
and showed very different formulas and rules depending on the area 
of Spain in which they were held. However, in the Age of 
Enlightenment, bullfighting becomes the National Festival while the 
bullfighters become professional and begin to have fame and 
followers.  

Salida a hombros 

Bullfighting begins to be regulated and the first modern bullring is 



built, that of the Maestranza in Seville. Unlike those existing until then, 
it was round and not rectangular. On the other hand, until that 
moment the bullfights held in public squares were frequent 
throughout Spain, with the danger and public disorder that this 
entailed. It is also the eighteenth century the time of appearance of 
the first bullfighting or bullfighting manuals, the most notable being 
the one dictated by the famous bullfighter Pepe-Hillo in 1796. 

 

José Delgado Guerra Pepe-Hillo (1754-1801)  

The nineteenth century begins, however, with the prohibition by King 
Charles IV of the celebration of bullfighting parties in which the bull 
was killed, alleging both moral and political causes. However, the 



popular fondness for bullfighting was such that occasional runs 
continued. However, the certificate issued by Carlos IV in 1805 was 
repealed when Ferdinand VII ascended the throne in 1808. Who would 
succeed him that same year, José Bonaparte, tried for his part to win 
the favor of the Spanish people by promoting bullfighting festivities 
with all kinds of innovative measures, such as changing the schedule 
of the Mass in 1810 or holding free runs in Madrid on the occasion of 
important events, as in the case of the birth of Napoleon's son in 1811. 
In the middle of the century they will emerge the first bullfighting 
regulations that, in addition to preventing the dangers of traditions 
such as bullfights held in public squares, homogenized bullfights and 
other bullfighting celebrations throughout the country, until then very 
different in their rules and particularities. As for the fight itself, young 
bullfighters such as Paquiro, Cúchares, Frascuelo and Lagartijo 
changed the shape and aesthetics of bullfighting, providing the 
elegance, artistic plasticity and natural style that form the basis of 
contemporary bullfighting. 

On this basis the so-called Golden Age of bullfighting will be 
established, developed approximately between 1913 and 1920 and 
starring the professional rivalry between Juan Belmonte and José 
Gómez Ortega Joselito, still considered today the most important 
killers of contemporary bullfighting. Belmonte, known as the Pasmo 
de Triana, created a modern aesthetic based on the beauty of the 
whole rather than the fight itself; for his part, Joselito was a complete 
bullfighter like none, dominator of all the luck and aspects of 
bullfighting. Popular interest increased even more in this first half of 
the twentieth century thanks to new publications such as the 
magazine Sol y Sombra, and in fact the influence of the fight 
impregnated other arts such as zarzuela, theater, plastic arts and 
literature. In this last field we find perhaps the most brilliant examples, 
with works such as Sangre y arena by Blasco Ibáñez or El Llanto by 
Ignacio Sánchez Mejías de García Lorca. This last work is dedicated, 
after his death because of a fuck, to a prominent personality of the 
time, bullfighter and writer, who during the first third of the twentieth 
century managed to permeate the intellectual circles of the taste for 



bullfighting. On the other hand, the popular draft of bullfighting at 
this time is also reflected in milestones such as the radio broadcast of 
a run held in Madrid in 1925, in which it was one of the first radio 
broadcasts from abroad in Spain. 

During the civil war, bullfighting will resurface at the hands of 
Manolete, possibly the most important killer in the history and myth of 
the Spanish postwar period, who died in 1947 in the bullring of Linares. 
Next to him he fought that afternoon Luis Miguel Dominguín, another 
of the great names of the time with El Litri, Pepe Luis Vázquez, Parrita 
and the Mexicans Carlos Arruza and Silverio Pérez, among others. In 

the fifties and sixties new concepts will emerge from the hand of Rafael 

Molina Sánchez Lagartijo (1841-1900)  

singular bullfighters such as Manuel Benítez el Cordobés, whose 
unorthodox ideas - although blunt and effective - filled the squares 
throughout Spain. After the Franco regime, since the seventies and 
during the eighties and nineties there will be the largest commercial 
expansion in the world of bulls, which had already begun long ago 
with international races such as the one held at the Houston 
Astrodome in 1966. Already in the 21st century we find a great diversity 
of styles and ways of understanding the fight, with particular 



personalities such as José Tomás or the French Sebastián Castella. 
Currently, the popular success of bullfighting reaches not only Spain, 
France, Portugal and Latin America but also China, where millions of 
spectators follow Spanish bullfights on television, reaching a bullfight 
in Shanghai in 2004 that was the first in the asian continent.  

Juan Belmonte (left) y Joselito (right)



The fascination of artists for bullfighting 

The French poet, anthropologist, writer and art critic Michel Leiris 
(1901-1990) interprets bullfights as the living representation of a 
borderline experience, of an encounter between order and chaos that 
is essential in art and, especially , in the life. He maintains in his Miroir 
de la Tauromachie (1937) that there are certain places, events and 
circumstances that, when they occur, give rise to the sensation of 
suddenly coming into contact with the most intimate of our being, the 
most murky and, therefore, , tightly hidden; a fleeting paroxysm during 
which emerges for a moment what lies hidden, to hide again 
immediately after. 

Hemingway (with light pants and black shirt) facing a bull 
in an amateur run in Pamplona, 1925 

Certain violent spectacles raise the illusion of magically unveiling 
crucial experiences before our eyes, as revelations. Leiris cites as an 
example of this the tragedy, in which everything gravitates around a 



crisis that is entangled and unravels, and affirms that this type of 
event acts as an escape route for emotional impulses, purging and 
placating the accesses of emotional fever of the individual. In the 
modern era, the French author continues, these junctures have been 
relegated to something punctual, separated from the normal course 
of life, so that it becomes tedious, castrated. In this context, the 
bullfight –which develops in more than one aspect following a scheme 
analogous to that of the Greek tragedy– acquires a particular value 
because it seems to be the only thing, in our modern western world, 
capable of responding to the legitimate demands cathartics of the 
spectator. Leiris contemplates bullfighting as a mirror that reflects our 
own emotion, revealing dark parts of ourselves by sympathy or 
likeness, making them surface for a moment. Just a few years earlier, 
in 1932, Ernest Hemingway had reflected in his Death in the Afternoon 
a similar conception of bullfighting, also relating it to classical tragedy, 
highlighting its ephemeral art character and linked to the body and 
away from any relationship with modern sport . 

The American writer is the author of two other key works related to 
bullfighting culture: The Sun Also Rises, from 1926 and his first major 
work, and The Dangerous Summer, published posthumously in 1985 
although written between 1959 and 1960. In the The first one refers to 
the Sanfermines of Pamplona, which contemplates as a source of 
ancient and tragic emotions in their confinements and runs, a 
propitious scenario for the confrontation between life and death, 
survival of distant times that guided their imagination towards the 
mythical origins of the European continent. For Hemingway, the 
bullfighter is the hero within the idealized drama of the bullfight; 
facing death creates a moment of nothing existential that breaks 
when he defeats it by killing the bull. In the essay The Dangerous 
Summer, on the other hand, the writer narrates the rivalry between 
two bullfighters, Luis Miguel Dominguín and Antonio Ordóñez, 
through their meetings in the arena during the summer of 1959. 
Written in his maturity, he speaks of death while recalling his heroic 
days in Europe before World War II. That year of 1959 Hemingway had 
traveled to Spain precisely trying to recover that lost youth, but instead 



found death and madness; In the book takes part by Ordonez, who he 
describes as "genius of the cape", and charges against the more 
mature Dominguín, already consolidated and famous even after 
several years out of the ring. 

Hemingway and Ordóñez in Málaga during the summer of 1959 

We can cite numerous key concepts to understand the fascination of 
artists and intellectuals for the art of bullfighting: rituality and 
sacrifice, theological and totemic dimension, the body as an object of 
art, the same tragic destiny of the bull and, sometimes, the bullfighter. 
This link between art and bullfighting has historically occurred not 
only in Spain but also abroad, as the aforementioned examples of 
Hemignway and Leiris prove. At the dawn of the cinema, the Lumière 
brothers created two films related to the subject: Arrivée des 
Toreadors, a short film that shows the entry of bullfighters to the 



square, and Espagne: Courses de Taureaux, a feature film made up of 
fragments of a bullfight held in the Plaza de la Maestranza in Seville. 
After these first examples, the various Spanish, American and French 
bullfighting themed films from the silent film era will be shot, 
followed by films of diverse origin such as the Mexican Ni sangre ni 
arena (A. Galindo, 1941), the American The Brave Bulls (R. Rossen, 1951), 
the aforementioned Il momento della verità (F. Rosi, 1965), the Spanish 
Matador (P. Almodóvar, 1986) or the most recent Manolete (M. Meyjes, 
2007), also of American production. 

However, moving away from the field of popular culture to which 
bullfighting itself also belongs, philosophy has historically contributed 
enlightening reflections on the world of bullfighting. José Ortega y 
Gasset affirmed, in the first half of the 20th century, that it is 
unthinkable to study the history of Spain without taking into account 
bullfighting, although on the other hand he complained about how 
much the spectacle of bullfighting haunted the people, opinion I 
shared with Miguel de Unamuno. More recently, the French 
philosopher Francis Wolff has developed in his book Philosophie de la 
Corrida (2011) the problem of the definition of bullfighting; it does not 
resemble anything, because it is a particular and unique 
phenomenon, and it is not considered by the author an art because it 
does not produce works. Wolff finally defines it as a form of stylization 
of something that is not repeated, linked by contemporary art, but at 
the same time based on classical aesthetic concepts. Regarding the 
ethical aspect, the French thinker relates bullfighting to a traditional 
ethic that comes from the Greco-Roman world, an ethic of the soldier, 
of courage, of the triumph of the best; the bullfighter has the right to 
kill the animal, which he respects, only on condition of risking his own 
life. 

It is precisely this ancestral ethical aspect that the poet Manuel 
Machado appreciates when, in 1906, he writes La Fiesta Nacional (red 
and black). Belonging to the Generation of '98 - which in general did 
not like bullfights because they were considered barbaric and popular 
entertainment, blaming them in part on the backwardness of Spanish 
society -, Machado discovered the ethical, aesthetic and even religious 



relevance and depth of the bullfighting, first for himself and then for 
the poets of the future. His successors, the Generation of 27, learned 
from his verses the love of bullfighting; Bergamín and Giménez 
Caballero dedicated essays to him, Cossío created the first 
encyclopedia of bullfighting and the poets Lorca, Alberti and 
Aleixandre, among others, found in the tragic and heroic lyricism of 
bullfighting not only the mirror of their own souls - following Leiris - 
but also of the troubled era that they had to live. In the next 
generation, the truncated Generation of 36, the figure of Miguel 
Hernández shines especially. Great fan of a show that for him 
contained a deep symbolism of love and death, he developed an 
imaginary bullfighting staff in works such as the play The bravest 
bullfighter or the sonnet As the bull I was born for mourning. Many of 
his poems related to the world of bull kept, in addition, a certain 
theological sense, as seen in this fragment of Who has seen you and 
who sees you and shadow of what you were, from 1934: 

The run is ready. 

And, at the moment of seeing you, 

black bull, strong bull 

i am wanting life 

and wishing death. 

Nor in the field of plastic arts are there great names of bullfighting 
lovers, among which Francisco de Goya shines in the first place. The 
Aragonese genius, riding between the eighteenth and nineteenth 
centuries, was a great fan of bulls since his youth and witnessed a time 
of renewal and popular success of the party. In 1816 he published his 
famous series of engravings La bullfighting, but it is not his only work 
related to the world of bull. The Metropolitan Museum in New York 
attributes the painting Corrida in a square, whose elevated viewpoint 
allows us to appreciate all the details, small scenes and types that are 
part of a run of the time. The Goya, bulls and bullfighters exhibition, 
held at the Royal Academy of Fine Arts of San Fernando (Madrid, 1990) 
showed that canvas and thirteen other paintings, as well as prints 
from the La Tauromaquia series, a tapestry with its corresponding 



cardboard, several plates engraved in copper and four handwritten 
letters, all of them pieces directly or indirectly related to the world of 
bullfighting. The small number of paintings of this theme that he 
made, at least in comparison to his engraving works, can be linked to 
the academic norms of 18th-century Spain, which considered that 
popular scenes were not appropriate subjects for a serious painter 
and, less, for a camera painter. In fact, Goya began painting 
bullfighting paintings after recovering from an illness, to verify that his 
hand was still firm. He also made some of these paintings for himself, 
such as those executed at the end of his life in Bordeaux. 

Goya. Corrida en plaza partida. 
Metropolitan Museum, Nueva York



Bullfighting is, however, the most relevant work of the entire 
bullfighting production of Francisco de Goya. It consists of 33 prints, 
plus 11 unpublished that were left out of the first edition of 1816 
because of small defects. The artist began to develop the idea of the 
series at the beginning of the new century and developed it over the 
years, being interrupted by the war. It started with the intention of 
illustrating a bullfighting work by Nicolás Fernández de Moratín, but 
this initial idea was soon surpassed by the artistic scope of the series. 
Goya would have to complete it with facts and personal memories not 
referred to in Moratín's work, including some famous sets of 
professional runs. Although it was the third series of engravings he 
made, La Tauromaquia soon became the most popular, since it 
reflected that love for the bullfighting party that was in the heart of 
Spanish society at the time. As an amateur, Goya appreciated the 
passion, intensity and outburst of the fight between the bull and the 
bullfighter, and as an artist he offered his own, committed and 
enlightened approach, which sought to unravel the essence of the 
bullfighting party. 

Goya. La Tauromaquia: La desgraciada muerte de Pepe-Hillo en la plaza de Madrid. 

Unquestionable is also the close relationship that exists between the 
bullfighting world and the work of another great genius of art history, 
Pablo Picasso. Fascinated by the party since childhood, Malaga not 



only understood the plastic possibilities of the race, with its drama and 
conflict, but saw bullfighting one of the most important 
manifestations of the Spanish spirit. Picasso turned the bull into his 
alter ego and represented him obsessively in paintings, drawings and 
prints, always endowing him with a dark and ambiguous symbolism. 
Metaphor for human violence, eroticism and love, sometimes appears 
as a helpless victim (Guernica). Sometimes the bull is transformed into 
its mythological version, the minotaur, with which Picasso identifies in 
the same way. His figure, a bull-headed man, is repeated in numerous 
engravings and drawings made between 1933 and 1935, almost always 
intertwined with a female figure, representing Marie-Thérèse, his lover 
then. In 1935 Picasso made an etching engraving entitled 
Minotauromaquia, which condenses in a single image all the complex 
symbolism that for him  

Goya. Banderillas en el campo, 1793. Colección Masaveu, Oviedo  



contains the figure of the minotaur and is, at the same time, 
recognition of his predecessor in art and also in bullfighting 
fascination, Francisco de Goya. For these same years, in the summer of 
1934, Picasso painted a series of works centered on the series of rods, 
the moment in which the bull and the horse face. The painter 
conceives this struggle as a symbolic parallel to the encounter 
between man and woman; in some works, the picador stops the bull 
with his rod, in others the horned man manages to knock the horse 
down and gut it. The emotional instability that characterizes this 
period of Picasso's life, determined by the rise of fascism in Europe and 
his delicate emotional situation - he was still married to Olga 
Khokhlova when he met Marie-Thérèse, although they would divorce 
in 1935 -, led to artist to resume the fascination with the rite of the bull 
that he had already shown in previous periods of his life - from his 
formative years, in fact - and that he would manifest again later. 

However, this recovery of the topic by Picasso had a special relevance 
precisely at this time of the 1930s: the bull and bullfighting will begin 
to have unusual importance in a European intellectual context that, 
until then, had rejected bullfighting for consider it contrary to all 
modernity. Picabia, Braque, Gris and André Masson would approach 
the subject through the vision of the avant-garde, the surrealists 
would call their magazine Minotaure in 1933 and, in 1937, André 
Masson would illustrate the aforementioned Miroir de la Tauromachie 
de Leiris. 

 



Picasso. Minotauromaquia, 1935. 

Fascinated with bullfighting for life since his father took him to see his 
first run in Malaga, Picasso was always a bullfighter - a person 
understood in bullfighting - and also developed a personal obsession 
with bullfighting issues. That is why we will find relevant works of this 
theme on a recurring basis in their production, as the years go by. 
Thus, a decade after his minotaurs, between December 1945 and 
January 1946, he will make a series of 11 lithographs that are 
considered basic today to understand the creative processes of the 
teacher. In them, Picasso shows the evolution of the form towards its 
complete stylization through an emblematic figure for him: the bull. 
The series tells us about the constant repetition and study of the same 
animal, which is both the original form of the potential of force, 
violence and love. 





 

Picasso. Serie El toro, 1945-46.

E. Lucas Velázquez. La suerte de varas, h. 1855. Museo 
del Prado



Picasso. Guernica, 1937. MNCARS, Madrid. 

Ten years after El Toro, between 1957 and 1959, Picasso will execute 
another of his great bullfighting themed projects: the series of 27 
engravings entitled La Tauromaquia, intended to illustrate a new 
edition of The Bullfighting or bullfighting art of Pepe-Hillo ( 1796). 
Following a commission from the Catalan editor Gustavo Gili, the 

É. Manet. Torero muerto, 1864. National Gallery of Art, 
Washington D.C.



painter made a faithful representation of bullfighting art in all his sets, 
following the structure of the manual of the famous bullfighter of the 
18th century. To do this, Picasso used his vast bullfighting knowledge, 
as well as a careful observation of the natural, achieving a spontaneous 
and essential stroke, of immense expressiveness, that perfectly 
captures the energetic movement of bullfighting. Unlike Goya in his 
series of the same title, Picasso does not try to capture his own 
experiences here but to capture the very essence of the fight. 

However, Goya and Picasso were not the only masters of painting to 
address the bullfighting issue. It was a theme especially prevalent 
among Spanish customs painters of all ages, as shown by Eugenio 
Lucas's painting that we study here. Taking a look at the Prado 
Museum's collection, we can find eloquent examples from the 18th 
century –Ramón Bayeu, Antonio Carnicero–, the 19th –Manuel 
Castellano, Mariano Fortuny, Eugenio Lucas himself– and early 20th –
Carlos Vázquez Úbeda–. Already in contemporary times, key names 
such as Joan Miró, the Chronic Team, Daniel Vázquez Díaz or Miquel 
Barceló will dedicate works to this theme that is already an intrinsic 
part of the history of Spanish art. Special mention deserves Édouard 
Manet, author of one of the most important works of bullfighting 
themed art: Torero died, of 1864. 



 

R. Bayeu. Niños jugando al toro, s. XVIII. Museo del 
Prado



 

M. Barceló. Pase de pecho. Christie's Londres, 7 de 
marzo de 2017.



Spanish costumbrista school 

During the first quarter of the twentieth century, a pictorial trend of 
formal academic heritage and customary tone was developed in 
Spain, a painting focused on eminently rural everyday themes that 
sought to represent in a beautiful way - or rather lyrical - the different 
life aspects. It is a realistic, accurate and true realistic painting in his 
way of representing the scenes, which portrays a Spain in danger of 
extinction, traditions and types that are already disappearing with the 
arrival of modernity. Perhaps a remnant of the romantic era, although 
mixed with certain nationalist ideologies that begin to take hold in 
these first years of the century, these painters claim their own cultural 
traditions, the Spanish individuality within the new European context, 
through manifestly oriented themes towards traditionally Hispanic 
cultural values. 

Up to a point, the painters' concern was to deepen their country's 
vision through a language, that of painting, that everyone could 
understand, thus helping the plain people understand the nature and 
meaning of their nationality , especially as it had manifested in the 
recent past, still alive in the memory of the elders. It involved, 
therefore, the task of integrating a new reality with the already 
familiar. Sometimes such reality was painted because of how 
interesting it was in itself, or because it was entertaining. But in other 
cases, there was the presupposition that the way in which people 
visualize their national reality determines, at least in part, how they will 
act with respect to it. 



Historic context 

After the dictatorship of Primo de Rivera (1923-1930) supported by King 
Alfonso XIII, which ended the previous liberal regime, serious social 
and political conflicts led to the proclamation of the Second Spanish 
Republic in 1931. This democratic regime will be extended until 1939, 
the year in which the end of the Civil War gave way to the fascist 
dictatorship of Francisco Franco. The republican period will begin with 
the Provisional Government stage, between April and December 1931, 
during which a new Constitution was approved and the first reforms 
began. Until the outbreak of the war in 1936 following the failed 
attempted coup by the army, the history of the Second Republic will 
be marked by confrontation between parties. Socialists, Republicans, 
Catholic right and anarchists defended reforms and rectifications of 
these, reaching an authentic social revolution in 1934 following the 
anarchist and socialist insurrection. The final period of the republican 
stage in peacetime is marked by the victory in the elections of the left-
wing coalition known as the Popular Front, of a moderate reformist 
program, which however will only manage to govern in peace for five 
months, because of the coup. 

During the war, three mandates (Republicans of the left and socialists) 
followed each other until, in early March 1939, the coup d'etat of 
Colonel Casado put an end to the Republican resistance giving way to 
the victory of the rebel group headed by General Franco. The fascist 
troops then occupied Madrid, Valencia and the areas of central and 
southern Spain that were still in republican hands, ending the war and 
the Second Spanish Republic. 

On a cultural level, however, the first third of the twentieth century, 
lengthening until the beginning of the war, is known as the Spanish 
Silver Age, taking as reference the Golden Age that was the 
seventeenth century. It was a time of important cultural flowering; In 
literature, the loss of the last colonies of the Spanish Empire and the 
consequent crisis of conscience brought together the brilliant authors 



of the Generation of 98: Antonio Machado, Miguel de Unamuno and 
Ramón del Valle-Inclán, among others. Writers of clear ideas, 
renovators of Spanish letters and at the same time heirs of realism and 
naturalism of the nineteenth century. After the outbreak of World War 
I, the aesthetic revolution continues with Juan Ramón Jiménez and 
the philosopher José Ortega y Gasset. They prepare the ground for 
what will be the definitive literary renewal, in the 20s: the Generation 
of 27, with Federico García Lorca in the lead. The Spanish cultural 
renaissance of these decades also occurred in music, painting and 
cinema. Manuel de Falla in music, Luis Buñuel in the cinema and, in 
painting, Pablo Picasso, Salvador Dalí, Joan Miró and many others. 

With the arrival of the Republic, intellectuals and artists commit 
themselves politically and participate, in fact, in the march of the 
government. This period favored the processes of secularization and 
socialization of culture, with projects such as the theater group La 
Barraca, directed by Lorca, which brought theatrical performances of 
the first order to the peoples of Spain. With the outbreak of war, 
however, the cultural wealth of the Republic vanishes; It is the end of 
the Silver Age and the beginning of the long Franco convalescence 
(1939-1975). 

Comparative study 

Perhaps the most important precedent for the work under study is the 
Bullfighting of Goya, series of engravings that include passages from 
the history of bullfighting and also bullfighting personal facts and 
memories of the artist himself. However, the conception of this 
painting as a collective portrait, more symbolic than narrative, is clearly 
modern, with roots that extend until the 19th century. Already in the 
twentieth century contemporary authors Miravalls, such as José 
Gutiérrez Solana (1886-1945), share with him the interest in the 
personal portrait of the bullfighter as a cultural icon, although in the 
case of the aforementioned painter he will address the issue through a 
language closest to expressionism. This can be seen especially in the 
canvas El Lechuga and his crew, work from around 1932 preserved in 
the Banco Santander Collection (fig. 1). Also in this line, although with 
a somewhat more content and realistic language, closer to Miravalls, 



we find Ignacio Zuloaga (1870-1945), who made various portraits of 
bullfighters. Among them we can see the Portrait of Domingo Ortega 
(fig. 2), preserved in the Bullfighting Museum of Madrid. 

Foreign authors also addressed this issue, as is the case of the 
American Robert Henri (1865-1929) in El picador (Antonio Baños 
Calero), a work preserved at the Fyre Art Museum in Seattle (fig. 3). 
Returning to Spain, despite being a subject more related to 
costumbrismo and tradition, some painters close to the forefront also 
addressed the bullfighting issue. A good example is the drawing of 
Daniel Vázquez Díaz (1882-1969) The bullfighter Mazzantini, preserved 
in the Reina Sofía National Art Center Museum (fig. 4). 

Fig.1 
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