

















Antonio de BRUGADAVILA
(Madrid, 1804-San Sebastidn, 1863)
View of Pau

1844

Oil on canvas

88 x 125 cm

Signed: “A. de Brugada 1844”

PROVENANCE: private collection, Madrid

Itis well known that Antonio Brugada’s workwas conditioned by his lifelong political commit-
ment. A lieutenant in the National Militia of Madrid during the Liberal Triennium (1820-1823),
and a supporter of the constitutional government, he was imprisoned and persecuted by the
absolutists. This was why he fled in 1823 to France, where he remained in exile for a period
of eleven years. It was then, in Bordeaux, that he met Goya and became his firm friend until
his death in 1828. Brugada kept the master informed of the news from Spain, since in spite of
his self-imposed exile, he travelled continually to Madrid. There, in January 1829, he married
Rafaela Costa y Bonells, the granddaughter of Jaime Bonells, the doctor of the Duchess of
Alba. While she remained in Madrid, he would return to Bordeaux, where he had a marital
relationship with another woman, Marguerite Fany Brosse (ARIAS ANGLES: 1989, p. 29-56).

In France, Brugada painted Bordeaux and its surroundings. He also painted Pau, as
shown by another canvas painted in 1844, and various coastal locations in South-West France
which he must have frequented during his frequent comings and goings between Madrid
and Bordeaux. His skill as a landscapist had earned him the recognition of his colleagues at
the Academy of San Fernando in 1841, when he was appointed as an academician by meritin
this genre. In the year that he painted this view of Pau, he meanwhile received the honorary
appointment as court painter to Isabella Il, and was also made a knight of the Order of Isabella
the Catholic and of the Royal Order of Charles 11l (PANTORBA: 1980, p. 67-74).
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Genaro PEREZ VILLAAMILyY DUGUET

(El Ferrol, A Coruna, 1807-Madrid, 1854)

Ideal View of a Street in Seville with a Bell Tower
Ca.1833

Oil on canvas adhered to cardboard

30.9 x22.5cm

Signed: “G. P.de V.

PROVENANCE: private collection, Madrid

The son of Manuel Pérez Villaamil and Maria Dughet, Genaro entered the Military College of
Santiago, where his father was a teacher, at the age of five. Between 1819 and 1821, he moved
to Madrid and studied at the University College of San Isidro el Real. In 1823, he joined the
army of the liberal government. During the pro-absolutist invasion of the Hundred Thousand
Sons of Saint Louis, he fought against the troops of General Lauriston at Sanlucar la Mayor.
Villaamil was wounded in battle and taken prisoner. The incident completely changed his
destiny, though not because of his severe wounds but because he began during his convales-
cence to attend the classes of the painter Jos¢ Garcia.

Abandoning his military career after his release, Villaamil remained in Cadiz until 1830,
the date of his first paintings. After a brief spell in Puerto Rico to paint decorations for the
Teatro Tapia in San Juan, he settled in Madrid, where he frequented the literary gatherings
of ‘El Parnasillo” at the Café del Principe and established connections with writers (Mesone-
ro Romanos), poets (Zorrilla) and painters like Antonio Maria Esquivel and Jos¢ Gutiérrez
de la Vega. In 1833, he undertook a journey through Andalusia during which he met the
Scottish artist David Roberts, an encounter thatundoubtedly marked his careerand influenced
a style that was to prove crucial for the development of the landscape genre in Spain (ARIAS
ANGLES: 1986, p. 18-30; HOPKINS: 2021).

This view of a street with a bell tower in the background follows a composition-
al scheme that Villaamil used frequently from this moment on, and is directly related to the
View of the Giralda in Seville from Calle de la Borceguineria (Madrid, private collection), signed
and dated in Seville in 1833, which means it may be a preliminary study or a somewhat larger
(82 = 61 cm) idealised ricordo of that work. Later, in 1835, he painted two other similar composi-
tions representing Calle de San Pedro and Calle del Estudio in Madrid, two canvases on a slightly
smaller scale (20 = 16 and 20 = 15 cm respectively) whose technique resembles ours.



Genaro PEREZ VILLAAMILy DUGUET

(El Ferrol, A Coruna, 1807-Madrid, 1854)

View of the Church of San Francisco de Betanzos
Ca. 1849

Oil on tin

44 x32cm

PROVENANCE: private collection, Madrid
EXHIBITIONS: Madrid, 2019, Después de Goya. Maestro del Romanticismo espariol, Jorge Juan Gallery, cat. 9
LITERATURE: Después de Goya. Maestro del Romanticismo espanol, 2019, p. 15

Villaamil started to plan his publication entitled Espana Artistica y Monumental (Paris: 1842-
1850, 3 vols.), one of the greatest enterprises for the dissemination of the Spanish architectur-
al heritage, in the late 1830s, with the assistance of Patricio de la Escosura in the writing of the
texts. From then on, he started to travel all over the Iberian Peninsula thanks to the Marquis
of Remisa’s financial support for the enterprise, making large numbers of drawings in prepa-
ration for the illustration of the work (ARIAS ANGLES: 1986; SANCHEZ DIAZ: 2006, p. 103-112).

These drawings, both loose and bound in sketchbooks, constitute a singular and high-
ly testimonial corpus that reveals how these monuments have been transformed with the
passage of time. This is the case of the church of San Francisco in the town of Betanzos, near
La Coruna, whose interior is seen in a pencil drawing dated 1849, preserved at the Museo
Nacional del Prado (D005360). This allows us to locate Villaamil at that particular time and
place, which makes it reasonable to assign the same date to our tin plate. Moreover, the Mu-
seo Lazaro Galdiano holds another drawing of Betanzos made at the same date which shows
the church of Santiago (inv. 10042).




Genaro PEREZ VILLAAMILyY DUGUET
(El Ferrol, A Coruna, 1807-Madrid, 1854)
Fantastic Landscape

1851

Oil on canvas

49,5 %38 cm

PROVENANCE: private collection, Madrid

Much of Pérez Villaamil's importance in the panorama of Spanish artlies in the role he played
in the evolution of the landscape genre. From his position at the Academy of Fine Arts of San
Fernando, he constantly vindicated landscape within the hierarchy of the Academy through
its assemblies, and at the same time, as a teacher, he preached by example to his young pupils,
transmitting a vision of nature transformed by his monumental and literary interpretation of
architectures and landscapes. The same can be said of his pupils at the Painting Section of the
Artistic and Literary Lyceum, where he set his example from his Chairin AncientArchitecture.

Villaamil maintained the use of repertoires of prints as the principal source of his com-
positions, relativising direct contact with nature and privileging the individual imagination
in his paintings. Nevertheless, many of his fine and precise drawings sincerely portray the
monumental or natural reality of views and landscapes that interested him. This previously
unpublished work shares fully in the romantic and monumental vision he championed. Cen-
tred on the imposing silhouette of a ruined castle surrounded by a golden twilight, it can be
said to be exclusively the fruit of his lyrical imagination, particularly in view of the fact that
it was conceived for another painter, Federico de Madrazo, whose aesthetic principles were
completely opposed to his own, and to whom he must have presented it as a sample of his
artistic thought and a summary of his pictorial wisdom.
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Eugenio LUCAS VE
(Madrid, 1817-1870)
Battle Scene

1852

Oil on canvas

56 4l cm

Signed and dated: “E. Lucas 1852”

PROVENANCE: private collection, Paris

Lucas Velazquez is withouta doubt the Spanish Romantic artist who bestunderstood the art of
Goya, becoming the principal and most passionate follower of Goya’'s universe after the death
of the great Aragonese painter, whose essence he managed to assimilate to the point where
the correct attribution of certain little-known works becomes difficult. Mentioned since the
19" century as Eugenio Lucas Padilla or Eugenio Lucas ‘the Elder’ of Alcala de IHenares, he
was actually born in Madrid on 9 February 1817. He began his training at the Academy of San
Fernando, but was discontented with the strictness of academic teaching, preferring to study
the great Spanish masters directly by making several copies of Velazquez and Goya at the Mu-
seo del Prado (GAYA NUNO: 1948; PARDO CANALIS: 1976; ARNAIZ: 1981 and 1984).

Lucas then threw himself into the universe of Goya, with imaginative creations in which
he recreated fantastic visions, scenes of the Inquisition, witches’ covens, pilgrimages, mano-
las and bulls, all subjects derived from the Aragonese genius. An extremely prolific painter,
he managed to express these formulae while experimenting with abstraction and landscape
through drawing - his famous ‘splashes’ - and small and medium-format paintings peopled
with small figures. This Battle Scene is a good example that also shows the expressive capacity
of colour in his painting.
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Eugenio LUCAS VELAZQUEZ
(Madrid, 1817-1870)

A Couple of Majos

A Group of Majos

1861

Oil on tin, a pair

32 %19 cm, cach

Both signed: “E. Lucas 1861

PROVENANCE: private collection, Madrid

The majo, a character type that feeds directly off the imagery of Goya, constitutes a section of
its own in the production of Eugenio Lucas. Itis always the most picturesque and anecdotal
aspect of the majo that is stressed through the theme of gallantry, an expression of 18th-cen-
tury amorous custom. He habitually represents couples of young majos whose attitude and
gesture is reinforced by the colouring to heighten their sensuality. In the meantime, it should
be mentioned that numerous works in Lucas’s production are painted in oil on tin plate,
once more in imitation of Goya. Indeed, it became one of this prolific painter’s most usual
supports, so that when Eugenio Lucas Villaamil, his son born in 1858 of his relationship with
Francisca Villaamil, continued his father’s legacy by imitating his profession and style, he
used the support as one of the tools of this imitation.



Vicente POLERO y TOLEDO

(Cadiz, 1824-Madrid, 1911)

View of the Monastery of San Lorenzo de El Escorial
1855

Oil on canvas

46 x76.cm

Signed and dated: « V. Polero / 1855»

PROVENANCE: private collection, Madrid

Vicente Polero y Toledo was born in Cadiz on 5 April 1824. He was married to Camila Garcia
(Alcoy, ca. 1835-Madrid, 1902), as we know from the inscription on her portrait by Luis de Ma-
drazo at the Museo del Prado (inv. P004481), and together they had at least two daughters. It
has been mentioned that he had his first artistic training in Cadiz, but the fact is that the only
documentation relating to this period is thatwhich records his passage through the Academy
of San Fernando in Madrid (MORALEDA GAMERO: 2019, p. 317-340). As a painter, he occupies
adiscreet place in the history of the art of the period, winning some honorary mentions in the
national Fine Arts competitions of 1860 and 1866. However, he is recognised above all for his
work as a restorer, theorist and historian.

In 1853, Polero published his Arte de la restauracion (Art of Restoration), the first trea-
tise to be published in Spain on painting restoration understood as an independent disci-
pline (DIAZ MARTOS: 1972, p. 85-89; PERUSINI: 2018, p. 15-40). The absence of previous man-
uals and treatises on restoration, with the exception of a few isolated references in general
treatises on painting, put our artist at the forefront of conservation, and so he was rapidly
employed by the Real Musco de Pintura y Escultura, whose director was then Jos¢ de Ma-
drazo, as auxiliary restorer in the Restoration Room, although he attained a post of greater
responsibility some years later. From 1854 to 1857, Poler6 was sent to the Royal Monastery of
San Lorenzo de El Escorial to restore the paintings preserved there. During that period, he
intervened many of the paintings at El Escorial, and he concerned himself with locating and
drawing attention to ignored works, carrying out historical and critical studies of the painting
collection at EI Escorial and housing them in places suitable for their conservation. He also
had time for painting, as demonstrated by the view we present here, which was probably
taken from the vantage point of the Chair of Philip Il or its vicinity.

1. Vicente Polerd y Toledo, Arte de la n. Observaciones relativas 4 la on de cuadros.
Madrid: Imprenta M. A. Gil., 1853.
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Francisco LAMEYER y BERENGUER

(Puerto de Santa Maria, Cadiz, 1825-Madrid, 1877)
Cantabrians and Romans

Ca. 1850-1860

Oil on canvas

70 <106 cm

Signed: “F. Lameyer”

Inscribed on the frame: “Cantabros y Romanos”

PROVENANCE: private collection, Madrid

EXHIBITIONS: Madrid, 2019, Después de Goya. Maestro del Romanticismo espariol, Jorge Juan Gallery, cat. 23

E: Después de Goya. Maestro del Romanticismo espanol, 2019, p. 29

Anillustrator, engraver, painter and sailor, Francisco Lameyer enrolled at the Academy of Fine
Arts of San Fernando in about 1840, regularly attending its sessions of life drawing, plaster
and colouring. During the early years of his career, he did a large number of illustrations,
especially between 1841 and 1848, for both novels and periodical publications. During that
period, Lameyer joined the navy, to which he remained attached from 1843 to 1861 as an officer
of the administrative corps. In 1849, he embarked on the steamer Lepanto with his friend Ser-
afin Estébanez Calderon, remaining on board for a year and a half and taking part in General
Fernandez de Cordoba’s expedition in aid of Pope Pius IX. After resigning, Lameyer contin-
ued his travels through different Mediterranean countries, which explains why his ocuvre
includes a great many paintings of an orientalist nature.

The workwe present now is thematically related to those “paintings inspired by histor-
ical scenes related to Saguntum, Numantia, and the struggles between the Cantabri and the
Romans, episodes of the Reconquest,” to which Félix Boix makes reference in his pioneering
study on Lameyer (BOIX: 1919, p. 12-13; MARTINEZ RODRIGUEZ: 2007, p. 242). On the same
subject, there are several preserved drawings related to battles and celebrated episodes in
the history of Spain: Taking of a City, Numantia, Invasion of the Barbarians, Las Navas de To-
losa, Battle of the Egyptian Crusades, and a preparatory drawing for the canvas The Battle of
Uclés (whereabouts currently unknown) preserved in the Museo Nacional del Romanticismo
(inv. CEO519). Surprisingly, there are only two such canvases, The Defence of Saragossa (Mu-
sco do Chiado, Lisbon, inv. 0097) and The Battle of Uclés, which makes our work of special
importance for an understanding of this thematic group.




Francisco LAMEYER y BERENGUER

(Puerto de Santa Maria, Cadiz, 1825-Madrid, 1877)
Caravan in the Desert

Ca. 1865-1870

Oil on canvas

4160 cm

PROVENANC
LITI

Félix Boix (1858-1932); private collection

SRATURE: Madrid, 2019, Después de Goya. Maestro del Romanticismo espariol, 2019, p. 15

As we have pointed out, orientalist scenes and historical subjects stand out significantly in
Lameyer’s pictorial production, but he also painted a fair number of costumbrista scenes,
as well as some portraits and religious picces. Recognisable in his orientalist paintings is
both the mark of Eugéne Delacroix and the direct influence of his friend Mariano Fortuny,
with whom he visited the cities of Tangier and Tetouan in Morocco. Martinez Rodriguez lists
nearly twenty works in this genre in his doctoral thesis, the most outstanding being Interi-
or with Moors and Assault on a Jewish Quarter (both in the Museo Nacional del Prado, inv.
P004394 and P004395), the Caravan in the Desert at the Museo Nacional del Romanticismo
(inv. CEO517), Moors Running the Gunpowder at the Museo Lazaro Galdiano (inv. 11544), and
Napoleon in Egypt (private collection; MARTINEZ RODRIGUEZ: 2007, p. 208 ff.).

In this Caravan in the Desert, Lameyer resorts to a simple pyramidal composition in
which he circumscribes a group of travelling nomads made up of women, men, children and
camels, which are carrying all their belongings. Like the painting preserved at the Museo del
Romanticismo, the tones are predominantly warm, with an outstanding use of the gamut of
yellows, earth colours and oranges to render the atmosphere of an arid and rocky desert.
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Francisco SANS CABOT

(Gerona, 1828-Madrid, 1881)

Fortune, Chance and Madness Distributing their
Benefits Around the World (sketch)

1871

Oil on canvas

40 x 33 cm

Monogrammed: “FSC”

PROVENANCE: private collection, Paris

Initially trained as an apprentice silversmith at the School of Fine Arts in Barcelona, Sans Cabot
changed direction and decided to become a painter, moving to Paris in 1856 to follow the teach-
ings of Thomas Couture (REYERO: 1994, p. 1207-1215). He went to Rome in 1858, and from there
sent three pictures to the National Exhibition of Fine Arts. One of them, Luther, was acquired
by the State for the Museo Nacional de la Trinidad (now in the Museo Nacional del Prado, inv.
P005634). After this brief stay in the Eternal City, he settled in Madrid (CARRERASY CANDI: 1922).

From that moment, he devoted himself to portraiture and to decorations fora large num-
ber of palaces, though never ceasing to present works at the National Exhibitions. In 1873, Sans
became the director of the Museo del Prado after the resignation of Antonio Gisbert, a post he
held until his death in 1881, and in 1875 he was inducted to the Royal Academy of Fine Arts of
San Fernando. In his work, it can be appreciated how he gradually loses the grandiosity of the
historical language of his first compositions to acquire a much more expressive or decorative
character. This is the case of Fortune, Chance and Madness Distributing their Benefits Around the
World (Museu d’Art, Gerona, inv. 250.234), his entry for the National Exhibition of 1871, for which
he made atleast two sketches. One of them, unpublished to date, is thatwhich we present now.
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Ricardo BALACAy OREJAS-CANSECO
(Lisbon, 1844-Aravaca, 1880)

Teresa Vergara, the Artist’s Wife

1873

Oil on canvas

49,5%32,5cm

Signed and dated: “R. Balaca / 1873”

PROVENANCE: private collection, Madrid

The son and brother of painters, Ricardo Balaca was born in Lisbon in 1844 while his father,
Jos¢ Balaca, was living there in exile. After an initial training with them, his family was able to
return to Madrid, where he attended the Special School of Painting at the Royal Academy of
Fine Arts of San Fernando (OSSORIO Y BERNARD: 1975, p. 63-606). Between 1858 and 1866, he
took part in the National Exhibitions with battle scenes for which he won various honorary
commendations, and in 1862 he presented The Battle of Almansa, which was then acquired by
the State (Museo Nacional del Prado, inv. P004189). Between 1872 and 1876, during the Third
Carlist War, he went to the front to make a large number of drawings for the War Ministry.
These were used to illustrate the daily reports in journals like llustracion Espanola y America-
na, Cronica de la Guerra and Academia.

Although a specialist in military history painting, this did not prevent him from paint-
ing the portrait of King Amadeo [ in 1871, and, together with his brother Eduardo, from taking
part in the decoration of the now vanished church of EI Buen Suceso in Madrid. Balaca por-
trayed his wife Teresa Vergara on at least two occasions, using a small and intimate format.
One is that which we now present here, and the other is preserved at the Museo Lazaro
Galdiano (inv. 07537). Born in Alora (Malaga) on 7 September 1852, Teresa Vergara Dominguez
was orphaned at the age of two and brought up by her uncle and aunt, the ambassador Teé6filo
Buligni y Timoni and his wife Angela. She married Balaca at the age of 18, and they had two
children, Eduardo and Cristina. Widowed at 27, she died in Madrid at the age of 84 (PARDO
CANALIS: 1961, p. 55-56).
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Eduardo BALACAy OREJAS-CANSECO
(Madrid, 1840-1914)

The Death of the Count of Villamediana
1889

Oil on canvas

32.5x24cm

Signed and dated: “E. Balaca /1889”

PROVENANCE: private collection, Madrid

Like his younger brother Ricardo, and at the bidding of his father, Eduardo Balaca took part
recurrently in the National Exhibitions of Fine Arts, in his case from 1858 until 1895 (Pantorba:
1980, p. 372). Unlike his brother, however, he specialised in portraiture, and was chosen in
1867 to paint the Infanta Maria de las Mercedes in Seville, a work that won immediate recog-
nition at court and earned him the post of official portraitist when the Infanta came to the
throne as the wife of Alfonso XII (painting preserved at the Musco de Historia de Madrid, inv.
00012.516). Besides the king and his wife, Balaca portrayed various members of the courtand
several civil servants, politicians and other artists. To mention only a few, these include José
Avrial y Flores (1888), Alvaro Gomez Becerra, Laureano Figueroa, Joaquin de Ezpeleta, Miguel
Marqués and The Count of Mirasol. He also took part in the decoration of the Ateneo in Ma-
drid, and worked with Ricardo on the dome of the church of El Buen Suceso. Moreover,
he made copies of pictures that portrayed important figures of Spanish history so that they
would appear in the Iconographic Museum, a project that never bore fruit. They include Saint
Teresa of Avila, Miguel de Cervantes Saavedra and The Count of Campomanes (Museo Nacion-
al del Prado, inv. P003437, P003440 and PO03441; OSSORIO Y BERNARD: 1975, p. 63).

The death of the Count of Villamediana is one of the most legendary episodes in the
history of the Habsburg court. The event involved Juan de Tassis (1582-1622), 2nd Count of
Villamediana, a dissolute gentleman of rash conduct who rivalled Philip IV himself in matters
of love. He is attributed with a romance with Queen Isabella of Bourbon, and with a dispute
between the monarch and himself for Francisca de Tavora, a lady at court. There are many
versions of the provocation that unleashed the king's wrath, but what is for certain is that the
Count of Villamediana died on 21 August 1622 as a result of an attack by a man with his face
muffled up who shot him through with the bolt of a Valencian crossbow. Like his contempo-
rary Manuel Castellano, who depicted the same episode in 1868 and presented the work at the
National Exhibition of 1871 (Museo Nacional del Prado, inv. P003925; DIEZ: 1988, p. 96-109),
Balaca shows the moment when the corpse of the count is discovered by the church of San
Ginés. Unlike him, however, he sets the scene at night.
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