Universiteit

4 Leiden
The Netherlands

Zuloaga, Ignacio
Storm, H.J.; Leerssen J.

Citation

Storm, H. J. (2015). Zuloaga, Ignacio. In Encyclopedia of Romantic Nationalism in Europe.
Amsterdam: Study Platform on Interlocking Nationalisms. Retrieved from
https://hdl.handle.net/1887/48160

Version: Not Applicable (or Unknown)
License: Leiden University Non-exclusive license
Downloaded from: https://hdl.handle.net/1887/48160

Note: To cite this publication please use the final published version (if applicable).


https://hdl.handle.net/1887/license:3
https://hdl.handle.net/1887/48160

Ignacio Zuloaga

By Eric Storm

In: Joep Leerssen ed&Encyclopedia of Romantic Nationalism in Eurp(016;
electronic version; www.romanticnationalism.net).

http://romanticnationalism.net/viewer.p/21/56/obj&81-221064

Zuloaga, Ignacio

The painter Ignacio Zuloaga (Eibar 1870 — Madrid9)9yained international fame for
his monumental, typical Spanish scenes. Althougivé® born in the Basque Country
to a family of well-known artisans, he preferred gaintAndalusian and Castilian
topics while during his frequent stays in Montmartrediso made a large number of
society portraits. During the early 1890s, when dtedied art in Paris, he was
overwhelmed by the number of painterly options lade after impressionism had
broken the spell adcademic art While his friends Paubauguinand
Emile Bernardleft the French capital in order to search foetprimitivism in Egypt
and Tahiti, Zuloaga decided to head for Sevillemnerse himself in the authentic
atmosphere of a lower-class neighborhood. In 189%ehted a room in a traditional
tenement house and began to paint gypsies, damcéifgyhters and other Andalusian
characters. In order to get acquainted with Iéalid culture he even took classes at
abullfighting school. In 1898, he moved to Segovia and his esteshifted to the
Castilian countryside. Later he would admit that dpicting life-size traditional
figures in front of a characteristic local landsedm paintings such &@n the Eve of
the Bullfight 1898;Gregorio in Sepulvedd908; andrhe Christ of Blood1911) he
hoped to provide a synthesis of the “Spanish soul”.

Zuloaga’s Spanish stance was not only a mattersathlematic choices, but also of his
self-affiliation to a national artistic traditioide was particularly interested in, and
propagated the fame of, the work and technique &rEco, Veldzquez and Goya. He
enthusiastically showed his collection of Grecosisitors of his Parisian studio, such
as Auguste Rodin, Pablo Picasso and Rainer Matie Rvhile in 1913 he took the
initiative to transform Goya’s birth-house in Aragimto a museum.

Although his typical Spanish scenes, painted inodem decorative style, brought
him international success from ca. 1900, most Sbardritics took exception
to his “ferocious caricatures”, while others preder the more cheerful images of his
Valencian rival JoaquiSorolla Nonetheless, his work was defended by authotiseof
so-calledGeneration of 1898JnamunoMaezty Azorin), who argued that his
depictions of rural Castile captured the most funeiatal characteristics of the
Spanish “spirit” and that his depictions of the wwyside should not merely be




interpreted as a glorification of valuable nationedditions still subsisting in the
remoter parts of the country, but also as a pleadoio-economic reforms.

Zuloaga’s evident Spanish nationalism allowed torodlebrate the regional variety of
Spain’s vernacular culture. Unlike many of his oaélist friends (Mauric8arres
Gabrieled’Annunzioand Maeztu) who figure in the run-up of what wouéder
emerge as fascism, he never expressed himselfnopkebic or anti-Semitic terms.
However, after the outbreak of the Spanish Civilr\Wuly 1936) Zuloaga openly
voiced his fear of a Communist take-over of Spaid sided with Franco, to the point
of supporting the new regime’s international prapatp efforts. As a response to
Picasso’'sGuernicg Zuloaga presented héiege of the Alcazaran indictment of
Republican war crimes, at the Venice Biennale iB719vhere it received the Gran
Premio Mussolini.

Paradoxically, while Zuloaga had been totally igrwbrby the conservative art
establishment in Spain during his early innovapeeiod, towards the end of his life
he became the artistic hero of a reactionary regiMiee years after his death his
portrait even appeared on the new 500-peseta btatknist the same time he dropped
out of the canon of modern art, which had changeddmentally since the start of his
career. A formal approach to art had made moralpatitical ideas largely redundant,
while his type of organic nationalism became asdedi with the taint of fascism,
exacerbated by his support of the Francoist caminglthe Civil War. Nowadays, he
is seen as a talented and interesting painter athedfto catch the progressive tide of
the avant-garde.
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