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Introduction

			The 30th of March 2021 marks the 275th anniversary of the birth of universal artist and genius Francisco de Goya y Lucientes in the village of Fuendetodos in Aragón.

			Interest never fades in his life and work, and many commemorative exhibitions, lectures and cultural events were held throughout the year. The following is a selection:

			•King Felipe VI of Spain and Queen Letizia marked the start of the Year of Goya with a visit to his birthplace in Fuendetodos. The exhibition of Aragonese artist Fernando Martín Godoy, The Ghostly Gaze and Solana versus Goya. Mask and Simulation went on show at the Sala Ignacio Zuloaga (Exhibition Hall).

			•Fuendetodos has hosted a number of events on Goya and his work, including mural painting and street sculpture, talks at Goya’s childhood home, exhibitions at Sala Zuloaga and in the Etchings Museum, and entertainment in the form of dance, film and music. A lyric opera gala took place in the Church of Our Lady of the Assumption featuring soprano Montserrat Martí, mezzo-soprano Beatriz Gimeno, baritone Luis Santana and tenor Alain Damas.

			•The Metropolitan Museum of New York presented Goya’s Graphic Imagination. The exhibition poster featured Seated Giant, representing an omnipotent being — war, plague or perhaps the current Covid-19- pandemic — which looks on impassively as the terrified humans it threatens to destroy flee in every direction.

			•The anthological exhibition at the Basel Fondation Beyeler commemorated the Argonese painter through Goya Prophet of Modernism presenting seventy-five of his paintings, fifty drawings and fifty etchings.

			•The National Gallery of Victoria (NGV) in Melbourne presented an exclusive exhibition of more than 160 drawings entitled Goya: Drawings from the Prado Museum.

			•The exhibition at Palacio de Sástago El joven Goya y las pinturas de Fuendetodos (Young Goya and his Fuendetodos paintings) was organized by the provincial government of Zaragoza. It featured a virtual reconstruction of a mural Goya had painted depicting a baldachin over the cupboard where the relics were kept in the parish church of Fuendetodos. This is his first known work.

			•The Ibercaja-Camón Aznar collection at the Goya Museum in Zaragoza exhibited La Estela de Corrado Giaquinto en España: de González Velázquez y Bayeu a Goya, from 24 June to 26 September 2021. It included seven works by Goya, three of which were recently attributed to him.

			•Fundación Ibercaja sponsored ten videoconferences including one by Agustín Sánchez Vidal called Goya y el cine, which traced how the universal message of Goya and his art has featured in film from its earliest origins. Another by Ignacio Calvo and Amparo Martínez was entitled De la imaginación a la imagen. Goya y Buñuel and a third by Juan Bolea discussed Enigmas en torno a Goya.

			•Renowned Spanish film director Carlos Saura released his short film Goya. 3 de mayo which deals with the madness of war.

			•The Pablo Serrano Museum in Zaragoza organized Poéticas surrealistas. Arte aragonés contemporáneo which established a dialogue between the works of Goya and those of young contemporary artists. In November the audiovisual show Goya sin límites went on display in the auditorium, featuring a 360º projection which immersed the viewer in the dreamlike world of Goya.

			•Zaragoza’s University Library held the bibliographic exhibition Goya, historia y crítica, featuring works in its holdings, and a major collection of specialized work from the María Moliner and General Universitaria libraries.

			•The Museum of Huesca launched initiatives and activities related to Goya’s work called Tierra de Goya, with a selection of the artist’s lithogaphs in Room 7, and the Bulls of Bordeaux in Room 8.

			•The Bank of Spain, founded by Charles III in 1782 as the San Carlos Bank, presented the origins of its own collection of paintings entitled R.v.on 2.328 in a reference to the reales de vellón coins paid to Goya for painting the bank’s director at that time, José Moñino y Redondo, the First Count of Floridablanca.

			•The Spanish Association of Painters and Sculptors organized a special exhibition on the 275th anniversary of Goya’s birth at Sala Eduardo Úrculo in Madrid, which featured the work of many different artists.

			•The Fernán Gómez Theatre in Madrid presented an immersive experience #INGOYA where the visitor was plunged into the universe of Goya’s work to the accompaniment of classical music.

			•The new Helga de Alvear Museum in Cáceres dedicated one of its rooms to Goya in recognition of his great influence on modern and contemporary works of art.

			•Fundación Bancaja organized an exhibition on Goya’s legacy in Picasso’s work, entitled Goya en la mirada de Picasso. Grabadores in Valencia. Divided into four areas, Mirada de Juventud (The Youthful Gaze); The Dream of Reason Produces Monsters; La Tauromaquia como fiesta; and Goya in Picasso’s texts.

			•Four books were published in Spain over the year about various aspects of Goya’s life and work, in addition to Las raíces de Goya. They include: Goya en el país de los garrotazos by Berna González, El encargo del maestro Goya by Elena Bargues, Martín Zapater, amigo de Goya y noble de Aragón by Antonio Peiró Arroyo and El retrato de la madre de Goya by Domingo J. Buesa. In Germany Francisco de Goya Träume und Alpträume - Briefe.

			•To bring the celebrations of Goya’s 275th birthday to a close, at the end of December, the Goya Museum in Zaragoza organized an exhibition called Goya, traveller and artist of the Grand Tour, covering the artist’s trip to Italy, his experience in Rome and its significance in his work.

			Sadly, the Prado Museum — home to the world’s greatest collection of Goya’s works — did not organize an extensive exhibition on the richness of his life and pictorial diversity on this occasion, while continuing to misrepresent certain aspects of the character and work of the genius from Aragón.

			For its part, The Roots of Francisco de Goya aims to acquaint the reader with hitherto little-known aspects of Goya’s life during his years in Aragón, from his birth in Fuendetodos in 1746 until he moved to Madrid after he married, in1775. It seeks to identify experiences from his childhood, adolescence and early youth which nourished the roots from which his spirit and intelligence sprang.

			As we shall see in the first four chapters, Goya was born in Fuendetodos where he lived until the age of thirteen. This little village, which at the time had a population of about four hundred, was a simple farming community surrounded by pine forest and rain-fed arable land, punctuated with small vineyards and olive groves, and deep ravines known as foces — carved by nature over thousands of years of wind and runoff erosion — and home to diverse flora and fauna. Summers would have been warm and sunny, while snow — frequent in winter — was kept in covered pits, where it became ice that was then transported on carts overnight to the city of Zaragoza where it was sold.

			The village school in Fuendetodos had one section for boys and another for girls. Pupils would have taken part in many activities and events all year round, particularly festivals and celebrations, drawing on the customs and practices that would have been traditional in a village at that time, and which would have been influenced by its recent incorporation into the territories of the Crown of Aragon.

			Now, activities, events and exhibitions celebrating Goya’s life and work take place in Fuendetodos throughout the year, allowing thousands of visitors to discover the place where the artist grew up.

			Subsequent chapters deal with Goya’s arrival in Zaragoza, where he studied for two years at the Piarists’ School and began his professional training as an apprentice at the art academy of the painter José Luzán. It was during this time that Goya became friends with fellow students Martín Zapater and the Bayeu brothers, as well as Martín Goicoechea.

			Zaragoza was a modern city for the time and the former capital of the Kingdom of Aragón from which it had inherited its economic, social and political legacy. Here, Goya took an active part in its culture and entertainment, including literary, musical and courtship gatherings or salons held in high-society homes. He attended theatre performances at the Casa de Comedias playhouse, enjoyed romerías — where pilgrims walked and socialized together in honour of religious figures — and shared in lively communal picnics in the countryside with other young people. He was a great fan of bullfights, which were followed by rowdy nights of singing, dancing, and drinking that went on in the local taverns into the early hours of the morning. Fiery and rambunctious, he got involved in popular uprisings like Broqueleros — Zaragoza’s equivalent of the Esquilache Riots in Madrid — caused by the hunger and terrible living conditions which blighted the city.

			From late 1770 to June 1771, he travelled to Italy at his own expense, where he became acquainted with classical works that he would later incorporate into his own repertoire. In Rome, he associated with high-ranking political representatives of Spain some of whom, like him, were from Aragón. On their advice, he submitted an entry to Parma’s major painting competition on the theme of Hannibal’s arrival in Italy and won second prize.

			During his years in Zaragoza, Goya’s output was prolific, with work dedicated particularly to religious subjects. After marrying Josefa, sister of his friends, the Bayeu brothers, he moved to Madrid at the age of twenty-nine to work as cartoon painter at the Royal Tapestry Factory run by German artist Raphael Mengs.

			In his tapestry cartoons, Goya emerged as an artist both of and for the people. Considered the first Spanish Romantic painter, he depicted both the magic of nature and the diverse customs of common folk, with their faults and their virtues. In his portraits — of which there are more than four hundred — he was able to capture the spirit of the sitter, whether monarch, aristocrat, bullfighter, performing artist, entrepreneur or just a friend: he portrayed people at every social level. After arriving in Madrid, he experienced turbulent times marked by war, revolution and authoritarian governments, the malign effects of which are featured in his work. His enlightened, liberal outlook ultimately forced him into exile in Bordeaux, where he died in 1828.

			I would like to express my gratitude to Professor María Antonia Martín Zorraquino, the widow of my good and dearly missed friend, Professor Juan Rivero Lamas, who has helped this book see the light of day. She was able to appreciate my burning desire to provide a proper record of Goya’s origins in Aragón, which I have studied passionately and meticulously over many years and which, in my view, have never been sufficiently taken into account in the literature which analyse his incomparable artistic prowess.

			I would also like to express my gratitude to Nicola Stapleton for her splendid translation from the original Spanish text.

		

	
		
			Chapter 1
I Saw It
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			I saw her, Orosia Moreno, in Zaragoza. 
Punished because she knew how to make mice.
© Prado Museum Photographic Archive

			There are many biographies of Francisco de Goya y Lucientes which express unjustified and inconsistent opinions about the early years of the artist’s life. Some of his first French biographers made the mistake — unwittingly and perhaps because accurate information was not available to them — of depicting him as a novelesque and sometimes violent adventurer. Other Spanish authors have associated Goya’s strong and irritable character with the events he experienced in a time of upheaval and with the emergence of revolutionary ideas.

			Most of the best-known biographies focus on Goya’s period in Madrid, neglecting his life as a child and teenager in Aragón and have particularly misconstrued the time he spent in Fuendetodos, the village where he was born. I have referred to biographies of his childhood and youth, as well as research on the Aragonese and rural society of his day in an attempt to consider his development as an individual and his sense of self, and how this spurred him into becoming the great artist we know today.

			My aim is to make pertinent connections and shed light on important, but hidden or little-known aspects of Goya’s upbringing in Aragón and how they lived on in the great master and his work throughout his life. We will consider that sense of self which the Spanish philosopher Ortega y Gasset (1962) refers to as flying “above a future which moves ahead of everything that already is, and which is consequently ahead of our present, from which we are constantly lunging towards the not-here-yet.” We will consider Goya’s life in Fuendetodos and Zaragoza and elaborate on his oeuvre from that time with particular emphasis on the influence of the personal experiences he accumulated before he left Aragón and moved to Madrid in 1775.

			One of Goya’s defining characteristics is continuity. Although he never stopped learning and incorporating everything new with which he became acquainted over the course of his life — be they life events or the emergence and use of new techniques — he never forgot his past experiences. As expressed in one of the famous prints etched in old age: I am still learning, he always stayed up to date, adopting different painting styles throughout his life, including Baroque, Neoclassical and Romantic, and kept up with developments in techniques ranging from fresco to aquatint, lithography and painting on all kinds of media, even in miniature.

			In his work, this continuity takes the form of ideas, landscapes, people, and things discovered in his childhood and youth in Aragón, in the permanent mental presence of his Aragonese family and in his care and dedication to friends like Martín Zapater, whom he met at the age of thirteen at the Piarists’ School and with whom he frequently corresponded over a period of 23 years.

			Goya never forgot where he came from, but — perhaps affected by condescending attitudes to rural society — he confines his epistolary recollections to the years after his arrival in Zaragoza to study with the Piarists and appears to draw a veil over his life in Fuendetodos. Consequently, the letters Goya wrote to his friend and schoolmate Martín Zapater deal only with their shared experiences in Zaragoza and are sadly the only major source of correspondence known today. Therefore, we are unable to complete our picture of his life in Fuendetodos with the content of other letters he may have written to his mother, relatives or friends.

			Goya’s choice of expression and vocabulary in his letters to Zapater is always simple and direct, sometimes to the point of vulgarity. Indeed, some authors have misinterpreted these letters as a sign that Goya was a rough, uncouth yokel, going so far as to claim he was devoid of any book learning and even that he wrote badly. His choice of words is more likely a deliberate desire to revert to the expressions of the youth and adolescence that Goya and Zapater had shared, in a bid to relive those early days of their friendship all the more intensely. By continuing this tone of voice in his letters to Zapater, Goya may also have wished to record and illustrate the vast artistic and cultural distance that separated his early years in Fuendetodos and Zaragoza from his subsequent success in Madrid. Indeed, at the same time he was using such loutish, easy-going, humorous language with Zapater, he was also writing stylish, erudite letters in the form of artistic recommendations. The following letter sent to the San Fernando Royal Academy of Fine Arts in Madrid in 1792 refers to the study of the arts in general and of painting in particular:

			I consider there to be no rules in painting and that oppression, or a servile obligation to make everybody study or follow the same path, is a very great impediment for young people who practise an art as difficult as this which, more than any other, touches the Divine, by representing everything that God has created.

			He concludes with the following words:

			What profound and impenetrable mystery is enclosed within the emulation of Divine Nature, such that, without it, there can be nothing good, not only in painting (which seeks no other purpose than its immediate imitation), but also in the other sciences!

			The depth with which a child’s feelings are carved into the psyche is universal. Those early recollections are fixed, stored, and retrieved, as described in this extract by Mexican agronomist Luciano Pool Novelo (2015):1

			I am from Holpechén, Campeche. I left my village when I was twenty and returned to the state some 27years later. What I remember from my childhood is that I was always free: in the orchards, eating fruit from the trees, shooting birds with a catapult, playing marbles with friends, and going into the forest to cut firewood; sometimes my father would take me to the cornfields to bring back the maize he was harvesting. In November, on the Day of the Dead, we would leave in the early morning mist. I have one clear memory of the burning season in April, at Easter, when the sun would go deep red, and you could look straight at it.

			In a similar vein, the distinguished cartoonist, illustrator and writer Antonio Mingote, a member of Spain’s Royal Academy of Language also from Aragón, said (2008):

			A man’s true story is the story of his childhood and teenage years: that’s my story. That’s simply where I am: in Aragón, in Teruel, in Daroca, in Zaragoza, in Calatayud. All my biography is there, even though the place I’ve lived longest is Madrid. But adolescence and childhood have plenty to say when it comes to one’s biography.

			It is in infancy, childhood, and early adolescence when a person’s psyche undergoes its developmental stages, and intelligence forms.2 The Swiss psychologist Jean Piaget (1966) defined the following four stages in this development:

			•The sensorimotor stage, from birth to age two develops through signalling systems from subjects and objects on the one hand, and words on the other. The child adapts to his or her environment and sensorial learning gradually gives way to mastery of language.

			•The preoperational stage, aged two to seven, represents a transition from practical to representational intelligence and objects that are not directly perceptible can be symbolized, such as images in books, films, and videos, or in spatially distributed shapes in diverse colours. In this phase, first-hand knowledge and direct observation of nature are crucial. The child asks many questions in a bid to broaden his or her knowledge of the real world around them.

			•Logic and mathematical structures develop at the age of seven to eleven, when the child uses logic to resolve the problems posed by concrete objects and events. The instrument used is intuitive reasoning which leads them to generalize through observation, deductive reasoning. Children understand perspectives other than their own. Abstract thought begins and they consider the outcome of their actions. They are able to feel love and understand logical values which allow them to glimpse future possibilities and gauge what they are able to achieve. They begin to develop adolescent egocentricity with attention-seeking behaviour and try to show their supreme uniqueness.

			•With formal operations, at the age of eleven to fifteen, they are able to develop deductive hypothetical reasoning which allows them to predict the results and consequences of a specific event from general principles. They resolve problems with logic and reassert their individuality. Their egocentricity is accentuated, and abstract thought develops.

			It was during these four stages of Goya’s life, when many of the images which Goya would recall many years later were etched upon his mind. The male goat depicted in Witches’ Sabbath (El Aquelarre) is a case in point, reminiscent of the bucks which, with their greater size, strength, and swagger, would have dominated the flocks of sheep that grazed in his grandfather’s meadows in Fuendetodos. Nor did Goya forget the brutality of bandits and highwaymen that he would later paint in many memorable pictures.

			Diverse types of farm work are also recalled in the series of tapestry cartoons Spring, Summer, Autumn, Winter (Primavera, verano, otoño, invierno), as are the hunts in which Goya took part, depicted in paintings like Hunter Loading His Rifle (El cazador cargando su escopeta). Countryside pilgrimages, known as romerías, and other events which he took part in or witnessed in his early years also feature prominently in his work.

			According to Benjamín Jarnés (1988), “although Madrid may have been Goya’s main workshop, before the workshop where the painting is created, we must consider the workshop which created the painter.” In this respect, Goya’s biographers express very different opinions about how he was “discovered” as a painter. In an account provided by August L. Mayer (1925), it was the Count of Fuentes and Lord of Fuendetodos who came across the young Goya painting a fresco on the wall behind a reliquary in the parish church. It was to accompany the oil paintings he had himself painted on the doors, known as Coming of Our Lady of the Pillar to Zaragoza (Venida de la Virgen del Pilar a Zaragoza). Surprised by his artistic skill, the Count is said to have taken charge of the young artist’s education.

			Despite the alternative hypothesis that the young Goya had by this stage moved to Zaragoza with his parents for good, it is not impossible that he could have painted the work when returning on holiday. The anecdote also alludes to the undoubted friendship between the Count of Fuentes and Goya’s family, which the painter continued to cultivate for the rest of his life.

			In other accounts, it has been noted that the priest of Fuendetodos was one of the first to recognize young Francisco’s precocious talent for drawing and that he allowed the boy to help paint the parish church, probably during one of his summer holidays in the village. His work on the paintings in the sacristy reliquary dates from 1762 or 1763, when Goya would have been sixteen or seventeen; but that work, like the other parish church paintings, was burned and destroyed during the Spanish Civil War in 1936; local residents who witnessed the devastation claimed that the cabinet doors had been removed before the fire, but their whereabouts is unknown.

			Baticle (2004) refers to the same story, claiming it may have been the priest to whom legend attributes the discovery of Goya’s skill when he drew on the walls of barns as a boy.

			But the clergyman in question could also have been Vicente Pignatelli, brother of the Count of Fuentes, who was responsible for the Archdiocese of Belchite, 20 kilometres from Fuendetodos.

			José Baeza (1928) refers to an old friar and friend of Luzán, who discovered him drawing the perfect figure of a pig on the white wall of a mill in Fuendetodos, using a piece of charcoal he had found on the ground. He claims the friar spoke to Goya’s father and convinced him to go and work in Luzán’s workshop, where his work would be remunerated, if not lavishly, at least with enough to live on. But this account may have drawn on Vasari’s biography (1568) of Giotto.

			Wirth reference to a similar story to that of Giotto, Onieva (1973) describes the child artist drawing with charcoal on a whitewashed wall when he was discovered by a friar, who may have been the Prior of the Charterhouse of Aula Dei, Father Félix Salcedo, who spotted Goya’s great talent for drawing and spoke to his father. This led to the decision to send him both to the Piarist school in Zaragoza and to study drawing at José Luzán’s academy. This version may be closer to the truth, as the Carthusians of Aula Dei were indeed clients of Goya’s grandfather, Miguel, who supplied ice from his Culroya icehouse for the storage of medicines and perishable foods. Years later, Goya painted the cycle of frescoes on the Life of the Virgin (La vida de la Virgen) on the walls of the Carthusian church.

			According to his friend Zapater, Goya commented on these paintings when he returned to Fuendetodos in 1808 during the Peninsular War. On visiting the village church, he claimed not to believe he had painted the reliquary pictures and warned his friends against “telling anyone that I painted that!” Perhaps he was unwilling to acknowledge that the work — necessarily naïve and unskilled — could have been produced by his own hand. Only one previous work of his is known: a copy of Cortona’s Tobias and the Archangel (Tobías y el arcángel), also painted in 1762, probably during his apprenticeship at Luzán’s academy.

			Information obtained directly from Fuendetodos residents acquainted with Goya suggest he was almost certainly a mischievous and restless boy who scribbled figures on the walls of village farm buildings. His attachment to the countryside became ingrained in him from infancy and childhood in his native Fuendetodos where he would have produced these first simple drawings of the rural world: a horse, a goat, a hare, a tree... But the decisive factor in his becoming a painter was probably the artistic appreciation of his grammar teacher in Zaragoza, the Jesuit José de Pignatelli — another brother of the Count of Fuentes — who noticed the excellent technique of the pictures Goya drew in the margins of his books in class-time and advised his father that he should work as a painter. Once he finished school, his father signed him up as an apprentice with Luzán, on a recommendation from the Baroque painter’s brother, whom he had assisted in a lawsuit.

			The teaching of grammar was the exclusive preserve of the Jesuits, and it was a subject Goya learned at the Piarists’ school, where he met Father Pignatelli. He later visited him in Naples, on his trip to Italy, where Pignatelli went to live after the Jesuit expulsion from Spain in 1767. José de Pignatelli became the provincial superior of the Jesuits in Italy under the protection of the non-Catholic Catherine the Great of Russia. This would also explain why the Russian ambassador to Italy, a friend of both Pignatelli and the Spanish ambassador to Italy — Nicolás de Azara, also from Aragón — was acquainted with Goya’s work and offered him work at the empress’s court. Goya declined, believing that his family needed him in Zaragoza.

			Thus, it was that a country boy from a modest background in a small village in Aragón, began his career as a painter who would achieve fame as an artist, first in Zaragoza and later in Madrid, where he came to frequent the palaces of the court and Madrid’s nobility, and paint portraits at the highest echelons of Spanish society: a painter who would become known as a universal genius. Goya’s son Javier wrote that his father’s works “are evidence that nothing in painting remained for him to overcome and he discovered magic, a word which he always used to express the ambiance of a picture.” That magic arose from the observation of his first teacher, nature. It helps to explain why he was against rules, affectation, and academicism, instead advocating the free exercise of genius and understanding in the depiction of a landscape, an atmosphere or the spirit of the people represented in his paintings.

			Another element of Goya’s magic is colour. As well as rejecting lines, he claimed that colour did not exist, that there was only light and shade, and that the secret of painting resided in proper study of the object, and in resolute execution, because “black and white suffice to make pictures.”

			Goya painted a vast number of works which, over the space of 250 years, have generated an avalanche of books and articles on his life and output, his personality, and his relationship to the history of his day. His paintings are coveted by art galleries and private collections all over the world. The largest and most representative collection is housed in the Prado Museum in Madrid and include the murals, or Black Paintings, from the walls of his villa, known as Quinta del Sordo, by the river Manzanares where the enigmatic and paradigmatic Dog has pride of place.

			Goya’s skill, emphasized by many authors, at reflecting the intangible and idealizing the tangible, is referred to by the Count of La Viñaza (1887) as “mens divinior”, that rare virtue that has accompanied martyrs, heroes, sages, and artists to the temple of immortality. The artist himself described it thus “I recognize and wish for no teacher beside nature, Rembrandt and Velázquez.” And the first of these three masters to which Goya paid tribute is his most important: it was in his childhood and birthplace that he discovered, experienced, and breathed nature, and, with his genius, made it his for ever. It is from that first contact with nature that his pictures of children were born, drawn from the memories he later recalled of his siblings playing in Fuendetodos, climbing trees in the orchard opposite his house or running in and out of the castle walls. But nature, in all its facets, must be “seen”; it is not enough simply to look; artists have to be able to distinguish and interpret the content in what they observe.

			Goya’s life and work have been analysed and discussed in a wealth of biographies, academic studies, and articles of every kind. But so far, no publication has focused on the purely personal aspect and the influence on the great master’s paintings of his immense love for nature, as experienced in the rural Spain of his day, which provides the background for virtually all his work, with the exception of portraits painted in interiors.

			In his 1792 report to the San Fernando Royal Academy of Fine Arts, he writes:

			What statue or shape of one has not been copied from Divine Nature, however excellent the master who copied it. When one is placed beside the other, how can I cease to exclaim that one is the work of God while the other is that of our own miserable hands?

			Magic for Goya was the capacity of genius to move away from rules and reflect nature. He was no “urbanite”, as we might say today, but a man of the country. Indeed, towards the end of his life in1819, he bought and moved to a small farm on the outskirts of Madrid, known as Quinta del Sordo (Villa of the Deaf Man), with nine and a half hectares of arable land, on which he planted all kinds of vegetable.

			His passion for hunting was also rural in origin. In one letter to his friend Martín Zapater, he appears to take more pride in his shooting accomplishments in the company of the Marquis of Peñafiel than in his recent paintings. His knowledge of game, acquired on his days out in the Fuendetodos countryside, enhanced his depiction of a freshly killed animal — still in death throes after an accurate shot — in the series of still lifes painted between 1806 and 1812, including Still Life with Dead Hares (Liebres muertas). Other still lifes with dead and skinned animals, their flesh still smooth but limp, are also a precursor of the prints showing human death in The Disasters of War (Los Desastres de la Guerra), where the corpses are piled high.

			One of the oldest pictures attributed to Goya shows the Fuendetodos landscape. It is a small oil painting of a village woman walking along a country road holding her daughter’s hand. Trees are painted to the left of the landscape and the composition of the blue sky is particularly striking, with light cloud and shades of red and mauve which contrast harmoniously with the rest of the picture. A building emerges from a hill to the right. This simple, powerful landscape may well have been the point of departure for some of Goya’s later paintings. Particularly significant in this respect is The Flower Girls or Spring (Las floreras o La primavera), the main theme of which is once again a woman holding her daughter’s hand. To the left is a tree and on the right a hill with a building. The atmosphere created by the sky and clouds in blue, white and red retain the same charm as the original picture.

			Hunting Party (Partida de caza) adopts the same layout. The hunters in the centre are drawn on two different planes with their dogs and animals; on the left are the trees, and on the right buildings on a hill. Above, the sky has light cloud in beautifully contrasting shades of pink and blue. This arrangement with the main characters in the middle, surrounded by a striking landscape with trees, a building on a hill in the background and a colourful sky often recurs in Goya’s work. The magnificent Picnic on the banks of the Manzanares (La merienda a orillas del Manzanares) is a case in point. Used for the series of tapestries intended for the dining room at the Royal Palace of El Pardo, its central theme is taken from a farcical sketch by dramatist Ramón de la Cruz.

			The countryside, landscapes and rural customs depicted by Goya are always Spanish. Only in his portrait the Marquesa of Pontejos is the background more British, in the style of the English paintings of the day, at the request, according to some authors, of the sitter herself. He injected plenty of spirit into what the Duke and Duchess of Osuna called “country matters” when these were the main feature of his pictures.

			In this regard, The Four Seasons — the series of tapestry cartoons commissioned by the Osunas for their El Pardo dining room — are particularly outstanding. Painted between 1786 and 1787, they can now be admired in the Prado Museum in Madrid. Here Goya is no mere photographer of nature, but copies it from memory, interpreting and lending it character in the process, according to the customs and precepts of the day among great Spanish painters of the seventeenth and eighteenth century. Of the four cartoons, the picture which perhaps best represents country life, for its realism and spontaneity is The Threshing Ground or Summer (La era or El Verano). Goya paints the countryside without actually showing it. This is clearly the summer cereal harvest, but he paints the ears of corn rather than the cornfield and, in three pyramid shapes, depicts the castle, the wheat sheaves and a group of people, scenes he would often have witnessed in his years in Fuendetodos. In this allegory, the artist reflects not the exertions of harvesting, but the simplicity of a welcome break for the peasant farmers. Three young men are trying to get the village idiot drunk, while two children play with the father. A mother is feeding her young son. A man is taking a nap. Three children are playing on top of the grain piled high on the cart. The one at the top, brandishing a two-pronged pitchfork while his mother tries to warn him he might fall off, may well be the first of the twenty-four self-portraits painted by Goya. Perhaps he was remembering a scene he had so often experienced as a child. Ortega y Gasset (1962) highlights “the strange distance of his character, perhaps the artist himself, from the main theme.” Goya paints himself as a unique observer, up high, distant, and dominant, with an easy and relaxed smile and expression. At school all year round, unlike the other lads in the picture, Goya might indeed have felt superior. He was also a regular visitor to Aragón’s capital Zaragoza, where his father worked. As on other occasions, such as La Tauromaquia or Bullfighting series, the figures of the people are out of proportion with the horses. Perhaps he wished to introduce this memory at a later stage or deliberately chose to emphasize the size of the animals as they would have appeared to him as a child, distorting the perspective.

			Jeannine Baticle (2004) states that the views of Fuendetodos “look as if they have come out of one of Goya’s tapestry cartoons: a wild and splendid region that is scorching hot in summer and freezing in winter, where the effects of the light can magically transform landscapes, depending on the time, the day or the season.” Nature had to be painted, not copied, to give it its sublime character in line with the precepts Goya followed, but which, with his genius for invention, he took further still to what has been called “the terrible sublime”, where he introduces dramatic, surprising, and harsh effects in the midst of nature, as in Assault of Thieves (Asalto de ladrones) of 1794. It depicts a scene of violent death, but in a landscape that is undoubtedly one of the dry, rocky and lonely roads of rural Aragón; the same is true of the oil painting The Manufacture of Gunpowder in Sierra de Tardienta (Fabricación de pólvora y balas en los arbolados montes de Tardienta), during the Peninsular War. With reference to this war, one of Goya’s biographers, Hugh Thomas (1979) suggests the direct relevance of the landscape to the painter’s life, where the hillock which forms the backdrop to the shootings is less the colour of Madrid and more like the isolated lunar landscape around Fuendetodos. He also refers to the prominent site of the monastery or church in the background, a reflection of the frequent presence, in many Spanish villages including Fuendetodos, of a towering church that ruled over the lives of their inhabitants, both physically and spiritually.

			Goya criticised academicians for the way they taught their young apprentice painters:

			Unlike nature, these candid teachers see details in the ensemble and their details are almost always false and conventional. They could spare their young disciples the trouble of spending two years tracing almond-shaped eyes, arch- or heart-shaped mouths, noses like upside-down sevens and oval heads if they simply showed them nature, which is the only true drawing master.

			A Romantic painter, who cherished his freedom to create and treated rules with scorn, Goya has also been referred to as a philosopher-artist who expresses human and popular emotion in his print series. From the work of his avowed teacher Rembrandt, Goya learned the importance of handling light and his bright impasto technique. He highlighted the personality, depth, and atmosphere of his portraits with shadows and a play on light and half-light. Goya paid particular attention to Rembrandt’s drawings and prints, adopting the etching process in which he became a great master, but also to his paintings, as in the example of The Taking of Christ (El prendimiento de Jesús).

			Goya used sketching in the same way that Rembrandt introduced the technique of loose brushwork with thick impasto which was dubbed “rough manner”, removed from the prevailing artistic tradition of his day. Both painters use dark tones, and shadows and light to highlight the figures in their work. Like Rembrandt, Goya introduces movement into his figures: their bodies are active while their posture and expression reflect their personal attitudes. Both were prolific etchers and Goya followed specific examples of Rembrandt’s execution, like Self-portrait Frowning (Con el ceño fruncido) from 1630, with tousled hair and stubble on his chin, looking straight at us, reminiscent of the Self-portrait painted by Goya in 1796, also expressionistic in style.

			Velázquez was Goya’s third master. From him, Goya learned the mastery of light and air, key features in so many of his pictures, and used to create what Goya himself described as “the magic of the atmosphere.” Velázquez was an expert in background perspective and filling empty space. In his painting of the sky, the light both reaches up into infinity and is concentrated in swift, subtle brushstrokes in the outfits worn by his sitters, a technique used by Goya in his decoration of the King’s dress coat in the portrait of The Family of Charles IV (La familia de Carlos IV).

			Goya follows Velázquez’s powerful spatial presentation of his figures. He draws on Velázquez’s technique in his court personages, placing them face on, sometimes looking straight at the observer, and always interacting directly with them. The Family of the Infante, Don Luis (La familia del Infante don Luis de Borbón) is a case in point where, like Velázquez in Las Meninas, paints himself into the picture, in the foreground beside the viewer, creating a magical three-dimensional scene featuring figures, artist and beholder.

			Another sign of Goya’s admiration for Velázquez can be found in the cartoons painted for the Royal Tapestry Factory. Here, the diverse treatment of the light, its brilliant intensity, wide range of hues and shades even led to protests by the weavers, owing to the technical difficulty of the work involved in pictures like The Pottery Vendor (El cacharrero) or Dance on the Banks of the Manzanares (El baile a orillas del Manzanares).

			Some of his attempts to imitate Velázquez were at first less successful. In his early equestrian portraits, Goya’s horses lack the elegance and verve of the painter from Seville, but he would later excel at the art, using foreshortening to endow the animal with an incredible sense of movement. José Manuel Matilla (2019), one of the curators of the Goya print and drawing exhibition at the Prado in 2020 states that “Goya the portrait artist can only be understood from what he learned from Velázquez.” It is true that Goya always acknowledged Velázquez as one of his masters, but to assert that his work “can only be understood” in that light is perhaps to go a little too far. We cannot assume that Goya’s great portraits could not have existed without Velázquez. Goya’s painting is eternal in its own right. He certainly learned from Velázquez’s mastery of the portrait, copying his blue Madrid skies and beautifully intricate colour combinations, like those reflected in the cheeks of Juan Bautista de Muguiro. We could of course trace the origins of Goya’s pictures much further back, to timeless origins like the cave drawings in Altamira, and to Ancient Greece and Rome. Goya covered Baroque and Neoclassical styles before erupting into Romanticism, Expressionism, and even touching on the Orient in works like The Parasol. Indeed, his portraits are so diverse, they can in themselves be considered the roots for many artistic styles, including Impressionism, abstraction and the continually evolving trends of modern art.

			Goya’s pictures adopt Velázquez’s use of colour, Madrid’s bright blue skies and the assured, emphatic depiction of the earlier painter’s characters. But the artist from Aragón abandons perfectionist academicism and linearity, opting instead to evoke the life and movement of his sitters. Unlike Velázquez, he delves deeper into the psyche, beyond outward appearance.

			Goya painted more than four hundred portraits. He sought to depict reality, reflecting the vice or virtue that characterized his figures: their industriousness or indolence, their arrogance, vanity or simplicity, their goodness, or bad intentions. He evoked repulsiveness in his portrait of Ferdinand VII in court dress; he depicted unattractiveness in the queen’s prying stare in his portrait of The Family of Charles IV; he could allude to intelligence or lack of discernment, nobility, or coarseness, putting a malicious glint in the eye of Juan Antonio Llorente, or presenting a mischievous, serene, or steadfast gaze.

			He painted what he saw in his sitters, without artifice. He was utterly meticulous, paying as much attention to bodily posture as gaze, the position of their hands or the arrangement of the objects they hold in perfectly formed fingers. Clothes are sumptuous and magnificent in his depiction of royalty, aristocracy, and the upper bourgeoisie, but simple for the clergy. The Majas on a Balcony are coquettish and provocatively elegant, while common people wear modest attire.

			His painting adapted to diverse styles, with loose, sketchy brushwork with its own strength, or dark colours like black, ochre and earth shades to set the scene for his sombre Black Paintings. Goya had the ability to discern and engage with the emotions of others and transfer them on to the canvas, either through facial expression or by careful definition of bodily posture. This he combined with prior knowledge of his sitters, in addition to observation and identification of the traits of those he painted. The melancholy Countess of Chinchón, the haughty Duchess of Alba, the spoilt but good-natured Charles IV, the hardened Duke of Wellington or the mischievous majas are all cases in point.

			With his natural empathy, Goya got along with monarchs, aristocrats, politicians of different ideologies, bullfighters, actresses and common people. He was acquainted with the personal background of his models, their faults, and their qualities, and learned more about them during the long hours they posed for him, through conversations which gave him a clearer insight into the mindsets of his models, whose character and spirit he then masterfully reflected.

			It was perhaps with women that Goya, a fine connoisseur of feminine psychology, best connected. He was able to sensitively portray, not only women’s bodily shapes, but the spirit within, the inner strength that defined them. In Goya’s portrait, Isabel Cobos de Porcel is dazzling and self-assured; her face is beautiful with large features and lively, light-coloured eyes. The artist’s white brushstrokes add subtle detail to her iris and pupil. Her compelling shape stands out against the black backdrop of her elegant mantilla shawl. In one portrait of his wife, Josefa Bayeu is more than fifty years of age. Demurely dressed and with little physical charm, she shows her age and looks tired, but is portrayed with infinite fondness and affection.
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