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Garciay Ramos did not follow the preliminary drawing
precisely, as the final painting omits three bullfighters
and features the remaining figures in different poses,
and it has far more spectators, most of them painted
directly on the panel without preparatory outlines.
Curiously, the drawing depicts three of the toreadors
bearing the inscriptions “2,” “3,” and “4.” This num-
bering is perhaps related to the painter’s effort to
establish some sort of order among the figures or per-
haps as a way to identify them with the names of spe-
cific bullfighters. The preparatory drawing also shows a
line on the left side of the composition that would have
helped the artist with a sense of scale in his depiction
of the figures. Technically, Garciay Ramos painted with
precise care in order to depict every possible detail
of the bullfighters’ elaborate costumes as well as the
spectators watching from the tiers of the bullring. He
reproduced the architecture with the same attention,
outlining with mathematical precision the contours of
the arcades, balconies, and barrier.

Closely related to this painting, probably a pendant,
is Garciay Ramos’s Outside the Bullring (cat. 147). Both
works complement each other although they are indi-
vidually meaningful as well. One scene is based on the
people of Seville entering the bullring while the other
depicts a quiet moment during a bullfight. The paint-
ings were probably done at the same time. MR

PROVENANCE [N. Mitchell, London, sold to Clark, 25 Oct.
1935]; Robert Sterling Clark (1935-1955); Sterling and
Francine Clark Art Institute, 1955.

EXHIBITIONS Williamstown 1983a, no cat.; Williamstown
1988—89, no cat.

REFERENCES None

TECHNICAL REPORT The support is a pale-colored, close-
grained hardwood, 0.8 cm thick, with the grain running verti-
cally. On the back, it has the same steep, chamfered edges
(1.9 cm wide) and the same oval stamp reading “Giosi Roma”
as the companion (cat. 147). The panel has a slight twist,
with the upper left and lower right corners lifted slightly. The
reverse is thinly varnished. There are small drying cracks in
the thicker white painted areas. There is also a fine-aperture
network of square traction cracks, possibly initiated by
tension from an older varnish layer. Apparently both paint-
ings were cleaned and restored by Madame Coince in 1935,
shortly after their purchase. The signature is somewhat
abraded. The picture was cleaned of grime and part of its
varnish in 1988. Thinness of the paint execution and sen-
sitivity of the red color were cited as reasons for the partial

José Garcia y Ramos

cleaning. The surface has a slightly speckled appearance due
to an upper layer of sprayed Soluvar matte varnish. There is
a small trail of retouches in the sky and along the top edge.

The off-white ground is a very slight wash over the panel’s
surface. Short, dark flecks within the panel’s grain are revealed
throughout the thin paint layer. Using infrared reflectogra-
phy, the precise underdrawing is most decipherable in the
thinly painted architectural elements. There are no changes
within the image, despite the wealth of detail depicted. The
paint handling is the same as that on the companion piece,
wet-into-wet strokes of thin paint, with very delicate impastos.
The wood’s coloris used as a middle tone for some passages.

1. For more about the history and architecture of the bull-
ring of Seville, see Cossio 1964, vol. 1, pp. 550-54, and
Morales et al. 1981, pp. 101-2.

147 | Outside the Bullring c. 1880

Oil on panel, 28.6 x 17.8 cm
Lower left: Garcia y Ramos / Sevilla

1955.838

In front of the bustling entrance to the monumental
Door of the Prince (Puerta del Principe) of the historic
Plaza de Toros de la Maestranza in Seville, a young boy
sells bullfighting brochures and souvenirs. Behind
him, two ladies holding fans wear typical Andalu-
sian fashions characterized by long ruffled skirts and
embroidered silk shawls. These women are being
admired by a mounted picador behind them. Next to
one of the columns that flank the entrance, a mounted
lancer observes the crowd entering the ring. Inside the
building, in the far background of the composition,
the publicis filling the tiered seats and an awning pro-
vides shade to a small section of the bullring.
Throughout most of his career, Garciay Ramos spe-
cialized in subjects of modern life in Andalusia, pref-
erably scenes of his beloved hometown of Seville. In
these often joyful views, the painter included identifi-
able elements from this particular region of Spain, such
as flamenco dancing, regional costumes, and famous
monuments and buildings. A contemporary British
author wrote of his paintings: “He interpreted the light
and romantic side of life, with an air at times of the old
and brilliant chivalry so identified with his nation.”? In
this work, Garcia y Ramos chose to paint one of the
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José Garciay Ramos

147

most popular scenes of Andalusian life, capturing the
rush of activity outside of Seville’s historic bullfighting
arena, one of the world’s most distinguished bullrings.
The Puerta del Principe, which Garciay Ramos only par-
tially depicts, is located on the eastern part of the bull-
ring, facing the Gualdalquivir River. Traditionally, only
the most successful toreadors are allowed to exit the
arena by this door after an outstanding performance,
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and they are generally carried out on the shoulders of
an exuberant crowd. This historic entrance was com-
pleted before 1787, coinciding with the first construc-
tion phase of the building in the eighteenth century.2
Garcia y Ramos meticulously reproduced every
detail of the architecture and figures in the compo-
sition with precise brushwork, an interest reflected
even in the modeling of the letters that are carved



in the entrance to the bullring, which clearly reads
“Plaza de Toros.” The crowd of people gathered at the
entrance of the plaza permitted the artist to reproduce
their dresses, fans, hats, and most importantly, their
expressions, as some figures look directly out of the
picture, inviting the viewer to be part of this festive
event where people go to see and be seen.

This image was almost surely elaborated in the
same manner as the other Garcia y Ramos painting
(cat. 146): the artist would have made a preparatory
drawing on paper to outline the composition that
would be traced onto the panel. This process furthers
the understanding of how Garciay Ramos was able to
achieve such accuracy in painting, with few significant
changes made from the original composition.

The painting was probably finished not long after
1882, the year Garcia y Ramos decided to reside per-
manently in Seville after accepting the position of Pres-
ident of the School of Fine Arts, a period in his careerin
which the artist specialized almost exclusively in these
types of picturesque little paintings. The panel was
sold on the international art market, where these kinds
of works by Garcia y Ramos were in notable demand.
The British art critic Alfred George Temple commented
on this interest in the early twentieth century, stating
that “most of this painter’s pictures are in America,
but there are by no means a few in England.”3 Indeed,
Sterling Clark acquired this painting in London. The
subject of bullfights and bullrings, a theme so identi-
fied with Spain, and especially works related to the
famous Plaza de Toros in Seville, attracted the atten-
tion of other prestigious American collectors such as
William H. Vanderbilt, who wanted to commission Fran-
cisco Domingo Marqués, another artist represented in
the Clark’s collection (see cat. 125), to create a painting
representing bullfighters exiting this historic bullring.4

This painting is closely related to Inside the Bull-
ring (cat. 146), and it was probably conceived as a
pendant, as we find in other cases in the Garciay
Ramos oeuvre. Although both works perfectly comple-
ment each other, they are individually meaningful and
stand perfectly on their own. Each work reflects the
intention of the artist, which was the depiction of a
picturesque event in Seville, a location that he delib-
erately emphasized in these paintings by inscribing
“Sevilla” underneath his signature. MR

PROVENANCE [N. Mitchell, London, sold to Clark, 25 Oct.
1935]; Robert Sterling Clark (1935—55); Sterling and Francine
Clark Art Institute, 1955

José Garciay Ramos

EXHIBITIONS Williamstown 1983a, no cat.; Williamstown
1988b, no cat.; Williamstown 1988-89, no cat.; Williams-
town 1992a, no cat.

REFERENCES None

TECHNICAL REPORT The support is a pale-colored, tight-
grained hardwood panel, 1 cm thick, with the wood grain
running vertically. The reverse has steep chamfered edges
(1.9 cm wide) and is branded with a small oval label read-
ing “Giosi Roma.” This panel is more in plane than the com-
panion painting (cat. 146), possibly due to the thicker cut of
wood. In general, the paint layer is in very good condition,
with only minor cracks in the direction of the grain. There
are some frame abrasions and scratches at the top and bot-
tom edges. The signature, executed in brown ink, is in good
condition. The varnish is shattering on the right side, where
the wood’s shrinkage has caused compression cracks to form
in the direction of the grain. There is also a varnish scratch
in the red shawl of the center female figure, as well as in the
fan of the woman behind her. Itis believed the two paintings
were cleaned in 1935 by Madame Coince. The varnish may be
the original coating, or the cleaning was done with excep-
tional care, as there is no evidence of solvent damage in the
thin dark paint details. The coating is only slightly yellowed
and is slightly shinier than the coating on the companion
scene. There are no retouches on the surface.

The ground is a thin wash of off-white color, yet more
substantial than that on the other panel. The surface has
diagonal abrasion marks, as if the artist sanded the ground
to thin it further. The ground layer is visible throughout, and
the underdrawing is easily detected on the architecture, and
appears to be done in black ink. Using infrared reflectogra-
phy, alterations are found in the drawing of the pediments
over the side doorways, which were originally placed higher
on the wall. There are also some changes to the position of
the legs of the left-most horse. There seems to be a brown
and black paint sketch below the final paint, visible at the
edges and gaps in forms. The paint is vehicular, thin, and
applied wet-into wet, in small, loose impastos. Black ink may
have been used for some details.

1. Temple 1908, p. 91.

2. Formore about the bullring and this emblematic entrance
see Cossio 1964, vol. 1, pp. 550-54, and Morales et al.
1981, p. 101-2.

3. Temple 1908, p. 92.

4. Rodriguez Garcia 1950, p. 39.
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