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See How the ancient Spaniards hunted bulls on horseback in the countryside.

This preparatory drawing passed by inheritance in 1828 to Javier Goya, the painter's son, and
in 1854 to Mariano Goya y Goicoechea, the artist's grandson. It was subsequently owned by


http://fundaciongoyaenaragon.es/obra/modo-como-los-antiguos-espanoles-cazaban-los-toros-a-caballo-en-el-campo-estampa/1651

Valentin Carderera (ca. 1861) and Mariano Carderera (1880). In 1886 it was acquired from
Mariano Carderera, along with many other drawings by Goya, including almost all the
preparatory studies for the Bullfight, by the Directorate General of Public Instruction, and
was assigned to the Prado Museum, where it entered on 12 November 1886.

ANALISIS ARTISTICO

See How the ancient Spaniards hunted bulls on horseback in the countryside.

Preparatory drawing of the print Manly courage of the famous Pajuelera in the one in
Zaragoza. Like the print, the preparatory study shows how the famous Pajuelera, mounted on
her horse, fights with a bull that she is stinging, while a farmhand holds the bull to prevent it

from escaping.

In this case there are few elements different from the later engraving, the most notable being
the bullfighter's facial expression, which here is more friendly and less eloquent. The
arrangement of her hair is also different, as it is tied back, whereas in the print it is loose.
The same is true of the background: here we see the barrier and the bullrings full of
spectators - although only suggested by lines outlining bulges - whereas in the engraving
Goya reduces the audience to a single group on the right of the composition.

The use of light is similar to that found in the print, with just over the left half of the drawing

being illuminated.
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