








rece sencillo distinguir el enlace de la obra realista con la 
pintura del relato bíblico. Sin embargo, observados en su 
conjunto, los cuadros religiosos indican que el papel juga-
do por la fotografía en la etapa realista lo cumple ahora el 
dibujo, lleno de registros verídicos. La imagen fotográfi ca 

rioz, azken urteetako publikoarentzat Isabel Baquedano 
Paradisutik kanporatzea  obraren egilea zen, edo deikunde 
harrigarriena. Lehen begiratuan, ez dirudi erraza obra 
errealistaren eta kontakizun biblikoko pinturaren arte-
ko lotura egitea. Hala ere, horiek denak batera ikusita, er-

ADÁN Y EVA, C. 2007. ACRÍLICO SOBRE LIENZO ADHERIDO A TABLERO. HEREDERAS DE ISABEL BAQUEDANO / ADAM ETA EVA, 2007?. TAULARI 
ATXIKITAKO OIHAL GAINEKO OLIO-PINTURA. ISABEL BAQUEDANOREN JARAUNSLEAK. 65 X 50,5 CM (MUN)
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no se aplica directamente sobre el cuadro sino que la pin-
tora estudia las fi guras transfi riendo imágenes diversas, o 
fotografi ando a personas cercanas que acaban dibujadas 
sobre el lienzo. De ahí que, gracias a ese trasvase, muchas 
de las escenas aparenten ocurrir en tiempo presente y 
con actores reales, demostrando una vez más que la ar-
tista actúa libre de prejuicios y normas. De este modo, la 
impronta de la mano podrá retener la condición de excep-
ción de lo sagrado, a benefi cio de su aparición impensada 
siempre favorecida por el uso de formatos reducidos, que 
le facilitarán repetir el cuadro cuantas veces haga falta. 

Así, la depuración técnica ejercitada cuadro a cuadro 
y día tras día ante lo desconocido le permitirá atravesar la 
Historia del Arte Cristiano sin miramientos alcanzando 
una posición realmente contemporánea por su singular 
interpretación y veracidad del trazo.

lijio arloko koadroek adierazten dute argazkigintzak aldi 
errealistan zeukan eginkizuna orain marrazkiak duela, 
benetako erregistroz beterik dagoenak. Argazki irudia ez 
da zuzenean aplikatzen koadroan: margolariak fi gurak 
aztertzen zituen, eta askotariko irudiak ekartzen zituen, 
edo inguruko pertsonei argazkiak egiten zizkien, mihi-
searen gainean haien irudia marrazteko. Ondorioz, leku 
batetik bestera eramateari esker, badirudi eszenetako 
asko orainaldian gertatzen direla benetako aktoreekin. 
Horrek agerian uzten du, berriro ere, artistak aurreiri-
tzirik eta araurik gabe jarduten zuela. Horrela, eskuaren 
aztarnak sakratua denaren salbuespen izaerari eusten 
ahal dio, ezusteko agerpenaren alde, zeinari beti lagun-
tzen baitzion formatu txikien erabilerak; formatu txiki 
horiek aukera ematen zioten koadroa behar beste alditan 
errepikatzeko. 

PARAÍSO, DÉCADA DE 2000. GRAFITO SOBRE PAPEL VEGETAL. HEREDERAS DE ISABEL BAQUEDANO / PARADISU, 2000KO HAMARKADA. GRAFITOA LANDARE-
PAPEREAN. ISABEL BAQUEDANOREN JARAUNSLEAK 29,3 X 29, 5 CM (MN)
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Quizá por eso la primera reacción ante sus obras sea 
de sorpresa y admiración hacia el acontecimiento inex-
plicable del color, capaz de fi jar la escena en un instante 
preciso y de proteger al mismo tiempo la cualidad activa 
de su aparición. Fijémonos en la fi gura plena de humani-
dad del ángel de la Anunciación –no lleva alas- en contra-
posición a tan atrevida y precisa borradura del rostro de 
María, parecería que con el solo fi n de provocar la difícil 

Horrela, ezezaguna denaren aurrean koadroz 
koadro eta egunez egun fi ndutako teknikari esker, Arte 
Kristauaren Historia zeharkatu zuen zuzenean, eta jarre-
ra benetan garaikidea hartzea lortu zuen, bere trazuaren 
interpretazio eta egiazkotasun bereziagatik.

Beharbada horregatik haren obren aurrean izaten 
den lehen erantzuna ustekabea eta mirespena dira kolo-
rearen gertaera adierazezinarekiko, gai baita eszena une 

DESCENDIMIENTO, 1997. ACRÍLICO SOBRE LIENZO. COLECCIÓN PARTICULAR / ERAISTEA, 1997. OIHAL GAINEKO PINTURA AKRILIKOA. BILDUMA 
PARTIKULARRA. 46 X 38 CM (MUN)
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Presented simultaneously in two complementary exhibitions 
at the Museo de Navarra and the Museo Universidad de Na-
varra, On Beauty and the Sacred provides an opportunity to 
contemplate, for the fi rst time in Pamplona, the diff erent peri-
ods in the oeuvre of painter Isabel Baquedano, who was born 
in Mendavia, Navarre, in 1929 and died in Madrid in 2018.

The exhibition was previously presented at the Museo de 
Bellas Artes de Bilbao, where it was initially conceived by 
the artist herself as a pocket-sized show focusing on her reli-
gious works. But her unexpected death, which subsequently 
provided access to the works she kept at her studios in Pam-
plona and Madrid, made it necessary to take a closer and 
more-organized look at her oeuvre, ranging from her very 
fi rst paintings in the 1950s to her fi nal works. 

Isabel Baquedano lived in Pamplona from 1957 to 1988, 
the year she retired as a teacher from the School of Arts and 
Cra� s of Pamplona. Many of the paintings on display in the 
exhibition were painted at her studio on the street of Calle 
Yanguas y Miranda. 

Baquedano was an expert on art history and passionate 
about the subject. Her great respect for painting may be the 
source of the non fi nito and pentimenti nature of many of her 
most beautiful works, not to mention the astonishingly wide 
range of technical inventions she explored to provide support 
for the painting, above and beyond the sense of representa-
tion in pursuit of the truth of the unnamed. It is no accident 
that the authenticity of her work springs from this truth. 

ISABEL BAQUEDANO, DE LA BELLEZA Y LO SAGRADO

sutura de lo religioso y lo profano, para que la imagen no 
se cierre ni en un sentido ni en otro, sino que se forme 
justo en el gozne y pueda dar semblante a lo sagrado; re-
curriendo si hiciera falta a la buena forma para refl ejar la 
soledad de las fi guras en Adán y Eva; o para ordenar el ver-
dadero enjambre de tantas manos, de rostros y fi guras, de 
colores y trazos sueltos en el Descendimiento,  y de detalles 
“inesenciales” bien tramados por la representación siem-
pre verista de Isabel Baquedano, con objeto de plasmar el 
relato divino, digamos que a las puertas de su deseo. Todo 
ello mediante una suerte de deconstrucción del sentido 
practicada de manera implacable sobre el corazón mis-
mo del cuadro, y con la sola guía del goce por la pintura.

zehatz batean fi nkatzeko eta, aldi berean, agerpenaren 
balio aktiboa babesteko. Jar dezagun arreta Deikundea 
obrako aingeruaren fi guran, gizatasunez beterik baita-
go –ez dauka hegalik–; horrekin kontrajarrita, Mariaren 
aurpegiaren zehaztugabetasun ausarta eta zehatza dago. 
Badirudi horien asmo bakarra dela erlijiosoa denaren eta 
profanoaren arteko sutura zaila eragitea, irudia ez dadin 
itxi ez zentzu batean, ez bestean, eta gontzean justu 
osa dadin, sakratua denari aurpegia eman ahal izateko. 
Beharrezkoa izanez gero, forma onera jotzen du, Adam 
eta Evaren fi guren bakardadea islatzeko, edo esku, aur-
pegi eta fi guren nahas-mahasa, kolorez eta trazu soltez 
betea, antolatzeko Eraistean. Halaber, forma onera jotzen 
du xehetasun “ez-funtsezko” batzuk antolatzeko, Isabel 
Baquedanoren irudikapen veristak ongi bilbatu zituenak 
kontakizun jainkotiarra agertzeko asmoz, haren nahitik 
hurbil, esan dezagun. Hori guztia egiten zuen zentzua-
ren nolabaiteko dekonstrukzio baten bidez: koadroaren 
mamian bertan zorrotz aplikatzen zuen, gidari bakarra 
pinturaren gozamena zuela. 
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A life of painting
The drawings and other works from the early 1950s that 
open the exhibition at the Museo de Navarra eloquently re-
fl ect Baquedano’s natural disposition for art, as if she had 
always been aware that a work’s meaning resided in the in-
dependent fact of painting. With her clean, decisive line and 
stunning use of colour, she worked quickly and intensely in 
search of her own style. 

In the 1960s, Baquedano was a very publicly active paint-
er who exhibited frequently and enjoyed widespread critical 
acclaim. In just a few years, her work evolved from fi gurative 
realism with social overtones to iconographies of great eco-
nomical formality that seem to embrace certain aspects of 
pop art. In this period, Baquedano also began constructing 
paintings based on the use of diff erent photographic imag-
es with some autobiographical components and structured 
them through colour. These were key aspects of her realistic 
paintings, though the artist learned to resolve them by avoid-
ing the risks arising from her great technical skill. 

In the 1970s, her works reached a kind of realistic peak 
that corresponded with the emotional well-being she en-
joyed at the time. One example of this is the painting com-
monly known as Pareja/Couple, in photographic black and 
white, but tightly woven with colour, in counterpoint to the 
1979 still life Mesa/Table, with an even more extreme colour 
scheme and resolved through appropriation of the remains 
of a previous painting in which the artist tried to evoke her 



memories of the dining room of the International Hotel in 
Canfranc. In this example of the involvement of biography, 
representation is the excuse she uses to snare that which 
gives ultimate meaning to her works by relying on the un-
conscious to provide what the painting lacks. 

It is not easy to date Baquedano’s works, given the abso-
lute liberty she enjoyed with respect to themes and material 
questions (techniques and the size of her works), not to men-
tion the way she worked on paintings she had just started, 
as well as others initially considered to be fi nished. Therefore, 
the date of acquisition of one of her self-portraits provided 
the date of 1977 for other paintings, even though the colour 
palette and the fi gures’ timelessness make it diffi  cult to place 
these works among those completed at that time. The small 
Camareros/Waiters paintings can be imprecisely dated in the 
broad time frame of the late 1990s and early 2000s, but the 

Figura tumbada en un sofá/Figure reclining on a sofa series is 
currently impossible to date. The same is true of some of the 
still lifes she was always working on “without thinking” when-
ever she wanted to “take a rest from painting”, as she said.

Displaying what one lacks
Isabel Baquedano enjoyed a long life devoted fervently to 
painting. When contemplating all the works in the two ex-
hibitions in Pamplona, it is surprising that, despite all the 
technical changes from one period to another, the paint-
ings maintain the same biographical function, as if living 
and painting were correlative. This makes us wonder if 
painting enabled the artist to assume a symbolic position 
in the world and with others that makes us participants 
in her adventure through the paintings’ latent enigma and 
rare beauty. 

ANUNCIACIÓN, 1995. ACRÍLICO SOBRE LIENZO. COLECCIÓN PARTICULAR / DEIKUNDEA, 1995. OIHAL GAINEKO PINTURA AKRILIKOA. BILDUMA 
PARTIKULARRA. 35 X 36 CM (MUN)

MUSEO UNIVERSIDAD DE NAVARRA / 13



 In the territory of art, the 1980s transpired under the 
illusion of an uprising described as the transavantgarde, 
based on the subject’s inherent and unique features and 
the participation of desire in the material making of art. The 
particular form of realism of Baquedano’s work therefore 
underwent unexpected changes in those years. Thanks to 
her daily work, the artist began recognizing new motifs and 
ways of painting that inevitably led her to religious themes, 
a� er fi rst making certain sentimental and pictorial amends 
through Greek landscapes, the fi gure of women in desolate 
landscapes that were so diff erent from the still lifes full of 
light and colour that she had always painted; and the biting 
irony of Gilda. Inescapable events in painting that occurred 
throughout the 1980s and a good part of the 1990s enabled 
her to renew the pleasure of painting of apparently mundane 
motifs and sizes (examples include the paintings Malabaris-
tas/Jugglers, Los camareros/The Waiters on display at the 
Museo Universidad de Navarra). Yet these scenes never stop 
proclaiming her position as a woman in the presence of the 
Other, who is us as we contemplate these works.

The colour of the image
Isabel Baquedano kept most of her early works at her studio 
in Pamplona, including a small oil painting called Carrusel/
Carousel, painted as a class exercise while she was studying 
at the Academia de Bellas Artes de San Fernando in Madrid. 
The painting shows that Baquedano was very familiar with 
the properties of colour required for naturalistic representa-
tion and had succeeded in fi nding a unique way to visualize 
an eminently phenomenon-based event. 

She had also kept Capilla domiciliaria/Home Chapel, paint-
ed in the late 1950s in the verismo style that was popular at fi ne 
arts schools. However, when viewed as a whole, the work is 
structured by combining discontinuous and independent parts: 
the leafy green branch that comes from nowhere to spatial-
ly and temporally activate the scene, the white rectangles of 
the doors that “perforate” the painting and take it beyond the 
realm of representation, and the illusion of perspective that 
comes not from the volume of the chapel, but from its refl ec-
tion on the table; an illusion the painter maintains throughout 
by using a shade of blue that is so hard to describe. 

These paintings display two polarized approaches that 
clash and converge with total freedom, sometimes express-
ing the characteristic quality and condition of a photograph; 
o� en making the combinations of colour, especially the 
whites, brighten the scene as if it were a snapshot; and other 
times veiling the painting with the stolen colour of desire. 

These multiple technical devices were used by the art-
ist to renew works (such as those featuring the circus and 
waiters) in which colour animates the schematic nature of 
the scenes, as if they were our own lives. This is what hap-
pens in the landscaped scene Malabaristas/Jugglers, with its 
contrasting luminous blues and ochres, which fi t in neatly 
thanks to the delicate opacities distributed throughout the 
painting. And the play of arms and shadows, painted at the 
edge of the canvas to give the scene depth, are like enig-

matic fi gures that alter and transcend the theme’s apparent 
levity. The many works painted since 2000 also announce 
other ways of drawing without losing the painter’s realistic 
approach, as witnessed by Sin título (Diábolos sobre fondo 
ocre)/Untitled (Diabolos on an Ochre Background), in which 
the line is smudged to turn the scene into the scenario of our 
own relationship with the Other, which may be one of the 
dominant themes in the oeuvre of Isabel Baquedano.

The most beautiful story
The work of Isabel Baquedano focused on the history of 
the Old and New Testaments for more than two decades. 
Because of her reluctance to make revisions of any of her 
previous works, Isabel Baquedano became known in her fi -
nal years as the painter of Adán y Eva/Adam and Eve and 
her eye-catching Annunciations. At fi rst glance, it is not easy 
to see the connection between Baquedano’s realistic works 
and her paintings from the Bible. However, when observed 
as a whole, the religious paintings show that the role played 
by photography in her realistic period was taken over by 
drawing full of truthful images. Baquedano did not apply the 
photographic image directly to the painting, but did a study 
of the fi gures by transferring diff erent images or photograph-
ing close friends and relatives and then drawing them in the 
painting. As a result of this transfer, many of the scenes seem 
to happen in the present with real people, thus showing once 
again that the artist was unbiased and followed no rules in 
her creative process. In this way, the work of the hand could 
continue to respect the exceptional nature of the sacred in 
benefi t of its unintentional appearance, always favoured 
by the use of small formats that made it easy to repeat the 
painting as many times as necessary. 

The technical skill she used day a� er day in each painting 
to explore the unknown enabled her to unabashedly march 
through the history of Christian art to reach a truly contempo-
rary position due to her unique interpretation and truthful line.

The fi rst reaction to these works may be surprise and 
admiration for the inexplicable occurrence of colour ca-
pable of establishing the scene in a precise instant while 
protecting the active quality of its appearance. In the very 
human (unwinged) fi gure of the angel in Anunciación/Annun-
ciation in contrast with the boldly erased face of Mary, for 
what seems to be the sole purpose of poking into the open 
wound between religious and secular so that the image does 
not favour one or the other, but sits squarely on the hinge 
and refl ects the demeanour of the sacred; in the way good 
form is used when necessary to refl ect the loneliness of the 
fi gures in Adán y Eva/Adam and Eve; in the need to orga-
nize the array of hands, faces and fi gures, colours and stray 
lines in Descendimiento/Descent from the Cross; and in the 
well-plotted “non-essential” details always present in Isabel 
Baquedano’s verismo style, whose aim is to tell the holy story 
at the threshold of her own desire. She does this through a 
kind of deconstruction of meaning relentlessly implemented 
on the very heart of the work and guided only by the love of 
painting.
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Artista de dedicación diaria y apasionada a la pintura, Isabel 
Baquedano (Mendavia, Navarra, 1929 - Madrid, 2018) inició 
su carrera a comienzos de la década de 1960, con una orien-
tación fi gurativa realista, realizando una obra que, sin perder 
de vista el arte Pop entonces en boga, poseía un fuerte trasfon-
do social. Después su pintura se deslizaría hacia lo simbólico, 
y los paisajes urbanos así como la realidad cotidiana dieron 
paso a temas y asuntos procedentes del mundo clásico o de la 
propia historia del arte. Fue una creadora poco conocida por 
el gran público, si bien su trabajo disfrutó de un temprano re-
conocimiento crítico. En 1957 ganó por oposición la plaza de 
Profesor de Dibujo en la Escuela de Artes y Ofi cios de Pamplo-
na, donde desarrolló un importante magisterio en sucesivas 
generaciones de artistas navarros.
Extremadamente exigente con su trabajo, supo traspasar su 
propia destreza técnica y trató de llevar la pintura al límite, 
enfrentándonos en el cuadro al enigma de lo sin nombre que 
habita más allá de lo visible. 

Isabel Baquedano was passionate about art and painted on a daily basis. She was born in Mendavia, Navarre, in 1929 and died in 
Madrid in 2018. She started her career in the early 1960s as a painter of fi gurative realism with social overtones, though she also ex-
plored aspects of pop art, which was very popular at that time. Her painting later become more symbolic and her urban landscapes 
and scenes of everyday reality were gradually replaced with themes and subject matter typical of the Classical world and the history 
of art. As a creator, she was not well known by the general public, though her early work received critical acclaim. In 1957, she 
was awarded a teaching position in drawing at the School of Arts and Cra� s of Pamplona, where her infl uence as a teacher helped 
motivate several generations of artists from Navarre.
Baquedano was extremely demanding of her own work and learned to go beyond her technical skills in an attempt to push the 
limits of painting and bring the viewer face to face with the unnamed that resides in the space beyond what is visible.

Isabel Baquedano artista (Mendabia, Nafarroa, 1929-Madril, 
2018) egunero aritzen zen lanean, eta pinturazale amorratua 
zen. XX. mendeko 60ko hamarkadaren hasieran abiarazi zuen 
bere ibilbidea. Orientazio fi guratibo errealista zuen, eta bere 
obrak oinarri sozial sendoa zuen, betiere une horretan modan 
zegoen pop artea bistatik galdu gabe. Ondoren, bere pintura 
sinbolismorantz lerratu zen, eta, hiri paisaien eta eguneroko 
errealitatearen ordez, mundu klasikotik edo artearen historia-
tik beretik zetozen gaiak eta kontuak agertzen hasi ziren. Oro 
har, ez zen sortzaile ezaguna izan. Hala ere, bere lanak kriti-
karen aintzatespena jaso zuen goiz-goizetik. 1957an Iruñeko 
Arte eta Lanbide Eskolako marrazketa irakasle izateko lanpos-
tua lortu zuen oposizio bidez, eta bertan irakaslan handia egin 
zuen Nafarroako artisten hainbat belaunaldirekin.
Bere lanarekin ezin zorrotzagoa izanik, gai izan zen bere tre-
betasun teknikoa zeharkatzeko, eta pintura muga-mugaraino 
eramaten saiatu zen. Horrela, izenik ez duenaren enigmari 
aurre egin behar diogu koadroan, ikusten ahal denetik ha-
rantzago dagoen horri, alegia.
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