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1. Federico Sáenz Venturini (1869-1941)
Family pantheons of José L. Unamuno and Rafael Gutiérrez (No. 7 

and No. 1, blocks 28 and 29)

2. Ricardo Iñurria (1908-1995)
Bilbao Sanz family pantheon (1957) (No. 7, block 20)

3. Joaquín Lucarini (1905-1969)
Hormaeche family pantheon (1936) (No. 2, block 20)

4. Manuel Basterra (1882-1947)
Maestre Tomé family pantheon (1906-07) (No. 86, block B)

5. Quintín de Torre (1877-1966)
Amelia Lucia family pantheon (1908) (No. 8, block A)

6. Quintín de Torre (1877-1966)
Cámara family pantheon (1909) (No. 3, block A)

7. Quintín de Torre (1877-1966)
Marcelino Ibáñez Betolaza family pantheon (1907) (Block P)

8. Valentín Dueñas (1888-1952)
Martín de Aldama family pantheon (No. 41, Avenue San Nicolás)

9. Valentín Dueñas (1888-1952)
Echevarría La Llana family pantheon (Block E)



10. Higinio Basterra (1876-1957)
Maíz Nordhausen family pantheon (c. 1925) (Block G)

11. Higinio Basterra (1876-1957)
Mausoleum to the children of the Teatro Circo in the Ensanche 

(1916) (Plaza de Nuestra Señora de Begoña)

12. Quintín de Torre (1877-1966)
Pedro Maíz family pantheon (Block L)

13. Higinio Basterra (1876-1957)
Maestre family pantheon (1928) (Block J)

14. Enrique Barros (1905-1990)
Fano family pantheon (1932) (No. 32, Block 10)

15. Higinio Basterra (1876-1957)
Azcue family pantheon (1908) (Block O)

16. Nemesio Mogrobejo (1875-1910)
Mogrobejo family pantheon (1906) (Block O)

17. Valentín Dueñas (1888-1952)
Ricarda Esteban family pantheon (Block 17)

18. Juan Daniel Fullaondo (1936-1994)
Pantheon (Block 33)



5. DERIO CEMETERY

The city of Bilbao has three cemeteries. The Vista Ale-
gre graveyard in Derio is the largest of them. Opened 
in 1902, its streets and squares offer an excellent col-
lection of pantheons and chapels that bear witness 
to the artistic interests and tastes of that time. In ad-
dition to receiving human remains, it is an authentic 
museum of Basque statuary art from the first half of 
the twentieth century. 
Many of the creators are known, although some 
works are anonymous. The most represented sculp-
tors, Quintín de Torre (1877-1966) and Higinio Basterra 
(1876-1957), provide a mixed artistic overview of their 
evolution. There is also one important work by Nemesio 
Mogrobejo (1875-1910). No less are the three contribu-
tions by Valentín Dueñas (1888-1952). There are sever-
al works by Manuel Basterra (1882-1947) that show his 
tendency to innovate. Federico Sáenz Venturini (1869-
1941) is an author to be discovered. The cemetery 
can also count on a relief by Lorenzo Fernández de 
Viana (1866-1929) and angels by Manuel Moreno San 
Román (1891-1969). Artists belonging to the genera-
tion of the Republic are very well represented through 
the statues of Joaquín Lucarini (1905-1969), Enrique 
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Barros (1905-1990), Amador Lucarini (1907-1971), and 
Ricardo Iñurria (1908-1995). Moreover, the efforts of 
many master builders and craftsman job shops early 
last century must be highly valued. Among the former 
are Manuel Escondrillas (1853-1922), Ángel Iturralde 
(1850), and Pedro Peláez (1839). Among the latter, Ser-
afín Basterra (1850-1927), Vicente Larrea (1852-1922), 
Alfredo Lucarini, Elorriaga y Segurola and Tomás Al-
tuna e Hijos. After the Civil War, the work of the ar-
chitect Juan Daniel Fullaondo (1936-1994) stands out, 
with true avant-garde sculptural merits. 
The plastic experiences which can be observed do not 
only respond to artistic interests but also bear the un-
mistakable seal of reflection. They allude not only to 
the beyond but also to the feelings of those who are 
left behind, through generic allegories or humane and 
pious representations. 
A visit to the cemetery in Derio offers the possibility 
of losing oneself in its extensive space and gradually 
discovering for oneself the expressive and artistic 
wealth it holds, although it is also possible to follow a 
route on which the most important pieces have been 
selected. 



1
Federico SÁENZ VENTURINI (1869-1941)

Federico Sáenz 
Venturini (1869-
1941) was a sculp-
tor who preferably 
devoted himself to 
teaching at the Arts 
and Crafts School 
in Bilbao. Always 
attentive to the 
training of young 
people, he did not 
produce much or 
sign many works. 
Derio cemetery has 
two specimens that 
reveal not only the 
professional quali-
ties of his trade but 
also certain mod-
ernist reminiscenc-
es. The figures are 
female allegories 
which are shown 
half-naked and with 
their body curves 
showing through. 
The garments both 
wrap and undress 
at the same time. 
The artist from Bil-
bao shuns fash-
ionable rhetoric 
and offers a more 
humanist perspec-
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Family pantheons of José L. Unamuno and 
Rafael Gutiérrez (No. 7 and No. 1, blocks 28 and 29)

tive. It advances us into a 
revelation of the beyond, 
like that of a pure soul 
that raises its gaze and 
shows its solace with its 
hope in the beyond. The 
robes have a classical 
air and are reminiscent 
of Greek statuary. Once 
piece is represented with 
a tunic gathered at the 
waist with straight folds 
and the other has a kind 
of evanescent smock that 
leaves the breast and one 
of its legs uncovered. The 
modelling is rounded off 
with the gentle work of 
the folds. The two anato-
mies are supported on a 
recessed rear plane. The 
figures are upright, with 
their heads held high, but 
their arms and legs are in 
different positions. They 
have am allegoric flavour, 
whose spirituality is more 
profane than religious on 
eliminating the habitual 
attributes. One of them 
even holds a bouquet 
of flowers in one of its 
hands, an unequivocal 
modern sentiment.



2
Ricardo IÑURRIA (1908-1995)

Ricardo Iñurria Arzubide (1908-1995), from Santur-
tzi, designed the tomb for the Bilbao Sanz family. The 
headpiece is square, providing a wide frame that acts 
as a support for a flat cross and contains the Greek let-
ters alpha and omega, symbols of the beginning and 
the end. In the dark stone from Hontoria, the sculptor 
has carved a Pietà that seems to freeze the extraor-
dinariness of Miguel Ángel Buonarrotti. The work is 
emphatic and homogeneous, totally unfaltering. The 
plastic art balances the feeling of loss. The bodies are 
arranged in a triangle. On the right, the lifeless body of 
Jesus is slightly raised from the waist up, whereas the 
legs are placed horizontally. His mother, the Virgin, is 
holding him up, while at the same time looking forward 

and raising 
up her lam-
entation with 
c o n t a i n e d 
drama.
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Bilbao Sanz family pantheon (1957) (No. 7, block 20)



3
Joaquín LUCARINI (1905-1969)

Joaquín Lucarini Macazaga (1905-1969) is the artificer 
of the Hormaeche family pantheon. He produced it in 
the 1930s, when he cooperated with Isidoro Guinea 
(1893-1947) in the design of some commemorative 
tombstones. The tomb is symmetrical and has an in-
dubitable Art Deco air. In spite of the lack of decora-
tive elements, it has a compendium of colours and tex-
tures that stir the senses. The perimetric delimitation 
includes some solid cubist forms that give order to 
the enclosure. The religious sentiment is observed in 
the finishing elements of the corners, which are based 
on the conversion into volume of a cross whose plan 
view is drawn on all their sides. A large Sacred Heart 
in relief is represented on the front. The anatomy iden-

tifies with the shape of the cross 
and is geometrically delimited. If 
the treatment of the body is uni-
tary, uniform repetitive and rhyth-
mic, the face is shown serious and 
transcendent, serene and harmo-
nious at the same time.
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Hormaeche family pantheon (1936) (No. 2, block 20)



4
Manuel BASTERRA (1882-1947)

The tomb of the Maestre Tomé family is apparently 
modest. The coffin is simple, with no ornamentation 
whatsoever. The planes are clean and simply delimit the 
matter. Arranged on the upper surface is a large cross, 
whose volume emerges directly from the block. In total 
artistic harmony with these constructive schematics, 
the sculpture at the head accentuates the compact 
unity of the mass and has some very accurate straight 
cuts. It represents a mourning cloaked figure and has 
a rhomboidal cartouche on its chest where the name 
of the deceased has been etched. The human anatomy 
is geometrically structured in the manner of Cezanne. 
It shuns details, eliminates facial features and makes 
a series of agreements between human nature and 
the purest geometrical shapes. It has a vertical sym-
metry axis, yet shows the expressionist singularity of 
simplifies bony hands. Seemingly crude and unskilful, 
it is nevertheless imbued with the fullest protocubist 
modernity. It was produced in the workshop of Serafín 
Basterra Eguiluz (1850-1917), by his son Manuel Bas-
terra Berastegui (1882-1947), who had trained in Paris 
from 1902 to 1906, thanks to a grant from the Regional 
Government of Bizkaia. The work was produced on his 
return, between 1906 and 1907, at the same time that 
Picasso was painting the “The Young Ladies of Avi-

gnon”. The result is ex-
ceptional and the contrac-
tor was the master builder 
Nicomedes Eguiluz. The 
Mausoleum of Lieutenant 
Espinosa Orive, inaugu-
rated on 25-9-1935, is by 
the same author and has 
similar figurative synthe-
sis. 
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Maestre Tomé family pantheon (1906-07) 
(No. 86, block B)



5
Quintín de TORRE (1877-1966)

The tomb of the Lucia family dates from 1908 and pro-
vides a place of prayer and withdrawal in the presence 
of death. Quintín de Torre Verastegui (1877-1966) has 
created a cave by way of an open chapel by means of 
artificial stone that simulates rock, offering a compari-
son with a traditional Nativity scene. The plastic art 
ensemble is integral and has both free-standing piec-
es and others applied onto the wall, as well as an inter-
esting use of different materials that provides a special 
chromatic treatment. The frieze of reliefs, arranged on 
the wall around the empty coffin, illustrates the most 
characteristic episodes in the life of Christ. The statues 
are about life-size and form a thematic unit that refers 
to the death of Jesus. They are made of white marble 
and undergo an azure sensation. The carvings are of 
high quality and demonstrate a certain virtuosity. The 
matter submits to the will of the artist and proves to be 
ductile and malleable, with a smooth undulating sur-
face that invites one to touch. The tragic note is only 
shown in the faces. Mary is holding the long body of 
the Saviour and together they form a very expression-
ist Pietà. The first period of the Bilbao sculptor can 
be seen in these two pieces. Behind, somewhat apart, 
is St. John, the favourite disciple, who is illustrated 
already within nineteenth century canons of expres-

sive balance and idealism 
in attitude. The pantheon 
witnesses the transition 
and marks a turning point 
between the two creative 
periods of the artist.
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Amelia Lucia family pantheon (1908) (No. 8, block A)



6
Quintín de TORRE (1877-1966)

Quintín de Torre Verastegui (1877-1966) is a versatile 
sculptor who composes very painstaking plastic arts 
scenographies. The tomb of the Cámara family (1909) 
shows a notable economy of elements and provides a 
profound, serious and transcendent feeling. Exempt of 
unitary narrative, the composition is bivalvular and has 
two focal points which are separated from each other. 
One of them is situated close to the floor, whereas the 
other is above, but between the two a joint reflection 
on death is offered. The monk is seated at the edge 
of the base and is absorbed in the circumlocutions of 
thought. His head is bowed while he stares at a book 
he is holding in his hands. His aged countenance re-
veals meditation about the inevitable passage of time. 
In the same way, the fragility of life is illustrated in the 

skull and the rock rising 
over a high column with 
a mixed capital arranged 
behind. The ensemble re-
views the spirit of the ba-
roque Vanitas by arrang-
ing it at the highest point, 
as the most important 
and certain aspect of hu-
man experience.
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Cámara family pantheon (1909) (No. 3, block A)



7
Quintín de TORRE (1877-1966)

This is the first project that the sculptor Quintín de 
Torre (1877-1966) carried out in cemetery at Derio. It 
was to be followed by many more, even going so far 
as to set trends and attract some followers. Before the 
nineteenth century period, he became known with dra-
matic scenes, somewhat theatrical and slightly expres-
sionist. This is the case with the pantheon of the Marce-
lino Ibañez Betolaza family. It was designed while he 
was in training in Paris, with a grant from the Regional 
Government of Bizkaia. The rough study dates from 
1902 and it was concluded in 1907. The ensemble con-
sists of a statue and a sculptural relief. The free-stand-
ing piece is at ground level and represents a seated 
woman who hides her face with a veil, a symbol of faith 
and death, while a figure that raises its lament towards 
the heavens projects from the wall at the head and is 
cut off. The result is eclectic, because the material, col-

our and treatment of the 
two pieces are consider-
ably different. The figure 
in the foreground is natu-
ralist and slightly distort-
ed. However, the one that 
closes off the composi-
tion is structural, rhyth-
mical and simplified.
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Marcelino Ibáñez Betolaza family pantheon (1907) 
(Block P)



8
Valentín DUEÑAS (1888-1952)

In the manner of Paco Durrio (1868-1940) who he was 
a disciple of and for whom he worked on the Monu-
ment to Arriaga, Valentín Dueñas Zaballa (1888-1952) 
generates a chromatic and plastic arts dialogue be-
tween architectural and sculptural, geometric purity 
and corporal anatomy. The tomb of the Martín Alda-
ma family has an entrance finished off with a frustum 
that sends us back to ancient Egypt. It assimilates the 
nineteenth century inheritance and the Hellenic spirit 
with a classical sentiment not exempt of references 
to the modern symbolic universe. It assumes the cult 
to the updating of the Greco-Roman past and exudes 
certain exotic tones that come from ancient cultures, 
very much in the style of Gauguin. At the same time, it 
bears witness to the trend towards innovation and the 
search for a nineteenth century ideal. It materialises 
both a simplified and even geometrised anatomy and 
a classical faces and hairstyles. The sculpture emerg-
es from the matter and is supported on the rear sur-
face. The white of the marble stands out convincingly 
against the darkness of the background. The female fig-
ure is represented with noteworthy organic accuracy, 
not exempt of dramatic purpose. It is hieratic and has 
central symmetry. She stretches her anatomy, while 

raising her gaze upwards. 
With her legs tucked un-
der her, she stretches out 
her arms and rests on her 
long hands, as an allegory 
that links life and death, 
sorrow and the search for 
consolation.
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Martín de Aldama family pantheon 
(No. 41, Avenue San Nicolás)
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Valentín DUEÑAS (1888-1952)
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Martín de Aldama family pantheon 
(No. 41, Avenue San Nicolás)
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Valentín DUEÑAS (1888-1952)

The architectural part of the Echevarría La Llana fam-
ily tomb returns us to antiquity. It consists of a tall 
block and two side sections, between which there are 
steps that descent to the crypt. On the walls of the 
pantheon there are dual reliefs carried out by Valentín 
Dueñas Zaballa (1888-1952). The forward ones are very 
schematically carved and represent allegoric female 
faces with hands on their foreheads, a sign of faith 
and thought. In contrast, the side walls hold carving in 
which musculature and anatomical chiaroscuro is val-

ued. With a certain “hor-
ror vacui” and tormented 
spirit, the bodies are 
closed in and adapt to the 
space, like living beings, 
until they form a restless, 
vibrant collection of sor-
rowful figures that show 
their grief.
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Echevarría La Llana family pantheon (Block E)
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Higinio BASTERRA (1876-1957)

The tomb of the Maiz Nordhausen family (c. 1925) is 
among the most unique in the cemetery. The ensemble 
is completely in the open and rises above the ground. 
Without interruption, the white marble is a huge mass 
that illustrates the moment of death. Higinio Baster-
ra Berastegui (1876-1957) has arranged the figures 
around the bed, bringing together spiritual and human 
references, from far and near. It is a V-shaped compo-
sition. On one side, Christ holds to his chest a child 
who stretches out his hand towards his neck, while 
opposite an angel raises its wings towards the sky. At 
the foot of the bed, the pain of sorrow is demonstrat-
ed through the representation of two bodies which 
are prostrate together, one on top of the other, indi-
cating opposing directions. At the side of the header, 
the bulbous treatment given to the white matter with 
which the heavenly atmosphere is represented must 
be emphasised. The artist adopts not only the gentle, 
idealised modelling that prevails in religious figures 

but also the turbulence of 
a very markedly human 
anatomy, whose outward 
direction brings to mind 
the artistic treatment of 
Rodin.
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Maíz Nordhausen family pantheon (c. 1925) (Block G)
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Higinio BASTERRA (1876-1957)

This mausoleum is monumental and occupies the great-
est surface area of any in the cemetery. It is a central 
place paid for by the city council and counting on the 
support of voluntary donations. It was created owing to 
the tragedy of the death of 44 persons, mostly young peo-
ple, at the Teatro Circo (Circus Theatre) in the Ensanche 
on the fateful 24 November 1912. The architectural part 
was designed by Ricardo Bastida (1879-1953) and erect-
ed by the master builder Benito Zumalde. The sculptural 
design was conceived by Higinio Basterra Berastegui 
(1876-1957) and carried out under his supervision by 
pupils of the School of Arts and Crafts and Overseers. 
The work began in 1913, was completed in 1916 and con-
tains a complex scheme of sculptures whose diversity 
is offered at different heights over a high plinth, which is 
reached by seven steps. The ensemble is surrounded by 
a metal railing and has a large garden around it. Presid-
ing over the scene is the winged figure of Father Time, 
depicted as an aged man with a long beard. It is situated 
between two tall columns, one truncated and the other 
with a mixed capital that reflects the fragility of life and 
the honour of the memory to be commemorated. The lam-
entation of sorrow is expressed by a female allegory that 
recalls the one arranged on the tomb of Casilda Iturrizar. 
The two reliefs contain childish figures. The one closer 

to the ground is on the side of 
a solid stone sarcophagus and 
shows stylised anatomies with 
white tunics, which appear to 
be waiting. The other, in bronze, 
is arranged on the vertical fac-
ing wall of the space and dem-
onstrates the apotheosis of 
proximity to God, re-living the 
biblical parable of “Let the lit-
tle children come to me”.
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Mausoleum to the children of the 
Teatro Circo in the Ensanche (1916) 

(Plaza de Nuestra Señora de Begoña)
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Quintín de TORRE (1877-1966)

This pantheon is very expressive. The tomb of the 
family of Pedro Maíz is another project by Quintín de 
Torre Verastegui (1877-1966). The space is created by 
an architraved chapel supported on fluted columns. 
There are four figures, at ground level, with an intense 
dialogue between them. A close relationship which is 
made stronger by their gazes. Veronica is showing the 
shroud with the face of Jesus to a Virgin Mary who is 
stooped and kneeling, in a very restless attitude and 
with the posture of pouncing forward. Behind, John 
rests his hand on her shoulder in a warm, affection-
ate gesture. At the rear is Joseph of Arimathea, the 
owner of the tomb where the body of the Lord was 
laid. The artist shows his virtuosity in the materialisa-
tion of a wrinkled white marble cloth that stands out 
against the red access slab to the crypt. The scene is 
accompanied by an altar and a stained glass window 
that allows light to enter and project the existence of 
the outside.
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Pedro Maíz family pantheon (Block L)
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Quintín de TORRE (1877-1966)
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Pedro Maíz family pantheon (Block L)
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Higinio BASTERRA (1876-1957)

The scene on the tomb of the Maestre family provides 
a dialogue between its different constituent elements. 
It is an important work by Higinio Basterra Berastegui 
(1876-1957). When it was produced in 1928, the sculp-
tor from Bilbao was at a time of maturity, demonstrat-
ed by his sound artistic skill and excellent anatomical 
knowledge. The headpiece consists of a large vertical 
structure that closes off the space of the representa-
tion. In it, the relief of the classical “Panthocrator”, 
whose effigy is of a static, solemn, majestic God, pre-
sides over the scene, like an all-seeing eye. Below, the 
figures march forward. The man’s eyes are closed and 
his face is turned upwards, while his body is barely 
covered by a light tunic that reveals his nakedness, a 
symptom of purity of the soul. The woman’s anatomy 
is suggested by means of a series of diagonal folds 
that cling to the skin and she wears a veil over her 
eyes, a symbol of faith and also of death, while she 
rests her hand on the man’s shoulder. It might recall 
the hesitating gait of the parable of the blind men by 
Pieter Brueghel. They are like lost souls who move for-
ward without seeing and, led on by the hope of resur-
rection, go down the steps that go to the sepulchre.
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Maestre family pantheon (1928) (Block J)
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Higinio BASTERRA (1876-1957)
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Maestre family pantheon (1928) (Block J)
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Enrique BARROS (1905-1990)

The monk by Enrique Barros (1905-1990) is hieratic and 
frontal, very tall and vertical. The figure on the tomb of 
the Fano family is carved in a categorical manner. Its 
slenderness is accentuated by slimming its propor-
tions and by a set of thick parallel folds that cover its 
garments from chest to ground. Resting on the body, 
the hands are very bony and crossed with each other, 
forming a cross shape that denotes a succinct feeling 
of spiritual withdrawal. The character is concentrating 
and his head is bowed slightly downwards. His face is 
harsh and severe. The sculptor materialises the mass 
in a most impressive way, but weakens it by illustrating 
a very narrow, thin body. The texture is painstakingly 
worked, in contrast to the lack of details. The work is 
dated 1932.
There is another pantheon, belonging to the Martínez 

Musitu family (1946), by 
this sculptor from Gali-
cia who settled in Bilbao. 
It shows a powerful male 
body with its anatomy na-
ked and seated, with its 
face looking to one side 
and in an attitude of great 
sorrow. 
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Fano family pantheon (1932) (No. 32, Block 10)
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Higinio BASTERRA (1876-1957)

For the Azcue family tomb, Higinio Basterra Berastegui 
(1876-1957) created a sober, impressive scene in 1908, 
presided over by a large angel with its wings unfurled. 
Quite humanised, it is shown seated and staring at the 
ground, in front of a pointed pyramid that rises up-
wards, proposing a dialogue between life and death. 
The attitude is thoughtful, leaning forward and setting 
up a game of diagonals that enlivens the perception. 

In a posture that recalls 
the “Thinker” by Rodin, 
its legs are crossed and 
its head is resting on one 
arm, while in the other 
hand it holds a long trum-
pet that brings the final 
judgement to mind.
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Azcue family pantheon (1908) (Block O)
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Nemesio MOGROBEJO (1875-1910)

The tomb that Nemesio Mogrobejo Abásolo (1875-
1910) created for his brother Salustiano is one of the 
most singular works in Derio. The project was present-
ed in 1902 by the master builder Daniel Escondrillas 
and the project was concluded in 1906, whereas the 
sculpture dates from 1908, according to Juan de la 
Encina. The space of the pantheon responds to a care-
ful layout. The plinth shuns the straight line and uses 
curves that intensify perception. The dynamic bearing 
point rises smoothly from the ground and can be seen 
from all the cardinal points. The perspective has a van-
ishing point which is displaced backwards from the 
centre and situated as high as possible. It seeks an 
ascendent sensation that raises the gaze towards the 
spiritual infinite. 
The figure that finishes off the ensemble displays gen-
tle modelling and denotes a very emotive sensitivity. 
The body is shown seated, in a reflective, pensive at-
titude. The artist from Bilbao was very sensitised to 
death on having lost his wife and son prematurely, and 
demonstrates internal grief by means of a female al-
legory. The carving has reminiscences of “The Think-
er” by Rodin. A certain modernist echo can also be 
perceived in the hairstyle and the restless folds of the 
dress. The canopy that protects the ensemble from 
the elements is a later addition that detracts artisti-

cally from the tomb and 
prevents all the original 
artistic qualities from be-
ing observed.
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Mogrobejo family pantheon (1906) (Block O)



17
Valentín DUEÑAS (1888-1952)

Valentín Dueñas Zaballa (1888-1952) created a sim-
ple tribute to the deceased in the tomb of the family 
of Ricarda Esteban. The pantheon is constituted by a 
solid block that rises from the ground, whose space 
can be seen from the four cardinal points. The inclined 
upper plane displays, without any visual interference, 
a compact cross. The chromatic dialogue between the 
red marble of the base and the white of the statue in-
tensifies the relationship between above and below. 
The figure rests one of its knees and is reclined over 
the tombstone while depositing a touching wreath of 
flowers as a token of remembrance. The dress clings 
to the body and forms taut folds that are endowed with 
mobility. The face is classical and symmetrical, as is 
the hairstyle. The artist illustrates a place of withdraw-
al and remembrance of those who have gone. A ceme-
tery is not only the destination for friends and relatives, 
but rather, and above all, a space that symbolises the 
fragility of life. A dialogue between the living and the 

dead which is 
shown, in this 
case, in a se-
rene, intense 
manner. 
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Ricarda Esteban family pantheon (Block 17)
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Juan Daniel FULLAONDO (1936-1994)

The original funerary statuary has subsided consid-
erably after the Civil War, although the need for de-
signing tombs has continued to exist. The majority 
of the new pantheons have no other concern than 
service and closure. The tomb of the Errazu Orueta 
family, which emphasises abstract artistic values, lies 
outside this context. The space was designed by the 
architect Juan Daniel Fullaondo (1936-1994). It has a 
singular construction treatment. It is based on very 
precise geometrical structures distributed in parallel 
cadences. The plastic art order is dislocated from the 
most varied viewpoints and demonstrates unique dy-
namism. The result is impressive, achieving connota-
tive effects like cataclysm by means of ascendent and 
descendent planes. The mottled and shiny aspects of 
the marble help to differentiate and to unify the en-
semble. Religiousness only appears in the iron cross 
at the side, whose design slightly modifies the typical 
geometry.
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