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Directors’ Forewords

The National Gallery of Art takes great pleasure in joining with our colleagues
at the Museo Nacional del Prado in presenting the exhibition Francisco de
Goya: La imagen de la mujer / Goya: Images of Women. Conceived by the Fun-
dacion Amigos del Museo del Prado and the Museo Nacional del Prado, the
exhibition was brought to the attention of the National Gallery of Art, result-
ing 1n an enthusiastic transatlantic collaboration aimed at refining and enrich-
ing its contents to serve the needs of both Spanish and American audiences.

Although Francisco Goya y Lucientes has been the subject of numerous
monographs and many exhibitions, rarely is his imagery of women examined.
Looking at the works in this exhibition, we become aware of how Goya defies
any simple categories, examining women from a wide range of classes and
walks of life, oscillating between reality and fantasy. In Spain, many of his
images of women have been taken as historical documents of costume and
soclal mores. In the United States, we often think of Goya’s imagery of women
mainly in terms of his portraiture-—admittedly sometimes harsh, but always
captivating. Nevertheless, there is also a tendency to see (Goya solely as a critic
or satirist of women. This exhibition illustrates the fallacy of such a viewpoint
and provides a unique opportunity for visitors in Madrid and Washington to
begin looking at (Goya’s images of women 1n a new way.

In Goya’s early tapestry cartoons we see his fascination with women of all
stations, as reflected in their actions, gestures, and costumes. These early works
reveal a will to observe the world around him and go beyond traditionally
sanctioned subjects. Throughout his life, in smaller uncommissioned paintings,
drawings, and prints, (Goya would continue this exploration of women con-
fronting their world. Each of his portraits investigates individual character to a
degree that clearly distinguishes it from the more conventionally pretty ren-
derings of women by many of his contemporaries. The diversity among these

portraits is itself wondrous, as we are reminded each time we enter the room



in the National Gallery that includes The Marchioness of Pontejos, Sefiora
Sabasa Garcia, and Thérese-Louise de Sureda. It would seem that Goya could
not take his subject for granted. Even in painting the Maja desnuda, in the col-
lection of the Prado, he updates the traditional voluptuous nude, transforming
her into one of the dark-haired small-boned women often seen in his drawings.
At some later date, he further confounds tradition by repainting her, now more
voluptuous, more colored, and fully clothed.

Such an ambitious and beautiful exhibition would not be possible without
the cooperation of many individuals. My deepest appreciation goes to the pri-
vate and public lenders from around the world who have been willing to make
their rare works available on loan. Encompassing paintings on canvas, draw-
ings, etchings, lithographs, and miniatures on ivory, these works remind us
once again of the awesome creative vitality of the artist and the generosity of
lenders willing to share their treasures with a wider audience.

At the foundation of every exhibition is the expertise of its curators. We are
extremely grateful to Francisco Calvo Serraller, comisario of the exhibition at
the Prado, whose concept and vision provided the thesis for the exhibition in
Washington. I am most grateful to Janis A. Tomlinson, the Gallery’s guest
curator for the project, who together with Philip Conisbee, senior curator of
European paintings, refined the scope and selection of the exhibition in Wash-
ington. I also thank my colleagues Eduardo Serra, president of the Real
Patronato del Museo del Prado, and Fernando Checa Cremades, former direc-
tor of the Museo Nacional del Prado, for their personal support of the project
from the beginning and for sharing this extraordinary exhibition with the
National Gallery and the American people.

Special thanks go to Manuela B. Mena Marqués and José Manuel Matilla of
the Prado for their parts in making this exhibition possible, and to Nuria de
Miguel, director of the Fundacion Amigos del Museo del Prado, and to Maria
Luisa Martin Argila, Rosa Ventosa, and the staff of the Fundacion for coordi-
nating the administrative matters in Madrid. In Washington, I thank D. Dodge
Thompson, Ann B. Robertson, Abbie Sprague, and Suzanne Sarraf in the
department of exhibitions, who with the assistance of Florence Coman and
Michelle Bird in the department of European paintings handled the adminis-
trative details. We hope this exhibition will become a model for future collabo-
rations between our two institutions.

It 1s the organizers’ intention that the exhibition and its catalogue, written
by Spanish and American scholars, will serve to make the works of this great
Spanish artist better known to and appreciated by audiences in both Madrid

and Washington.
EARL A. POWELL 111, DIRECTOR
NATIONAL GALLERY OF ART



Studies on the representation of women and on images related to feminine
themes have become not only abundant but even routine in recent years. This
research has resulted in art exhibitions, such as this one, that examine the
iconography and images of an important subject of art history.

If at the beginning of the modern period there existed an artist who
explored in depth and variety the universe of the feminine, this artist was
Goya. His depictions range from the innocent, trusting, and youthful-looking
women present in the genre scenes of many of his tapestry cartoons to the
witches and grotesque imagery of the later paintings, drawings, and aquatints.
Amidst this diversity, Goya also leaves us the best representations of aristocratic
Spanish women of his age, from family portraits—in which women and chil-
dren play a pivotal role—to the female nude, including the celebrated Maja
desnuda, essential to any contemporary treatment of this topic.

In terms of stylistic and formal considerations, Goya employed the full
range of artistic innovations of his time, from the gentle and pleasant images
of the rococo, to the simple neoclassical solemnity of The Countess of
Chinchén, and, 1n his last canvases, to the romanticism of the early nineteenth
century. Each of these aspects is well represented in this wonderful exhibition.
Francisco Calvo Serraller has gone to great lengths to treat this subject, which
interests him so passionately, with sensitivity and intelligence.

I would like to thank the Fundacion Amigos del Museo del Prado and their
president, Carlos Zurita, duke of Soria, for their generous efforts on behalf of
this exhibition. The Fundacion celebrates both its twentieth anniversary and
its chief curator, Francisco Calvo Serraller, former director of the Museo
Nacional del Prado. My gratitude extends to all who have collaborated within
the museum, and especially to the always generous sponsor, the Fundacion Caja
Madrid.

I would also like to extend my appreciation to the National Gallery of Art
in Washington and to its director Earl A. Powell I1I, who from the very begin-
ning welcomed the proposal with an enthusiasm that we in the Prado shared
in equal measure.

FERNANDO CHECA CREMADES, FORMER DIRECTOR
MUSEO NACIONAL DEL PRADO



The remarkable work of Francisco Goya brings us face to face with the
changed reality that he and his contemporaries confronted as the world of the
ancien regime ended and the new one began. The creations of this Spanish
painter embody all the important concepts and components of the age—the
enormous social, cultural, artistic, and historic transformations taking place
at the end of the eighteenth and beginning of the nineteenth century.

During the second half of the eighteenth century the role of women broad-
ened, giving them a more active and significant presence, especially in aristo-
cratic circles of society. This change, noticeable already in the French rococo
paintings and in those of the new English school, was taken up in earnest by
Goya. He never hesitated to depict his females as true protagonists, not only in
their portraits, but also in vignettes and genre scenes. Goya displayed a special
sensitivity toward the representations of women from his earliest cartoons to
the end of his life’s work.

The exhibition, organized by the Museo Nacional del Prado, the National
Gallery of Art, and the Fundaciéon Amigos del Prado, which celebrates its
twentieth anniversary this year, explores Goya’s world in the realm of the fem-
inine from a variety of perspectives and seeks to better our understanding of
the work of the painter from Aragon. Opening at the Prado in Madrid and cul-
minating at the National Gallery of Art in Washington, the exhibition initiates
collaboration between these great museums that will, I hope, deepen in the
near future. To all the institutions and to the sponsor, the Fundacion Caja
Madrid, I offer my most sincere thanks.

EDUARDO SERRA, PRESIDENT
REAL PATRONATO DEL MUSEO DEL PRADO
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Goya: Images of Women

hen the Fundacion Amigos del Museo del Prado and the Museo

Nacional del Prado proposed to the National Gallery of Art in

Washington an exhibition on Goya’s imagery of women, the first ques-
tion raised was: “Why Goya’s women?” Apart from the initial attractiveness,
and perhaps trendiness, of the topic, could it be justified? What would this
exhibition show us about the artist or his era that we didn’t already know? In
other words, do Goya’s images of women add up to a whole greater than the
sum of the parts?

Goya was above all else a visual artist with an unrelenting drive to observe

and represent the world around him. In a statement on the education of artists
delivered to the Real Academia de Bellas Artes de San Fernando in 1792, he

describes nature as the artist’s source:

What a profound and impenetrable arcanum is encompassed in the imita-
tion of divine nature, without which there 1s nothing good, not only in
Painting (which has no other task than its exact imitation) but in the other

sciences.'

Nowhere in Goya’s work do we find any indication of the kind of competition
with the written word that dictated the subjects of his more academically ori-
ented contemporaries. His perception of the world around him may even have

become more acute as he grew accustomed to the deafness that struck him at

JANIS A. TOMLINSON

The Old Women, or Time, detail,
c. 1810—1812, o1l on canvas, Palais

des Beaux Arts de Lille.
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the age of forty-six and lasted to the end of his life thirty-six years later. If his
observations of women in society are at times more perceptive than any writ-
ten documents, it is because they encompass far more territory than do written
records, which are generally concerned with specific issues and classes, such as
the status of upper-class women in enlightened societies and academies, or the
control of transgressors such as prostitutes or street sellers. In his images of
aristocrats and unknowns, duchesses and shopkeepers, denizens of the court
and anonymous women joining in the guerrilla war against Napoleon, Goya
goes far beyond these concerns. The richness of his imagery is without written
parallel.

It was difficult to select works for the exhibition, and inevitably we had to
leave some paths unexplored. In Madrid, the exhibition was arranged around
five major themes, conceived by Francisco Calvo Serraller: intimacies; events,
mores, and customs; sacred and profane allegories; portraits; witchcraft and
spells. The organizers of the exhibition at the National Gallery of Art in Wash-
ington, D.C,, revised this arrangement in light of recent thematic exhibitions
at U.S. museums investigating Goya’s relationship to the Enlightenment, his
small-scale works, and questions of attribution.” We concluded that the public
had not been offered an overview of the artist’s career, provided here through
his depictions of women.

With this in mind, we decided to present “(Goya’s women” as a chronologi-
cal arrangement of selected works. We began with tapestry cartoons—designs
from which tapestries would be woven—painted by Goya from 1775 to 1792,
along with selected tapestries woven by the Royal Tapestry FFactory of Santa
Barbara during the same period. In 1780, as a result of financial constraints
engendered by Spain’s war with England, production of tapestries was sus-
pended, and Goya turned to other work, mainly religious commissions and por-
traiture. His first known female patron and the subject of two portraits in the
exhibition (cats. 22 and 23) was Maria Teresa de Vallabriga y Rozas, an
Aragonese noblewoman who married Don Luis (1716—1788), the brother of
Charles III (1759—1788). She also provides the focus of the masterful group
portrait of The Family of the Infante Don Luis, exhibited here for the first time
in the United States (cat. 24.). This was the first of many major portrait com-
missions that Goya received from the Spanish aristocracy, including those of
the duchess of Osuna (cat. 25) and of the duchess with her family (cat. 27).

Included among Goya’s images of women are what we might term “gentle-
men’s paintings”—1images of reclining or sleeping women that offer a context
for his well-known paintings the Maja desnuda and the Maja vestida (cats. 54
and 55). Although the Maja desnuda might seem more quirky than erotic to a

twenty-first-century viewer, we should consider her within the terms of Goya’s
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milieu. During the late eighteenth century, the Inquisition, despite its waning
power, still censored the production and circulation of images. It even prose-
cuted owners of imagery deemed lascivious: among its targets was Goya’s own
patron Sebastian Martinez, whose portrait by the artist hangs in the Metropoli-
tan Museum of Art, New York. In 1762, the ostensibly enlightened King
Charles 111 had threatened to burn masterpieces by Titian, Paolo Veronese, the
Carracci, Guido Reni, and Peter Paul Rubens because they showed “too much
nudity.” The paintings were saved only through the intervention of the court
painter, Anton Raphael Mengs. When the works were again threatened by
Charles IV in 1792, the marquis of Santa Cruz intervened to have them moved
to a private cabinet in the Real Academia de Bellas Artes de San Fernando.’
Given the controversial nature of the theme, the fact that Goya painted a nude
in the later 17gos testifies to the power of his patrons, who evidently believed
themselves beyond Inquisitional scrutiny.*

How did Goya come to receive the commission to paint the Maja desnuda,
as well as the other images of buxom reclining women exhibited here? His
correspondence with his friend Martin Zapater shows that as early as 1781 he
executed decorative paintings for private patrons featuring the popular types
seen 1n his tapestry cartoons. He writes in a letter of 13 November 1781, “in the
house of Villamayor... I'm painting some popular types on the chimneys”; in
a letter of g July 1783, he writes, “a librarian of the King has commissioned
the painting of a dancer.” A traveler’s account of the period mentions three
overdoor paintings by Goya in the Cadiz residence of Sebastian Martinez. The
dimensions of Gossiping Women (cat. 48) and Sleep (cat. 53) suggest their
appropriateness as overdoor compositions, fueling speculation that these might
be two of the paintings once in Martinez’ collection. That Goya had acquired a
reputation as a painter of decorative, and possibly of erotic, figures, might help
us to understand the genesis of the commission for the Maja desnuda, first doc-
umented in 1800 as “a nude by Goya with neither good drawing nor grace in
its color.””

By the 17go0s, Goya was enjoying a growing reputation as a painter of por-
traits, religious themes, genre scenes, and decorative figures. But the seemingly
smooth progress of his career suffered an apparent setback in the autumn of
1792, when he was stricken by an illness that left him weak for several months;
the following year a second attack of Madrid colic left him deaf.” During his
recuperation, he turned to painting smaller, noncommissioned works, sending
a series of these paintings to be presented at the Real Academia de Bellas Artes
de San Fernando in January 1794. An accompanying letter betrays his enthusi-
asm for the freedom newly discovered in painting without a commission,

which would eventually lead him to experiment with several other media and
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formats—drawing, etching, miniature painting, and lithography. From this point
onward, Goya’s production of commissioned works would run in tandem with
his experimentation with subjects for which no commission was given and no
market readily available. Inevitably, both aspects of his oeuvre would prove mutu-
ally enriching. Goya’s mature portraiture, for example, suggests that his observa-
tion was sharpened by the unfettered study of the world around him. Conversely,
his experimental subjects assume the monumental proportions formerly reserved
for commissions—7wo Old Women (Musée des Beaux-Arts de Lille), The Young
Women (The Letter) (cat. 60), and possibly the Majas on a Balcony (cat. 61).

The exhibition Goya: Images of Women parallels the chronology of the
artist’s career in organizing the works into seven groups. These are: tapestries
and tapestry cartoons (1775—1792); aristocratic patrons and portraiture
(1783—1804); “gentlemen’s paintings” (1780s to around 1805); early drawings
and the Caprichos (1795—1800); portraits (1800—1816); later prints and draw-
ings (1810 to early 1820s); and genre scenes represented on canvas and in
miniatures (1808 —c. 1826). The catalogue essays present a variety of perspec-
tives in exploring questions raised by works across these groups. Francisco
Calvo Serraller, professor of the history of art at the Complutense University,
Madrid, and cultural critic, gives a wide-angle perspective on Goya’s imagery
of women in light of broader trends in European art; Aileen Ribeiro, costume
historian and professor of the history of art at the Courtauld Institute in Lon-
don, sheds new light on the details and meaning of costume in several images
of women; Concha Herrero Carretero, curator of tapestries at the Patrimonio
Nacional, introduces the tapestries woven after Goya’s cartoons by the Royal
Tapestry Factory of Santa Barbara in Madrid. My own contribution considers
how the imagery of women is expanded through the prints and drawings that
Goya produced outside of the limits imposed by commissioned works.

This selection of works also presents a certain symmetry that enables us to
examine GGoya’s changing representation of women within a specific medium.
We might choose to isolate the early genre scenes represented in the tapestry
cartoons and compare them with those of the later works, or consider the fasci-
nating evolution of Goya’s portraiture of women, from the early studies of
Maria Teresa de Vallabriga y Rozas to the late portrait of the reflective Rita
Luna. Each category illustrates Goya’s journey from an early imagery for
which he seeks a vocabulary, often borrowing from other iconographic and for-
mal sources, to a mature and original idiom. This evolution from the formulaic
to the unprecedented also reflects the artist’s insistent exploration of women’s
multifaceted role within society—even when a woman sits alone in a portrait,
she 1s, after all, presenting herself to the artist and other viewers according to

the conventions of their time.

JANIS AL TOMLINSON



Loans from the Museo Nacional del Prado and from the Patrimonio
Nacional provided this exhibition with a selection of cartoons and tapestries
woven after them by the Royal Tapestry Factory of Santa Barbara. Goya’s work
for the tapestry factory, probably procured initially by his brother-in-law the
court painter Francisco Bayeu, gave the young Aragonese artist a crucial entrée
into the Madrid royal court. Following standard procedure, Goya would have
been given the dimensions for tapestries intended for a specific room in a royal
residence, such as the Pardo or the Escorial, and probably a general theme. He
would then have created small sketches—Spring and Autumn are two exam-
ples in the current exhibition (cats. 15 and 15)—and presented these for his
patrons’ approval before painting the full-size cartoon. The cartoons were then
delivered to the Royal Tapestry Factory, where the tapestries were woven. The
cartoons themselves, never intended for public exhibition, would then have
been relegated to storage.

When we look at the women in the cartoons, it is worth keeping in mind
that Goya’s images of women often appeared within a context provided by
other images, and more specifically, as counterparts to images of men. At
times, this counterpoint occurs within a single scene, as in A Walk in Andalusia
(cat. 2). Thanks to the invoice description that Goya was required to deliver
with the cartoon, we know that his chosen theme was a drama enacted by gyp-
sies in the southern Spanish province of Andalusia. The woman stands at the
center of the intrigue, as her escort prepares to confront the seated man who
has audaciously flirted with his girlfriend. Another cartoon, The Crockery
Vendor (cat. 5), presents another regional type—this time a Valencian—sell-
ing his wares to two young women as an old woman looks on. Behind, two men
in military dress observe a woman glimpsed through the window of a carriage.
Within this scene, Goya juxtaposes women from the popular classes, seated on
the ground, with another from the upper classes, framed by the window of the
carriage; he also introduces women of different ages. Here and in other tapes-
try cartoons he portrayed specific types that would have been recognized by his
contemporaries. These include women from the popular class of Madrid, or
majas (their male counterparts were majos), whose attitudes and dress were
often imitated by members of the upper classes, as well as by the affluent
women who slavishly followed French fashion and were known as petimetras
(a term that finds its origin in the French petit maitre, or dandy). The old
woman who accompanies the young girl in The Crockery Vendor recalls the
traditional figure of the bawd, or celestina. If she is a celestina, her presence
suggests that there is more than crockery involved in the transaction between
the vendor and the young woman. She also anticipates the celestina figures

that populate the etchings of the Caprichos (1799), and recur throughout
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Goya’s oeuvre, as illustrated by a lithograph of the early 1820s (cat. 113) and a
miniature of c. 1825 (cat. 62).

The tapestry cartoons also introduce compositions and themes to which
Goya would often return. The Parasol (cat. 4) shows a comely young woman
who directly addresses the viewer, with her attendant relegated to the back-
ground. Variations on this composition, in which the woman’s flirtation breaks
down the barrier of the picture plane, appear in later paintings of majas on
balconies in the company of men in capes or celestinas. Also in the tapestry
cartoons, Goya created scenes based on contemporary life on a scale tradition-
ally reserved for historical subjects. He would return to this format in large
genre images, painted after 1808, showing women young and old in scenes
such as The Young Women (The Letter) and Two Old Women. This innovation
has traditionally been overlooked by art historians, who see the presentation of
genre scenes on such a scale as a mid-nineteenth-century novelty, often cred-
ited to Gustave Courbet. We might wonder 1f Courbet was influenced by
Goya’s The Young Women (The Letter) or The Forge (Frick Collection, New
York), which were both exhibited in the Spanish Gallery of the Louvre from
1877 to 1848.

Besides compositions and scale, the tapestry cartoons also provide a basic
lexicon of Goya’s view of the interaction between the sexes. In cartoons
painted before 1780——such as 4 Walk in Andalusia and The Crockery
Vendor—these exchanges are presented as lighthearted flirtations. After 1786,
when Goya was made first painter to the king, his tapestry cartoons assumed a
new stateliness, as seen in Autumn (The Grape Harvest) (cat. 16). A new direc-
tion appears in Goya’s final series of tapestry cartoons, which he left incom-
plete when he fell ill in 17g2. Narrative is absent from the image of The Straw
Mannikin (cat. 1g), for example—we have no idea why these women are toss-
ing a rag doll in a blanket. This was a frequent entertainment in popular fairs
and at Carnival time, but Goya removed the scene from any such context, forc-
ing us to focus on the game, which invites interpretation as an image of female
dominance over an effeminized male. A comment on contemporary society?
We cannot know. However, the theme itself was important enough to the artist
for him to repeat and embellish it more than twenty years later in the etching
Feminine Folly (cat. 125), illustrating the longevity of Goya’s fascination with
the not-always-happy relationship between the sexes.

The portraiture presented in this exhibition offers another perspective on
Goya’s views of women. His early commissioned portraits are often well docu-
mented: in his correspondence he discusses his stays with the family of Don
Luis de Borbén at Arenas de San Pedro during 1783 and 1784, and invoices sur-

vive for the portraits of the duke and duchess of Osuna executed during the
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same decade.” But as Goya matures as a portraitist, the documentation wanes.
We often depend on inscriptions, the accounts of heirs who inherited portraits,
or tradition to identify sitters—and often these received identifications do not
hold up to scrutiny, as discussed in the catalogue entry for the portrait long
believed to be of Josefa Bayeu (cat. 45). Goya was in great demand as a por-
traitist, even though contemporaries knew that the results could be uneven.
When José Vargas Ponce became director of the Royal Academy of History in
1805, he wished to have his portrait painted by Goya. But, interestingly, he
sought the intervention of a mutual acquaintance—Ceéan Bermutdez—to

ensure Goya’s best effort. Vargas Ponce wrote to Cean:

Since I am Director, one of these days, willy nilly, I've got to have my por-
trait painted. I want Goya to do it. He’s been approached and has given his
consent. But I also want you to drop him a line—1I beg you to do it—
telling him who I am, and our mutual connections, so that, since the Acad-
emic barrel has to be filled, it won’t just be with a hasty horror, but the way

(50ya can do it when he really wants to."

In his early portraits, Goya drew upon a variety of sources: English conver-
sation pieces might have inspired The Family of the Infante Don Luis; Diego
Velazquez’ portrait of Prince Baltasar Carlos seems to have been a model for
Goya’s image of the three-year-old Maria Teresa de Borbon y Vallabriga (cat.
21); and the name of Thomas Gainsborough is often invoked as a source for the
1786 portrait of the marchioness of Pontejos (cat. 26). Yet we are at a loss to
cite such specific influences when we look at the later portraits. If the earlier
portraits tend to be discussed in terms of influence, it seems appropriate to dis-
cuss the later works in terms of rivalry, as Goya seeks to equal, if not surpass,
the masters who preceded him: Rembrandt and Velazquez.

When we contemplate portraits in the exhibition, we may well be
reminded of Velazquez’ Woman with a Fan (Wallace Collection, London) or
more generally of Rembrandt’s portraits of Saskia van Uylenburgh. But there
are aspects of (Goya’s versatility in representing the character of his female sit-
ters that are unprecedented. Turning his back on eighteenth-century conven-
tions (again, possibly under the influence of his seventeenth-century
predecessors), Goya eliminated props and details of setting to focus on the
character of the individual. There is no generic definition of femininity: the
natural elegance of the actress Antonia Zarate (cat. 41) suggests composure
and confidence, while the stiffer pose and setting in the portrait of Thérése-
Louise de Sureda convey a forced attempt to appear regal (cat. 33). The sub-

dued color used to represent Sefiora Sabasa Garcia (cat. 43) reinforces the quiet
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control manifested in her erect posture, direct gaze, and formality of dress as
she covers herself with shawl and mantilla. Her possible antithesis might be
the seemingly more vulnerable Josefa Castilla Portugal de Garcini, portrayed
in a chemise and perhaps pregnant, as the pronounced asymmetry of her face
lends a distracted air to her expression (cat. 34.).

As I discuss in the essay to follow, we felt it was imperative to include
Goya’s drawings and prints for the insight these noncommissioned works offer
into his contemplation of women. Loans from the Brooklyn Museum of Art,
the Boston Museum of Fine Arts, the Metropolitan Museum of Art, the J. Paul
Getty Museum, and the Museo Nacional del Prado have enabled us to include
drawings, etchings, and lithographs of the highest quality. The first-edition
impressions of the Caprichos exhibited here are (with one exception) from the
fine, unbound trial-proof set from the Brooklyn Museum, and the impressions
of the Disasters of War, lent by the Boston Museum of Fine Arts, are unique
working proofs pulled during the artist’s lifetime, unquestionably superior to
the impressions of the first, posthumous edition published in 1863.

From the drawings undertaken in 1796, to the lithographs executed during
the final decade of Goya’s life, these images explore themes for which there
would be no call in the commissioned works. This i1s not to say that the artist
did not seek a market for them: many of the themes explored in the early
drawings inspired etchings in the Caprichos, four sets of which were purchased
by the duke and duchess of Osuna. Nevertheless, the Caprichos seem to have
had a limited dissemination—not surprisingly, given that these groundbreak-
ing aquatint etchings were entering a marketplace more familiar with simple
engravings of religious motifs, popular types, and recent events. It remains a
matter of speculation whether the artist ever intended to publish the etchings
of the Disasters of War and the Disparates; ultimately, they went unpublished
until the 1860s. Goya’s waning concern with finding a market for his drawings
and prints parallels an increasing freedom in his selection of subjects, which
range from scenes of wartime atrocities to serene images of contemplative
women, from portrayals of hysteria to depictions of women in manacles. The
themes of atrocities that Goya first explored in drawings and etchings would
ispire the two small, unsettling oil paintings of women raped and murdered
(cats. 56 and 57), dated to the period of the Napoleonic War (1810—1812).

Seen in juxtaposition with the small sketches for tapestry cartoons executed
some twenty-five years earlier, such disturbing images reflect Goya’s journey
from an artist of polite society to one who took his inspiration from all facets of
the world around him, producing a body of work, some of which is still
unmatched today for its unvarnished, even brutal, realism. At the same time,

his oeuvre records the tumultuous history of his era, which encompassed the
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demise of the old regime, the French Revolution, the Napoleonic invasion of

Spain and occupation of the Spanish throne from 1808 to 1813, and the restora-

tion of the conservative monarch Ferdinand VII. Thus, the answer to the ques-

tion of whether Goya’s images of women add up to a whole that is greater than

the sum of its parts is a resounding “yes.” From the lighthearted, popular

themes of the early paintings, to decorous portrayals of aristocratic femininity,

to images of women enduring the atrocities of war, Goya’s representations of

women both chronicle and evolve in concert with the changing society of

Spain during this fascinating period.
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Goya’s Women in Perspective

FRANCISCO CALVO
SERRALLER

t is astonishing from the outset that not a single monograph has been

entirely devoted to the image of women in the work of Francisco Goya, a

painter whose opus would seem to have been approached from every possi-
ble angle.' True, nearly every distinguished book on the Spanish painter
inevitably touches upon the subject, women having been essential in Goya’s
life, and the female figure having served as his artistic theme on occasions so
numerous and so diverse. Nor have scholars and critics overlooked certain
episodes involving Goya’s relationships with women, which in some
instances—the widely known affair of the duchess of Alba 1s a case in
point—have elicited monographs. Yet despite the enormous body of profes-
sional literature published on this master painter, I would maintain that
information dedicated exclusively to this question proves elusive. Rarer still,
even over the last twenty-five years, which have witnessed progressive reinter-
pretations from feminist points of view, are studies based on the artistic evi-
dence itself.

I begin with this observation not only to justify the following essay but also
to stress, once again, the inexhaustible treasure to be found in works of artistic
genius: works that must be rediscovered in each generation. One of GGoya’s
merits is that he was ahead of his time, so much so that his time seems in great
measure still to be ours; consequently the potential significance of his work
may appear daunting, sometimes even overwhelming. Oppressive though this

The Family of the Infante Don Luis
bounty may be, 1t is to my mind stimulating, first because it sharpens our (cat. 24), detail
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attention, and second, and more importantly, because it forces us to question
ourselves immediately and directly. We are, when all is said and done, still
“Goyescas.”

Goya’s genius 1s never in doubt, but this cannot be attributed merely to his
vast store of female subjects; what matters is fow the artist deals with them, in
form as well as content. The eighteenth century is commonly referred to as
“the century of Woman,” a phrase open to many interpretations, among which
quite a few are clearly debatable. The polemical overtones of the term, how-
ever, are beside the point here and do not negate the real societal change that
took place in women’s lives. The eighteenth century saw the start of a transfor-
mation 1n the role of women, who became first of all more visible, and visible
in different ways. They also became more visible as the subjects of portraiture,
and thus of interest to painters generally, let alone to one who, like Goya, based
his art on “the solid testimony of truth”—the inscription on one of his initial
sketches for Capricho 43. One need not even invoke the so-called pintura
galante (what the French termed fétes galantes, elegant scenes of erotic flirta-
tion) or the century’s proliferation of erotic, even salacious literature to con-
firm the sudden prominence of women’s role and image.

A clarification is in order concerning the ensuing remarks on the situation
of women and their image in eighteenth-century art and especially in Goya’s
work. I wish to emphasize that the increased presence of women in the cen-
tury’s social life does not imply that women fulfilled their potential, nor even
that they attained a status qualitatively distinct from the traditional subjuga-
tion that had been their lot. This point is not made explicitly on every page of
the present text nor, in general, of other interpretations cited here. The French
Revolution took place at the very end of the eighteenth century; despite its
unquestionably emancipationist intentions, it was obviously unable to trans-
form overnight, as if by magic, laws, attitudes, and customs forged through
long centuries. The same is true in the realm of ideas. The majority of
Enlightenment philosophers and reformers opposed on principle all discrimi-
nation, whether on the basis of lineage, rank, race, or sex; this does not mean,
however, that with the whisk of a pen they could erase prejudices and reserva-
tions accumulated throughout history. Lastly, since Goya was a product of his
times, the light and the darkness of those times are both apparent in his work,
for better and for worse, and especially in that portion of his art that concerns
the image of women.

This explanation is not intended to avoid possible conflicts with a mili-
tantly feminist vision of art history. The background of this exhibition—the
condition and image of women in the West in modern times-—has become the

object in recent decades of constant investigation and critical revision from
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almost every possible perspective: historiographical, anthropological, sociologi-
cal, psychological, and so on. The eighteenth century conceded much aesthetic
importance to the sentiments and sensibilities they frequently assigned to the
female world, and presumed to be women’s “natural” characteristics. We can-
not, therefore, ignore the complexities of the subject and their possibly slip-
pery implications.’

These explanations concluded, we return to our central theme: the image
of women in GGoya and in the art of his times. And the first thing we notice,
considering the topic from either or both angles, is the gradual increase in the
presence of women, above all in a “realistic” mode. More and more “real”
women seem to be represented, doing what they really used to do. This was
true in the work of eighteenth-century French, Italian, and British realistic
painters, but also in history painting, the genre of the ideal. This phenomenon
1s visible in the second and third generations of fétes galantes, but especially in
the production of portraitists ever more obsessed with greater psychological
precision—whoever their model—and with “natural” effects. Then, too, the
growing analytical tendency in genre scenes bordering on merciless satire was
complemented by a new “sentimental” orientation, which informed narrative
emotional scenes with overtly political critiques.

The English painter and engraver William Hogarth (1697—1764) was a
dominant force in the development of this mindset, in an age notable for its
liberal criticism and social and political satire. The artistic concept of Comic
History Painting, a moralizing chronicle of reality illustrated via a series of
vignettes, exerted almost as much influence as his series of pictures printed ad
hoc, which circulated widely throughout Europe, no doubt including Spain.
Equally influential was the new larmoyant, or lachrymose, genre, promoted in
France by Jean-Baptiste Greuze, whose work, rather than a remote and cruel
satire of manners, displayed sentimental effusions that tipped easily into melo-
drama. Both cases—Hogarth and Greuze—are inextricable from complex cul-
tural and political matrices.

Greuze (1725—1805) was more than twenty-five years younger than Hogarth
and belongs to a later artistic generation; he was, however, some twenty-one
years older than Goya, and so of the generation preceding the Spanish artist.
This sequence illustrates the new directions the revolution in genres was tak-
ing, as well as the innovative sense of realism, far removed from the classical
canons in effect when Goya was starting out. Regarding images of women
specifically, both Hogarth and Greuze played significant roles. In 1731, Hogarth
published the first edition of his series titled A4 Harlot’s Progress, consisting of
a half-dozen etchings reproducing paintings he had previously executed on the

theme. In 1735, he released a similar and better-known series, 4 Rake’s
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Fig.1a Williamn Hogarth, Before,
from Book I of Before and Afier,
1736, Calcografia Nacional, Madrid

Fig.1b William Hogarth, Afier, from
Book 11 of Before and After, 1736,
Calcografia Nacional, Madrid

Progress. Here, too, women play a major part, something that would occur
throughout almost all his subsequent series, which would develop what their
creator called “contemporary moral themes,” in which the tumultuous rela-
tions between men and women come close to occupying center stage. Hogarth'’s
series Before and After, however, published in 1736, most directly relates to our
subject (figs. 1a and 1b).

In 1761, Jean-Baptiste Greuze painted Laccordée de village, usually trans-
lated as The Village Betrothal or The Village Bride (fig. 2). The viewer wit-
nesses the formal pledge of two young people in a rural setting. The painting is
surprising for various reasons, primarily for its radical transformation of what
was up to then understood as a “rustic scene,” for the work not only lacks any
trace of the customary burlesque tone but also displays the proportions and
compositional type characteristic of history painting. The young couple—par-
ties to the marriage contract being drawn up by the notary on the right—
stands in the center of the composition’s fluid, pyramidal structure. At either
side, like counterpoised weights, appear distinct groups, divided like choruses:
on one side the “female” parts, their figures intertwined by affection, and on
the other the “male” voices, brought together solely through interest. It is easy

to grasp the critical subtext of this “scene of manners,” an obvious attack on
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the traditional “marketing” of marriage, as opposed to the moral superiority of

love matches.

These examples suffice to confirm that women’s presence was not restricted
to the innumerable erotic scenes of the féte galante tradition, though the
importance of the latter should not be underestimated. Its three great masters,
Antoine Watteau, Frangois Boucher, and Jean-Honoré Fragonard, enrich the
eighteenth century, and its complex and intriguing trails increasingly converge
toward chronicles of contemporary daily life.

Goya was of course well informed about developments concerning “con-
temporary moral themes,” in which women were becoming prominent protag-
onists. At the same time, he continued to derive inspiration on the subject from
artists of his own generation who were closely connected with the cult of the

“sublime.” Joseph Wright of Derby (1734—1797), Henry Fuseli (1741—1825),
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Village Betrothal, c. 1761, 01l on

canvas, Musée du Louvre, Paris
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John Flaxman (1755—1826), and William Blake (1757—1827) were all associ-
ated in some way with the Spanish painter. I have lingered over these routes of
development in Furopean painting, because even though they are in principle
somewhat distant from the pathways of Goya’s own formation and from the
artistic models he had more immediately at hand, they provided an incisive
new basis for the representation of women.

What strikes us first about the relationship between the Enlightenment’s
traditional view of women, political progressivism, and (Goya’s work? Even
without recourse to the age’s most famous thinkers, from Jean-Jacques
Rousseau (1712—1778) to Immanuel Kant (1724—1804,), we understand that a
complete change took place in the definition of female identity and social
function; practically every eighteenth-century European moralist took on the
controversial theme. In addition to the rationalistic, liberal, and egalitarian
ideals characteristic of Enlightenment ideology, in addition to everything this
meant for restating the role and significance of gender, there occurred a pro-
found shift in moral orientation regarding what could rightly be considered
“natural,” now that Nature was no longer informed and stigmatized by origi-
nal sin but was, on the contrary, the free-flowing source of a (natural) Good-
ness that society adulterated and corrupted.

Amid the many changes slowly taking place in eighteenth-century Europe,
one of the most obvious, besides the steadily increasing visibility of women,
was certainly their correspondingly increased participation in urban social
exchanges. All this was nurtured by the growing importance of cities, and par-
ticularly the growing value of the city as a stage for public sociability. Replac-
ing the rigid segmentation of urban space typical of the ancien régime, there
arose in the course of the eighteenth century a reordering of urban possibili-
ties. The traditional social hierarchies were increasingly confined to de puertas
para adentro, that is to say, private quarters; meanwhile outside (de puertas
para afuera), in more and more areas of the city, residents of all classes, finan-
cial status, ages, and sex mingled indiscriminately. The importance of these
areas and of “publicness” in general—seeing everybody and being seen in
turn—gained ground. It was a kind of prelude to what would soon be the
urban world of the nineteenth century, marked by the hustle and bustle of
anonymous crowds, into whose depths Charles Baudelaire urged the artist to
plunge. Simply put, the city was progressively becoming a place for developing
what is public, a place in which to lead a “public life.””

In the context of eighteenth-century French art, Thomas K. Crow offers
contemporary evidence of the influence of this concept of the public, both as
abstraction and as audience, where the Salon, a meeting ground for artists and

for the public, already gave hints of its revolutionary potential." And though
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the social importance of public life cannot be restricted to women, this was
unquestionably the site of women’s greatest visibility, from which feminine
influence was diffused in all areas, but most specifically in the cultural sphere.
Female readership and authorship, for example, played a determining role in
the evolution of certain literary genres, the novel being the most powerful of
the era.” So if women were a topic ceaselessly debated (by men) in the eigh-
teenth century, this was partly due to the fact that their physical presence and
special importance in society was breaking down ancestral barriers.

Without engaging in a detailed analysis of the matter, we must remember
that in Goya’s Spain, too, these same changes were taking place and that this
new visibility and behavior of women sparked passionate and prolific social
and 1deological debate. Goya came into direct contact with the issue from all
angles: the experiential, the theoretical, and, of course, the artistic. We know
he was well acquainted with the manifestations of the latter. The Enlighten-
ment roots of GGoya’s art have been ascertained beyond any question, from
Edith Helman’s first studies to the major exhibition mounted in 1989 on
this theme.’

In this sense, then, Goya was indubitably a man of his times and, as an
artist, curious about a phenomenon so universally in fashion—Hogarth’s “con-
temporary moral theme”—and so profound. What 1s remarkable about his
work, whose subject matter is that shared by numerous contemporaries, is the
variety, complexity, and intensity of his examination. Goya certainly depicted
women in every possible genre, technique, style, and attitude; yet the “variety,
complexity, and intensity” I refer to has more to do with his overwhelming
subjectivity, which often renders problematic the interpretation even of images
whose 1deological meaning presents no difficulty. The question of just what
Goya was truly—intimately—thinking and feeling when he dealt with a
female image still plagues us, however well we grasp his ideas on the topic,
where he got them, and how they connected with his times. Nor do the leg-
endary realistic and expressionist instincts that were so fundamental to his
work suffice to formulate an unqualified opinion on Goya’s feelings and beliefs
about women, either those he knew personally or the sex in general. Witness to
a world 1n profound transition, Goya encountered diverse and even contradic-
tory situations. His personal experiences and opportunities were the privilege
of very few Spaniards, or even Europeans, of his age. Born in Fuendetodos, a
little village, he was raised and educated in an important city, Saragossa; he
came to hold a place at court, and triumphed there. At twenty-three he had
traveled to Italy and he spent his last years in Bordeaux.” Just from these few
facts we perceive that he crossed boundaries impassible to the majority. More

importantly, he was acquainted with people of all social classes, from the
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humblest to the highest and least accessible. Through his circle of friends and
protectors—among whom figured the most gifted intellectuals of the Spanish
Enlightenment—he broadened his world view to a degree rare among his col-
leagues. He saw the radical innovations then taking place in Kuropean art as
stimulating challenges. In this sense, although much remains to be learned, it
1s indisputable that Goya’s sojourn in Italy from 1769 to 1771, his intimate deal-
ings in Madrid with international artists like Giovanni Battista Tiepolo and
Anton Raphael Mengs, not to mention the innumerable channels through
which he learned about contemporary art, resulted in an extraordinary degree
of artistic sophistication.

Independent of his formidable genius, so extensive a range of experience
and knowledge would suffice to explain why his reactions were neither simple
nor predictable, especially on as vexed a topic as women. (Goya’s varied reac-
tions involve ironic, satirical, sentimental, and ideological attitudes, all of them
cut from the same compelling critical cloth, but joined to other currents, both
traditional and commonplace. These elements were assembled by an artist of
enormously energetic spirit, who swiftly revised his images in response to the
whirlwind of current events. To what extent did his grave illness in the early
17gos, along with the ensuing deafness, affect him, arousing his darker genius
and his misanthropy? This puzzle remains incompletely solved, but adds
another factor to the inherently dynamic combination of elements that made
up Goya’s personality and determined his life’s course.

In however fragmentary a fashion, the rich tapestry of (Goya’s destiny
largely accounts for the fact that we find a range of viewpoints about women,
fitting numerous contextual perspectives. In the exhibition as presented at the
Museo Nacional del Prado in Madrid, the section titled “Intimacies” (Intimi-
dades), we examined the influence on Goya’s art of his familiar, private, and
cordial relations with several of his female models. Of course, not all the
women with whom he maintained such direct and intense dealings were por-
trayed by him, or else we have no record of his having done so. Nor did this
absolute revelatory frankness characterize his relations with all the women he
painted, so that even on familiar ground Goya was obliged to respect certain
restraints and nuances. We do possess some supplementary sources of informa-
tion that allow us to fill in some existing blanks and ambiguities; for the most
part, these are letters written by him or his closest contemporaries. Otherwise,
Goya was reluctant to make his ideas public or even, according to Antonio de
Brugada, who knew him in Bordeaux, to express opinions about art. Yet this
epistolary material, while attesting to his eloquence and assurance, also proves
ultimately unenlightening about not only Goya’s artistic thinking but other

private matters as well.
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We know, for instance, little about his family feelings,® only that he never
disregarded his financial duties to his parents and siblings; about these obliga-
tions he informs us with notary precision, interspersed with worries lest his
relatives take advantage of his continuous rise in the world. He paid their
debts, supported them, and even took his widowed mother into his home in
Madrid for a short time. She left because she could not adjust to the atmos-
phere of the city. But he let slip scarcely any personal remarks about his rela-
tives, nor did he reveal to what extent affection entered into his fulfillment of
obligations toward them. This reserve is stranger still regarding his longtime
faithful companion and wife, Josefa Bayeu. We know definitely of only one
portrait of her (fig. 3), and the painter mentioned her only rarely in his corre-
spondence with Martin Zapater—and then, without providing the slightest
personal insight. He was more forthcoming with members of his family by
marriage, but almost always in the context of professional rivalries, so that this
man, whose pictorial expression bordered at times on brutal honesty, paradoxi-
cally revealed almost nothing about himself. Goya leaves us only to conjecture,
with no way to confirm our assumptions about his personality or emotions. All
that can be stated is that he was a good, respectful son; a proper, if wary,
brother; a responsible husband, though only intermittently effusive; a devoted
father, who concentrated all his paternal qualities on his sole surviving son,
Javier. Judging by his relationship with Zapater he had a gift for friendship;
but we lack conclusive evidence that he maintained the same tone of intense
commitment in his relationship with other male friends.

And what of the women to whom he was connected by other than family
ties? That he liked women and appreciated their many qualities 1s obvious
from his work, but apart from his enigmatic relationship with the duchess of
Alba, concerning which there are several obscure points, we know hardly any-
thing. Did Goya have few or numerous extramarital affairs or encounters? Of
what sort, degree, or intensity were they? This cloud of uncertainty does not
dissipate even when nothing would interfere with or damage an open
relationship, as was the case with Leocadia Zorrilla, the painter’s companion
in his last years. Even about this extended relationship we have little solid
information.

Although Goya’s letters disclose little regarding his daughter-in-law,
Gumersinda Goicoechea y Galarza, who married his adored son, Javier, in
1805, we have a few important pictorial records, of her and of her family (to
which Leocadia Zorrilla, although once removed, belonged). The full-length
portrait of Gumersinda (fig. 4.), like Javier’s, is suffused with the painter’s
undisguised satisfaction with this marriage, which took place when the bride

was seventeen years old and the groom twenty. Goya likewise displays a cordial
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goodwill in his portraits of other female members of the Goicoechea y Galarza Fig. 3 Francisco Goya, Josefa Bayeu,

family, beginning with those of his son’s mother-in-law, Maria Juana Galarza, 1805, black chalk?, private collection,
Madrid

born in 1758 and wed in 1775 to Miguel Martin Goicoechea. One of these por-
traits is a charming miniature of 1805 or 1806, another is a half-length portrait
dated 1810. During the years 1805 or 1806, he also executed his marvelous
miniatures of Maria Juana Galarza’a daughters, Cesarea (cat. 38), Gerénima
(cat. 39), Manuela, and, once again, Gumersinda.

The terms of the marriage contract were amazingly generous, even given
the privileged financial position of the father of the bride and the similarly
flourishing state of Goya himself (who to the day of his death anxiously watched
over the happiness and prosperity of both Javier and Javier’s son, Mariano). If
we compare his cordial attitude toward the Goicoechea y Ga-
larza clan with his feelings toward his own in-laws, the Bayeus,
also a family of painters, we find a very different situation.
This 1s partly because when Goya married Josefa Bayeu
there were no “terms,” as there was no money, and partly
because the initial sympathies on all sides were clouded by
the professional jealousy of people forced to compete as rivals.

The misgivings that in one way or another estranged
Goya from his brothers- and sisters-in-law never affected his
relationship with his wife, Josefa Bayeu, whose life was an
almost constant succession of pregnancies, many ending in
miscarriages, and quite a few deliveries. Such was the pre-
vailing condition of married women in Goya’s time, and,
judging by the statistical data available, not greatly
improved in ours.’ All this physical and emotional effort
took its toll on Josefa Bayeu, and is reflected in the drawing
the painter made of her in 1805, when she was fifty-eight
and had seven more years to live. By the same token,
however, she must have been a strong woman: she died at
sixty five, an age few of her contemporaries reached, and
fewer still after a lifetime that was arduous to the very end.
Intimate relations with her husband were not chilled with
the passage of time; the couple lived together for almost

half a century, and though Goya did not mention her often

in his letters to Zapater, when he did, his observations indi-
cate a stable conjugal harmony. He also credited Josefa
Bayeu with a shrewd wit and—occasionally—a dark humor. Her description Fig. 4 Francisco Goya, Gumersinda
of a house in a bad part of Saragossa (which Zapater had arranged to rent) as Goicoechea y Galarza, 1805, oil on

« - 10 canvas, private collection
a tomb for women” is often quoted.
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Goya’s last companion, Leocadia Zorrilla, is shrouded in mystery, among
other things because she was already married and separated from her husband
Isidoro Weiss. When she entered Goya’s house in 1812, Zorrilla was twenty-five
and Goya sixty-eight, more than forty years her senior. From then on, she did
not leave his side until his death sixteen years later; despite much speculation,
little is known concerning the nature and scope of this relationship. Zorrilla
brought with her Guillermo and Rosario, her two children, conceived during
her marriage to Weiss; scholars have adduced their presence—and even more,
Goya’s unconcealed devotion to Rosario—as evidence that the painter was the
children’s biological father. Regarding this, Manuela B. Mena recently
advanced a very suggestive theory: the portrait traditionally identified as that
of Josefa Bayeu may represent Leocadia Zorrilla." It is almost certain that
Goya used Zorrilla as his model for the woman in black with the mantilla in
the Black Paintings (Pinturas negras), but the face has been so disfigured by
subsequent retouchings that identification of the features is impossible.

In any case, Josefa Bayeu and Leocadia Zorrilla were Goya’s wives, in the
bourgeois sense: the women of the family, the home, the life “behind closed
doors.” However, Zorrilla, forty-one years younger and of very different char-
acter and formation from Bayeu, would not have understood her cohabitation
with Goya in such terms. The women belonged to two very different genera-
tions, and in that interval profound historical changes had occurred in all social
interactions, including the status of and outlook on women. By the same token,
Goya treated them differently: with Josefa Bayeu, he was simple and familiar,
even evincing an old-fashioned touch of protective superiority, whereas he
treated Leocadia Zorrilla more as an equal, so far as direct and indirect evi-
dence confirms. Were she no more than an “outstanding servant,” the age dif-
ference between them being so great and the artist then being at the peak of
his genius and renown, such equality would make no sense.

Not all the social changes preceding Bayeu’s death and Zorrilla’s sudden
appearance in Goya’s domestic life were positive ones, and this was especially
true regarding women, who were increasingly at risk in the reigning climate of
tempestuous violence. Furthermore, the revolutionary changes and continuous
warfare of the Napoleonic era immensely heightened most people’s anxiety,
dismay, and fear. There was no direct link between the triumph of the French
Revolution and the emancipation of women. But whatever ideological and
legal changes might arise concerning women’s status, what revolution and war
often produce is an inevitable emancipation in practice. Women forced to go
out into the streets and struggle for survival, as was the fate of many at the
time, are unlikely to return willingly to the restrictive norms of their previous

life, no matter what political or legal regime is reinstated. Leocadia Zorrilla is
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a case 1n point, but perhaps the best evidence of this phenomenon is in the
work of Goya himself.

The tremendous personal crisis the painter underwent in the early 17gos as
a result of his illness, combined with deafness, its dreadful consequence,
unquestionably exerted a determining effect on his personality and his work.
Shortly thereafter came the episode of his allegedly sexual relationship with
the duchess of Alba, which—whatever the degree of intimacy in the friend-
ship—most assuredly exceeded the bounds of a straightforward professional
exchange. This experience, too, marked the artist.

On 4 January 1794, not long after his recovery from his life-threatening ill-
ness, Goya wrote the famous letter to Bernardo de Iriarte, vice protector of the
Real Academia de Bellas Artes de San Fernando, informing him that he was
sending a series of cabinet paintings conceived and executed without the
restrictions of commissioned pieces. “To occupy my imagination, mortified in
consideration of my ills, and to recuperate in part the great expenses that they
have caused, I devoted myself to a set of cabinet paintings, in which I have
realized observations that are usually not permitted by commissioned works,
and in which caprice and invention know no limits.”** This declaration, articu-
lated in the painter’s forty-eighth year and immediately after his narrow
escape from death, assumes a central importance in Goya’s artistic trajectory. It
1s generally known that in this last decade of the eighteenth century his work
took a new direction and gained new momentum; more significant is the fact
that these were the result of a deliberate intention on the part of the painter.
In line with this new consciousness, Goya became particularly active in the
Academy, as Janis Tomlinson has shown, contributing to exhibitions in 17gg,
1805, and 1808, and participated in the discussions encouraged by that institu-
tion between 1792 and 179g on curriculum reform. From the minutes of the
Academy we obtain priceless information on Goya’s position, including the fol-
lowing: “Mr. Goya declares himself openly in favor of freedom in the methods
both of teaching and of practicing styles, and proposes banishing all servile
subjection of the primary school, mechanical precepts, financial aid, and other
trivialities that degrade and effeminize Painting. Nor should a time be prede-
termined that students study Geometry or Perspective to overcome difficulties
in drawing.” These ideas coincide almost word for word with Antoine-Chrysos-
tome Quatremeére de Quincy’s opinions, expressed in a missive of 1791
addressed to the National Assembly of France, which was then debating the
same issue. For that matter, the artist’s views agree with almost everything he
had written informally years earlier, in letters and other reliable documents.”

We cannot know what impelled Goya to take unprecedented risks in his art.

Perhaps the sudden acceleration of historical events played a part—not least
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the revolution in a neighboring nation upon which Spanish reality depended—
but also an acute consciousness of his mortality. In any case, it is as if Goya
realized, beginning in the 17gos, that the time had arrived for him to enfran-
chise himself at once and in all directions. He had no excuses left for not pur-
suing such freedom, for his triumph was practically total: he had wealth,
prestige, success in the Academy and at court, and descendants. The moment of
truth had arrived for a man who knew he was a genius: the moment to demon-
strate that genius in his art. How and to what extent did Goya’s personal revo-
lution influence his way of relating to and representing women? I believe that
in regard to his alleged affair with the duchess of Alba insufficient attention
has been paid to Goya’s point of view, as though his role were that of a startled,
long-suffering victim. In 1796, when he turned fifty and supposedly enjoyed
his ducal interlude, he had already had ample opportunity to know the domes-
tic life of the Spanish aristocracy from the inside. His first visit to the small
court of Arenas de San Pedro, where he became intimately acquainted with
the Infante Don Luis’ family life, had taken place in 1783, more than a decade
earlier. In 1787, he took part in decorating the new palace the duke and
duchess of Osuna were having built near Madrid. Goya maintained easy and
cordial relations with them, and it i1s in their halls that he most likely met the
duchess of Alba. His consecration as the preferred portraitist of the aristocracy
and their circle throughout the decade meant that the Goya who kept the
duchess of Alba company in her gilded retreat at Sanlicar de Barrameda was
no longer an inhibited parvenu but an experienced man of the world, aware of
his prestige and independence and ready to use them to his advantage, both
personal and artistic. He was also by then quite accustomed to the exhibition-
ism characteristic of aristocrats: it did not shock him, although his middle-class
morality would never allow him to engage in it.

What we know of the personality, life, and habits of the fascinating
Cayetana, duchess of Alba, at the time a beautiful, recently widowed thirty-
three-year-old woman, shows her to be a cheerful, extroverted woman, lacking
in all discretion. Her informality and her friendship with Goya were long
established, as the painter himself relates in a famous letter to Zapater, proba-
bly dating from 1794, in which he describes how the duchess burst into his
Madrid studio “to make me paint her face, and she got her own way.”"* This
impetuousness colors many other well-known incidents—a sizable store of
anecdotes reflects the brazen sort of showing-off typical of the aristocracy of
the period and even more pronounced in the duchess’ conduct. In the circum-
stances, I doubt that the sight of the duchess naked was a privilege reserved for
her lovers. It probably extended to anyone, including the household help, who

lived behind the walls of her mansion."”
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To my mind, the uneasiness or resentment that undoubtedly affected Goya
during and after his stay at Sanlticar was not merely the result of suffering or
rage over a romantic disappointment, but rather the product of a clash
between two mentalities, two antithetical ways of understanding morality: the
aristocratic and the bourgeois. And although the confrontation might not have
taken Goya by surprise, the circumstances of the moment must have perplexed
him. In addition, if the creation of the Caprichos dates from this time, as seems
likely, this hypothesis is thereby strengthened, for in the Caprichos Goya
exploits to the maximum the sense of existential contradictions, giving free
rein to a state of mind one might call moral outrage.

The artistic outcome of Goya’s relations with the duchess of Alba was
quantitatively and qualitatively exceptional, as attested to by two full-length
portraits of 1795 and 1797, from the collections of the Casa de Alba (fig. 5) and
the Hispanic Society (fig. 6), as well as the charming scenes of manners featur-
ing the duchess letting herself go, within her family sphere, with games and
practical jokes that reflect her boldness and her talent for mischief (cat. 51). As
if that were not enough, the legend that the nude body Goya painted in the
Maja desnuda (cat. 54.), currently dated around 1797, might be that of the
duchess herself expands the range of variations Goya achieved with this same
model. In any event, although the duchess’ body is probably not the one we see
in the Maja desnuda, it nonetheless closely resembles the bodies that appear in
the so-called Sanlicar album, album A. Among these are several that I and
others believe feature the duchess in the most varied and daring poses and situ-

ations, all handled with enormous verismo touched with charm. Lastly, the

duchess’ alleged presence in the Caprichos, such as in the celebrated Dream. Of

Truth and Inconstancy (cat. 94) and Gone for Good (cats. g2 and ¢3) completes
the substantial catalogue of artistic options Goya pursued with this, his favorite
female model. Leaving aside the question of an incidental erotic entanglement
between them, everything leads us to wonder what stimulated so forcefully
Goya’s artistic interest, which in this case greatly exceeded the requirements of
his position. He was obviously much taken with the duchess’ irresistible charms;
he was also attracted to her poses and affectations, for instance, her majismo.
The maja—discussed by both Janis A. Tomlinson in her introduction to
this volume and Aileen Ribeiro in her essay here—was an element in the
revival of nationalism in a time of crisis. As Carmen Martin Gaite notes, she
also represented a class reaction aimed at distinguishing the aristocracy from
the Spanish middle class, among whom anachronistic French modes of behav-
ior were increasingly common. Martin Gaite perceptively remarks that the
duchess in particular was set on flaunting her personal prerogatives in areas in

which she alone would stand out. Her cultural and intellectual gifts were
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Fig. 5 Francisco Goya, The Duchess

of Alba, 1795, oil on canvas,
Fundacion Casa de Alba, Madrid
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Fig. 6 Francisco Goya, The Duchess
of Alba, 1797, oil on canvas, Hispanic

Society of America, New York
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weak, or so she thought, compared with her mother’s or with those of her

friend and social rival, the duchess of Osuna. Martin Gaite notes:

Tt never occurred to Cayetana to copy her mother or this friend. She could
not tolerate doing passably what they could do very well. But she wanted to
shine, to be noticed, and the only turf she trod more firmly than these
other ladies was that of the popular styles, sayings and modes of dress
familiar to her since she was a little girl. So she had to get these styles into
circulation, to appropriate them and launch them, as exaggeratedly as pos-
sible. That is just what she did. Nobody had done so before her. Imprudent,
daring, and violent in her whims, she waved her beauty like a banner,
decked out in the taste of the common folk, and she displayed it for them,
in broad daylight, in the middle of the street.”

Goya presented the duchess of Alba from at least three different levels or
viewpoints. The magnificent portraits constitute the first; in these, Goya man-
aged to comply with the conventions of the genre without being conventional.
The second level is far more personal; here, he portrayed her in amusing
domestic scenes of manners, marked by a lively realism. In their subject mat-
ter, form, size, and intention, they fit the category Goya termed “cabinet paint-
ings,” among which, in my opinion, several of his drawings from album A
should be included. The third is the viewpoint expressed in the Caprichos, in
which the painter traced the fault lines between himself and the duchess: they
were separated not only by a lover’s grudges but rather, and above all, by what
I earlier called “moral outrage,” reflecting his personal and social uncertainty
in the face of conduct he found reprehensible. In a sense, Goya portrayed the
duchess in every possible way: from inside and out, to be sure, but also accord-
ing to the reactions, psychological and moral, provoked in him by her behavior
and way of life. There thus exists something that renders their destinies insep-
arable, something beyond any casual affair.

Goya sounded the depths of other aristocratic households, too, if not with
the same lavishness of manner and meaning, yet with intimate intent—"*“inti-
mate” in the double sense of portraying a subject in the privacy of home life
and revealing the subject’s inner feelings. The earliest of these households, a
fruitful terrain for Goya, was the entourage of the Infante Don Luis in the
palace of Arenas de San Pedro, where the painter was received with affection
and trust. From it emerged one of his first masterpieces in the “conversation
pieces” genre, then in fashion: the famous group portrait The Family of the
Infante Don Luis (cat. 24.). The work reveals a most ambitious modernity, com-

mingling the naturalistic echoes of Giovanni Domenico Tiepolo with Wright
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of Derby’s chiaroscuro effects. This superb group portrait provides incontro-
vertible proof of Goya’s psychological insight——consider how shrewdly he con-
veys female power in his depiction of Maria Teresa de Vallabriga, the infante’s
morganatic spouse. At Arenas de San Pedro, he also produced an extensive
series of individual portraits whose models are mainly women and little girls,
shown in diverse situations. The entire sumptuous ensemble demonstrates
Goya’s skill in exploiting his extraordinary opportunity to observe the nobility
from a less formal, more relaxed angle: a more realistic point of view, and a
more incisive one. Goya’s personal and artistic experiences in Arenas de San
Pedro yielded something else as well, something in theory unexpected: a
chance to portray the passage of time, as he did in his other portrait of a family
group, The Family of the Duke and Duchess of Osuna (cat. 27). Years later,
when the very young children in that painting were grown to adulthood, he
painted them again (see cat. 40), and the juxtaposition of the works reveals
Goya’s innermost artistic self, in the course of his aesthetic development. The
most striking sequence is perhaps from The Family of the Infante Don Luis to
The Countess of Chinchén (cat. 31). In the latter, Goya portrayed Maria Teresa
de Borbon y Vallabriga at twenty years of age, pregnant, after three years of
the unhappy marriage with Manuel Godoy forced upon her by Charles IV. The
painting is stunning from any standpoint, but among its powerful attractions is
its blend of formal refinement with psychological perceptiveness; the portrait
exhibits Goya’s profound grasp of what the woman posing for him was like,
what she was enduring and feeling at that very moment.

Except in very obvious cases, relevant facts about Goya’s female sitters are
scarce, or the portraits are wrongly identified, or not identified at all. Or we
may know a sitter’s identity, but not Goya’s degree of involvement. Nevertheless,
1t was the portraits that earned the painter his fame, and especially his prosper-
ity; his skill in this genre was very quickly recognized by his contemporaries,
who lauded his ability faithfully to capture not only a model’s appearance, but
the sitter’s characteristic traits or gestures. Goya, appreciating their implications,
as Aileen Ribeiro points out in her essay in this volume, was also very good at
depicting current fashions. Not surprisingly, his services were much in demand—
and portraiture was the period’s most profitable genre. The criteria for measur-
ing social worth were in the process of changing: very soon, wealth alone—the
ability to pay for it—would become the sole requisite for commissioning a por-
trait. Before 1800, Goya was monopolized by the court aristocracy. After that
date, in line with the tenor of the times, his material security, and his self-
confidence, he widened the social spectrum of his clientele, painting more and
more members of the bourgeoisie in a more and more bourgeois manner, grad-

ually yielding to the spontaneous pleasure of praising his friends in portraits.
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'Two predecessors in particular are fundamental for understanding Goya’s
portraiture: Diego Velazquez and Rembrandt. The former, unquestionably one
of the best portraitists in the history of modern painting, was so important an
influence on Goya that Edouard Manet’s statement on the topic—that Goya
owed almost everything to Velazquez—seems in no way exaggerated.” How-
ever, this judgment must be understood in the sense in which I think the
French artist intended it: he saw Goya’s chief merit as a “modernizer” of
Velazquez. The latter was certainly more contained, more “objective,” than the
Aragonese genius, whose temperament and mindset were more fiery and more
expressive. Yet Goya’s admiration for the Sevillan master led him to an emula-
tion at times bordering in my opinion on parody. Goya seems to have seen few
of Rembrandt’s paintings; he was fascinated by Rembrandt’s drawings and
prints, and particularly by the Dutch painter’s images of women." Both
Velazquez and Rembrandt directly inspired the sometimes obsessive verismo of
Goya’s portraiture, as well as the feeling of existential depth in each portrait.
Such influences detract nothing from Goya’s worth or uniqueness; they only
explain why his portraits never sacrifice truth and why they never fall into the
common failing of even the best of his fellow eighteenth-century portraitists:
affectation. Goya’s portraits of women never look affected, instead, they are
imbued with great dignity, even when the sitter possesses no impressive title.
All his models hold themselves erect, even those who are “unimportant” in
terms of position or occupation; they sit or stand straight and their bearing
reveals an apparently natural grace.

In Book IV of Jean-Jacques Rousseau’s Confessions, the author somewhat

shamefacedly admits to a very specific erotic taste:

Seamstresses, chambermaids, and shopgirls had not much temptation for
me; I wanted young ladies. Everyone has his fancies; this has always been
mine, and my ideas on this point are not those of Horace. However, it is
certainly not the vanity of rank and position that attracts me; it is a well
preserved complexion, beautiful hands, a charming toilet, a general air of
elegance and neatness, better taste in dress and expression, a finer and bet-
ter made gown, a nattier pair of shoes, ribbons, lace, better arranged
hair—this is what attracts me. I should always prefer a girl, even of less
personal attractions, if better dressed. I myself confess this preference is

ridiculous; but my heart, in spite of myself, makes me entertain it."
Rousseau’s 1deal “demoiselle” is easily recognized as the bourgeois model

that soon dominated the times: the ideal woman, made desirable by her sensi-

tivity, her refinement, her subtlety, and her education, rather than by physical
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beauty or ostentatious gowns and jewels. Although all these values had been
cultivated as far back as the sixteenth century, their expansion into the grow-
ing European middle class took a qualitative leap forward in the seventeenth,
becoming virtually universal by the eighteenth century. At the same time, a
counter current emerged from the bourgeoisie, creating a fashion for unaf-
fected manners. Even at the outset of the eighteenth century in Regency
France, manners “went bourgeois,” exhibiting greater ease and naturalness, a
shift noticeable in the design of domestic spaces and in the behavior and
appearance of both women and men. Rousseau (1712—1778) was two genera-
tions ahead of Goya. His cultural horizons were also different, although by the
last quarter of the century, the point of departure for Goya’s career, Spain, like
other European countries, displayed fewer national differences. So even in the
absence of a personal declaration by Goya concerning erotic proclivities similar
to Rousseau’s, we need only look at his portraits of women to understand that
the painter emphasized details of dress, gesture, and expression that displayed
the now-prized quality of sensibility.

As Michael Levey wrote in his seminal, panoramic study of eighteenth-
century art, the idealized concept of the “natural” underwent several profound
transformations in the course of the century, until finally “optimism and
belief in nature as a guide were shot to pieces by the fusillades which
followed.”” According to Levey, Goya’s importance consists not only in his
having lived through and incorporated all the stages of this process, but above
all in his grasping and expressing the emerging chaos in a wholly unique way.
In this sense, unlike other contemporaries such as Blake and Fuseli, who like
Goya sensed the latent menace of chaos looming on all sides and—sheltered
under the concept of the sublime—channeled their anxiety into fantastical
images, Goya did not flee the world, but probed the depths of events, so that
his nightmares always possess both tremendous verisimilitude and universal
meaning.”

The variety of forms Goya employed in representing the family as well as
the evolution they reflect are remarkable. The Family of the Infante Don Luis
(cat. 24.) and The Family of the Duke and Duchess of Osuna (cat. 27) are very
different works, though in both the dramatic weight rests, significantly, upon
the two young mothers. A third family group is the most popular and enig-
matic: The Family of Charles IV (cat. 32),” a picture whose naturalism has
inspired a variety of interpretations. The prevailing view, especially among the
general public—that the painter caricatured his models with satirical intent—
is simultaneously the most demagogic and historically the least convincing. In
a more sophisticated analysis, Levey, Licht, and Rosenblum, each for different

reasons, all talk of the “desacralization” of royalty. Janis Tomlinson sees in the
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painting an interesting exception to the general tendency then dominant in
Europe toward the “domestication of dynastic values.”
But the portrait also epitomizes traits noted by Levey, in describing Goya in

his maturity as portraitist:

The artist becomes the receptive wax on which the sitter may impress him-
self. It is the sitter who takes the risk that Goya will serve him only too
well, transmitting an image which has in it almost an over-awareness,
affectionate, ironic, or both, of his real nature. All Goya’s sitters are like the
royal family group in being defenceless. It is no cliché to speak of them as
being captured in paint; simply, they do not realize that it is happening,
and 1t is their unawareness that is touching. It is hard to find any of Goya’s
mature portraits unsympathetic: either as works of art or for the sitters’
personalities which now exist only in art. The mood changes in other ways,

but this empathy remains.”

Let us set aside for a moment the question of artistic genius; Goya was
gifted with extraordinary psychological penetration and with a refined taste
for the nuanced particulars that encoded female erotic attraction. On this basis
alone, he would deserve his standing as the most revered of portraitists. His
superiority in this regard was such that nothing clouded his triumph, neither
the envy of his colleagues nor the doctrinaire art criticism of the age, as Nigel
Glendinning points out.** Nevertheless, when so authoritative an expert as
Enrique Lafuente Ferrari writes, “Goya’s work is a genuine paean to

Woman,”?

or “Woman for Goya is always, throughout all his descriptions of
her, a provocative enigma of sin and temptation,”* it is clear that we should
not limit our investigation to his lofty portraits.

In the sections of the exhibition as offered in Spain titled Events, Predica-
ments, Labors, and Customs, and Spells and Enchantments, as well as the seg-
ment dedicated to the drawings and etchings, we sought to bring together a
collection of works that represented Goya’s intuitive understanding of women,
apart from the influence of direct personal acquaintance or private commit-
ments. In painting contemporary women from every walk of life and in every
sort of situation, Goya revealed his most secret, instinctive, even subconscious
responses to them. The formidable parade of women who cross his paintings,
drawings, and etchings are of all ages, conditions, and professions. Finally, as
mentioned earlier, we see them evolve in the painter’s fantasy as projections of
his desires and fears. In a certain sense we can state that Goya’s material is so
rich, so abundant, so varied, and so complex that it proves almost literally over-

whelming. As Oto Bihalji-Merin writes:
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Goya’s relationship with women is characterized by the ambiguous double-
ness of the female sex. In a sense, it still carries the baggage of the patriar-
chal mentality’s traditional prejudices. Woman is goddess and witch for
Goya: sinner and saint, lover and procurer, worker and aristocrat, mysteri-
ous and enigmatic, tender and maternal, greedy and, when necessary, as

tough as a man.”’

Tapestry cartoons provide remarkably valuable material for analysis of the
first stage of Goya’s rise in court circles and also for assessing his first female
images.” These weavings, of enormous interest for artistic, technical, and ide-
ological reasons, might be seen, in my opinion, as part of a vast program of
official political propaganda reflecting the Bourbon government’s enlightened
reformist aims. For more than fifteen years, between 1775 and 1792, Goya and
other artists worked piecemeal on this project, with late payments and irk-
some thematic and technical restrictions rendering the work increasingly
wearisome to him as his artistic stature grew. The interpretive problem posed
by the tapestry cartoons lies precisely in the fact that they unfold over an
extended period, during which Goya’s personal and artistic development was
becoming progressively more intense. In this sense there is a stylistic and the-
matic gulf between his earliest and his last sketches, as much in their quality
as in the ever greater freedom of their creator. Populism and nationalism were
the initial watchwords behind this project, but as time passed the motives
behind it grew more ambiguous and complex, especially as regards Goya’s
participation.

Answering to this rallying cry, which transformed the traditional genre
scene as set down by David Teniers especially, Goya was soon tackling motifs
from the life of the Spanish people, depicting the popular classes at work and
play and gradually expanding his thematic spectrum and, above all, his critical
vision. Thus, in addition to work, games, and customs, we encounter increas-
ingly dramatized situations, such as accidents—sometimes funny, sometimes
tragic—and an increasingly acerbic view of society. Over time, Goya displayed
an increased and improved command of naturalistic detail and greater confi-
dence in his dramatic representations. Simultaneously, women became not only
more conspicuous, but central to the artist’s designs for the tapestry series.

The women who inhabit the tapestries include lower-class prototypes at the
outset, and later ambiguous fixtures who are either majas or aristocrats dis-
guised as such. They haul water from the fountains, they wash, they practice
their crafts, they work in the fields, they buy and sell. They enjoy themselves,
taking part in group games, excursions, fairs and markets, picnics, and roman-

tic encounters. At leisure, they stroll or rest. As the series evolve, the social
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range expands to include women from all classes or status. The Wedding (cat.
18) appears only at the last, a new motif approaching satire and the Caprichos.

In this assemblage of images there is, however, one clear and significant
line of demarcation in the scenes that portray genuine common-folk, a separa-
tion—mutual indifference or distrust—between the women and the men,
even when they are together or making plans to be. By contrast, when we
move up the social ladder to the bourgeoisie and the aristocracy, encounters
between the sexes are more harmonious (or complicitous). Recent studies have
proposed new lines of interpretation applicable to the tapestry cartoons and
enriching our understanding of their background. Victor I. Stoichita and A. M.
Coderch cite The Straw Mannikin (cat. 19) and Blindman’s Buff (see p. 93) and
their association with carnival figures deeply rooted in cultural tradition.”
Another investigation, by Lavater, suggests possible new sources for the works.*

For whatever reason, in the last decade of the eighteenth century, the fes-
tive galety that characterizes most of the costumbrista tapestry cartoons begins
to alter. Paralleling historical events and Goya’s inner voice, their tone turns
more realistic, alienated, and gloomy, reflecting a world growing daily more
violent, cruel, and dehumanized. These upsetting scenes, in conjunction with
fantastic and sinister images of witchcraft, became more common with the
passage of time and the repetition of tragic events, although I believe that
attributing Goya’s growing “black” spirit specifically to a change in his rela-
tionship with women and the female image is an oversimplification. Toward
the end of his life, the painter, now intensely visionary, evinced anxiety and
distrust of the whole human race, men and women alike, although in his rela-
tions with women he could not help but project his masculine fantasies as well
as those of his cultural heritage, his turbulent era, and his no less troubled
nation.

Théophile Gautier once remarked, perceptively, that Goya, “intending to
serve new ideas and beliefs, traced the portrait and the history of the old
Spain.”” In other words, allying himself with his country’s modernizing impe-
tus, the artist found himself confronting the dead weight of its atavistic past, a
virtually insuperable obstacle. Ambivalence suffuses his images, not only of the
Spanish people but of all people, an expression of his weakened faith in the
human capacity to advance without destroying. Whatever fears and suspicions
Goya entertained, as a man, about women, I doubt he thought them better
equipped than men for working either good or evil. When, for example, his
images appear to express delight in overtly vicious or irrational aspects of
female attitudes or behavior, almost invariably there surfaces in Goya the
Enlightenment censor, stern and punitive. Inside him a constant guardian

warns against reason’s dangerous sleep, but this watchman is also the artist,
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disinclined to shut his eyes against the monsters he sees, monsters he consid-

ered viscerally real, or, as Baudelaire put it, “verisimiles.”*
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Images of Women in Goya’s Prints and Drawings

oya: Images of Women. What might we think of first? Certainly the

Maja desnuda (cat. 54)—an uncanny image of a petite, dark-haired,

naked woman, whose curious mix of confrontation and timidity chal-
lenges the nonchalance of the idealized nudes that preceded her. Her clothed
counterpart, the Maja vestida (cat. 55) would also come to mind, her brazen
demeanor intimating an extremely inappropriate—and thus all the more tit-
illating—wantonness. Beyond these images, unique in Goya’s oeuvre, his
many portraits of women betray a versatility unmatched by any other artist.
How can one summarize a body of portraiture that encompasses the formal
and distant marchioness of Pontejos (cat. 26), the engaged and sympathetic
duchess of Osuna with her family (cat. 27), and the proud Queen Maria Luisa
in her many guises: among the royal family, on horseback, or dressed in a black
mantilla and basquifia® Not to mention the masterful and often more intimate
portraits done for nonaristocratic friends and patrons, sitters known only
because they had the privilege of sitting for Goya. But in spite of their wide
variety, we assume, in the absence of documentation, that all of these portraits
have one thing in common: they were commissioned.

As commissioned works, these paintings display the artist’s willingness to
flatter his patrons to a greater or lesser degree—a compromise acknowledged
by the artist in the self-satirizing etching from the Caprichos, Neither More
nor Less (fig. 1). Here the monkey painter—the ape of nature—denies nature

in order to flatter the patron. The sitter is an ass, aggrandized on the canvas as

JANIS A.
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She Is Ashamed That Her Mother
Should Speak to Her in Public, and
Says, Please Excuse Me (cat. 76),



iz the painter adds a wig and white collar, elements
outdated by the late 17gos when Goya conceived the
image, that imply the sitter’s preference to be por-
trayed in the guise of his more glorious ancestors.
Neuther More nor Less manifests Goya’s con-
sciousness of the constraints and compromises
imposed by patronage. Concomitantly, he was also
aware of the liberties he might take in noncommis-
sioned works. It was not until late 179z, at the age
of forty-seven, that (Goya began to explore this free-
dom in a series of small cabinet paintings, created
during his recuperation from a year-long illness in
late 1792, and subsequently submitted to the Real
Academia de Bellas Artes de San Fernando. In
offering the paintings to Bernardo de Iriarte, vice-
protector of the Academy, Goya described them as
“a set of cabinet paintings, in which I’ve managed
to make observations for which there is no opportu-
nity in commissioned works, and in which caprice

and invention have no limits.”' Goya’s use of the

- = . : :
LY it N term capricho, which might be translated as

Fig. 1 Francisco Goya, Neither More
nor Less (Ni mas ni menos), plate 41
from the Caprichos, 1797—1798,
aquatint ctching, National Gallery of
Art, Washington, Rosenwald

Collection

“whimsy” or “fantasy,” to describe the freedom

allowed by these works 1s significant, since it would
eventually serve as the title for his series of aquatint etchings published in Feb-
ruary 1799—the artist’s first major venture in presenting noncommissioned
imagery to a wider audience.

The cabinet paintings of late 179z —1794. were the point of departure for a
steady production of noncommissioned works that the artist would produce
until his death in 1828. Paintings comprise a relatively small part of this
work, which is dominated by Goya’s drawings and prints. The prints fall
mainly into four series of aquatint etchings: the Caprichos; the Disasters of
War; the Tauromaquia; and the Disparates, as well as a lithographic series,
the Bulls of Bordeaux. Goya’s drawings encompass preliminary ideas and
sketches for the prints as well as eight groups of drawings, or albums, unified
by medium and paper.” Ranging from quick studies in chalk or ink, to
intensely labored prints that developed through drawings, preliminary
sketches, and multiple states, these works were all created without regard
for patronage. They attest to Goya’s drive to represent the multifaceted
characters and situations of women and are essential to an exploration of

those themes.
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Although Goya’s prints, drawings, and paintings are often examined and
exhibited separately, these activities are interrelated. His recognition of the lib-
erty found in painting without a commission opened the way to his experi-
mentation with drawings in the mid-17gos, which may have led him in turn to
the production of the Caprichos. It was probably on a sojourn to the Sanlicar
estate of the duchess of Alba in 1796 that Goya began sketching women,
including the duchess, in a variety of poses. Some of these were probably
observed, but other, more sexually explicit postures
were undoubtedly imagined. The drawings of the
Sanlucar album are simple compositions of one or
two figures, without an implicit narrative (fig. 2).
Many of them have a very rococo flavor: delicate
washes describe a contemporary ideal female
figure—petite, dark-haired, and wasp-waisted
with an ample bosom. The thematic and formal
complexity seen in the subsequent Madrid album
(1796—1797) marks a breakthrough that is not eas-
ily explained. In contrast to the precise handling of
wash 1n the Sanltcar album, there is a tendency
here toward broader, more economical brushstrokes
that capture postures, gestures, and expressions. ¢
More complex, multifigured compositions replace
the one or two figures seen in the smaller drawings
of the Sanlicar album, and gestures become less
theatrical as Goya imagines more natural inter-
actions between men and women.

We might wonder if the deafness that resulted
from his illness of 179g2—1793 had increased the
artist’s sensitivity to the gestures and expressions
that accompany daily social exchanges. But even if
Goya did not hear the words, he formulated his
own. He began to add explanatory captions to the
drawings of the Madrid album, something that he
would continue to do in drawings throughout his
life. These captions anticipate the pithy engraved
captions of the etchings of the Caprichos. They
serve multiple purposes, sometimes explaining the
image, sometimes standing in ironic opposition to what the image presents,
and sometimes implying a theme, but leaving the viewer to fill in the blanks.

For whom were these captions intended? Particularly when they explain the
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Fig. 2 Francisco Goya, A Girl Listen-
ing to a Guitar, Sanlucar album,
1796, indian ink wash, Museo
Nacional del Prado, Madrid



image, their addition suggests that Goya shared that image with a small circle
of friends. In this, these drawings of women and commentaries on human
mores and foibles—even when not overtly pornographic—might be seen as a
visual counterpart to the erotic poetry that was circulated in manuscript form
among enlightened circles.’

The evolving imagery of women is here presented in three parts: the first
addresses the Caprichos (1799) and the related drawings; the second, those
drawings unrelated to specific prints that span the artist’s mature career; and
finally, the imagery presented in the Disasters of War (c. 1810—1816) and the
Disparates (c. 1817—1820).

Women in The Caprichos and Related Drawings

When God surrendered the world to the disputes among men, he foresaw
that there would be innumerable points that would always be argued, with-
out ever arriving at a conclusion. One of these, it seems, had to be the intel-

ligence of women."

Goya’s depictions of women are of their time in that they reflect in part con-
temporary discourse in eighteenth-century Spain, where women’s education,
marriage, fashion and luxury, and even prostitution were often discussed
among progressive circles and provided subjects for extensive commentary in
the press. Circulated in periodical literature and intended for the same elite
public for which Goya created the Caprichos, such commentaries can be con-
sidered as context for Goya’s imagery, although connections between specific
writers and the artist are few. With the exception of the discussions relating
to prostitution and social transgression, much of this writing was directed
toward women of the upper classes, and as a result has nothing to say about the
working-class women who often appear in Goya’s images.

The prints and drawings do not reveal where Goya stood on specific issues.
Looking at the range of this work, we realize that the artist did not represent a
single point of view: women are sometimes portrayed as virtuous, at other
times victimized, and even as the perpetrators of violence. In the Caprichos, a
decidedly more negative view seems to govern the imagery, but this is a revela-
tion not so much of Goya’s attitude toward women, as of the satirical intent of
the Caprichos. Before the artist’s censorious eye, no one looks good: in dealing
with women—in scenes of courtship, marriage, and prostitution—Goya
seems just as critical of the men involved in less than ideal relationships. In

this, he echoes the sentiments of the early eighteenth-century writer Fra Benito
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Feijoo, whose 1726 essay In Defense of Women (Defensa de las Mujeres) served
as a point of departure for discussion of the status of women in eighteenth-
century Spain.” According to Feijoo, women were not to be blamed for their
lack of education or intellectual shortcomings—these were clearly the fault of
the men who had denied them a proper education. He dared to state what the
Caprichos would so well illustrate at the end of the century: “Whoever would
like to make all women good should convert all men.”*

Goya’s initial conception for the Caprichos is based on a series of numbered
pen and ink drawings of witches that carry the manuscript title of suesios, or
“dreams.” The dependence on line and the impression of the etching plate left
on these drawings leaves no doubt that they served as preliminaries for etch-
ings (cats. 65 and 67). Although traditional attacks against witcheraft might be
based on distrust of socially deviant women, Goya’s own witchceraft scenes do
not seem to present a pointedly misogynist theme. His imagery of witches does,
however, subvert the idealized conventions of female beauty that are reflected
in other images of the 17gos such as drawings of the Sanlicar and Madrid
albums, and the Maja desnuda (cat. 54.). It would be difficult to move further
from this ideal than we do with the abundant figure of the witch carried by
helpers in Where Is Mother Going? (cat. 66) or the emaciated woman who
teaches the young witch the tricks of the trade in Pretty Teacher! (cat. 68).

If, at this early stage in the formulation of the Caprichos, Goya’s ultimate
intent was to satirize the stupidity and errors of society, the witchcraft scenes
may have served as an indirect commentary on those who believe in them.
Alternatively, if the artist had not yet formulated the concept for the entire
series, the scenes of witchcraft might be understood as a graphic counterpart to
a series of oil paintings of witchcraft scenes commissioned by the duke and
duchess of Osuna for their country house in 1798. In any case, (oya soon went
beyond the theme of witchcraft, as he introduced drawings dealing with
mutual deceptions between the sexes in courtship and marriage.

In the sequence of suefio drawings, number fifteen (cat. 79), which would
serve as the preliminary drawings for the Capricho W#hat a Sacrifice! (cat. 80),
immediately follows scenes of witchcraft and marks an abrupt change in
theme. The manuscript caption to the drawing, showing a young woman ogled
by suitors, offers an insight into her situation: “Sacrifice for GGain: They Are
Young Men Each One Richer than the Next and the Poor Woman Doesn’t
Know Which to Choose.” This drawing repeats the theme of the more explic-
itly fantastic Cruel Masks from album B (cat. 78), where the theatrical gesture
of the distraught young woman only reveals her neck and bosom, making the
ogling all the easier. In both images, the woman 1s a coconspirator in her

victimization, and also stands to gain by the sacrifice. Knowledge of these
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drawings and their captions confirms the irony underlying the pithy engraved
caption of the etching that ultimately evolved from them: What a Sacrifice!

But why could the pretty and well-endowed young woman of #What a Sacri-
fice/not find a more suitable companion? Late eighteenth-century critics
lamented the unwillingness of young men to fulfill their social and patriotic
responsibility by settling down and having children. According to one contem-
porary writer, a young man may “remain all at once without reserves of body
and spirit, [as,] submerged in the arms of a courtesan, he loses entirely the
desires and sentiments for our honest and virtuous daughters.”” This suspected
relation between prostitution and the unwillingness of eligible men to marry
might have inspired Goya to slip, in the series of suefios drawings, from the
imagery of What a Sacrifice! to scenes of streetwalkers in Madrid in the pages
that follow. Contemporary commentators recognized that there were other
social dangers: men who frequented prostitutes contributed both to this under-
ground economy and to the spread of venereal disease.

The appearance of all women in urban public spaces in eighteenth-century
Spain was itself a sign of transformation in society. Throughout the previous
century, women had been relegated to the house of their parents or husbands,
or to the convent. As women increasingly frequented public spaces, they
became more aware of their dress and gestures, and of how they might attract
attention. This change in attitude was qualified by contemporaries as mar-
cialidad, defined in an account of 1774 as the custom of speaking freely and of
liberating oneself from the old-fashioned honesty and modesty of past genera-
tions.* The public places frequented by men and women gave rise to new sub-
jects, recorded in the tapestry cartoons of Goya and his contemporaries such as
Ramoén Bayeu and José del Castillo:” in the late 1770s, Goya painted a series of
tapestry cartoons illustrating the annual fair of Madrid, where women of all
classes mingle among the stalls of crockery vendors (cat. 5) and secondhand
dealers. A decade later, he would record the attendance of women at the festiv-
ities celebrating the day of Saint Isidore, patron saint of Madrid, in two
sketches never executed as tapestry cartoons. Another decade would pass before
the Caprichos would show a shift away from the daytime world of the tapestry
cartoons to the nighttime world of the women dressed in black veils and over-
skirts, a dress characterized as being that of the maja, a young woman from the
popular classes of Madrid, known for her forthright—and sexy—demeanor.

The dress of a maja did not of itself denote a woman of ill repute—upper-
class and aristocratic women often wore the costume, as seen in Goya’s 1799
portrait of Queen Maria Luisa (cat. 29), whose costume is a possible indication
of solidarity with the popular and traditional classes, during a period of

increasing nationalist sentiment." But majas themselves had a reputation for
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their outspoken manner, as implied in one article of a royal decree establishing
rules for schools to educate poor girls in Madrid, stating that: “Teachers will
use a simple and clear style of explanation...and will not be permitted to use
indecent words, double entendres, or words that are considered to be associated
with majas.”"" In the Caprichos, Goya offered a clear indication of these
women’s profession in their décolletage, confident gazes, and—above all
else—in the company they keep. Men petition them in transactions observed
by the ever-watchful bawds, or celestina.

In the Caprichos, the recurrent figure of the prostitute—chatting with a
potential customer, adjusting her stocking, taken into custody —suggests a
familiarity with her lifestyle that had been immortalized in the satire by
Nicolas Fernandez de Moratin the elder, Art of Whoring (Arte de la Putas),
which circulated in manuscript form in Madrid during the 1770s. To quote the
poet: “It would be easier to count the stars / girdling the globe, or calculate /
the grains of sand beneath the seas / the lap from the Indian shores to Africa /
than to count the girls in Madrid.”"* Yet, like that of Moratin, Goya’s tone is
indulgent, if not sympathetic. These scenes of prostitution point up the mutual
nature of the duplicity and victimization, illustrated by Capricho 5: Two of a
Kind (cat. 72). The preliminary suefio drawing for this etching again reveals
more than the etching itself (cat. 71). In contrast with the linear drawings of
the witchcraft scenes, this drawing illustrates Goya’s manipulation of ink wash
to create significant highlights, which draw attention to the lower face and
bosom of the prostitute, the disappointed expression of her customer, and the
grinning celestina behind. The reason for her mirth is described in the caption:
The Old Women Laugh Themselves Sick Because They Know He Hasn’t a Bean.
Although in modern society we might think of the streetwalker as the victim,
Goya clearly turns the tables, as seen again in Capricho 7, Even Thus He Can-
not Make Her Out (cat. 74.). The literally unseeing client scrutinizes, but never-
theless fails to perceive the danger that awaits him—one of several etchings in
the Caprichos where diminished perception signals diminished understanding.”

A return to the theme of matrimony is seen in Capricho 2, They Say Yes
and Give Their Hand to the First Comer (cat. 81), which takes its title from
verses in A Arnesto, a satire by Gaspar Melchor de Jovellanos published in the
periodical El Censorin 1786. Jovellanos writes of the bride who contracts a
marriage only to gain her freedom, so that, “without invoking reason, or
weighing / in their hearts the merits of the groom / they say ‘yes’ and give
their hands to the first who comes!”"* Jovellanos is unambiguous in assigning
blame to women——and thus represents only one side of the arguments presented
in contemporary literature;"” in contrast, Goya forces us to see that self-interest

1s shared by male and female alike. He takes pains to delineate the clearly
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unappealing nature of the groom, whose folly lies in believing that this woman
marries him for love. The final placement of this image in the published
series—immediately following the self-portrait of the artist that serves as a
frontispiece—attests to the importance that Goya assigned to its theme.

One element of the uniqueness of the Caprichos is the ambiguity of many
of its images, although today we might miss the ironic tone of the captions.
Appearances can be deceptive, as illustrated by Capricho 32, Because She Was
Susceptible (cat. 83). To a modern viewer, this may seem a sympathetic image
of Woman cruelly castigated for her “susceptibility” in an intolerant society.
Yet this woman is probably Maria Vicenta Mendieta, who had aided and abet-
ted her lover in killing her husband Francisco de Castillo, a well-known busi-
nessman, on g December 17g7. The murder was much discussed in Madrid,
since Castillo was killed in his bed, in his residence on the Calle de Alcala (the
same main street on which the Real Academia de Bellas Artes de San Fernando
is located). The culprits were quickly identified. Goya was undoubtedly famil-
iar with the case, not only because 1t created a sensation in Madrid, but also
because the ensuing trial involved at least two government officials whom the
artist knew and portrayed in 1797 and 1798, respectively: Juan Meléndez
Valdés, counsel for the crown, and Gaspar Melchor de Jovellanos, minister of
justice and author of the satire .4 Arnesto cited above. During the course of
trial, the defense made reference to the wife’s mental instability, citing her
pathologically apathetic behavior in prison, an attitude reflected in Goya’s
etching. The public execution of both the wife and her lover took place in Feb-
ruary 1798. Although we will never know if Goya sympathized with the
woman, it seems unlikely, and we must admit the possibility that his ironic
caption is intended as a condemnation of her unrepressed sensuality."

Much of the commentary on women in eighteenth-century Spain was
somehow related to a larger social concern about the demise of marriage as an
institution—although it has recently been suggested that this was an invented
crisis.” Nevertheless, few discussions of female weaknesses were divorced from
the topics of marriage or motherhood. Even women’s propensity to indulge in
fashion, encouraged by their new visibility in public, was related to these

1ssues. A writer to the Correo de Madrid lamented:

Current fashion is to instruct them from the cradle in marcialidad, the har-
mony and variety of colors, the handling of a fan, mantilla, and other
accessories, in the contortions of the body and the play of the eyes, in the
perfection of all dances, without omitting the allemande, the fandango,
and the famous bolero, but not in the management or economics of the

home, because this is for ordinary people. From this wonderful upbringing,
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the goal of all women becomes to get married, not to make a husband
happy or procreate, but simply to enjoy and to run through (at the very
least) the savings of this unfortunate, who, to live in peace, is condemned to

spend the rest of his life in continual unrest."

The female penchant for adornment underlies, of course, the elegant
costumes of the streetwalkers, so often juxtaposed with the plainly dressed
celestinas who accompany them. Women’s increasing preoccupation with fash-
ion in late eighteenth-century Spain coincided with a European trend, as
changing fashions in late eighteenth-century Europe anticipated the division
that would become common in subsequent centuries, with male costume
becoming less ornamented and female costume more so." As Aileen Ribeiro
also discusses in her essay, a concern with the growing luxury of female dress
led in 1788 to a proposal, dedicated to the minister of state, the count of Florid-
ablanca, for a national costume for women.” Three variations on the costume
were warranted, depending on the social status of the wearer and the occasion.
Although the impracticality of the proposal was soon recognized, the govern-
ment did not remove itself entirely from the question of female costume. Dur-
ing Holy Week of 1798, several women appeared in the street in overskirts, or
basquinias, of brown and other colors—instead of the traditional black. Their
dress caused an upset among “members of the lower classes” (gente del popula-
cho), who insulted the women and even threatened to rip off the offending
overskirts. In response, any such reaction to basquifias or other articles of dress
was outlawed. However, a year later, in March 179g, a royal order was pub-
lished that allowed only black overskirts to be worn, and outlawed any exces-
sive colored, silver, or gold trim. Capricho 26, Now They Have a Seat (cat. o),
or in Spanish, Ya tienen asiento, offers an ironic play on the word asiento, which
may mean “seat” or “judgment”—which these young ladies clearly lack. The
etching may also allude to the blind following of fashion, as women parade
their basquifias on their heads to the amusement of the onlookers behind. And
female obsession with adornment that long outlives natural beauty provides
the theme for Capricho 55, Tl Death (cat. g1), which introduces a theme that
Goya would revisit in the late painting of 1802—1812, Two Old Woman (Musée
des Beaux-Arts de Lille).”

Women in Goya’s Album Drawings

The albums of drawings that have been denoted as “A” and “B” (the Sanlucar
and the Madrid albums, respectively) were the first two of eight that the artist
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would create from the mid-17gos to the end of his life. The drawings vary
greatly in their degree of completion, which might suggest that some were
created as finished works and others were more private experiments. Many of
the drawings seem to record specific incidents, suggesting a connection with
observed reality that has been recently emphasized by Juliet Wilson-Bareau,
who has titled certain albums according to their content.”” But to christen an
album in light of only some of the subjects presented within, or to title an
album in such a way as to imply that all of its drawings have a basis in every-
day experience, is a somewhat reductive approach. As Pierre GGassier has noted:
“[T]t cannot be said that this or that album, such as the one in the Prado, is
actually a ‘journal’ in the strict sense of the term...The fact is that Goya’s art
1s much more complex.””’

Over a thirty-year period, Goya’s drawings offer variations on themes
associated with women who openly express passion, sorrow, maternal love, and
at times, hatred. The juxtaposition of male and female reactions might serve to
underscore a female emotionalism, as in a drawing from album B (cat. 95),
where a man and woman react to the pronouncement issued by a third figure,
whose sex is not easy to define. The clasped hands of the man suggests that he
pleads, whereas the woman breaks down in sobs—as does a second female
figure behind. These stereotypes were undoubtedly perpetuated in the theater
of Goya’s day, and we might even wonder if what is witnessed in the drawing
1s some kind of melodrama enacted at an aristocratic gathering for an
evening’s entertainment. About fifteen to twenty years later, Goya revisited
the theme of female passion—and perhaps hysteria, a disease that was asso-
ciated with women during Goya’s time—in a drawing of album E (cat. 109).
The detailed handling and description of costume seen in the drawings of
the Madrid album have given way to a bolder treatment appropriate to the
subject portrayed. The drama takes place outdoors, as a woman dressed in
only a chemise tears at her hair while others look on without reaction. Behind
her, an unseen figure points (perhaps to the source of her anguish?). The dis-
parity between the woman’s passion and the blasé reaction of the onlookers
suggests a strange disconnectedness that anticipates what we see in the etch-
ings of the Disparates, where the sadistic treatment or suffering of one person
seems to have no impact on the onlookers. In the drawing, this detchament
suggests that the woman is beyond help and beyond sympathy, as passion over-
whelms reason.

There seems little doubt that Goya, like many of his contemporaries,
associated the virtuous woman with home and motherhood. Even reformers in
favor of women’s education justified their cause by appeal to the need for

mothers to be educated:
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What man would deny that women form the hearts

of children until the age of seven or eight? And can ¥
this be done without talent, capacity, and without a
soul more finely tuned that that of man? ... Happy
the State that comes to have a large number of
women so virtuous, that propagating the human
species, they improve it and are the joy of their

families.?

The identification of female and maternal virtue
1s expressed in the Sanltcar album, as Goya depicts
a young woman traditionally identified as the
duchess of Alba with Mariluz, the duchess’” adopted
daughter (fig. 3). Alternatively, the bad or ignorant
mother becomes a villain, as seen in the drawing
bearing the caption What Stupidity! To Determine
Their Fates in Childhood (cat. 104.). A peasant
woman forces two children into something they
don’t want to do, as one struggles and the other,
resignedly, follows. This child mimics the attitude
of the woman, who walks forward with bowed head
and closed eyes, similarly resigned to her fate.

The range of Goya’s representation of women is
unmatched by any artist of his time. In some
images, women contemplate their choices: Think It
Over Well (cat. 105) emphasizes the woman’s reflec-
tion, rather than the choice to be made, since the
viewer 1s not told what “it” is. Elsewhere, Woman is
scorned as the embodiment of frivolity. In It’s a Pity
You Don’t Have Something Else to Do (cat. 106), a woman assumes the costume
of a peasant carrying water from the well, although her hair ornament, neck-
lace, slippers, and poise suggest that she is in fact an upper-class woman in
masquerade. Goya’s caption clearly condemns the “deceit.””” He illustrates a
very different side of women in the superb drawing You'll See Later (cat. 108),
in which she is the embodiment of temperance, her restraint underscored by
contrast with the man who guzzles wine, to her obvious disapproval. Clearly
beyond the bounds of traditional femininity is a drawing showing a woman
poised to murder a sleeping man (cat. 110).

In Goya’s drawings, women plead, cry, and are victimized by circumstance,

by society, by men. With few exceptions, the men are usually in control. Even

GOYA: IMAGES OF WOMEN

Fig. 3 Francisco Goya, The Duchess

of Alba and Mariluz, Sanlicar
album, 1796, indian ink wash, Museo
Nacional del Prado, Madrid (recto of

fig. 2)
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Fig. 4 Francisco Goya, A Group with

a Fainting Woman, Madrid album,

1796/1796, indian ink wash, Museo

Nacional del Prado, Madrid
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when this control is not depicted, the male artist
e has the upper hand, directing interpretations of
his female figures by the captions he provides.
Perhaps, then, it should not surprise us that the
artist was drawn to the theme of Pygmalion and
Galatea—translated from the classical to the
modern world (cat. 111). In Ovid’s Metamorphoses,
the sculptor Pygmalion asked Venus if he might
have a wife as lovely as a sculpture he had just
created. Venus granted his wish; Pygmalion
kissed the ivory sculpture and it came to life.
Goya’s drawing transforms the myth: Pygmalion
1s given the pug nose and sunken eyes that sug-
gest this to be a self-portrait of Goya, although
his costume combines the Rembrandtesque, in its
broad, white collar, and the eighteenth century, in
his knee britches. And in lieu of a chastened kiss,
the penetration of his suggestively placed chisel
seems to awaken the figure of a woman, whose
chastity 1s implied by her all enveloping dress.
She turns toward the viewer, her wide eyes
ostensibly expressing surprise rather than any
kind of displeasure.
Goya’s early experimentation with lithography,
a technique introduced in Madrid only in 1819,
shows his continued involvement with the por-
trayal of women. In Woman Reading to Two Chil-
dren (cat. 113), he apparently attempted to create a composition enhanced by
strong tonal contrasts (possibly originally a woman reading by a now unseen
source of illumination) but the coarse grain of the stone apparently prohibited
this.” The composition has an improvisational quality to it: if we block out the
two figures looking on, we are left with a very sensitive image of a woman
engrossed in reading—one of the few images within Goya’s oeuvre of a
woman’s intellectual absorption in a task. So involved is she, that she remains
unaware of the children who hang on her words, to reinforce the suggestion
that they were perhaps a subsequent addition.
The woman in the lithograph variously titled Group with Sleeping Woman
or Woman in a Trance (cat. 114) 1s the antithesis to the woman reading. Sleep-
ing or fainted—and thus recalling an early drawing from album B (fig. 4)—

she remains oblivious to all around her. In contrast to the huddled form of the
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woman reading, this woman sprawls across the paper: if Goya began each com-
position with the central figures, these clearly present opposites. Yet, as in
Woman Reading to Two Children, the added onlookers seem secondary to the
subject at hand, and we sense here again an 1mprovised composition. That
Goya was more interested in experimenting with lithography than with sales

is suggested also by the rarity of each of these images, of which no edition was
offered.

The Dusasters of War and The Disparates

Undoubtedly, the most famous image of a woman in the Disasters is that of
Agustina of Aragon (cat. 116). During the siege of Saragossa, Agustina sur-
mounted the Portillo battery after all the male combatants had been killed.
Taking a match from the hand of one of the dead soldiers, she fired the
twenty-four-pounder and saved the day. Her fame spread throughout Spain
and beyond, after she was celebrated in Childe Harold by Lord Byron, who met
her in Madrid in 1809, and whose verse inspired David Wilkie’s painting 7%e
Defense of Saragossa of 1828 (Collection of Her Majesty the Queen). As has
been pointed out, Agustina’s celebrity is in part explained by the uncommon
nature of her deed: although the exploits of women in combat were celebrated
in propaganda and myth, in fact, such instances were rare.”” Women generally
“fought, like Agustina did, when there were no men left, when they were pro-
tecting their children, and when they were defending their sexual integrity.”*
These are the roles of women that Goya represented. Other roles played by
women during the war, as nurses of the wounded, as spies, and as dissemina-
tors of misinformation to the French, go unrecorded in his etchings. The
unique image of Agustina approaches allegory: her identity is hidden, her face
1s cast in shadow, and her delicate figure is clad in a classically inspired Empire
gown. She seems ethereal, compared with other women portrayed in the series,
who offer a far less sensational imagery of female heroism. In And This, Too
(cat. 117), determined women, heads held high and gazes straight ahead, try to
escape the ravages of war with children, housewares, and farm animals in tow.
The uniqueness and power of much of GGoya’s imagery of war lie in the fact
that he isolates individual vignettes, giving the paradigmatic “inhumanity of
war” an all too human face. Often that face 1s transformed by the violence it
imposes or suffers, as in (Goya’s scenes of rape. Sexual atrocity during wartime
was not a novelty, and had been depicted in the seventeenth century by Jacques
Callot in his etchings The Miseries of War.* Callot presents rape as one act of

violence in a panorama of atrocity;” Goya forces the viewer to confront the
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Fig. 5 Francisco Goya, Truth Has
Died (working proof), c. 1814, etch-
mg and burnishing, Museum of

Fine Arts, Boston
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violation. Whereas once a young and old woman together were cast as the
amusing figures of streetwalker and celestina, in They Do Not Want To (cat.
118), they are transformed into a woman in a virginal white dress, who fights
off the advances of a burly soldier, and an older woman who approaches to
attack from behind. In the subsequent etching, Nor Do These (cat. 1), desper-
ation and violence are communicated through the depiction of a struggle in
which limbs and bodies can be neither deciphered nor untangled. The body
of the woman in the foreground is contorted as she flails helplessly; we detect
behind her the upraised legs of another female. That the men clearly out-
number the women only heightens the viewer’s feeling of outrage before
their actions.

A third type of imagery of women in the Disasters undoes gender distinc-
tions, showing that the extremes of war leave no room for roles common to
polite society. In Ravages of War (cat. 123), the bodies of women and men are
twisted and indiscriminately intertwined with what appears to be a collapsed
home—its past domestic tranquility hinted at by a single armchair suspended
in space. A bare-breasted mother, her legs indelicately spread, holds her dead
child in this image of a world literally made topsy-turvy by war’s devastation.
And in Rabble (cat. 122), a masculinized woman beating the perhaps already

dead body of an enemy or traitor recalls Goya’s drawing of a woman murdering
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Fig. 6 Francisco Goya, #ill She Rise
4gain? (working proof), c. 1814, etch-

ing and drypoint, touched with

graphite, Museum of Fine Arts,

v R = Boston

a sleeping man (cat. 110). Again, the niceties of the conventional female are
lost, as a desire for vengeance distorts her face and gives her arms unexpected
strength. With the exception of the image of Agustina of Aragon, there are no
recognizable individuals portrayed in the Disasters; only the anonymous con-
front and react to specific situations—rape, executions, and the need to seek
refuge from the violence.

As Goya developed this series he added a group of etchings identified in an
early title page as “caprichos enfaticos,” or Emphatic Caprichos.” The imagery
of these allegorical etchings, which refer at least in part to the authoritarian
restoration of Ferdinand VII, as well as the larger size and quality of the plates,
suggests that they were etched during the postwar period. In their unique
imagery, they provide a link between the seemingly documentary images of
the Disasters and those of the Disparates. In the most accessible Emphatic
Caprichos women assume a clearly allegorical role, illustrated in Truth Has
Died and Will She Rise Again? (figs. 5 and 6), where Goya exploited the tech-
nique of etching to equate truth with light, against the figures of darkness who
attempt to bury her. Other Emphatic Caprichos are more ambiguous. What Is
This Hubbub? (cat. 124.) shows two women, young and old, who cover their ears
and bow their heads against the raging forces around them; they become vic-

tims of the wars caused by men, embodied by the soldier on the left who
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Fig. 7 Francisco Goya, preliminary
drawing for Feminine Folly,
1816/1820, sanguine wash with
traces of red chalk, Musco Nacional
del Prado, Madrid
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calmly witnesses and seems to register the commotion he causes. The meaning

of What Is This Hubbub?, like that of many of the Emphatic Caprichos, is more

easily intuited than it 1s explained—it presents an image of disorientation,
suffering, and victimization, pitted against an official doing his job. The man’s
uniform suggests an identification with Napoleonic forces, but, beyond this,
the image cannot be explained by narrative, a trait that characterizes many of
the etchings of the Disparates.

The drawings for the Disparates (a title that translates only loosely as
“follies”) are freely brushed in sanguine wash, and present images that
underwent significant transformation as (Goya etched the plate. In the drawing
for Feminine Folly (fig. 7), Goya returns to a theme of women tossing a doll in
a blanket, first seen in the tapestry cartoon 7The Straw Mannikin (cat. 19). The
limp rag doll lies in the blanket, as spectators wait for the game to begin. In

the final etching (cat. 125), the onlookers disappear—removing the scene from
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the carnival context where it might have taken place—and two more women Wig. 8 Francisco Goya, preliminary
drawing for Poor Folly, 1816/1820,
sanguine wash with traces of red

lie in the shadows of the blanket. What might previously have been explained chalk, Museo Nacional del Prado,

join the group, tossing two dolls now suspended in midair. A man and a donkey

as a game or carnival scene, or even as an allegory of the relationships between Madrid
men and women, has now become an image of nonsense, or disparate.
In the drawing for Poor Folly (fig. 8), two female figures, apparently fright-
ened by the apparition that appears in the sky above, run toward a shelter,
where a man in a greatcoat awaits. The combined themes of apparition, fright,
and a possible reference to Napoleon’s troops (the male figure) recall the
imagery of the Emphatic Caprichos. However, the story becomes more com-
plex, as in the final etching (cat. 127) figures run from no apparent danger, the
central woman has sprouted a second head, and their fright is juxtaposed with

the calm of the figures waiting within the shelter. The result is a story without

a story line: we can discuss individual elements, but in the end they simply do
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not add up. Unlike the women of the Caprichos or the Disasters, the women in
the Disparates cannot be assigned social roles. They evoke very basic human
emotions—fear (cat. 128), agony, or passion (cat. 126)—removed from specific
time or places. Nor can the women of the Disparates be seen as allegorical fig-
ures, since they stand outside of narrative, and, as purely visual conundrums,
resist reduction to verbal equivalent.

The Disparates do not offer Goya’s last depiction of women: these are found
in later lithographs, the drawings of albums G and H, and in the late (though
recently disputed) painting 7he Milkmaid of Bordeaux of 1825—1827 (Museo
Nacional del Prado, Madrid). Nevertheless, they mark the ultimate in his rep-
resentation of a theme that began in the tapestry cartoons and continued in the
Caprichos and in early drawings. There, Goya presented identifiable social
types who also represented specific classes: street sellers and streetwalkers,
maids and majas, aristocrats and middle-class petimetras. In subsequent draw-
ings and etchings, the specific position of women in society is difficult to dis-
cern; they represent not so much social types as feminine archetypes or
emotional states. In the Disasters, women have become anonymous victims,
often sharing their fate with men, as the war erases the luxury of gendered
roles. Ultimately, the actions of women and their interactions with men in the
Disparates lay bare emotions in dream-like images that defy narrative reduc-
tion or any equivalence in the visible world, in which Goya’s art was once so

firmly grounded.
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Fashioning the Feminine:

Dress in Goya’s Portraits of Women AILEEN RIBEIRO

“Goya possesses a peculiar talent for giving an accurate representation of
the manners, the diversions, and costume of his native country.”

Jean-Francois Bourgoing, The Modern State of Spain (1808)

ike most great artists, Goya depicts the clothing of his time with expert-

ise and imagination. In the context of the turbulent times in which he

lived, he also reflects the prevailing—and sometimes conflicting—polit-
ical and cultural influences on fashion, those dictated by France and England,
and by a newly popular nationalist agenda. In the 1780s, all over Europe, even
in Spain, disturbing ideas of political and social reform were increasingly dis-
cussed, fostered by the works of English and French philosophers, and encour-
aged by the American colonies’ successful struggle for independence. The
progressive classes in Europe, including some members of the nobility who
hoped for reform of moribund political systems, at first welcomed the Revolu-
tion, until the demise of the French monarchy and the expansionist ambitions
of France reversed this opinion. “With the French Revolution came for the
first time intrusive politics, a greater awareness of class differences, and a rest-
less need for change and for self-expression—all ideas which were to be
reflected in dress, that most sensitive of social barometers.”’

For much of the eighteenth century, women’s dress in Spain, especially

among the elite, and under the ruling Bourbon dynasty, was influenced by

French fashion. Formal dress, such as that worn at court, was made of luxurious Antonia Zéarate (cat. 41), detail
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fabrics with elaborate decoration. Goya in his portrait
Queen Maria Luisa of 178 (Museo Nacional del Prado,
Madrid) draws our attention to the large and somewhat
ungainly hoop skirt (zontillo) made of shimmering silk
gauze stamped with gold and trimmed with the gold
and silver lace which Spanish women delighted in.” Her
extraordinary vast headdress—a confection of lace,
ribbons, and feathers—must have been imported from
France or made up by a French dressmaker resident in
Madrid, possibly inspired by such styles created by Rose
Bertin, modiste to the French queen, Marie Antoinette.
The French diplomat Jean-Francois Bourgoing, writing

in the late 1780s, noted that, although imported luxury

goods were heavily taxed, F'rench fashions prevailed
) among Spanish women (fig. 1), but could not always be
. successfully interpreted by Spanish dressmakers, so that

| ‘ “French milliners are employed to invent and make

23
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Fig.1 Teodoro Viero, Mercantessa di
Mode in Madrid, {rom his Raccolta
di 126 Stampe rappresantando Figure
ed Abiti di varie Nazioni... 1783,
colored engraving, British Museum,
London, photograph courtesy of the

Courtauld Institute of Art, London
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new dresses for the ladies.”” While we have to be aware

B that French writers on Spain were keen to promote
French fashions as part of a program of political and
cultural propaganda that had originated with Louis XIV,
their reports appear to be based on fact.

Although Spain produced much silk (the best was made in Valencia), the
industry was hampered by “ancient processes,” in Bourgoing’s words, and the
quality of the fabrics was inferior to that of the brilliant and sophisticated
French silks from Lyons. Again, it seems likely that in (Goya’s famous group
portrait The Family of Charles [V of 1800 (cat. 32) the glittering, gauzy silks
worn by Maria Luisa in her court dress would be French, as was the high-
waisted style with attached train made fashionable by Josephine Bonaparte in
France and soon to be worn as official court dress throughout the Empire. It is
not clear at what date the Spanish court began to wear this type of dress: Eliza-
beth, Lady Holland, refers to hoops in 1803," but by 1805 Laure Junot, later the
duchess of Abrantes, after being presented to Maria Luisa, noted that Spanish
court dress was similar to that worn in France. Madame Junot’s unflattering
comments on the appearance of the queen—her stout, matronly figure clad in
a dress “cut exceedingly low on the neck and shoulders,” her badly fitting arti-
ficial teeth, and her wig styled 4 la grecque—are well known.” What is also
worth pointing out, however, in Goya’s images of Maria Luisa (see cats. 29 and
30) 1s the distinctive hispanicizing of French modes, a theme that can be seen

in portraits of other elite women by the artist as well, and that was manifested
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in a love of jewelry-—the queen loved to show off her diamonds'—and a fond-
ness for the glitter of gold and silver lace.

Foreign visitors and native commentators, often in the context of discussing
the place of women in society, noted the greater social and sexual liberties
allowed to upper-class Spanish women by the late eighteenth century, as evi-
denced, for example, by the popularity of the rertulias (informal assemblies for
entertainment or intellectual discussion) and the corzejo (an intimate male
friend, accepted as part of the household).” With the increased opportunities
for public display, Spanish women of the elite constructed their own distinctive
interpretations of fashions, both English and French. While satires of the 1770s
and 1780s complain that Spanish women adopted such styles as the “polonaise
in the French fashion,” a flirtatious, ultrafeminine dress with looped-up over-
skirt at the back, arranged in swags, it seems, from portraits by Goya and his
contemporaries, that their sitters, at any rate, did not slavishly copy foreign
modes. The marchioness of Pontejos, in a portrait of c. 1786 (cat. 26), for exam-
ple, wears her own version of the polonesa, the gauzy overskirt kilted up on all
sides and trimmed with ribbons and flowers, a decidedly pastoral effect,
enhanced by the English straw hat.

Looking at such full-length portraits, we can see the influence of Thomas
(Gainsborough, both in the outdoor setting and in the play of light on the fash-
ionable filmy fabrics in vogue during the 1780s. At this time—the decade of
Anglomania—many upper-class women in Spain began to wear the more
relaxed and less highly decorated English styles of dress, such as the robe a4
l'anglaise, characterized by a tight bodice, curving into the waist and cut in one
at the back. As the language employed for the name implies, this fashion came
to Spain by way of France; in 1782, Goya refers to his wife, noted for her dress-
making skills, as making a “baquero a la ynglesa.”" In Goya’s portrait The
Countess of Altamira and Her Daughter of about 1788 (The Metropolitan
Museum of Art, New York), while the style of dress 1s English, the fabric—
pink satin with delicate embroidery—owes more to French taste, as does the
puffball of frizzed hair.

Goya’s 1785 depiction of the duchess of Osuna in a blue satin robe a
l'anglaise (Fundacién Bartolomé March, Majorca) and in a family group in
1787—1788 (cat. 27) both reveal an English influence. The portrait ol Goya’s
enlightened and progressive patrons displays an awareness of the family por-
trait groups seen in contemporary English art, where the informality and inti-
macy of the sitters are reflected in their unpowdered hair, the understated
clothes they wear, inspired by practicality and the fewer social demands of
country life. This can be seen particularly in the dress of children in the late

eighteenth century, notably the simple white linen or cotton frocks worn by
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Fig. 2 John Downman, Georgiana,
Duchess of Devonshire, 1787, water-
color, Trustees of the Chatsworth

Settlement
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girls, and the “skeleton suit” (jacket and trousers buttoned
together under a sash at the waist) worn by boys. These
styles, some of the first garments specific to children, can
be seen in Goya’s painting 7he Family of the Duke and
Duchess of Osuna (cat. 27). The “very light and airy” figure
of the duchess, “the most distinguished woman in
Madrid”—according to L.ady Holland'""—is shown in a
simple bodice-and-skirt ensemble of white striped muslin,
probably of English manufacture. Although foreign cottons
were officially banned for protectionist purposes," native
cottons, such as those being manufactured in Catalonia by
the end of the eighteenth century, were not of high enough
quality to compete with the fine white English muslin so
much in fashion from the 1780s on.

This gossamer fabric, originally imported from India
and then imitated by manufacturers in the Lancashire cot-
ton industry, was particularly suitable for the fashionable
“chemise” dress (based on the female shift, or chemise, an
undergarment), a simple T-shape with full, gathered folds

and tied around the waist with a sash. The style was popu-

I8 AN larized by Marie-Antoinette and the fashionable women at
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the French court, and in England by the society beauty
Georgiana, duchess of Devonshire (fig. 2); it thus became
an Anglo-French fashion like the robe d l'anglaise. Translated to the Spanish
context, such a dress is worn by a number of Goya'’s sitters over a pastel under-
dress, creating the more complex effect of a gauzy, transparent fabric over an
opaque silk. In her portrait of 17go (Museo Nacional del Prado, Madrid),
Tadea Arias de Enriquez wears a dress of embroidered white muslin over a
pink silk skirt; in hers, of 1804 (Museo Nacional del Prado, Madrid), Maria
Tomasa de Palafox is shown in an equally sophisticated ensemble of flowered
muslin (or silk gauze) over yellow silk.

The events of the French Revolution had a strong impact on Spain, which
after the execution of Louis XVI in 1793 had first allied herself with England
by declaring war on France. But as the French occupied several towns in Spain
by the summer of 1795, Spain had then to sue for peace and open hostilities
against the English. Caught between the English and the French, the Spanish
developed a tactful sartorial compromise, adopting Anglo-French fashions with
a defiantly nationalistic twist.

In 1795, Goya painted his famous first portrait of the stylish duchess of
Alba (see p. 40), famed for her beauty and her liberated lifestyle; the work

AILEEN RIBEIRO



echoes the comments made by a French visitor to Spain in the 1780s, Fleuriot
de Langle: “The Duchess of Alba possesses not a single hair that does not
awaken desire. Nothing in the world is as beautiful as she. ... When she walks
by, all the world stands at the window.”"” Goya shows her outdoors, English-
style, in a chemise dress of white spotted English muslin. But, in the same way
that his portrait of Tadea Arias de Enriquez demonstrates a Spanish influence
in her fringed black sash tied at the waist, so Alba might be said to indicate her
patriotism by wearing a gold lace trimming at the hem of her dress, large red
ribbon bows, and a red sash (faja) borrowed from Spanish majo costume,
another indication, perhaps, of her liberated lifestyle and willingness to
cross—albeit in a minor way—sexual boundaries. How far Alba declares her
political sympathies in her costume is not clear; she may have intended the red
accessories to indicate revolutionary ardor and the white dress to signal liberty
and enlightenment. Or not: the combination of white and red (cheekily under-
lined by her “painted,” i.e., made-up, face, probably the work of Goya himself)
was in vogue, as contemporary fashion plates indicate, and certainly provided a
striking contrast to her mane of black hair (fig. 3).”

By the turn of the century, a kind of demotic simplicity inspired by the
French Revolution was the vogue in women’s dress in Europe, both in style
and fabric. One form in which this was expressed was the fashionable pelisse
dress, a wrap-over gown with long sleeves tight to the wrist; this should be dis-
tinguished from the earlier eighteenth-century pelisse—called a cabriolé in
Spain—which was a fur-lined cloak with slits for the arms, as can be seen in
The Parasol of 1777 (cat. ). Seated on an elegant neoclassical chair in the
French style, Thérese-Louise de Sureda, in Goya’s c. 1803—1804. portrait of her
(cat. 33), wears a high-collared silk pelisse gown, wrapped around at the waist,
the epitome of stylish modernity. The long sleeves extend well beyond the
wrist, following the dictates of the fashion plates (fig. 4, a style that can also
be seen in Goya’s [sabel de Porcel of c. 1804—1805 (cat. 36), where they reach
almost to the fingers.

In France by the late eighteenth century, the Revolution was increasingly
identified with a classical past admired for its virtue and heroism; the ancient
world—Dboth Greece and Rome—1inspired a range of art forms, including
fashion. Compared to the extremes of neoclassical costume at the very end of
the eighteenth century—the simplest of white muslin dresses, often mere rec-
tangles of fabric knotted on the shoulders—popularized in France by the lead-
ers of the somewhat raffish demimonde of the Directoire and Consulate,
women’s dress in Spain retained more modesty, although its wearers were
sometimes accused of being “transformed into Greeks,” that is, of appearing in

skimpy, body-revealing draperies." Perhaps the most neoclassical image of a
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Fig. 3 Fashion plate of an open robe, deco- Fig. 4 Fashion plate of a blue pelisse gown I'ig. 5 Fashion plate of a white muslin gown
rated with red chenille, from the Journal des from the Journal des Dames et des Modes, and cashmere shawl from the Journal des
Dames et des Modes, 1798, colored engraving, 1799, colored engraving, Victoria and Albert Dames et des Modes, 1800, colored engraving,
Victoria and Albert Museum, London, photo- Museum, L.ondon, photograph courtesy of Victoria and Albert Museum, London, photo-
graph courtesy of the Courtauld Institute of the Courtauld Institute of Art, London graph courtesy of the Courtauld Institute of

Art, London

Art, London

woman in Spain is Goya’s 1805 portrait of the beautiful marchioness of Santa
Cruz (cat. 40), reclining on a pink daybed in a sleeveless white dress, holding a
lyre-guitar, and representing either one of the muses, or possibly—with her
headdress of vine leaves and grapes—Erigone, who entertained Dionysus and
received from the god the gift of wine.”

During the height of neoclassical influence in costume, when a simple
white dress was de rigueur, good taste and elegant deportment both required
the correct accessories, the most important of which was the shawl: French
fashion plates from the Journal des Dames et des Modes indicate the different
ways in which such a garment (cashmere was especially fashionable) could be
draped, to achieve the requisite “antique” ideal (fig. 5). In Spain, the shim-
mering, gauzy shawls of Indian silk were more suitable to both the climate and
Spanish taste. In Goya’s 1799 portrait of Maria del Rosario Fernandez—*“La
Tirana” (Museo de la Real Academia de Bellas Artes de San Fernando,
Madrid)—the actress wears a dress of white spangled muslin, decorated at the

hem in typically Spanish fashion with a border of gold lace or embroidery, and
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she is swathed in a long, fringed Indian shawl. The fabric seems especially
suited to Goya’s loose, almost impressionistic brushstrokes.

Another example of the way in which the fairly rigid neoclassicism in
French dress of the period could, in the Spanish context, offer a greater range
of individual expression can be seen in Goya’s portrait of the countess of
Chinchon of 1800 (cat. z1). The young wife of the royal favorite, Manuel
Godoy, indicates her pregnancy by clasping her hands over her belly; the wheat
sheaves in her hair, while perhaps another allusion to her personal fruitfulness,
were a fashionable signifier of classical/pastoral simplicity—at around this
time, for example, LLaure Junot remarked on Josephine Bonaparte’s wearing
poppies and golden ears of corn in her hair."” The countess of Chinchon’s dress
1s a superb example of Goya’s mastery of shifting light on insubstantial, even
transparent fabrics. The gown is of white stamped silk gauze over white silk,
decorated on the sleeves and hem with applied blue ribbon; twisted blue and
white silk form the belt of the dress. This arrangement of white and blue, fea-
tured in the bonnet as well, is a pretty and youthful costume, but also a refer-
ence to the sitter’s family and marital connections. On her right hand the
countess wears a ring with a large miniature of her husband, Godoy, who is
shown in the blue and white sash of the Order of Charles I11, uncle of the
countess of Chinchon.

So far I have alluded to relatively minor elements of “Spanishness” in
women’s dress of the late eighteenth and early nineteenth centuries. We
ought now turn to the question of what Spanish dress was, how it was inter-
preted in elite fashion and represented in portraiture, and how far it can be
identified with a nationalist agenda, in a period when Spain, blown about by
the prevailing winds from England and France, seemed to have lost control
over its destiny.

Two interrelated themes are worth mentioning in this context. The first is
part of the debate about luxury taking place all over Europe. In Spain, a pro-
tectionist and moral agenda promoted home-manufactured textiles and styles
of dress at the expense of foreign (and costly) fabrics and garments, thus creat-
ing clothing that was purely Spanish, unpolluted by imported styles inimical to
traditional customs and costumes. The Habsburg monarchy of the seventeenth
century attempted to ban French fashions, and although these sumptuary laws
were revoked under the French Bourbon dynasty that succeeded the Habsburgs
in 1700, there remained a sense that somehow “Spanishness” ought to be
encouraged among the educated classes and opinion-formers. In 1788, a pam-
phlet was published in Madrid by “M.0O.,” an anonymous (presumably female)
author, who argued for the creation of a national costume for women of all

classes. This Discurso sobre el lujo de las sefioras y proyecto de un trage nacional,
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Discurso sobre el luxo de la sefioras y
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“M.O.,” Madrid, 1788, colored
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N a9 b described by Susannah Worth as “an indigenous Roman-

presented to the Junta de Damas (Women’s Committee)
of the influential Economic Society of Madrid, attacked
the expense of foreign fashions—/las modas
extrangeras—and aimed to promote distinctively Span-
ish styles made of Spanish materials. However, the pro-
posed costumes, as illustrated in the Discurso (fig. 6),
have nothing Spanish about them, being versions of the
fashionable robes a l'anglaise for the upper and middle
classes, and simpler bodice-and-skirt ensembles for
lower-class women. Moreover, as a counterproposal
stated, such dresses, being extravagantly decorated,
would not diminish luxury, nor could the limited manu-
facturing capacity of Spain supply the fabrics needed.
The second theme is the better-known topos of

majismo, the wearing of “national” Spanish costume,

ticism which operated at all levels of society.”'” The word
maja comes from maya (the month of May) and it was
the custom on May Day, the first day of the month, for
working-class women to dress up and dance around the
streets accompanied by music (there were similar tradi-
tions all over Europe). The costume they wore on this and other holidays,
which originated in Andalusia (called by Alexandre Laborde “the country of
majas”)" and was related to gypsy dress, consisted of a bodice and skirt
trimmed with lace, braid, and frills; by the late 1770s, the dress was usually
black, and sometimes over the skirt was worn another skirt known as the
basquifia. The headdress was either a net (redecilla), a cofia (a silk cap or coif
decorated with tassels or ribbons—see Goya’s tapestry in this exhibition The
Parasol, cat. 4, or a comb with a large ribbon rosette, often with a veil or man-
tilla over it. In the same way that Highland dress came to be the Scottish
national costume, so the costume of the maja from Seville came to be identi-
fied as Spanish, and was gradually adopted by women of the middle and upper
classes. Majas, noted for their wit, coquettishness, and impertinence, and their
middle-class imitators, the petimetras (from the French petit maitre, or dandy)
feature in fashion plates of the period, such as Juan de la Cruz Cano’s
Coleccién de Trajes de Esparnia (figs. 7a—c)" and Antonio Rodriguez’ Coleccion
general de los Trajes.... (1801), as well as in the work of Goya and his
contemporaries.

In the political and social climate of the later eighteenth century, increas-

ingly open to picturesque non-elite fashions, maja costume was a popular
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choice for masquerades. A portrait by Anton Raphael Mengs, for example, 7The Fig. 7 (a) Frontispiece, (b) Maja
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Marchioness of Llano (fig. 8), shows the sitter wearing such a costume, com- (plate 6), and (c) Petimetra (plate 12)

. . . . . from Juan de la Cruz Cano’s Coleccién
posed of a black-and-white-silk bodice and skirt; her headdress comprises a net

de Trajes de Espana...,Madrid, 1777,
and a black velvet montéra hat decorated with carnations.”” This dress corre- engravings, British Museum, Lon-
sponds perfectly with that of the maja described by Joseph Baretti in his Jowr- don, photographs courtesy of the
Courtauld Institute of Art, London
ney to Genoa through England, Portugal, Spain and France (1770); such a
woman wore “a tight jacket, so open before as to form two hanging flaps under
the breast, something in the form of wings, with sleeves close to the fist, a
short petticoat...a black apron...a montera....””

The French Revolution further encouraged the vogue for the low life, and
Jean-Francois Bourgoing was not alone in noting that in Spain, among “per-
sons of distinguished rank,” there were those who “imitate the dress, manners
and accents of the populace,” and were flattered when it was said of them “one
would take her for a maja.”* In fact, such elite women as those painted by
Goya would not really have been pleased to be taken other than fleetingly as
majas; a more penetrating scrutiny would have revealed the high-quality fab-
rics and aristocratic deportment that would have disclosed their status. It is
interesting that it was women who wished to adopt such role-playing and not
men; it may indicate a new enjoyment of freedom of manners and lifestyles, a
fashionable caprice, a flattering costume. It may have been even suggested by
the artist himself, no stranger to the ways in which clothing outside the main-
stream of fashion can transform an image. Goya’s self-portrait of the mid-

17gos (Museo de la Real Academia de Bellas Artes de San Fernando, Madrid)
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Fig. 8 Anton Raphael Mengs,
Marchioness of 1.lano, c. 1773, oil on
canvas, Museo de la Real Academia
de Bellas Artes de San Fernando,
Madrid

80 | AILEEN RIBEIRO



depicts a somewhat ambivalent fancy dress based on that of the petimetre (the
long hair, the short jacket), but that follows the fashionable line of menswear
with the striped vest, tight pantaloons, and high-crowned hat. Within Goya’s
lifetime, certain Spanish fashions—sombreros and cloaks, for example—had
been banned as garments indicative of subversion, and although by the end of
the eighteenth century there was no longer an anti-French agenda implicit in
the wearing of such clothing, the artist may be signaling here his sympathies
with Spanish nationalism as well as enjoying, like so many artists, the pleas-
ures of dressing up.

Goya relished the seductive aspect of maja dress, and the possibilities it cre-
ated for a confusion and mingling of identities. In his Maja vestida of
1800—1805 (cat. 55) we see an erotic juxtaposition of French and Spanish
styles in dress, the flimsy, body-displaying white muslin chemise dress (worn
straight over the naked body), and the maja bodice with its short upper
sleeves,” which draws our attention to the clearly uncorseted breasts of the
unknown woman, possibly Manuel Godoy’s mistress. Drawings by Goya show
similar bodices, as does his painting The Duchess of Alba and “La Beata” of
1795 (cat. 51); here the duchess wears an elaborately trimmed bodice with
braid and tassels, and the kind of flounced skirt that is also part of maja dress,
and that the artist frequently sketched in his albums.

The 17gos are the decade of the great Goya full-length portraits in maja
costume, most famously The Duchess of Alba of 1797 (see p. 41). Pointing to
the ground, on which Goya’s name is written (on one ring is inscribed “Alba,”
on the other “Goya”), the duchess wears a bodice of gold brocade; a fringed
red silk sash (faja) borrowed from the majo, like the one she wears in the 1795
portrait; a black silk basquifia trimmed with black silk flowers; and a mantilla
with a wide, frilled border wrapped over her breasts, which are thrust out by
the fashionable corset. How far Alba promoted the maja style in her salon as a
contrast to the more intellectual tertulias hosted by her rival the duchess of
Osuna (who preferred the more mainstream Anglo-French fashions), is not
clear; nor is it clear how far she identified with a nationalist and anti-French
agenda through her choice of costume here. Fashion was probably Alba’s guid-
ing inspiration, for the maja dress conformed to the prevailing demotic mood;
allied to the Spanish sense of theater and dance, it was a seductive style that
both men and women found attractive.

The essential elements of this style of dress were the basquifia and the
mantilla; they had the additional virtue of being worn over fashionable cloth-
ing, and were sometimes transparent so that this could be revealed (fig. g).
According to Christian-August Fischer’s Travels in Spain in 1797 and 1798, the

basquifia and the mantilla comprised “the Spanish female dress out of doors,
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Fig. g Francisco Goya, A4 Couple with

an Umbrella, album B, 27,
1796—1797, aquatint, Hamburger

Kunsthalle

and without them women never appear in public...1it is
indispensably necessary to have both to be completely
dressed.” Fischer noted that elite ladies wearing this dress
(“dangerous syrens”) had “a light and bold walk, their
short and fluttering petticoats, of which the long and
transparent fringe exposes to view at every step a delicate
and beautiful leg, those enticing veils which rather dis-
play than conceal their charms, their large nosegays, and
the coquettish play of their fans....”*

There are a few references to colored basquirias, as
Janis Tomlinson discusses in her essay in this catalogue,
women were insulted for wearing them during Holy
Week in Madrid in 1798, which may have led to a royal
order the following year decreeing black,” but on the
whole black was the rule, being both traditional and flat-
tering to most women. The basquifias were “generally
silk trimmed with single, double, or triple flounces, very
broad and adorned with silk tassels. They are open in
front, being tied with ribbands, and are only closed

7726

below.”* They were removed indoors (except at church),
which is why Goya’s portraits in this costume are set out-
of-doors. His full-lengths provide an opportunity for por-
traying the balletic stance of the women and their fine
high-heeled shoes “embroidered with silk, gold, silver,

pearls and spangles.”*” Many commentators found the

contrast between the black silk of the skirt and the white silk of the stockings

quite erotic. In 1823, the British visitor Michael Quin, for example, admired

the women in their “handsomely flounced” black silk gowns and their “snow-

white silk stockings” with openwork decoration at the ankles; such a contrast,

he thought “sets off a neatly turned instep and ankle to great perfection.”

However, the German botanist and geologist Henry Frederick Link thought

that the short black skirt revealed too much of the legs and gave the women

“an unpleasant, but at the same time, a licentious look.

99 7

I'his 1s exactly the

effect (and possibly the intention) in Goya’s portrait of the marchioness of

Santiago of 1804, (J. Paul Getty Museum, Los Angeles), whom IL.ady Holland

described as “very profligate and loose in her manners and conversation” and

apt “to boast of her nocturnal revels.”” Her maja costume is adapted to the

new, slender, high-waisted style of mainstream fashion; the black silk bodice is

embroidered with gold on the sleeves, and the short skirt of costly black lace

reveals the latest vogue in shoes, flat-heeled coral-colored kid pumps. Her
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mantilla is a tour de force of Goya’s skill in painting the essence of fabric as
well as the reality—a delicate embroidered white net with the faintest touch
of pink; instead of the customary ribbon rosette on the head, the marchioness
wears a small bunch of orange blossoms.

The mantilla—today, along with the fan, the essence of “Spanishness”—
was either black or white (figs. 10a—c). Writing in the early years of the
nineteenth century (his /7ew of Spain was published in 1806), Alexandre
Laborde had the Frenchman’s preference for the neoclassical effect that could
be created by the white mantillas “of muslin plain or sprigged; of gauze, lawn,
crape or taffeta”; he particularly liked the way in which a woman held up her
mantilla with a fan so that “it floats above her head, and flutters about her
person; it gives prominence and brilliancy to her eyes.”” The marchioness of
Solana, in Goya’s portrait of her (c. 1794—1795, Musée du Louvre, Paris),
wears a white muslin mantilla, the border of which has an edging of
scalloped zigzags, known to the English as “Vandykes.” In her hair is a large
pink ribbon rosette; the mantilla, according to the informative Fischer, is
“attached to a pad, which is kept in its place by a comb or to the riband.”*
Isabel de Porcel also wears a large ribbon rosette, to which her black lace
mantilla is fixed (cat. 36), as does Queen Maria Luisa in her famous portrait by

Goya of 1799 (cat. 29).
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The wearing of the mantilla was a minor art form,
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according to foreign visitors who admired its feminine and
flirtatious possibilities. Joseph Townsend, visiting Spain in
1786—1787, described it as “a kind of muslin shawl, covering
both the head and the shoulders and serving the various
purposes of the hood, of the cloak, and of the veil. No for-
eigner can ever attain their ease or elegance in putting on
this simple dress.”” There were various ways of arranging
the mantilla on the body: crossed over in front, with the
ends tied at the back (women were supposed to be as seduc-
tive from the back as from the front); draped softly in front,
with the ends allowed to hang over the shoulders; and so on.
Goya found it one of the most engaging aspects of Spanish
dress, an accessory that could tantalize the male viewer by
simultaneously hiding and revealing the face and torso. In
his portrait of Antonia Zarate of 18051806 (cat. 41), Goya
painted perhaps the most subtle and beautiful mantilla of

pic all—of finely textured embroidered black silk net, it falls
over the shoulders of Zarate’s fashionable short-sleeved
black dress. In the elegance and simplicity of the dress and
accessories, and the sensitivity and intensity with which they are painted,
there is a resonance here with the portraits by the great French artist Jean-
Auguste-Dominique Ingres.”

The inspiration of maja costume had the potential to flatter women both
young and old, even the queen of Spain, who by the time of Goya’s portrait
Queen Maria Luisa in a Mantilla (cat. 29) had “long lost the charms of
youth”;” we might wonder, nonetheless, how far this costume indicates a sex-
ual rivalry with the duchess of Alba. Standing in the gardens of the palace of
La Granja de San Ildefonso, the queen wears a short-sleeved pink dress that
shows off her arms; Goya had difficulty painting her right arm. Maria Luisa
wears a black silk basquifia trimmed with chenille, and a black lace mantilla;
her passion for imported lace (criticized by the Junta de Damas) equaled her
love of jewelry. She found this costume appealing, and she obliged her ladies to
wear it for their morning promenades in the palace gardens. By this time, such
clothing had largely lost its connotation of the “dress of the people” and pro-
vided the opportunity for a display of rich lace and decoration, as well as creat-
ing an elegant presentation of “Spanishness,” a politically astute move, given
the politics of the time.

How far Goya’s terrifying painting 7wo Old Women (Musée des Beaux-Arts

2236

de Lille) is a “critique acerbe de la libertine reine”™ or a ferocious parody of
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Maria Luisa’s appropriation of Spanish and French fashions is unclear. It is, of
course, a traditional vanitas image, an indication of the ultimate futility of sar-
torial splendor in the face of the ravages of time. Goya may have been aware of
Charles-Antoine Coypel’s La Folie pare la Décrépitude des ajustemens de la
Jeunesse (Folly Adorns Decrepitude with the Embellishments of Youth) of
1745 (fig. 11), where, as the title suggests, an old crone is being decked with a
battery of artificial aids to beauty, while Cupid flies away with his arrow—the
arrow also signifying the flight of Time. In Goya’s painting we see the coexis-
tence of two styles of dress in uneasy times (in 1808 Charles IV abdicated, and
soon afterward Joseph Bonaparte was proclaimed king). On the left in Goya’s
painting is an aged hag in maja costume with red ribbons and black mantilla;
her false teeth echo the pearls on her bony arm. On the right is a toothless old
woman with a blonde wig (the diamond arrow in her coiffure is identical to
that worn by Maria Luisa in Goya’s Family of Charles IV; cat. 32), and dressed
in inappropriately youthful, gauzy, and spangled French finery. Whatever the
genesis of the painting, Goya uses dress—as he does so often in his work—to
“point a moral and adorn a tale,” as well as to reveal humanity in all its splen-

dor and decay.”

For his kindness, help, and encouragement, my greatest thanks go to Nigel
Glendinning, to whom I would like to dedicate this essay.

NOTES

1. Ribeiro 1988, 19.

2. These “gold and silver edgings, lace and fringe” were made all over Spain, but could not
keep up with demand; see Laborde 180g, 4:347. Sometimes this kind of decoration was
added inappropriately to functional garments; the playwright Richard Cumberland noted
that when Maria Luisa, then princess of Asturias, gave an audience to his wife and daugh-
ters she insisted on taking a pattern from their riding habits, although she then “caused a
broad gold lace to be carried round the bottom of the skirt” (Cumberland 1807, 2:92).

3. Bourgoing 1789, 2:196. As a result of a law of 1779 that forbade the importation of gar-
ments made outside Spain into the country, many French modistes settled in Madrid; see
Charles E. Kany, Life and Manners in Madrid 1750—1800 (Berkeley, 1932), 208.

4. Holland 1910, 75. It may be that hoops were retained for gala dress, on the grandest and
most formal of court occasions. Hoops were cumbersome and difficult to cope with, as
Laure Junot found when she was presented at the Portuguese court in 1805. She described
herself as “like an ass, just harnessed with his panniers, swinging to the right and swing-
ing to the left” (Junot 1831—1835, 4:226).

Junot 1831—1835, 4:141.

Holland 1910, 75.

See Kitts 1995.

@ o

I am indebted to Nigel Glendinning, who sent me his translation of a 1778 satire on fashion
(Ms 10942, Biblioteca Nacional, Madrid) lamenting the rise of French fashions: “It makes

me laugh nowadays to see Dofla Escotofia wearing a polonaise in the French fashion.”
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10.

11.

14.
15.

20.

21.

22.

23.

24.

25.
26.

. Laborde 1809, 1:52. It took a while for flat-heeled shoes, in fashion in the rest of Europe

There is a play on words here, as “Dofia Escotofia” can be translated as “Madame Décol-
letage,” a reference to the vogue for low-cut dress a la frangaise.

Information from Sarah Symmons.

Holland 1910, 195.

Lynch 1989, 215. Many foreign cottons did enter Spain, including English muslins
exported by English traders in Portugal.

. Quoted in Waldmann 1998, 12—13.
13.

In a letter to his friend Martin Zapater, Goya says that Alba “barged into my studio to
have her face painted and I went along with it. Certainly, I like this better than painting
on canvas.” Quoted in Hara 1997, 61.

Fischer 1802, 148.

Junot (1831—1835, 3:383) described Josephine Bonaparte at a fancy-dress ball as Erigone,
wearing a headdress of vine leaves and black grapes. Lady Holland in 1804 referred to a
miniature by an unidentified French artist of the marchioness “in the Spanish costume,
full-length” (Holland 1910, 196).

. Junot 18211835, 2:20q.
. Worth 19go, 13.
. Laborde 1809, 2:149.

Juan de la Cruz Cano’s brother Ramon was the author of popular contemporary farces, in
which majos and majas play key roles.

The Mengs portrait is one of a growing number of manifestations of espagnolisme in the
eighteenth century, a subject that needs further study from the points of view of both art
and dress.

Joseph Baretti, 4 Journey from London to Genoa through England, Portugal, Spain and
France, 2 vols. (London, 1770), 1:103. Baretti states that this costume was popular for mas-
querades in Spain, an assertion endorsed some years later by Michael Quin, who admired
the various regional Spanish costumes that he saw at tertulias, especially “the ancient
dress of Andalusia...extremely beautiful.” See Quin 1823, 213. Female visitors to Spain,
especially the English with their love of the picturesque, often donned Spanish dress,
although it is not always clear what they actually wore. Richard Cumberland’s daughters
in the 1780s “conform[ed] to the costume of Spain to the minutest particular. .. wearing
nothing but silks of Spanish fabric” (Cumberland 1807, 2:93), and Lady I1olland, upon
arriving in Spain in 1802, bought “some black petticoats and draperies” to make herself
“bien costumée a I’Espagne” (Holland 1910, 7, 10).

Bourgoing 1789, 2:223. According to Laborde (1809, 5:318), women often had twenty or
thirty fans.

The maja bodice derives from a seventeenth-century fashion: the sleeves were tied in at
the shoulder, the join covered by a kind of short over-sleeve or epaulette; later, a decorative
trim replaced this epaulette, in the same way that a similar form of braid or embroidery
replaced the original lacing-in of the sleeves at the wrist. See Worth 19go for a useful dis-
cussion of this garment.

Fischer 1802, 139. The fan, usually French or English, was used for flirtation and for pro-
tection from the heat and the sun, “as their head-dress is ill calculated for this purpose”
(Quin 1823, 107).

Tomlinson 19gz2, 81.

Fischer 1802, 180.

from the mid-17gos, to be accepted in Spain; Fischer (1802, 184) noted that in 1797—1798,

Spanish women still wore high heels and ridiculed Frenchwomen who wore the new style.
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Quin 1823, z06.

Henry Frederick Link, Travels in Portugal and through France and Spain, trans. John
Hinckley (London, 1801), 97.

Holland 1910, 198—199.

Fischer 1802, 181.

Joseph Townsend, 4 Journey through Spain in the Years 1786 and 1787, 3 vols. (London,
1791), 1:335.

See, for example, Ingres’ Madame Devaucay of 1807 (Musée Condé, Chantilly) in her
square-necked black velvet dress. Goya’s Maria Martinez de Puga of 1824 (Frick Collec-
tion, New York) is close in spirit, as well as in dress, to Ingres’ Jeanne Gonin of 1821 (Taft
Museum, Cincinnati).

Robert Semple, Observations on a Journey through Spain and Italy to Naples, 2 vols. (I.on-
don, 1807), 1:216. In 1809, Semple went on a second journey to Spain, and published his
account the same year, illustrated with costume plates taken from Rodriguez’ Colecciéon
general de los Trajes...of 1801. English interest in Spain was increased by the Peninsular
campaigns led by the duke of Wellington; typical of the resulting publications is the Rev.
William Bradford’s Sketches of the Country, Character and Costume in Portugal and Spain,
Made during the Campaign and on the Route of the British Army, in 1808 and 1809 (Lon-
don, 1809).

Anne Norton in Paris and New York 1992, 172.

Samuel Johnson, The Vanity of Human Wishes (London, 1749).
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An Introduction to Goya’s Cartoons and Tapestries

CONCHA HERRERO
CARRETERO

n February 1869, Gregorio Cruzada Villaamil was named inspector of fine

arts and antiquities in Spain as well as head of the Commission on Palace

Inventory. This appointment led to the fortuitous discovery of twenty-two
rolls of preliminary paintings for tapestries, or cartoons, in the basement of the
Royal Palace of Madrid. Among these rolls were forty-five oil-on-canvas car-
toons by Francisco Goya, previously known only through the tapestries woven
after them. This discovery set in motion research into the production at the
Royal Tapestry Factory in Madrid and into Goya’s work as cartoonist.

The paintings that served as tapestry models were all executed in oil on a
red ground. On the verso of each canvas, handwritten notations from the
period in ink or pencil indicate the creator or creators of the painting, and
sometimes the room for which it was intended. Cruzada observed that, in addi-
tion, Goya’s cartoons display white lines delineating the contours, evidently
added so that when the workers in the factory traced the painting for transfer
to the threads of the weaving there would be no uncertainty—and no excuse
for mistakes.

It was Cruzada, too, who proposed establishing the Tapestry Museum at
San Lorenzo del Escorial to house the priceless collection, property of the Pat-
rimonio Nacional, that was at the time dispersed among various buildings
belonging to the Crown. Yet despite the decree founding the museum, despite
Cruzada’s reports, and despite the architect Domingo Inza’s sketches, blue-

prints, and budgets, the project was never realized. The Straw Mannikin (cat. 19), detail
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In 1870, Goya’s canvases were relined, placed on stretchers, restored at the
expense of the Commission of the Tapestry Museum of the Escorial, then sent
to the Museo Nacional del Prado for preservation. There had been eight more
canvases originally: two long-lost— The Dog and The Fountain—and six
others whose disappearance was discovered during a museum inventory. Two
of the six made their way to museums in the United States: Children with the
Cart in the Toledo Museum, Ohio, and 7%e See-Saw in the Philadelphia
Museum of Art; a third, 7he Doctor, is now in the National Gallery of
Scotland, Edinburgh. The remaining three are now in the Museo Nacional
del Prado.

Two other cartoons never passed into the Prado’s holdings. Boy with a Sheep
remained in the personal possession of Livinio Stuyck y Millenet (1876—1942),
director of the factory, until its sale in 1911 to M. Fau, for Knoedler and Co. of
New York, whence it entered the Deering Collection; today it is in the Art
Institute of Chicago. The Wild Boar Hunt remained in the Royal Tapestry Fac-
tory in Madrid until 1946, when it entered the collection of the Spanish Patri-

monio Nacional.

The Tapestry Cartoon: A Brief History

Throughout the sixteenth and seventeenth centuries, a design model for a tap-
estry consisted of a drawing on paper, sometimes in color, showing the compo-
sition or figure on the same scale as the proposed tapestry. Since tapestry
manufactures usually handled sizes larger than a sheet of paper, storyboards
called “cartoons” (cartones) came to be used: sheets of paper attached to one
another with glue or paste to equal the dimensions of the tapestries that would
be woven after their design. Raphael’s cartoons for the Works of the Apostles
tapestry suite, commissioned by Leo X for the Sistine Chapel, are one example:
seven of these models are in London’s Victoria and Albert Museum. Another is
the group of cartoons executed by Jan Cornelisz Vermeyen for the tapestry cycle
commissioned by Charles I of Spain (the Holy Roman Emperor Charles V of
Germany) to chronicle his campaigns in North Africa. Only ten cartoons for
The Conguest of Tunisia survive, in the Kunsthistorisches Museum of Vienna.
Peter Paul Rubens (1577—1640), working for the Flemish tapestry factories
in 1616, was the first to use oil on canvas for cartoons, rather than ink, water-
color, tempera, or charcoal on paper. The Ringling Museum of Art in Sarasota,
Florida, for instance, holds six cartoons in oils by Rubens for the series called
The Triumph of the Eucharist, commissioned by Isabel Clara Eugenia in 1628
for the convent of the Descalzas Reales de Madrid. However, given the difficulty
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of transposing the color range of the canvases—a difficulty in many cases
exacerbated by the discrepancy between the size of the models and that of the
wall space the tapestries were meant to cover—tapestry makers were obliged
from this point on to trace the cartoon designs in order to transfer the composi-
tional lines to the warp, or lengthwise strands. The definition of a cartoon was
consequently extended to include copies on paper of the oil paintings the
painters had submitted as tapestry models (figs. 1 and 2).

Once the tapestry was finished, the cartoons and patterns were rolled up
and deposited with the master weaver, so that copies or replacements might be
created at the clients’ request. These designs frequently disappeared, or were
damaged or cut down as a result of successive or protracted installation on the
looms. Designs might be stored or forgotten in the factory basement, like the
forty-five Goya cartoons that were discovered in 186¢. Given the fact that they
were rolled up on poles (just as they were delivered by the factory director) and
were never valued as artworks in and of themselves but merely as patterns for
tapestry, we are fortunate that cartoons by the great masters of European
painting have survived to the present day.

Tapestry was traditionally viewed as a lesser art than painting, since it was
governed by the cartoon being copied. Yet tapestry had its own standards: in
many instances, painters admitted publicly that a tapestry surpassed the paint-
ing that had served as its pattern. The competition between the media of
painting and tapestry in the eighteenth century was furthered first by
advances in coloration, thanks to the improved nuances attained with wool and
silk fabric dyes, and next by the technical brilliance of the weavers, a mastery
perfected in only a few exceptional compositions woven from Goya’s cartoons.
The exquisite coloration in Blindman’s Buff, of 1788, and its wonderful bal-
ance—the cartoon’s distant background scenes, whose splotches, glaze, and
chiaroscuro effects proved impossible to transfer, were eliminated in the tapes-
try—resulted in one of the most harmonious weavings ever produced by the
Royal Tapestry Factory (fig. 3). Other Goya models posed less easily resolved
problems, as evidenced in the clumsy execution of some of his works, such as
the tapestry after The Bullfight (La novillada) of 1780 (Museo Nacional del
Prado, Madrid). Among the more successful weavings included in the present
exhibition are The Swing (cat. 8), The Laundresses (cat. 10), and The Straw
Mannikin (cat. 20). In these three works, the silk blends achieve exquisite
tonal gradations, thanks in part to the dexterity and precision of the foremost
tapestry masters, in part to the quality and texture of the fibers, and in part to
the quality of the colors used at the Dye Works instituted by Charles III in the
Royal Tapestry Factory.
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Fig. 1 Juan Bautista de la Pefia,

Profile and back view of a low-warp

loom from A. Pluche, Espectdculo de

la naturaleza, Madrid, 1757

Fig. 2 Juan Bautista de la Pefia,

View of a high-warp loom from

A. Pluche, Espectaculo de la natu-

raleza, Madrid, 1757
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Fig. 3 Blindman’s Buff; 1789, tapestry

from the bedroom of the infantas at

the Pardo palace, Patrimonio
Goya as a Painter of Tapestry Cartoons Nacional, Madrid, inv. 10002903

Under Charles III, major decorative projects were undertaken in the palaces of
San Lorenzo del Escorial, northwest of Madrid, where the court spent the
autumn months, and the Pardo palace, occupied during later winter and
spring. Tapestries—movable objects, fixed in frames—were the predominant
decoration in palaces and royal residences outside Madrid, where the laws of
propriety mandated themes of relaxation, rural well—‘being, and games for the

monarchs’ country estates. Topics related to hunting—the traditional leisure
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pastime of kings, queens, and nobles—recur throughout the Escorial, where
Charles III and his son devoted months to the delights of the chase.

In 1775, Francisco Goya was commissioned to paint a series of cartoons for
tapestries intended for the chamber of the prince and princess of Asturias, the
future Charles IV and Maria Luisa, in the Escorial. (fig. 4). These first works
for the tapestry factory were to be painted under the supervision of the court
painter Francisco Bayeu, who was also Goya’s brother-in-law. The motifs cho-
sen for the renovated decor were scenes of the hunt, a favorite pastime for the
king and the infante, that involved the usual trophies: deer, wild boar, rabbits,
quail, red owls, grouse, and duck.

To fulfill the commission, which he delivered to the Royal Tapestry Factory
on 24 May 1775, Goya painted several scenes of the hunt, which are not included
in the exhibition because no women are depicted in them. His “works on the
hunt” replaced the images of Flemish villagers and the copies of paintings and
prints by David Teniers the Younger (1610—1690) in the royal collections, previ-
ously produced by painters whose service to the monarchs included submitting
designs to the factory. The royal collection of paintings had exhausted its fund
of subjects to copy a decade before Goya painted his first cartoons; yet, despite
the general boredom induced by the old models, a new supply of similar sub-
jects was ordered from Paris: one hundred and fifty additional Teniers prints.

The most striking tapestries in the Pardo palace feature scenes from the
outskirts of the capital and the entertainment typical of the area, an allusion
to the suburban character of the residence. Goya was the first to explore this
new subject matter, which was soon imitated by many of his contemporaries.
Goya’s second series of designs, for the dining room of the prince and princess
of Asturias in the Pardo palace (1776), a series that includes 4 Walk in Andalu-
sia (cat. 2) and The Parasol (cat. 3), represents a radical departure from conven-
tion. Goya’s invoice for these cartoons states clearly that they are of “my
invention.”' The court painter Andrés de la Calleja recognized that since these
designs were original creations, Goya must have worked harder and longer
than ordinary copyists. In their valuations of the pieces, the court painters who
assessed Goya’s work—Mariano Salvador Maella, for instance—praised the
artist’s imagination as warmly as his compositional strength, the latter defined
by Anton Raphael Mengs as “the art of integrating correctly the objects chosen
by the imagination.”

The serialized iconographic programs that had characterized tapestry suites
throughout the sixteenth and seventeenth centuries were losing importance
and complexity in the decorative schemes of the second half of the eighteenth
century. Goya, however, developed sequences in which the series often provides

a context for a single cartoon, something that could be lost when the tapestries
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were moved from the room for which they were designed. Goya continued to
receive praise for his innovation as a painter of tapestries—Maella lauded the
“delightful” composition of The Blind Guitarist presented by Goya on 17 April
1778.> Nevertheless, when the tapestry’s destination changed (originally com-
missioned for the bedchamber of the prince and princess of Asturias, it was
subsequently intended for the antechamber), the canvas was returned to Goya
for the corrections necessitated by the altered measurements. Maella found the
six new cartoons for the bedroom tapestries likewise “very well painted”;*
these included The Crockery Vendor (cat. 5) and that for The Fair of Madrid
(cat. 6). Such favorable reception encouraged Goya’s unsuccessful petition for
appointment as court painter in 1779: he had fulfilled his commissions, in par-
ticular these last six pieces, to the satisfaction of all the art professors and, most
importantly, of the king himself.

As a result of the nation’s war with England and the need to cut expenses,
the operations of the Royal Tapestry Factory were suspended on 15 March
1780. By this time, Goya had delivered his final designs for the antechamber
tapestry suite for the prince and princess, including The Swing (cat. 7), The
Laundresses (cat. g), and The Rendezvous (cat. 11).

Since interrupting the works could have ruined of the Royal Tapestry Fac-
tory financially, Charles III ordered the completion of tapestries sufficient to
decorate fifteen rooms in the Pardo palace, in spite of the economic troubles.
The subjects were to remain “merry and pleasant” (“jocosos y agradables”), in
line with the others intended for the prince and princess of Asturias since
1778.> Thus, the factory managed to survive without grave financial harm to
the more than eighty workers and their families employed there.

In 1786, Goya returned to the tapestry factory, now as a regularly salaried
painter to the king. The following year, he delivered his design models for the
suite in the king’s dining room, or “conversation room”—both names appear in
the expense invoices submitted by the painter and by the carpenter responsible
for the stretchers.® Discovery of the architect Francesco Sabatini’s (1722—1797)
plan for the expansion of the palace, combined with analyses of documents
pertaining to the many artisans involved in the decorations, has made it possible
to identify the king’s conversation room and to establish the correct distribution
of the twelve tapestries along its four walls. The six main weavings included
four representations of the seasons, among them 7The Flower Girls, exhibited
here as a sketch (cat. 14.), and Autumn (The Grape Harvest) (cats. 15 and 16).

Despite their anger at the confirmation of Livinio Stuyck as director of the
Royal Tapestry Factory in 1786, the Spanish masters continued to work with
their accustomed brilliance. And despite the difficulty of weaving “the pictures

they paint these days of majos and majas, with so many ornaments of hairnets,
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ribbons, frog fastenings, chiffons, and other trivialities, that one wastes great
quantities of time in fussy detailing,”’ they still applied themselves, tri-
umphantly, to the weaving of Blindman’s Buff from the sole cartoon Goya com-
pleted for the infantas’ bedchamber in the Pardo palace.

Upon the death of Charles III, in 1788, the court abandoned the royal resi-
dence of the Pardo palace. The project for its refurbishing was dropped, and
Charles IV decided to send the tapestries he had requested, with their merry
rustic scenes, to the royal quarters at the Escorial. In 1791, Goya and his
brother-in-law Ramon Bayeu received commissions to paint more tapestry car-
toons, but excused themselves. Bayeu alleged work-related reasons: in 1791, he
was occupied with other royal obligations—painting portraits of the infantas.
Goya offered no explanation. He merely informed the director, Livinio Stuyck,
on 13 April 1791, “that he neither is painting nor desires to paint.”® Stuyck
informed the king that if Bayeu and Goya failed to carry out the tapestry
designs needed for the Escorial, the factory would grind to a halt and a consid-
erable number of employees would be let go. Threatened with losing their
salaries as court painters, the artists fulfilled the royal commissions.

Thanks to the list of expenses Goya presented on 1 July 1791, we know that
he was painting, by royal order, the cartoons for Girls at the Fountain, The
Wedding (cat. 18), The Straw Mannikin (cat. 1g9), and The Stilts for the king’s
study at the Escorial.’ After 1792, Goya ceased submitting pictures to the Royal
Tapestry Factory—not so much because he disliked the “ornamental” work
now required of him, but because he had in his own words “labored exclu-
sively in narrative pictures and in the human figure,” and therefore doubted

his “capacity to carry out pure ornamentation having never done so.”"

The Afterlife of Goya’s Tapestries

It was not only the cartoons that suffered displacement; tapestries woven after
them were also misplaced or lost. As a result, the collection of the Spanish
Crown does not own tapestries after all Goya’s catalogued cartoons, while other
museums and collections do hold Goya tapestries of royal provenance.

In 1795, the Royal Tapestry division auctioned off a number of furnishings.
One hundred and fifty tapestries woven at the royal factory passed into private
hands: those that remained unsold were burned in order to extract the silver
employed in the woof. Numerous tapestries woven after Goya’s cartoons fig-
ured among those sold to Fernando Gomendi. Through successive changes in
ownership these weavings came into the hands of Pedro de Acufia y Malvar,

canon of the Cathedral of Santiago de Compostela and minister of Charles IV,
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Fig. 5 Engraving of the Art Gallery

and Memorial Hall, Philadelphia,
site of the 1876 International

Exhibition
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ART GALLERY, OR MEMORIAL HALL.'

who bequeathed to the town council of Compostela his textile treasures, the
core of the present tapestry museum in the cathedral.

Apart from these sales, the popularity of tapestries as diplomatic gifts also
contributed to their dispersal. Some were a gift from the Spanish Royal House
to the Royal House of Portugal at an unknown date, possibly in 17go on the
occasion of Princess Carlota Joaquina’s wedding with the future King Juan VI.
Isabella IT gave tapestries to King Leopold I of Belgium in 1832, to celebrate
his marriage to Princess Charlotte, daughter of the future George IV, king of
England, and Alfonso XII gave tapestries to the prince of Wales in 1881. All
this helps explain the absence from the royal collection of numerous tapestry
designs repeatedly rewoven throughout the eighteenth and nineteenth cen-
turies—starting with the most remarkable Goya creations—as well as the
difficulty of distinguishing accurately the original weavings from the copies.

As tapestries were shifted from one location to another at the turn of the
nineteenth century, many were left without documentation, dates, or cata-
loguing. This continued dislocation of the tapestries reached a geographical
limit in 1936 when, for their protection during the Spanish Civil War, they
were removed from the walls of the Royal Palace in Madrid, the Pardo palace,
and the Escorial, and shipped to Valencia and Geneva. Their reinstallation in
the Pardo and Escorial palaces began in 194.3.

The first appearance in North America of Goya tapestries from the royal
collection of Spain—*“precious objects from the palace”—dates to their
presentation at the Philadelphia International Exhibition (1876). On 27 Sep-
tember 1876, by congressional resolution, royal tapestries hung in the Art

Gallery and Memorial Hall (fig. 5). Alfonso XII received an award from J. R.
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Hawley, president of the exhibition, for his contribution to the success of the
occasion. In the twentieth century, during February and March of 1917, ten
Goya tapestries were displayed in New York, as part of the Exhibition of the
Royal Manufacture of Tapestries and Carpets of His Mayjesty the King of Spain,
at the Hispanic Society of America. The show, proposed by Alfonso XII person-
ally, was made possible by the collaborative efforts of Archer Milton Hunting-
ton, the Society’s founder and director, and Juan Riafio y Gayangos, the
Spanish ambassador to the United States. The present exhibition in Washing-
ton 1s the first in the United States to display the tapestries alongside Goya’s

cartoons within the broader context of his oeuvre.
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1. Sambricio 1946, Doc. 22, XV.

2. Don José Nicolés de Azara, Obras de D. Antonio Rafael Mengs, primer pintor de camara del
rey, Madrid, 1780.
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1. The Picnic, 1776

The scene shows “a picnic which five youths hold in the countryside, and an
orange seller who is going to sell them oranges.”' This is Goya’s invoice
description, dated 30 October 1776, of his tapestry cartoon, which formed part
of the Pardo palace dining room decor for the prince and princess of Asturias.
Apparently the artist operated with considerable freedom in executing this
commission from the Royal Tapestry Factory, for he notes with pride that the

792

design i1s “of my own invention.”” When he conceived this cartoon Goya was no
longer under the tutelage of Francisco Bayeu, who had supervised his first
commission for the Escorial dining room of the prince and princess of Asturias.
Here was (Goya’s chance to demonstrate his own talent. He prepared the proj-

ect carefully, making drawings, some of which—studies of seated gentlefolk

and background figures—have been preserved (Instituto Valencia de Don
Juan and Museo Nacional del Prado, Madrid). In the cartoons he meticulously
detailed their attire: the fops’ short jackets, sashes, neckerchiefs, and hairnets;
the majas’ dresses and veils, fastened to netting. For the landscape he culled
1deas from his Italian notebook, in which he had sketched out the suburbs of
Madrid. It took Goya a year to deliver the first installment of cartoons: a very
long time, which Andrés de Calleja, first court painter, explained as a conse-
quence of working from one’s own “invention.”

In the foreground a group of stylish youths is dining. A woman selling
oranges intrudes to sell the merchandise, perhaps imported from the I.evant,
in her basket. Such itinerant saleswomen, often from Murcia or Valencia,
were fixtures in eighteenth-century Madrid and quickly became picturesque
characters in scenes of manners, where they tend to appear in nonchalant
attitudes, surrounded by flirtatious men, just as popular culture described
them in pictures, plays, and music. This archetype occurs not only in the
works of (Goya but also in those of his contemporaries Francisco and Ramon
Bayeu. It is present, too, in earlier genre paintings by lLorenzo Tiepolo. In the
print series Cries of Madrid, an anthology of typical eighteenth-century figures,

the illustrator Manuel de la Cruz includes similar roving female merchants.
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For the first time Goya’s work depicts specifically and authentically Span-
ish types. The conventional Flemish models, on which preceding generations
had merely exercised variations or after which they had made copies, were
abandoned. But the hoped-for authenticity does not entirely erase the under-
lying picturesque view and its stereotypes. Here (Goya’s orange seller, with her
somewhat artificial stance, is a case in point. Vandergoten, technical director
of the tapestry works, thought she displayed a “swaggering gesture,” suggest-
ing she spurns the young people’s gaiety.' Goya underscores the delightful
qualities of the scene, still far from the realism to which his later tapestry

cartoons aspire. AR

NOTES

—

Sambricio 1946, Doc. 22, xv.

2. Sambricio 1946, Doc. 22, Xv.
3. Sambricio 1946, Doc. 34, XX.
4. Sambricio 1946, Doc. 24, XVIL.

2. A Walk in Andalusia, 1777

This cartoon is one of a series of ten that Goya designed for the prince and
princess of Asturias’ dining room at the Pardo palace and produced for the
Royal Tapestry Factory of Santa Barbara. After The Picnic (cat. 1) and The
Dance on the Banks of the Manzanares, Goya delivered in August 1777 A Walk
in Andalusia, Fight at the New Inn, and The Drinker in his third shipment to
the factory (all Museo Nacional del Prado, Madrid). As was Goya’s usual prac-
tice, his request for payment is dated earlier—z March—and attached to the
invoice is a detailed description of the setting, the characters, and the plot of
the present cartoon: “It represents a grove of pine trees, through which a
charming girl and a well-dressed man are strolling; a rogue, seated with his
cape and round hat, his scarlet breeches with gold stripes and fastenings and
matching stockings and shoes, seems to have made some flattering remark to
the girl, upon which her companion stops to pick a quarrel and the girl urges

him to walk on; there are two friends of the man with the round hat waiting to
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see what happens.”' The title suggests that the setting is a pathway in Andalu-
sia but 1s in fact invented; it corresponds to no real place. The figures distributed
along the three oblique planes are fops and one young girl, unquestionably the
central character.” The eyes of all the men are on her, including those of her
newest suitor, the masked man, who sits on a low knoll in the foreground. His
two friends stand on the other side of the composition, excitedly awaiting the
reaction of her escort, whose grim profile suggests a possible fight, which Goya
terms, in popular jargon, a carnorra—a fisticuff or quarrel. In the far back-
ground is a mysterious female figure veiled in a white mantle and watching
the events.

There 1s a clearly picturesque dimension about such amorous play. For this
reason Sambricio believes that the theme of this painting is taken from Ramon
de la Cruz’ lyrics and farces.” Enlightenment audiences were interested in the
common folk’s customs and habits of dress, so Goya carefully details the cloth-
ing. The man with his face covered wears the most luxurious garb of his class:
a broad-brimmed hat, a wide cape, pants with gold trim, white stockings, and
shoes with silver buckles. The girl is dressed in picturesque maja attire, wear-
ing the typical jubon—a close-fitting jacket with long, very tight sleeves, open
in front and fastened with a braid. Her breast, revealed by the deep décolleté of
the jacket, 1s shielded by a white kerchief, or fichu. A red triangular-shaped
cloth is tied over her flounced basquiria, another accessory typical of maja
attire. The bold colors of her clothing are complemented by her traditional
coiffure: a small hair adornment decorated with a flower and a veil fastened

over the netting. AR

NOTES
1. Sambricio 1946, Doc. 23, XX.
2. Bozal 1983, 70.

3. Sambricio 1946, 207—20g9, no. 13.
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3. The Parasol, 1777

When the princes of Asturias awarded Goya the commission to create the tap-
estry cartoons for their dining room, Goya took advantage of the opportunity to
demonstrate that he knew the great European schools of painting. The Parasol
shows the palpable influence of French painting. Jean Ranc’s, Vertumnus and
Pomona (Musée Fabre, Montpellier), engraved by Edelinck, is often associated
with this cartoon. The parasol, which was a fashionable object in the paintings
of the seventeenth and eighteenth centuries, is prominent in both works.

Goya’s characters can be distinguished from French rococo figures by the
fact that the painter from Aragon chose to represent a wider range of
women in the milieu of eighteenth-century Spain. In The Picnic (cat. 1) of the
same series, (oya portrays as the main female character a maja. The young
woman in 7he Parasol, on the other hand, is characterized as a petimetre, a
term used to refer to upper-class women who affected French fashions and cus-
toms. The woman sports a characteristic fan and wears an elegant sleeveless
coat lined with fur and a delicate shawl. If majas, like the orange seller of
The Picnic, are characterized by their bold attitude and their open, confident
air in dealing with men, the petimetras appear to be more artificial in their
manners.

This cartoon represents an important artistic achievement in relation to
the previous ones. In this instance, Goya developed a composition strategy
that he would apply to other large-format scenes. He places the protagonists in
the foreground, within a pyramidal scheme, that he later sets into a landscape.
The result 1s a simple composition, worked with sureness and an economy of
means. With just a few brushstrokes that sometimes leave the red priming of
the canvas uncovered, Goya produces the sensation of vibrant color and
immediacy that characterizes his painting. With a very logical distribution, he
divides the primary colors among the garments of both figures. Beginning
with the yellow skirt that spreads generously over the grass, Goya plays off the
red and blue of the petimetre’s headdress and the hairnet of the young lad,

then applies the same colors in reverse, red and blue in the bodice and the
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vest, respectively. The tree that bends toward the right compensates for the
movement of the youth toward the left, and the green of the leafy trees in
the background resonates with the parasol of the same green tone, in this way
unifying the composition, foreground to background, by means of color. The
highlights and the bright areas are obtained by using white lead paint that
Goya applies unhesitatingly on the canvas when the painting is almost fin-
ished, thus producing a very natural effect of shadow and light. The use of
warm tones in the clothes and to mark the demeanor of the young woman,
who looks and smiles directly at the spectator, reveal a triangular composition
derived from Italian models that gives the scene the stability typical of a classi-

cal painting. AR

4. The Parasol, 1777

Goya’s invoice describes the scene as: “A girl seated on a hillock, a small dog
in her skirt, at her side a boy shading her with a parasol.””

David Teniers’ scenes of Flemish peasants and festivals, culled from his
paintings and images in the royal collection, were copied to the point of
exhaustion by painters in the crown’s service, who were required to submit
tapestry designs to the factory. These patterns were intended for the tapes-
tries in the rooms of Charles III, in both the Pardo palace and the Escorial
palace.

The shift in compositional content that began with the “works on hunting”
was drastic after 1776, when GGoya submitted his tapestry models for the prince
and princess of Asturias’ dining room in the Pardo palace. They portrayed
lively rustic themes, majos, chusperos (rowdy dandies), petimetras and their
boisterous amusements, and children at their games. Andrés de Calleja, first
court painter, lauded Goya’s inventiveness (tnvencién), “in which each craft-
man’s genius and talent is made known.” In his formal statement on the mod-
els for the bedroom he expressed his approval in these words: “I have most
carefully examined the four pictures executed by Francisco de Goya—"7The
Fight at the New Inn, A Walk in Andalusia, The Drinker, and The Parasol—
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which are to serve as designs for the tapestries. .. considering matters of size,
the type of work, and the fact that they have been produced of his own inven-
tion, for which reason he must have invested far more time than is apparent in
preliminary drawings and sketches from life.””

The royal collections hold three tapestries woven after Goya’s cartoon of
The Parasol: one 1s on display here; another, quite clumsily realized on a
coarse-warp loom, is preserved in the tapestry warehouse; and the third has
been in the Viana palace in Madrid, seat of the Ministry of Foreign Affairs,

since 1956. CHC

NOTES
1. Sambricio 1946, Doc. 33, XX.
2. Sambricio 1946, Doc. 34, XX.

5. The Crockery Vendor, 1779

In October 1778 the directors of the Royal Tapestry Factory of Santa Barbara
commissioned from Goya cartoons for the Pardo palace bedroom of the future
Charles IV and his wife, Maria Luisa, then prince and princess of Asturias
(cat. 6). He painted seven cartoons for this project, depicting diverse aspects
of Madrid life, especially festivals and market places; The Crockery Vendor
and 1ts companion piece, The Fair of Madrid, are part of the series. Goya tied
the sequence into his set of thirteen cartoons for the antechamber of the
palace, which dealt with life on the outskirts of the city, for example, The
Swing (cat. 7).

Between 1778 and 1779 the artist devoted himself to the swift comple-
tion of the tapestry cartoons for the future monarchs’ bedchamber, a room of
vital significance in palace life. The mastery revealed in these cartoons did
not go unnoticed: the king himself, as well as the prince and princess of
Asturias, were most appreciative. (Goya wrote to his friend Martin Zapater
on g January 1779, a few days after delivering the canvases to the Royal Tapestry
Factory: “If I had leisure I would tell you how the king and the prince and

the princess honored me, that for the grace of God I could show them four
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paintings, and I kissed the hand that had never before enjoyed such happi- BIBLIOGRAPHY: Gudiol 1970, no. 75;

ness, and I tell you that I could not wish for anything more insofar as their Gassier and Wilson 1971, no. 1255

. . . . Mitchell 1982, 3—4; Arnaiz 1987,
liking my works, to judge by the pleasure they had in seeing them and the

95—97; Tomlinson 1989, 78 —80;
satisfaction I achieved with the king and far more still with their highnesses.”" Morales 1994, no. 75.

The crockery vendor—his back to the viewer—is the central foreground
figure. Goya directs the viewer’s attention, as do the other figures seen from
behind, all of them male, to the composition’s obviously female protagonists,
all seen from the front, and especially to the lady in the carriage at the back,
who passes through the scene by chance, yet attracts the viewer’s notice. While
other cartoons by (Goya are more static in structure, like theatre scenes, this one
captures a fleeting moment at a street market. The sense of movement is
reinforced by the position of the footman in white, who leans back as the coach
starts to roll and grabs the reins to avoid falling.

The tradition of street vendors as artistic subjects stems from the early
seventeenth-century series of gritos callejeros (street cries) and trajes tipicos o
nacionales (typical or national costume) that circulated throughout Europe.
The theme originated in Annibale Carracci’s print series The Arts of Bologna,
which also provided inspiration for painters at the Royal Tapestry Factory of
Santa Barbara. José de Castillo and the Bayeu brothers used these traveling
vendors as the protagonists of many small cartoons, which would fit on nar-
rower side panels or above windows and doors.

Goya’s crockery vendor, however, is assigned a minor role in this large com-
position. The traditional figure is seen from behind while the viewer’s gaze is
directed toward the two young ladies, accompanied by an older woman seated
at their side. This pairing of the older woman and the young girl prefigures
the commonplace images of the celestina—the procuress—with a maja, the
dominant figures in Goya’s Caprichos etchings, which the artist released for

sale in 1799. AR

NOTES
1. Salas and Agueda 1982, 49, Doc. 8.
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6. The Fair of Madrid, 1779

In his invoice description, Goya describes the scenes as “a l.andscape showing
the Fairs in their season, with a pawn shop, the owner dealing with the sale of
a jewel to a lady, accompanied by two gentlemen, one with a monocle observ-
ing certain paintings there for sale, behind them four others, and farther off,
several people.”

Not only the “invention” (invencién) or creativity but also the compo-
sition was evaluated in the statements issued by the court painters who
judged Goya’s work. The six cartoons for the Pardo palace bedroom—7The
Fair of Madrid, The Crockery Vendor, The “Militar” and the l.ady, The
Hauw Seller, Boys Playing Soldier, and The Boys with the Cart—were
endorsed by Mariano Salvador Maella as “very well painted,” a compliment
repeated by Goya when he (unsuccessfully) sought appointment as court
painter in 1779.’°

Two tapestries after The Fair of Madrid are in the possession of the royal
collections; one is on exhibit here, and the other, woven in low warp, its car-

toon composition mverted, now hangs in the Spanish embassy in Paris. cHc

NOTES
1. Sambricio 1946, Doc. 52, XXIX.

2. Sambricio 1946, Doc. 53, XXX.
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7. The Swing, 1779

The Swing and its pendant, The Laundresses (cat. ), belong to a series of car-
toons created for tapestries to be hung in the antechamber of the prince and
princess of Asturias in the Pardo palace. The remaining works in this series are
the two weavings for the south wall, The Bullfight (La novillada) and The
Tobacco Guard, and the two overdoor cartoons The Woodcutters and The Majo
with the Guitar (all Museo Nacional del Prado, Madrid). All six depict scenes of
manners set in the outskirts of Madrid. For more informal palaces, such as the
royal residences, Charles 111 refused the sumptuous decoration of the royal
palace, with its iconography of mythological, religious, or historic themes, and
demanded instead “rustic and comic themes.” In compliance with the king’s
wishes, Goya painted The Swing, a country scene that portrays, as he states in
the invoice of 21 July 1779, “a family that has gone out to amuse themselves in
the country, four children and two servant girls, one is swinging on a rope that
1s fastened to a tree.”’

In this work Goya drew on a theme popular with rococo painters such as
Antoine Watteau, Francois Boucher, and Jean-Honoré Fragonard. The very act
of swinging carried for these artists an obvious erotic connotation: a man push-
ing his beloved on a swing was a symbolic representation of intercourse, in
which the woman’s legs “aired themselves” with abandon. The swing in
Goya’s cartoon, however, lacks any such connotation. Unlike the French works,
the woman on the swing is accompanied, not by a lover, but by a little boy,
dressed 1 the Dutch manner, who grabs the rope of the swing and prepares to
pull it. The observer witnesses a slightly picaresque episode as well, in the
activities of the background figures. Three herders, in charge of some apathet-
ically grazing cows, are slyly eyeing the children’s servant girls, while their
footman waits beside the coach. The glances are returned: the girl whose back
1s to the viewer seems to be responding. Perhaps the herders are the servants’
admirers, and the excursion has been organized to facilitate their meeting.
Ignorant of all this, the children play freely, engrossed in their innocent games.

Goya’s instinct for the psychology of young children is apparent in a detail: two
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delicate little girls stand admiring the flower held by the smallest, who faces
them and is in turn held by her nursemaid.
Tomlinson interprets the scene as an allegory of the three ages. The child

with the flower represents the earliest stage.” ar

NOTES
1. Sambricio 1946, Doc. 62, XXXIV.

2. Tomlinson 1989, gg—100.

8. The Swing, 1779

According to Goya’s invoice description, “A family that has gone out to amuse
themselves in the country, four children and three servant girls, one is swing-
ing on a rope that is fastened to a tree, and another holds the reins on the small
child. The three girls with the children form the principal grouping in the
painting and, in the distance, a waiting coach with the coachman and several
shepherds with cattle.”’

The six cartoons for the bedroom tapestries, which Mariano Salvador
Maella pronounced “very well painted,” allowed Goya, in 1779, to seek
appointment to the post of court painter: according to his petition, Goya had
fulfilled his royal commitments “to the satisfaction of all the professors and
even of His Majesty.”” Two designs, The Ball Game and The Swing, had been
delivered to the factory director on 20 July, four days before Goya’s petition,
and Maella had assessed their “merits and dimensions.””

‘Two tapestries, both woven in low warp, which produces the apparent compo-
sitional inversion of Goya’s model, are held in the royal collections; since 1939
one of these has been placed in the Buenavista palace in Madrid, seat of Army

Headquarters. cuc

NOTES

1. Sambricio 1946, Doc. 62, Xxx1v.
2. Sambricio 1946, Doc. 56, XXXI.
3. Sambricio 1946, Doc. 63, XXXV.
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9. The Laundresses, 1779—1780

Rest in the middle of work was a very popular topic in genre painting because
it provided the perfect pretext for the amusing anecdotes so suited to the tastes
of the period. Goya also made use of working folk who rested more than they
worked—for instance, in his cartoon called La era or El verano (Harvesting or
Summer), in which peasants enjoy a nap (Museo Nacional del Prado, Madrid).
The Laundresses is a charming creation intended for the antechamber of the
prince and princess of Asturias. Its protagonists are working women whom
Goya places in a landscape outside Madrid. In the background a mountain
range closes the composition with snowy crests and silvery tones, in a style
quite similar to that of Velazquez.

The foreground action is described by the painter in his invoice dated 24
January 1780: “It represents Washerwomen resting on the bank of the river,
one of them falls asleep in the lap of another, whom they are going to wake up
with a lamb that two of them place against her face, another is seated and
laughs to see it, and another, with a bundle on her head, farther off where we
see clothing hung up, belonging to those who are resting.”’

Though Nordstrom associates the scene with Melancholy, Tomlinson inter-
prets it as a symbol of female voluptuousness, since laundresses were reputedly
loose in their morals: a decree of 17go actually stipulated regulations regarding
their appearance and behavior.” From then on they were forbidden not only
from working along the banks of the Manzanares River but also from making
obscene gestures—the sort suggested by the figure caressing the animal’s
horn—and from socializing with the middle-class people whose clothes they
washed. Laundresses often appear, with erotic connotations, in French paint-
ings of the eighteenth century; even GGoya, in his later works, when he dealt
seriously with the world of working people, includes in his Black Border
album a drawing of these women in a libidinous context (private collection).
The laundresses in the cartoon revel in their harmless play; those in the draw-
ing seem intent on their labors, with their clothing adhering so tightly to their

bodies that the shape of their buttocks is revealed.
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The subject of beautiful women resting occurs also in Francois Boucher’s
charming pastoral landscapes, which were also used as models of a tapestry
series. The notion contrasts with the laundress painted by Giuseppe Maria
Crespi in the early eighteenth century, in a scene in which the woman can take
a break from her hard work for only a moment. The painter makes this abun-
dantly clear by showing us the woman’s powerfully muscled arms (The State
Hermitage Museum, St. Petersburg).

Goya used cartoon sequences to tell stories. He arranged the cartoons so that
each one extended into the visual space of the cartoon beside or facing it to
unfold a meaning closely linked to the purpose of the room the sequence adorned.
The Laundresses was paired on the north wall with the majas of The Swing
(cat. g), so that the women would face the brave young men of The Bullfight
(La novillada) and the guards of The Tobacco Guard (both Museo Nacional del
Prado, Madrid) in the cartoons on the opposite wall. In the scenes of men, the
virile poses and glances are therefore addressed not exclusively to the spectator

but to the young women in the pictorial space directly before them. ar

NOTES
1. Sambricio 1946, Doc. 68, XXXVIL.
2. Nordstrom 1989, 37; Tomlinson 1989, 101—102.

10. The Laundresses, 1779

In his invoice, Goya describes the scene as: “Washerwomen resting on the bank
of the river, one of them falls asleep in the lap of another, whom they are
going to wake up with a lamb that two of them place against her face, another
1s seated and laughs to see it, and another, with a bundle on her head, farther
off where we see clothing hung up, belonging to those who are resting. The
landscape consists of bright clouds, a dense grove by the river, which is seen to
come from a great distance, curving around outcroppings of earth and thickets,
with snow-covered mountains in the distance.”"

Before factory operations were suspended in 1780, Goya submitted twelve
designs to complete the tapestry series for the antechamber or the bedroom of

the prince and princess of Asturias. Cornelius Vandergoten’s receipt, dated 24
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January 1780, cites models for The Laundresses, The Bullfight (L.a novillada),
The Dog, The Fountain, The Tobacco Guard, Boy with a Bird, Boy by the Tree,
The Woodcutters, The Majo with the Guitar, The Rendezvous, and The Doctor’
To avoid ruin for the factory owing to a dearth of cartoons, Charles 111
ordered that, financial retrenchment notwithstanding, tapestries on “pleasant,
lighthearted subjects” should be produced for fifteen rooms in the Pardo palace.
The present tapestry, woven in low warp, with a second in high warp
adorning the queen’s salon in the Escorial palace, are in the possession of the
royal collection. The one displayed in this exhibition, along with the second
copy of The Swing, was installed in the Buenavista palace, seat of Army IHead-
quarters, in 1939. Since that date it has remained there in the “Goya Room”

(Salén Goya) and has never been exhibited until now. cuc

NOTES
1. Sambricio 1946, Doc. 68, XXXV1L.
2. Sambricio 1946, Doc. 71, XXXIX.

11. The Rendezvous, 177¢

The Rendezvous, as do The Swing (cat. 7) and The Laundresses (cat. g), belongs
to the cartoon series for tapestries for the antechamber of the prince and princess
of Asturias. In the latter scenes (Goya strove for glowing, happy protagonists;
here he portrays a troubled woman, as he himself notes in the invoice for the
picture, dated 24 January 1780: “It represents a woman seated and bending
over on a terrace, behind her there are two others observing her sorrow, on the
other side four figures in the distance.”' It is unknown where this painting was
to be hung in the room; it may have been paired over a doorway with 7%he Doc-
tor (National Gallery of Scotland, Edinburgh), with which it shares the same
format, size, and morose atmosphere. Resting her cheek on the hand in which
she holds a handkerchief, the woman leans against a rock. Nordstrom relates
this with the image of Melancholy as illustrated in Cesare Ripa’s Iconologia.
The somber coloration and the leafless tree, traditional references to the

autumn or winter months, accord well with the established emblem.
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Tomlinson analyzes the reasons behind the young woman’s sorrow, con-
cluding that her weariness is caused by an excess of sensual pleasures, a surfeit
Ripa termed “worldly delights” (delizie mondane).” She connects the figure
with the world of prostitution, identifying the person in the middle ground as
a procuress engaged In conversation with a potential client." Yet, if we disre-
gard the painting’s title, given by Cruzada Villaamil in 1870, the woman’s grief
can be explained in other ways besides her supposed abandonment by a lover
or her possible sorrow over an encounter with a client.” Her faraway gaze

and the apparently tear-soaked handkerchief indicate her despair. ar

NOTES
1. Sambricio 1946, Doc. 68, xxxviiL

b

Nordstrém (1962) 1989, 28 —29.
3. 'Tomlinson 1989, 119.

4. Tomlinson 198¢, 121.
5

Villaamil 1870, no. 29.

12. The Rendezvous, 1779

Goya’s invoice description describes the scene as: “A woman seated and bend-
ing over on a terrace, behind her there are two others observing her sorrow, on
the other side four figures in the distance.”"

"Two panels, woven on a low-warp loom, their composition the reverse of
Goya’s cartoon, belong to the royal collection. One is displayed as an over-
door 1n the formal dining hall of the Escorial palace. The other, removed
from the Pardo palace in 1936, has remained in the tapestry storeroom of the

Palacio Real. cHc

NOTES

1. Sambricio 1946, Doc. 68, xXxvIIL
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13. Spring, 1786

“I am at last painter to the king, with fifteen thousand reales. Although 1
have no time I will tell you briefly that the king sent Bayeu and Maella to
find the two best painters they could to paint the models for the tapestries and
for everything else in the palace, whether in fresco or oil. Bayeu picked his
brother and Maella chose me.”' Goya sent this letter to his friend Martin
Zapater on 7 July 1786, excitedly informing him of his new position at court
and announcing that among other things he was to create, under the auspices
and tutelage of Salvador Maella, tapestry cartoons, thus establishing profes-
sional ties to the tapestry factory of Santa Barbara. The factory commissioned
from Goya the series for the prince and princess of Asturias’ dining room at
the Pardo palace, where King Charles 111 wished to see “pictures on gay and
pleasant subjects needed for this place.”” Following the factory’s artistic
policies and upon receipt of the required measurements, Goya completed
preliminary oil sketches, which were crucial to the genesis of the composition,
as the king had to approve the sketches before anything was transferred to a
large canvas. It is therefore not surprising to find among Goya’s billing
records “a coach ride to the royal palace of the Escorial to show H.M. ... the
rough drafts for the Pardo dining room.”” It was only in the sketch that the
king could assess the painter’s original work, since the final large-scale
composition functioned solely as a model for the weavers and, once copied,
was stored in the factory warehouses. The draft version reveals the painter’s
most immediate vision of his theme and composition. In the sketch one can
observe his working methods, as in the raised arm of the flower girl. The
composition is drawn in black pencil, visible throughout the figure, over a
red background and a layer of light-colored preparation. Goya often used the
transfer to the final canvas to clarify the composition and to perfect the work’s
story line. The scene formed part of a cycle on the Four Seasons and was
placed with Autumn (The Grape Harvest) (cat. 16); on the long wall of the
room, the monumental Summer (Harvest) completed the group, together

with the dramatic Winter (Snowstorm). With the exception of this last
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composition, where a group of peasants cross an icy landscape, women are
portrayed in their traditional roles, as mothers with their children or, as here,
with only one daughter, in just the type of “gay and pleasant” scene the king
had requested.

Bozal notes the alterations made between the sketch and the cartoon, find-
ing them primarily in the positions of the figures.' Yet the most definitive
alteration with regard to the clarity of the composition lies in the fourth pro-
tagonist, who appears just behind the mother holding a hare, a symbol of fer-
tility and a common topos for the season. His finger to his lips, he invites the
viewer’s complicity, planning to startle the woman with this animal. In the
final version, Goya inverts the hare’s position. With its head up, the shapes of
all the figures come into sharper focus. The alteration also eases the solid and
compact triangular composition constructed by the participants in this rural

encounter. AR

NOTES
1. Salas and Agueda 1982, 148149, no. 79.
2. Sambricio 1946, Doc. 78, L1
3. Sambricio 1946, Doc. 103, LXXVIIL.
4. Bozal 1983, 77—78.

14.. The Flower Girls, 1786—1787

On 12 September 1786 Goya wrote to his friend Zapater: “Just now I am very
busy making sketches for a room where the prince eats,” and several months
later, in February of the following year, having completed the final cartoons,

91

he told his friend, “I have never felt so hard pressed.”' Six years had gone by
since his last commission from the Royal Tapestry Factory—the ante-
chamber decoration for the heirs to the throne (see cats. 7—12)—and the
exhaustion was a result of his having to juggle tapestry work for the Pardo
palace dining room with his other private commissions. Goya had already
been appointed court painter and was regarded as a gifted portraitist; at this
time, for example, he was also painting the extraordinary Marchioness of

Pontejos (cat. 26).
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The series’ theme is based on a long iconographic tradition stipulated by
contemporary theorists as the proper decor for country palaces such as the Real
Sitio del Pardo. At midcentury, Amigioni had used the four seasons in a series
of cartoons for the royal box in the Buen Retiro Theater, and Goya took up the
theme. As Bozal and Wilson-Bareau have observed, the preparatory sketches
mentioned in Goya’s letter suffered significant changes when they were trans-
ferred to canvas.” The painter rejected classical allegories and set his scenes in a
modern context. Rather than depict the goddess Flora as she appears in the
eighteenth-century French edition of Cesare Ripa’s Iconologia, Goya portrays
regional women; a kneeling girl i1s dressed in the characteristic short jacket
bordered with narrow lappets, commonly worn by majas. But to facilitate
recognition of the allegorical content, he adds, as Nordstrém points out, the
traditional attributes of Spring: the hare, symbolizing fertility, and the flowers,
symbolizing growth.’

The abundance of flowers gathered in the mother’s apron is the key to the
scene. It concerns a mother who has been picking flowers and wild roses as she
walks through the countryside with her daughter. A small sprig is pinned to
the little girl’s jacket, and she is holding a splendid flower with wide-open pet<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>