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The subject of this thesis is the influence of Nether¬ 

landish and German painting and prints on the work of Fran¬ 

cisco Goya y Lucientes through 1799. Numerous Northern 

sources available to Goya in the royal collections are docu¬ 

mented. 

Goya's work begins to show stylistic and thematic deri¬ 

vations in his tapestry cartoons, influenced by David 

Teniers the Younger whose prints and paintings had 

traditionally served as models for the Royal Tapestry Works. 

This influence, complemented by late fifteenth and sixteenth 

century prints, is examined in The Picnic, The Brawl at the 

Venta Nueva and The Wedding. 

Popular Northern themes — the Unequal Couple, the 

Power of Women, the Vices, the Senses — are identified in 

Los Caprichos. Iconographie and/or formal models are 

suggested in the work of Teniers, Brueghel, Bosch and 

others. Finally, it is shown that Goya's artistic theory, 

tacitly accepting Northern art, was a rejection of that of 

his predecessor, Anton Raphael Mengs. 
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INTRODUCTION 

The reader of Goya's early Spanish and French biograph¬ 

ies cannot help but be struck by the metamorphosis that the 

image of this artist has undergone in the twentieth century. 

The fact that Goya's life needed a total réévaluation in 

order to clarify his art brought to the forefront the recog¬ 

nition of numerous influences in his work. The exhibition 

of 1932, Antecedentes, coincidencias e influencias del arte 

de Goya, in the Museo del Prado, and. the resultant study by 

Enrique Lafuente Ferrari in 1947, attempted to bring under 

one roof and one cover, if not an exhaustive survey, at 

least one that touched on the most outstanding influences.'*' 

Besides the artists that had been in Spain or were Goya's 

contemporaries, the influences of Italian, French and 

English art were also explored. 

Completely bypassed was the influence on Goya of the 

art of Flanders, Holland and Germany, in spite of Spain's 

political and commercial connections with the Netherlands in 

the sixteenth and seventeenth centuries. The search for 

these Northern influences was not then, and has not yet 

been, pursued in depth. Two reasons may account for this: 

first, Goya's presence in the different palaces and his int¬ 

imate knowledge of the royal collections has been largely 

overlooked; and second, during the eighteenth century, with 

the surge of Neo-Classicism, Northern non-French art would 

seem an unlikely place to look for influences, in a time 
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when antique models were the canon of taste. It has gener¬ 

ally been assumed that Goya's rejection of ideal beauty and 

classicism was due to a strong personal idiosyncracy that 

had no models. 

This thesis proposes to examine the artistic climate in 

which Goya trained and worked for the purpose of establish¬ 

ing the role of Northern art (Netherlandish and German) in 

his work through 1799. The Northern art in collections to 

which he had access will be documented, and his own art and 

writing will be examined in juxtaposition to his Northern 

sources. "Northern art" is defined as painting and prints, 

although prints may have had the greater influence. Little 

distinction, if any, was made in Goya's day between the 

seventeenth century art of the different countries of the 

North. The scope of my thesis will be limited to Goya's 

formation in the Royal Tapestry Works as a cartoon painter 

and his work as a printmaker, specifically on Los Caprichos. 

This time period, from 1746 until 1799 will bring the reader 

to the brink of Goya's professional recognition in being 

appointed First Court Painter to Charles IV. 

Goya's earliest biographers in the middle of the nine¬ 

teenth century, Laurent Matheron and Charles Yriarte, both 

associate Goya's work with that of Dutch and Flemish 

2 
painters. Matheron's comparison between the prints of Rem¬ 

brandt and Goya will be later repeated by many authors, but 

it should be noted that even the best attempts to link the 

works of these artists have only produced stylistic and 
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technical similarities, not actual borrowing of visual 

motifs.^ 

Gregorio Cruzada Villaamil, in the first study devoted 

to the tapestries, notes that Goya's cartoons did not break 

with tradition but constituted a translation of Flemish 

themes into Spanish genre within an existing tradition that 
4 

was clearly Northern. Subsequently, many other authors 

have made parallels between Northern naturalism and Goya's 

work. 

Perhaps due to major scholarly publications on Hierony¬ 

mus Bosch in the late 1930's and the 1940's, art historians 
5 

began to make associations between Goya and Bosch. In 

1948, Frances D. Klingender documented the fact that two 

friends of Goya, the art historian Ceân Bermudez and the 

secretary of the Academia de Bellas Artes, Antonio Ponz, and 

thus probably the artist himself, were aware of a famous 

description of Bosch's paintings in the Escorial written at 

the turn of the seventeenth century.^ Both Ceân Bermudez 

and Ponz, made references in their writings to this 1605 

description by Fray Joseph de Sigüenza, Prior of the 
7 

Escorial, in his Historia de la Orden de San Geronimo. 

Klingender, in proving an eighteenth century awareness of 

Bosch's fantastic paintings, cites the latter as a precedent 

for Goya's fusion of reality and fantasy in the Caprichos. 

The exhibition Bosch, Goya et le Fantastique, held in 

Bordeaux in 1957, was broader than the title suggests, since 
O 

it included works by the twentieth-century Surrealists. In 
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the catalogue, Bosch and Goya are placed within a tradition 

of fantastic art, but their relationship to each other is 

implicit rather than explicit. Most recently, Irving L. 

Finkelstein of Georgia State University has proposed Pieter 

Brueghel the Elder's Parable of the Blind as a source for 
Q 

plate 70 of the Desastres de la Guerra. 

My thesis will attempt to answer the following 

questions about Goya's work before 1800 in relation to 

Northern art: what was the range of the visual material 

available to Goya; what precedents could have served Goya as 

models; and finally, what does Goya reveal, through his 

writing and the internal evidence of his art, about his 

relationship to Northern art? 

Notes 

See Enrique Lafuente Ferrari, Antecedentes, coin- 

cidencias e influencias del arte de Goya (Madrid: Sociedad 

de Amigos del Arte, 1947). 

2 
See Laurent Matheron, Goya (Paris: Schulz et 

Thullié, 1858) and Charles Yriarte, Goya (Paris: Henri Plon, 

1867) . 

See Pedro Beroqui, "Una biografia de Goya escrita 

por su hijo," Archivo espafiol de arte. III (1927), 

pp. 99-100; Enrique Lafuente Ferrari, Grabados y dibujos de 

Rembrandt en la Biblioteca Nacional (Madrid: Biblioteca 
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Nacional y Museo de Arte Moderno, 1934); Otto Benesch, 

"Rembrandt's Artistic Heritage — From Goya to Cézanne," 

Collected Writings, I (New York: Phaidon, 1970), 

pp. 159-170. 
4 

Gregorio Cruzada Villaamil, Los tapices de Goya 

(Madrid: M. Rivadeneyra, 1870), p. 109. 

5 
Charles De Tolnay, Hieronymus Bosch (Basel: Les 

Editions Holbein, 1937); L. von Baldass, Hieronymus Bosch 

(Vienna: A. Schroll & Co., 1943); and J. Combe, Jerôme 

Bosch (Paris: Pierre Tisne, 1946). 

® See F.D. Klingender, Goya in the Democratic Tradi¬ 

tion (London: Sidgwick and Jackson, 1948), p. 104. 
7 

This text will be further examined in Chapters III 

and IV of this thesis. 
g 

Bosch, Goya et le Fantastique, exhibition catalogue 

(Bordeaux: 1957), prefaces by Marcel Brion and José Camôn 

Aznar. 
g 

See Irving L. Finkelstein, "Goya in the Fantastic 

Tradition," Bulletin, Georgia Museum of Art, Spring 1976, 

pp. 10-24. 
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CHAPTER I 

GOYA'S CAREER TO 1799 

In 1828, the Museo del Prado published the first of its 

catalogues to include living artists, and we are told in the 

short biographical entry under "Goya (Francisco)" that the 

information was communicated by the artist himself, although 

by that time he was living in France.'*' Goya said that he 

learned the principles of drawing from José Luzân by copying 

his best prints, and that he painted from his own invention 

before he went to Rome. He is silent about any further 

formal education, "not having had any teacher other than his 

own observations of the mastery of the painters and famous 

paintings of Rome and Spain, wherein he has taken greatest 

2 
advantage." By saying this, Goya had established a bond 

between himself and the artists of the past, amongst whom he 

was included in the Prado catalogue and whose paintings he 

knew from the days when they decorated the royal residences. 

In his own words, Goya posited the core of his education in 

the study of these paintings and modern scholarship has con¬ 

firmed that he indeed drew upon a variety of sources, 

including Cesare Ripa and popular prints. Goya's reliance 

on prints as models for his own inspiration begins, in fact, 

with his earliest training under José Martinez Luzân in 

Saragossa. 
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Goya was born in a little town nearby, Fuendetodos, on 
3 

March 30, 1746. His father was a master gilder in 

Saragossa and his mother was a member of the petty Aragonese 

aristocracy. Goya's apprenticeship with Luzân at the age of 

fourteen may have been due to the instigation of Francisco 

Bayeu, a Saragossan artist twelve years older than Goya and 

himself a pupil of Luzân. Bayeu would later play an influ¬ 

ential role in the development of Goya's career and personal 

life, both as his brother-in-law and as a favorite of Anton 
4 

Raphael Mengs m the artistic circles of Madrid. 

According to the Diccionario hist6rico compiled by 

Goya's friend, Juan Agustin Ceân Bermudez, and published in 

1800, Luzân received his training in Naples under the 

painter Mastroleo, a fellow student of Solimena, and was 

court painter to Philip V. Goya's apprenticeship with Luzân 

is generally dated between 1760 and 1764, and his early 

drawing style was developed by copying the prints in Luzân*s 

workshop. As a result, an Italianate manner pervades Goya's 

early works, and prints by artists such as Simon Vouet (who 

had trained in Italy) and Carlo Maratta served as models for 

his early religious compositions.® 

Charles III, son of Philip V and Isabel Farnese, was 

raised in Madrid where he was born in 1716. In 1734 he was 

crowned King of Naples, and following his French father's 

example (and that of his forbear Louis XIV as well) he began 

to build the city into a magnificent capital with little 

concern for the cost.7 Besides the construction of the 7 
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Palace of Capodimonte and the Villa Reale at Portici, 

Charles' greatest project was the enormous Palazzo Reale at 

Caserta, designed by Luigi Vanvitelli. This building was 

begun in 1752 and left structurally incomplete when Charles 

returned to Spain in 1759 after the death of his half- 

brother, King Ferdinand VI. 

After his coronation as King of Spain that same year, 

Charles began an energetic program of artistic patronage in 

Madrid as zealous as the one he had carried out in Naples. 

The thrust of his efforts to establish a lavish setting for 

his court was shifted to the Palacio Nuevo in Madrid. Its 

construction had begun under his father after the Alcazar 

fire of 1734. Charles found the building too small for his 

liking and employed Francisco Sabatini, Vanvitelli's assis- 
Q 

tant in Naples, to expand it. The completion of the buil¬ 

ding and the decoration of the Madrid palace provided the 

hub of artistic activity in the city, which centered on the 

studio of the First Court Painter, Anton Raphael Mengs. The 

manifold task of coordinating all the activities around the 

production of art for the King and his court (including 
g 

tapestries and porcelain) rested on Mengs' shoulders. 

In order for Mengs to complete the numerous portrait 

commissions — his main activity in the court — he needed 

reliable assistants to whom he could delegate other kinds of 

work.^ In 1762, Mengs visited Saragossa and encountered the 

painting of Bayeu, and Mengs invited this artist to join 

his workshop in Madrid. This must have also inspired the 
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always ambitious Goya to try to escape the provincial atmos¬ 

phere of Saragossa for that of the capital. Seeking to 

establish himself there, he competed unsuccessfully for a 

stipend from the Real Academia de San Fernando in early 

1764."^ Determined, Goya entered the competition in 1766, 

only to fail again; Bayeu's younger brother Ramon won first 

prize and Goya won nothing. 

The decade of the 1770's began with an event that un¬ 

doubtedly had a tremendous impact on Goya's visual reper¬ 

tory: in April of 1771, Goya was in Rome. While living 

there, he submitted a history painting to a competition at 

12 the Reale Accademia delle tre belle Arti of Parma. 

Although he did not win, his desire for official recognition 

must have been somewhat satisfied by six favorable votes 

_ . . 13 from an encouraging jury. 

Although documentary evidence is lacking, the Marquis 

of Lozoya has suggested the possibility that during his 

14 Italian sojourn Goya may have visited Naples. If so, he 

may have wanted to become familiar with the environment in 

which Charles III had reigned for almost thirty years. 

Naples was also the city in which Luzân had been trained and 

from which numerous artists had travelled to Madrid, notably 

15 Corrado Giaquinto 

This artist exerted a strong early influence on Goya. 

Corrado Giaquinto was one of the most important fresco 

painters of the 18th century in Rome, where Goya could have 

seen his work in the churches of Santa Cecilia in 
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Trastevere, San Nicola dei Lorenesi and Ss. Trinità degli 

Spagnoli on the Via Condotti. He painted extensively for 

Ferdinand VI and Charles III in Spain, in the Buen Retiro, 

Aranjuez and especially the Palacio Nuevo. He was also the 

General Director of the Madrid Real Academia until his 

return to Naples in 1762, from whence he continued to send 

works to the Spanish Court. 

Upon returning to Spain, Goya executed two commissions 

in Saragossa: the decoration of the coreto of the Basilica 

de Nuestra Sefiora del Pilar and a painting cycle for the 

Charterhouse of Aula Dei. The coreto paintings are his 

first known attempt in the fresco technique which he may 

have learned in Italy.^ The Aula Dei oil-on-plaster paint¬ 

ings are important for two reasons. First, the influence of 

Corrado Giaquinto is strongly evident in these works that 

have received little scholarly attention (Figs. 1-2). The 

chiaroscuro treatment, the female types and the physical 

appearance of the priest in the Circumcision scene recall 

similar elements in such works as the altarpieces for San 

Luigi di Palazzo in Naples (Fig. 3). Secondly, working in 

the large size of the Aula Dei paintings, some covering 

nearly thirty-five square yards, prepared Goya for the large 

tapestry cartoons that he began to design in Madrid the 

following year. Gassier and Wilson remark upon this in 

their catalogue raisonné stating furthermore that "Although 

passing from sacred to profane subjects, the problems of 

composition, of the simplification of masses and the 
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grouping of figures within a given framework, remained the 

17 
same." This statement must be modified because Goya 

rejected the classical monumentality of his Aula Dei paint¬ 

ings in the Madrid cartoons and adapted a composition 

18 
clearly derived from Northern painting. 

The documentation for Goya's activities greatly 

increases from the time he was summoned to Madrid by Mengs, 

probably through the intercession of Bayeu, to become a 

tapestry designer for the Real Fabrica de Tapices de Santa 

Barbara. The production of the factory, traditionally based 

on models derived from genre works by Teniers and Wouvermann 

and religious and historical compositions of earlier court 

painters that had been tediously repeated, was being revit¬ 

alized through the addition of new works by younger Spanish 

artists. Scenes of contemporary Spanish life were added to 

the subject matter, mainly the depiction of the majos and 

majas that are inseparable from the present image we have of 

Spain at the end of the eighteenth century. 

Goya produced sixty-three tapestry cartoons between 

1774 and 1791, during the reigns of Charles III and his son 

19 Charles IV. He also produced, in 1778, a series of repro- 

* 20 ductive etchings after the paintings of Velazquez. This 

intensive study of Velâzquez' work no doubt accounts for the 

fact that his cartoon style becomes more luminous and paint¬ 

erly about this time. It may also be assumed that Goya's 

exposure to naturalism in the works of Velazquez was com¬ 

pounded by his access to Dutch and Flemish paintings in a 
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similar vein in the royal collections, now that he was a 

decorator for the king. 

The taste for Northern painting in Spanish royal 

21 circles had existed from at least the fourteenth century. 

The marriage of Philip the Handsome, ruler of the Nether¬ 

lands to Joanna (the Mad) of Castille in 1496 firmly allied 

Flanders and Spain, and the artistic commerce between these 

countries began to flourish. Philip II favored the paint¬ 

ings of Van Eyck, Durer and Gossaert, along with the fantas¬ 

tic paintings of Pieter Brueghel the Elder and Hieronymous 

22 
Bosch. 

The success of Rubens in the court of Philip IV and his 

wife, Isabel of Bourbon, during his second visit in 1628, 

augmented the importation of works by Rubens and other 

Flemings to decorate the Alcazar, El Retiro, and the Torre 

de la Parada. The queen had already imported works in 1623 

by Rubens, Frans Snyders, the Brueghels and others repre¬ 

senting mythological subjects, landscapes, rural life, 

23 country dances and still lifes to decorate her apartments. 

Also, Philip IV received many Flemish paintings as gifts, 

such as those from the successor of the Count-Duke of 

Olivares, Luis Mendez de Haro, who presented him with a 

multitude of small works which he used to decorate his 

reading room in the Alcazar. From the Infanta ruler of 

Flanders, Isabel Clara Eugenia, and her successors Ferdinand 

of Austria and the Archduke Leopold, he received paintings 
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that included works by Jan Brueghel, Quellyn, Teniers, 

Snyders and Vos^. 

During the reign of Charles II, Juan of Austria, the 

bastard son of Philip IV, succeeded Archduke Leopold as gov¬ 

ernor of Flanders, causing another influx of Flemish art: 

fTjhe influence of the resolute enemy of the Queen 

Mother, Don Juan of Austria, who was both disciple 

and patron of David Teniers, is felt, by the con¬ 

siderable increase that the contingent of this 

painter acquires in the very Palace of Madrid ... 

In effect, the inventory of 1700 declares that the 

28 paintings by Teniers that were in the lower 

room of the Queen mother's apartment ... had been 

placed there in the time of dofia Maria Luisa of 

Bourbon.^ 

With the advent in Spain of the Bourbons at the begin¬ 

ning of the eighteenth century, French and Italian tastes in 

art were imposed by Philip V and Isabel Farnese. For 

reasons not entirely clear, Isabel began a new acquisition 

program for Flemish painting in 1735, in spite of being able 

to draw from the multitude of Northern paintings stored in 

the Calle de Sacramento after the disastrous Alcazar fire of 

1734. She also turned her attention to Dutch painting, 

26 
which had received little favor in the royal collections. 
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While her husband gathered huge Italian and French canvases 

for their new residence in San Ildefonso, she: 

with greater taste and greater success, built her¬ 

self a rich private collection of Italian, German, 

Flemish, and Dutch panels and canvases, most of 

them of small dimensions, for her second 

Versailles, and gathered there 6 works by Van 

Dyck, 28 by Rubens, 18 by Wouvermann, 60 by 

Teniers, 6 by Peter Neefs, 13 by Brueghel, 11 by 

Van Arthois, 15 by Fyt, 5 by Lucas Van Leyden, 5 

27 by Adrian Brouwer and 3 by Albrecht Durer. 

This renewed interest of the queen in Flemish, Dutch and 

German painters was reflected in the production of the Royal 

Tapestry Works, through the copying of the Teniers paintings 

28 
that she acquired. 

During the period that Goya was producing his tapestry 

cartoons, he made the necessary moves to secure himself a 

firm position in the Real Academia de San Fernando. His 

reception piece of 1780, Christ on the Cross, was so adapted 

to render hommage both to Mengs and Francisco Bayeu (Meng's 

unofficial replacement as First Court Painter) that it 

2 9 secured him a unanimous admittance. Increasingly import¬ 

ant commissions kept him from attending meetings of the 
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Academia in the first years, but after 1785 his name appears 

. 30 in most of the minutes. On June 5 of that year, he was 

elected Deputy Director of Painting and for ten years 

attended the Academy regularly. In 1795 when Bayeu, then 

Director of the Academy, died, Goya was elected his 

successor. Having finally obtained the maximum honor from 

the institution that had twice rejected him, Goya resigned 

from the post in 1797, preferring to be an honorary Director 

instead. According to the official statement issued by the 

Academia, his deafness, which was acute by then, was a major 

31 reason for this decision. Although Goya was very 

ambitious and desirous of the conventional laurels to be 

attained by a successful artist in Madrid, his academic 

interests apparently waned as his court appointments 

increased. 

During the early years, Goya's most important patrons 

were undoubtedly the Prince and Princess of Asturias, 

Charles and Maria Luisa. The Prince had adopted the Bourbon 

inclination toward building, even before becoming king, and 

at his own expense. In 1772, he built a casino downhill 

fron the severe monastery palace of El Escorial to serve as 

a refuge from the rigorous, monotonous official court life. 

This little palace, known as the Casita del Principe (Little 

House of the Prince) or the Casita de Abajo (Little House 

Below), was richly decorated with paintings, furniture, por¬ 

celain, ivories and silks to create an opulent 

environment 32 
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Thus, Charles was already an art patron in his own 

right when Goya began his tapestry designs for the dining 

rooms of the Prince and the Princess in the Escorial and 

Pardo palaces and their bedrooms in the latter. The 

pleasure of the royal family in his work was expressed in 

1799 in a letter to his childhood friend, Martin Zapaters 

If things were slower I would tell you how much 

the King, the Prince and the princess honored me 

that by the grace of God I was able to show them 

four paintings, and I kissed their hands which I 

have never before had the joy; and I tell you that 

I could not wish for more insofar as their liking 

my works, according to the pleasure that they had 

in seeing them and the satisfactions that I pro¬ 

cured from the King and even more from their High¬ 

nesses and afterwards with all the grandeur, thank 

God, that neither I nor my works deserved what I 

achieved.^ 

Goya's other royal patron in his early career was the 

Infante Don Luis, brother of Charles III and former Cardinal 

of Toledo. His morganatic marriage to Maria Teresa de 

Vallabriga displeased the King, and he lived in unofficial 

exile in Arenas de San Pedro, about sixty-five miles south¬ 

west of Madrid. Goya, in the fall of 1783, spent a month in 

the country Palace of Boadilla painting the Infante and his 
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family, including the little Maria Teresa, whom Goya would 

portray again years later as the Duchess of Chinchôn. The 

Palace of Boadilla was described by Ponz in his Viage de 

Espafia as containing many hunting paintings by Vos, both 

originals and copies after others in the royal collections. 

These paintings were appropriate for the setting and Goya 

even was invited to go hunting with the Infante. Ponz adds 

another important piece of information: "Spread throughout 

the abode are many by David Teniers, which represent drunken 

36 
feasts, and other subjects proper of his genius." Goya, 

who was on friendly terms with the Infante, would have had 

time to study these paintings. 

In 1786, after becoming Deputy Director of the Academy, 

Goya was, to his great joy, also appointed as a Painter to 

the King. His contacts with the aristocracy increased, as 

did his access to their private collections. As early as 

1785, he had received commissions from the Medinacelis and 

the Osunas. The Countess-Duchess of Benavente-Osuna was the 

rival of the Duchess of Alba among the noble ladies of the 

court, and the Osuna's country residence, the Alameda de 

Osuna, nicknamed "El Capricho", contained numerous paintings 

37 by Goya. Although the collection of the Osuna family was 

dispersed during the nineteenth century, Narciso Sentenach 

has stated that, "In the XVII century and the beginning of 

the next, the collection increased considerably: the 

signatures of Ribera, Rubens and Van Dyck, Teniers and 

others no less famous appear deservingly represented...."^ 
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By now, Goya had achieved financial security and his 

wife Josefina Bayeu, sister of Francisco Bayeu, had borne a 

son, Javier, in 1784, the only one of his children to 

survive. In 1789, after the death of Charles III, Goya was 

elevated from Painter to the King to Court Painter by 

Charles IV. The following year he was made an honorary 

39 member of the Real Academia de San Carlos of Valencia. 

In tracing Goya's exposure to Dutch and Flemish 

painting, it is well to consider that one of his first tasks 

was to assist with the inventory and appraisal of the royal 

art collections after the death of Charles III. On 23 

August 1791, he wrote to the Duke of Albuquerque: 

(Rj egarding the fulfillment of my commission for 

the appraisal of the paintings that exist in the 

Real Palacio nuevo, I inform Your Excellency that 

I have the appraisal of those that existed, and 

for a greater satisfaction and exact fulfillment, 

I have only to repeat a confrontation with all of 

them, in case that others have been placed in 

40 between or if there is any mistake. 

Goya inventoried, along with Francisco Bayeu and Jacinto 

Gomez, the collections of the Palacio Nuevo, Aranjuez and La 

Granja de San Ildefonso, with the lists being completed in 

early 1794. The artists probably worked in committee, 
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revising the old inventories and pooling their expertise for 

attributions and appraisals. 

As Goya enjoyed his new status as Court Painter he grew 

disdainful of the task that had started him on his official 

career — the designing of tapestry cartoons. After his 

refusal in 1791 to supply the Tapestry Works with designs 

earned him reprimands from Sabatini and Bayeu, he relented 

41 and painted what was to be his last series of cartoons. In 

1800, however, when he had risen further to the post of 

First Court Painter he summoned the respect that he believed 

this position demanded and refused to supply designs for 

rugs to be made for the Palacio Nuevo. Goya suggested to 

the king's minister, Miguel Cayetano Soler, that the decor¬ 

ative painters (adornistas) be given the task instead, 

"since the practice of your Servant has only been with the 

historical and figures, and therefore he doubts his ability 

to perform relative to decorations, never having done it 

42 before...." Goya's tongue-in-cheek reply was not lost on 

Charles IV, who complied by placing the decorative painters 

43 under Goya's supervision. 

In late 1792, Goya travelled to Cadiz for unknown 

reasons and without official leave of the Court. During the 

trip he became ill and spent six months recuperating in the 

house of his friend Sebastian Martinez, a wealthy wine mer¬ 

chant. Goya's illness, the exact nature of which is 

unknown, was severe, and while he overcame the partial 

paralysis and loss of balance, his hearing was affected 



20 

44 » permanently. Martinez possessed a large collection of 

paintings and prints, described by Ponz and known in greater 

detail since the discovery in 1978 of an inventory for the 

division of his possessions between his daughters upon his 

45 death. Since the inventory only occasionally provides 

attributions or schools, of the 743 paintings in the collec¬ 

tion twenty-two are specified as Flemish and six as Dutch, 

but many others could just as well be either. The collec¬ 

tion of prints, estimated at several thousand examples, 

included reproductions after paintings in important 

collections of Dresden, Luxembourg and Brühl. Besides 

Northern prints Goya would have had the opportunity to 

study, before the creation of the Caprichos, original prints 

46 by Piranesi and Hogarth. 

During his convalescence in 1793-94, Goya created a 

series of small paintings on tin, eleven of which he sub¬ 

mitted to the Real Academia along with the famous letter to 

his friend Bernardo de Iriarte, Vice-Protector of the 

Academy 

In order to occupy my imagination mortified with 

the contemplation of my sufferings, and in order 

to compensate in part for the considerable expense 

which they have caused me, I devoted myself to 

painting a set of cabinet pictures in which I have 

managed to make observations for which there is 
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normally no opportunity in commissioned works 

48 which give no scope for fantasy and invention. 

Goya made patent his rejection of conventional means in 

order to develop his natural inclination for themes that 

depart from the observation of nature. Goya's work followed 

a path other than the luminous naturalism of his predeces¬ 

sor, Velazquez, the illusionistic ceiling painting of Gia- 

quinto or the classicising idealism of Mengs. His style, as 

it grew more personal with time, appears to have been based 

at least partially on the caricaturesque, expressionistic 

styles to be found in Flemish, Dutch and German art. 

From the summer of 1796 until March of the following 

year, Goya was again in Andalusia as a guest of the Duchess 

of Alba at her palace in Sanlucar de Barrameda. His 

acquaintance with the Duke and Duchess of Alba dated from at 

least 1795, when he first painted their portraits. His easy 

familiarity with the Duchess was already apparent in his 

letter to his friend Zapater in 1795, in which he describes 

helping the Duchess apply her cosmetics: "It would be 

better for you to come and help me paint that one of Alba, 

who came into my studio for me to paint her face, and then 

went off; in fact I like it better than painting on 

49 , 
canvas...." During Goya's stay at Sanlucar and shortly 

afterwards, he produced two sketchbooks known as the 

* 50 Sanlucar and Madrid albums. These drawings, especially 
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those in the second album, were studies for the Caprichos, 

to which proverbs or captions were already attached. 

Besides the collection of paintings, probably the 

oldest and most important private collection still intact in 

Spain today, the Duke and Duchess of Alba owned an immense 

and distinguished collection of prints. Charles Blanc, in 

the 1877 Hotel Drouot sale catalogue of the Alba print col¬ 

lection, wrote: 

Celui des ducs d'Albe qui, au XVIIIe siècle, 

composa cette collection de portefeuilles qui 

suffisait à former le cabinet d'estampes d'une 

nation, a visé évidemment à faire une histoire de 

la gravure plutôt qu'a réunir les oeuvres complets 

de quelques maîtres supérieurs. Aussi a-t-il 

collegé des échantillons de ce qu'a produit le 

plus beau de chacune des écoles allemande, 

51 italienne, flamande, hollandaise et française. 

Aldegrever, Altdorfer, Baldung Grien, Beham, Dürer, Hollar, 

Ostade, Teniers and Rembrandt were all represented by 

numerous prints, along with the engravers after Teniers. 

Upon Goya's return to Madrid, he executed a series of 

paintings for "El Capricho", the country palace of the 

52 
Osunas, based on the theme of witchcraft. His art, more 

than ever before, relied on literary references to which he 

adapted the visual repertory he had acquired. Although 
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these literary interests have been traditionally described 

as growing out of his association with his "enlightened" 

friends and the cultured aristocratic milieu of patrons such 

as the Osunas, it is worthwhile noting that they were 

exhibited after he became deaf, long after his initial Court 

53 contacts. 

During this period Goya produced the series of eighty 

prints that were published in book form in 1799 with the 

54 title Los Caprichos. They were advertised for sale on the 

front page of the Diario de Madrid on February 6, although 

four copies had already been acquired by the Duchess of 

Osuna in January. Goya gave the copperplates and two 

hundred and forty unsold sets of the Caprichos to Charles IV 

in 1803, stating in his accompanying letter that the books 

55 were offered for sale for only two days. The deduction 

from this is that the work was withdrawn from the market 

56 
because of official censure from the Inquisition. 

In the spring of 1798 Goya received the commission 

through the patronage of the Minister of Grace and Justice, 

Gaspar Melchor de Jovellanos, to paint the interior of the 

57 hermitage of San Antonio de la Florida. Goya's solution 

to decorating the dome was to create the illusion of a 

railing around which people are gathered and behind which 

St. Anthony is performing a miracle. Although not all the 

figures are in contemporary dress, the scene within the dome 

appears to be occurring in the present, while the cherubs 

and female angels are isolated from it on the pendentives. 
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arches and side walls. Goya's fresco technique is rapid and 

sketchy, and the chalky, misty quality that he achieves is 

akin to Giaquinto, rather than to Mengs or Tiepolo. 

The church was consecrated in July of 1799, and in 

October Goya was appointed First Court Painter by Charles 

IV. Along with official recognition, his salary was 

increased from fifteen to fifty thousand reales, and he was 

given an additional stipend to maintain a carriage. 
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15 For details on Corrado in Spain, see Maria del 

Carmen Garcia Sâseta, "Corrado Giaquinto en Espafia," Atti 

convegno di studi su Corrado Giaquinto (Molfetta: La Pro 

Loco di Molfetta, 1971), pp. 55-92 
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16 

17 

18 

19 

(Madrid 

Gassier & Wilson, p. 38. 

Gassier & Wilson, p. 39. 

Infra, p. 42. 

See Valentin de Sambricio, Los tapices de Goya 

Patrimonio Nacional, Archivo General de Palacio, 

1946) . 

20 See Eleanor Sayre, The Changing Image; Prints by 

Francisco Goya, exhibition catalogue, Museum of Fine Arts, 

Boston; The National Gallery of Canada, Ottawa (Boston: 

Museum of Fine Arts, 1974), pp. 18-53. 

21 See Pedro de Madrazo, Viaje de très siglos por las 

colecciones de cuadros de los Reyes de Espafla, desde Isabel 

la Catolica hasta la formacion del Real Museo del Prado de 

Madrid (Barcelona: Daniel Cortejo y Cia., 1884) p. 8. 

Madrazo's book is still the basic history of the Spanish 

royal collections. 

22 Madrazo, p. 59. 

23 Madrazo, pp. 109-110 • 

24 Madrazo, pp. 119-120 and 127-128. 

25 "Se hace sentir el influjo del resuelto 

enemigo de la Reina Madré, don Juan de Austria, 

que fué â la vez discipulo y Mecenas de David 

Teniers, por el considerable aumento que el con¬ 

tingente de este pintor adquiere en el mismo 

Palacio de Madrid ... Déclara en efecto, el 

inventario de 1700, que las 28 pinturas de Teniers 

que habian en el cuarto bajo de las habitaciones 
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de la Reina madré ... habxan sido puestas allx en 

el tiempo de dofla Maria Luisa de Borbôn" (Madrazo, 

pp. 148-149). 

26 
For the presence of Dutch artists working in Spain 

in the seventeenth century, see H. Gerson, Ausbreitung und 

Nachwirkung der Hollandischen Malerei des 17. Jahrhunderts 

(1942; rpt. Amsterdam: B.M. Israël, 1983), pp. 528-532. 

For a discussion of the decline of interest in Dutch 

painting in Spain in the seventeenth century, see Enrique 

Valdivieso, Pintura holandesa del siglo XVII en Espafla 

(Valladolid: Universidad de Valladolid, 1973), pp. 21-24. 

In a letter dated August 6, 1735, the artist Giovanni 

Battista Pittoni proposed to the royal architect Juvarra 

that 92 Flemish and Dutch paintings be acquired for the 

queen and the queen authorized the acquisitions (Madrazo, 

p. 190; and Valdivieso, p. 25-26). 

27 "La ingeniosa y activa dofta Isabel Farnesio, 

con mayor gusto y mayor éxito, se proporcionaba 

una rica colecciôn particular de tablas y lienzos 

italianos, alemanes, flamencos y holandeses, de 

pequefias dimensiones la mayor parte, para su 

segundo Versalles, y juntaba alii 6 obras de Van 

Dyck, 28 de Rubens, 18 de Vouwermans, 60 de 

Teniers, 6 de Peter Neefs, 13 de Breughel, 11 de 

Van Arthois, 15 de Fyt, 5 de Lucas de Leyden, 5 de 

Adriano Brauwer y 3 de Alberto Durero" (Madrazo, 

p. 191). 
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28 
See Matîas Diaz Padrôn, Museo del Pradoy Catalogo 

de pinturas, Escuela flamenca, Siglo XVII (Madrids Patronato 

Nacional de Museos, 1975), for the 66 paintings catalogued 

under Teniers, nos. 1391-1842. About 30 in the present col¬ 

lection belonged to Isabel Farnese and the majority of the 

rest were in the royal collection by 1794. 

29 See Mercedes Agueda Villar, "El ideal de belleza en 

Mengs-Bayeu-Goya," Archivo espaftol de arte, no. 217 (1982), 

pp. 30-37. 

30 For Goya's activities as member of the Real 

Academia, see Narciso Sentenach, "Goya, académico," Boletin 

de la Real Academia de Bellas Artes de San Fernando, XVIII 

(1923), pp. 169-174. 

31 The statement issued by the Real Academia upon 

Goya's resignation stated: 

"siente mucho ver en tan deplorable estado de 

salud un Profesor de distinguido mérito y que una 

de sus enfermedades sea la sordera tan profunda 

que absolutamente no oye nada ni aun los mayores 

ruidos, desgracia que priva a los discipulos de 

poderle preguntar en su ensefianza" (Francisco de 

Goya, Diplomatario, ed. Angel Canellas Lopez 

(Saragossa: Instituciôn "Fernando el Catôlico", 

1981), Doc. LXXXIII, p. 463). 

Note: Documents published in the Diplomatario have been 

modernized in transcription, with accent marks added and 

abbreviations eliminated. 
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32 
See Arturo Perera, "Carlos IV, "Mecenas" y colec- 

cionista de obras de arte," Arte espafiol, XXII (1958), 

pp. 8-35. 

33 # "Si estubiera mas despacio te contaria lo que 

me onrô el Rey y el Principe y la princesa que por 

la gracia de Dios me proporcionô el ensefiarles 

cuatro cuadros, y les besé la mano que aun no 

habia tenido tanta dicha jamâs; y te digo que no 

podia desear mas en cuanto â gustarles mis obras, 

segun el gusto que tubieron de verlas y las satis- 

facciones que logré con el Rey y mucho mas con sus 

Altezas y después con toda la grandeza, gracias â 

Dios, que yo no merecia ni mis obras lo que logré" 

(Diplomatario. Doc. 25, p. 218). 

34 See Pierre Gassier, "Les portraits peints par Goya 

pour l'infant Don Luis de Borbôn a Arenas de San Pedro," 

Revue de l'Art, No. 43 (1979), pp. 49-53. 

35 Camilo Goya, the painter's brother, was a priest 

and his appointment as chaplain of Chinchôn in 1784 probably 

was owed to the relationship between Goya and Don Luis. 

Chinchôn was one of the Infante's fiefs. 

36 
"Se ven repartidos por toda la habitacion muchas de 

David Teniers, que representan bambochadas, y otros asuntos 

propios de su genio." (Antonio Ponz, Viage de Espafia, VI, 

(Madrid: D. Joachin Ibarra, 1782), p. 146). 
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A contemporary description of the property and 

Goya's paintings was given by Nicolas de la Cruz y 

Bahamonde, Conde de Maule, Viage de Espafia, Francia é 

Italia, II (Cadiz: Manuel Bosch, 1812), pp. 481-484. 

38 "En el siglo XXII y principios del siguiente 

aumenta en modo considerable la Colecciôn: las firmas de 

Ribera, Rubens y Van Dyck, Teniers y otros no menos famosos 

aparecen dignisimamente representados...." (Narciso 

Sentenach y Cabafias, Catâlogo de los cuadros, esculturas, 

grabados y otros objetos artisticos de la coleccion de la 

antigua Casa Ducal de Osuna (Madrid: M. Tello, 1896), 

pp. V-VII). 

39 See Miguel Angel Catala Gorgues, "La vida y el arte 

de Goya, en relaciôn con Valencia," Archivo de arte valen- 

ciano, Numéro ünico (1978), pp. 49-53. 

40 "En atencion al cumplimiento de mi encargo de 

la tasacion de las pinturas que existen en el Real 

Palacio nuevo, participo â V.E. tengo la tasacion 

de todas las que existian, y para mayor satisfac- 

ciôn y exacto cumplimiento, solo me falta ir 

repitiendo una confrontacion de todas por si han 

puesto de intermedio algunas otras ô hay alguna 

equivocacion" (Sambricio, Doc. 148, p. CII). 

41 Sambricio, pp. 163-168. 

"como el exercicio de este su Criado ha sido unica- 42 

mente en lo historial y de figuras, y por tanto desconfia 
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poder desempeftar en lo perteneciente a adornos por no 

haverlo echo jamas...." (Sambricio, Doc. 204, p. CXXXIV). 

43 Sambricio, Doc. 205, p. CXXXIV. 

44 In a letter of March 29, 1793, Martinez wrote to 

Zapater: 

"el ruido en la cabeza y la sordera nada han 

cedido, pero esta mucho mejor de la vista y no 

tiene la turbaciôn que tenia, que le hacia perder 

el equilibrio. Ya sube y baja las escaleras mui 

vien y por fin hace cosas que no podia." (Diplo- 

matario. Doc. LXIX, p. 455). 

45 See Maria Pemân, "La colecciôn artistica de don 

Sebastian Martinez, el amigo de Goya, en Cadiz," Archivo 

espaftol de arte, LI (1978), pp. 53-62. 

^ Itemization of works in the Martinez estate, not 

included in Peman's article (supra, n. 45), were taken from a 

partial transcription in the library of the Instituto Diego 

Velazquez, Madrid, by Pemân, of the will document "Particion 

combencional de los bienes quedados por muerte del 

Sr. D. Sebastian Martinez, thesorero general del Reino." 

47 Gassier & Wilson cat. nos. 317-330. See Xavier de 

Salas, "Precisiones sobre pinturas de Goya: El entierro de la 

sardina, la sérié de obras de gabinete de 1783-1784 y otras 

notas," Archivo espaflol de arte, XLI, No. 161-164 (1968), 

pp. 1-16 (The dates in the title are a misprint for 1793- 

1794.); and Xavière Desparmet-Fitz-Gerald, "Una obra maestra 

desconocida," Goya, No. 76 (1967), pp. 252-255. 
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48 "Para ocupar la imaginac'n mortificada en la 

considerac'n de mis males, y para resarcir en 

parte los grandes dispendios que me an ocasionado, 

me dedique a pintar un juego de quadros de 

gabinete, en q.e he logrado hacer obsercacio's a 

q. regularmente no dan lugar las obras encar- 

gadas, y en que el capricho y la invencion no 

tienen ensanches" (Gassier & Wilson, p. 108). 

49 , "Mas te balia benirme a ayudar a pintar a la de 

Alba, que se me metiô en el estudio a que le pintase la 

cara, y se salio con ello; por cierto me gusta mas que 

pintar en lienzo...." (Diplomatario. Doc. 200, p. 320-321). 

50 See Pierre Gassier, Francisco Goya Drawings The 

Complete Albums, trans. James Emmons and Robert Allen (New 

York: Praeger, 1973). 

51 Collection de S.A. Le Duc de Berwick et D'Albe..., 

Hôtel Drouot, Paris, April 7-20, 1877, p. 15. 

52 See Folke Nordstrom, Goya, Saturn and Melancholy 

Studies in the Art of Goya (Uppsala: Almqvist & Wiskell, 

1962), pp. 153-171. 

53 For Goya's literary references and the Enlighten¬ 

ment, see Edith Helman, Trasmundo de Goya, 1st ed. 1963 

(Madrid: Alianza Editorial, 1983). 

54 rr See José Lopez-Rey, Goya1s Caprichos Beauty, 

Reason & Caricature, 2 vols. (1953; rpt. Westport, Conn.: 

Greenwood Press, 1973). 
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Diplomatario, Doc. 223, p. 360. 
C £ 

Enrique Lafuente Ferrari, "Miscelânea sobre 

grabados de Goya," Archivo espafiol de arte, XXXIV (1951), 

p. 109. 

57 See Enrique Lafuente Ferrari, Goya The Frescos in 

San Antonio de la Florida in Madrid (Lausanne: Albert Skira, 

1955). 
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CHAPTER II 

THE TAPESTRY CARTOONS 

The Royal Tapestry Works, The Real Fabrica de Tapices 

de Santa Barbara was founded by Philip V after the separa¬ 

tion of Spain and the Netherlands had increased the diffi¬ 

culty of importing Flemish-made tapestries. Philip wanted 

to stimulate national manufacture, and in 1720 he invited 

Jacobo Vandergoten and his family to travel from Antwerp to 

Madrid to train native workers in the low-warp loom tech¬ 

nique.^" The factory was installed close to the Puerta de 

Santa Barbara, where Vandergoten lived and worked. After 

his death in 1724, his son, Francisco, continued the enter¬ 

prise. In 1727 the Netherlandish weaver Antonio Lainger, 

who had worked in the Gobelins Factory, was hired to work on 

high warp looms which produced a product of higher quality. 

In 1732 a second factory was established in Seville by 

Jacobo Vandergoten, a brother of Francisco. Flemish and 

French weavers were employed in these factories, along with 

2 
Spanish apprentices. 

Tapestries after the work of David Teniers the Younger 

(1610-1690) were very popular throughout Europe until the 

end of the eighteenth century. Since the first tapestries 

based on his designs were executed during Teniers' lifetime, 

it is possible that he himself may have provided drawings 

for that purpose.^ His light themes of carefree peasant 
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life, in direct copies as well as pastiches, certainly 

appealed to eighteenth-century tastes in decoration. 

Due to his international popularity it is possible that 

tapestries after his works were imported into Spain before 

the arrival of Vandergoten, but this Flemish weaver was 

probably responsible for their vogue. He began his produc¬ 

tion "with the execution of tapestries that represented 

Merry Flemish Peasants, in imitation of Teniers; and another 

The Hawk Hunt, made after examples reserved and brought for 
4 

this purpose." 

At Santa Barbara, a great number of genre scenes based 

on Teniers were woven throughout the 1750's and 60's. The 

court painter and conservator, Andrés de la Calleja, had 150 

prints after Teniers brought from Paris at his own expense, 

because the originals in the royal collections had been 
5 

extensively copied and new models were sought. The 

cartoons after Teniers were executed by artists such as 

Guillermo Anglois, Andrés de la Calleja, Antonio Gonzalez 

6 Ruiz, Antonio Gonzalez Velazquez and Louis Michel Van Loo. 

Characteristically, they depicted peasant life with repre¬ 

sentatives of all ages eating, drinking, playing games, 

dancing to flutes and bagpipes and, occasionally, working. 

In contrast to the popularity of Teniers' paintings of 

taverns, interiors were rarely portrayed but the peasant who 

vomits or urinates was not censored from the tapestries! 

Through the cartoons and tapestries that survive . today one 

can form an idea of the Northern models that would have 
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surrounded Goya as examples of royal taste when he embarked 

upon his own creations. Both Goya and Ramôn Bayeu, 

Francisco's younger brother, were influenced by these 

models, although Goya would be more imaginative in trans¬ 

forming his sources. 

The majismo that countered the French taste in court 

has been described as the reason for the adoption of Spanish 

themes in the tapestry cartoons. In 1789 the architect 

Francisco Sabatini wrote to the director of the Factory, 

Livinio Stuyk y Vandergoten, that he awaited Charles IV to 

"determine the subjects that he wants represented, be they 

heroic, taken from History, now allegorical, taken from 

fables; now of terrestial or maritime military expeditions, 
. 7 

now of things Rustic; or comic, or of decoration...." 

In the light of the great number of locally produced 

Teniers tapestries already in the royal household, one might 

assume that Charles IV chose themes similar to those 

depicted in the Flemish scenes as they transpose into 

Spanish genre, with majos and majas as the protagonists. As 

a result, many of Goya's tapestries portray activities of 

the lower classes popularized by Northern genre painting and 

already adopted throughout Europe (such as harvests, market 

scenes and outdoor meals, dances, and games). A tapestry 

cartoon such as the Amateur Bullfight, which portrays a 
O 

sport typical to Spain, is an exception. Goya represents, 

through his cartoons, an extension of Northern genre 



38 

tradition, in which he does not neglect, furthermore, the 

moral overtones often present therein. 

MORALIZATION IN THE EARLY CARTOONS 

J. Held traces the numerous influences on the genre 

cartoon painters of the Madrid factory, and does not fail to 

note in passing the stylistic and thematic similarity of the 

original Spanish cartoons with those copied from Nether- 
g 

landish models. Her main interest, with reference to Goya, 

is the influence of his near or immediate contemporaries, 

including the painter José del Castillo. Although 

Castillo's cartoons undoubtedly exerted a stylistic 

influence on Goya, a comparison between their subject matter 

will point up telling differences. 

José del Castillo was a Madrid painter, trained in Rome 

under Corrado Giaquinto. Hired by Mengs, he copied after 

Luca Giordano's paintings and made a number of original 

tapestry cartoons as well. His Still Life with Birds and a 

Rifle was painted in 1773 to be an overdoor tapestry for a 

chamber of the Prince in the Escorial (Fig. 4).1"® It is 

useful to compare it with Goya's Dogs on Leash, among the 

very first cartoons he produced for the Factory and listed 

in an invoice dated May 24, 1775 as a design destined to be 

placed above a window (Fig. 5).11 Both cartoons represent a 

hilltop, behind which appears a minimum of landscape and an 

expanse of sky. The format is effective for the dal sotto 



39 

in su position of these tapestries in the rooms. The still 

life closest to the viewer, in the foreground of both 

cartoons, is reinforced by the rifle which serves as the 

dominant diagonal. Goya's composition, however, is balanced 

by the inclusion of two dogs leashed together, creating a 

triangular format. 

Goya's cartoon shows its obvious source in seventeenth 

century Flemish prints of dogs by such artists as Jan Van 

Den Hecke, Paulus Van Hillegaert and Jan Fyt (Figs. 6-8) . 

Fyt's Dog at Play (Fig. 8) makes an informative comparison 

with Goya because, although it only has a single dog, a 

hunting rifle lies similarly placed in the foreground. It 

is difficult today to assess the symbolic difference of 

these popular dog prints, and nothing is known about the way 

in which they were viewed in Goya's society. In the cartoon 

descriptions, Goya, in his invoices, never alludes to any 

symbolic meaning or sources for them. Goya would, of 

course, have been familiar with the dog as a traditional 

symbol of fidelity and the reference to marriage in the 

12 depiction of two rings linked by a chain. Since the 

tapestries were meant for the dining room of the Prince and 

Princess of Asturias, perhaps it is not presumptuous to con¬ 

sider this meaning in Goya's design. 

The following year, Goya painted a large cartoon 

(272 x 295 cm) for the same dining room, The Picnic 

13 (Fig 9). It is similar to a cartoon by Castillo which was 

meant for the dressing room of the Princess in El Pardo 
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(Fig. 10) . It is described as "an orange vendor leaning on 

a basket of oranges, arms akimbo, looking at two rakes 

leaning on a corner, one cutting tobacco and the other 

handing him the paper , who pay her a compliment." 14 The 

description precisely corresonds to the scene as repre- 

sented. 

Goya, in his invoice dated October 30, 1776, describes 

his cartoon: 

It represents a picnic that five Youths have made 

in the country and an Orange vendor and four 

figures further off strolling and with the land¬ 

scape filled with trees and some rustic houses 

. 15 suggesting the proximity of a village. 

Goya's description, as opposed to Castillo's, is superficial 

and omits the narrative episode represented. Five majos, 

who have been enjoying their food and wine outdoors, toast 

the young orange vendor. She in turn points to a hungry dog 

who has snatched scraps of food from under her very feet, 

which the tipsy, infatuated majos have been too distracted 

to notice. 

The warning against intemperance is playfully suggested 

here by Goya, but with none of the grossness found in 

Teniers' comparable peasant scenes such as a Country Dance 

from the collection of Isabel Farnese. Copied by Guillermo 

Anglois in a tapestry cartoon, the work shows "a man holding 
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to a wall vomiting" (Figs. 11-12). While Goya avoids 

literalness, his scene of daily life carries a metaphorical 

meaning that may be traced back to a work by Hieronymus 

Bosch in the Spanish royal collection. On a tabletop 

painted about 1475-80, which belonged to Philip II of Spain, 

Bosch illustrated the Vices, including Gluttony and Intem¬ 

perance, in genre scenes (Fig. 112). Goya does the same, in 

the guise of an outdoor meal, where Intemperance and 

Gluttony go hand in hand; the orange vendor is a temperate 

reminder to the overindulging majos. 

A print by the sixteenth-century German artist Daniel 

Hopfer, Soldier Embracing His Loverj depicts two pairs of 

lovers, one in the foreground and one in the background, so 

distracted by their romantic involvement, that they fail to 

see the dog climbing up to inspect the food on the table 

(Fig. 13). Goya uses the same motif with the maja's gesture 

leading the observer's eye to the dog. 

GOYA AND TENIERS 

The Brawl at the Venta Nueva of 1777 (Fig. 14) is 

related to the fight over the card game represented in a 

tapestry woven after a cartoon by Andrés de la Calleja 

17 (Fig. 15). Goya's description of this cartoon, contrary to 

the Picnic, is positively anecdotal; 
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The first represents an inn to which calash 

drivers and muleteers have arrived from various 

provinces of Spain, and after resting they started 

to play cards and quarrelled over the game, and a 

Murcian, had taken on two of them, another in 

order to separate them pulls him by the jacket 

which has torn £por la aldillaj. Another for the 

same motive threatens them with a wooden branch in 

his hands. This first group has five figures. 

There are two fighting on the ground, almost on 

the same plane, and another with not as much 

spirit with a stone in his hand and the gesture of 

wanting to flee. There are several at the door of 

the inn: the innkeeper gathers the money and 

another about to descend from a horse with a 

pistol. The whole composition of this painting 

has thirteen figures and others that peer from a 

18 distance. 

The house, placed to one side with a sign projecting 

from an opening is a common compositional formula derived 

from Teniers. The remnants of the card game have been 

relegated to the extreme right of the picture in order to 

feature the fighting men in the foreground. Goya has 

rejected the classicism of the Aula Dei frescoes and adopted 

a grouping that is more episodic (like his description), and 

similar to the vignette compositions of Teniers' peasant 
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dances. The moral element has been underplayed to draw out 

the humor of the provincial boors that struggle, beat and 

bite (Fig. 16).19 

Quarrels over games have a very old tradition in 

Northern genre, a fifteenth century example being Master 

FVB's Two Fighting Peasants (Fig. 17). Goya's cartoon is 

closer in spirit to the violence of this print and his 

peasants tear, as do Master FVB's, at their clothes and pull 

at their ears. Calleja's cartoon is timid by comparison. 

The violence and pile-up of figures is also found in prints 

such as Cornelis Massys' The Beggar's Brawl, and the subject 

of quarrels over card games was exploited throughout the 

20 seventeenth century (Figs. 18-20). 

Other cartoons by Goya, such as The Card Players 

(1778), The Blind Giutarist (1778), and The Paddle-Ball Game 

(1779), transpose typical themes found in the cartoons based 

. 21 on Teniers that were painted by Goya's contemporaries. The 

Ball Game is of special interest because it demonstrates 

Goya reworking a painting by Teniers in the royal collec¬ 

tion, and yet recasts his subject so as to break with the 

adherence his earlier work had demonstrated (Fig. 21). 

The model is Teniers' The Archers from the collection 

of Isabel Farnese, woven into a tapestry after a cartoon by 

22 
Calleja (Figs. 22-23). In the 1746 inventory it is 

described as taking place in a "ruined fort" (fuerte arru- 

23 inado). It shows several groups of men, mainly at 

extremes of the painting, shooting arrows at a target within 



44 

an area enclosed on either end by two high walls. The 

center of the picture, which is empty, features the gentle 

curve of the hill beyond to prompt the viewer to follow the 

anticipated flight of the arrow across the space to the 

target. In this painting, as in most of Teniers' paintings 

and prints of games, the action of the game is essentially 

parallel to the picture plane (Fig. 25). 

Goya's large cartoon (261 x 470 cm) represents a 

paddle-ball game with two teams of three men taking place in 

the ruins of a square building, around which are placed 

numerous spectators. Goya sets the playing area at a 

diagonal to the picture plane, and he stresses the distance 

of the trajectory of the ball with the diminishing size of 

the players standing by the high wall. Goya increases the 

sense of depth while assimilating Teniers' most effective 

device: the virtual movement of the projectile through 

space. 

Goya's new compositional ease is accompanied by a 

greater fluency of brushstroke, as exhibited in a passage 

such as the cape of the seated majo at the extreme right of 

the Ball Game (Fig. 24). This cartoon was executed after 

Goya had copied the paintings by Velazquez in the royal 

collections, and his increased self-assurance is evident. 

His dependence on Teniers, as in The Brawl at the Venta 

Nueva, has begun to wane. 

At the time of this stylistic advancement, and in the 

same year that he painted the Ball Game, 233 cartoons were 
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removed from the Tapestry Works by the Archbishop of 

24 
Toledo. The twenty-four religious subjects — many copies 

of Giordano and Solimena — were destined for the Cathedral 

in Toledo, and the rest, copies after Teniers and Wouvermann 

by Anglois, Calleja, Gonzalez Ruiz, and Gonzales Velazquez 

were meant to decorate the Casa de Misericordia. To the 

recollection of these cartoons are added the works in the 

royal collections which Goya began to assimilate and would 

use, increasing the Northern models from which he would 

borrow. For example, the year following the removal of the 

cartoons, Goya painted The Doctor, described in the invoice 

dated January 24, 1780, as; "a seated Doctor warming himself 

over a brazier; on the ground by his side are several Books, 

25 
and two Students behind" (Fig 26) . It is based on a 

cartoon by Anglois, The Winter, copied from a print after 

Teniers, in which an old man, not a peasant, is seated at a 

26 
table warming his hands over a brazier (Fig. 27). 

Series of tapestries representing the Seasons were 

typical subjects of the tapestry production of Madrid, as 

well as elsewhere in Europe at this time. In the late 

1760's, a series based on this theme had been woven from 

27 designs by Amigoni. The Teniers cartoons also included 

cycles that linked the work of the peasants to the different 

28 times of the year. 

Goya revived this theme in 1786-87 for the dining room 

of El Pardo, painting four cartoons from sketches approved 

29 by Charles III shortly before his death. Spring is 
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associated with flowers, summer with the grain harvest, 

autumn with the grape harvest and winter with the slaughter 

of pigs (Figs. 28-31), all of which derive from earlier car- 

30 
toons after Teniers (Figs. 32-37). Goya's largest 

cartoon, Summer, also happens to be the largest oil painting 

on canvas he ever made at 276 x 641 cm (Fig. 29) . Related 

to The Brawl at the Venta Nueva in format and disposition of 

figures (Fig. 14), it posed the problem of representing the 

traditional harvest scene of sweeping views of wheat fields 

reaching back to the horizon. Due to the limited skill of 

the weavers of Santa Barbara, the illusion of space in the 

tapestry cartoons was kept simple as Goya had already had a 

cartoon returned to him "to correct it and to finish what 

31 was indicated which was impossible to copy in a tapestry." 

In the Summer Goya resorts to the piling-up of figures in 

anecdotal groups forming a screen in the foreground, while 

the middle ground is occupied by huge piles of hay on the 

right. In the hazy background appears an unidentified 

castle. Although Held and Nordstrom propose Houasse's 

Threshing, dated in the 1720's (Fig. 38), as Goya's inspira¬ 

tion for this scene, Teniers is just as likely a candidate. 

A cartoon for The Summer, by Anglois after a Teniers' print, 

is known from the Toledo inventory and an extant tapestry. 

It contains peasants of different ages, some resting and 

eating while others are still at work (Fig. 33). Goya's 

inebriated laborer (whose pants are falling down) in his 



47 

version of Summer recalls the spirit of Tenier's peasant 

scenes, which often included an over-indulging drunk. 

THE WEDDING 

The largest of Goya's final series of cartoons is The 

Wedding (Fig. 39), painted in 1791-92 after his initial 

refusal to collaborate with the Tapestry Works. It was made 

after Charles IVs decision to have "rustic or comic" themes 

33 represented. The iconography of this picture and its pos¬ 

sible derivation from a popular print is the subject of a 

recent study by Janis A. Tomlinson. Regarding the subject 

matter, she writes, "The choice of things 'rustic and comic' 

as subjects for these tapestries is not surprising, since 

charming scenes of idealized rural life abound in the decor- 

34 ative arts of late eighteenth century Europe." A benevo¬ 

lent precedent for Goya's country wedding scene exists in a 

cartoon dated before 1779 by Antonio Gonzalez Velazquez 

(Fig. 40), but what is surprising in Goya's representation 

is the pairing of an ugly, simian groom with a lovely bride, 

and the inclusion of an allegory of the Ages of Man (note 

the child and the old man on the extremes of the group, with 

35 middle-aged individuals in the center). Tomlinson sees in 

this an anticipation of several of the later Caprichos, 

noting : 
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Motivated by, and personifying vain and sensual 

appetites, these unequal couples point up human 

folly and vanity. They thus coincide with a 

tradition in northern Renaissance art, where 

unequal lovers are portrayed among skulls, 

skeletons and inscriptions which underscore the 

vanity of their pleasures. The Wedding belongs to 

that tradition — whether or not Goya was 

conscious of specific visual precedents — as its 

unholy loves are encompassed by the scheme of the 

36 
popular memento mori, the bridge of life. 

It should be noted, however, that, as Northern as the 

theme of the unequal couple may be, it could be found in 

Spanish literature in a pair as typical as Don Quixote and 

37 Dulcmea. Furthermore, Goya's Wedding composition is no 

longer as Northern in appearance as, for example, his 

earlier Brawl at the Venta Nueva. The planar arrangement of 

the figures forming a foreground screen, advantageous for a 

tapestry cartoon design, conforms to Neo-Classical taste in 

its frieze-like construction. 

By the time the final cartoons were being painted, 

Goya's confidence in his own style was strong enough for him 

to use Northern motifs and styles whenever they suited his 

purpose, particularly in the development of the Caprichos. 

However, in anticipation of their analysis in the following 

Chapter, two main points should be remembered about The 
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Wedding. First, this theme was amply illustrated in 

Northern paintings and prints. Second, the essential 

meaning of The Wedding is moral, as expressed in Northern 

themes of the unequal couple and the ages of man. Goya's 

great moralizing print series, Los Caprichos, is a logical 

development when predicated upon Goya's exhibited interest 

in Northern art through the period in which he designed 

tapestry cartoons. 

Notes 

See Jutta Held, Die Genrebilder der Madrider 

Teppichmanufaktur und die Anfànge Goyas (Berlin: Gebr. Mann, 

1971), p. 11. 

2 Held, p. 11. 

See Dario Boccara, "Les Tenières," Les belles heures 

de la tapisserie (Milan: Les clefs du temps, 1971), p. 158; 

see also Heinrich Gôbel, Tapestries of the Lowlands, trans. 

Robert West (1924; rpt. New York: Hacker Art Books, 1974). 

4 6 "con la execucion de las Tapicerias, q. repre- 

sentaban: una dibersion de Paysanos en Flandes, a imitacion 

de Teniers; y otra Cacerias de Alcones, q.e hizo por 

exemplares q.e pudo reservar, y traer consigo, para este 

êfecto" (Sambricio, p. 33). 
5 

F.J. Sanchez Cantôn, Los pintores de camara de los 

Reyes de Espafla (Madrid: Hauser y Menet, 1916), p. 27. 



50 

Although the peasant scenes of Teniers enjoyed a great popu¬ 

larity, other subjects were also woven. In the 1730's, a 

series on the story of Telemachus, based on designs by 

Houasse, and another on the adventures of Don Quixote, 

designed by Procaccini, were being woven. The latter series 

was woven three times, since the factory lacked new models. 

Other subjects included the African campaign of Charles V in 

Tunis and the story of Cyrus. In 1756 two series based on 

the Old Testament stories of Joseph, David and Solomon, were 

woven under the direction of Corrado Giaquinto, who copied 

paintings by Giordano and supplemented them with original 

compositions of his own. In 1760, closer to Goya's day, a 

cycle of the Seasons was woven after models by Amigoni. The 

Madrid factory production was part of the international 

mainstream since the story of Telemachus had been woven in 

Brussels and Beauvais, and a series on Don Quixote designed 

by Charles Coypel had been woven at Gobelins. This Don 

Quixote series had been copied by Charles Ill's tapestry 

works in Naples and the Infante Don Luis owned such a 

series. See Held, pp. 11-13; Margherita Siniscalco, 

"Tapestries," in The Golden Age of Naples, pp. 373-381; and 

El arte europeo en la Corte de Espafia durante el siglo 

XVIII, exhibition catalogue (Madrid, Bordeaux, Paris, 1980), 

p. 111. 

^ See Held, pp. 81-182. 
7 

"determinar los asuntos que quiere se representen, 

ya sean heroicos, sacados de la Historia, ya alegôricos, 
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tornados de la fabula; ya de expediciones militares 

terrestres o maritimas, ya de cosas Campestres; o jocosas, o 

de adornos" (Sambricio, pp. 163-164). 
g 

Gassier & Wilson cat. no. 133. 

10 

Held, p. 38. 

Jagdstilleben mit Vôgeln und einem Gewehr, Held 

cat. no. 217, p. 133. 

11 

12 

Perros en trailla, Gassier & Wilson cat. no. 58. 

Cesare Ripa, Nova Iconologia (Padua: Pietro Paolo 

Tozzi, 1618), p. 181. 

13 La merienda. Gassier & Wilson cat. no. 70. 

14 Eine Apfelsinenhândlerin und zwei Majos, Held cat. 

no. 229, p. 138. "Una naranjera recostada sobre una cesta 

con naranjas, puesta en jarras, mirando a dos tunos que 

recostados a una esquina y picando el uno tabaco y el otro 

alargandole el papel, le dicen algün requebrajo." 

15 
"Représenta huna merienda, que cinco Jobenes an 

echo en el canpo y huna Naranjera que ba a bender les 

naranjas y cuatro figuras mas lejos paseando y el pais 

poblado de ârboles que con algun principio de caserias 

demuestran estar cerca de poblaciôn" (Diplomatario, Doc. 10, 

p. 209) . 

16 
Bauern bei Vesper und Tanz, Held cat. no. 52, 

p. 95. "un hombre sostenido a la tapia vomitando." See 

also Fiesta campestre, Diaz Padrôn, I, no. 1787, p. 392. 

17 La rifia el la Venta Nueva, Gassier & Wilson cat. 

no. 76. Zwei Buben zanken sich urn ein Kartenspeil, Held 
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cat. no. 139, p. 121. Calleja's cartoon was painted before 

1779, and probably precedes Goya's Brawl. 

18 "Représenta el primero, huna venta que an 

llegado caleseros y arrieros de barias probincias 

de Espafia, y después de descansar se pusieron a 

jugar a los naipes y sobre el juego armaron una 

camorra, y un Murciano, lleba a dos a mal andar, 

otro por despartir le tira de la chupa y le a roto 

por la aldilla. Otro por el mismo fin les amenaza 

con una rama de lefta en las manos. Este primer 

grupo tiene cinco figuras. Ay dos luchando en el 

suelo, cuasi en el mismo término y otro que no 

tiene tanto espiritu que esta con una piedra en la 

mano en ademân de querer huir. A la puer ta de la 

venta ay barios: el ventero recoje el dinero y 

otro que ba â bajar de un caballo con una pistola. 

Toda la conposiciôn de este cuadro tiene trece 

figuras y algunas que asoman a lo lejos" (Diploma- 

tario. Doc. 16, p. 212). 

19 Many of Goya's earlier cartoons, such as The 

Parasol (1777) and the Blind Man's Buff (1788-89), clearly 

demonstrate that he was aware of French and Italian Rococo 

painting, but this thesis is only concerned with those in 

which the influence of Northern art strikes the strongest 

chord (El quitasol, Gassier & Wilson cat. no. 80; La gallina 

ciega. Gassier & Wilson cat. no. 276). 
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20 Sambricio noted the increased animation and expres¬ 

sion of Goya's cartoon. See p. 98. 

21 Los nugadores de naipes, Gassier & Wilson cat. 

no. 82; El ciego de la quitarra, Gassier & Wilson cat. 

no. 85. The blind musician can be found in cartoons by Van 

Loo (Held cat. nos. 410 and 413) and Calleja (Held cat no. 

171) . The card players were the subject of cartoons by 

Calleja (Held cat. no. 149), Gonzalez Ruiz (Held cat. 

no. 295) and Gonzalez Velazquez (Held cat. no. 356) . Both 

were painted by Ramon Bayeu (Held cat. nos. 97 and 122). 

22 See El tiro de la ballesta, Diaz Padron, I, 

No. 1790, p. 393. The cartoon by Calleja is lost. A 

tapestry exists in the Palacio de la Moncloa, Madrid and is 

registered in the Toledo inventory of 1779. See Held cat. 

148, p. 123. 

23 Diaz Padron, I, p. 393. 

24 
Cruzada Villaamil, pp. 

25 Diplomatario, Doc. 

00 
CM 

26 Der Winter, Held cat. r 

27 Held, p. 13 

28 See Held cat. nos . 27 

391. 

29 
Sambricio, p. 249. 

30 Held cat. nos. 364 and 365, although not specified 

as being after Teniers, refer to the seasons (Figs. 35-36). 

The slaughter of pigs takes place in what appears to be a 

snow-filled landscape and the trees are bare. The Scene 
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Hivernale, after Teniers, from Boccara, p. 176, shows a 

similar scene, with the peasants preparing provisions for 

the winter, including the slaughter of a pig (Fig. 37). 

31 Stated in the 1778 order from Sabatini regarding 

the cartoon The Blind Guitarist: "para corregir en el y 

concluir lo que estaba indicado y le hacia imposible de 

poderse copiar en tapiceria" (Diplomatario, Doc. XV, 

p. 408). 

32 Held cat. no. 27. Nordstrom is aware of the exist¬ 

ence of this cartoon, but not of its derivation from 

Teniers. See Goya, Saturn and Melancholy, p. 40. 

33 

34 

Supra, no. 8. 

See Janis A. Tomlinson, "'Goya y lo Popular' 

Revisited," Pantheon, No. 42 (1984), p. 24. 

35 

36 

37 

Held cat. no. 360, p. 166. 

Tomlinson, p. 24. 

There were precedents for the theme of the unequal 

couple in the royal collections, which by now Goya knew 

well. The Old Man and The Maid exists in at least three 

versions, two from the collection of Isabel Farnese and one 

that appears in Goya's inventory of 1794 for the first time 

(Figs. 41-43). All were attributed to Teniers in the 

eighteenth century. They depict an old man interrupting a 

young, pretty maid who is cleaning a pot, and, believing 

they are alone, embraces her and caresses her under the 

chin. His old wife peers in a window or doorway at that 

very moment. See Diaz Padrôn, I, Nos. 1799, 1800, and 1841. 
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No. 1800 is believed to be a copy and No. 1841 a workshop 

piece. 
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CHAPTER III 

LOS CAPRICHOS 

During the period under consideration, Goya often 

painted series or groups of "cabinet" pictures on very 

specific or broad themes. While employed by the Tapestry 

Works, he created two series of easel paintings influenced 

by his cartoon style. The earliest, depicting children's 

games and painted between 1777 and 1785, reflects the figure 

groups of The Brawl at Venta Nueva, as opposed to his large 

tapestry cartoons of children, with few figures.^- 

The second series, his first important commission for 

the Alameda palace of the Duke and Duchess of Osuna, com¬ 

prised seven paintings based on "rustic subjects" (asuntos 

2 
de campo). Although this topic suggests light Rococo 

themes, darker emotions are explored by Goya through situa¬ 

tions such as a woman fallen from her mount or bandits 

holding up a carriage. One depiction of a huge stone being 

transported to a building site projects a sense of mystery 

far beyond any simple genre scene. 

After his illness in 1792-93 Goya created the easel 

painting series of "national pastimes" (diversiones nacio- 

nales). The works mainly represent bullfight scenes, but 

also explore tragic themes such as brigands attacking a 
3 

coach, a shipwreck or a madhouse. 
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Concurrent with Los Caprichos, Goya painted six easel 

pictures for the study of the Countess-Duchess of Osuna in 

the Alameda palace, which were unified by the theme of 

witchcraft and the supernatural. Two of these have been 

identified as representing scenes from plays by Antonio de 

4 
Zamora, and others may have a similar literary background. 

Thus, Goya's habit of working in thematic series carried 

over into his creation of the Caprichos which, even in the 

early drawings in the Sanlucar and Madrid albums, assumed a 

serial form. 

The final suite of prints by Goya entitled Los 

Caprichos contains eighty black-and-white compositions with 

etching and aquatint, the first of which is a self- 

. 5 portrait. The rest are caricatural images with captions 

that criticize social behavior, institutions such as the 

Church or the aristocracy, superstitions and the universal 

vices of mankind. 

Goya spent considerable time and thought in the prepa¬ 

ration of these prints, from the early album drawings to the 

preparatory ones for the plates themselves. The captions 

accompanying the drawings frequently changed up to their 

finalization on the plates, and their interpretation is 

variously muddled and clarified by three extant manuscript 

commentaries.^ These are referred to whenever their content 

helps clarify the image under discussion. Edith Helman 

explains that, due to the tight rein of censorship during 

the Enlightenment in Spain, authors (as well as artists) 
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often presented their work in a manner that could elucidate 
7 

or obscure their real intentions. 

Analyses of Goya's etchings refer most often to the 

works of Rembrandt, Piranesi and G.B. Tiepolo as models. 

Goya knew their prints and was influenced in various ways 

and degrees by these artists who are still esteemed today. 

But the large body of prints after Teniers, whose present 

rank is not what it was in the eighteenth century (there 

were over 50 Teniers paintings in the Palacio Nuevo alone), 

must have been an important source as well for Goya. By the 

same token, the prints by and after late fifteenth and six¬ 

teenth century Northern artists (and their progeny in the 

seventeenth and eighteenth centuries), although totally 

unsuitable as models for Neo-Classical taste, may have 

appealed to Goya from a technical point of view and, ulti¬ 

mately, for their moralizing character. This connection 

between moralizing Northern art and the Caprichos is stated 

by Goya in the announcement of the sale of the Capr ichos in 

the Diario de Madrid; 

Since the artist is convinced that the censure of 

human errors and vices ... may also be the object 

of Painting, he has chosen as subjects adequate 

for his work, from the multitude of follies and 

blunders common in every civil society, as well as 

from the vulgar prejudices and lies authorized by 

custom, ignorance or interest, those that he has 
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thought most suitable matter for ridicule as well 
Q 

as for exercising the artificer's fancy. 

Although Goya had the opportunity for substantial 

exposure to prints of the fifteenth and sixteenth centuries 

in the collection of the Duke of Alba, he would also have 

known the famous Laurentian Library collection of nearly 

7,000 prints from the sixteenth century still preserved 

today in the Escorial. The exact origin of this collection 

is not known but it is believed to have served the artists 

contracted by Philip II to decorate the rooms of the 
9 

monastery palace. The collection was described by Antonio 

Ponz in 1778, in the fifth letter of the Viage de Espafia, on 

the Escorial: 

The books of prints, compiled at the time of the 

foundation, contain repeated examples of Roman and 

other antiquities ... in those books of prints 

there are many others, which I will not tire you 

by referring to them here, and in conclusion 

therein are prints by Raphael, Michelangelo, 

Titian, Durer and other famous artists of that 

time.^ 

While Ponz mentions only those artists favored by the 

Neoclassicist Mengs, there are others included that were of 

importance to Goya. There are 126 impressions by Durer, 
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including the Melancolia (Bartsch 74), the Nemesis 

(Bartsch 177), and the Skull with Coat of Arms 

(Bartsch 101). There are over 70 prints by Lucas Van Leyden 

and about 80 by Pieter Brueghel the Elder, including the 

Vices (Van Bastelaer 125-131)(Figs. 44-50), the Cardinal and 

Theological Virtues (Van Bastelaer 132-138), the Poor 

Kitchen and the Rich Kitchen (Van Bastelaer 154, 159). 

There are a few prints by Hieronymus Bosch. The "Little 

Masters" are also represented: 86 intaglio prints and 106 

woodcuts by Hans Sebald Beham; 25 intaglio prints by George 

Pencz, including the Vices; 16 intaglio prints by Heinrich 

Aldegrever, including the Triumph of Death series 

(Bartsch 135-142); and the Life of Christ by Albrecht 

Altdorfer (Bartsch 1-40), along with prints by other 

important Italian and Northern masters. It is probable that 

Goya would have been interested in this collection, to which 

he would have had easy access as court painter, and no doubt 

found there sources of inspiration for some of the 

Caprichos. 

The "follies and blunders" that were the object of 

Goya's satire range over a variety of themes which have been 

grouped under general headings suggested by their subject 

matter. There is no actual systematic grouping by subject 

in the Caprichos, save for the Asnerias (infra, p. 65). 
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THE COMIC: CHARLATANS AND SINGERIES 

Charlatans often appear in Northern painting, and the 

Spanish royal collection had a notable example in the Cure 

of Folly by Hieronymus Bosch (Fig. 51). Surgical scenes 

appear in prints by Lucas van Leyden and Pieter Brueghel, 

and there were four surgical scenes by Teniers in the 

Palacio Nuevo, the latter scenes recorded in Goya's 

inventory of 1794 (Figs. 52-54) . ^ While supposedly privy to 

great and mysterious knowledge, the doctors' folly is 

satirized by an inverted funnel hat or, in the case of 

Teniers, by the owl who sits at the window. The pairing of 

light as truth and the owl as knowledge underscore the 

quack's ignorance. 

The drawing by Goya in the Madrid album is so similar 

to Capricho 33, To the Count Palatino. (Al Conde 

Palatino.), that it could be considered preparatory 

12 (Figs. 55-56). Above the drawing, in poor, phonetic 

Italian, is inscribed: "Every word is a lie" (Tuto parola e 

busia) and below: "The charlatan who pulls out a jaw and 

they believe it". The count is extracting a tooth from the 

mouth of a man, who in the print, has become a veritable 

monkey. Another, who has just undergone similar treatment 

or been administered a tonic from the Count's collection of 

bottles, is retching in a manner reminiscent of the over¬ 

indulging peasant in Tenier's cartoons. The onlookers in 

the shadows of the drawing have been replaced by a sugges- 



62 

tion of the "bridge of life" that Goya used in the back¬ 

ground of The Wedding, perhaps humorously alluding to the 

connection between life and death and a visit To the Count 

. 13 Palatmo. 

H.W. Janson places the origin of the theme of the 

14 monkey painter in seventeenth century Flanders. The use of 

apes parodying human action had been especially popular in 

the Netherlands since the thirteenth century, and in the 

seventeenth century, the simile of "art, the ape of nature" 

was literally represented by the monkey painter (or 

sculptor). Janson found that the simian was more specif¬ 

ically cast in the role of the portrait painter, flattering 

15 a lady sitter. He also writes, however, that: 

In the case of David Teniers the Younger, the 

intention is less clear; his version of the theme 

(Prado, Madrid) shows a monkey painter surrounded 

by pictures of every description, including 

portraits, landscapes, battle and genre scenes, 

and even religious subjects, all of them done in 

different styles (Fig. 58]. Perhaps Teniers, no 

mean virtuoso himself, intended to satirise the 

'simian facility' of the imitative artist who apes 

the works of other masters because he lacks a 

16 
style of his own. 

In reference to Goya, Janson adds: 
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With the decline of the Rococo, the 'artist as an 

ape' tended to disappear altogether. The Neo- 

Classical era spurned singeries of any sort as the 

very pinnacle of bad taste, embodying all the 

aesthetic aberrations of what was then regarded in 

retrospect as an age of utter artistic decadence. 

Only Goya, who was untouched by this prejudice, 

needless to say, showed an interest in our 

subject. Among the etchings (No. 41) known as Los 

Caprichos, there is a scene of an ape engaged in 

painting the portrait of a "pompous ass" 

[Fig. 59]. The sitter seems pleased enough with 

the efforts of the simian artist, as well as he 

might, since on the easel he appears as a noble 

horse adorned with a curly Baroque wig. Such out¬ 

rageous flattery stamps the print as a caustic 

satire on the profession of portrait painting, in 

17 the best Flemish seventeenth century tradition. 

Janson's footnote for this last statement reads: 

Goya probably derived the idea for his print from 

a French Rococo picture; Wildenstein, op. cit., 

No. 1188, refers to a Portrait d'âne par un singe, 

attributed to Chardin, which was sold at public 

auction in Paris on April 15, 1861 (No. 89) . Un- 
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fortunately, I have been unable to trace the 

18 present whereabouts of this work. 

This painting appears in Wildenstein's "Appendix to the 

Catalogue Raisonné" comprising a list of works not authenti¬ 

cated for various reasons, without mention of copies, 

19 replicas or engravings thereof. Helman's literal repeti¬ 

tion of Janson's information, without reference to docu¬ 

mentary evidence, adding furthermore that Goya may have 

known the Portrait d'âne par un singe from a reproduction 

20 after Chardin, is difficult to accept. 

As a source, Teniers' painting was physically far more 

accessible to Goya than the painting by Chardin. Teniers' 

The Monkey Painter and The Monkey Sculptor (Fig. 60) were 

recorded in the Palacio Nuevo at the time of the Inventory 

of 1772 and, again, during Goya's inventory of that palace 

21 in 1794. Their inclusion in the royal collection prior to 

1772 is unclear, but they were probably part of Isabel 

Farnese's acquisitions of Teniers paintings. 

Isabel very possibly had an influence on her son 

Charles Ill's taste, as he sent sketches of his major com¬ 

missions to Madrid for her approval during the early years 

22 
of his reign in Naples. When he returned to Spain, the 

Royal Tapestry Works continued to produce many tapestries 

after Teniers for his residences. His son Charles IV also 

admired Teniers, and the monkey subjects were favored among 

those he acquired. As Prince, he collected the Monkeys in a 
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Tavern/ Monkeys in School/ Monkeys Smoking and Drinking and 

the Banquet of Monkeys for the Casita del Principe of the 

Escorial (Figs. 61-64).^ 

Stylistically, the similarity between the Goya and the 

Teniers is stronger than that between the Goya and Chardin, 

as exemplified by one of Chardin's monkey paintings that was 

engraved, the Singe Peintre (Fig. 65). Chardin's monkeys 

are humanized and even sophisticated, while Teniers' monkeys 

maintain their animal nature. In addition, the hunched-over 

pose of Goya's monkey is like that of Teniers' monkey 

patron, looking over the painter's shoulder. It is inter¬ 

esting to note that when Goya turned over the plates and 

unsold Caprichos to Charles IV, there was a plate with an 

image directly derived from a painting in the king's collec¬ 

tion, and Goya would not have hesitated to point it out. 

Goya did not necessarily need a model for the inclusion 

of a donkey in this plate. The donkey is an old symbol of 

ignorance, already present in Brueghel's The Ass at School 

(Fig. 66) . The Flemish print is inscribed with the proverb, 

"Although the ass goes to school, if it is an ass, it will 

24 not return (as) a horse." Goya's plate, along with five 

others, forms the only consecutive series in the Caprichos 

(nos. 37-42). They have been called the Asnerias (Donkey 

subjects), in which human actions are mimicked and satirized 

by donkeys. 
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THE SEXUAL; UNEQUAL COUPLES AND THE POWER OF WOMEN 

The theme of the unequal couple, which had already been 

expressed in the late cartoon The Wedding is treated in a 

25 variety of ways in the Caprichos. Complex and subtle 

interrelations exist between the plates in which Goya's 

thoughts intertwined with a number of iconographie models. 

For this reason, only the theme of the old man and the young 

maiden will be analyzed. 

Capricho 14, What a sacrifice! (Que sacrificioï) shows 

a young girl, dressed in the "Greek" fashion adopted from 

France, who stands before a hunchbacked and bow-legged 

26 suitor dressed as a dandy (Fig. 67). The three commen¬ 

taries on the image lead us to believe that the additional 

figures, who are just as ugly as the suitor, compose her 

family. They must sacrifice the daughter for money. The 

grotesque, ogling suitor and the pose of the girl recall the 

theme of Susanna and the Elders, in which physical ugliness 

is contrasted with idealized beauty, and in which beauty is 

the victim. It appears to be the subject of a drawing in 

the Sanlücar album (Fig. 68). 

The contrast of the ugly and the beautiful, accompanied 

by an exchange of money, is exemplified by an engraving by 

Israhel Van Meckenem in a late fifteenth copy of the House- 

book Master (Fig. 69) . In it an old man embraces a young 

woman whose hand creeps to his sack of gold. The same 

theme, as portrayed by Hans Sebald Beham, carries the same 
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message (Fig. 70). In a print by Lucas van Leyden, the 

irony is increased by portraying the man as a fool with a 

prominent money bag (Fig. 71) . The same subject is also 

illustrated by Durer (Fig. 72). 

Finally, this Capricho is closely related to the 

painting by Joos Van Craesbeeck, The Marriage Contract, 

acquired by the Prince of Asturias for the Casita del 

28 Principe (Fig. 73). The event takes place in a poor house¬ 

hold. The young groom places his arm around the tight- 

lipped bride whose features are inherited from her ugly, 

seated mother. The father ponders over the price of the 

"sacrifice." 

The theme of beauty and ugliness appears in two draw¬ 

ings from the Madrid album: Young Woman with Potbellied Man 

29 
and Masks (Cruel ones) (Figs. 74-75) . In the first, the 

young woman looks down at the man's belly, perhaps a sexual 

reference or a symbol of his prosperity. In the second 

drawing the woman adopts the attitude of the victim as she 

exposes her bosom to the two other "masks". The glasses, 

often a symbol of the distortion of the truth (and which 

appear many times both in Northern art and in the 

Caprichos), are worn by the center figure. Their emblematic 

significance can be seen in the illustrated proverb by 

Erhard Schoen in Fig. 76, "What good are the glasses and 

candle if the owl will not see?" Finally, in the 

preparatory drawing for the plate, the inscription reads: 

"Sacrifice of interest ... they are young gentlemen each 
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richer than the other and the poor girl doesn't know which 

30 
to choose" (Fig. 77) 

Although Goya borrows themes from Northern sources, it 

is befitting of his genius that he can transform them into 

emblems of his own. The folly of the unequal couple is 

summed up by the hallucinatory Capricho 75, Is there no one 

to untie us? ( No hay quien nos desate?), in which the wise 

owl is blinded by the glasses, and distorted judgment rules 

over the unequal couple inextricably tied to each other 

(Fig. 78). 

Another type of unequal couple that juxtaposes beauty 

and ugliness involves two women, such as a young woman with 

her elderly maid, or a prostitute and a procuress. The 

Spanish literary counterpart for the latter is to be found 

in a sixteenth century play by Fernando Rojas, La Celestina, 

second only to Cervantes' Don Quixote in fame. Celestina is 

a malicious character, part procuress and part witch. Among 

her dubious activities, she restores the virginity of her 

"daughters" with needle and thread. Her name is synonymous 

with "go-between", and her presence is suggested in 

Murillo's Women at the Window, which the artist may have 

31 known (Fig. 79) . But even this painting has a Northern 

heritage, with its figures looking out a window, and 

Northern art similarily provides Goya with visual examples 

for his procuresses. 

In these prototypes of unequal female couples, the old 

woman is often shown delivering a letter to a young lady, 
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enough grounds in the past for entitling the scene 

Bathsheba, in spite of the figures being fully clothed 

(Fig. 80). In other cases the maiden, surrounded by finery, 

becomes a symbol of vanitas with the crone as a reminder of 

what she will become (Figs. 81-82) . In a print by Willem 

Buytewech the two themes are combined: Bathsheba reads the 

letter delivered by the maid, and the word VANITAS can be 

read in the round tray behind her (Fig. 83). 

Goya approaches this subject in a drawing from the 

Madrid album, Maja and Celestina Waiting Under an Arch 

32 
(Fig. 84). It has no inscription, and represents a maja 

resting, while her procuress-companion counts rosary beads. 

As Lopez-Rey has pointed out, the pose of this maja suggests 
. 33 

sexual enticement. 

In the first Capricho depicting this subject, No. 15, 

the maja is more composed and assumes a virgin-like demeanor 

with her downward glance as she adjusts her glove (Fig. 85). 

As in the painting by Mieris, the Celestina is giving her 

counsel, thus the title Fine advice. (Bellos consejos.) 

(Fig. 80) . The Prado and Ayala commentaries agree that the 

advice is worthy of its source, while the Biblioteca 

Nacional commentary says that mothers procure for their own 

34 daughters (as Celestina did for hers). 

Caprichos 17 and 31 both emphasize the exposed leg of 

the young woman, over which she draws her stocking 

(Figs. 86-87). It is possible that Goya is alluding to the 

sexual connotations of the stocking in an image such as Jan 
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Steen's The Morning Toilette (Fig. 88). Both the Ayala and 

Biblioteca Nacional commentaries make puns out of estirar, 

to stretch (the stocking) and tirar, to throw — the 

allusion is that nothing is more thrown around on the ground 

35 than a stocking or a prostitute. 

Capricho 31, She prays for her. (Ruega por ella.), 

3G 
again portrays the Celestina with her rosary beads. The 

intimacy of the scene and the combing of the hair recalls 

Metsu's vanitas theme/ but none of the motherly benevolence 

of Metsu's old maid is present here (Fig. 81). The witch¬ 

like countenance and unholy prayers recall the evil quality 

of the old procuress-devil in the large Temptation of St. 

Anthony, a collaboration between Quentin Metsys and Joachim 

Patenir, from the Escorial (Fig. 89). 

It should come as no surprise that there should be a 

precedent for this feminine pair in the work of David 

Teniers. In two of his versions of the Temptation of St. 

Anthony that were both noted in Goya's inventory of 1794 

(one in the Palacio Nuevo and the other in Aranjuez), a 

young maiden, whose skirt barely conceals her bird's feet 

and animal tail, is being presented to the saint by an old 

37 woman with horns protruding from her cowl (Figs. 90-91). 

This participant in the evil seductions of her young com¬ 

panion embodies the spirit that Goya also conveys with his 

majas and Celestinas. 

Even when they are sacrificed by their family or 

pressed into service by their mothers, the women in Goya's 
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Caprichos generally have the upper hand over the men, whose 

animal natures render them weak in the presence of the 

38 opposite sex. The ability of women to control men, to the 

point of mocking them or making them fools in public, was 

popularized in prints by Lucas Van Leyden and others repre¬ 

senting themes such as Adam and Eve, Samson and Delilah, 

Herod and Herod ias, Solomon and the idols, the Mouth of 

Truth, Virgil suspended in a basket, and Aristotle and 

Phyllis.39 

Goya, who had alluded to biblical women such as Bath- 

sheba or Susanna (Fig. 68), turns to genre for his portrayal 

of the power of women. Since the fifteenth century the hen¬ 

pecked husband had been portrayed performing his wife's work 

while she beats him with a distaff. In a version by the 

Master of the Dutuit Mount of Olives the enthroned termagant 

rules over her husband, distaff in hand, as he winds thread 

from a spindle to a bobbin (Fig. 93). Her control of the 

distaff is probably a sexual allusion, and her lascivious 

nature is suggested by the way she raises her skirt with her 

hand. 

In Israhel Van Meckenem's treatment of the subject, the 

first example emphasizes the sexual aspect by the spread¬ 

legged pose of the wife (Fig. 94) . In another version, the 

association of woman with Eve, and the downfall of Man 

(literally falling down in this print) is suggested by the 

Devil in the form of a serpent (Fig. 95). 
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In later prints even the Devil himself cannot escape 

the punishment of the quarreling shrew. When the Devil 

becomes a sympathetic character, the message is clear: there 

is nothing that will stop the directed power of a woman 

(Figs. 96-98). 

The example by Daniel Hopfer is a particularly strong 

image, and may have served Goya as a compositional model for 

Capricho 19, All will fall. (Todos Caerân.) (Figs. 98-99). 

The swarming devils have been transformed into men-birds who 

flock to the bait, while they are plucked and tortured below 

by three women, just as the Devil is subjugated by another 

40 three in Hopfer1s print. 

But, to return to the theme of the distaff, the follow¬ 

ing Capricho 20, There they go plucked. (Ya van 

desplumados. ), shows a young woman beating the plucked men- 

birds and another shooing them away as two Celestinas look 

41 on (Fig. 100) . The age-old symbol of the power of women 

is again revived by Goya. 

The whole concept is transformed by Goya in Capricho 

73, It's better to be idle. (Mejor es holgar.) (Fig. 101). 

The young girl has beguiled her simian husband, still 

winding thread, into performing her work and her spread¬ 

legged pose describes the means whereby she has done so. 

Through his knowledge of the earlier iconography Goya 

evolves an image of the clever wife who, through her total 

control of the household, avoids doing any labor herself. 
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THE VICES AND THE SENSES 

Brueghel's Virtues and Vices in the Escorial collection 

were typical of a Northern predilection for print series. 

Among the earliest printed series that we know are sets of 

playing cards illustrated with different vices or proverbs 

(Fig. 102). Illustrating vignettes that probably derive 

from mediaeval drôleries, these images evolved into serial 

themes such as the Twelve Months by Beham (Fig. 103), who 

represented them as dancing peasant couples that are the 

ancestors of those in Teniers' paintings. Popular subjects 

such as the Nine Worthies, the Planets, the Vices and 

Virtues, and the Five Senses lent themselves perfectly to a 

serial format. 

The weakness of human nature and a pessimistic view of 

man's struggle with sin combine to form a general under¬ 

current in the Caprichos. Man's blindness to his own folly 

and his unwillingness to amend his ways even when confronted 

by death is revealed in prints dealing with man's vanity. 

In these, Death is shown as a skeleton interrupting man at 

his daily activities, or even participating in his actions 

(as, for example, a musician for a dancing couple in 

Fig. 104). This theme is expressed in a moralizing painting 

in the royal collections. The Triumph of Death, by Pieter 

Brueghel the Elder (Fig. 105), documented at San Ildefonso 

42 in 1774. In the lower right-hand corner, a pair of lovers 

play music and sing, unaware of the scene of devastation 
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that develops around them as Death reigns supreme over all 

the stations of man. A similar pair is included at the left 

in Bosch's painting The Hay Wagon, also in the royal collec¬ 

tion, with the man asleep on the woman's lap 

(Figs. 106-107). 

Capricho 59, And still they don't go! (Y aun no se 

van!) illustrates this same subject (Fig. 108). The Ayala 

and Biblioteca Nacional commentaries agree that man is so 

mired in his vices that, in spite of seeing the tombstone 

43 fall, he will not amend his ways. For this print it is 

possible that Goya relied on Brueghel's allegory of Forti¬ 

tude from the Virtues in the Escorial (Fig. 109) . The per¬ 

sonification is represented in the center, with an anvil 

balanced on her head, while the forces of good conquer 

beasts representing the vices that are crushed under the 

very shields they use to defend themselves. 

There is clear evidence that Goya, early on, was con¬ 

sidering the juxtaposition of the Virtues and Vices. 

Possibly inspired by the autocthonous classical source in 

Prudentius, Goya executed two drawings in the Madrid album 

that were never etched, in which Vices and Virtues are 

44 
pitted against each other (Figs. 110-111). Furthermore, 

Goya had the important precedent of Bosch's "tabletop" Vices 

and Virtues in the Escorial which have been mentioned as an 

example of the genre depiction of the Vices (Fig. 112).^ 

The essentially moralizing character of Bosch's paintings 

was known in Goya's day. In the sixteenth century they had 
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been defended against the criticism of heresy by Fray José 

de Sigüenza, Prior of the Escorial, who claimed that they 

would not have been admitted into the house of Philip II had 

they been heretical. Sigiienza described the allegories 

contained in the major works by Bosch in the Escorial, 

especially The Garden of Delights and The Hay Wagon 

(Figs. 113-114). His text has become a major source for the 

interpretation of these paintings, especially in the redemp¬ 

tion of their status as "moral". For example, Antonio Ponz, 

in his fifth letter, writes: 

This gallery [ of the Escorial ] communicates with 

another called of the Infanta, where there also 

are some paintings; but there is a very singular 

one by Hieronymus Bosch, with the rare fantasy 

^capricho J in representing the creation of man, 

the brutal state into which his vices convert him, 

and the end to which he finally arrives. For this 

he includes several figures of quadrupeds, of 

fish, birds, serpents, etc., into which men are 

transformed, according to their vices. Father 

Sigiienza makes a long reference to this and other 

works by Bosch, manifesting the moralities, 

warnings and reproofs they contain. Undoubtedly, 

the above-mentioned has much to be seen, and 

thought is required in order to ascertain the 

meaning of each thing.^ 
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Sigiienza, in his description, clearly states the purpose of 

his text: 

And now I should like to point out that these 

pictures are by no means farces, but books of 

great wisdom and art, and if foolish actions are 

shown in them, they are our follies, not his, and, 

let us admit it, they are a painted satire on the 

sins and fickleness of men.^^ 

Of even greater importance to Goya and the Neo-Classical 

spirit of the times is Sigüenza's likening of Bosch to: 

Pythagoras and Plato and other poets, who wrote 

learned fables on their metamorphoses and trans¬ 

formations, and whose aim was only to show the bad 

habits and morals and corrupt views with which the 

miserable souls of men adorn themselves, who for 

their pride are turned into lions, for their 

vengefulness into tigers, for their lust into 

mules, horses and swine, for their tyranny into 

fishes, for their vanity into peacocks, for their 

slyness and falsity into wolves, for their 

licentiousness into apes and wolves, for their 

callousness and evil into asses, for their 

stupidity into foolish sheep, for their rashness 
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into goats and other such creatures and forms, 

which they amass and build up on human existence; 

and so these monsters arise and these grimaces 

^disparatesJ, and all this for so low and vulgar a 

purpose as revengefulness and covetousness and 

fear of men and the wish to seem respected and 

49 other similar desires. 

If as Janson says, the singeries represented the height 

of bad taste to Neo-Classical artists, so would Goya's 

Asnerias, and Bosch's disparates. Goya's original idea for 

the Vices and Virtues assumed a more traditional appearance, 

like Bosch's genre scenes. In the first drawing, a number 

of figures (including a monk) humble themselves and plead 

50 before a proud man (Fig. 110). It is inscribed Humility 

versus pride (Humildad contra soberbia). Verso is a drawing 

of a young woman in a shop. She has paid for her goods with 

a pile of coins on the counter of a miserly tradesman whose 

eyes bulge at the sight (Fig. 111). Another man bends over 

to pick up the goods. The caption reads Generosity versus 

Greed (Larg(u)eza contra Abaricia). 

There are no other drawings to prove that Goya had 

planned to continue this series of juxtapositions. What is 

more likely is that the Vices formed the conceptual core of 

the Caprichos, from which Goya branched out to encompass 

other themes, either in a genre setting or in the realm of 

fantasy. 
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Avarice is treated in a straight-forward manner in 

Capricho 30, Why hide them? (Porque esconderlos?) 

(Fig. 115) . With characters that breathe the air of Nether¬ 

landish tavern scenes, Goya portrays a miser whose attempts 

to hide two money bags (a sexual pun, perhaps) fail before 

several laughing spectators. The money bags are a principal 

attribute of avarice and the miser's greed is stressed by 

51 his refusal to share (Fig. 44). 

The traditional representation of Pride is a vain woman 

who looks at herself in a mirror (Fig. 45) . Goya satirizes 

this vice by representing the woman as a hag in Capricho 55, 

52 Till death. (Hasta la muerte.) (Fig. 116). As she 

arranges an enormous bow, the trio with her dissemble their 

emotions. 

Goya also reworks the theme of Pride from the Madrid 

album by substituting a maja and a petimetre for the two 

53 men. Capricho 27, Which is the more overcome? (Quien mas 

rendido?), shows the young man bowing before a disdainful 

girl whose contemptuous attitude is a front, as she is only 

a prostitute (Fig. 118) . The toy dogs at her feet, that 

replicate the human actions, represent the true underlying 

animal passions. The preparatory drawing for this Capricho 

bears the inscription, "Past and present, the origin of 

pride."54 

The violent quarrel is the typical vignette for the 

vice of Anger, and the personification is often an armed man 

(Fig. 46) . The Sanlücar album depicts a majo with a cane 
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about to beat a fallen woman, while the old Celestina looks 

55 
on (Fig. 119). Jealousy caused by the letter on the 

ground has given way to ire. He adopts the prototype of the 

"marital quarrel", in which the inversion of the theme of 

the Power of Woman is represented. As in the woodcut by 

Beham, Goya depicts the same trio as the drawing (Fig. 120). 

Goya vividly represents the anger of the unreasoning parent, 

who arraigns the child through violence in Capricho 25, But 

he broke the pitcher. (Si quebrô el Cantaro.) (Fig. 121). 

Teniers' Monkeys in School mocks this form of reprimand and 

both the Prado and Ayala commentaries criticize "choleric 

mothers" (Fig. 62)^® 

The last Capricho, No. 80, represents Sloth (Fig. 122). 

The title, The time has come. (Ya es hora.), satirizes the 

zeal with which members of the religious orders supposedly 

went about their duties. The Ayala and Biblioteca Nacional 

commentaries refer to bishops and priests who sleep late, 

yawn and stretch, leading unproductive lives free from 

57 work. The same vice on Bosch's tabletop mocks the sloth 

of a priest, who is too lazy to attend to his prayers 

(Fig. 123). 

To represent Lust, Goya has chosen a common theme and 

depicted it in a most sinister way. Capricho 8, They 

carried her off! (Que se la llevaron!), is a modern trans¬ 

position of the classical abduction scene, in which the 

nymph has become a common woman and the satyrs are ruffians, 

58 
one perhaps a monk (Figs. 124-125). 
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Gluttony is represented by Caprichos 13 and 79, both of 

which also make fun of monastic orders that traditionally 

fast and deny themselves (Figs. 126-127). They are heating 

up. (Estan calientes.) and No one has seen us. (Nadie nos 

ha visto.) recall the tavern scenes of Brouwer and Van 

Ostade, whose paintings were in the royal collections. The 

arched interior of No. 13 also derives from tavern scenes, 

especially those of Teniers, as shown in the monkey 

paintings. The Prado commentary makes the moral clear: 

"Such is their haste to stuff themselves that they swallow 

the food boiling. Even in the pursuit of pleasure, temper- 

59 ance and moderation are necessary." 

The iconography of the Vices is at its most unclear in 

the distinctions between Invidia and Avaritia. The Latin 

words can be rendered as envy or jealousy, and avarice or 

covetousness. To envy the things possessed by another can 

also be decribed as covetousness. It is this aspect of the 

vice that Goya illustrated in Capricho 6, Nobody knows 

6 0 
anybody. (Nadie se conoce.) (Fig. 129). The three commen¬ 

taries make the meaning clear: 

(Prado): The world is a masquerade, the face, the 

dress and the voice are all pretense; all wish to 

appear as what they are not, all deceive each 

other and nobody knows anybody. 
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(Ayala)ï The world is a masquerade, the face, the 

dress and the voice are all pretense. An effemi¬ 

nate General courts madame before other cuckolds. 

(Bib. Nac.): An effeminate General, or disguised 

as a Woman at a party, is asking for it from a 

handsome girl; he lets himself be known by the 

embroidery of his sleeve; the husbands are behind, 

and instead of hats, they are portrayed with enor¬ 

mous horns like a unicorn. He who hides it well, 

wears it straight; he who doesn't, crooked. 

Thus, the Vices have been incorporated into the 

Caprichos. The fact that they are not systematically 

ordered does not decrease their traditional importance as 

universal flaws of man's character. Up to the last 

Capricho, they maintain a sustained pitch of the immuta¬ 

bility of man's faults, and a constant need for a reminder 

of their existence. 

Along with the Vices Goya records clear examples of the 

Five Senses, the indulgence of which lead to sin. Just as 

Bosch represented the Vices in a genre type, the Senses 

became very popular as a genre motif in the Netherlands. 

Many of the scenes that have simply been considered examples 

of Northern naturalism, are now understood to have other 

levels of meaning, as in the case of the Senses. The Five 

Senses series by Jan Both (Figs. 130-134) exemplifies the 
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reason why someone like Mengs could marvel at Netherlandish 

art for its naturalism yet consider it totally worthless in 

6 2 
choice of subject matter. The subject was painted by José 

Ribera in 1615-16 and was perhaps known to Goya through 

63 copies. He was certainly familiar with the sumptuous 

versions by Jan Brueghel and collaborators, in the royal 

64 collections since the seventeenth century. 

The sense of Taste is represented by Caprichos 13 and 

79, mentioned above for their shared significance with 

Gluttony. Touch is identified with No. 25, in which the 

mother spanks the child. 

The sense of Sight can be illustrated with Capricho 7, 

Even so he cannot make her out. (Ni asi la distingue.) 

(Fig. 135). The monocle is not enough, the commentaries say, 

to be able to discern what the maja really is (a 

prostitute). Judgment is also necessary. Sight is also 

expressed in a single-sheet drawing in which a crowd eyes a 

specter; a petimetre using a monocle and a man in the crowd, 

a spy-glass (Fig. 136) 

Capricho 18, And his house is on fire. (Y se le quema 

la casa.), serves as an example of Smell (although the 

reader should consider Capricho 69) (Figs. 137-138). The 

old man is so drunk that he does not see or smell the odors 

rising from the oil lamp that has caught the chair on fire. 

The Ayala and Biblioteca Nacional commentaries further 

67 
associate the fire with Lust. 
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When Capricho 15, Fine advice., was analyzed, the 

reference was to the advice being listened to by the mala. 

The reference to hearing is just as pointed in Capricho 28, 

Hush. (Chiton.) (Fig. 139). The commentaries all refer to 

the use of the old Celestina as a go-between for married 

68 women setting up clandestine appointments. 

THE FANTASTIC: THE TEMPTATION OF ST. ANTHONY AND CAPRICHO 43 

One of the elements of fantasy in Goya's work is char¬ 

acterized by hybrid figures such as those in Capricho 63, 

Look how serious they are! (Miren que grabesî), or Capricho 

72, You won't escape. (No te escaparâs.) (Figs. 140-141). 

With these, Goya joins the ranks of monster painters from 

Bosch to Brueghel to Teniers, all of whose work dealing with 

monsters he knew well. 

The Temptation of St. Anthony was a favored subject for 

the depiction of fantastic monsters. Among the paintings 

acquired by Philip II, there were several Temptations by 

Bosch. Sigiienza described them as follows: 

He painted the Temptation of St. Anthony several 

times (this is the second genre of paintings), and 

used this subject to achieve strange effects. We 

see on the one hand the saint, the first hermit, 

with a serene countenance, humble, in rapt contem¬ 

plation, calm and with his soul entirely at peace; 
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on the other hand the unbounded fantasies and 

monstrosities that the enemy devises in order to 

confuse his imperturbable soul and distract his 

fervent love: to this end he conjures up living 

beings, wild animals, chimeras, monsters, fire, 

death, roaring, threats, vipers, lions, dragons 

and fearful birds of all kinds, so that one asks 

in astonishment how it was possible for him to 

give shape to all his ideas ... He has made 

frequent variations upon this subject and this 

concept, and devised so many new ideas that it 

arouses my admiration to see that he could 

invent so many things....^ 

In two Bosch paintings of this subject from the 

Escorial, the saint is shown impassive, surrounded by 

monsters and vices of all sorts (Figs. 142-143). In a 

third, St. Anthony is exhausted from his trials and being 

helped by fellow monks (Fig. 144). A fourth example 

(Fig. 145) belonged to the Countess-Duchess of Osuna, for 

whom Goya had created six witchcraft paintings, and who 

bought four sets of Caprichos before they went on public 

70 sale. This painting was in the Alameda de Osuna. 

Surely of equal interest to Goya were the versions of 

the Temptation of St. Anthony by Teniers in the royal 

collections. It was one of Teniers' most popular subjects 
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and he repeated it many times. The three versions today in 

the Prado were all in the royal collections in Goya's day; 

two in the Palacio Nuevo in 1794 (Figs. 85-86 and 146) 

The colors of Teniers' palette would also have appealed to 

Goya, who often favored neutral tones offset with touches of 

vivid color. 

There are numerous printed versions of this subject by 

Schongauer, Brueghel, Cranach and others, that Goya would 

have been able to see in the Escorial or in private collec¬ 

tions (Figs. 147-149) . In all of them the saint is being 

tortured by or is ignoring the apparitions. Through the 

pictures, the observer is permitted to enter the impossible 

realm of the saint's hallucinations. 

Goya's usual reticence in clarifying the meaning of his 

own creations, as we have seen comparing The Picnic with its 

invoice description (supra, p. 40), extends to his knowledge 

and/or admiration of the Temptations of Bosch, Brueghel or 

Teniers. In his correspondence with Martin Zapater, to whom 

he does reveal secrets about the court and his own ambitions 

in Madrid, there exists a letter in which he describes a 

room in his house that was reserved for his friend. Goya, 

who is always complaining of the lack of time to visit 

Zapater or his friend's difficulty in getting away from 

Saragossa, insists on keeping a room ready for him, and 

jokes about insects in it, perhaps because of its lack of 

use. In this letter of 1785, the Boschian description is 

very curious: 
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Your room was good for chocolate and rolls, but 

without liberty and not free of various insects 

with mortifying instruments of hooks and razors, 

that sometimes without or with care would lift 

one's skin and hair on end, they not only scratch 

and fight, they also bite and spit, sting and 

pierce; these are fed upon by fatter ones, that 

are worse, that for these no other preservative 

has been discovered but earth, but not because 

they forgive the dead. And even buried they are 

not inoffensive because their cruelties reach even 

the neighboring bodies; there is nothing but to 

know how to place oneself out of distance from 

72 their cruelties. 

Goya, perhaps to increase the horror of this plague, 

verbally renders an image akin to that of the devils pouring 

from the sky in the left panel of The Hay Wagon (Fig. 150). 

Returning to the element of fantasy in Goya's work, we 

turn to Capricho 43, The sleep of reason brings forth 

monsters (El suefio de la razon produce monstruos.) and its 

studies. The first study shows a close relationship with 

the theme of the Temptation of St. Anthony, and the second 

reveals that this plate was intended as the title page of 

the series 
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73 
The earliest drawing has no caption (Fig. 151). It 

shows a man who is presumably an artist because of the 

74 etcher's plate and work box. Although he is later clearly 

portrayed as asleep, here his head is bowed and his hands 

are clenched and slightly raised from the table, as if in 

prayer. Around him are apparitions assuming different 

degrees of reality according to how clearly Goya has drawn 

them. A horse, dogs, bats and several human faces, 

75 including two self-portraits, swarm in the air. At his 

feet is the partly obliterated lynx, an attribute of the 

76 
sense of sight. 

In the second study, the inscription identifies the 

77 figure as "The Author dreaming" (Fig. 152). In line with 

the general applicability of the Vices that were his models, 

Goya titles his series "Universal language"; implying that 

his subject matter transcends the particular, although it 

would also serve to defend him from specific accusations. 

This moral intent is further supported by his statement, 

"his only intention is to banish harmful common beliefs and 

to perpetuate with this work of caprichos the sound testi- 

78 mony of the truth." The bat is given a major role as the 

spook of the artist, but owls are also included. 

In the print, the owls prevail over the bats 

(Fig. 153) . They are rendered in light and the bats are 

kept in the shadows. George Levitine has suggested that it 

may be Minerva who appears on the etcher's plate in the 

79 first study. Minerva was the patron goddess of the arts, 
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and it is the owl who holds the artist's stylus, as if 

80 
encouraging him to work. If the owls are interpreted as 

benevolent creatures of wisdom, rather than connected with 

evil and darkness, their presence could be seen as shelter¬ 

ing the artist from the onslaught of bats, for whom there 

81 appear to be no redeeming symbolic characteristics. 

Levitine's Minerva, and the benevolent presence of the owls, 

find an earlier precedent in a text accesible to Goya. Fray 

Sigiienza writes: 

I will say no more about Bosch's pictures, but 

only to point out that in almost all of them — 

that is, in all those that manifest this art 

(which, as we have seen, are of another kind and 

sacred) , he depicts fire and an owl. By the 

former he gives us to understand that we must 

always be thinking of this everlasting fire, and 

then we shall do all our work more easily, as we 

see in all the pictures that he has painted of St. 

Anthony. And by the latter he says that his 

paintings are works of thought and reflection, and 

they must be looked at in contemplative spirit. 

The owl is a nocturnal bird, sacred to Minerva and 

wisdom, the symbol of Athens, where philosophy 

flourished, which grows in the stillness and 

8 2 silence of night, using more oil than wine. 
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The image of St. Anthony offers two enticing parallels 

with Goya. St. Anthony contends with his visions alone in 

the desert. Goya, by his deafness, was isolated from the 

world, like the saint, yet remained subject to its vice and 

corruption. Only through the creation and existence of the 

Caprichos does the artist permit us to share his moral out¬ 

rage against a world of sin. Just as St. Anthony with his 

faith is able to defeat the monsters, so Goya, with the 

tools of his art, is able to exorcise the vices from his 

mind in an attempt to rid them from society. 

OTHER THEMES 

This thesis does not exhaust the number of Northern 

motifs utilized by Goya. Witchcraft, for example, is a 

theme that was popular in the North, and although it could 

be categorized as fantasy for us today, it was once linked 

to a known body of lore akin to much religious lore. Witch¬ 

craft was a fashionable topic in cultured circles of Goya's 

day and there were many available images on the theme that 

8 3 could have influenced the Caprichos. For example, the 

paintings of witchcraft that he made for the Duchess- 

Countess of Osuna were based on themes from contemporary 

plays. In the Caprichos, Goya employs attributes that have 

been part of witch lore throughout the ages. Many of these 

witch themes were drawn from a manuscript of humorous foot¬ 

notes added to the record of an auto de fe celebration held 
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in Logrofio in 1610, written by Goya's friend Leandro 

Fernandez de Moratin and circulated in sympathetic literary 

circles.®^ 

Capricho 44, the first etching on the witchcraft theme 

to occur in the series, which can be associated only inci¬ 

dentally with the subject due to the ordering of the prints, 

8 5 
is really the Three Fates (Fig. 154). In Goya's prepara¬ 

tory drawing for this plate, the major vertical axis is 

established by a broom, in much the same way as the distaff 

is disposed in the Three Fates by Hans Balding Grien 

(Figs. 155-156). Baldung's Fates also represent the Three 

Ages of Man, but it may also be more than coincidence that 

babies appear in Goya's version. 

Further evidence of Goya's knowledge of Northern proto¬ 

types is found in his drawing, Flight of Witches, dating 

from this same period (Fig. 157). Witches flying through 

the air on the back of great he-goats are found in Baldung's 

chiaroscuro woodcut, Preparation for the Witches' Sabbath, 

and Dürer's Witch Riding Backwards on a Goat 

(Figs. 158-159). In addition, although none appear in the 

royal inventories, Teniers painted witches' sabbaths and 

similar themes which Goya may have seen, such as the work 

illustrated in Fig. 160 showing a young witch straddling a 

broom next to a ram and about to fly up the chimney. 

As was noted in the tapestry cartoons, not all the 

Caprichos reflect a Northern influence in themes, moral 

content or style. No. 6, Nobody knows anybody. (Fig. 124), 
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falls notably within the stylistic influence of Tiepolo and 

his Scherzi. The richness of Northern themes has also left 

other subjects unexplored that appear in the Caprichos and 

related drawings (the flea hunt, the syringe, anti¬ 

clericalism) , and many of the subjects treated herein will 

87 surface again in works after 1800. 

Notes 

^ The four seasons is the only true series within the 

tapestry cartoons painted for the dining room of El Pardo in 

1786-87. Perhaps alluding to the Netherlandish origin of so 

many of the cartoon designs, Goya includes a child "dressed 

in the Dutch fashion" (bestido â la olandesa) in his cartoon 

The Children with the Wagon (Los niflos del carreton. Gassier 

& Wilson cat. no. 129). See Diplomatario, Doc. 24, p. 218. 

2 Diplomatar 10, Doc. 130, p. 282. 
3 

Diplomatario, Doc. LXXIV, p. 458. 
4 

See Edith Helman, "Goya y el teatro," Trasmundo de 

Goya, 2nd. ed. (1962; rpt. Madrid: Alianza, 1983) 

pp. 190-199. 

^ The problems of the print editions and their length 

of time on the market are not germane to this thesis. See 

Lopez-Rey, pp. 181-184, and Enrique Lafuente Ferrari, 

"Miscelânea," pp. 107-111. 
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The provenances of the commentaries are outlined in 

Helman, p. 54. For a discussion on the authorship of the 

manuscripts, see Sayre, pp. 56-58. 

7 

8 

Helman, p. 56. 

Lôpez-Rey, pp. 78-79. 

See José Gonzalez Alarcon, O.S.A., "La colecciôn de 

grabados de la biblioteca de El Escorial," El Escorial 1563- 

1963, II (Madrid: Patrimonio Nacional, 1963), p. 615. 

^ "Los libros de estampas, como recogidas en 

tiempo de la fundacion, contienen, y estân 

repetidas en ellos las antigüedades de Roma, y 

otras partes ... se ven en los de estampas otras 

muchas, que no es asunto de cansar â V. en 

referirselas, concluyendo que en ellos hay 

grabadas obras de Rafael, Miguel Angel, Ticiano, 

Durero, y demas artifices famosos de aquella edad" 

(Ponz, II, p. 211). 

11 Inventory nos. 13654, 13684, 13697, and 13742. The 

inventory, transcribed by Sanchez Canton, is found in the 

Library, Museo del Prado, Madrid. 

12 The Ayala and Biblioteca Nacional commentaries say 

that charlatans and tooth-extractors pretend to be counts or 

marquis in order to better sell their drugs; this explains 

the doctor's fancy dress. 

13 Supra, p. 54, n. 34. Goya's Capricho 40, Of what 

ailment will he die? (De que mal morira?) repeats the theme 
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of ignorance in medicine, with the doctor represented as a 

donkey (Fig. 57). 

14 H.W. Janson, Apes and Ape Lore in the Middle Ages 

and the Renaissance (Londons The Warburg Institute, 1952), 

308. 

15 

16 

17 

18 

19 

Janson, pp. 309-310. 

Janson, p. 310. 

Janson, p. 313. 

Janson, note 87, p. 325. 

Georges Wildenstein, Chardin (Greenwich, Conn.: 

New York Graphic Society, 1969), p. 240. This is the 

revised and enlarged edition of the 1933 catalogue consulted 

by Janson. 

20 "El famoso Singe Peintre de Chardin fue reproducido 

numerosas veces y a este mismo pintor se atribuia un cuadro 

titulado Portrait d'âne par un singe, que Goya podia haber 

visto reproducido" (Helman, p. 69). 

21 

22 

23 

Diaz Padrôn, I, nos. 1805-1806, pp. 401-402. 

Haskell, "Art Patronage," p. 15. 

See Diaz Padrôn, I, Nos. 1805-1810, pp. 401-403, 

and Julian Zarco Cuevas, Cuadros reunidos por Carlos IV, 

siendo Principe, en su Casa de Campo de El Escorial (El 

Escorial: Imprenta del Monasterio, 1934). 

2 4 Catalogue raisonné des estampes de Bruegel 

l'ancien, trans. Louis Lebeer (Brussels: Bibliothèque 

Royale Albert 1er, 1969). p. 62. 
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The popularity of the subject, especially in 

Germany in the late fifteenth and sixteenth centuries, is 

described by Alison G. Stewart in Unequal Lovers A Study of 

Unequal Couples in Northern Art (New York: Abaris Books, 

1977) pp. 115-117. 

26 Unless otherwise noted the translations of the 

titles and inscriptions of the Caprichos, the Madrid album 

and the preparatory drawings are all from Gassier, Drawings 

The Complete Albums and Gassier, The Drawings of Goya The 

Sketches, Studies and Individual Drawings (New York: Harper 

& Row, 1975). 

Gassier & Wilson cat. no. 359. 

El Contrato Matrimonial, Diaz Padrôn, I, No. 1471, 

p. 85, 

No. 

29 

30 

31 

Gassier & Wilson cat. nos. 413 and 415. 

Gassier, The Sketches, p. 88. 

See Diego Angulo IRiguez, "Murillo y Goya," Goya, 

148-150 (1979), p. 212. 

32 

33 

34 

35 

36 

37 

Gassier & Wilson cat. no. 378. 

Lopez-Rey, p. 36. 

See Helman, p. 216. 

See Helman, p. 216. 

Gassier & Wilson cat. no. 514. 

See Diaz Padrôn, I, Nos. 1820 and 1821, pp. 410- 

411. 

38 Tomlinson, p. 27 
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39 See Stewart, p. 113. Capricho 35, She fleeces him. 

(Le descafiona.), refers to Samson and Delilah (Fig. 92). In 

this print, the young man, wrapped in the maja's petticoat, 

is shaved under the sultry eyes of the courtesan. The 

commentaries imply that she will "fleece" him for his last 

penny (Helman, p. 220). 

40 At the time of the preparation of the Capr ichos, 

two themes that later form important motifs in the Black 

Paintings appear; Saturn Devouring his Children and Judith 

and Holophernes. This latter subject is a standard one in 

which the young heroine is juxtaposed with the old maid 

attendant. The drawing (Gassier & Wilson cat. no. 636) 

actually only refers to Judith, as the pile of heads lends a 

symbolic intention that goes beyond the biblical account. 

41 They are identified as monks in the Ayala and 

Biblioteca Nacional commentaries (Helman, p. 217). 

42 Painting No. 1393, Archives, Museo del Prado, 

Madrid. 

^ Helman, p. 225. 

44 Prudentius' Psychomachia describes the battle 

between the Vices and the Virtues, from which much of the 

iconography evolves. See Adolf Katzenellenbogen, Allegories 

of the Virtues and Vices in Mediaeval Art (1939j rpt. New 

York; W. W. Norton & Co., Inc., 1964). The drawings 

correspond to Gassier & Wilson cat. nos. 433 and 434 
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For Bosch's fortuna critica see Isidro Bango 

Torviso and Fernando Marias, Bosch Realidad, simbolo y 

fantasia (Vitoria: Silex, 1982), pp. 13-70. 

46 
Fray Joseph de Sigiiença, Tercera parte de la 

historia de la Orden de San Geronimo (Madrid: 1605), trans. 

Charles De Tolnay, in Hieronymus Bosch (New York: Reynal 

and Co. in association with William Morrow and Co., Inc., 

1966) , p. 401. I have retained the modern spelling of 

Sigüenza. 

47 Ponz, II, pp. 230-232. 

48 Quoted in De Tolnay, p. 402. 

49 Quoted in De Tolnay, p. 404 

50 Gassier suggests that the "proud man" is Napoleon 

(Gassier , The Complete Albums, p . 133) . 

51 Goya's etched line, in a concentric, circular 

pattern, recalls the virtuoso engraving of the seventeenth 

century, a clear example of which is that of Claude Mellan. 

Mellan's tour de force, La Sainte Face, depicts the veil of 

St. Veronica in a spiralling unbroken line. His portraits 

are often executed in variations of this technique. ^Carl 

Zigrosser, Prints and Their Creators A World History, 2nd 

rev. ed. (New York: Crown Publishers, Inc., 1974), 

Fig. 265J. 

52 In the Madrid album (Gassier & Wilson cat. 

no. 396) , a drawing depicts a nude woman holding a mirror 

(Fig. 117). 
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55 

56 

57 

58 

53 Petimetre or petimetra were terms used to describe 

those that adopted French fashions and customs. It is a 

vulgarization of petit maître. 

54 Gassier & Wilson cat. no. 505. 

Gassier & Wilson cat. no. 402. 

Helman, p. 218. 

Helman, p. 229. 

Goya's ravished women often embrace their captors 

in a way that cruelly heightens the quality of sexual 

fantasy implied by the scene. The Prado and Ayala com¬ 

mentaries hint that "she asked for it" (Helman, p. 215). 

59 "Tal prisa tienen de engullir que se las tragan 

hirviendo. Hasta en el uso de los placeres son necesarias 

la templanza y la moderaciôn" (Helman, p. 216). The Madrid 

album includes a drawing of women drinking wine (Fig. 128) 

with the caption "They are getting drunk" (Se emborrachan). 

^ This title can also be translated as Nobody knows 

themselves. 

61 
Helman, p. 214: 

(Prado): El mundo es una mascara, el rostro, el 

traje y la voz todo es fingido; todos quieren 

aparentar lo que no son, todos se engafian y nadie 

se conoce. 

(Ayala): El mundo es una mascara; el rostro, el 

traje y la voz todo es fingido. Un General afemi- 

nado obsequia â madama delante de otros cornudos. 
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(Bib. Nac.): Un General afeminado 6 disfrazado de 

Muger en una fiesta, se lo esta pidiendo â una 

buena moza; el se déjà conocer por los bordados de 

la manga; los maridos estân detras, y en vez de 

sombreros, se figuran con tremendos cuernos como 

un unicornio. Al que se tapa bien, le sale 

derecho; al que no, torcido. 

6 2 See Ponz, VI, "Carta de D. Antonio Rafael Mengs, 

Primer Pintor De Câmara de S.M. al autor de esta obra," 

pp. 180-181. 

63 See "The Five Senses," Jusepe de Ribera lo Spaq- 

noletto 1591-1652, exhibition catalogue, ed. Craig Felton 

and William B. Jordan, Kimbell Art Museum, Fort Worth, 1982, 

pp. 92-95, cat. nos. 1-3, pp. 96-101. 

64 Diaz Padrôn, I, nos. 1394-1398, pp. 40-46, and 

1403-1404, pp. 61-64. 

65 

66 

67 

68 

69 

70 

Madrid. 

Helman, pp. 214-215. 

Gassier & Wilson cat. no. 638. 

Helman, p. 217. 

Helman, p. 218-219. 

De Tolnay, pp. 402-403. 

Painting No. 3085, Archives, Museo del Prado, 

The panels (Figs. 152-153) are probably side wings 

of a triptych. 

71 Diaz Padrôn, I, Nos. 1820-1822, pp. 410-412. 

Nos. 1821 and 1822 were in the Palacio Nuevo in 1794 
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72 "Bueno era tu quartito con el chocolate arros- 

conado, pero sin libertad y no libre de barios 

ynsectos con ynstrumentos mortificadores de 

garfios y nabajas, que una bez al descuido y otra 

al cuidado lo lebanatban a uno la carne y el pelo 

en alto, y no solamente arafian y pelean, sino que 

muerden y escupen, pican y atrabiesan; de estos se 

alimentan otros mas gordos, que son peores, que 

para estos no se ha descubierto otro preserbatibo 

que la tierra, no porque perdonan a los rauertos. 

Y ni enterrados pueden ser inofensivos porque sus 

crueldades alcanzan hasta los cadâveres vecinos; 

no hay sino saberse poner a distancia a donde no 

alcanzan sus crueldades" (Diplomatarioy Doc. 91, 

p. 261). 

73 Gassier & Wilson cat. no. 538. 

74 See George Levitine, "Some Emblematic Sources of 

Goya," Journal of the Warburg and Courtauld Institutes, XXII 

(1959), pp. 120. 

75 
The self-portraits are noted by Edith Helman in 

"Caprichos and Monstruos of Cadalso and Goya," Hispanic 

Review, XXVI (1958), p. 213. 

76 

77 

78 

Levitine, Some Emblematic Sources, p. 120. 

Gassier & Wilson cat. no. 537. 

Trans, by Gassier, The Sketches, p. 76. 
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79 

80 

Levitine, Some Emblematic Sources, p. 121. 

See George Levitine, "Literary Sources of Goya's 

Capricho 43/ The Art Bulletin, XXXVII (1955), p. 57. 

81 The bat has been associated traditionally with 

different vices and darker states of the mind, i.e. envy, 

lust, avarice, gluttony, melancholy, ignorance, 

night "Bats", Index Iconologus (Stanford, North Carolina: 

Microfilming Corp. of America, 1980) . 

82 

83 

84 

De Tolnay, p. 404. 

See Gassier & Wilson, p. 124. 

See Leandro Fernandez de Moratln, "Auto de fe cele- 

brado en la ciudad de Logrofio, en los dias 6 y 7 de 

noviembre de 1610," Obras (Madrid: BAE, 1918), pp. 617-631. 

85 

86 

87 

Lopez-Rey, p. 138. 

Gassier & Wilson cat. no. 641. 

See Gassier, The Complete Albums, pp. 188 (the flea 

hunt), p. 302 (vomiting drunk), p. 338 (tavern scene), 

p. 354 (vanity), p. 442 (gluttony) and p. 556 (avarice). 
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CHAPTER IV 

MENGS, GOYA AND CAPRICHO 43 

In order to extrapolate Goya's attitude to Northern art 

from his own writings, it is necessary to examine the 

artistic climate in which he worked. When Mengs came to 

Madrid in 1761, he brought with him the new esthetic ideas 

that were spreading in Europe as Neo-Classicism gained 

force. He had visited the excavations at Herculaneum and 

Pompeii, and his repetitious didacticism was combined with 

the authority of having been invited to Madrid by the King 

of Spain. His relations with the Real Academia de Bellas 

Artes de San Fernando, who conferred on him the title of 

Honorary Director, were far from cordial, but his advice was 

paramount in the reorganization of the courses given by that 

institution in order to best prepare its students for their 

Roman experience.^" These included the study of the live 

model, perspective, anatomy, color, and the copying of 

plaster casts and prints. At the end of his second sojourn 

in Madrid (1774-1776), Mengs' relations with the Academia 

were totally severed, due to the lack of deference he felt 

was owed to him. Still, he donated his collection of 

plaster casts "for the purpose of serving the youth dedi- 

. 2 cated to the Arts of Drawing as well as the Professors." 

By 1776 Goya was recommended by Mengs for an appoint¬ 

ment in the king's service. If not directly, at least 
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through Bayeu, he would have received the indoctrination 

necessary for one of Mengs' circle. And it is evident that 

Mengs had his own clique in opposition to the other 

professors not hired by the Palace. In December of 1768 

Mengs' final rupture with the royal school occurred as a 

result of the nominations for the post of Director General 

of the Academia. None of the royal painters in his circle, 

i.e., Bayeu, Maella, Calleja or Gonzalez Velazquez, were 

proposed as candidates. Incensed, Mengs wrote a libellous 

letter of protest which led to his final resignation from 

that institution. 

Mengs' opinions on art were published in Spanish in 

1780 by Joseph Nicolas de Azara, his close friend and the 

Spanish ambassador to Rome. Antonio Ponz's Viage de Espafta 

also includes a letter from Mengs in which he theorizes on 

art and illustrates his views with selections from the royal 

collections. Ceân Bermudez considered him "the contem- 
4 

porary painter of greatest merit and reputation in Europe." 

Mengs' writings, compiled with commentary by Azara, 

formed a perfect textbook for the aspiring artist. Mengs 

painstakingly describes his theory of ideal beauty, analyz¬ 

ing at length the work of Correggio, Titian and Raphael, who 

exemplified the highest qualities in art. He also sum¬ 

marized the history of art, and presented the Greeks as the 

paramount artists, and after whom all art could be graded 

according to its approximation to the standards extracted 

from antiquity. 
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Since Mengs held that ideal beauty was strictly a 

mental concept and could not be found in nature, those 

artists who simply copied what they saw were falling short 

of their true responsibility: to reveal the beauty that 

exists in the mind. Azara best puts it when he interprets 

Mengs: 

The purity of Art consists, then, as Mengs says, 

in knowing how to choose well, imitating the 

beautiful and the necessary and discarding the 

trifles and the superfluous. Guercino, 

Caravaggio, Velazquez and many other Painters, 

servum pecus, imitated objects giving them such 

emphasis and relief, that they look real; but they 

lacked the Art of selection, and therefore Beauty 

should not be sought in their works; and Grace 

much less, which is the same Beauty yet much more 

delicate and pleasant. Their works make a strong 

impression on the senses, and none on the soul. 
5 

They leave it in the state in which they find it. 

In reference to Flemish painters (although Flemish and Dutch 

are interchangeable for Mengs and Azara), Azara writes: 

Almost all the paintings of the Flemish school are 

perfect imitations of natural things; and nobody 

with good judgement will find true Beauty in them. 
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They are certainly beautiful imitations for those 

that stop at the material quality of things and 

go no further.** 

Mengs, who calls the Dutch painters "gross imitators of 

Nature," considered the human figure as the maximum 

expression of beauty and its idealized depiction as the 
7 

highest order of art. Although he was from Bohemia, Mengs 

also believed that no one born outside of Italy could 

achieve the quality of an artist raised surrounded by the 

remnants of antiquity. Although his praise singles out 

Durer among the Northern artists of the sixteenth century, 

his reserve is apparent: 

There were many that wanted to imitate Durer, who, 

if he had been born in Italy, would have reached a 

greater perfection;but neither he nor his 

imitators could extract themselves from barbarism, 

not seeing other forms than those of the figures 

of their country, nor other clothing than the 
O 

extavagant ones of their time. 

With this in mind, we can interpret his dim view of Flemish 

painting : 

Among the Flemings, as I have said, there were 

some who saw Italy, and these became average 
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Painters; but the majority, carried away by the 

useful rather than by the glorious, applied them¬ 

selves to small pictures, to landscapes, flowers, 
g 

animals and similar things. 

Goya, who belonged to a younger generation, was at the 

margin of Mengs' circle and yet moved into the ranks of the 

Academia. So did Bayeu and Maella, who held directorships 

before Goya and perpetuated the Neo-Classical ideas of 

Mengs. In light of this, it is easy to understand that Goya 

would not be eager to make known his predilection for 

Northern models, and that he actually may have liked the 

Teniers cartoons far better than the plaster casts Mengs 

would have wanted him to copy in the Academia de Bellas 

Artes. 

Goya did not repudiate Mengs and his theories of ideal 

beauty until 1792. Mengs had been dead for thirteen years 

and the king who had invited him to Spain was also deceased. 

Goya was no longer a cartoon painter, but rather the Deputy 

Director of the Academia. He was asked to submit a report 

on the study of art and his reply leaves no doubt of his 

rejection of Mengs. It is, in a sense, a reply to a letter 

in Azara's book in which Mengs discourses on the establish¬ 

ment of an academy of fine arts in Spain. Goya, in the 

preparation of his text, would have consulted the opinions 

of Mengs on the same subject, where he would have read; 
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The Fine Arts, as Liberal Arts, have their estab¬ 

lished rules, based on reason and experience, 

through which their end is achieved, that is the 

perfect imitation of Nature; from which it can be 

the cultivation of these Arts cannot be reduced to 

execution, but must be mainly occupied with theory 

and the speculation of rules: because although the 

Arts end in manual operations, if these are not 

directed by good theory, they are degraded from 

the title of liberal Arts, and will be 

mechanical.^ 

Goya's report plainly rejects Mengs: 

I shall give proof to demonstrate with facts that 

there are no rules in Painting and that the 

tyranny that obliges everyone, as if they were 

slaves, to study in the same way or to follow the 

same method is a great impediment to the other, 

since it makes known what God has created. Even 

those who have gone furthest in the matter can 

give few rules about the deep play of understand¬ 

ing that is needed, or how it came about that they 

were sometimes more successful in a work executed 

with less care than in one on which they had spent 

most time. What a profound and impenetrable 

inferred that a body [of destined to 
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mystery is locked up in the imitation of divine 

nature, without which there is nothing good, not 

only in Painting (which has no other function than 

the exact imitation [of nature]) but also in the 

other sciences! ... It is impossible for me to 

express the pain it gives me to see the flow of 

the dissolute or eloquent pen which so attracts 

the non-professor and is so feeble as not 

thoroughly to know the subject that it treats. 

What scandal it is to hear nature despised in 

favour of Greek statues by those who know neither 

one nor the other and are not concious of how the 

smallest part of nature overwhelms and amazes 

those who know most ... Will not anyone who 

attempts to set aside and improve Nature, rather 

than seek what is best in her, fall into a repre¬ 

hensible and monotonous manner of painting like 

plaster casts, which is what happened to all who 

have concientiously followed this course [i.e. of 

not observing nature].^ 

In taking the side of nature, Goya vindicates the 

painting of Velazquez, Rembrandt, Gerard Dou and David 

Teniers. All of these artists were discussed by Mengs, under 

the heading "Estilo natural ô de la naturaleza," in his 

12 
letter in Ponz's Viage. Goya's own art, which is 
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antithetical to ideal beauty and classicism, is logically 

allied to the naturalism of many Northern painters. 

Goya's portrayal of the artist modeled on St. Anthony 

in Capricho 43 has its parallel in his artistic life. In an 

atmosphere dominated by Neo-Classical theories which he felt 

only served to create travesties in art, Goya was a solitary 

figure. He was clearly fascinated by the naturalism of 

Northern art and the morality of the monsters of Bosch, 

Brueghel and Teniers. In order to create his Caprichos, 

Goya's rejection of rules would find a stinging admonition 

in the very same letter that Goya rejected in his report to 

the Academia, in which Mengs wrote: 

There are those who err in believing that practice 

alone is worth more than all the rules, and that 

without the latter there have been great Artists. 

Something good can be made only by chance without 

reason and without rules; it not being possible to 

reach a determined end without a sure guide to 

lead us there. Painting and Sculpture are Arts 

just like Poetry; and as in the latter, 

sensitivity, imagination and ingenuity without Art 

and wisdom cannot produce more than dreams and 

13 monstrosities. 
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Perhaps Goya meant to illustrate this dictum in 

Capricho 43 with the artist as the source of sensitivity, 

imagination and ingenuity, the owl and Minerva as art and 

wisdom, and the bats as dreams and monstrosities. The Prado 

commentary most closely approaches this: "Fantasy abandoned 

by reason, begets impossible monsters. United with reason, 

she is the mother of all arts, and the source of their 

, „ 14 
wonders." 

The personal meaning of this print, whose caption 

represents an oft-repeated truth in the eighteenth century, 

is kept private by Goya, as we have seen him do before.^ On 

the surface, Goya is supporting the rules of the Academia, 

to which, with this etching, he offers some sort of justifi¬ 

cation or apology for his more daring plates. To Goya 

himself, Mengs' postulate does not hold up, because his 

Capr ichos are full of the reason of their moral 

intention — "the censure of human errors and vices." In 

this aspect, Goya again lines up with the moral painting of 

Bosch and his followers, while remaining very much a man of 

his time. Through the Caprichos, he reveals a message as 

clear as the exemplum virtutes of any of his Neo-Classical 

16 
contemporaries in Spain or abroad. Publicly Goya may be 

demonstrating that the absence of reason produces the vices 

of society, but to the artist the absence of reason (or 

rules) produces the monsters that are the unfolding of his 

art. 
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Notes 

See Mercedes Agueda Villar, "Mengs y la Academia de 

S. Fernando," II Simposio sobre el Padre Feijoo y su siglo 

Ponencias y comunicaciones (Oviedo: 1983), pp. 445-476. 

2 
Villar, Doc. 22, p. 475: "a fin de que sirva a la 

juventud aplicada a las Artes del Dibujo como a los mismos 

Profesores." 

3 , Joseph Nicolas de Azara, Obras de D. Antonio Rafael 

Mengs, Primer Pintor de Camara del Rey (Madrid: lmp. Real de 

la Gazeta, 1780). 

4 "el pintor moderno de mas mérito y reputacion de la 

Europa" (Ceân Bermudez, "MENGS (D. Antonio Rafael)," 

p. 126). 
5 

"Toda la fxnura del Arte consiste, pues, como 

dice Mengs, en saber escoger bien, imitando lo 

bello y lo necesario y descartando las menudencias 

y lo superfluo. Guercino, Caravagio, Velazquez y 

otros infinitos Pintores, servum pecus, imitaban 

sus objetos dandoles tal fuerza y relieve, que 

parecen verdaderos; pero les faltaba el Arte de 

escoger; y asi no hay que buscar la Belleza en sus 

obras; y mucho menos Gracia, que es la misma 

Belleza mas delicada y mas amable. Sus obras 

hacen una fuerte impresion en los sentidos, y 

ninguna en el aima. La dejan en el estado en que 

la encuentran" (Azara, pp. 71-72). 



Ill 

® "Quasi todos los quadros de la escuela Flamenca 

son perfectas imitaciones de cosas naturales; y 

nadie que tenga buen criterio hallarâ en ellos 

verdadera Belleza. Son ciertamente bellas 

imitaciones para los que se detienen en lo 

material de las cosas * y no pasan mas alla" 

(Azara, p. 69.) 
7 

"groseros imitadores de la Naturaleza" (Azara, 

p. 90). 
Q 

"Muchos fueron los que quisieron imitar â 

Durero, el quai si hubiera nacido en Italia, 

habria llegado a mayor perfeccion; pero ni él, ni 

sus imitadores podian salir del barbarismo, no 

viendo otras formas que las de las figuras de su 

pais, ni otros ropages que los extravagantes de su 

tiempo" (Azara, p. 263). 
g 

"De los Flamencos, como he dicho, hubo algunos 

que vieron la Italia, y éstos se hicieron medianos 

Pintores; pero la mayor parte, llevados del util 

mas que de la gloria, se aplicaron â quadros 

pequeftos, â parses, flores, animales y cosas 

semejantes" (Azara, p. 266). 

^ "Las Bellas Artes, como Artes Liberales, 

tienen sus réglas fixas, fundadas en razôn y 

experiencia, mediante las quales llegan â 

conseguir su fin, que es la perfecta imitaciôn de 

la Naturaleza; de que se infiere que un cuerpo 
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destinado al cultivo de estas Artes no se ha de 

reducir â la execucion, sinô que principalmente 

debe ocuparse en la teôrica y especulacion de las 

réglas: pues aunque las Artes acaban en la 

operacion de la mano, si esta no se dirige por una 

buena teôrica quedaran degradadas del titulo dé 

Artes liberales, y serân mecânicas" (Azara, 

p. 393). 

11 Enriqueta Harris, Goya (London and New York: F.A. 

Praeger, 1969), Appendix II, pp. 28-29. 

12 Ponz, II, p. 181. 

13 "Algunos estân en el error de que la sola 

prâctica vale mas que todas las réglas, y que sin 

ellas ha habido grandes Artifices. Esto es 

falsisimo como podria demostrarlo si hubiese 

necesidad de ello. Sin razôn y sin réglas sera 

casualidad hacer algo bueno; no siendo posible 

llegar â un fin determinado sin guia segura que 

nos conduzca â él. La Pintura y la Escultura son 

Artes igualmente con la Poesia; y como en esta la 

sensibilidad, la imaginacion y el ingenio sin Arte 

y sabiduria no pueden producir mas que suefios y 

monstruosidades...." (Azara, p. 394). 

^ "La fantasia abandonada de la razôn produce 

monstruos imposibles: unida con ella es la madré de las 

artes y el origen de las maravillas” (Helman, p. 221). 

15 Supra, n. 20 and n. 26 
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See Robert Rosenblum, "The Exemplum Virtutis," 

Transformations in Late Eighteenth Century Art (Princeton, 

N.J.ï Princeton University Press, 1967), pp. 50-106. 
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Fig. 3. Corrado Giaquinto, 
Purification in the Temple, 1764-65, 
oil on canvas, 
Cambridge, Mass., The Fogg Art Museum, 
Harvard University. 
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Fig. 4. José del Castillo, 
Still Life with Birds and a Rifle, 1773, 
wool tapestry, 
Fabrica de Tapices, Madrid. 

Fig. 5. Dogs on a Leash, 1775, 
oil on canvas, 
Madrid, Museo del Prado. 



126 

F
i
g
.
 
6.
 

J
a
n
 
V
a
n
 
D
e
n
 
H
e
c
k
e
 

T
h
e
 
K
e
n
n
e
l
, 

1
6
5
6
,
 

e
t
c
h
i
n
g
. 



127 

F
i
g
.
 

7.
 

P
a
u
l
u
s
 
V
a
n
 
H
i
l
l
e
g
a
e
r
t
,
 

T
w
o
 
D
o
g
s
 
L
e
a
s
h
e
d
 
T
o
g
e
t
h
e
r
 

f
i
r
s
t
 
h
a
l
f
 
1
7
t
h
 
c
e
n
t
u
r
y
,
 

e
t
c
h
i
n
g
. 



128 

F
i
g
.
 
8.
 

J
a
n
 
F
y
t
,
 

D
o
g
 
a
t
 
P
l
a
y
, 

m
i
d
-
1
7
t
h
 
c
e
n
t
u
r
y
 

e
t
c
h
i
n
g
. 



Fig. 9. The Picnicf 1776, 
oil on canvas, 
Madrid, Museo del Prado. 

Fig. 10. José del Castillo, 
An Orange Vendor and Two Majos, 1779, 
oil on canvas, 
Madrid, Museo del Prado. 



Fig. 11. Guillermo Anglois, 
Country Dance, before 1779, 
wool tapestry, 
Santiago, Cathedral. 

Fig. 12. David Teniers, 
Country Dance, 
oil on copper, 
Madrid, Museo del Prado. 
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Fig. 13. Daniel Hopfer, 
Soldier Embracing his Lover, 16th century, 
etching. 
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Fig. 14. The Brawl at the Venta Nueva, 1777, 
oil on canvas, 
Madrid, Museo del Prado. 

Fig. 15. Andrés de la Calleja, 
Two Knaves Fighting Over a Card Game, 
wool tapestry, 
Santiago, Cathedral. 
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Fig. 19. Adriaen Van Ostade, 
Knife Fight, 17th century, 
etching. 

Fig. 20. Jan Baptiste De Wael, 
Quarrel in a Tevern, 
etching. 
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Fig. 23. Andrés de la Calleja, 
The Archers, 
wool tapestry, 
Madrid, Palacio de la Moncloa. 

Fig. 24. The Paddle-Ball Game (detail) 



139 

D
a
v
i
d
 
T
e
n
i
e
r
s
,
 

B
o
w
l
i
n
g
 
G
a
m
e
, 

o
i
l
 
o
n
 
p
a
n
e
l
,
 

M
a
d
r
i
d
,
 
M
u
s
e
o
 
d
e
l
 
P
r
a
d
o
 



Fig. 26. 

Fig. 27. 
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Fig. 28. Spring, 1786, 
oil on canvas, 
Madrid, Museo del Prado. 
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Fig. 30. Autumn, 1786-87, 
oil on canvas, 
Madrid, Museo del Prado. 
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ig. 31. Winter, 1786-87, 
oil on canvas, 
Madrid, Museo del Prado. 
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Fig. 32. Guillermo Anglois, 
Spring, before 1770, 
wool tapestry, 
Madrid, Museo del Prado. 

Fig. 33. Guillermo Anglois, 
Summer, 1766, 
wool tapestry, 
Madrid, Ministerio de Asuntos Exteriores. 

i 
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Fig. 35. Antonio Gonzalez Velazquez, 
The Grape Harvest, before 1779, 
wool tapestry, 
Madrid, Palacio de la Moncloa. 

Fig. 36. Antonio Gonzalez Velazquez, 
The Pig Slaughter, before 1779, 
wool tapestry, 
Santiago, Cathedral. 
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Fig. 37. Workshop of Pierre Van Den Hecke, 
Winter Scene, c. 1750, 
Paris, Collection Dario Boccara. 
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Fig 38 Miguel Angel Houasse, 
Threshing, 1720*s, 
Segovia, La Granja. 
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Fig. 40. Antonio Gonzalez Velazquez, 
The Wedding, before 1779, 
wool tapestry, 
Madrid, Presidencia del Gobierno. 

Copy by Abraham Teniers (?), 
The Old Man and the Maid, 
oil on copper, 
Madrid, Museo del Prado. 

Fig. 41. 
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Fig. 42. David Teniers, 
The Old Man and the Maid, 
oil on panel, 
Madrid, Museo del Prado. 

Fig. 43. Workshop of David Teniers, 
Old Man and Dishwasher, 
oil on canvas, 
Madrid, Museo del Prado. 
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Fig. 51. Hieronymus Bosch, 
The Cure of Folly, 
oil and tempera on panel, 
Madrid, Museo del Prado. 
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Fig. 53. Cornelis Dusart, 
The Cupping-Glass, 1695, 
etching. 
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Fig. 55. The Charlatan, 1796-97, 
India ink wash, 
New York, Metropolitan Museum of Art. 
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Fig. 56. Capricho 33, To the Count Palatino., 1797-93, 
etching and aquatint. 
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Capricho 40, Of -what ailment will he die?, 
1797-98, 
atching and aquatint. 

Fig 57 
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Fig, 59. Capricho 41, Neither more nor less, 1797-98, 

etching and aquatint. 
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Fig. 61. David Teniers, 
Monkeys in a Tavern, 
oil on copper, 
Madrid, Museo del Prado. 

Fig. 62. David Teniers, 
Monkeys in School, 
oil on copper, 
Madrid, Museo del Prado. 
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Fig. 63. David Teniers, 
Monkeys Smoking and Drinking, 
oil on panel, 
Madrid, Museo del Prado. 

Fig. 64. David Teniers, 
Banquet of Monkeys, 
oil on panel, 
Madrid, Museo del Prado. 
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Fig. 65. Jean-Simeon Chardin, 
Singe Peintre. 
Engraved by Surugue, 1743. 
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Fig. 67 Capricho 14, What a sacrifice!, 1797-98 
etching and aquatint. 
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Fig. 68. Young Woman 3athing at a Fountain, 1796-97, 
India ink wash, 
Madrid, Biblioteca Nacional. 
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Fig. 69. Israhel Van Meckenem, 
The Old Man and The Young Woman, 
engraving. 
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Fig. 70. Hans Sebald Beham, 
Old Man Caressing a Young Woman, 
woodcut. 

Fig. 71. Lucas Van Leyden, 
The Fool and the Woman, 1520, 
etching and engraving. 
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Fig. 72. Albrecht Durer, 
The Ill-Assorted Couple, 1495, 
engraving. 
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Fig. 73. Joos Van Craesbeeck, 
The Marriage Contract, 
oil on panel, 
Madrid, Museo del Prado. 
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Fig. 74. Young Woman with Potbellied Man, .1796-97, 
India ink wash, 
formerly Rome, dementi Collection. 
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Fig. 75. Masks (Cruel ones), 1796-97, 
India ink wash, 
Paris, private collection. 



181 

E
r
h
a
r
d
 
S
c
h
o
e
n
,
 

I
l
l
u
s
t
r
a
t
e
d
 
p
r
o
v
e
r
b
:
 

"W
h
a
t
 
g
o
o
d
 
a
r
e
 
t
h
e
 
g
l
a
s
s
e
s
 

a
n
d
 
t
h
e
 
c
a
n
d
l
e
 
if
 
t
h
e
 
o
w
l
 
w
i
l
l
 
n
o
t
 
s
e
e
?
"
 
1
5
4
0
,
 



182 

Fig. Sacrifice of Interest, 1797-98, 
pen and sepia ink, 
Madrid, Museo del Prado. 

77 
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Fig. 78. Capricho 75, Is there no one to untie us?, 
1797-98, 
etching and aquatint. 



184 

Fig. 79. Bartolomé Esteban Murillo, 
Women at a Window, c. 1660, 
Washington, National Gallery of Art. 
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Fig. 80. Frans Van Mieris, 
A Woman and a Procuress (Bathsheba), 1671, 
oil on panel, 
Dresden, Gemaldegalerie. 
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Fig. 81. Gabriel Metsu, Young Lady at her Toilet, 
mid-17th century, 
oil on panel, 
Los Angeles, Norton Simon Foundation. 
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Fig. 82. Hendrick Pot, 
Vanitas, 
oil on panel, 
Haarlem, Frans Halsmuseum. 
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Fig. 83. Willem Buytwech, 
Bathsheba, c. 1615-16, 
etching. 
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Fig. 84. Maja and Celestina Waiting Under an Arch, 1796-97, 
India ink wash, 
Hamburg, Kunsthalle. 
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Ory//A/ 

Fig. 85. Capricho 15, Fine advice, 1797-98, 
etching and aquatint. 
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Fig. 86. Capricho 17, It is well pulled up., 1797-98, 
etching and aquatint. 

17. 
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Fig. 87. Capricho 31, She prays for her, 1797-98, 
etching and aquatint. 
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Fig. 88. Jan Steen, 
The Morning Toilet, 1663, 
oil on panel, 
London, Royal Collection. 
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Fig. 90. David Teniers, 
The Temptation of St. Anthony, 
oil on canvas, 
Madrid, Museo del Prado. 
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3S 

Fig. 92. Capricho 35, She fleeces him, 1797-98, 
etching and aquatint. 
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Fig. 93. Master of the Dutuit Mount of Olives, 
Wife Beating Her Husband With a Distaff, 15th century, 
engraving. 

Israhel Van Meckenem, 
ihe Hen—Pecked Husband, 15th century, 
engraving. 

Fig. 94. 
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Fig. 98. Daniel Hopfer, 
Three Old Women Beating a Devil, 16th century, 
intaglio print. 
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Ct/f/rr/b 

Fig. 99. Capricho 19, All will fall., 1797-98, 
etching and aquatint. 
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100. Capricho 20, There they go plucked., 1797-98, 
etching and aquatint. 
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Fig. 101. Capricho 73, It's better to be idle., 1797-98, 
etching and aquatint. 
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Fig. 102. Erhard Schoen, 
Playing cards, early 16th century, 
woodcut. 



206 

5" 

EGIDIV^ HLRBSTMON. 

SIMON WEINMON. 
I o 

Fig. 103. Hans Sebald Beham, 
"The Twelve Months" from 
The Country Wedding, 1546, 
engraving. 



Fig. 104. Hans Holbein, 
from the Dance of Death, 
copy by Hollar, 1816. 

S\e i* le fola Mo-us- lepxralnijw# , 

Fig. 105. Pieter Brueghel the Elder, 
The Triumph of Death, 
oil on panel, 
Madrid, Museo del Prado. 
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Fig. 106. Hieronymus Bosch, 
The Hay Wagon (central panel), 
oil and tempera on panel, 
Madrid, Museo del Prado. 
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Fig. 107. Hieronymus Bosch, 
The Hay Wagon (detail; central panel). 
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Fig. 108. Capricho 59, And still they don't go!, 1797-98, 
etching and aquatint. 
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Fig. 110. Humility versus pride, 1796-97, 
India ink wash, 
New York, Metropolitan Museum of Art. 
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Fig. 111. Generosity versus Avarice (verso, Fig. 110), 
1796-97, 
India ink wash, 
New York, Metropolitan Museum of Art. 
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Fig. 112. Hieronymus Bosch, 
Tabletop of the Seven Deadly Sins and the Four 
Last Things, 
Madrid, Museo del Prado. 
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Fig. 113. Hieronymus Bosch, 
The Garden of Delights (central panel) 
oil and tempera on panel, 
Madrid, Museo del Prado. 

/ 



216 

Fig. 114. Hieronymus Bosch, 
The Garden of Delights (lateral panels), 
oil and tempera on panel, 
Madrid, Museo del Prado. 
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?ig. 115. Capricho 30, Why hide them?, 1797-98, 
etching and aquatint. 
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Fig. 116. Capricho 55, Till Death., 1797-98, 
etching and aquatint. 
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Fig. 117. Naked Woman Holding a Mirror, 1796-97, 
India ink wash, 
Madrid, Biblioteca Nacional. 
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Ch//tn. ?/?/&/ /v/idfofo.* 

Fig. 118. Capricho 27 
etching and 

Which is the more overcome?, 
aquatint. 

1797-98, 
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Fig. 119. Young Man Beating a Girl, 1796-97, 
India ink wash, 
Zurich, Anton Schraft. 
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Fig. 120. Hans Sebald Beham, 
Marital Quarrel, c. 1535, 
woodcut. 
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Fig. 121. Capricho 25, But He Broke the Pitcher., 1797-98, 
etching and aquatint. 
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Fig 122. Capricho 80, The time has come., 
etching and aquatint. 

1797-98, 
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Fig. 123. Hieronymus Bosch, 
Sloth (detail, Fig. 112)- 
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Fig. 124. Capricho 8, They Carried her Off!, 1797-98, 
etching and aquatint. 
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Fig. 125. Heinrich Aldegrever, 
The Abduction, 1530, 
engraving. 
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Fig. 126. Capricho 13, They are heating up., 
etching and aquatint. 

1797-98, 
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Fig. 127. Capricho 79, No one has seen us., 1797-98, 
etching and aquatint. 
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. They are getting drunk, 1796-97, 
India ink wash, 
New York, Metropolitan Museum of Art. 

Fig. 128 
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Fig. 129. Capricho 5, 
etching and 

Nobody knows anybody.. 
aquatint. 

1797-98, 
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Fig. 130. Jan Both, 
Touch from The Five Senses, 
etching. 
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Fig. 131. Jan Both, 
Taste from The Five Senses, 
etching. 
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Fig. 132. Jan Both, 
Sight from The Five Senses, 
etching. 
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Fig. 133. Jan Both, 
Smell from The Five Senses, 
etching. 
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Fig. 134 Jan Both, 
Hearing from The Five Senses, 
etching. 
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Fig. 135. Capricho 7, Even so he cannot make her out., 
1797-93, 
etching and aquatint. 
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Fig. 136. Crowd Spying at a Phantom, 1797-98, 
red chalk and sanguine wash, 
Madrid, Museo del Prado. 
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Fig. 137- Capricho 18, And his house is on fire., 
etching and aquatint. 

1797-98, 
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Fig. 138. Capricho 69, Blow., 1797-98, 
etching and aquatint. 
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Fig 139 Capricho 28, Hush., 1979-98, 
etching and aquatint. 
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Fig. 140. Capricho 63, Look how serious they are!, 1797-98, 
etching and aquatint. 



Fig. 141. Capricho 72, You won't escape., 1797-98, 
etching and aquatint. 



Fig. 142. Hieronymus Bosch, 
The Temptation of St. Anthony, 
oil and tempera on panel, 
Madrid, Museo del Prado. 



Fig. 143. Hieronymus Bosch, 
The Temptation of St. Anthony, 
oil and tempera on panel, 
Madrid, Museo del Prado. 
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Fig. 144. Hieronymus Bosch, 
The Temptation of St. Anthony, 
oil and tempera on panel, 
Madrid, Museo del Prado. 



Fig. 145. Hieronymus Bosch, 
The Temptation of St. Anthony, 
oil and tempera on panel, 
Madrid, Museo del Prado. 
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, 148. Martin Schongauer, 
The Temptation of St. Anthony, 
engraving. 

Fig 



Fig. 149. Lucas Cranach the Elder, 
The Temptation of St. Anthony, 
woodcut. 



251 

<D 
C 
rO 
a 

-p 
y-i 

a» 
•—i 

to 
4-> 

- 0 

-C TO 
o *'■' 
Ui 
O 
CQ 

C 
O 
O' 
tO 
S 

U3 

3 
e 
c m 
O ffi 
u 
<D tu 

33 

o 
in 

cn 
•r~l 

En 



252 

Fig. 151. Study for Capricho 43, 1796-97, 
pen and sepia ink, 
Madrid, Museo del Prado. 



253 

Fig. 152. Study for Capricho 43, 1797, 
pen and sepia ink, 
Madrid, Museo del Prado. 
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Fig. 153. Capricho 43, The sleep of reason 
brings forth monsters, 1797-98, 
etching and aquatint. 
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Fig. 154. Capricho 44, They spin finely., 
etching and aquatint. 

1797-98, 
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Fig. 155. Study for Capricho 44, 1797-98, 
red chalk on paper, 
Madrid, Museo del Prado. 
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Fig. 156. Hans Baldung Grien, 
The Three Fates, 1513, 
woodcut 
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Fig. 157. Flight of Witches, 1797-98, 
red chalk and sanguine wash, 
Madrid, Museo del Prado. 



259 

Fig. 158. Hans Baldung Grien, 
Preparation for the Witches' Sabbath/ 1510, 
woodcut. 
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Fig. 159. Albrecht Dürer, 
Witch Riding Backwards on a Goat, 
engraving. 
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