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TO OUR READERS:

This journal is addressed to the increasing volume of impor-
tant graduate research in the field of art history. Its purpose
is to publish scholarly articles by graduate students from all
institutions. By presenting the new generation of scholars
under one cover, we hope to reveal the future paths our pro-
fession will take. We are pleased that new institutions con-
tinue to add to our roster of contributors and we invite readers
to submit manuscripts for consideration. The deadline for
Volume VI is October 1, 1984.
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The editors of the Rutgers Art Review dedicate Volume V to Dr. Olga Paris
Berendsen on the occasion of her retirement as Associate Professor of Art History
at Rutgers University.

Dr. Berendsen, bom in Moscow of Estonian parents, received her B.A. and
M.A. degrees from the University of Tartu (Dorpal) in Estonia. She came to the
United States in 1949 and completed her Ph D. at the Institute of Fine Arts, New
York University, in 1961. Her dissertation, "The Italian Sixteenth- and Seventeenth-
Century Catafalques,” written under the direction of Richard Krautheimer, is a land-
mark study of temporary architecture in Baroque Italy. She taught for several years
at Ohio State University. In 1965 she came to Rutgers University, specializing in
Italian and Spanish Baroque art. She was the first Director of the Graduate Pro-
gram in Art History at Rutgers, and has served in the same capacity since 1981.

In addition to her book and numerous articles on the arts of Estonia, Dr. Berend-
sen has also published important articles on Bernini. Most recently she has produc-
ed a major study of Bernini s Baldacchino and its relation to temporary structures.

The uncompromisingly high standards she imposes on herselfas a scholar also
prevail in her classroom. She is an unusually challenging and conscientious teacher,
and in dedicating this volume of the Rutgers Art Review to her, we know we are ex-
pressing the gratitude and affection of a generation of graduate and undergraduate
students in Art History at Rutgers.
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Filippo Lippi’s Tarquinia Madonna:
Additional Evidence for a Proposed Flemish Source

ELIOT W. ROWLANDS

The subject of the influence of Flemish painting on that of fifteenth-century
Italy has occasioned a considerable literature * Stylistic comparisons between the
two schools of art have been frequently made, and are often convincing. The one

consistent problem, however, has been to explain how individual Flemish panels were
known to Italian artists. Historical evidence almost always remains inconclusive.*

In regard to the art of the second quarter of the quattrocento, it simply docs not
exist. During these years no single Flemish work is recorded in Florence. Yet the
visual evidence docs imply their existence there. For this period, then, our only
proof—at least so far—are the painted works themselves.

The following article derives from the third chapter of my doctoral dissertation. Fihppo Lippi's Stay la fhdm and
Its Impael On Hu Art. which was completed in January of 1983 under the direction of Dr James H StubWebine
of Rutgers University.

I I'lic clearest, most useful discussion on this subject is G.B. Canfield, Quai”/iammingfii rintnuciaiili all Italia aw
XY iKolo. M A. thesis. New York University, 1972. Its author informs me (Summer 1983) that d>e is reworking
her thesis into a book, to be published by Centro Di. Florence Other relevant bibliography (listed in chronological
order) are: P. Libaert. "Artistes flamands en Italie pendant la Renai*ance.” InsliluU Hutonque Btigt di Home Bulletin.
1. 1919, 1-103; M. Meiss. " 'Highlands' in the Ixmlands: Jan van Fyck. the Master of Fl#malle and the Franco-
Italian Tradition." GiuetU des Beaux Arts. Series 6, LVII. 273-314; idm. "Jan van Eyck and the Italian Renaissance."
in Venezia e t'Empa AUi del XVIII Congmso IntemazionaU di Stona dell'Aru. 1955. Venice. 1956. 58-69 (reprinted in
the author's Tlw Hunter s Choue. New York. 1976. 19-35); R. Wtiss. "Jan van Eyck and the Italians." Italian Studiet.
XI, 1956. 1-15 and XII. 1957, 7-21; EC. PzrixT.Jan van Eyck and l/ie Italian Ihtninage. M.A. thesis. New York University.
1967; P. Hills, "Leonardo and Flemish Painting." Burlington Magazine. CXXII, 1980. 609-15; and. most recently.
S. Osanu, "Rogier van der Weyden e I'ltalia: Problemi, nflessioni e ipotesi—I," Antichitd Vit>a. XX. 1981. 14-21
(with copious bibliography).

* One picture known from documents (i.e.. a 1492 inventory of the Medici collections; see E. Muntz. Im colletlioru
des Miduu au XVi stkle. Paris and I>ondon. 1888. 78) has been identified as a = Jerome is Hu Study by Jan van
Eyck, which some critics accept as the panel in the Detroit Institute of Arts. Its first owner, according to E. Panof-
sky, Early Netherlanduh Hunting. New Vbrk, 1971. 1. 189-90. was Cardinal Nicrolb Albergati. Although this work
apparently influenced two frescoes of the same subject, painted c. 1480 for the church of the Ognissanti, Florence,
by Botticelli and Ghirlandaio, respectively (see M. Meiss. The Great Age oj presto. New York, 1970, 169-70. 242;
reproduced 171 [Botticellil and 168 (Ghirlandaio) in color). However, there appears to be a grtawing consensus that
the Detroit St Jerome is of modern workmanship. See R H. Manjnissen. "On Scholarship: Some Reflections on
the Study of Early Netherlandish Painting.” Mededdmgen ms de Koninklijke Ataderme ooor Weteruthappen, iMetrn en
Sthone Kunsten van Belgie (Klasse der Schone Kunsten, Jaargang XU 1978. No. 4. 1-14). an article kindly brought
to my anention by Dr. BarbaraG Lane of Queens University Marijnesaen's conclusions are accepted by E. Dhaneiu.
HubertandJan van Eytk, New York, n.d, 370-71. and. tentatively, by PH. Jolly. "Antonello da Messina's St Jerome
in His Study": A Disguised IKirtrait." Burlington Magazine, CXXIV. 1983, 28. note 3 (who sugf~ts the Detroit paint-
ing may at least be a faithful repilica of van Eyck's picture)



This is especially so with the art of Fra Filippo Lippi (c.1406-1469)." A case
in point is his earliest dated work, the Tarquinia Madonna (fig. 1) of 1437.” This pic-
ture signals one of the first instances of Flemish influence in the history of Italian
art. Thus in 1936, Millard Mciss pointed to the twmpe I'oeil cartellino bearing the pic-
ture’s date as Flemish-inspired.* Features such as the jewel-studded prayer book and
the richly-detailed hems were traced to Netherlandish painting, as were the innovative
eficcts of texture, light and shadow.

Equally striking in the Tarquinia Madonna is the tunneling interior which shelters
the monumental, yet domesticated, godhead. In seeking this panel’s Flemish counter-
part, at least in overall terms of mood and format, our choice would surely be the
Salting Madonna of Robert Campin (fig. 2).* In both works, the huge figure of the
Virgin occupies almost half the picture field.” Although seen from a worm’s-eye view,
she is anything but forbidding. As in the Lippi painting, she is a plain, inelegant,
but responsive subject. Her eyes, half-closed, glance tenderly at her Child, who in
both works is an alert, active, even playful figure.*

Both panels depict not only holy figures, but their environment as well. Lippi’s
work contains a street scene and landscape view seen through a window. In Cam-
pin’s painting, the two subjects are combined in a panorama in the upper left cor-
ner. More importantly, both also include similar domestic settings.

No Madonna in Florentine art of this lime describes the Holy Mother’s setting
as fully as Fra Filippo’s does. The artist has set his aims beyond those of his contem-
poraries, beyond the mere sculptural rendering of human forms. Here is a convinc-
ing tableau of domestic life. New forms, new spatial solutions and the special new

* Thr lubjrri of FIrmish influrntr has rpcei~rdliitlr attrntion in ihc monographs on Lippi by R. Oertfl(‘f« Filippo
Ltppi, Virnna. 1942), M. Pinaluga (Fihppo Lippi, Florrncc, 1949), and (>. Marrhmi (Ftlippe Lippt, Milan, 1975).
In a rhapipr drvotrd to this subjrri, JefTrry Ruda in Fihppo Lippi Sliuiia Nalumhsm, StyU and leonography oi Early
Renausanef An. New York and Ixmdon. 1982, 10-39. has unarcouniably concluded that (..ippi's tjruvre is devoid
of any inilurnce from the early Netherlandish masten. A recent article by F. Amn*Lewis. "Fra Filippo Lippi and
Flanders," Zriluhn/tfor Kunsigtuhukif. XLII, 1979, 255-73, has addressed this subject in detail, onering additional
stylistic analogies with Flemish painting and proposing that the four actually visited the Lowlartds himself. For
a discussion of his points, pro and con, see Rowlands. Fihppo I-ippi'i Slay In f)uha, 94-101, 107-25.

For a convincing analysis of the Flemish sources in Fra Angelico's paintings of the 1430s see. most recently,
the excellent comments of M Boskovits, (ase tarda del Beam Angelico: una proposta di interpretazione," Arlt
ehruuana. LXXI, 1983, 12-17.

* Panel: 44 7/8 w 25 9/16 inches (114 x 65 cm ). The panel was discovered by Pietro Ibesca in the church of Santa
Maria in Valverde, Tarquinia (Lazio), and first published by him in 1917 (P. Ibesca, "Una tavda di Filippo Lippi,"”
BollMinod'a/U.XI, 1917, 105-10). See the bibliography cited in Rome, Galleria Nazionale, Palazzo Rarberini, Calol”™
ed. N. di Carpegna, Rome, 1973, 37, cat. no. 55. For other sources, including that of sculpture, see Rowlands,
Filippo Lippi's Stay in fhuda. 96, notes 347 and 349

A Meiu, "Jan van F.>ck and the Italian Renaissance.” 62-63. See also Canfield, Quadrifiamminghi, 65 and note 160.
* See London, National Gallery. Early Srtherlandish Hinting, 3rd revised ed.. London, 1968, ed. M Davies. 25-26,
who notes that both the chalice and chest at right are modem additions, and M. Davies. Rogier can dtr Wrydtn,
Lorxlon. 1972, 253 See also L Campbell. "Robert Campin, the Master of FI*malle and the Master of M~rode."
Burlington Magatint, CXV1, 1974. 634-46 who ascribes the picture to a separate personality whom he names the
Master of M~rode. In the present essay, the documented figure of Campin is considered identical with the ariistk
personality known as the Master of FI*malle

M The large Madonna figure in an environment which complements and humanizes her artd yet is dwarfed by her
presence may be a reference to a particular Marian image, such as the thalamiu Virpnu See Meiss, "Jan van Eyck
ar>d the Italian Renaissance," 62, and the discussion in Ruda. Fihppo Lippi Studm, 26, note 55.

* For this aspect of the Lippi Christ Child, see P. Barolsky. InfiniteJal Wit and Humor is Italian Rtnaxuanct Art,
Columbia, Missouri and LotKlon, 1976. 20-21.



2. Knbrn Campin, Salting Madonna Ixindon, National Ctalirry

rendering of light and texture—all predominantly properties of pioneering Flemish
painters—help to formulate a new religious outlook in a new artistic form. The aim
of painting moves out toward the world, to describe it more fully, more factually.
The result is a microcosm, and this difTcrent, expanded pictorial goal calls upon
innovative Flemish characteristics of light, landscape views and local color’ In this
sense, the Madonnas of Campin and Fra Filippo arc works of a similar

* On thii subject. $n specially E.H. Gombrich, *Ughl. Form and I™xture in Fifteenth-Century Painting,"year-
ojtiu RajnJSaa/M/4rts. CXtl. 1964. 826-49; reprinted in revised form in the author's Hmiagiof AptUa: Stadia
is tkt Art of iht Rtnatsiontt. Oxford, 1976, 19-3S.
'* Perhaps the amilarities of the two works are not merely coincidental. According to Canfield fiammtn”i,
64-65), the Sailing Madonna is in fact reflected in the Lippi composition. It cenainly predates the 1437 Madamma
af>d may even have traveled to northern Italy before the fmtii visit to Padua. There would have been ample time
for the Campin panel (or refleclioru of it) to arrive there. For this painting’s provenaiKe. see London, National
Gallery, EaHy Nrtktdanduk /biariag. ed. M Davies, 25-26.



3 Rogiervandrr Wcydfn, afirr. Madonna a>ui ChiUon a Ponh, draw-
ing. Dresden. Kupferstirhkabinelt

The Campin Madonna and other Flemish paintings have been proposed as the
source for Filippo’s composition ever since the (undocumented) picture was first
published by Toesca in 1917.* The closest formal parallel between it and a Flemish

composition, however, has only recently been suggested in an article by Francis Ames-
Lewis.’2 This involves a lost work by Rogier van der Weyden (c.1400-1464) which
is known through several copies. The best of these, a drawing in Dresden (fig. 3),

" For example. Mriu (Jan van Eydi and the Italian RcnaiMance.” 62) pointed out a iimilarity withJan van Eycki
Ucca Madonna, which it datable to ¢ 1436 (tee Panoftky. Eatly Ntherianduk Aia/av | «84-85 reproduced in II.
fig. 252. and J. Sn>der. "The Chronology ofJan van Eyck'i Paintinga.” in Alkmm Amuonm JC tan Gddtr. The
Hague, 1973. 294 and 297). For (hit painting's prwenance, traceable only to the late 18ih century, tee Partofskv
I. 184. note 3.

Anea-Lewis, "Fra Filippo Lippi and Flandera." 265-66.



4. Nrri di Bicci, Madonna and Child with Two Saints. Formeriy Ix>ndon, Sotheby's



shows the Madonna of Humility seated on a porch.Like the Tarquinia Madonna
(fig. 1), the formal composition is marked by a large mass centrally placed and close
to the picture plane. In both works, a tunnel view provides a tight envelope of space
that enhances, but never dwarfs, the mass composed of Mother and Child. Power-
ful orthogonals lead the eye back to an opening framed in each work with a similar
set of shutters.'”® This telescopic effect is countered by a rich play of forms on the
surface area and by the dynamic lateral movement of the Christ Child.

On closer inspection, the figures in the Lippi and Rogier compositions look
remarkably similar. The juxtaposition of heads in each is identical. The position
of the Child’s shoulders and left arm, as well as the right arm of the Virgin, are
likewise comparable. While the left leg of the Christ Child in Rogier's composition
is placed vertically, Lippi’s Christ Child thrusts His left leg diagonally to the right,
creating more torsion and providing greater support.'™

How Filippo could have known of this composition, which probably dates to
the period of Rogier’s earliest independent activity, must remain a mystery. Addi-
tional visual evidence, not documentary, can now substantiate Ames-Lewis’ pro-
posal. In a Madonna and Child with SS. Jerome andJohn the Baptist (fig. 4), which recently
passed through a Ix)ndon auction,the central group reproduces almost exactly
that of the lost Rogier picture, albeit in reverse. The figural types are almost iden-

Inv. na C780. See M. Sonkes, La primitifiJlamands Dasim du XU si*U: Gnupt oan da yikydn, Brussels. 1969,
106-09, no. CIO, where the drawing is considered a copy of a Rogier painting that dales, according to the author,
to just before his 1438 Werl Aliarpiece. Panofsky has convincingly dated the lost Rogier original to about the time
ofhis & Lukt hiMmfidtt in Boston, as after the Thyssen and Vienna Madonnas (of ¢.1430-32, Emtp NtOurimdish
LAnttng, 1. 251), and btfon the Leipzig (formerly Speck von Stemburg Collection) VdiUUioti ofc.1435 (see Panofsky.
I, 252 and note 1). One may note a similar pose of (he Madonna, in reverse, in Rogier's Madonta in Rtd in the
Prado (reproduced in Panofsky, Il. fig. 317), where the pose of the child is comparable. In addition, certain ar-
chitectural features such as the pointed barrel vault, the ornate capitals, and the floor tiles recall features in CAtrtii
Appearing to Hu Motha in New York, which is usually dated to ¢.1435 (on this and related Rogier panels, see B.G.
Lane. “Rogier's Saint John and Miraflores Aharpieces Reconsidered.” Art BidUtin, LX, 1978, 655-62, especially
p. 655, notes 1-3). Ames-l.<wis. 265, dates it to the time of the Louvre Annumiation, i.e.. to the mid-1430s, but
this painting is patently not by Rogier (see Panofsky, I. 252: reproduced II. fig. 310).

M.J. Frieciander. Early SeUialandiih Il. New York. 1967. 87. no 121, discusses the composition but
avoids the subject of its dating. The most detailed analysis of the lost work remains F. Winkler. Dtr Mtiiltr von
FUmalU und Rogier van da Wrydtn, Strasbourg, 1913, 66-71. Several copies are reproduced there on pi. XIII.

* The similarity between the two sets of shutters was remarked on by Dr. James H. Slubblebine in conversation.
Spring 1982 Ames-licwis. 263, compares the Ikrquinia Madonna shutters with those of other Flemish paintings as wdl.
” Ames-I7is, 265, writes “In Lippi's painting the position of the Chnst Child has been 'corrected’; logic required
that the foundation of the lateral movement be indicated, so the Child pushes with His left foot against the throne-
arm to thrust himself towards the Madonna."

" Ix>ndon, Sotheby, Parke-Bemet, Important Old Maita Ainliiigi. June 29. 1982, lot 53. reproduced in color. This
unpublished painting, in its original frame, measures 31'/i* 191k inches (80 x 48.6 cm ). Both its former and present
owners are uniecorded.

The tiny figures of saints would appear to anticipate these of similar form and identity in an early work by
Neri di Bicci's pupil, Cosimo Rossdli. See this artist's Ador”ion ofthe Christ Child with Saints in the Museum of
An, Columbia, South Carolina (Inv. no 54-402/8; Kiess 1002), whidi has been dated toe. 1470-73. See FR Shapley,
[kififiagr From thr Samad H Kms CoUatun. Italian Schooh. I, X111-Xyth Century, London, 1966. 120; reproduced fig. 325.



tical. The Madonna in each has the same full, rounded forehead framed at the sides
by pipe*curls. The neckline of her garment is similar and is held in each painting
by the energetic Christ Child. The Child’s features share that heavy jowled, almost
Churchillian quality so often attributed to infants.

This unpublished painting confirms that the Rogier comp>osition was indeed
known to the circle of Filippo Lippi. Its author, Neri di Bicci (1419-cl491), is recorded
as having worked for thefraU; in 1455, he received payment for an untraced St. Jerome
painting which Filippo was to execute for Sigismondo Malatesta.'* His pictures often
contain motifs borrowed directly from Lippi paintings.” In this panel, however, he
seems to have replicated the Rogier work more closely than he did the Lippi Madon-
na. Lippi’s work, after all, had synthesized its Flemish source into the creation of
a great work of art. By contrast, the Neri di Bicci is a virtual copy. A mediocre work
in itself, it nevertheless provides important testimony of the taste for Flemish paint*
ing in early Renaissance Florence.

Rutgers University

On Neri, tee B. Sanli, Nm di BUci, Ph.D. dissenaiion, UnivereKy of Florence, 1968, and the bibliography and
*hon selection of works published in M. Horster. Andna del Cottagno, Ithaca, New York, 1979, 201, to which should
be added F.ve Bonook's review of a 1976 edition of Neri’'s important account book, la ncoidame, in An Bulletin,
LXI, 1979, 313-18. Although Horater lists Neri's death date as 1499, all other recent sources cite it as 1491.

For a transrription of the February 1. 1435 (1454 Florentine style) entry in Neri's Ruordaiue, see H. Mendelsohn,
Fm Fihppo Lippi. Berlin, 1909, 234, Document XVII. For further on this (perhaps unexecuted) commission of the
fnU'i, see Pittaluga, Filippe Lippi, 229.
" Examples are a newly rediscovered Madonna and Oixld, formerly on the t/ondon an market and acquired in late
1983 by the Museum of Fine Arts. Boston See F. Zeri. “Neri di Bicci: Reintegrazione di un dipinto gik nella
SS. Annunziata di Firenze." Antologia di Belle Arti, IV, 1980, 131-33; reproduced fig. 3. where the angels, as Zeri
rightly notes, 131. derive from those in Filippo's B badon AUarpietr. and a senes of Annunciation paintings with
motifs such as coffered ceilings, wells, and vistas taken from the/nte’t San Lorenzo AnnunetaJion. See the examples
at the Accademia, FlorciKe. inv nos. 8622 and 480; Peseta, artd Tavemelle, listed in R Berenson. Italian Putum
of the Renautana Florentine Sthaol, Ixmdon and New York, 1963, I. 153-57.
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A Second Look: Nationalism in Art Treatises
from the Golden Age in Spain

SALLY GROSS

Historians of art are very familiar with the work of Diego Vcldsquez (1599-1660),
but perhaps few other than specialists would recognize the names of Velasquez
primary biographers, his father-in-law Francisco Pacheco (1564-1654) and Antonio
Palomino (1655-1726). The Velasquez connection is always cited in any study of
Pacheco and Palomino and, in fact, interest in them and in the writers of other
seventeenth-century Spanish treatises on art has focused almost solely on their
reliability as sources of information about contemporary art practice and biographical
detail.* The relatively limited discussion of the treatises’ didactic content has centered
around their dependence up>on the academic theory of earlier Italian art treatises,
and until recently the Spanish treatises have been dismissed as reworkings of Italian
ideas with little that is original to recommend them.” Even the new special emphasis
on the interpretation of Spanish art in terms of the social and economic conditions
of the period” points to an Italian model for the Spanish interest in demonstrating
the noble status of the art of painting.*

' For a lypira] rxampir of (hii approach, sec (hr rhapirre “KI lixlo XVII" and "Palomino™ in Juan Antonio Gaya
Nuno, HuUtna de la crittta de aru en KipOM, Madrid, 1975, 33-58, 91-110. For an ovrrvirw of Spanish historiography
of art, srr Jonathan Brown, Imaga and hUat in SfvanUtnth-Cmluty Spanuh Btinting, Prinerton, 1978, 3-18.

A Perhaps the srvrrrst critic is Matrrlino Mrn~ndrz y Priayo. Srr Dwutuu. 1901, and Obmi <ompUtas Hiitona <U
las idtas esUUcas tn Espana, Madrid, 1962, Il. 361-459. Recent criticism is more sympathetic to (he treatises but
acknowledges (heir Italian content. See. for example, FranciscoJos” t.eén Tello and Marfa M. Virginia Sanz, La
Uorta apanola d* la pintura m tl siglo XVIII tl tntado dt Momma, Madrid. 1974, 331: and M. Cardenal, "Vicente
Carducho, 1578-1638," Revista de ideas estetuas, 1950, 87-100.

’ See Brown Images and Ideas and Madlyn Millner Kahr, Woequez: The Art oj Mnling, New York. 1976, both of whom
lean heavily upon these themes for (heir interpretations of Im Meninas, which are, however, rejected in the latest
study of Velizquez by F.nriqueta Harris, Vtldzquee, Ithaca, 1982 Ironically, the Golden Age, a term applied to a
flowering of Spanish literature of the late sixteenth and most of (he seventeenth centuries, coincides with a decline
in Spanish political fortunes. Charles | of Spain (elected in 1519 as Charles V of the Holy Roman Empire) was
(he firat of the Hapsburg kings who ruled Spain from 1516 to 1700. By the lime Charles abdicated in 1556 in favor
of his son Philip Il. he had largely succeeded in welding (he many separate Spanish kingdoms and provinces into
a centralized and absolute monarchy. Rut Philip's religious and political commitment to the Catholic Reformation
involved Spain in a series of wars which drained the country economically and resulted in losses of territories
Dependence upon gold from the New World and the expulsion of large numbers of economically productive members
of the society also weakened the economy. The need for painters to demonstrate their immunity from taxes to sup-
port the wars and from military service was an important aspect of the struggle tn achieve recognition of painting
as a liberal art. Painters were also valuable to the advisen of Philip 11l and Philip IV as aids in the projects design-
ed to impress the courts of Europe with the luxury artd, by asscKiation, the importance (hat attended the Spanish
throne. See footnote 74 below.

* For a comprehensive study of (his theme in Spain, seeJuliin Gallego, Elpmtor de arUsana a attuls. (iranada. 1976.
See also Gallego's Vision el symbols dans la peintutr apagnole du sikU d'ot, Paris. 1968 Since all previous treatises had
been written in 1 jitin and/or Italian, it should not be surprising (hat there are nationalistic developments in treatises
written in Spanish. It is to be expected that Spanish authors would speak to (heir compatricMs just as in the next
century Frertch critics were to establish French-influenced criteria for gttod an They, in turn, are followed by English
an champioru such asJoshua Reynolds and John Ruskin. The dialogue assrning (he supertority of American painting
is still in progress.
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However, there are characteristics p>ecu)iar to the Spanish treatises, one of which
can be illuminated by reference to a nascent nationalism in Spanish criticism of the
period.” That is to say, it appears that while Spanish treatises lean heavily upon Italian
academic theory and acknowledge, for example, the value of the traditional reliance
upon classical drawing, these works also assert the significance of the Spanish con-
tributions to theory and practice. The nature and strength of this assertion varies
from treatise to treatise, but national bias is an important element in four of the
most important works because it affects the choice of material presented, how material
is presented, and the authorities cited for the material. Ironically, however, because
these first champions of Spanish art base their claims for Spanish achievement on
the universally accepted standards of the day (which were Italian standards), their
nationalistic interests have not been fully recognized. For later Spanish authorities,
the early treatise writers were embarrassing reminders of Italian artistic hegemony.
These critics preferred to seek “Spanish” qualities in the art of the seventeenth cen-
tury, not in the art literature of that lime.*

It is possible to trace a growing emphasis in the seventeenth-century treatises
from subtly pro-Spanish nuances in the work of Vicente Carducho (1576-1638)
through Pacheco’s concern for the elevation not only of the status of painting in Spain
but also of the status of Spanish painters themselves. These are followed by the overt
nationalism of Jusepe Martinez (1602-1682) and fin_aII?/ realized in the writing of
Antonio Palomino as a deliberate, boldly stated bias in flavor of the national genius,
Velasquez.” It will be seen that Palomino uses the kinds of classical anecdotes and
allusions employed by the earlier writers to establish painting as a liberal art. This
is done not merely to embellish* the biography of Velisquez, but rather to establish
Velisquez' credentials as painter per u within the classical tradition. In fact, accounts
of Velisquez’ life can be used as a basis for comparing the treatises. The extent to
which nationalism infuses the writing of each of the four treatises can be inferred
from a comparison of the treatment each accords to the same incident, Velasquez'
lost painting the Expulsion of the Moriscos.

* 1( it my comemion thai ai least part of the dichotomy between the literary emphasis on classical theory and the
use of unclassical practices such as large, splotchy brushwork in contemporary an can be explained by the desires
of the Spanish treatise writers to assure Spanish anisis an honored place within the received Italian tradition. In
developing this topic | acknowledge with great appreciation my debt to Professor Gridley McKim-Smith, Bryn
Mawr College, for her seminars on Spanish painting, suggested sources, and the inspiration of her unpublished
paper. "Theory and Practice: Writing and Painting in the Age of VeUzques." In particular, McKim-Smith sug-
gests that Spanish use of the authority of the past, ancient and modern, to confer nobility upon contemporary
painting may account for the fact that many pigments with an historical "pedigree” which are prescribed by the
treatises are not actually used in contemporary practice. It is also notable that subsequently as | researched the
topic | found that Francisco Calvo Serraller in his intrcxiuction to selections from the writings of Pablo de C6spedes
(1536-1608), calls for an investigation ofCispedes' work which will not only examine the sources of his farts, themes,
and opinions but also study the efTect of C”pedes as transmitter, a study "en el contexto de un naciente estilo
artlstico espanol con persnnalidad nacional propia,” see Calvo Serraller. La Uoria it la pintun *n ti Siglo dt On, Madrid,
1981, 89. Finally, | am most grateful to Professor Steven Z. Levine, Bryn Mawr College, for his many useful sug-
gestions and for his careful reading of this paper.

* See Vincente Carducho, Didlofoi de la pmlun, jm deftma, pngen, aeneia, dtfxnkxia, modes, jr difortneias, ed. Francisco
Calvo Serraller, Madrid, 1979, ix.

' See Men”ndez y Pelayo, 81, who seems to think Palomino has overdone his priase of Velizquez. Others have
also accused Palomino of excessive admiration for VelAzquez, artd Juan Augustin Cekn Bermudez says the "defects"
in Palominos work as a whole ".  en que le hici*ron incurrir en esta obra la bondad de su cAracter y el mal gusto
de su tiempo." Duttenane hisldrico de les mds liustm pnjessms de las heUas trtts en Espana, Madrid, 1800, IV, 36.

* Harris' view of Palomino as a source to be “stripped" of hit "classical and poetical digressioiu™ it commonly
held See Harris. 7
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The first of the four works to appear in print, Carducho’s Didlogos de la pintura

(fig. 1) was published in 1633 in Madrid. Since Carducho was a classically trained
It™ian expatriate,” it is not surprising that the dialogues between a master and his

disciple devoted to the theory and practice of art (Dialogues two through six) are
heavily indebted to Italian theory and follow the usual pattern ofarguments for the
status of painting as a liberal art. Nor is it surprising that classical tropes or figures
of speech, familiar in artistic writing from antiquity through the seventeenth cen-
tury, are especially useful to Carducho as a literary device. It is more interesting
to learn from the introduction to the Didlogos that Carducho is very aware of his
dual Italian and Spanish heritage: his actual birthplace is Florence, but he also con-
siders himself a native of Madrid.’® Indeed, the official authorization in 1633 for
the publication of Carducho’s work stresses the importance of the treatise as
"something that until now has not been written in our Castilian idiom.””"" This is
a particularly interesting assertion since Francisco de Holanda’s De la pinlura anti’
qua, together with four dialogues on painting, was translated into Spanish in 1563,
and Holanda considered himself the first in Spain to write about painting." Perhaps
Carducho’s work was considered the ““first” because Holanda’s work was known only
in manuscript form at that time or because Holanda was bom in Portugal to a Flemish
father and was thus not considered a *““native of Madrid.””** In any case, Carducho’s
introduction seems to indicate that the Didlogos is meant to be read as a Spanish
book by an author who makes a claim for Spanish nationality.

* Born in Florvnce, Carducho wrm lo Spain ai (he age of nine with his brother Bariolom” Bartolom” was one
of (he Italians railed to Spain by Philip 11 to decorate (he BKorial. and he was a close friend of Federico Zuccaro
(c. 1540*1609), also an Italian active at the Facorial and (he author of a famous treatise on an. Banolom” achieved
the rank of ptnior del try, and a year after Banolom”'s death in 1609 Vicente, in turn, was named ptntor de! try. He
was. therefore, well established at the Spanish roun before (he arrival of VVelizquez founeen years later in 1623.
From (he inventory of his library made at his death in 1638, it can be seen (hat he was well-read in the Italian
tradition. See Calvo Serraller's introduction to the DuUogoy, and Mary Volk, Kicmcio Cardiuho and Seventeenth Century
Coitiltan fAtnUng, New York. 1977. Other useful references for Carducho not cited here are: J M. de Azeirate Ristori,
"Una variante en la edicién de los Dudegos de Carducho, con noticia sobre el Buen Retiro," Anhtoo ttpahol de arte.
1951, 261; George Kubler, "Vicente Carducho's Allegories of Painting,” Att Bulletin, 1965, 440-45; and A. Mar-
tfnez Ripoll, "Un discurso in~dito de Vicente Carducho,” Revuta de ideat eiteiuai, 1978, 83-91.

The word used by Carducho is natural. See Carducho, 18. Perhaps it should be noted (hat in the writings of
(he period naexon designates the political entity which today would be called "country™ or "nation” as in Spain,
France, et al, while patna refers to the city and not to (he country of one's birth. The modern association of patna
with national homeland would be inaccurate with reference to the seventeenth-century Spanish treatises. Sec foot-
note 13 belcrw.

. .ser COM que en nuestro Castellano idioma hasta oi no sc ha escrito." See Carducho, 9.

Francisco de Holanda. De la pintura antigua(1548) vmidn (oitellana de maiivel Denis (1563), ed. Juan de Vasconcellos,

Madnd, 1921, 224.
”” Men”ndez y Pelayo and Vasconcellos take the position that (here were no artistic or literary barriers between
Spain and Portugal until the nineteenth century. See Gaya Nuno, 431 However. Palomino does not include Holan-
da in his Parnassus of Spanish painters. Holanda clearly considen himself a Portuguese, and he generally makes
a distinction between Castille and Portugal although he speaks of (he Iberian peninsula as a whole as Spain. Within
the context of the question of national derivation, there is a curious exchange in (he dialogues between Michaelangcio
and Htdanda. Michelangelo says only works made in Italy can be called true painting and therefore whatever is
good is called Italian. He further Mys he can tell immediately when something was not made in Italy or by an
Italian hand, and he goes on to say that all good painting is called Italian even if it is made in France or in Spain,
the country that is closest to Italy. See Holanda, 154-55. The exchange between Michelangelo and Holanda is
a very early example of (he attempt to claim parity for Spanish and Italian art, and here as well as in later treatises
the attempt is based on (he ability of (he Spanish to perform according to Italian standards
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It might be said that Carducho’s opening and closing dialogues, one and eight,
exemplify his dual heritage. The first dialogue is an account of the disciple’s trip
through Europe to visit the art monuments of Italy, Germany, Flanders, and France.
Echoes of Vasari and the classical Italian tradition are clear in the emphasis on the
superiority of Florentine painting, the importance of the art academies, the negative
evaluation of German painting, and the approval of Flemish and French painting
insofar as Italian art is the model. Like Vasari, Carducho includes lengthy accounts
of funerals and memorials to artists, as well as descriptions of their work, which
are designed to impress the reader with the esteem in which the artist was held.**
Many of the traditional themes employed by Carducho will recur in later Spanish
treatises, but they will appear in connection with the lives of Spanish rather than
Italian or Flemish painters. Examples of such themes arc the records of epitaphs
and burial services, painters’ jealousy of Rubens and Leonardo and of Francois I's
defense of I.,conardo, the lack of honor accorded a painter by his homeland, the ig-
norance of the patron, and the artist as purchasing agent and project administrator
for the king.

Amidst all the praise in the first dialogue of things Italian and especially of
things Florentine,” and the use of Italian art as the standard, there are only two
small references to Spain.*’ The eighth dialogue (fig. 2), on the other hand, is
specifically devoted to an account of things as they arc in Spain,** and the discus-
sion in the second half of the dialogue is especially interesting from the point of view
of the tension between Carducho’s Italian and Spanish heritages. The dialogue
presents a summary of the .. .esteem and rank that [painting] has today in the
Spanish court,””** and the main features of the summary are descriptions of the col-
lections of the Spanish patrons, an explanation for the failure of the plans to establish

* The disciple is scolded by ihe master for not having visited England which is so hospitable to the arts that it
is a veritable museum whose king is having copies made of all the Titians in the Spanish palace and in the Elscorial
because if "no puede lener las originales, no quiere carecer de las copias” See Carducho, 101 Volk argues that
this first dialogue and the eighth are wholly original. See Volk, 100. However. Holanda also begins his dialogues
with the observation that he traveled to Italy to bring back information about the perfection of painting, and he
describes at length Italian models from which his countrymen may learn
”” It is notable that Carducho changes the account of l.eonardo's death in ways that give even more emphasis to
Leonardo's status Vasari says that I.,eonardo’s "spirit, which was divine, knowing that it could not have any greater
honor expired in the arms of the king.” See Giorgio Vasari, Ltoes ojUu Most Emiiunl BunUrs, Sculptors, and ArrktUtts,
trans. Gaston Du C. de Vere, New York, Il, 1979, 793. On the other hand, Carducho stresses the fact that this
honor was probably never offered to anyone else. “Leonardo . espird en sus Rrales brazos, que parecio que hasta
en esta ocasion mostnS su mucho saber, y prudencia, pues concKiendo que la muerte era forzosa, quiso gozar para
ella, de esta singular ocasion, par ventura jamis ofrecida a ninguno.” See Carducho, 97.

In Florence is " el verdadero alvergue de nuestras Artet, como otra Atenas en la antiguedad; y esto es darle
lo que es suyo." See Carducho, 77

One is the need for the English king to copy paintings (see footnote 14) owned by the Spanish king, and the
other is the obsevation that ". . ei cabello como oi vemos se usa en la cone del Rei de Espafia. . ." appears in an
English painting. See Carducho, 99.
* The first ponion of the dialogue is comf’etely different both in style and in its depanure from the Italian tradi-
tion. It is a series of lists of terms, definitions, and qualities to be learned by those who wish to join the profession
of painting; indeed, the format is reminiscent of a catechism, that is. a book of approved instruaion for those preparing
to join an order of the Church Gaya Nuho also characterizes as a "primer or catechism" another treatise called
CvttlUyfursdamgroaUs trgUs dt la Ptnlum by Vicente Salvador G6mez which was published in 1674 in Valencia. See
Gaya Nuho, SO. For still another example of a treatise written in a style which teems designed for learning by
rote, tee Marfa Merced V. Sanz, "Un iratado de pintura andnimo y manuscrito del tiglo XVI1," fUpisla de sdeas
esUtscas. CXLIII. 1978, 69-93
" Ja estimacion, y estado que oi tiene en la Corte de EspaAa.” Sec Carducho, 379.
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2. Francisco 1."prz after Vicente Carducho, plate accompanyinK *he eighth dialogue of Otdlogosdtla pinfura, 1865
The original et"jraving was executed in 1633 (photo: Art and Archeology library, Bryn Mawr College)
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an academy in Madrid, and an account of the successful litigation of 1628-1631 which
argued that painting was a liberal art exempt from tax. Although the descriptions
of the Spanish collections are a significant pendant to the descriptions of art
monuments in the first dialogue, the Spanish collections are not recorded as a model
learning experience for the young artist. Nevertheless, the Spanish collections are
cited as part of the proof of the “esteem and rank” of painting in Spain where art
and artists are in such quantity that ifall was divided it would be possible to “enrich
and distinguish many Cities and Kingdoms, without taking away from the adorn-
ment of such a great Court as is this one.””* The titles of the Spanish patrons arc
also part of the proof. These titles indicate that the patrons hold important rank
at court and in the Church.~' The argument is not original, but its application in
Spain is significant.

In spite of his Spanish national pride, there seems to be an Italian bias in Car-
ducho’s estimation of what is notable in the Spanish collections. The only painters
represented in the nonroyal collections whom Carducho nanles specifically arc the
It"ians, Michelangelo and Leonardo. In the royal collections, the only iconographical
programs he describes (with the exception of a copy after Jan van Eyck “who was
the one that we say invented painting in oil”’** and paintings by Carducho’s brother
and “master” Bartolom™)™ are those by Titian. Velisqucz is mentioned only once
by name although it is in a context that implies his importance as a painter. However,
it is possible that this Italian bias is due to Carducho’s decision not to review the
merits of contemjxjrary Spanish artists which he says is impossible to do without
offending someone, although he feels free to praise the contemporary Rubens and
Van Dyck in the first dialogue. It should also be noted that Carducho docs assert
the ability of the artist to practice successfully in Spain.While he regrets the lack

w .podian cnriqurcer, e ilusirar muchas Ciudades, y Reinos, sin faltar al adomo de una (an grandioaa Corte,
como ea esia.” See Carducho, 440.

One of the patrons included appears to be the same Julio Cesar Fimifino who signed the approval for publica*
lion of Carducho's manuscript. See Carducho, 416.
~ . .que fue el que diximos que invent6 el piniar al olia” See Carducho, 435.
*1 . .de mano de Bartolome Carduchi mi Maestro” See Carducho, 437.
““ After the description of the Titian works which Carducho says are the "moat esteemed” paintings in the palace,
he lists the painters whose pictures hang below the Titians: "Peter Paul Rubens, Eugenio Caxes, Diego Velisquez,
Jusepe de Ribera (who is called EspmottUo). Domenichino and Vicente Carducha” See Carducho, 435. It is generally
held that it is Velisquez, however, who is the subject of Carducho’s complaints about painters who do not study
and who paint embarrassing subject matter. See Robert Enggass and Jonathan Brown. Italy and Spam 1600-1750:
Sauna and Documents. Englewood Cliffs. New Jersey. 1970, 17-74. Additional causes for professional jealousy are
described in J.J. Martin Gonzilez, "Sobre las relaciones entre Nardi, Carducho y Vel4squez.” Anhiao Espanol de
arte, XXXI, 1958. 59-66. Remarkably Volk suggests that Velisquez is the disciple in Carducho's Dtdlagos, but the
more likely candidate for that role is Carducho's student Felix Castello. about whom Jusepe Martinez writes that
Carducho “no sabia apartarse de lu comania y consejo.” See Martinez. Discursos pnctuabla de nobilistmo de la pintum
sut mdimenlot, medmyfina <™ tnsena !a ecpmencia, con las ejemplam de obm instgna de artifita, ed. Don Valentin Carderera
y Solano, Madrid. 1666, 113. On (he basis of the commiuions Carducho continued to receive after Velizquez'
arrival al court and Carducho's Tmancial well-being al the lime of his death. Calvo Serraller suggests that the rela-
tionship between the two painters was less strained than is generally imagined. See Calvo Serraller. 261.
““ Carducho feels it will be more dilTicult to practice painting successfully without the advantage of the moat ad-
vanced models, but he says that ” . se halla Roma adorsde se estudia. y no ai Roma adonde sc descuidan en las
especulaciones; bien es verdad, que costari mayor trabajo: a lo qual corresponderi mayor laureola, y agradeci-
mienta See Carducho. 440. The echo from Alberti is obvious; fame is greater and moat due where there is no roodd.
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of an academy and chat art is not valued as much in Spain as it was in antiquity
or is in lItaly, here it is much and there are hopes that it will be more every
day. Significantly, Carducho believes the successful outcome of the tax litigation
will lead to good things because the case for painting rests on the shoulders not of
..a Gallic Hercules but of seven Spanish Cicerones. ... It seems to me that |
sec in these seven wise ones those of Greece, who are going to judge and rank again
the liberal arts, and put painting in the best place, as they did in those times.”"
Whereas Carducho was an expatriate Italian living in Madrid and self-
consciously using the Castilian language to describe the theory and practice of paint-
ing, Francisco Pacheco, the author of El arte de la pintura,™ was a native Spaniard
bom in Seville.”” El arte was written over a period of forty years and parts were publish-
ed before Caducho’s Didlogos, but it did not appear as a complete publication until
1649.® Pacheco agrees with Carducho that the art of painting is neglected in Spain,
“buried in oblivion” as he says,™ but Pacheco does two things Carducho does not.
First, as he says in his introduction, he writes not only of famous men from other
lands, ancient and modern, but also of those from Spain, “since there has never
been any lack in any of the professions of men worthy of esteem.”” Second, he in-
cludes in El arte the work of other Spanish writers on theory, in particular that of
Pablo dc Cespedes (1538-1608) whom he praises specially as a Spanish genius.

** “Aque lo et mucho. y ai esperanuu que lo wri mu cada dia." S«e Carducho, 442.

.. put* han punlo lot hombroa, no un Hercule* Calico, tino »ieie Cicerones EspaAoles ..Pareceme que veo
en esiOB liele Sabioi lo de Grecia, que buelven a calificar, y graduar las Anes liberales, y que ponen a la pintura
en mejor lugar, como en aquellot liempos lo hizieron." See Carducho, 448-49.

““ Francisco Pacheco, Elarude lafiiiuun. ed. F.J. S4nchezCant6n, Madrid. 1956. Some useful references for Pacheco
are: Priscilla E. Muller, "Francisco Pacheco as a Painier,” Marsyat, 1960-1%1, 34-44; Priscilla E. Muller, "An Un-
published Drawing by Francisco Pacheco,” Art Bulletin, XLV, 1963, 52-54; and Zahira V"liz, "Francisco Pacheco's
Comments on Painting in Oil,” Studiei in Canjervatton, XVIII, 1982, 49-57.

”> Pacheco was adopted at an early age by his uncle, a canon in the Cathedral of Seville who was the center of
a group of Sevillian poets, Khedars and theologians. Pacheco became the leader of this group after his uncle's death,
«f'd according to comments written in the margins of Elarte, he was in the habit of exchanging ideas and informa*
tion with the group.

““ For the relationship between Carducho and Pacheco in regard to publication chronology and shared material,
sec Calvo Serraller. 181-82.

* " sepultada en olvido en Esparla." See Pacheco, I, 4.

".. no hablar® tanto de mi autoridad, cuanto de la de varones excelentcs antiguos y modemos, celebrados en
otras naciones, ciiAndoles en sus lugaies y algunos de la nuestra; pues no carece en lodas las facultades ni ha carecido
jamis de hombres dignos de ser estimados.” See Pacheco. I, 7. Compare this with C6spedes Ducuna de la campara-
cién de la antiguay madema ptnluray eseultura, 1604. in which he says that there are many modems who can be listed
as noteworthy. “Y en nuestra Espana no han faltados algunos, mas su excelencia fu< mia en dorados y estofados,
y si algunas historias hay dc ellos, es mis de loar la pulidez del pincel que la materia." See F.J Sinchez Cantdn,
Fuentei Uteranas pan la histaria del arte apaM, Madrid, Il. 1933, 9. C”pedes is interested in a comparison of ancients
and modems, not Spaniards artd Italians, and his moat meaningful proofs of perfection are reserved for Michelangelo,
Titian, and Raphael. Thus he recounts: "Haberse engafiado las aves en la capilla del papa en algunos asientos
y comisas hechos por Micael Angel es cosa cierta: no por eso se hace gran caso. Ticiarra retratb al duque de Fer-
rara. y puso cl duque su retrato en una ventana, y <1 se puso a otra para gustar el engaho. y quantos pasaban,
pensando que ere el duque. lo reverenciaban con la gorra en la mana Y el mismo Ticiano. que es mis, estando
en Roma fu< a ver las pinturas que hizo Rafael en el jardin de Augustin Guigi, que ahora es del cardenal Famesio,
y en una lonja que sale a la puerta hay unos niftos pintados de UatKO y negro, y algunas comisas fingidas de
cstuque. y no quiso creer que los niilos fuesen de pintura, hasta tanto que truxo una caAa y los tenth para ver
si eran de bulto: tanto durd en hi el engaAo, que aunque otros se lo decian, no lo crefa." Sec SiiKhez Canthn,
FueiUa, I1. 10
> Chspedes " escribfa, doctfsimamente, a imitacién de las Gedrpeas de Virgilio, en honra de nuestra nacién y
de aquella famosa ciudad, patria suya, siguiertdo los beroicos ingenios hijos de ella, que en la poesfa han florecido
en todas las edadcs." Sec Pbcheca I. 7.
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Further, there is a recurring pattern to Pacheco’s writing, that is, the successive
opinions cited to prove his theoretical arguments culminate in a summation from
a Spanish authority. For example, in Chapter | of Book 11, on the division of paint-
ing and its parts, Pacheco says since Vasari does not discuss this subject he will quote
Lomazzo. Then, since Lomazzo does not discuss the division of practice, he quotes
Alberti. Finally, he says the division given by these writers is so obscure and
philosophical for the purposes of painters that he will quote Fernando de Herrera
who is, of course, Spanish.

Another example of this pattern is Pacheco’s discussion of the use of borrones
(“*blots” or large, dashing brushstrokes) versus a technique which produces “finish-
ed paintings.” The successive discussions of practice end with examples of Spaniards
who have achieved what he considers the best style. The question itself of Aorronw
seems to have given Pacheco far more difficulty than Carducho. Under certain cir-
cumstances Carducho is willing to deviate from the tradition and include informa-
tion or even approval of contemporary practice; thus he excuses borrones either as
a perspectival device or as a time-saver, as when horrones produce the same effect
for the separate hairs of the head as that created by a more labored technique. ™
Pacheco, on the other hand, has a fundamental problem with the technique because
it is not specifically authorized by the classical tradition. He has to invent a two-fold
definition of finished painting in order to justify borrones and even resorts to say-
ing that the best painting is whatever looks alive, a standard Pacheco will also use
to justify the value of Velasquez' bodegones (which it would otherwise be possible to
criticize for the “ordinariness” of their subject matter).”

The result of the discussion, which requires several pages, is the legitimization
of the contemporary use of borrones in the terms of classical theory. Indeed it can
be said of Pacheco’s work as a whole that he is grafting Spanish thinking and Spanish
painting to the established humanistic Italian tradition or, put another way, that
he is using Italian standards, universally considered the ultimate in his day, to validate
Spanish theory and practice.

Therefore, perhaps Pacheco’s consistent praise of his son-in-law VVel~uez should
not be read solely as familial pride but rather as a legitimization of the first authen-
tically Spanish painter to achieve international fame and position at court, symbols
of success in the grand tradition. Were it not for Veldsquez, Pacheco would not have
to struggle so hard to incorporate into the tradition the use of loose brushwork and
bodegon subjects. Also, Pacheco asserts that he takes greater pride in Velasquez as
student than as son-in-law, and he puts himself and Velasquez into a long line of
master/disciple relationships that stretches back to the ultimate model, Plato and
Avristotle. It is ironic that Pacheco, who praises and asserts the value of Spanish art
according to standards he considered unassailable, is criticized by nineteenth- and
twentieth-century writers precisely because he accepts the authority of the Italian
tradition. In essence, he is criticized for playing the game by the rules of the time
and is not credited for his Spanish objectives.

.muichAndo con acordsdu lombras y luzes  que todo junto haze el miimo efecto, y deciara lo mismo,
que el otro declarara con toda aquella cantable. y cazi impoaiUe operacion” See Carducho, 267.
> Qm* *e decir en una palabra: la mejor pinturay mis digna de alabanza y estima, es la que no lo parece, porque
dexando de ser pintura es viva.” See Pacheco, |. 486. Pacheco calls bodegona “cosai ordinarias.” See Pacheco, I,
136. But he also says "Los bodegones no se deben estintar? Claro esti que si. si son pincados como mi yerrw lot
pinia alzindose con esta parte tin dexar lugar a otro, y merecen csiimacidn grandfsima; puet con estot fwirKipioa
y lot retratoa, de que babUremot luego, hall6 la verdadera imitacidn dd natural.” See Pacheco, Il. 137.
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Unlike Carducho and Pacheco, Jusepc Martinez™* does not make an elaborate
presentation of academic theory in his Discursos pnuticabUs, >> which was probably
written about 1675. It is not necessary to establish the nobility of painting or that
the foundation of good art is drawing; for Martinez these are givens. Good practice
for Martinez is what works consistently, and it does not have to be validated by
reference to the authorities.** This criterion of consistent results allows Martinez
to ignore, or pass over without Pacheco’s lengthy rationalizations, deviant practices
like bomnes. Nor is Martinez’' interest in subject matter as inhibited as that of Car-
ducho and Pacheco. He enjoys mythological paintings,*® and considers portraiture
to be potentially unrewarding not because the subject matter is unworthy but because
the patron may lack taste.

Martinez' national interests are much more obvious than in the earlier treatises.
The chapters devoted to notes about the lives of the painters include as many, if
not more, Spaniards as Italians, and the chapter on sculpture is very definitely
weighted toward the Spanish. In direct comparisons the Spanish painter equals and
often outpaints the Italian. For example, none of the pupils of Alonso Sdnehez Coello
(c. 1531-1588) can equal his work, but when he copies some Titians at the order
of Philip I, the copies are taken for originals, which is attested to by Vel*squez.*"

** Manfnrz waa «hc son of a Flemish painter who married a Spanish woman of Zaragoza. ManCnez was in Rome
in 1625 studying an and later went to Naples. He returned to Spain in 1632 and travelled widely in Spain, but
he is usually identified with the city of Zaragoza, where he was named piiUordW  at the recommendation ofVeiiz-
quez. In 1644 he began teaching painting to Don Juan of Austria, the natural son of Philip 1V, and is supposed
to have been asked by DonJuan in 1673 to write his treatise. For complete discussion of his career see Calvo Serraller.
> The Dufurw is known only from a copy made in 1796 (later lost) for the dean of Zaragoza who was afterwards
bishop of Valladolid. The original is presumed to have been lost in the exclaustration, and the copy was not rediscovered
until the mid-nineteenth century.
““The uncompromising Men”ndez y Pelayo says that Manfnez' book . no contiene ni mis ni menos que lo
que hemos visto en Carducho y en Pacheco, con la desventaja de estar peor escrilo y ser mis desordenado y con-
fusa” See Men”ndez y Pelayo, 421.
“ Manfnez tells a story about a painting rejected by a patron who says " . .no esperaba yo de sus manoe obra
tan basta, y poco concluida, pues todo es borrones.” Martinez, 25. The artist takes the painting away for a period
of lime, returns, and mounts the painting on the wall where it is praised by all even though the artist has not
repainted it. What works is what is right, especially in the right place, (interestingly, Pacheco tells a comparable
story, see Pacheco, I, 482. naming the anist as Martinez Morales from Badejoz and giving the year as 1607.) Mar-
tinez also gives three options for managing colon, but it is clear that the recommended option is the one that works
best, "el modo mis seguido de los mis maestros.” See Martinez. 26.
~ In reference to some Titian paintings of mythological subjects. Martinez writes they are “. . . poeslas, que 1 no
ser tan humanas, las tuviera por divinas, i lisiima grande para nuestra religién.” See Martinez. 108. Pacheco con-
siders these subjects licentious and lascivious and obliquely suggests that painting them is un-Spanish. He quotes
the reproof by Rartoiomf l.eonardo de Argensola who said of the court:
l.eda en el cisne; F.uropa sobre el toro;

V nus prodlgamente deshonesta;. . .

que las tendrla por figuras vivas

quien jusgarlo a sus 0jos permitiese.

y eo la drscompcMtura son lacivas,

pero, iqui ni unos pimpanos crecieie

el pincel desconfs, ni otro piadoso

velo que a nuestra vista estorbo hiciese?
See Pacheco. I. 412-13. Carducho also quotes this source. See Carducho, 209, 224.
* As an example. Martinez says that a Velizquez portrait, which was finished by Velizquez in Martinez' studio
in order to avoid tiring the sitter was refused by the patron, the sitter’s father, who said. * que en todo no le
agradaba. pero en particular que la valona que ella llevaba. cuando la retratd, erade pumas de Flandes muy finas,"
see Martinez. 132.

ensefto lo que sabia i sus discfpulos con grande voluntad, aunque ninguno de ellos le igualdp; copi6 algunos
lienzos del Tiziano, por 6rden de S.M.. que pasaron por originales, y asflo confesd Diego Velazquez (que no es
pequeno testimomo).” See Manlnez. 127.
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But it is the final chapter which most clearly reveals Martinez' bitter frustra-
tion with the international status of Spanish painting. He writes that other Spanish
professions receive credit nationally and internationally but that Spanish painting
is not appreciated by the Spanish, who only value work that is foreign or expensive.
Although Carducho complains in his eighth dialogue that a painter’s work is not
valued as much if he is alive or nearby*" and tells a story about an artist faking the
foreign provenance of his work to make it more valuable,” he is not complaining
about the undervaluation of Spanish painting in particular. This is precisely Mar-
tinez’ complaint.

Martinez records a 1610 letter from Eugenio Caj” (1574-1634), an Italian visiting
Madrid, to a friend in Bologna. (The implication is that the testimony of Caj6s is
especially weighty since he is an expatriate with ties to Italy.) Caj6s is surprised at
how little Spanish painters are appreciated—even the work of second-rate Flemings
is preferred to that of the Spanish. Martinez further reinforces his complaints with
three stories from his own experience. In the first, a painting he made in his youth
in ltaly is greatly valued by a Zaragozan patron only because it is believed to be
by an unknown foreign artist. In the second, Martinez is commissioned in 1673 by
Don Juan of Austria to do a black-and-white work. Don Juan’s Spanish courtiers
dislike it because it is colorless, and Don Juan has to defend it by saying: ““I esteem
a picture well painted with art and drawing more, although it be only white and
black, than another of vivid colors without drawing and art.”*’ In the third, paint-
ings owned by Don Juan are sent to Spain by servants because the servants know
they are ordinary while the Spanish “like pretty colors more than art.”**

As a patriotic booster of Spanish painting, Martinez' problem is two-pronged:
first, Spanish painting is not valued because it is Spanish; and second, the Spanish
patron is unwilling and/or unable to appreciate and advance the cause of Spanish
painting. Significantly, Martinez is not troubled by an inherent inferiority with
reference to the classical tradition, and it is a short step from his confidence in the
basic merits of Spanish painting to Palomino’s assertion of VVel~uez’ claim to preemi-
nent international status.

Palomino’s work,*” EIl museo pktoricoy escala optica (fig. 3) was published over
a period of several years from 1715 to 1724,** and it combines Martinez' emphatic

**  .como li la fatal guadana de )a muene fucra ci mtJacit estitnaiivo del Anirice: 6 por lo menoa han de esiar

mui lexoa, tamo, que solo llegue aci cl eco de su nombre, como si el ver las personas, borrara la cminencia de
sus obras." See Carducho, 426.
**  .le dixo, qur d que hizo aquella Pinlura. ere mui grande amigo suyo, que se llamava Rodulfo Sgothforti,
con quien el se carteava a menudo. . . De donde se colige, que la cstimacién no ha de coeiar menos que la vida:
mas vivan muchos afios los que oi pinian en esta Cone, aunque carezean del aplauso, y de la devida estimaci6n
a sus obras."” See Canlucho. 426-27.
"M&s esiimo yn un cuadro bicn pintado con arte y dibujn, aunque sea s6lo de bianco y negro, que otro de coloret
vivas sin dibujo y arte." Sec Martinez, 195.
** “Serenlsimo senor. esins se han hecho para envidiarlos a Rspana, que aquf lenemos noticia que por lo mis or-
dinarin, muchos de aquellos senores gustan mis de las bellas colores, que no del arte." Sec Martinez, 1%.
(*alomino was bom in Cordoba and trained to become a cleric, but his interest in painting led to his establish-
rrtent as a painter in Madrid in 1678, just eighteen yean after the death of Velizquez. In 1688 he became pinttt
diinyat well as a close friciK| of Luca Giordano (1632-1705), the Italian painter who was also patronized by Charles
11, the last of the Hapsburg rulen of Spain.
** Antonio Palomino de Castro y Velasco, El musn putorite y ataU 6ptua, Madrid, 1947, is a relatively accessible
venion of Palomino's work. However, the quotations that follow are cited from a two-book edition. The first book
is comprised of Volume | subtitled Vonea de la Ptniwa and was published in Madrid by Imprenta de Sancha in
1795 The second book includes both Volume Il and Volume I1I: VVolume 11 is subtitled Fraetua de la Pintmta ai>d
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3 Thnrua dt laptntura. froniispircr to Antonio Palomino. El mustopic-
lento, Vol. I, 1795. The original engraving was executed in 1715. (photo:
Art and Archeology Library, Bryn Mawr College)

nationalism with the humanist erudition of Carducho and Pacheco. The result is
an unequivocal glorification of Velasquez as painter without equal. The account of
Velasquez' life appears in a section of EI musto tided Elpamaso espanol pintomco laureada
Palomino tells us he is writing the Bimaso to restore credit to the Spanish artists
who have not received rank and honor in the same proportion as foreign artists.
Much like Vasari, Palomino wishes to commemorate the work of those artists who
have gone before and to preserve the memory of the work which constitutes their
fame, work already in many cases ravaged by time. Also like Vasari, Palomino stresses
that the lives in his fhmaso will serve as examples for those who wish to follow in

wms published in Madnd by Imprenta de Sancha in 1797 while Volume 11, subtitled EI parnaso apanol pintomto
launado, published in (he same city by the same company, carries a dale of 17%. Other useful references to Palomino
not cited here include M. Emilio Aparicio Olmos, /WmiM im arttj sm timp” Valencia. 1966. Juan Antonio Gaya
NuAo, /Uamiao, Cordoba, 1956; Xavier de Salas. "Manutcritos de Palomino," Anhioe apanol dtaru, XXXII, 1959,
69; tmd Xavier de Salas, “Sobre la segurKla edicidn del libro de Palomino," Anhtoo apanol dt arU. XXXVIII, 1%5,
327-30
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the footsteps of the great artists. The notable difference between the two writers™’
is Palomino’s decision to limit himselfto a Spanish perspective, and that perspective
shapes both the form and content of the Pamasa

Palomino implies that his accounts arc relatively impartial and strictly depen-
dent upon the material available; he says that he will present the artists in chronological
order and that some may not receive the treatment they deserve because not enough
is known of their lives. The selection process itselfis, of course, already a value judg-
ment by Palomino, and there is further a striking discrepancy between the number
of pages accorded to various artists. The life of Velasquez requires forty-five pages
while the life of Palomino’s contemporary and close friend Luca Giordano, for whom
the author would have had an equal quantity of information, is only twenty-two
pages. Alonso Cano (1601-1667), who was supplanted at court by Giordano, receives
eleven pages. Titian, acknowledged by Pacheco as the greatest of painters, is confin-
ed to six pages. Carducho and Pacheco each get three pages, and the great majority
of the lives arc only fractions of pages.

Additionally, the life of Velasquez is not told in precisely chronological sequence
and, therefore, it is important to examine the arrangement of the material presented.
The forty-five pages devoted to Velasquez arc divided into thirteen parts, and in
each of the first ten, in keeping with the classical typ>es so closely related to the
organization of El museo, ™ the significant asp>ect of Velasquez' life is referred back
at least once to a classical irop)c which serves as an authorization for the painter’s
activity. The literary devices and authorities from the classical Italian tradition used
by Carducho to celebrate the nobility of painting and by Pacheco to celebrate Spanish
art are now being used by Palomino to celebrate the career ofan individual painter.
If the devices and authorities are examined for what they are—formulae for a stan-
dard of art exp>erience and art activity—it can be seen that Palomino has structured
the biographical material of Velasquez' life to fit the standard. The standard often
reflects patterns set by Vasari, which in turn reflect the standard of the learned painter
as determined by Alberti.**

** PaJommo is also closriy irlaifd lo Vasari because he inrorporaies inlo the fhrnojo unpublished marcrial from
I"xaro Dial del Valle (1606-1669), a contemporary of VeUzquez who translated some of Vasari’s Livts and added
Spanish biographies to them. As recorded in Sinchez Cant6n’s FuenUs I.tUrarias, the notes of Dfaz del Valle, dated
1656-1659. are a fascinating hint of the struggle to achieve knighthood for VeUzquez. but they never achieved a
publishable format. Palomino, however, does not include all of the Italian lives translated by Dfaz del Valle, presumably
because some do not meet Palomino's standard of significance in Spanish art. For example, in Palomino's opinion
El Greco's particular coninbution to Spanish art is that he was first to “break a lance" in the battle against taxation
of painting See Palomino. Ill, 427. Similar justifications are given for the inclusions of other expatriates such
as Carducho to whom Spanish art is also indebted for litigating his immunity from tax In the preface of the Ar-
iMM, Palomino admits his debt to many other sources as well including a manuscript, now lost, by Juan de Alfaro,
a Velizquez pupil mentioned later in this paper whom Palomino says comes to an unsuccessful end because he
thwarts the wishes of his patron. However, the classical references in Palomino's biography of Velizquez cannot
be attributed solely to what may or may not have been a feature of the Alfaro manuscript since the first part of
Palomino's book. EI mium. was published some nine yean before the Amaw; as mentioned in footnote 50, El miuto
depends heavily upon a classically-oriented format, and it is also replete with the kinds of classical references found
in the AniaM

The remarks of the contemporary censors, the titles to the nine books on theory and praaicc in El «a»a, and
introductory passages to each of the books make it clear that Palomino it intent upon linking his discuuion of
painting to the nine muses. One climbs the “optical stair” to book nine or El dedicated to the muse Caliope,
and the entire work it a tightly-reasoned variation on themes familiar from Carducho and Pacheco. It it also meant
to unite painting and poetry once and for all.
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Specifically, in Part One, Palomino asserts the nobility of Velasquez' antecedents,
his early aptitude for art (qualities prescribed by Vasari), and the thoroughness of
his training (Alberti’s learned painter and Vasari’s diligent student). Palomino even
guotes Alberti’s prescription for the learned painter. While Veldsquez' training does
not include a trip to Rome (which for Vasari was a fault in Titian’s preparation),
he does study the appropriate examples while he is in Spain. In fact, Palomino goes
so far as to assert that Velasquez is heir to all the traditions—Greek, Roman, Italian,
and Spanish—to the point that if all other painting were lost it would still be known
through his work. Palomino justifies the subject matter of Velisquez' early work
with a reference to Pliny, who according to PAomino says that Peirakos “following
humble things achieved great glory and estimation in his works: for which they gave
him the surname: Rhypawgrajos, a Greek word that means painter of low and gross
things.”™ Pacheco has given the same anecdote in ElarU, but it is in a context which
justifies a bodegon as such. Pacheco does add that bodegona can be esteemed “if they
are painted like my son-in-law paints them,””” but the point is that Palomino has
eliminated the generalized defense of bodegon and makes Velasquez himself the ob-
ject of the classical justification.

In Part Two, VeUsquez visits Madrid and much like Carducho’s prescription
for an Italian trip to complete an artist’s training, Velasquez completes his studies
at the Escorial, characterized by Palomino as the eighth wonder of the world built
by the second Solomon.** One is reminded of Carducho’s assertion that Rome is
wherever one studies, which is probably what Palomino had in mind since elsewhere
he is rather testy about the importance of studying in Italy.”” Velasquez also establishes
his importance as a painter by portraying the King and by becoming the only painter
to be allowed to do so, “enjoying the same preeminence, that Apelles had, when
only he was able to paint the image of Alexander”™ (a comparison familiar from
Vasari’s life of Titian). This is another story which was recorded before Palomino
by Pacheco who printed it alongside two poems celebrating Velisquez' portrait of
Philip IV on horseback. Both poems classicize the image of the King, and the one
by Pacheco addressed to Vel*qucz ends with a reference to the King and Velasquez
as Alexander and Apelles.** Once again, however. Palomino’s version of the basic
story tightens the connection between Velisquez and the classical reference. Not
only is Veldsquez equated with Apelles, but only Veldsquez-Apelles is allowed to paint
the King. According to Palomino, the painters Velasquez replaces are the Carduchos,
Angelo Nardi (1584-C.1665), Eugenio Caj« and Jusepe Leonardo. Perhapw it is signifi-
cant that four of these painters are of Italian descent, while the fifth is the son of

. .gijc liguicndo cotu humildcs, alcanz6 luma (floha, y grande estimacion en sus obraa: por lo cual le dieron
por lobrenonibrT Ripangmfot, diccion griega. que quiere decir pimor de ctmai baxas y gmaenu." See Palomino, 111, 481.
** See footnote 35.
** )y adelantarte en el Arte, viendo laa pinturas admirable* de palacio .junto con lai del Real Monaaterio
de San Lorenzo el Real, octava de las maravillai del mundo, y primera en dignidad: obra digna del gran Monarca,
y segundo Salomon Felipe Segundo, Rey de las Fspanas.” See Palomino, 111, 483.
** "The fact that foreigners do not want to concede fame to any Spanish painter who has not passed through an
Italian customshouse,” see F.nggass, 200.

. gozando la misma preheminencia que luvo Apeles, que solo <1 podia piniar la imagen de Alejandro.” See
Palomino, 111, 485.
** “Que d planeta benigno a tanto cielo, / tu nombre ilusirarA con nueva gloria, / pues e* mis que Alexandro
y tu su Apeles." See Pacheco, I, 166.
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an emigrant to Spain. That is, Veldsquez is the first truly Spanish painter to be allowed
to paint the King.*

The third part of Palomino’s account describes VeUsquez' first trip to Italy in
1629, and it is interesting to note that the Venetian painter most admired by Velas-
quez, Tintoretto, is compared to Zeuxis, **in antiquity, superior to all those of his
time,”** which amounts to an affirmation of Velasquez’ taste in painting. When Velas-
quez returns to Spain, the King rewards his diligence by coming to watch him paint
“as did the great Alexander with Apelles. . .and like. . .Charles the Fifth, although
occupied in so many wars liked to see the grand Titian paint. . .and Philip Il went
very frequently to sec Alonso Sdnehez Cocllo paint.”*” During this visit, Velasquez
surpasses these models of outstanding painters, because according to Palomino, the
King believes a portrait by Velasquez is alive to the point that he s(>eaks to it.” In
his argument that the moderns can paint as well as the ancients, C"spedes records
the story that passers-by salute a portrait by Titian.** However, in Palomino’s ac-
count, it is the King of Spain, not just a wayfarer, who speaks, not simply waves,
to the portrait by Velasquez. Palomino notes that this is one of the few paintings
signed by Velisquez, which also makes it an important work. It is probably not in-
cidental that Palomino presents the entire story immediately after he records the
Velasquez technique of using long-handled brushes to paint at a greater distance
from the canvas ““in such a way that from near it was not understood, and from
far it is a miracle.” The trop>e of distance and proximity here stems from Horace.**
Like Pacheco, Palomino ultimately will counter any criticism of Spanish technique
that does not conform to the received classical tradition by using the finished work,
for example, Velasquez' painting appears alive, ajustification that Vasari also uses.
At first it appears odd that the classical example of Zeuxis deceiving the birds is
not adduced since Palomino has established such a clear pattern of classical references,
but he has already used this trope in connection with Tintoretto and p>erhaps to
mislead a king is after all of more political and cultural import than to deceive birds.

The theme of painting that does not appear to be painting, that can deceive
the spectator, appears twice more in Palomino’s life of Veldsquez, once with an ap-
propriate classical citation and once without. In part four, in the account of Velas-
quez’ service to the King in putting down unrest during a trip to Aragén, the painter
makes a portrait of the King's entry into Lerida for shipment back to Madrid. The
portrait appears like another living Philip and is compared to a portrait of Alex-

Alonio Sinchez Coello, painter to Philip Il. is considered Portugese by Palomino, - y le intitulaba el Rey en
sus cartas Ticiano Portugu”™." See Palomino. Ill, 388.
. .quejacobo Tintoreto, cxcelenilsimo y doctlsimo pintor. comooiro Zeuxtsen la antiguedad, superior i todos
lot de su liempa” See Palomino, II, 488.
. asi como In hizo el Magno Alexandro con Apeles. . y como la Magesiad Ccsirea del SeAor Emperador Carlos
Quinlo, aunque ocupado en lamas guerras, guslaba de ver pintar al gran Ticiana Y el Cal6lico Rey Felipe Segun-

do iba muy frecueniemente A ver pintar A Alonso Sinchez Coello.” See Palomino, 111, 491.
.bax6 el Rey, como solfa, i ver pintar i Velizquez, y rrparando en el retrain, juzgando ser el mismo natural,
le dixo con eslrafieza: Qn/ todavia aids No U ht dapaehadoya, como no U ecu?" See Palomino, Ill, 492-93. The

King even repeats to Velizquez that he was fooled: “Os aseguro que me engane.” See Palomino, I, 493. Lopez-
Rey assigns Number 523 to this painting which was a portrait of Admiral Adriin Pulido Pareja and says it is lost.
Ix>pez-Rey Numbers 524 through 529 arc also assigned to portraits of the Admiral, t%«o of which are extant. See
Joti Lopez-Rey, Wdi*uu A Colologtu Raisonni oj His Onson, London,' 1963, 301-4.

* See footnote 32.

* »__ hfzole con pincelcs y brochas que tenia de hastas largas, de que usaba algunas veces para pintar con mayor
distancia y valentfa; de suene, que de cerca no se comprehendia, y de lejot es un milagra™ Sec f*lomino. IllI,
492 See McKim-Smith's forthcoming article in the BoUttn tUi Musn dei Pmdo.
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ander that (because of his speed being so great in overcoming his enemies and
in putting his soldiers in good order) Apelles painted it with a thunderbolt in his
hand, representing this figure so to the life of the original, that the Macedonians
said, that of the two Alexanders, the one Philip had begotten could not be con-
quered.  The implication is that Velasquez has performed a similar service for
his king, one which augments the king’s power and confuses the enemy. There are
a number of other references to classical incidents in this section, all of which revolve
around service to the king and/or praise of Velasquez.

The second occasion on which Velisquez' painting deceives is actually doubled
since both the portrait of the Pope and the portrait of Juan de Pareja cause confu-
sion. The portrait of the Popx? is seen by itselfand fools the papal courtiers** whereas
the other painting done in preparation for the portrait of the Pope, is presented by
Pareja himself, and friends do not know to whom they should speak or who will
answer.** The lack of explicit references to antiquity here may reflect Palomino’s
more immediate interest in asserting that Velasquez can outpaint Titian in his own
style,** since this rivalry in turn evokes the trope as well as Palomino’s interest in
demonstrating that Velasquez’' painting deserves the votes of painters from all na-
tions who elect him to the Academy of Rome in 1650.

For Palomino, the central events of Velasquez’ life (parts six and seven of thir-
teen) are literally the appointment as chamberlain to the King and the painting of
Las Meninas. Part Six is a long discussion of the appointment made in 1652 and its
impact on Velisquez' artistic output and his personal standing. It is made explicitly
clear that Velisquez’' personal glory depends directly upon the king, and also that
if he had been employed in another field, he would not have won such high posi-
tion. Professors of painting can be glad, says Palomino, that Velasquez has been
so exalted, but it is also a shame that Velasquez did not have more time to leave
more examples and documents of his work.*"

Part Seven is devoted almost entirely to a discussion of the painting now known
as Las Meninas. As has been discussed. Palomino is a writer for whom structure and
content have a significance of their own, and so the choice of information presented
about Las Meninas is very important. In Part Six, Palomino has described the special

e’ . que parecia otro vivo Filipo; y se pudicra decir con razon lo que drl retraio dc Alexandra, que. por »er (ania
lu presieza para acomeler i )oaenemigot, y para poner en buena orden sus loldadoa. lo pint6 Apelea con un rayo
en la mano, repreaeniando esta figura (an al vivo i lu original, que decian lot Macedonioi, que de lo> doa Alexan-
droa, el que habia engendrado Filipo, no te podia veneer; y el que habia pintado Apelea, no podia imitar.” See
Palomino, 111, 493. Philip here, ofcourae, refera lo (he father of Alexander and no( to Philip 1V, Velizquez’ patron.
The painting al the Frick Collection, New York, haa been identified as this portrait. See Lopez-Rey, 215, na 255.
** "y viendo el retraio, que eataba i luz escasa. penaando aer el original, ae volvi6 a aalir, diciendo i diferentes
cortesanoa que estaban en la antecimara, que hablaaen baxo, porque au Santidad eataba en la pieza inmediata.”
See Palomino, 111, 501, and Lopez-Rey, 272, no. 443. Harris auggeais this is the painting that ". . earned Veliz*
quez admission to the Academy of Saint Luke inJanuary 1650" See Harris, 149. The painting deacribed by Lopez-Rey
and Harris is al the Galleria Doria-Pamphili. Rome.

.se quedaban mirando el retrato pintado, y 4 el original con admiracion y asembro, sin saber con quien ha-
bian de habiar, 6 quien lea habia de responder™ See Palomino, Ill, 501. Lopez-Rey, no. 517, and Hairia, 148.
The painting deacribed by Lopez-Rey and Harris is now at the Metropolitan Museum of An, New York.
** .. todos estos retratoa pin(6 con hastas largas, y con la manera valiente del gran Ticiano, y no inferior 4 sus
cabezas: lo qual no lo dudar4 quien viere las que hay de su mano en Madrid." See Palomino. 111. 501.

"Y aunque loa profeaorea de la Pintura noa glonamoa tamo de la cxiltacion de Vel4zquez 4 puestoa tan honorfheoa,
tambten noa laatima d haber perdido muchoa mas teatimonioa de tu habilidad peregriru para multipikar documentoa
4 la poateridad; perola aptitud de su persona 4 qualgier empleo. y d alto concepto que tu mageatad habia formado,
asf de tu vinud. como de tu talento. le coitttituyeron acreedor de mayorca honraa; puea todaa pareclan eatrvehaa
a la profusion dilatada de sus n>4ri(0s." See Phlomiito, 111, 506.
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relationship between the King and Velisquez and the status derived by Velasquez
from that relationship. Now he describes Las Meninas in a way that offers a visual
confirmation of the relationship described in Part Six. Palomino docs not say that
the painting is a portrait of the Infanta Margarita, only that it is a large picture
containing her portrait. Since she has the greatest rank and occupies a central posi-
tion, it is natural that he would begin the discussion with her. One of the meninas
is of the Queen’s household, the other of the King’s. One of the dwarfs has a domestic
aspect, the other is imposing. Other figures round out the composition with a number
of counterpoised images, old and young, arranged in various ways according to the
standards required by the classsical definition ofa good hisUnia. Velisquez' self-portrait,
however, is related by Palomino to the famous self-portrait of Phidias,®* and if VVcl”™-
quez’ self-p>ortrait is removed there is no purpose to the painting. Like Phidias and
Minerva, Titian and Philip Il, the immortality of Velasquez and Margarita is in-
terdependent. According to Palomino, Velasquez' ingenious invention is the reflec-
tion of the King and Queen in a mirror. The floor seems walkable, and the ceiling
is structurally sound. In short, via his description, Palomino defines Las Meninas
as the perfect painting, one which exhibits all the characteristics (variety, propor-
tion, invention, harmony, decorum, etc.) prescribed by the humanistic Italian classical
tradition. In addition, it includes a self-portrait of Velasquez as an indispensable
unit of the composition—easier, to envy than to imitate, says Palomino referring
to Zeuxis.®’

Given Palomino’s use of oral and classical traditions to emphasize his points,
the remark he records by Luca Giordano (“Sir, this is the Theology of Painting’)’®
carries a sp>ecial imp>ort. It is to be understood, says Palomino, that parallel to
theology’s supreme position in the sciences, the picture is supreme among paint-
ings. The further implication, is the concept of the painting as a literal theology
of painting, a visual paradigm for the basic tenets of the arguments for painting
as a liberal art: antique precedent proves the nobility of painting since the painter
is to royalty as Apelles was to Alexander, and modern history confirms this because
an art honored by nobility is in turn ennobled.”

At first it seems puzzling that Palomino chooses to record in parts eight and
nine the activities of the fresco painters Mitelli and Colona and ofthe sculptor Moreli
within the framework of the life of Velisquez. Possibly Palomino was interested in
recording the reintroduction of a major art form into Spain. Possibly he had in mind
some kind of parangdn between painting and sculpture. It is likely, however, that an
underlying theme is Palomino’s desire to show that Veldsquez was a learned con-
noisseur who could select paintings and sculpture for the Escorial,’* devise a pro-
gram (the story of Pandora), and supervise the work of fresco and oil painters as**

** “Con no menoc anificio considero ate retrito de Velizquez. que el de Fidiu ocullor, y pintor famoeo, que
puto su reirato en el escudo de U aiitua que hizo de la dioaa Minerva, fabricartdole con lal anificio, que si de
allf sc quilase, se deshiciese tambien de lodo punto la esiaiua.” See Palomino, 111, 509. The painting is at the Prado,
Madrid.
** “Pudiera decir Velizquez, i no ler mas modalo, de ata piniura lo que dixo Ceuxis (sic) de la bella Penelope,
de cuya obra qued6 tan salisfecho: tncuunun aligytm/k:i/iiu fuani tmitatumm. que mat facil seria envidiarla que im>
ilaria.” Sec Palomino, 111, 510.
/ "Stnor, ata a la Tiolagia Je la PinOm, queriendo dar i enier>der que as( como la Teologfa a la superior de las
Sciencias, as( aquel quadro ere lo superior de la Piniura.” See Palomino, HI. 510.

See Brown and Kahr for an extended discussion of this argument as it rclaia to Lai Mtaimi See also Mary
Volk, “On VeUzquez and the Liberal Ans,” Art BiUlitim, LX. 1978, 69-86.

Even the taste of Velizquez as learned connoisseur is validated with a classical reference. Palomino says that
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well as of sculptors like Morcli. Velasquez is thus not only a supreme painter but
also master of all the arts. It has been seen, for example, that it was important to
Carducho to show that an artist, specifically Leonardo, could purchase works of art
and arrange castings of statues for the kings of France. Palomino is perhaps making
a similar claim for VelAsquez’ talents. It is also interesting to note here that Palomino
says only Velasquez can adequately praise the forty-one paintings the King sends
to the Escorial. After using the traditional standards to define Velasquez as the ultimate
painter per se. Palomino has now made Velisquez himself the standard by which
others are to be judged.

Part Ten recounts another special service of Velasquez to the King and again
affirms the superiority of his genius with classical comparisons, while Part Eleven
tells of VelAsquez' admission into the Order of Santiago and again stresses that honor
is dependent upon Velasquez' relationship with the King. The last two parts of the
life, twelve and thirteen, are also repetitions of themes that have already appeared,
but the epitaph in Part Thirteen is interesting in that Is is limited to mention of
Velasquez offices held from the King, his preceptor Pacheco, the trip to Italy to
purchase paintings, the portrait of the Pope, and service to the King at the mar-
riage of the Infanta. No special claims arc made by the writer of his epitaph, the
brother of his student Juan dc Alfaro, for Velasquez' ability as a painter. However,
Palomino closes the life with a last unqualified endorsement of VVcl*qucz' special
place in the Spanish Ihmaso: his ““fortune, ability, and genius, with his honored ac-
tions, constituted him a model, and example for eminent artists, and erected to him
an immortal statue for an example to future centuries, and leaching for posterity.””’*

As a further corroboration of Palomino’s deliberate intent to recognize Velas-
quez as the Spanish laureate of painting who achieves on an international level, it
is interesting to look at another life from the lhmasa Giordano, Palomino’s close
friend, is given a large number of pages, but the divisions are not titled and the
only anecdotal material revolves around his prodigality and his nickname, given to
him because he painted so quickly. The programs of his work arc described at length,
and one suspects they arc meant to be compared to the famous Italian cycles such
as the Sistine Chapel, although the programs often have special application to Spanish
history and may have been recorded for that reason. For example, the programs
include a depiction of Hercules (legendary first master of Spain),’* the conquest of
Granada, the Spanish patron saintJames, Spain personified as a regal figure riding
a lion, Spanish kings who become saints, etc. The sole classical reference in the twenty-
two pages comes at the end when Palomino calls Giordano the father of history with
a brush as Herodotus was with a pen, saying that he is the equal of anyone at history
painting.™

statues of I"aocoon and his sons bought by Veliaqucs for Philip 1V, are ranked as outstanding by Pliny, "Dice
Plinio que es obra que sc puede preferir, y anteponer i todas las demas de Piniura. y del la Estacuaria™ See Palominoi
in. 502.

.. .cuya fortuna. habilidad, » inRcnio con sus honrados procedcres, le constituyeron moddo. y dechado de ar-
tifices eminentes, y Ic cripemn esiaiua intnonal para exetnpio de Ins futuros siglos, y ensehanza dc la posteridad."
See Palomino. 111, .527. Gallego. Elp$nU>r. 34. makes the point that Vasari records the honorable burial of artists
to prove their high station. Carducho also does this in his Tint dialogue and so do Pacheco. Martfner. and Pakmiina
* For a discuuion of the identification of the royal house with Hercules, see Jonathan Brown and J.H. Elliott.
n a Ktng. TV But* Rtttn and the Caurt «/ FhtUp IV. New Haven. 1980. 156-61

Y ultimamenie podemoa decir, que Lucas Jordan fu< padre de la Hisioria con el pirKcl, o»no Herodato lo
M con la pluma  de suerte que dudo que en la universtdad del historiado. le haya excedido, si es que le ha
igualado alguna™ Palomino. 111, 708.
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There is no consistent attempt to classicize either the life of Giordano or any
of the far briefer lives of other artists. There are more than 230 individual lives of
artists, plus references to others within a given life, but other than the examples already
noted for Velasquez and Giordano, Palomino only once pairs an artistic achieve-
ment with a classical personage. In this case, the intimate familiarity of the rela-
tionship between Velasquez' pupil, Don Juan de Alfaro, with Alfaro’s patron, the
Almirante de Castilla, is compared to that of Apelles with Alexander. No mention
is made, however, of an Apelles-like artistic accomplishment or of an exclusive right
to portray the patron. All in all, the number of other classical references are few;
they appear only when a third person makes the equation as when Palomino quotes
from Lope de Vega’s Laurel de Apolo in the life of “our Spanish Protogenes” Alonso
Sdnehez Coello,’* or when he records the words of Don Felix de Artiago about El
Greco, “the divine Greek who emulated Prometheus.””" By contrast, in the life of
Veldsquez alone, names from antiquity appear more than sixty times—not including
the names of statues of classical subjects purchased by Velasquez in Italy.

It is also noteworthy that Palomino not only excludes classical comparisons from
the life of Titian, but omits as well the story of people greeting a portrait by Titian.
For Palomino, the central point of the life of Titian is his relationship with Charles V,
and anyone wishing to know more is told to read Carlo Ridolfi. In the life of Murillo,
an extensive six pages which includes the theme of art that deceives, there are no
references to Zeuxis.

As an indication of the degree to which Spanish nationalism influences both
writing of general artistic treatises as well as Palomino’s extraordinary attempt to
apotheosize Velasquez,’* it is interesting to conclude with an often-repeated story
from the life of Velasquez—the story of the circumstances surrounding the lost paint-
ing done in 1627 of the expulsion of the moriscos (Moors converted to Christianity
after the Christian reconquest of Spain in the eleventh to fifteenth centuries). Car-
ducho, the expatriate Italian who mentions Velasquez onlv once and specifically ex-
plains his decision not to discuss contemporary painters in Spain does not record
the story. Pacheco, who considers himself the first Spaniard to write about art, simply
says that Velasquez painted a large picture with a portrait of Philip 11l and the ex-
pulsion of the moriscos, that he bested three painters of the King, and that the judges
named by the King were two nobles from the prestigious orders of Santiago and
Santo Domingo who knew something about painting. Pacheco docs not name the
painters but only the judges in order to establish their authority. Martfnez, the
unabashed champion of Spanish art, enlarges upon the theme in several ways that
raise the stakes considerably. First, the King is distressed to hear Velasquez criticiz-
ed as someone who can only do portraits; second, the contest is arranged especially
for Velasquez; third, four painters make pictures of the same size; and finally, the
pictures are hung in a large salon in the palace for all to see. Palomino’s version

~ . .el EipaAol Pn>l6gene« fsmoaa" See Palomino, 111, 3S8.

*? “Divino Griego.. .. Pmulo k Promc«hio en un rriraio.” See Palomino, MI. 429.

~ There it a tecond category of anistir achievement celebrated by Palomino, one in which works of religious an
not only appear miraculoui but actually produce miracles. For example. Fray Juan de la Miteria makes an image
of the Virgin with which he performs miracles. He. of course, it the ultimate example since he is so pure artd devout
chat his body remains urKorrupted after death. Miracles as proof of anistic merit are related to the recurring theme
in PalomirK) of the devout painter and %vould be an interesting topic for funher study, but no such claim is made
for Velizquez although he is, hoM«ver. perceived as devout.
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follows Pacheco rather than Martfnez, but he, too, expands upon the story in in-
teresting ways. Philip Il is praised as a Spanish leader, moriscos are defamed for
antinational activities, and Palomino names the painters defeated by VelAsquez. They
are Eugenio Cajes, Vicencio Carducho, and Angelo Nardi—all expatriate Italians.
Palomino then describes the painting at length, including the King, the moriscos, and
“Spam, represented by a majestic matron, seated at the base of a building, in her
right hand she has a shield and some arrows, and in the left some wheat, armed
Roman [style] and at her feet... an inscription.”” The inscription explains the scene,
the identity of Philip 111, and the contribution of Philip 1V as patron of the paint-
ing. Finally, Palomino records the signature, in itself a rarity, of “VeUsquez
Hispalensis.”™*®

It seems appropriate to say that with Palomino, one hundred years after Car-
ducho, nationalism is no longer a nascent, underlying factor in the seventeenth-
century Spanish treatises on art. National bias is a significant aspect of a deliberate
and carefully constructed statement about the status of Spanish art and about VelAs-
guez as the personification of its glory. Just as Carducho elects in his publication
of 1633 to record the collections, but not their contents, of Spanish patrons whose
status would in turn enhance the status of art in Spain, Palomino in 1724 presents
the biographical material of Velasquez in a way that will enhance the status of Velas-
quez as a painter. While Pacheco in 1649 validates contemporary Spanish art theory
and practice with references to universally-accepted Italian standards. Palomino
validates Velasquez' claim to internationd fame with references to universally-
recognized classical tropes. Like Martinez in 1673, Palomino is unafraid to assert
the intrinsic superiority of Spanish painters. Any study ofart treatises from the Golden
Age should recognize the importance of nationalism as a factor in the selection of
information presented and arguments pursued.

Bryn Mawr

> "A la mano derecha del Rey oti EipaAa, reprcaeniada en una magestuota matrona, tentada al pie de un ediHcio,
en la diettra mano tiene un eacudo, y unoa dardoa. y en la ainieaira unaa etpigaa, armada i lo romano, y i aua
piea eala incripcion jric) en el adcala” See Palomino, MI. 486,

e» Harrif iranalation of Palomino, p. 201, givei this as "Vdiaquea of Seville" In Htrptri Ultn Duiunttry, New
York, 1889, hupainsu it translated as "of or belonging to the city of Hitpalis,” Hitpalit being "a city of Hiapania
Baetica now Seville" while the province of Baetica takes its name from the river now known as the Guadalquivir.
Hercules is supposed to have sailed up the Guadalquivir to the site of Seville Caesar later founded the city at
the supposed location of the marker left by Hercules and appointed at regent a centurion supposed to have been
descended from Hercules For the identification of the ruling house of Seville with Hercules, see G Kunoth, "Francisco
Pacheco's ApPtPmu Oj Hmuut"Jotmal tftht Wvhwi CtvUuU lwtttuUt. XXVII. 1964, 335-37 Information
about the identirication of Hercules with the ruling house of Spain has been given above in footnote 66. Since
the program of the Exptdsitn  tht Mtnsem it peculiarly Spanish, one wonders whether the designation kuptUntu
here carries a special implication of Seville as city of Spain, the city specially identified with the legendary fim
roaster of Spain and progenitor of the kings of Spain. In any case, the designation is geographic and not titular
as in p%tOor M ny
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Manet’s BaU at the Opera: A Matter of Response

MELISSA HALL

Manet’s painting Le Bal de I'Opha was painted in 1873 and was rejected by the
Salon jury of 1874 (fig. 1). The painting represents an event perhaps unfamiliar to
modem eyes, but to a nineteenth-century audience the opera ball and its surround-
ing carnival celebrations were as familiar a part of Parisian life as the streets and
caf6s themselves. During the carnival season the streets of Paris were thrown into
a flurry of activity as boulevards teemed with maskers and merry-makers, elaborate
carriages, and impromptu parades. Balconies overlooking the Grands Boulevards
were often rented as loges from which to view the melange of activity below, a spec-
tacle of fanfare and pomp that even the most brazen would be hard put to dismiss.
At night the festivities moved indoors, where the gaslit lamps of places like the VarieUs,
the Rilais-Royal, or the Paris Opera cast a warm glow upK>n the invariably black garb
of the dandy’s evening dress and the domino’s shroud of rich velvet or silk.'

One must wonder what kind of painting such a fairytale might produce. In-
deed, one might search Manet’s canvas for traces of a jewel-like gaiety, or some rem-
nant of this once-lived dream. However, in the end one will be disappointed. As
we look closely, the fairytale will give way, revealing beneath its lusciously painted
surface a harsher reality—a reality that adequately characterizes the strife and anx-
iety of nineteenth-century Parisian society. The timing is significant, for the year
of Manet’s painting marks a somber turning point in the history of the Third
Republic. 1873 heralded a sorry defeat for the French left, as the right wing Moral
Order of the Marechal MacMahon gained ascendancy—a regime itself bent on shat-
tering the fairytales and dreams of republicanism.

This should serve as a prof>er setting for the unravelling of a tangled web of
tales recounting masked balls, lovely v«>men, and eloquent clowns—the weaving and
unweaving of which will form my analysis of Manet’s painting. Contemporary ac-
counts describing the opera ball and its related activities abound, providing a discourse
into which Manet’s painting can be placed for a comparison of vocabulary and in-
tent. In this context | am interested in Manet's painting as one response, among
many, to a particular social reality: the Parisian opera ball. | am interested in that
response in terms of its relation to the ideological constructs of nineteenth-century
bourgeois culture.

In response to the jury’s rejection of Manet’s painting in 1874, Mallarm” ask-
ed: To represent part of a ball at the opera: what were the dangers to avoid in such
an audacious undertaking?”’* Theodore Duret, Manet's friend and biographer, in-
forms us that the models for this painting were selected from among Manet’s
friends—the elegant gens du monde of Parisian society.® What could possibly have been
“audacious” about such an undertaking?

' Nancy Olson, (rcvurni. JTu Camivad t.ithogmphs. New Haven, 1979. 5-6.

* St”phanc Mallarm”, "I/C Jury dc IVinture et M Mane«." lut Rtnauiatu* arttsttgm tt Uuimtn, April 24. 1874; as
quoted in George Heard Hamikon, Mantt and Hu Cntta. New Haven. 1954, 182-183

* TWodore Duret, Hu$om dt Edotia/d Monti il dt um Onunt, 1”ru, 1919. 110. The modela Dum cites at being represented
are the composer Emmanuel Chabrier, Paul Roudier and Albert Hecht, ar>d two young painters Guilladin and
Edmond Artdrf
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2. Cavarni, (Guillaumr-SulpiceChcval)irr), ““Unc Conquile,” Ccmapol, lithograph. Ntw Haven,
Yale University Art Gallery, gift of Frank Altschul B.A. 1980

What was audacious was the opera ball itself, a much talked about event in
Parisian life of this period. Descriptions of the event range from an enchanted affir-
mation to a repulsed and nearly panicked reaction. The issue, however, was eminently
that of morality.

The work of the popular illustrator Gavarni (Guillaume-Sulpicc Chevallier),
who virtually made a career of recording the Parisian carnival, ranks as one of these
more “enchanted” responses. His work evokes a mood of intrigue and the titillating
thrill of amorous liasons. The clandestine encounter recurs constantly as a theme,
at times elegantly conducted, but more often charmingly amusing (figs. 2 and 3).
It is the women, however, who are the focus of Gavarni’s images—invariably pretty,
and often unashamedly seductive (fig. 4).
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3. Gavarni (Guillaumc-Sulpice Chcvallier), “—Ah! mon Dim!. , Osi mon man.
ma pciite, mon vrai man, \e Rumx'—Voyona! ne va pas le r*vciller, Wic! alloru, alloni
ailleun.” CanoMti. J838, lithograph New Haven, Yale University An Gallery, gift
of Frank Allschul B.A. 1980

When Baudelaire wrote about Gavarni in his 1857 essay, “Some French
Caricaturists,” he chastised the artist for his lack of moral aspiration: “Often he
[Gavarni] flatters instead of biting; he encourages, he docs not chide.”” Yet Gavarni’s
sympathetic treatment of his subject hardly veils the contradictions which defined
the nature of the opera ball. His lithograph Le Foyer de 1Vpem of 1852 certainly sug-

ests an encouraging attitude towards its subject, but it also alerts us to the prob-
em. Actions and behavior contradict our expectations as we arc shown a motley
crowd of figures who loll about in intoxicated delight. The image hardly coincides
with the polite gathering of ladies and gentlemen whom we might expect to find
within the cultured environs of the Paris Opm.

* Ch«k» Baudelaire. ' Some French Caricaiurisu." Lt Pfhnu, October |. 1857; as quoted in Charies Baudelaire.
TV /biatrr «/ Modtm Lt/r aW OiMtt Euap. trans Jonathan Mayne, New York. 1S165. 182.
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4  Gavami (Guillaunw-Sulpicr ChoaUirr). /v Foytt dei Opha. >aS2. lilhtNfraph (Ph.«<<>Kraph by aulbc.r)

What becomes clear from Gavarni and from other commentators on the opera
ball is that the main attraction was the sexual license which was permitted, if not
encouraged, for the occasion. The promise of clandestine encounters was a stan-
dard feature, and the donning of costumes afforded both the enticement of mystery
and the safety of disguise. A passage from Edmond and Jules de Goncourt’s
monograph on Gavarni provides an apt description of the kinds of delights a
gentleman might expect to find at these balls:

There the waddling gaits, the effects of thighs under black velvet pants
the lovely retreats of delicate bodies and their resistance that writhes bennth
the daring touch, the blouses that slide over bare breasts, the shou' Vrs
that are exposed from baubles of tulle, the velvets and silks of dominos,
the extravagances of the fake noses, the grotesques ...’

In this passage the Goncourts make no distinction between the actual ball itselfand
Gavarni’s voluptuous representations, and the indulgence of their language is in-
tended as an accompanying chorus to the uncritical tone of his work. But the freedom
with which these artists treat their subject raises a question which goes to the very
heart of the issue: who were the women who went to the opera ball?

* Edmond »nd Julei dc Concouri, Gtoami L'Hommt H I'Orum. Pari». 1925. 129.
VoiU 1« d<h«ichemenu. la effcti de cuiua lou* la p*ni*lon* de veloun noir. la jdia retrani de
corpi mignoni et leur defense qui lord »ou» l'audace de le sitouchement. la chemita glisMnt dun
Kin nu. la <p«ula tonnnt da fnnfreluchadu tuUe. le veloun et I* »o*e da dominoi. la extr«vmg»nca

da nei ponicha. la grote»qua
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An answer, as absurd as it is accurate, can be found in the Goncourts’ con-
troversial play HmrietU Marechal of 1865. The first scene takes place at an opera ball
where two brothers, Paul and Pierre de Br6ville, converse. The older brother offers
these words of advice to the younger Paul:

There you have before you, two thousand women like Diogme: all of them
searching for a man! Three hundred and fifty-nine of them have their watch
in the pawn shop; five hundred and forty-one need to pay their quarter’s
rent, six hundred and twenty-three want to furnish themselves in a palisade,
one hundred and twenty-two feel like renting a dance at least. . There are,
at this vei® moment, two hundred who are thirsty, and in the morning
at the strike of six o'clock, the two thousand of them will be hungry!*

Pierre’s intention for bringing his brother out was to teach him about love and women;
the implication is that both were easily bought at the opera ball.
As for the honest woman of the bourgeoisie, Pierre continues to Paul:

And if, by chance, you encounter in the corridors the honest woman, the
Jemme du monde who has been coming to the opera ball for all these hun-
dreds of years, pay her a brazen address and a wound to her countenance!
Tear from her the lace of her mask, and steal from her pocket the card
of her husband for to know who she is!’

The “honest woman” becomes a "femme du monde””\t\ the corridors of the opera ball,
thus relegating her to the role of a scorned interruption. Her unchaperoned presence
justifies the casting of insults and represents a disgrace to her husband’s name.* Thus

we may understand Henry de Pane’s admonishment of the gentlemen who attend-
ed the opera ball in his essay published in the Paris Guide of 1867:

Your mother and your sister no longer have to frighten themselves to see
you hurled into this whirlpool of nocturnal follies when they themselves
no longer venture further than an evening at the ministry or at the home
of friends.’

I she valued her virtue, the wife and mother of the bourgeoisie stayed home.

* Edmond and Jule* de Goncoun, Hmrieiu Matkh4d, Drame en Troi* Actes cn Prose. Paris, 1865. 31.
VoilA deux milic femmes comme Diog”™ne: elles cherrheni louies un homme! 11 y en a Irois cent
cinquame-neuf qui onl leur monire au monl-de-pi#i®, cing cent quaranie et une qui on« besoin de
payer leur terme, six cent vinf((-trois qui veuleni se meubler en palissandre. cent vinp-deux qui oni
envic de louer un coup au moins ... llyena, [I’'hcure qu'il eat. douze cents qui ont soif, et demain
matin sur le coup de six heures, lea deux mille auront faim!
* Goncourts, HennetU, 31.
El si, per hazard, tu rencontrea dans lea corridors la femme honn”te, la femme du monde qui vient
au bal de I'Op”ra tous lea cents ans, fais-lui une cour effront” et une 6graiignure au visage! D”chire-
lui la denielle de son masque, et vole-lui dans sa poche la carte de son man pour la reconnattre!
* This is not to say that the honest woman of the bourgeoisie did not attend at all. The costume