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Prologue

This book was written during my years as a Professor at the Pablo de Olavide University of Seville in bits and pieces until the COVID-19 pandemic of 2020–1 gave me the opportunity – and created the need – to focus on it beyond what previous obligations allowed. I want to express here my deep gratitude to that institution, which welcomed me so warmly back in 1999. In a way, I had conceived this research as a small tribute to the city of Seville and perhaps that is why its composition has not followed the usual path in these cases. Rather than starting from one hypothesis to be contrasted, I have let myself be carried away by the intertwining of two vectors whose confluence can occur at many points, thus leading to different themes and problems: early globalization as a fact especially present in Seville and the painting of Bartolomé Esteban Murillo. In weaving different arguments, I have often felt subjugated by the latter’s work, which has given rise to a series of reflections not always coincidental with the narrative usually associated with globalization, and which is usually based on connected history. One of the problems I have had to face stems from the fact that I wanted to write for two different audiences, historians and art historians. Although both fields intersect, I thought it appropriate to expand at times on explanations that might be unnecessary for the former but essential for the latter, and vice versa, in the hope this will broaden the readership. I need to add that, as the reader will see, the number of paintings discussed in this volume is extraordinarily high for obvious reasons, above all as a consequence of the comparative perspective that it frequently adopts (particularly Chapter 3). I apologize that many of them are referenced and even studied without including their image, but I trust that most of them can be easily found on the internet.

Seville and Murillo are an unbeatable starting point for the type of questions posed in this volume. This is not only because of the characteristics of both, which I will explain below, but also because of the enormous wealth of documentary and artistic material that has given rise to an uncommon richness of historical studies. This book draws from many preceding studies that for years have investigated the city’s past down to the smallest details. As always, much remains to be known, but my main debt goes to the multitude of colleagues both from Spain and from other countries – in the latter this is a privileged city – who have delved into Seville’s past and, in particular, its seventeenth century. The work of art historians has been of great help. Among these, I would like to thank Benito Navarrete, a great specialist in Murillo, for his comments on an almost definitive Spanish version of this work and for supporting my navigation through alien waters. To my colleague at the Pablo de Olavide University, Fernando Quiles, goes a special thanks for having shared part of his extensive knowledge of Sevillian Baroque art with me. The works already published by Pablo Hereza – whose complete publication we all look forward to – have helped to keep this work from becoming a nightmare. The list of art historians on whose shoulders I have stood would be inexhaustible and reaches, chronologically, from great masters such as Diego Angulo to the recently deceased Enrique Valdivieso.

A very special thanks goes to my colleague Bethany Aram, who also kindly read, commented on and corrected a version of this volume and from whose knowledge and company I have benefited so much. I should also like to thank the members of the PAI HUM 1000 research group ‘History of globalization: Violence, negotiation and interculturality’, and especially its coordinator, Igor Pérez Tostado. I thank Omar Svriz and Domingo S. Rodríguez for their help in first locating the illustrations and checking the Internet links. The library of the European University Institute, which when I was finishing this work was kind enough to appoint me as a Senior Fellow, has been especially useful. It would be unfair to end without thanking two anonymous referees from Bloomsbury for their valuable comments. I do, of course, take full responsibility for any errors or omissions I may have made. The National Galery of Ireland and the Rijksmuseum (Amsterdam) have been particularly generous in providing different images, as well as institutions such as the Hospital de la Caridad of Seville, Hotel Sandelin (Saint-Omer) and others.

The last and most important words of thanks go to Ángeles for her help in this and other voyages and for her attentive reading of the manuscript. Her comments have improved its content and exposition, at least to the extent that I can incorporate them, and her company and support have been decisive in completing this and many other tasks.

Valladolid/Seville, May Day, 2025





Introduction: A Global City for a Local Life

From approximately 1450 through 1650, the city of Seville underwent a process of globalization almost unprecedented in European history, only shared by Lisbon, Rome and, subsequently, Amsterdam. As early as 1580, with the kingdoms of Castile and Portugal under a joint Habsburg monarchy, the axis joining Seville and Lisbon had given rise to a global network that encompassed the entire world. The age of Venice as the globalizing node between Europe and Asia, following Marco Polo’s travels, had passed. Ships now sailed regularly from the China Sea to Mexico and Lima, and from there to Castile and Europe or from Goa to Angola, Brazil and Portugal. Against this backdrop, between 1640 and 1668 the War of the Portuguese Restoration severed many of the ties previously forged. Seville’s trade with the Indies declined in favour of Cadiz, reconfiguring international alliances. Following the Peace of Westphalia in 1648, Holland became an ally of the Spanish Habsburgs, thus strengthening the bonds between Castile and the Dutch Republic. Years earlier, such a relationship between Seville, a global city with deep Catholic roots, and Amsterdam, the centre of global Calvinism, would have been unthinkable. All this coincided with a succession of bad harvests and epidemics, accompanied by social unrest, which by 1652 had left an indelible mark on Seville. In 1717, the Casa de la Contratación (House of Trade, i.e. the institution regulating overseas commerce) was transferred from Seville to Cadiz, a decision that hastened an exodus of merchants and artisans from Seville already underway.1

That story is well known and has given rise to quite a few myths and stereotypes. It has even been conjured up – or invented – in the social imaginary of Seville itself, according to which many of the city’s inhabitants believe that it is their history, and even in its collective expressions. Indeed, it is held that the dynamic metropolis linked to the expansion of transoceanic trade in the sixteenth century was replaced by a retrograde, Counter-Reformation city enmeshed in its religious brotherhoods, in a reactionary, populist religiosity or in customs that the collective memory identifies – sometimes erroneously – with that past. Accordingly, the decline in trade, the spread of the Counter-Reformation and the underpinning of the seigneurial system had given way – as has been held – to an introverted, decadent, monastic and static city, which was no more than a symptom of the crisis and evidence of the backwardness into which Castilian and Spanish society subsequently plunged. A city that has converted the religious celebrations that emerged in that period into a symbol of its identity cannot but see itself from that perspective.

In parallel, and also fuelled by an interest in the darkest episodes of Spanish history, historians have usually depicted Bartolomé Esteban Murillo (Seville, 31 December 1617/1 January 1618–Seville, 3 April 1682) as a conservative artist who faithfully reflected the immobile, lethargic, conformist and sometimes even mawkish and shabby city that the emporium became after 1621.2 According to this interpretation, Murillo would have been a painter of saints and Virgins who embodied the deformed yet enduring view of a stygian Spain. Even if he was credited with having known how to depict the seventeenth-century crisis and poverty of this city,3 historians used to attribute this merit to pure imitation of foreign and, particularly, Dutch and Flemish influences. Worse still, his paintings of children, prostitutes, rogues and the destitute were seen as a way of downplaying reality in order to please the oligarchies, whose circles the painter frequented, and who wanted to dulcify what was clear to all, thus numbing the minds of the people. That is, Murillo would have tried to represent content and smiling paupers, living proof of social injustice, as only natural and inevitable and as people who endured their miserable lot in life with happy resignation.

This book does not seek to present seventeenth-century Seville and Spain as a modern city and country, respectively. Nor does it intend to reinterpret Murillo the artist from the perspective of the history of painting, a task better left to specialists in art history who are doing an excellent job – without them, this book would have been impossible. Instead, the idea is to approach the painter and his oeuvre as if they were documents, contrasting them with others for the purpose of using them as sources. In other words, the aim here is to use Murillo – as historians tend to do with all the sources they employ –, to understand his world, which indirectly leads to a better understanding of the painter and his pictorial work. Similarly, the ambition is to contemplate Seville through the eyes of the painter to show that, even from that perspective apparently entranced and simplified by Counter-Reformation religiosity, a much more complex reality proved rife with tensions and dramas; and that men and women of the period, even those who gladly accepted the provisions of the Council of Trent, were aware of this reality and rebelled against the turn of events in very different ways. In sum, the painter, who should always be interpreted in context and in light of other sources, transports the beholder into a conflictive, tough and fractured society that had to resort to coercion and repression to survive, and which was permeated with sometimes silent forms of subversion. This society, in many respects, challenges the usual stereotypes about Seville inscribed in the history of Spain. While revisiting such images, this book, moreover, involves the basic exercise of attempting to fathom how Murillo’s contemporaries interpreted his work by reconstructing their worldview and the way in which they thought and acted.

In this process, it becomes important to underscore a crucial fact: Murillo seldom left Seville. As far as we know, he spent several months in Madrid and, according to Diego Angulo, also made a short trip to America, an assumption contested by some scholars.4 Born and bred in Seville, he was what could be called a local painter who subsequently became a universal one. Furthermore, the success that he enjoyed during his lifetime was due to his ability to create local networks, associate himself with elites and understand outcasts. However, in many respects, Murillo was a product of early globalization and its impact on Seville’s social fabric. His reaction to globalization and to the social mobility associated with trade and the discovery of other territories shaped Murillo’s worldview, as did the ensuing tensions and the supremacism that many sectors of the city felt with respect to the American world – El Dorado, but that of the needy. Further cultural stress ensued from that opening to the world and the development of a transatlantic market for artwork and, in particular, paintings, which made Seville one of the world’s most important centres of artistic globalization.

All of these aspects influenced Murillo’s work and the dynamism of the so-called ‘Seville school of painting’ (notwithstanding common emphasis on their statism and ultra-conservatism). They were influential because those global tensions were intertwined in a local context with traditions entrenched in Antiquity and primitive Christianity, and which had shaped the idea that the members of that society had of themselves, their collective social imaginary and their way of regarding reality. This multifaceted and contradictory view reflected the ideological complexity of different social actors, including the clergy, traders, paupers, prostitutes, pimps, artisans, weavers and aristocrats. Murillo could not turn a blind eye to those contrasts because his paintings, as with those of many artists, were ‘negotiated’, rather than the product of his own worldview, plain and simple. Nor could he ignore his own worldview and life experiences or those of his contemporaries, replete with the social and personal filters and contradictions of those commissioning and consuming his art. Even when his paintings were commissioned, Murillo, as with all artists, had to strike a balance between his own contradictions and those of his potential clients who, on the other hand, were very numerous and varied.

The idea here – perhaps going against the grain of current trends – is to offer a local history that helps to understand the complex effects of globalization. In other words, this book is not a history of globalization in the normal sense but, indeed, a global history, if this is understood as an approach to the past that addresses the local dimensions of the global and how global processes have contributed to shape local contexts.5 Nor is it a microhistory in the sense that some micro-historians have defined their own discipline. It is a local analysis that attempts to shed light on general processes;6 a microanalysis stripped of the requirements that some micro-historians have established for themselves.7 However paradoxical it may seem, this can only be achieved by delimiting the field of study, in this case to Murillo and his contemporaries, chiefly because, as Clifford Geertz remarked many years ago, the attribution of significance to art objects is always a local matter.8

Early globalization and its impact upon Seville, and through Seville, Spain, constitutes, therefore, the principal thread of this book, though arguments seemingly disconnected from the main idea also require development. This structure reflects the volume’s intention. From the beginning, it has sought to illustrate the diffuse and ubiquitous character of globalization as well as the inextricable entanglements of the local and the global.

The global opening of Seville brought with it an unprecedented fluidity among its elites and the rise of an art market of previously unknown dimensions and geography. A more open and complex space of social communication emerged in which new and old elites competed to win visibility and legitimacy. This is the main point of Chapter 1, which reflects on how established formulae such as the commissioning of art work, normally based on physical proximity between clients and artists, adapted to transoceanic spaces. At the same time, a massive anonymous art market emerged, provoking changes in the structure of demand and supply. This new scenario explains the enormous diversity of ‘clients’ and anonymous art consumers that welcomed Murillo’s multifaceted oeuvre. The situation belies a fact often obliterated in excessively whiggish views of early globalization: while concentrating commercial activity, the city also became a centre for Catholic mundialization and a hub of the ecclesiastical development associated with it. These developments would shape the demand for art, as well as its rules and iconography.

Global metaphors and experiences captured the minds and feelings of people in Seville as well as America, whatever their social condition. The challenge of travel as a personal transformation, involving transcultural exposure, religious evangelization and conversion, and contact with the unknown, becomes crucial to understand early modern worlds and how the people of the epoch ‘read’ paintings. Yet the exchanges in progress proved asymmetrical. While American societies underwent processes of artistic hybridization between European pictorial codes with original American iconographic representations, such a mixture proved more selective on the Spanish side. Chapter 2 analyses and explains this asymmetry, based on the narrative and historicist character of Seville painting, especially that of a religious nature, in which the burden of the Christian tradition conditioned any type of change. This inheritance, alongside the fact that elites based their social legitimation on tradition and historical antiquity, erected crucial obstacles for iconographic changes in certain pictorial genres in Spain. This reflection on the asymmetric character of globalization highlights its capacity to affect local realities in extremely different and sometimes even divergent ways.

However significant, Seville’s early globalization cannot be reduced to its Atlantic expansion. Rather, the city became a bridge also articulating European connections, including to Protestant regions. In this sense, global art networks evidence a reality present in many other aspects of the town’s life and social, economic and cultural functions. This explains its demographic expansion and social diversity, which led to a problem common to all global centres in history: the need to reinforce mechanism for social discipline, an issue entrenched in the epoch’s religious discourses. Chapter 3 tackles a comparison between very different pictorial forms in the Low Countries to those of Seville’s school in order to understand those discourses and the presence of religious confessionalization in the latter. Unexpected similarities and differences emerge regarding aspects as crucial as the role of family, women, gender or domesticity, revealing porous frontiers between the two Christian sides of Europe.

Chapter 4, on the series The Prodigal Son, investigates the ways a population strongly influenced by the anxieties of long-distance travel and displacements and their effects on the family, as well as by the problem of religious conversion and personal transformation associated with those experiences, could interpret these paintings. The reaffirmation of the self – regarding the authority of the pater familias and personal salvation typical of the epoch – materialized in these paintings evidences an imaginary that emphasized control of passions and sentiments. This emphasis becomes clear from confronting the visual representations with theatrical pieces, the epoch’s most popular art form, in a global city where most of these tensions are especially evident.

In a social context as fluid as that of Seville, Chapter 5 examines how elites had to reposition themselves, revising their self-representation. The study of Murillo’s portraits, strongly conditioned by the agency of his sitters, and contrasted with written sources, illuminates the impact of globalization on the way this social group wanted to be seen as an idealized conception of its own. It also shows the relevance of gender discourses in the display of elite status revealing the epoch’s predominant view of self-control and the rise of new forms of individualism.

Early globalization also had a deep impact on the popular classes, as is widely recognized. However, the oeuvre of Murillo – one of the most expressive artists in their representation – constitutes a privileged source to extend present knowledge. By crossing the analysis of some of Murillo’s works with the writings of the Franciscan Francisco Martínez de Mata, Chapter 6 delves into the moral economy of this social group and deepens the analysis of ideas presented in Chapter 3. A tension between the speculative and individualist conception of the economy reinforced by global trade and the communitarian oeconomia promoted by Seville’s Franciscans and other clerics receives particular attention. The clash between those views helps explain mid-century social upheavals, as well as the re-emergence of a conception of the ‘republic’, understood as an imagined community articulated by work and family, announcing temporally frustrated future developments.

Chapter 7 elaborates on these ideas by digging into the clash between the old conception of the republic and the moral economy of the crowd, on the one hand, and the effects of commerce with the Indies upon trade practices and the political economy, on the other. This approach highlights the roots of the former in Christian tradition and authors and helps elucidate how some elites, particularly ecclesiastics, were immersed in an imaginary illuminating their sometimes-ambiguous behaviour during and after the revolts of 1652. Such factors, visible in some of Murillo’s paintings when analysed through the written texts, reveal the impact of globalization on the diffuse tension between old and new ideals, eroding the deeper roots of societies.

The final chapter, Chapter 8, brings these arguments to the analysis of the making of Spain as an imagined community with a very emotional component, an aspect for which Murillo’s works also provide a meaningful source. Seville, with its protagonism in early globalization, entails a privileged centre for this analysis inasmuch as the city became the scenario of the political and commercial tensions associated with globalization. New ideas on the construction of a sense of Spanishness from the popular classes and at a local level emerge when researching the way paintings of the Immaculate Conception and Ferdinand III were produced to mobilize sentiments and feelings of belonging unattainable through literary or verbal communication.

The book concludes with a series of reflections on what all this implies for the history of Seville and, above all, of Spain. They show how attention to the global dimension of the lives and works of people like Murillo, who hardly travelled beyond the city’s walls, illuminate aspects of Spanish history that contrast with many current assumptions about social change, political imaginaries, individual self-representation, a sense of political belonging, personal religious dramas, art markets or the conception of the family and the commonwealth. As a result, a new image of the history of Europe with a more vivid and precise description of its main traits and internal differences could emerge alongside a more comprehensive understanding of early globalization.

This thread intertwines arguments of various kinds, which the narrative has followed, even at the expense of a straightforward unidirectional exposition. Hence the attention particular chapters dedicate to people’s global experiences, their risks and unpredictable effects, the way they convulsed the traditions and social and cultural grounds of Seville’s society, or how globalization – inextricably entangled with local forces – challenged individuals’ self-perceptions and relations with each other as well as to the afterlife – that is, their deepest feelings and beliefs.

All this constitutes the outcome of the research strategy mentioned in the prologue. This book stresses the relevance of cultural exchanges, the movement of peoples and objects, as well as of the different actors connecting these processes, which global history has predominantly studied, to the point of becoming essentially a sort of connected history. However, its reading of the sources, and particularly the pictorial sources, lead to reflections that venture beyond the global historian’s usual script, but that, I believe, facilitate a better understanding of early globalization in three different fields. First, it became necessary to consider globalization as an essential context – and not only as a factor – to understand societies’ pasts. Hence, some chapters focus on the way globalization created conditions for the development of local trends analysed to date as endogenous processes. Second, this perspective leads to the need to understand what I call the diffuse component of globalization, which does not always become visible in the analysis of the connecting agents, despite its effects on historical change. Third and foremost, this open reading of the sources allows us to capture challenges to aspects of societies embedded in their DNA in order to appreciate the revulsive effects of globalization on their beliefs and principles, traditions and relational fabric. I hope to avoid frustrating the readers expecting a global history that puts the accent only upon the connectors, since my approach to globalization goes beyond an aprioristic definition of the problem under study.

A final point requires clarification. An ongoing debate regarding the usefulness (or not) of the concept of ‘globalization’ obliges me to define how it is understood here. In this book, globalization refers to the process of broadening the horizons of a society beyond its political, economic and cultural borders. Of interest here is how that process, which Atlantic, African and even Asian expansion made exceedingly swift, affected Seville and Murillo’s oeuvre, while also taking into account the city’s connections to other European regions, albeit before 1492 (see Epilogue).

*    *    *

Between 1492 and 1621, Seville was one of the cities with the fastest-growing populations in Europe, with only Madrid and perhaps Lima in the domains of the Spanish monarchy experiencing a similar demographic explosion, mainly owing to Atlantic and, after 1570, Pacific expansion. Yet, paradoxically, its effects are sometimes oversimplified.

Trade growth was exponential. The streets of Seville – as befitted those of a global city – were trodden by people of different races and ‘nations’. The Flemish and the Dutch, with the latter frequently posing as the former to circumvent trade prohibitions, filled its streets. For their part, the Portuguese used the city to trade with Africa and even America, despite prohibitions. Moreover, the Sephardic networks – including Portuguese who had relatives in Antwerp and subsequently in Amsterdam – treated the city as a node, while the presence of Portuguese Jews who had converted to Christianity increased. They all competed with ‘nations’ present in the city since the fifteenth century, including the Genoese and people from Burgos, Toledo and the Basque Country, among others. Similarly, the conquest of Granada in 1492 and rebellions in the Alpujarras from 1499–1501 and 1568–70 led to forced relocations that increased the Morisco populations of Andalusia and Castile, and, of course, of Seville. As if this mosaic of languages spoken by groups with their own networks of reciprocity, religious titles and unutterable secrets was not enough, the peruleros (i.e. traders from Lima who were closely connected with Seville and spent several months or years in this city) began to appear in the second half of the sixteenth century, mediating in the Atlantic trade. To which should be added a large number of enslaved Blacks, normally from West Africa, who could be seen on the city’s streets. Far from a pure and monoracial Spain, the city of the three cultures – Christian, Muslim and Jewish – had become a Babel of nations.
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Figure 0.1 Joris Hoefnagel, Seville in the Sixteenth Century (c. 1588).

Although American trade was relatively small in relation to the size of the Castilian economy, its concentration in Seville led to a particularly profound impact there. The number of craftspeople multiplied and diversified, giving rise to a large variety of guilds that were difficult to coordinate, as also occurred in Antwerp and, subsequently, Amsterdam.9 As in Amsterdam, many of these artisans were outsiders, sometimes from other European regions. Indeed, the growth of the city can only be understood in this way, since the number of deaths exceeded that of births, especially when famines and epidemics plagued Seville, like other sixteenth-century megalopolises.10 In the absence of precise figures, the scant information available is telling.11 Each year, legions of Portuguese, Galician, Cantabrian and Asturian reapers, often famished and uncontrollable when their situation became desperate, descended on the surrounding countryside. These seasonal labourers toiled in the fields for a handful of miserable coppers, which they used to purchase goods that they peddled upon returning home, after following the rhythm of Castile’s agricultural calendar back north. But many of them, mostly artisans, remained in the city until they could find the opportunity to legally or illegally seek their fortune in America.12

It would be a mistake, however, to approach early globalization solely from an economic and migratory perspective.13 Indeed, one of its most important repercussions entails its effect on the Church as an institution. Between 1500 and 1640, religious foundations sprung up all over America which, as could not be otherwise, also impacted Seville. Through Seville (and also Lisbon), the Church, including the institutions of both the secular and regular clergy, encountered a unique opportunity to spread the Catholic faith the world over.14 Nevertheless, to evangelize in America and to exploit those new worlds it was also necessary to found sundry religious institutions in Seville, which soon became a characteristic feature of its urban landscape. The Franciscans – in their different versions, from Capuchins to those belonging to the Third Order – and Jesuits founded establishments in the city centre itself. These religious orders promoted devotions – which, incidentally, was also a way of encouraging donations – particularly the two aforementioned orders, although they were by no means the only ones striving to gain influence over society and vying for a share of the silver that their members brought back from America, where they firmly established themselves in a very short time. As if they were urban tribes of a modern megalopolis, these orders contested the neighbourhoods and areas of influence of this multifaceted city. They competed with each other to house chapels, commissioned by the ‘nations’ of merchants and by their foundations, as well as brotherhoods and guilds. They fought for the favour of the social elite and also for the acclamation of the masses, the craftspeople and newcomers. In sum, they waged a veritable war of and for believers. Present-day inhabitants of countries with a fragmented religious landscape and a variety of places of worship that depend on their flocks for survival will understand this situation. Early modern Catholicism, it is important to recall, involved many different and conflicting agents within the same church.

Early globalization made Seville a place of transit, where many people neither put down roots nor had any intention of doing so. Some because they were dreaming of America from where (not always false) accounts of prosperity often arrived. Others because they regarded this Babel as a refuge from hunger where anonymity protected them from the persecution that some had suffered in their places of origin, in a world in which institutional fragmentation and being on the move from one city to another could be compared to fleeing to another state nowadays. Miguel de Cervantes, who knew the city well, described Seville as ‘the asylum of the poor and the refuge of outcasts’.15 The host of prostitutes, women in need of cash and, sometimes, protection, widows from broken families as a result of the crisis or after losing their husbands at sea, grew. Some of those women dreamed of obtaining employment as maidservants for some or other well-off family who would then help them to cross the ocean for good. Others offered themselves as wives to travellers who needed to marry to obtain a licence to make the crossing. Moreover, many African slaved people passed through Seville on their way to America, some on Portuguese ships that had had the monopoly contract in Angola since 1580, others from the Canary Islands. Some ultimately remained in the city as the domestic servants of merchants and aristocrats.

The people of Seville in 1600 – if such a multifarious population could build a local identity – had seen marvels arrive and depart. Very soon, physicians such as Monardes were experimenting with exotic plants: potatoes, tobacco and new varieties of corn, among many others, which needed time to adapt. While doing so, they acquired a new type of knowledge that would pave the way for the scientific revolution promoted by Francis Bacon. In this revolution, ancient theories were debunked, particularly the Aristotelian conception of the world, in addition to traditional ways of understanding the past normally linked to the Bible and its conception of the history of humanity as a sole family tree. Similarly, that revolution established a way of approaching reality on the basis of empirical analysis.16 America produced plenty of literature, including the work of the physician and scientist Juan de Cárdenas who described the Problemas y secretos maravillosos de las Indias,17 which certainly arrived as both: secrets to be revealed and problems to be resolved. Seville also received treatises, such as the Portuguese writer García de Orta’s Coloquios dos simples, e drogas he cousas mediçinais de India,18 with knowledge that other doctors who had emigrated to America already put to use.19 For their part, artists discovered a type of American indigo that was better and cheaper than that employed previously to produce blue pigment, while encountering in logwood another decisive dye for producing the scarlet of tunics. But, above all, they discovered in cochineal the best ally for producing the vermilion pigment that would distinguish the rich from the poor in their paintings: the purple of the chosen. Tanners began to receive increasingly larger quantities of American hides, as European species gradually spread in the Indies through ecological imperialism.20 Seafarers brought back herbs that doctors studied, plus tobacco and coca – an important discovery that should have been treated with greater caution – which kept hunger at bay, according to some. And, or course, the cacao of the Aztecs began to be consumed in Seville, before immediately spreading to the rest of Europe.21 All these marvels, while well-known today, were new to many of Seville’s physicians and apothecaries at the time, like other exotic substances subsequently forgotten. The list is never-ending: bezoar, piciere, brazilwood and many more, which obliged De Orta to begin each chapter with a lesson in translating terms, according to the designations of origin.

While impressed by the descriptions of the Jesuit José de Acosta, the people of Seville also received mathematical knowledge from seafarers and pilots from all over Europe, especially from Italy.22 Chinese landscapes, silks, screens and other Asian objects promptly began to appear in the post-mortem inventories of merchants and the wealthy. For the potters of Triana, America was an unexpected market that changed their production techniques, their raw materials and, in particular, the motifs and aesthetics of their production. Seville received books destined for the American market on their way to the new world. It heard about Guarani catechisms, while Jesuits held forth on yerba mate, which, despite everything, did not catch on until the mass emigration of persecuted Argentines in the twentieth century. Thousands upon thousands of engravings produced in Antwerp were sent, individually or bound in books, to America. Of all the books that crossed the ocean, 80 per cent were of a religious nature.23 Although many were catechisms and prayerbooks, there were also a good number of scientific, technological and legal treatises, the last being surprisingly more abundant, despite the image of scientific backwardness long characterizing sixteenth-century Spain.24

Seville was a microcosm of diversity and also mobility. There were many temporary residents who did not always comply with local law and order. An aspect of current globalization, the difficulty in controlling the mass influx of migrants – and the fear that they provoked – appears to have arisen very early on. When the Mutiny of the Feria broke out in 1652, foreigners were the main bugbear in the city. The gates were closed and the elites used them as a pretext for creating the panic that allowed them to take repressive measures. Moreover, the blame for epidemics was laid squarely on Seville’s Black community.

The effect of all this on urban life is hard to exaggerate. Seville was one of the places in Europe offering the best opportunities for social mobility, where merchants could become nobles. In the case of some, such as the Genoese, it is not so difficult insofar as – they claim – in Genoa, merchants (and especially bankers) are already nobles and vice versa.25 Upon arrival in Seville, where they were complete outsiders, many others, originally Jewish conversos, sought ways of climbing the social ladder and ultimately hobnobbing with the city’s high society. Yet, in the sixteenth century, improving their social ‘status’ or rank necessarily required others’ participation. More often than not, it involved proving the purity of their blood, for which they needed associates willing to certify Christian origins, in order to overcome mistrust. Yet diversity and novelty, foreignness in a word, bred suspicion.26 Fame thus had to be protected but also questioned. Furthermore, it was essential to have friends, people who endorsed home truths, kinsmen, family members and individuals willing to confirm, for a fee, one’s old Christian origins or alleged noble birth.

Suspicion entailed prevalent uncertainty because Seville was unsafe and its inhabitants felt very insecure. As a matter of fact, the city’s jails were bursting with criminals and misfits. It was even claimed that the Royal Jail of Seville housed 2,000 wretches, including famous people like Cervantes and Murillo himself. Nevertheless, others also fell into the category of hoi polloi. There was a sort of noble rabble, youngsters from good families brought up in a system in which there was no type of discipline other than that imposed by the household and lineage, and who were cast out onto the street as a result of an arbitrary system of noble inheritance based on male primogeniture. Accordingly, a considerable number of members of the elite became involved in fraudulent transactions with America and even forged alliances with the city’s riffraff, including its smugglers and violent gangs of outcasts. This is why it was necessary to make alliances and friends. Otherwise, the city harboured a mosaic of solidarities frequently in conflict, and, within its walls, often a sense of reciprocal alienation. When the Mutiny of the Feria was repressed in 1652, a significant number of swords and weapons came to light, despite the authorities’ efforts to control them. Duels were not infrequent, while the literature of the period refers to slashings and stabbings, to professional pickpockets and criminals who formed their own consortiums and, it is held, even extended their sphere of influence to America. Yet that feeling of insecurity also encompassed the constant threat of death hanging over a port city in the form of plagues. This anxiety extended to another fear, namely that of eternal torment, after being, like Don Juan Tenorio, that famous man from Seville, abruptly carried away in the prime of life around a corner under the moonlight, before a tardy repentance could serve to avoid hell.

Seville’s board of aldermen attempted to control the profusion of corporations from the city hall, whose powers included that of governing guilds. But those associations, as with corporations in general, were a world unto themselves. Together with the brotherhoods, they fragmented the map of solidarity, as already noted, there being only one thing that united them: Catholicism. Yet not even this religion was consistent. As William A. Christian Jr has demonstrated, even the naming of saints could divide Christians and, of course, sixteenth- and seventeenth-century Catholics in the most unexpected ways.27 As there was a need for common myths and ideals, an attempt was made to create them. Seville closed ranks around its two patronesses, St Justa and St Rufina, striving to create solidarity networks associated with them and an identification between the artisans and the city or, what was the same, between the guilds and the board of aldermen, dominated by an oligarchy of enriched noblemen and ennobled merchants. This was especially true for the Immaculate Conception. But even this – the best-known – case led to a conflict of huge proportions in the Catholic world. The Protestant societies of the period had splintered into a multitude of denominations and creeds that emerged in episodes such as the English Civil War. In view of this, the Church of Rome claimed superiority invoking Catholic unity. But neither was Catholicism immune to conflicts between religious orders bent on building their own identities. One such example has to do with the Discalced and Capuchin Franciscans, the latter a branch separated from the former, which nevertheless inspired its animosity upon attempting to establish a foundation in Seville.28

Social control in a city like Seville proved no easy task. Nor was it easy for noblemen and powerful church orders with different principles and opposing interests to legitimize themselves. This was also true for the institutions in which they operated: the cathedral chapter and the Cabildo Municipal (board of aldermen). Since the fourteenth century, the latter had adopted an increasingly hierarchical structure, led by an asistente, who was much more than a normal corregidor (chief magistrate of the city), with greater governmental and judicial powers and prestige. For its part, keeping the peace was the responsibility of the alcaldes mayores (chief justices of the peace), bailiffs and so forth, or of the Inquisition. The archbishopric itself, the most important ecclesiastical authority, has been studied as a pastoral institution with a role in social control in a society in which religiosity, its greatest responsibility, pervaded all human action.29 But the frictions among the guarantors of law and order themselves were manifold and their capacity for repression inversely proportional to the diversity and mobility of the city’s inhabitants, both of which being among the most notable in Europe. Particularly after the Council of Trent, an attempt to impose a top-down system of social control, as discussed further on, involved the clergy that strove to monopolize the congregations, in which both the rich and the poor, sometimes together, sought mutual assistance or support in a very insecure world. In that same process, the ecclesiastical authorities reorganized the hospital and brotherhood system with an eye to grouping them around two major hospitals, thus making them easier to control. It is a magnificent example of how ecclesiastical provisions could serve religious order, which was seen as a mechanism for maintaining social order, for religion was an essential component of good governance and social peace. This was especially the case after a group of local members of the elite was accused of being Lutheran at the beginning of the second half of the sixteenth century. Whether or not the facts upheld such charges, the group was stigmatized, a blemish that its members strove persistently to eradicate, often going to extremes.30

As physical coercion was not enough on its own, institutional violence and attempts to exercise it efficiently also utilized a very sophisticated system of legitimation and persuasion, based on the prestige of individuals, groups and lineages which, moreover, sought to amass social and cultural capital and gain reputation, which was their main weapon in the struggle for social pre-eminence. Ergo, in the sixteenth century the grandees commissioned palaces in the city, some of which, like that of the Marquis of la Algaba and that of the Medinaceli, were built in the middle of the artisans’ quarters with the aim of impressing them. They all funded chapels and artworks for the same purpose, with some of them, such as the Marquis of Villamanrique, doing so in collaboration with congregations and churches, including that of Santa María la Blanca, which were very popular with the masses.31 Yet, in the long run, this aspect – that of legitimation and prestige – created an atmosphere of rivalry and conflict.

Indeed, this way of creating a feeling of security, attracting followers and putting down social roots in a dangerous and aggressive world proved not only expensive but also a bone of contention among social agents – even more so considering that it was also a world of overlapping and conflicting jurisdictions and fields of coercion and persuasion. Not all noblemen accepted the authority of the city’s aldermen which, furthermore, clashed with the ecclesiastical jurisdiction. In addition, a distinguished group of lawyers wrangled with each other in a labyrinth of overlapping and, sometimes, contradictory laws, implying that the essential role of law – namely, to establish the principles of legal certainty governing social relationships – was ignored. The Casa de la Contratación had its own rules and its court was not the same as that of the Consulado de Indias (the Consulate of the Indies, i.e. the merchants’ association for American trade), which sometimes resorted to negotiation to resolve conflicts, or that of the city’s ordinary judges. In sum, it was a world characterized by the imposition of authority and rivalry, thus giving rise to its own frictions and uncertainty.

Underlying the insecurity, violence, social mobility and so forth lay an aspect that has not always been stressed, despite the fact that it has been addressed often in relation to Murillo, and which I would like to underscore here: the family, an institution that was evolving rapidly but, above all, and hence its importance in the artist’s oeuvre, in which there were huge disparities between the crude reality and the ideal that moralists, political treatise writers and theologians envisioned. This topic, addressed more or less explicitly in all the chapters of this book, becomes omnipresent because of its close relationship to the process of globalization, a connection often overlooked (see Epilogue).

At the time, Seville was also a city in transformation, whose most important changes occurring with the ebb and flow of globalization. One of the authors best acquainted with this phenomenon, Antonio Domínguez Ortíz, wrote Orto y Ocaso de Sevilla,32 referring to the fact that the city’s decline was almost as swift as its rise. Since the initial decades of the seventeenth century, the globalization to which Seville itself had contributed had begun to work against it. It was not because this process had come to a grinding halt but because its characteristics were changing. The friction between empires and the development of new trade routes and even the adoption of new shipbuilding techniques made it harder to control the Atlantic route from Seville. Furthermore, as of the mid-seventeenth century, Cadiz began to gain precedence. Then, the outbreak of plague in 1649 and the famines and social strife lasting until 1652 took a terrible toll on Seville. Although it is impossible to know whether the number of paupers increased, as these crises perhaps served as a moral wake-up call, the poor started to appear more often in paintings and to be associated with the city’s image. Prostitution, crime and the struggle for social advancement seem to have been the order of the day. To overcome a collective crisis that was also moral, attempts were made to produce a catharsis in its inhabitants, such as the exaltation of Ferdinand III as a saint and the insistence on the Immaculate Conception. The local elites, directly challenged by the rebels who questioned their power and moral authority but also because they felt guilty about their own poor performance, were plunged into a deep crisis at a time when alliances were also shifting. The Dutch were no longer enemies, and France had taken centre stage since entering the Thirty Years’ War in 1637. It is in that difficult and changing world that Murillo – in a way, a survivor and witness – should be understood.

*    *    *

On 28 March 1682, Bartolomé E. Murillo, as he was accustomed to sign his name, toppled off a scaffold while he was painting some frescos in the church of Santa Catalina in Cadiz, a fall that led to his death. This is the version recounted by Palomino, a scholar and author writing a few decades later. According to experts in the field, this might not have been the case. Nor is there any consensus on the question of whether or not Murillo had been obliged to move to Cadiz because of a lack of work in Seville. It is conceivable that the bottom had fallen out of the market there with a decline in affluence, especially with respect to the thriving economy of Cadiz.33 All in all, it does not seem that such a famous artist would have suffered great need, although we do know that Murillo’s main competitor, Valdés Leal, weathered such hardships. A few years earlier, Murillo had been paid the highest sum a painter of his generation had received for a work commissioned for the Hospital de la Caridad (Charity Hospital): The Return of the Prodigal Son (1667–70).

Now aged 64 – a man considered to be in his dotage at the time – Murillo had reached the pinnacle of his career. A few years before, he had striven to create the Academia de la Pintura (hereinafter Painting Academy) in Seville and sought recognition of his pursuit as a noble profession. Murillo is only known to have painted two self-portraits, which has surprised some analysts.34 Other critics have considered such limited self-representation a sign of humility. In fact, Murillo’s best-known self-portrait – representing a slim, good-looking man, aged around 55 – vindicates the act of painting. The inscription below his self-portrait, ‘Bartus Murillo seipsum depingens pro filiorum votis acprecibus explendis’ (Bartolomé Murillo painting himself at the request of his dear sons), points to one of the reasons why it does not appear to be the product of an overblown ego but, rather, of restraint – a virtue that thinkers at the time like Baltasar Gracián held in very high esteem.


[image: A dark self-portrait by Bartolomé Esteban Murillo (c. 1670) showing the Spanish Baroque artist with shoulder-length dark hair and a white lace collar, gazing solemnly from within an oval frame, his hand resting on the ledge, with papers, palette, brushes, and other painting tools below, and a Latin inscription at the base.]
Figure 0.2 Bartolomé E. Murillo, Self-portrait: Bartolomé E. Murillo (c. 1670, National Gallery, London).

If the author is to be believed, the work reflects filial love rather than narcissism. Needless to say, his facial expression and bearing appear far from haughty, without a grain of arrogance in either. But in light of the artist’s bearing, the tools of his trade and the context in which it was painted – the Painting Academy was being founded at the time with an eye to vindicating the profession’s nobility – it can only be interpreted as an expression of corporate and personal pride.

Murillo has been described as a good and amiable man. Valdés Leal (1622–90) may have tried his patience.35 On the other hand, love for his family proved a constant in Murillo’s life. Indeed, his painting reflected deeply on the family, perhaps due to the many deaths in his own (although, according to such logic, Seville should have been bursting with good men and calm households, which evidently was not the case). To make matters worse, this member of the Hermandad de la Caridad (Brotherhood of Charity, reformed by Mañara) was forced to witness how several of his children died in quick succession. In this book, my intention is to suggest that, by the end of his life, Murillo had adopted some of the virtues lauded by Gracián, the most prominent thinker at the time. If the above-mentioned self-portrait is indeed one of the few paintings that he produced to his own liking, as should be assumed, that impression could be reinforced. The painter appears restrained, with an evident sense of decorum, alluding to education as the key to his personality, all of which entails a series of choices that inform the good taste (el buen gusto in the language of the period), restraint and self-control praised by the thinker from Aragon. It could be that in this case we are allowing the inscription to govern the interpretation of the painting but, as explained further on, it underscores these virtues and principles.

Be that as it may, historians must ask to what extent Murillo’s reputation as a good citizen able to create positive relationships reflected an honest character or, rather, the result of a calculating personality that allowed him to hide the sincere expression of his feelings.36 Alternatively, he might have been an intelligent able person to convert sincere goodwill into very profitable immaterial capital. In any case, Murillo proved more than capable of creating a network of relations and being on good terms with Seville’s elite. That elite, a volatile and divided oligarchic group with its inner demons – its Lutheran past, the bad conscience of some converts, the concealed shame some felt about the fact that their social advancement had been edified on trade – saw nothing wrong with the fact that Murillo had Dutch friends nor avoided a man of humble birth, the son of an apothecary who, albeit at the top of his trade, remained a craftsman. Murillo befriended canons, such as Justino de Neve and Federigui, high nobles such as the Marquis of Villamanrique, ennobled traders such as Mañara, Dutch merchants such as Omazur, and Jews who had converted to Christianity, including Francisco Báez Eminente and Gonzalo Núñez de Sepúlveda. He married his daughter to Veitia Linaje, one of the people most familiar with the Carrera de Indias (the organized trade with America) and the contraband it sometimes involved. Thanks to people like Veitia Linaje, in the Hermandad de la Caridad Murillo rubbed shoulders with wealthy, ennobled merchants such as Bucarelli, Mañara himself, and other members of Seville’s aristocracy who were creating the city’s Maestranza, an institution whose purpose was to preserve their identifying traits as noblemen, but which also involved the estate’s renovation. Some Franciscans, apparently authentic ‘primitive rebels’ such as the Third Order Francisco Martínez de Mata, seem to have been close to him, although the painter’s proximity to that order did not prevent him from working for the Jesuits and even the Dominicans, both the Franciscans’ arch-enemies. Murillo built his success as a painter, the numerous commissions he received and his fortune on this social capital.

But there is really only one explanation behind the social success – almost a transgression, as will be seen – of a craftsman who made that journey through life in the apparently rigid corporate world of seventeenth-century Spain: his capacity as a painter and the high esteem in which painting and other plastic arts were held in Seville during that century. In reality, it is the first explanation that springs to mind when recalling how the young Murillo stole that client portfolio of friars, canons and aldermen from a genius of the period like Zurbarán; and how he survived the popularity of a dynamic Valdés Leal, when this painter took up residence in Seville at a moment in the second half of the century when his tormented style seemed to have been to the liking of the city’s inhabitants, without bowing to that grandiloquent way of viewing the world and death, as suggested by Jonathan Brown.37 Secondly, the veneration felt for painting in Seville also seems evident bearing in mind, for instance (and there are many other indications in Europe as a whole), that a nobleman like Núñez de Villavicencio devoted his time to painting, with less fortunate results, yet the same motifs as his teacher Bartolomé, and how that nobleman would endorse painting as a noble profession. Incidentally, the painting of Villavicencio, whose imitations of his mentor’s work only elevated the figure of Murillo, brings to mind another friendship that traversed status and class barriers. Or were Seville and its elites accustomed to identifying individual talent and merit with social recognition? However that may be, what did this city of grudges, uncertainties and misfortunes possess that prevented the talent of Zurbarán, Murillo, Valdés Leal, Roldán and Herrera from going to waste? What was there in a city where there were no known local mystics that allowed Murillo to interpret its squalor, ugliness and amorality with a beauty sometimes bordering on the angelical and replete with mystical sublimation? How could this way of seeing reality triumph in a rough city afflicted by calamities, agitation and tensions? This is the contrast that exists, at least in appearance, between the artist and his surroundings. These are some of the questions that should serve as the basis for a reflection that allows us to glimpse that society from Murillo’s perspective – the product, as already observed, of a string of contradictions.

In addition, Murillo offers a unique case study precisely because he seldom left his native Seville. Unlike many court painters appearing in manuals and treatises on the history of art, and precisely because of that difference, Murillo opened the public’s eyes to realities that were often – pending similar perspectives from other Southern European cities – overlooked by prominent artists of the period (or at least at first glance). Seville provided Murillo with cultural mediations very different from those that he might have had in Madrid. These were very important and even decisive, above all as regards his pictorial style and technique, only briefly addressed here. Everything suggests that Murillo’s trip to Madrid and the knowledge that he acquired there of European painters whose works formed part of the best collections at the court became vital for his daily practice.38 In reality, Madrid formed part of Seville’s links to the rest of the world and vice versa, which makes the arguments deployed here more interesting.

All in all, the foregoing distances us from the study of global characters that has become fashionable over the past decades and which, with few exceptions, has understood that global character only as physical and spatial mobility. In this sense, this is indeed a book on globalization. It addresses how 99 per cent of the world population has been affected by it, despite the fact that many people have seldom left their regions of origin. Those who deny the importance of that early globalization may encounter food for thought on the capillarity, depth and capacity of penetration and the vague, imperceptible and underlying character of the connections between different societies, as well as their limits, obstacles and setbacks.
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Seville and Murillo in Atlantic Pictorial Networks





1

Transatlantic Art Markets, Colonial Trade and Painters1

The Fine Arts Museum of Seville houses a painting by Lucas Valdés (Seville, 1661–Cadiz, 1725) entitled Terremoto detenido por la intercesión de la imagen de San Francisco de Paula (Earthquake detained by the intercession of the image of St Francis de Paola) (c. 1700–10), which is usually dated to the first decade of the eighteenth century. It depicts the impact of an earthquake on the city centre and how, in the midst of the chaos, a couple belonging to the local elite are rescuing a portrait of the praying saint.

If they had been a modern couple who had just bought the most unfathomable Warhol at a Sotheby’s auction, this action would have only one interpretation: their desire to save a very valuable artwork which, probably leaving them cold, would merely be their best investment, along with stocks and shares. However, the eighteenth-century Seville artist is insinuating something very different. The couple are salvaging the artwork not because of its market value but because of what it represents, their emotional attachment to it and the spiritual fervour that it arouses in them.

It should be assumed that its authorship, aesthetic beauty and artistic quality are of no import, for even though these attributes were valued by people at the time, they would have appreciated more what the work represented – the saint – than its pictorial quality.2 This is at least what Lucas Valdés is attempting to convey to the beholder with this fictious but highly revealing account. Indeed, this way of assessing images was a much older phenomenon. As early as the sixteenth century, in his manuals of devotion, a saint very closely linked to Seville, St John of Avila, recommended forms of worship involving the simultaneous contemplation of paintings, sculptures and religious prints that reinforced the worshipper’s empathy with the suffering of Christ.3 Something similar can be inferred from the Seville brotherhoods’ custom of processioning devotional portraits and pictures that, although often cheap and shoddy, whipped the crowd into a religious frenzy.4 It is also remarkable that the post-mortem inventory of Tomás de Mañara (1649), apart from the paintings, incorporated a specific section devoted to things relating to ‘prayer’ (an oratorio). This section included a large number of religious pictures and ‘plates’ of different shapes and sizes representing saints, the life of Jesus and the Virgin, and so forth. To these were added reliquaries, crucifixes, altar cloths, cassocks and other liturgical items, doubtless reflecting the significance of all of these works of art.5

Lucas Valdés’s picture and the processional paintings both point to another important consideration for understanding the period’s painting market: with respect to art in the early modern age, it should be borne in mind that demand was not the same as consumption. The purchasers of artworks were not necessarily their only consumers, for social agents commissioned most pieces, particularly paintings, with aims that went beyond their mere possession. Patrons also wanted the works they obtained to be appreciated by a larger audience with whom they entertained a complex relationship, normally revolving around social self-legitimation. Consumers were greater in number and included agents other than those who defrayed the cost of such artworks. The mural paintings the Marquises of Villamanrique commissioned for the church of Santa María la Blanca in Seville, in which they appear being received by the pope with the basilica of Santa Maria della Neve in Rome in the background, should suffice to illustrate the point. The Marquises wished to be depicted in full view of a plethora of art ‘consumers’ whom they intended to impress by associating their own portraits with a hugely powerful symbolic event: the miracle that allegedly occurred in Rome in the fourth century when the Virgin made it snow in the city on 5 August. The episode subsequently gave rise to the dedication of the basilica of Santa Maria Maggiore, with which the church of Santa María la Blanca in Seville associated itself. To offer another example, the Franciscans who commissioned Murillo to paint a cycle in the cloister of San Francisco el Grande, intended for the space to be admired by many of the people of Seville to whose conscience they appealed, thus legitimating the order itself. This same idea led merchants such as Hernando de Jaén and Diego Caballero el Mozo to commission portraits of themselves and their families. Although with a more restricted audience – and message – the same applies to the frescos Francisco Pacheco painted in the Casa de Pilatos, the Duke of Alcalá’s magnificent palace in Seville. Based on the knowledge of such an illustrious resident of Seville as Rodrigo Caro, the intention was to represent the Renaissance style, with which the family identified, for a cultured audience.6

In light of the foregoing, the questions that arise – and that this chapter addresses – will help situate the relationship between Murillo’s oeuvre and Seville and globalization in perspective. How and through which channels was wealth converted into art and, in particular, paintings? How did paintings become merchandise at such a global node? Or, in other words, how was demand and a market created and what transformations did this bring about in the production system? How and to what extent did early globalization affect those changes? Responses to these questions require a distinction between two currently inseparable spheres: Seville and the Atlantic market.

The demand for art and paintings in Seville or the war of images
Historians have correctly explained the city’s artistic advent by resorting to two converging forces: the central role of Seville in Atlantic expansion and the Counter-Reformation, with its emphasis on images in religious education. Yet several comparisons suffice to understand that these conditions were necessary but insufficient or that they should at least be approached from new perspectives. Global cities like Amsterdam, while definitely not centres of the Counter-Reformation, experienced artistic awakenings akin to that of Seville. Lisbon, another main hub of early globalization that experienced the Counter-Reformation – perhaps less intensely than Seville – underwent no similar pictorial boom.

Atlantic expansion, normally understood as an economic and commercial process, played an essential role as the driving force behind the growth of the city and demand. From the outset, this demographic growth went hand in hand with a potentially greater demand for art and, specifically, paintings. This demand intensified and led to the production of movable images susceptible to being put to individual and collective use. Seville, which was inhabited by paupers who could barely afford old and tatty religious prints, also witnessed an increase in the number of craftspeople. The size of this collective, which before 1561 had accounted for 55.2 per cent of the overall population, certainly grew steadily until the initial decades of the seventeenth century.7 As throughout early modern Europe, craftspeople comprised a population segment inclined to purchase non-staple goods owing to their links to the market and to the fact that their lives revolved around buying and selling merchandise.8 Accordingly, in Seville there was a huge demand for ‘popular art’, which is not perhaps the most appropriate term in light of its presence in all social strata. Popular art took the shape of cartoons, prints, woodcuts and wall paintings recorded in the formal registries of public notaries and the post-mortem inventories of the population as a whole.9 Furthermore, demand for art objects extended beyond the local area. Rural demographic expansion in the sixteenth century, which continued well into the following one in Seville’s countryside, also fostered an appetite for art among the middle classes of the towns in the vicinity.

Atlantic expansion favoured the development of a merchant class even more willing to purchase art. For the reasons set out in the introduction, investing in artworks and – owing to their movable nature – paintings provided a way for traders to meet their spiritual needs and enhance their prestige. The spiritual dimension was more important for people who believed that they were living close to sin, as evidenced by their wills. By investing in prestige, they aspired to build social trust and to gain credibility – the most esteemed values in a world rife with commercial risks and uncertainties.10 Many of those merchants were converts, which made their need for visible status even more pressing. Diego Caballero el Mozo, related to one of the city’s most prominent judeoconverso families viz. the Alcázar, is a good example. Enriched by American commerce and, in particular, the African slave trade, Caballero crowned his social advancement with positions such as marshal of Hispaniola and the purchase of two aldermanships in Seville. He was ultimately immortalized in ‘the most beautiful individual burial in the cathedral of Seville’, including an altarpiece with a portrait of his family and another of his brother Alonso, which is still housed there.11 The Alcázar family commissioned the famous painter Pacheco with similar intentions and once some of them had become members of the clergy or intellectuals, they exploited his ascendancy to present themselves as great connoisseurs and patrons of the arts, especially painting.12 Mañara, Bucarelli, Omazur, Federigui and Neve, plus many others who would subsequently commission magnificent paintings from Murillo, were foreigners who strove to accumulate the prestige necessary to make marriage alliances with which to gain access to American commerce or the city hall.

Yet developments in Seville went further in the sense that it was not only a commercial hub but also an unprecedented centre of religious globalization, perhaps with the exception of Rome and Mecca.13 Bridgehead and place of passage for the evangelization of America and even Asia, Seville also received a huge amount of wealth from the other side of the ocean. This influx of income made founding institutions in Seville obligatory for many religious orders. Information available on the number of these foundations signals an upward trend, which uncoincidentally ran parallel to the arrival of the precious metals and vessel traffic of the Indies run.14 This income led to an increase in the foundation of chapels and pious works, often located as ancillary but relatively independent bodies in the convents and monasteries housing them.

Yet, notwithstanding the importance of these global commercial and religious powers, the local context in which they all operated should not be disregarded. Since the fourteenth century, Seville had been one of the richest cities in Andalusia and, therefore, on the Iberian Peninsula. It was here that the most prosperous archbishopric in Castile as a whole, together with that of Toledo, had been created. Additionally, the abundance of fertile land for colonization was clear to all as early as 1500. In about 1600, the archbishopric of Seville, whose archdiocese had 467,000 inhabitants, accounting for 44 per cent of Andalusia’s overall population, was one of the most affluent of the Spanish crown. Surrounded by fertile countryside from which it obtained tithes and rents, the archbishopric of Seville received annual revenues of over 1 million copper reals, accounting for between 30 and 35 per cent of the income of the eight dioceses in the region.15 During the sixteenth century, the population of the twenty-seven parishes into which the city was divided increased, as did the income of their churches and their interest in enhancing their prestige by acquiring works of art. In the final decades of the century, population growth led to the founding of two new parishes.16 Furthermore, numerous parish churches in Seville, many of which had been built in the fifteenth century, were renovated or rebuilt between 1600 and 1700.

Seville was also an important centre of power and wealth. Since the end of the fifteenth century, the city housed a cosmopolitan aristocracy whose demand for art objects would become even more voracious in the following century, with palaces such as the Duke of Alcalá’s Casa de Pilatos providing proof of the trend.17 Indeed, the palace stimulated the demand for paintings insofar as its decoration required them, while one of the members of the Alcalá family was known as a collector of books and paintings.18 The income of the aristocracy mainly derived from latifundiums and lands rented out for a share of the harvest, which was renegotiated every now and again. Thus, the inflation that eroded the earnings of the high nobility of other regions became a positive factor here, for those products were sold at increasingly higher prices. Furthermore, it was a state of affairs that converted many of these families into a group that greatly benefitted from the favours and extraordinary revenues generated by the patronage of the most powerful Christian monarchs.19 America and the export of agricultural products to the Indies were also behind that wealth. For their part, the city’s oligarchs and noble (or ennobled) patricians are known to have had an interest in building and real estate speculation, which now called for ‘an adequate exhibition of earthly abundance in the exterior decoration of houses’.20

Apart from the purely economic factors, there are others that should be considered, for the conversion of wealth into art was not a natural process. One of them is the enormous importance that Renaissance humanism had attached to images, and not only of a religious character. Also, the rejection of the representation of saints by Lutherans and Calvinists only prompted Catholics to hold them in even higher esteem, a tendency that gathered steam following the Council of Trent. Political and social structures also favoured that process. Thus, the composite character of the Spanish monarchy, as far as it was a sort of federation of powers that vied with one another for visibility and legitimation, only exacerbated this situation. The Andalusian high nobility still saw cities like Seville as stages on which to flaunt their supremacy and even to transform their symbolic capital into the political – under threat since the sixteenth century – and economic kind and vice versa. The same went for merchants and patricians, as already observed. Moreover, they should not only be regarded as isolated individuals or family groups but also as corporations seeking to enhance their identity and prestige through artworks. As an even more revealing case, the clergy should be understood as a number of corporations contending with one another for social space and resources. Some episodes, such as the infighting among the Capuchins, speak for themselves,21 but the most interesting case is that of controversy over the Immaculate Conception, whose evident impact on the increase in artistic production would affect Murillo himself. Without detracting from its devotional importance, that controversy had a lot to do with the Jesuits’ arrival in Seville and their use of the city as a springboard for the order’s swift globalization, plus the growing power of the Discalced Franciscans, with a presence in America since the sixteenth century, both battling it out with the Dominicans, opposed to the doctrine of the Immaculate Conception. This composite monarchy was also ‘composed’ of cities, whose political–fiscal evolution was making municipal chapters increasingly more anxious to control the urban space as a way of reinforcing their legal status. Hence the lengths to which they went to increase their visibility by different means, ranging from processions, parades and entries to the production of images and symbols representing their patrons and the creation of a tradition around them. Indeed, greater municipal revenues were behind a town hall building programme almost unparalleled in the Iberian Peninsula. That affinity between art and power was expressed in the phrase that the municipal chapter of Seville employed to retain Zurbarán in the city, describing painting as one of the greatest ‘ornaments of the republic’.22 This was a policy also implemented by other corporations, including craft guilds, present in processions and public celebrations that spawned a very specific iconography.23

Just as the rivalry between these actors constituted an important factor, so too were the initial conditions. Certainly, paintings were sometimes cheap in relation to their social impact and personal enjoyment. In Castile and particularly in Seville, furthermore, these expenses were also covered by the income from entitled properties, either ecclesiastical or noble estates, or public funds, such as those of cities, all of them administered very advantageously for the consumption of luxury goods. All these institutions doubtless had to spend carefully, above all as of the end of the sixteenth century when some fell into debt, but this did not result in the seizure of their goods or the stripping of their assets.24 Spending on art and, specifically, on paintings entailed a low-risk investment that paid excellent social dividends.

The other facet of social life that should not be neglected has to do with the family dynamics of the elites. In the case of noblemen and merchants, families were broad constellations of individuals with a highly developed sense of reciprocity and solidarity among their members. Kinship depended on maintaining those constellations that facilitated business and even political activity.25 Such values, however, were also the result of – and antidote to – internecine strife and the fact that there was much inequality between family members, exacerbated by the inheritance laws which gave priority to the firstborn male to the detriment of female and younger siblings. Primogeniture led to the need for a system of collateral compensations aimed at the social promotion of these less privileged family members who were often encouraged to take holy vows. Those who did so were provided with substantial religious dowries or foundations. This had a dual effect. It was a Malthusian practice that reduced family conflicts, while limiting the fragmentation of landed estates in relation to inheritances. In addition, especially in the case at hand, it created a flow of wealth from the family to the Church in the form of foundations, chaplaincies, patronages, alms, chapels, pious works and so forth, which buttressed ecclesiastical economies and the demand for artistic goods.26 Personages such as Neve, Federigui and Fernández de Jerez, all belonging to ennobled merchant families, exemplify this practice. From different positions in their respective ecclesiastical institutions, some of them were responsible for a number of the most important commissions that Murillo received.

The formation of the American market
American expansion, accompanied by efforts at evangelization and colonial acculturation, swiftly created new sources of demand for artistic products and, in particular, movable art such as paintings.

The European population of America grew significantly to between 120,000 and 130,000 inhabitants around 1600, a figure similar to or perhaps higher than that of Seville, where many of the artworks and paintings consumed in America originated. This theoretically implies that the potential demand for artworks might have almost doubled. By 1650, the white population in America had reached 730,000, which points to a rapid progression with a high impact on the market. By the middle of the century, the potential American demand exceeded that of Seville sevenfold.27 These were the decades during which the Seville school emerged. Many legal immigrants in the modern-day provinces of Castile and Leon belonged to groups of craftspeople,28 with all that such membership entailed for an emerging demand for products of this type, as economic historians such as Jan de Vries have shown.29 High prices in the Americas, in contrast to those of the Iberian Peninsula, thanks to the abundance of silver, encouraged the transatlantic export of goods from Seville, including the artistic kind. The correspondence of those who had emigrated to the Indies is full of references to the wealth of these regions and to how it increased the opportunities for consuming non-staple products, even for those belonging to the lower classes. The recipients of these letters were also advised to provision themselves with products from the peninsula that they could sell or consume once in the Americas, thus endorsing the view that such goods could include art objects.30

Migrants tended to concentrate in cities. By 1650, Potosí might have had 160,000 inhabitants, whereas it is likely that Lima had around 80,000 in 1687,31 some of whom, perhaps in the region of 40 per cent, hailed from the peninsula and who assumably wanted to maintain their original consumption habits and tastes. At the beginning of the seventeenth century there were Spanish households in Mexico city, perhaps totalling 50,000 inhabitants in all, who coexisted with 50,000 Blacks and mulattos and around 80,000 Native Americans.32 An already important centre in the sixteenth century, in the second half of the following one the revival of silver mining in Mexico subsequently made Mexico city one of the richest cities in the world.

The urban character of Spanish settlements in America33 is relevant to the object of study for the reasons set out above. Furthermore, the concentration of the population in urban centres brought with it a reduction in information and distribution costs, with the potential market close at hand. The demand for paintings would have had a perfect breeding ground here, this being even more the case when it was associated with the civil and religious buildings that were sprouting up all over these cities. As occurred in Seville, the contention between social actors for the public space, as a stage for self-legitimation, must have also fuelled the demand for all kinds of art objects. To this should be added that the local institutions’ desire to create their own tradition and to improve the image of their cities was just as strong in America as it was in Castile, and even led to fierce rivalries.34 Lima – and in other respects Potosí and subsequently Cuzco – remained the centre of Inca tradition and the Peruvian Empire, a past that the creole elite tried to vindicate. The same also occurred in Mexico, whose prestige would grow with its globalizing economic expansion and the demand for and consumption of artistic representations of the city itself.35

The number of religious institutions in the New World swiftly increased. It has been estimated that during the sixteenth century some 6,000 clergymen voyaged to America.36 Albeit a fairly low number, such clergy still had a notable impact thanks to their ability to stoke their institutions’ demand for artistic products. By 1620, nineteen bishoprics and five archbishoprics had been created in Spanish America,37 while the spread of ecclesiastical foundations is well documented in some American regions such as the Viceroyalty of New Spain. In the words of an expert, the region witnessed how ‘in 50 years [between 1521 and 1571] a [complete] Church was created’.38 The expansion of the regular and secular clergy proved equally remarkable. Dominicans, Franciscans, Jesuits and Augustinians, among others, rushed to create foundations in America and Asia with similar effects as those in Seville. Many of these ecclesiastical institutions were located in borderlands, where they converted natives and established settlements in indigenous territories close to areas that were difficult to Europeanize or had just begun to be Europeanized and where the consumption of European art was highly unlikely (although not impossible, as evidenced by some examples). But other institutions were located close to mining camps where they established economic mechanisms to gain access to the silver. By the same token, they proliferated in urban areas, to the point that they have been considered as essential for creating an American urban culture.39 The same can be said about most of the secular clergy, with some of them gaining an economic weight similar to that which they had in the peninsula. Their need for artistic products was partly due to their pastoral and ‘civilizing’ mission. Despite the fact that the clergy often learned the American languages, religious education depended, even more so than in Europe, on the use of images, representations of saints and scenes that were often accompanied by texts. Those examples of monasteries and institutions that showed an interest in Seville art are very illustrative in this respect. The extant examples (see below) also confirm the connections and information networks between Seville and America with regard to ecclesiastical demand.

Hardly any members of the Castilian aristocracy took up permanent residence in America; those crossing the Atlantic did so only temporarily as viceroys or incumbents of other important offices. Apart from the fact that they belonged to the high nobility, their status as viceroys, governors and members of the elite led them to adopt forms of social distinction that entailed the consumption of luxury goods. Even more so than the population as a whole, already very much affected by this situation, the abundance of silver, the wealth that this brought and, in this case, the creation of viceregal courts fuelled art consumption. Merchants also made their presence felt in America, where new oligarchies confronted more limited opportunities for investing their rapidly growing fortunes – above all of those most directly related to American commerce, with mining activities and huge plantations – in treasury bonds than in Europe, and thus more likely to invest their wealth in luxury goods. As on the peninsula, younger offspring were encouraged to enter the Church with dowries and foundations, for which reason there seems to have been a similar transfer of wealth to religious institutions and the consequent demand for artwork.

Characterizing the demand for paintings in the Spanish Atlantic
The relevance of religious paintings constituted one of this market’s most outstanding characteristics. An analysis of the art exported by the firm Forchoudt has revealed the extraordinary presence of this type of art in the Spanish Atlantic.40 This had to do, of course, not only with the strong Counter-Reformation character of this society but also with the art consumer profile described above.

The exceedingly sacralized nature of the society in which social agents sought legitimation implied that they were particularly keen to acquire representations of this type. This was the case with the Sevillian and American nobility and merchant class and, of course, those of their number who took the cloth. The need to strengthen family ties through the consumption of artwork went hand in hand with motifs of this sort, for religiosity was the backbone of that institution and an essential way of gaining prestige and legitimacy. Thus, they not only satisfied their own spiritual needs but also those of many consumers whom, directly or indirectly, they tried to convince and for whom the sacred was a fundamental value. Artwork of this type proved even more vital for American ecclesiastical institutions devoted to social and cultural indoctrination. Moreover, the prestige and influence that such institutions achieved by investing in religious art, especially paintings, was a way of obtaining further donations from fervorous and convinced Christians with which to increase their assets.

For the Seville grandees, creating religious foundations, which involved expenditure on religious art, entailed an investment that enhanced their image in the eyes of society. Since the sixteenth century, secular paintings had been very popular among the aristocracy.41 Nonetheless, they were still interested in religious paintings, as evidenced by the art collections of the 3rd Duke of Alcalá, which included many representations of St Jerome, Virgins, Christs, biblical scenes and so forth, some of which had been purchased during his sojourn in Rome.42 The same went for the presence of themes of this type in America where, furthermore, many members of this social class made a name for themselves as consumers of religious art during their viceregal terms.43

Likewise, cities and corporations built their own identities with religious devotions extolling their patrons. In the aforementioned study, William A. Christian Jr appraises the cathartic power of such dedications, which would explain the abundance of art depicting them.44 Something similar occurred in the major American cities for other reasons, where dedications to St Rose of Lima, for instance, were monopolized as identity symbols. This was also the case with guilds, whose patron saints were represented in works of art. It was these people who, without being direct consumers, were behind the paintings that Murillo produced for the Capuchins, who commissioned them from him ‘because of the commitment made’ to the order.45 Religious art was also the kind preferred by the ‘nations’, confraternities and brotherhoods, plus all types of corporations for which religion constituted the cornerstone of their identity. Some of the clearest examples include the convent of San Francisco el Grande and the chapels of the patron saints of different corporations, all with their altarpieces and paintings belonging to a variety of genres.46 Naturally, there was also a demand for religious paintings among the popular classes who, apart from being consumers in the public sphere, used them for their devotions in the private sphere.

The foregoing does not mean to say that religious themes cornered the art market. On the contrary, it is even conceivable that their abundance has been exaggerated because, in most instances, they were works acquired by long-standing institutions that have preserved them down to the present day. In any case, apart from the mythological paintings mentioned above, the popularity of exclusively secular portraits in Seville as early as in the sixteenth century and in the following one, when they came into their own – Murillo is a good example of this – is beyond doubt. To this should be added that many collections of the period contained a plethora of still lifes, royal entries, scenes of war, landscapes and so forth, genres that were also exported to America where they were consumed by many people. This abundance was also relatively greater when including engravings and prints, among others. Yet the truth is that in the lists of goods dispatched to America, as well as in those appearing in post-mortem inventories and in sales transactions in Seville itself, religious art always takes pride of place.

There is a second consideration that should be made before analysing the way in which these markets functioned. Notwithstanding the fact that Seville was the place from which most works of art consumed in America were shipped, its craftspeople and artists by no means monopolized the American market. The early emigration of European experts, some of whom were from Seville, made that market very competitive. Even though it began much earlier with European painters and artists emigrating to America, such as the Jesuit Bernardo Bitti, Angelino Medoro and Mateo Pérez de Alessio, among others, that spread of knowledge occurred above all as the engravings and prints of Rubens began to circulate in the New World later on in the seventeenth century.47 These artists were not only familiar with European techniques, which appealed to American institutions and private citizens, but also with theology and the Bible, a knowledge they used in some representations.48 Therefore, the influence that the American market had on Seville was weaker than this description would suggest. The fact that the demand for these American paintings, especially among the elites, was close by, and that it was capable of satisfying and even shaping it, was also an advantage in this regard.

American artists, including those of indigenous origin, whose production cannot be solely explained by the influence of Seville, were also swift to appear. As of the final decades of the sixteenth century, American paintings with European influences but with an increasingly more independent character developed apace,49 fuelled by the demand of elites, viceregal courts and religious institutions.50 Some orders, such as the Dominicans, seemed to have been reluctant to use local artists of American origin. Nevertheless, the colonization of the New World was of a markedly syncretic nature, particularly as far as religion was concerned, which was reflected in art and by local artists of some importance.51 For this reason there were other orders, such as the Franciscans, who were more willing to promote local art, even a hybrid indigenous sort, and to employ native artists and craftspeople, which also came in very handy for evangelization – the ultimate objective.52

The growing competition in the sector can be better understood by accepting that the art trade, in the broadest sense, also included European paintings that were not produced in Seville. This fact, which is vital for helping economic historians understand the real impact of trade with the Americas should not be overlooked when analysing this type of merchandise, despite the difficulties that it entails. The key to this issue was the re-exportation from the peninsula of works produced chiefly in Italy and then in Northern Europe, many of which were shipped illegally or employing methods that favoured the non-Castilian goods trade. These re-exports were important not only for the market shares that they might have represented. They were also relevant because, as they were chiefly engravings or prints and drawings, they served as vehicles for transmitting iconographic formulas to more elitist products, normally in the shape of oil paintings, while also making American artists more independent from Seville. A side effect of this colonial trade was that many of these artworks coming from Europe ended up in Seville, for which reason they competed there with the city’s artists and craftspeople.

The visual arts market or markets? Between anonymous and commission-based trade
The immediate answer to the question of the type of market to which this transatlantic demand gave rise is that there were actually two markets or, better said, two interlinked trading systems.

It is striking that some studies performed by economic historians of art have excluded Seville from their market analyses. This is mainly due to the way in which the market has been defined, as well as to a distorted view of the art world in Seville and Latin America. It is normally assumed that one can only speak of an art market when it entails a system of supply and demand involving subjects unacquainted with each other who generate a mass marketing process without any direct relationship between its poles.53 This view is, however, excessively limited, not to say anachronistic, if and when it implies applying the market concept of classical economics to earlier situations. Worst of all, however, it does not offer any insights into the reality of seventeenth-century Seville, which could not have differed much from that of cities in other European countries, including Italy, the Netherlands and England.54

Indeed, the partial studies performed hitherto by art historians help to reconstruct the economic dynamics of a market segment in which producers and consumers did not have any previous personal relationship in a mass market. Over eighty years ago, the Argentinian historian José Torre Revello referred to a series of shipments that met these requirements. Even excluding those that were made to specific consignees in America, there are plenty of examples of ‘stacks’ of works that were shipped to intermediaries and merchants who then attempted to find buyers for them in the Indies.55 Similar cases are mentioned in different works on the seventeenth century by Fernando Quiles, Benito Navarrete and, above all, Duncan Kinkead.56 It should come as no surprise that the shipping documents delivered to consignees in Seville and America state that the works have been delivered to be sold ‘at whatever the price’. This points to a type of mass market in which the end price had to do with the relationship between supply and demand without any personal connection between the producer and the buyer. There is plenty of evidence that endorses the fact that it was an anonymous mass market: the huge quantity of articles that were shipped wholesale without detailed descriptions, the sometimes very reasonable price of paintings and engravings in Seville, which reveals their mass production, and the fact that ex-works prices were not established according to their artistic quality but depending on their size.

On these trade routes, fairs like that of Portobello played an important role at least until their crisis in the initial decades of the seventeenth century, for they served as centres for redistributing goods all over America (above all to the Viceroyalty of Peru and modern-day Colombia), until they were replaced by Cartagena de Indias.57 Yet that was not the only destination, as befitted the increasingly broader and flexible trading system that was comprehensively developed throughout the seventeenth century. Thus, shipments of paintings, altarpieces with paintings and polychrome sculptures also reached Trinidad (Colombia) (1598), New Spain (1599) and Isla Margarita (1634), among other places.58

As for Seville, a similar market developed during those centuries. Some time ago, Brown summarized how the art market influenced artistic production in the city.59 This can be clearly seen in the coining of the phrase ‘fair painters’, referring to the sales on the calle Feria, a street in the popular artisans’ quarter par excellence of Seville. These points of sale also supplied part of Andalusia.60 Moreover, there are plenty of anecdotes – or legends – that revolve around paintings of this type. According to Palomino, Murillo himself would have produced a ‘batch of fair paintings to subsist (which was commonplace at the time)’.61 On the other hand, Seville and, consequently, America formed part of a larger global market of the same nature. A well-known case is that of the Forchoudt merchant family, plus others such as Juan Bollaert and the van de Piet dynasty. During more than three generations, many members of the Forchoudt family established offices in France, Austria, the Netherlands, Portugal and Spain, extending their networks from port cities such as Seville, Cadiz and Bilbao to encompass America.62

These forms of trade were consistent with the characteristics of American commerce in general. Indeed, they tended to owe their existence to the fact that works of art were often shipped to America together with other products. Information and transaction costs were thus shared with these other goods, which was an incentive for pursuing this activity.63 Many of the known shipments were actually entrusted to ship captains, intermediaries or consignees who also traded in many other products, which is precisely why it is possible to depict this activity. The available evidence suggests that this trade in both Seville and America involved works of little worth. It was also a type of trade of a seasonal character marked by the departure and arrival of fleets.64 The risks were high not only due to the forces of nature and the dangerous crossing, for the possibility of contract performance and consequently the safety of operations were both limited by the slow and complex procedures of judicial institutions located many thousands of miles away. For this reason, trade networks had to be based to a fairly large extent on the knowledge of agents and on informal mechanisms for building trust and contract enforcement between merchants.65 Smuggling and illegal trade in general, even from the port of Seville, were the order of the day, as was the tendency to reduce customs duties.66 This type of trade was most akin to that of books, on which much ink has been spilled. In fact, since it mostly involved prints and engravings, among other goods, some of which were shipped together with books, distribution proved much the same.67 Moreover, the forms of marketing were very similar in many segments of this market, including small-time trade by individuals who took goods with them when they crossed the ocean, thus constituting a sort of widespread commerce that could be found in both the Atlantic and the Pacific.68

The mass nature of this production and its huge market is also confirmed by the genres. There were of course plenty of ecclesiastical and religious paintings, featuring Virgins, saints and Christs. Yet the trade also included many other genres, with an abundance of landscapes, emperors, famous men and so forth. It was a market in which a proportionally high number of cheap products circulated, despite the fact that it also satisfied part of the demand of the upper classes of that society, as well as serving as a source of inspiration for elite painting and vice versa. Art historians have underscored the presence of paintings by Rubens – or reproductions of them – and by other Flemish and even Dutch artists, which abounded in Seville and were also shipped to America, where they inspired local artists.69 The process reflects an osmosis, in relation to their iconography, between this marketing system and that which is described below. Nonetheless, it should be borne in mind that some of the works of Seville’s most prominent artists also circulated in this market segment, although it is difficult to say in what proportion. Indeed, Ceán Bermúdez held that, when unemployed, many of the best master painters of Seville approached merchants of the Indies, who were more than happy to ship their works to the American markets.70

There was, however, another market – or segment of it – that was slightly different because it involved transactions based on personal relationships, even prior ones, focusing on works that today would be classified as fine art and whose commissioning often entailed personal commitments between clients and artists. This market segment appears especially interesting for the matter at hand because of the importance it subsequently had for Murillo’s career and because of its strong links to elites’ demand. The highly acclaimed Seville school of painting developed in this market segment, with which it is often equated, thus eliding the historical importance of mass marketing systems. In both Seville and America and on the transatlantic routes between them, these systems involved a series of actors who created a relational space with its own rules differing from what Jurgen Habermas would call the ‘public sphere’.71

Products with a high added value circulated in these markets, including paintings (canvases, murals and altarpieces) that took a long time to produce and which, even when the cost of their materials was not that high – pigments seemed to have been among the most expensive – required a great deal of ‘know-how’: in other words, a huge amount of qualified and unrepeatable work, often in proportion to the genius and technical virtuosity of the artist and his workshop. One need only read the treatises on painting of the period, like Pacheco’s, to appreciate the exclusive character of supply. This knowledge was not widespread and could include authentic tricks of the trade for handling materials and mixing and applying colours, jealously guarded secrets which made their works even more unique.72 This obviously affected the shape that the supply of these products took, which gave them a very exclusive character totally unsuitable for the mass market. In sum, limited supply-made works were intrinsically ‘exclusive’.

But just as supply was limited, so too was demand. Irrespective of the price, very few private citizens or even institutions could afford products of this type. Such consumers habitually moved in very local circles, mainly because long-distance negotiations were complicated and exceedingly risky. Murillo’s work in Cadiz in the final years of his life is enormously revealing in this respect because it involved physically following customers who had moved elsewhere, which was also unavoidable when artists were commissioned to paint frescos or ornamentation in buildings in another locality. The best example is perhaps Valdés Leal’s toing and froing between Cordova and Seville because he depended on commissions in both cities, before finally settling in the latter. Thus, in these commercial relationships both supply and demand corresponded – allow me the technicality – to the criteria of an oligopsony: both the suppliers and clients (not to say consumers) were few in number. On the other hand, the Seville institutions are known to have played artists off against each other to resolve this situation. It is also accepted that the city’s artists clubbed together to seek commissions outside Seville in the surrounding localities and wealthy towns. Nevertheless, the fact that these two small groups of artists and patrons could physically coincide and share the same interests gave rise to the circumstances described above.

The rules governing transactions of this kind help to gain a better understanding of someone like Murillo. The first and most well-known is that they were commission-based, which sheds light on an important aspect: the sale of works was – barring unforeseen circumstances – guaranteed beforehand. This practice compensated the considerable amount of time and money that artists invested in their works. Moreover, payment in instalments, which enabled artists to defray the cost of materials and their work and to pay the people employed in their workshops, minimized potential risks.73 Without these prerequisites it is difficult to explain the artistic wonders that have come down to us and what exactly their production entailed. This was even more the case in that more often than not, they were not single paintings but monumental decorative programmes involving painters, silversmiths, joiners, gilders and plasterers, to name but a few, whose labour had to be paid from the outset.74 On the other hand, there is nothing strange in the fact that some decorative programmes were not commissioned from a sole artist or workshop but from several, as occurred with that of the Hospital de la Caridad.

The second important characteristic of this market segment is related to the first. A commission frequently resulted from a personal relationship forged before the commercial exchange, as was the case with the orders that Murillo received from Justino Neve and Miguel Mañara. Both men requested works from Murillo not only because they were aware of their value, but also because they were already trusted friends, all of which influenced the established terms. The forgoing implies that in circles that were also very local, the demand for an artist and his work depended on more than his virtuosity, which was nonetheless important, particularly in a city like Seville, ostensibly inhabited by an increasing number of connoisseurs. For immediate – although perhaps not posterior – success also depended on the social relational networks that painters managed to weave, the prestige they were capable of accumulating as a result and even that of their previous clients.75 In the words of the French sociologist Pierre Bourdieu, it depended on the ability of an artist to amass social capital and to transform it into the economic kind. Yet again, Murillo is a prime example, although I will not dwell on what is common knowledge and what I have already mentioned about his relationships and, more importantly, those of his family, including Veitia Linaje, with the city’s cathedral chapter, city hall, traders, convents and power groups in general (see also Chapter 6).

In these markets, the price of a work was not only established in terms of its abundance and the demand for it. The end price was also negotiated between both interested parties, a process influenced by aspects that were not always economic, such as relationships of power, prestige and affection between the buyer and the seller.76 For instance, it should come as no surprise that prices were sometimes ridiculously low and sometimes extortionately high, as occurred with the paintings of the Hospital de la Caridad.77 This was perhaps the case – of course, Murillo commanded higher prices than Valdés Leal – because Mañara, who was enormously wealthy thanks to his primogeniture, wanted to acknowledge in this way the art of his friend, who was at the peak of his reputation. In plain English, Murillo could charge more than the rest, due not only to his fees but also to his fame, prestige, personal relationships and so forth. Yet more than the price underwent negotiation. The content and characteristics of paintings proved equally or even more important, distinguishing this market from others related to anonymous trades in which the taste of the artist and the buyer coincided without any prior personal negotiation between them. Attempts to ennoble the painter’s profession and to create the Painting Academy in Seville should thus be linked to the desire of the city’s top painters to increase their social and relational capital. The sole aim was to enhance their status in the most logical way in a stratified society. But they also sought to increase the value of their work and, perhaps, its price, and possibly to distance themselves from a type of painting and from less elitist painters, such as the ‘fair painters’.

Some of Murillo’s works show that negotiations between interested parties could also include others and that prestigious artists certainly were not free to make their own choices. As to clients, the paintings of the church of Santa María la Blanca involved negotiations with Neve, but he was not alone because the cathedral chapter also intervened. Nor did artists act in isolation. The painter’s profession was regulated and the corporations – regardless of whether they were official guilds or not – had a word in the matter. Moreover, painters were often no more than members of teams of joiners and decorators, among others, like those who worked in the church of Santa María la Blanca,78 which conceivably played an important role in the evolution of supply and guild relations. Lastly, negotiations of this type between collectives might have affected the end product, for the shape that it ultimately took depended on many factors such as iconography, price and taste.

In the Atlantic world there appeared a hitherto unknown phenomenon in that this market segment was acquiring a transoceanic dimension. Personal knowledge and prior acquaintances and relationships were not the rule or, better said, now played a different role. As a matter of fact, despite the development of anonymous trading, there are many examples of long-distance commissions; Zurbarán is known to have received several during the initial decades of the seventeenth century.79 As with many other artists, these commissions could result from fairly efficient personal networks. The painter from Fuente de los Cantos had family ties in Lima, Cartagena de Indias and Puebla, among other cities, who acted as intermediaries in situ.80 This was also the case with Juan de Uceda, another artist involved in American commerce. As for Miguel Carro and Domingo Güelles, who commissioned and supervised the work for the Dominicans of Lima, the procurator general of the order in Peru, residing in Seville at the time, acted as intermediary. He appears to have supervised the iconography, assisted in this case by Pacheco, whose American connections – and the relationships of trust that he probably forged thanks to them – were well known.

These circles often included painters who were highly specialized in the American markets and, consequently, able to build trust with clients on that side of the Atlantic.81 Although quality control was harder to supervise there, this hurdle was overcome by appointing some or other master overseer of the Seville guilds or a mere ‘appraiser’ of the profession who was trustworthy enough to ensure the quality of the work before it was shipped.82 In other words, through personal ties, the intermediation of members of the religious orders located on both sides of the Atlantic or the advice of third parties, the right conditions were created for the survival of a system based on personal relationships between suppliers and clients. For artists, this was also a way of coping with the risks deriving from the high production costs of these works.

The two market segments described above were very different. Products were distributed, marketed and promoted distinctly in both, while there were also contrasts in the way in which risks were managed and trust was built. Nonetheless, they created overlapping and interwoven markets. Although some of the great masters who had managed to acquire a powerful clientele could fully devote their time to the works that they commissioned from them, it is unclear whether they became involved in the anonymous mass market whenever it suited them. Of course, many of the sector’s artisans could never aspire to sell their works in the major commission-based market monopolized by the elite, although they could access more modest ones. At the same time, there seems to have been a certain degree of specialization in the shipment of artwork, generally of an inferior quality, to America. This would explain the fact, underscored by Kinkead, that none of the painters involved in that market would have dared to request their enrolment in the Painting Academy, founded by Murillo and other contemporary artists.83 In relative terms, religious paintings seem to have been the most frequent type in the commission-based market because of the genre’s characteristics and the need to pay special attention to an iconography that was sometimes complex but always very specific. At the same time, however, many religious paintings were also circulating in the mass market. In both there were also secular works, including still lifes, portraits, landscapes and so forth. So, from the perspective of pictorial motifs, the dividing line between both market segments was very vague. Engravings and prints frequently served as inspiration for elite paintings and, sometimes, these – as in the case of Rubens – formed the basis of very popular products.84 In short, the difference really lay in the shape that the relationship between supply and demand took.

Transformations in the production system
In Seville, guilds controlled the production of art objects and particularly paintings. Barring exceptions, the city’s guilds established their own ordinances, although in the sixteenth and seventeenth centuries such regulations had to be approved by the city council and, increasingly more often, by the king.85 These ordinances regulated access to masterships – in exams supervised by a master appointed for that purpose – as well as the characteristics of raw materials, the end product and its price, plus the markets and marketing channels.86 Those guilds were rife with kinship relationships which affected their functioning and facilitated the perpetuation of some families in different trades. Some of them took for granted that the sons of masters did not have to sit the exam, which frequently gave rise to authentic dynasties of artists.87 On the other hand, it was not always easy to classify painters for they also worked as silversmiths and gilders, among other occupations.88 There is every indication that the proportion of painters, most of whom resided in the central quarters of El Salvador and the Catedral, very close to their most important clients, and their economic weight in the craft world were both rather negligible.89

In principle, these exceedingly rigid ordinances probably hindered the changes that the dynamic character of demand required. According to Brown, such limitations and clients’ desire to impose their rules on the works produced led to a highly inflexible attitude and a sort of ‘closed shop’ against intruders and the transformations occurring in the sector.90 Cases like that of Zurbarán, to whom the Seville painters intended to apply that rule in the first decades of the century, seem to bear this out.91

However, the recent literature on early modern guilds has demonstrated that such inflexibility did not always prevail and that production techniques indeed modernized, albeit fairly slowly.92 One of the yardsticks employed to measure that capacity for innovation was the greater or lesser presence of foreign artists who might have contributed to introduce new production techniques. Regrettably, no study has been performed to date on this topic for the century as a whole. Be that as it may, certain information suggests more innovation than at first meets the eye.93 There emerge quite a few examples of great masters, like Zurbarán, who, although foreigners, managed to join a guild with the support of the city council and its power groups.94 This was also the case with Valdés Leal, who requested membership in a guild without first having passed the pertinent exam in Seville.95 Insofar as emigration to America resulted in a more or less constant drain of artists, it is only to be expected that the guilds admitted foreigners with relative ease. Furthermore, at especially difficult times, such as, for example, after the death of many painters during the 1649–52 crisis, these forms of attracting new blood must have even increased. Additionally, the guild system seems to have been more flexible than previous studies thought, with the same guild often ‘encompassing and regulating several trades’.96 There were masters who were recognized as such in trades involved in specific, interrelated, stages of the production process, due, in the case of painting, in no small part to the fact that the profession of painter was not as specialized as it is today.97 It is held that this led to conflicts caused by the confusion that arose when one master acquired a certain degree of autonomy from the rest, as well as by resistance to change.98 Yet a certain flexibility could also have caused such situations, for an artisanal mosaic with very porous borders might even have promoted some degree of sectorial concentration. Indeed, it is hard to understand why the number of painters and other related professionals, when specified in censuses and tax documents, hardly increased, while such activity expanded considerably.99 The examples of major contracts that have come down to us involve subcontracts between painters or with other craftspeople plying connected trades, which membership in the same guild would have facilitated.100 Even though this possibility has yet to be confirmed, it appears necessary to reflect on how this phenomenon might have allowed for more flexibility in the sector with a view to coping with a greater and more diversified demand. In point of fact, such procedures enabled many of the artisans of Madrid to adjust supply to the growing and changing demand, which in turn made the production system more flexible,101 bringing about an important qualitative change.

The changes in marketing systems and the resulting transformations in the production process also require attention. At least since the end of the sixteenth century, systems based on partnerships of painters in companies or comendas had responded to the growing demand by linking production to marketing.102 This practice progressively led to a more concentrated system. Such transformations are expressed particularly well by Juan de Luzón, a wholesale painter specializing in exports to who was the owner of a large workshop with at least four master painters.103 Luzón worked above all with ship’s captains whom he engaged to transport his works overseas, perhaps with a system close to the comenda, namely, a partnership contract whereby he provided the capital and merchandise, which the captains had the obligation to distribute. But there were cases like that of Juan Fajardo who commissioned paintings to sell in America, while entering into a subcontract with the painter Alonso Pérez who, in turn, rented a house to the former as a workshop and even hired another painter.104 This reflected the typical verlagssystem or putting-out system, very widespread in early modern Europe, where it would be leveraged to develop and transform many industries.

In sum, powerful merchants or master painters entered into agreements and invested capital in exchange for products made for their future sale. As a result, in the guild system, financial partners who operated according to market fluctuations and tastes exercised increasingly greater control over modes of production.105 Additionally, such changes enabled painters to avoid risking time and money producing works for distant markets where payment tended to be uncertain. In exchange, they depended more on merchants who, in turn, were in contact with those distant markets. This system implied artisans’ increasingly subordination to mercantile capital, which had the necessary cash and information and distribution networks. Although there is no evidence of Seville merchants setting up systems as large as that organized by the Forchoudt family, historians including Stastny correctly identify ‘large-scale manufacturing’ and ‘merchant-painters’.106

It is very hard to provide a precise timeline for these changes. Although we do not know to what extent Zurbarán made use of the system of direct commissions or the intermediation of a verlagger, the odds are that these practices became more firmly established as the century progressed.107 At any rate, it is evident that another rule was gradually applied in production systems of this type, namely, the adaptation of supply to the type of demand that, through contact with the different markets, the verlagger imposed. This impact can be glimpsed in the development of very American themes, such as paintings featuring patriarchs, apostles and others, which were much sought after by American clients at the time.108 Likewise, the market for secular paintings, many of which were cheap and destined for domestic use, would become particularly important for major exporters of Flemish art such as the Forchoudt family.109

In the second half of the century, the sector thus began to undergo important changes. Even though there were still major commissions,110 the anonymous wholesale trade had made its presence felt and had even undergone typical changes in its evolution. To this should be added several factors that explain this evolution and, in a way, the crisis of the Seville school. The demographic and economic slowdown, particularly after the social problems of the 1650s, changed the structure of the market and production conditions, while the emigration of artisans and painters to Cadiz was especially noteworthy as trade activities gradually transferred to that city, where even international wholesale merchants like the Forchoudt family began to operate.111 In addition, ecclesiastical economies were struggling, religious foundations were less frequent, and the agrarian economy was not as buoyant for them as before. The old nobility was being replaced by a new one whose members often had different tastes. All these reasons coincided with others that have not always been taken into account. Indeed, by those years, the relative expansion of the American market for mass production had begun to reveal a major handicap: the greater difficulty in quality control with respect to the commission-based market meant that the end product left a lot to be desired in this regard. Growing awareness of this limitation, moreover, coincided with the maturity of local American art and the development of creole painting, which was often eclectic and based on a very different iconographic language unknown to peninsular painters. In this way, the Cuzco school emerged after 1700.112 Its language and taste, on the other hand, proved inimitable in Seville and light years away from the offerings of the city’s painters, specializing in cheaper, lower-quality works, and even unaware of the demands of colonial elites. Mexican painting also reached such a level of maturity during the seventeenth century that ‘the paths of Seville and Mexico’ began to ‘diverge’, to the point that the ‘city of Mexico obtained results that indicate a mode of production that was very different from the conventions of Spanish painting’.113

Brown was certainly right when asserting that the isolation of Seville painters made them ‘self-referential’, while understanding the negative impact of such obstinacy on the quality of their production.114 Yet obstinacy might not have been the real problem, for the sector did indeed undergo changes that did not necessarily lead to an increase in quality. The decadence of the Seville school might have certainly been associated with these transformations and with the progressive distancing and decline of the type of demand that had been behind its initial success.

A masculinized activity?
Women appear ubiquitous in Murillo’s oeuvre, possibly even more so than in the work of many of his contemporaries, mainly because of his genre paintings and the importance of the family among his most habitual themes. Nevertheless, this issue should be approached from the perspective of the inner workings of the art market.

The foregoing section offers the impression that men played the leading roles in most of the activities and forms of circulation of wealth to which the demand for high-value commissioned artworks gave rise. Indeed, most customers were men with worldviews based on their own perspectives and masculinity. This was the case with merchants who, despite including women – usually widows – among their number, were more often than not men. To these merchants should also be added the nobility and the elites, social strata in which works of art, above all portraits, were chiefly commissioned by men. Likewise, the channels through which wealth circulated among the elites as a result of artistic activity also mainly involved men. Among these channels, the most important was surely the one that funnelled the wealth amassed from trade and other economic activities towards the clergy, in the shape of foundations often created for the second sons of these families who took the cloth. It was members of the Neve, Federigui and Mañara families, to name but a few, who formed the inner circle of Murillo’s network of friends and acquaintances. Quite a few women certainly participated in that circulation of wealth and social capital inherent to the elites and a religious city like Seville, yet many of them did so with dowries over whose use they did not always have full control. In other cases, that wealth was endowed to nuns who, socially speaking, appear much less visible than monks and friars. The fact that thirty-five male versus twenty-eight female communities were founded in Seville between 1248 and 1600 clearly underscores that disparity. Moreover, the gap would widen until 1700, when the former numbered fifty-two and the latter thirty-two.115 The male foundations’ potential demand for paintings was therefore greater. To these figures should be added that of a plethora of clergymen who played a leading role in community life in the cathedral chapter’s parishes.

Most of Murillo’s known customers were men or male institutions.116 To offer just a rough idea, which is nonetheless valid for demonstrating an obvious fact, female institutions ordered only four of the ninety-two main works of the selection of the paintings and drawings commissioned from Murillo provided to date by Hereza, namely, those of the Augustinian nuns of St Leander. Furthermore, we know that many female institutions’ activities were supervised by men, such as, for example, Juan de Federigui Fantoni (1598–1678), who had a considerable influence on the works requested by the Dominican nuns of Santa María de los Reyes and the Discalced Carmelites or Poor Clares of Santa María de Jesús.117 All considered, the opportunities for involvement in this market segment were much greater for men than for women, despite the fact that the latter occasionally used their husbands as intermediaries. Two such examples might have been the Marchioness of Villamanrique in the church of Santa María de la Blanca, and the wife of Omazur, Doña Isabel Malcampo, the authorship of whose portrait is still open to question.118

As regards the mass and anonymous section of the market, given its more open relationship between customers and painters, it is highly likely that women were more involved. The importance attached to cheap representations of Virgins and saints of a devotional character, which were particularly popular among women for prayer and within reach of many of them, contributed to such involvement.119 Be that as it may, this market segment is not easy to study, even if it were possible to perform an analysis of the formal registries of notaries public – above all, post-mortem inventories. One reason entails their lack of abundance in relation to the lower classes and paupers with a proportionally greater involvement in this segment.

Women as art dealers are also hard to document. Very few are known to have pursued this trade beyond a mere pastime, which had to do with the guilds’ markedly masculine character. Nonetheless, female activity in domestic workshops likely exceeded what at first meets the eye. In fact, women’s engagement appears increasingly more evident in both the elite and wholesale art segments – in the latter, as typical of the mass market on the peninsula as a whole.120 As for Seville, according to Portús, Palomino mentioned the skills of Valdés Leal’s daughter,121 and the case of the sculptor Luisa de Roldán (La Roldana) is very well known. These are only examples of the good number of women involved in artistic activities within the city’s many family workshops. Recent research also has stressed how the domestic nature of such productive units also contributed to significant female participation. This fact, which explains not only women’s presence in the sector but also their limited visibility in it, also arises from the early global character of the town and the high demand for artwork that made female contributions indispensable.122 In view of this situation, it should be assumed that just as many women performed other activities, such as weaving, they also did so anonymously in family craft workshops. Unsurprisingly, a documentary analysis of the marketing of artwork points clearly to the presence of women, related above all to their work as dealers alongside their husbands or as widows.

One such example, which is surely evidence of a broader involvement, is Doña Victoria (Ana in other documents) de Vargas, the wife of the aforementioned Juan de Luzón, who produced works for the American wholesale market. Although little is known about her, her overseas consignments after being widowed in 1662 evince the involvement of women in this sector. This impression is further reinforced by the fact that in August 1662, barely a few months after the death of Luzón, Vargas was sending important shipments, irrespective of whether or not her husband had already laid the groundwork. At about this time, she sent two to Tierra Firme (118 and 106 items, respectively) and one to New Spain (100 items), leveraging the network of agents previously established by her spouse. This activity continued during the following year when she might have started to liquidate the business.123 Doña Victoria was actually typical among the wives of merchants and in particular those linked to major trade, who often emerged from the shadows when they were widowed and took up the reins of the family business for a time, which varied depending on the case, but who might have also been involved in it beforehand. One would think that the development of the anonymous market associated with early globalization may have led to greater female participation in this activity, or at least one very similar to that which the literature on trade has recognized in recent years.

The fact that the main customers were men does not imply that women did not have a much greater presence in this art world than the aforementioned figures reflect. On the one hand, because, as already observed, art customers were one thing and art consumers quite another, with the presence of women among the latter being surely much greater.124 On the other, because, albeit in an irregular way and depending on the genre, the works of the period, particularly Murillo’s, included many representations of women, for reasons that will be clarified in subsequent chapters. The narrative character of most commissioned religious paintings called for the depiction of the main male biblical characters, sacred history and that of many religious orders, replete with Founding Fathers, most of whom were men. Yet that same narrative required the representation of Virgins and female saints and personages in an even larger proportion than that demanded by customers. The need to represent a social reality in which women were omnipresent also had similar effects on genre painting. A conspicuously masculine market as regards the visible aspects of supply and demand had, however, a huge power of attraction for female consumers.

Conclusions
Seville and, it can be said, southern Andalusia as a whole experienced exceptional circumstances between 1500 and 1700. It was the only European city that did not serve as a court to witness such an artistic and, in particular, pictorial development. It did not have the advantages of Madrid, Rome, Paris, London or even Amsterdam, doubtless the most similar model. The reasons behind this have to do with the exceptional confluence of developments that occurred exclusively in Murillo’s city. The most important was its Atlantic and global dimension, but others were also relevant. The combination of the Counter-Reformation and Catholic globalization was certainly a factor, as were social conditions, with their ability to encourage expenditure on art for self-legitimation, which worked in the same direction. The Seville school of painting can be explained by the conjunction of global forces – not only of a commercial character – with local dynamics in which the international character of the composite monarchy also played a role. Neither Lisbon in the same period nor Cadiz afterwards were capable of generating anything similar. That exceptionality also had to do with the characteristics of the Spanish Empire at the time, in which cities were important, the Church employed images in its evangelizing mission and subsequently made their use and belief in them one of its hallmarks, and expenditure on all kinds of luxury goods but especially on artworks was a form of legitimation. This kind of empire seemed almost unrepeatable, at least in these dimensions, in contrast to other empires of the same period. It was this combination of factors that created the conditions for leveraging the talent of most of the artists emerging in this part of Andalusia, including Murillo, among others.

For the same reasons, Murillo’s Seville was also a rapidly changing world, in which both the artist and his clientele and audience should be framed. Murillo and contemporary painters employed centuries-old iconographic codes. Yet the way in which those paintings were interpreted in Seville and even in Castile had a lot to do with early globalization. It is that context that helps explain the keys to Murillo’s outlook and the way in which he negotiated his worldview with his contemporaries.
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American Experiences and Seville Traditions

There are two questions that should be posed: namely, first, whether Murillo was aware of the importance of the radical changes brought about by early globalization and, second, the extent to which this was reflected in his paintings. Even though he spent almost his entire life in Seville, it is hard to believe that a person who was alert and sensitive to his time was not influenced by them. Indeed, it would be impossible to cover all the aspects of his oeuvre that such changes possibly affected, with him being often unaware of this. Yet it is precisely for this reason that Murillo, his audience and customers and seventeenth-century Seville present an exceptionally valuable object of study for understanding the impact of early globalization on pictorial art. This subject has always been studied – in the case of historical figures – on the basis of global biographies or life stories. Incidentally, another painter of Murillo’s age, Johannes Vermeer, entails one of few exceptions to the rule.1 This case, however, begs the question of how early globalization influenced people who rarely left their places of birth and, consequently, how the relationship between the global and the local was expressed.

In this context, this chapter will tackle the way globalization affected the lives and the imaginary of Seville’s people and some pictorial expressions, especially those of Murillo. How this opening of horizons shaped their minds and life experiences, the sense of travel and mobility as personal processes, and the risk and uncertainties it represented, can explain the way in which Murillo’s painting was read, while revealing important features of his society. At the same time, a comparison with the various forms of pictorial hybridization on both sides of the ocean will shed light on some essential aspects of the period’s art and society.

Murillo in global Seville and globalizing experiences in his oeuvre
Some time ago, Serge Gruzinski called attention to the intensity of the ‘globalization’ process from a cultural perspective.2 Many years before, John Elliott had similarly enquired into the way in which the awareness of a new world contributed to the construction of an image of Europe.3 More recently, Giuseppe Marcocci has studied how the privileged and literate classes became aware of the existence of other worlds and, consequently, of themselves.4

On one of the few occasions that Murillo was absent from Seville, when he was at court for some seven months, he might have had the opportunity to become acquainted with other artists and to exchange ideas with them. Nonetheless, the visit apparently did not lead to fluid or deep relationships, unlike the case of his countryman, Diego Velázquez. Apart from that sojourn – which was central to the development of his pictorial style – Murillo also made several trips to the nearby town of Marchena to perform a number of commissions he had received from the 4th Duke of Arcos, Rodrigo Ponce de León, to which should be added his presence in Cadiz at the end of his life.5 So Murillo’s biography cannot really be considered a ‘global life story’. Nevertheless, the impact of transoceanic expansion, as well as Seville’s connections with Europe, on the painter’s mindset and life experiences appear evident.

Murillo maintained close ties with America. During his apprenticeship in Juan del Castillo’s workshop, he surely heard about how Pacheco, Zurbarán and perhaps his own mentor had sold their paintings there. Thereafter, he accentuated his contacts with Carrera merchants to the point of becoming involved in many of their commercial and financial operations (see Chapter 6),6 which suggests the possibility that his works were shipped to overseas markets.7 Murillo’s involvement in trade with the Americas would continue throughout his life. He was familiar with the American pigments, including cochineal and scarlet, which were arriving in increasingly greater quantities and perhaps at more affordable prices.8 Writers such as Garcilaso de la Vega el Inca – an aristocratic mestizo who strove to raise a creole awareness and who ended his life in the neighbouring city of Cordova – and others frequented Seville, where they embodied a new reality of overlapping and diverse identities.9 News pamphlets containing reports from America and other parts of the world, many of which were preserved in the college of the Jesuits in Seville, began to circulate in the city at a very early date.10 From friends such as Mañara and many other painters, Murillo would have received very detailed descriptions of what were for Europeans new lands, while he presumably conversed with Veitia Linaje, his nephew by marriage and treasurer of the Casa de la Contratación (1620–88), one of the most knowledgeable people about the Atlantic trade.11 Hagiographies of saints, an exceedingly important genre, began to include American personages, always clerics, with an eye to their canonization.12

The streets of Seville were teeming with Portuguese traders, including the judeoconversos Francisco Báez Eminente and Gonzalo Núñez de Sepúlveda, both of whom figured among Murillo’s customers,13 plus Castilians who traded side by side with them in the South Atlantic, who were often heard talking about Africa. Until 1640, the Portuguese had managed to convert Seville into a hub from which they combined their monopoly on the slave trade in Spanish America, granted by the king of Castile, with the capture of human beings, approved by Portugal (ruled by the same king since 1580).14 According to some observers, a considerable number of Africans and Afro-descendants resided in Seville at the end of the sixteenth century, only superseded in this respect by Lisbon. Additionally, the Cofradía de los Negritos (Brotherhood of the Negritos), with most of its members born in Africa or the descendants of enslaved Africans, had existed in the city since the Middle Ages.15 Although the arrival of enslaved people seems to have gradually diminished after 1640,16 Seville had been deeply involved in the trade since the sixteenth century. Thenceforth, the Genovese, together with Spaniards and Portuguese, plied this (in)human trade for several generations.17 As of 1648, Dutch merchants such as the Omazur family, frequent purchasers of paintings, maintained contacts with the Dutch East India Company, China and Africa. Although there is scant information available on these contacts, they could not have gone unnoticed in Seville.

Murillo must have had access to a fund of information not only on America, Africa and the Philippines but also on China, India, Japan and the Spice Islands. Since 1580, the elites of Seville had started to wear clothes made of Chinese silk.18 Indeed, from that distant land would come much of the silk adorning the aristocrats Murillo painted throughout his career. The inventories of his friends are replete with Chinese products. This is the case in the postmortem inventory of Tomás de Mañara, Miguel’s father, which included a substantial number of tapestries and other articles from Brussels, but also tablecloths, taffetas and jewels from China, tanned leather from Muscovy, items of ebony and ivory (including a Christ) and three Black slaves, doubtless from Africa, plus cabinets from Japan, among other property.19 The artist’s own inventory contains, among other things, a ‘colourful, used tablecloth from the Indies’, stones for grinding chocolate, and objects made from mahogany, tortoiseshell, ivory, ebony and so forth.20 Ever since Columbus’ first voyages, a very long list of American products and descriptions of them in all types of publications had started to arrive in Seville in increasingly greater quantities.21 A legend like that of the martyr saints of Japan – a series of missionaries, Jesuits, Dominicans, Augustinians, and other orders martyred in Japan from the late sixteenth century to the 1640s – which shook Christianity as a whole, would have had a notable impact on this city, as much or even more so than the arrival of the Keicho embassy (1613–20) precisely around the time Murillo was born.

America, plus other worlds in general, were also inscribed on Murillo’s retina in a very graphic manner. Around the same time, a rich American iconography in the shape of codices, subsequently copied by painters including Ludovico Buti, who ‘crammed his frescos of the Antica Armeria … with tropical birds and Mexican warriors, brazenly mixing American elements with Asiatic borrowings’, among many others, were circulating the length and breadth of Europe.22 This was also expressed in a plethora of representations appearing in books and woodcuts passing through Seville, such as the aforementioned work and Juan de Castellanos’ Elegía de varones ilustres, to name but two.23 It is unclear whether Murillo was familiar with the prints by Theodor de Bry, which contained, in an evidently idealized fashion, a fair amount of information borrowed from previous authors such as White and Le Moyne.24 It should be assumed, however, that most of these models, as well as other similar ones that had begun to spread throughout Europe since the end of the sixteenth century, were known at a crossroads like Seville. In Europe as a whole, a process of creating an image of the American Indian had got underway, something that neither Seville nor Murillo could have ignored.25

The very concept of globalization entered avant la lettre into the world of images, circulating through woodcuts and other representations. America was becoming one of the pillars of global representations that started to be produced in formats other than elite painting in other European countries. This was the case with Kircher’s woodcuts, obviously influenced by his contacts with this new world. Since the mid-seventeenth century, what could be called ‘Jesuit globalization’ had been represented in these formats.26 Works such as the Horóscopo Católico de la Compañía de Jesús (Rome, 1646) and representations such as De San Ignacio y la conquista de las Cuatro Partes del Mundo, which illustrated the front cover of the book by Daniello Bartoli (Rome, 1659), were chiefly the result of the Jesuit network’s contacts with the Indies.27 Following the tradition of using the tree as a compositional motif, the Horóscopo Católico had recourse to the metaphor of the olive tree to depict the phrase ‘from the East to the setting sun, the name of the Lord is venerated’ in thirty-four languages, thus referring to the global presence of the Society of Jesus from Europe through America to Asia and Africa. In De San Ignacio y la conquista de las Cuatro Partes del Mundo, the terrestrial globe is represented under the figure of St Ignatius and the four personifications of the parts of the world in which the Jesuit depicts their history.28 There would have been similar woodcuts representing Augustinians and Franciscans expansion commissioned by both orders. Around the same time, a work that was destined to have a powerful impact on the iconography of globalization was printed in Seville, namely Brother Lorenzo Ortíz SJ’s El príncipe del mar: San Francisco Javier. The book, dedicated to D. Francisco Echave, chief magistrate and justice (corregidor y justicia mayor) of ‘Lima and its jurisdiction’, reflects a fully fledged ideology underpinning the saint canonized in 1622, which must have first circulated in Andalusia and other parts of Europe. There is nothing odd about the fact that it is directed to seafarers. More importantly, though, it depicts the saint performing miracles in different places, from Paris to China, thus evoking the global dimension that the text extols.29

Murillo thus had at his disposal a fully developed iconography and a series of accounts of the Indies and other parts of the world perhaps as detailed – but, of course, filtered – as that which was arriving with prints from Flanders, Italy and the Netherlands.

*    *    *

These direct and indirect contacts with other worlds lay behind the fact that Murillo, like other Seville artists, reflected what could be called frequent experiences of globalization. American encounters and ongoing globalization surely influenced how many consumers belonging to the same world interpreted his art.

Given its particular impact on Seville, the voyage to America, plus life once there, require particular attention. Although such experiences should not be exclusively associated with oceanic expansion, personal accounts of the Atlantic crossing were heard increasingly often in Seville. The subject appears explicitly and implicitly in Murillo’s paintings, for example, The Flight into Egypt and the Prodigal Son series, as well as in The Conversion of Saint Paul (c. 1675–82, Museo de El Prado, Madrid), in which this motif is part and parcel of the narratives. For many people of Seville, all these experiences formed part of their daily lives.

Trips between regions and even countries, like that on which Guzmán de Alfarache embarked from Seville to Italy, albeit exceptional in that case, were not rare.30 Castilian society of the period has been characterized as one on the move.31 Theatre pieces and romances, such as Cervantes’ La española inglesa, were full of travels and cross-cultural experiences. To understand that displacements were in that society’s DNA, it should suffice to recall the history of its slow, intermittent but inexorable mass secular march towards the south. Emigration had been for many a way of encountering better worlds, possessing land and, if possible, the right to work it, or simply appropriating it for use and exploitation. In the fifteenth century, that enormous human wave seemed to break in Andalusia, specifically in Granada, but would soon reach Africa and cross the ocean. Mateo Alemán’s work is a travel book not only of beggars and rogues but also of mendicants and vagabonds – or, better said, vagamundos (‘vagrant globetrotters’), as they were then called. Be that as it may, craftspeople, including painters – a social group to which most of the legal emigrants to America belonged – also embarked on journeys or voyages to distant and strange lands. Migration tempted them, as it did Murillo himself and many others. For the scions of many sixteenth-century noble families in Europe, the Grand Tour had become an indispensable part of their education. But their Iberian peers, for whom geographical mobility had ceased to be a novelty, had absolutely no need for it; not only their education but also their self-promotion already involved long journeys to distant theatres of war, diplomatic posts, foreign courts and, especially in the case of women, to arranged marriages with different royal and noble houses.32 Many of the aristocratic families of Seville, such as the members of the House of Alcalá, were involved in both processes. After his contact with Renaissance Italy and his trip to Jerusalem, Fadrique Enríquez de Ribera (1476–1539), a member of that family, redefined the architectonic programme of his urban palace, subsequently known as Pilate’s House (Casa de Pilatos). Successive generations of his family continued that cosmopolitan tradition resulting from their travels.

The two social groups most active in early globalization – traders and the clergy – had made travel an occupation, and not only because they converged on Seville from all over Europe. The clergy, for whom Asia and America were the chief destinations, were very seasoned travellers. Traders, like the members of the Mañara and Corzo families, were originally immigrants with ancestral memories of other worlds, in this case their native Corsica, but also crossed the Atlantic several times. Even without the need to leave home, others lived experiences associated with travel on a daily basis: they dispatched goods across the ocean, received other exotic ones, insured cargoes to reduce the risks of oceanic voyages, endured the uncertainties of trade, and kept abreast of the news arriving from sometimes distant and inhospitable markets, so as to monitor their situation. Their lives and livelihoods depended on those voyages fraught with danger and uncertainty. Some participants on the lookout for paintings, such as the ship captains Juan de Salinas and Pedro Moreno,33 had crossed the Atlantic several times, experiencing in America globalization’s greatest satisfactions alongside its most horrifying and stressful repercussions.

A cursory look at the letters sent by emigrants to the Indies clearly reveals that the voyage was desired and feared in equal measure.34 For those in search of better worlds, it entailed a way of obtaining promotion as well as a cause of great concern, not only because of the fear of the unknown but also because of the risks known by all.35 For women, these risks included the possibility of being raped on board ship, from where it was almost impossible for aggressors to escape, if any attempt was made to pursue them, as the victims of such assaults were often considered responsible for their loss of personal and family reputation.36 The voyage also entailed a way of transforming one’s personality, a quest for internal truth and a form of religious conversion. Becoming a leitmotif in seventeenth-century literature, Calderón, Lope de Vega and Cervantes, the picaresque novels of the age (including Rinconete y Cortadillo, La ilustre fregona, El buscón, El diablo cojuelo, La lozana andaluza, La garduña and many others also set in Seville) and Shakespeare made the voyage the reason and pretext for the adventures, the unknown and the personal transformations they recounted. The Bard of Avon focused on one of the risks that was the most terrifying in Seville for obvious reasons: the tempest, a recurrent theme in other works of the English playwright, including King Lear, and which appears throughout the pages of the aforementioned El príncipe del mar, while also abounding in Dutch painting of the period and subsequently in English pictorial art.37

It thus becomes possible to speculate on the mental associations that evocations of the voyage produced in the imagination of the people of Seville, as well as on the impact of some of the paintings of Murillo’s The Flight into Egypt series on the popular classes. These paintings call to mind the image of the family that was forced to emigrate to the Indies, which was imprinted on their retinas, life stories and concerns – occasionally with iconographic allusions to their own material culture and everyday life. The letters that emigrants sent home, transcribed by Otte, also eloquently conjured up the same image, faithfully reflecting the tension between family and emigration, and the frequently corrosive effects of distance on personal relationships and kinship.38 Given the fact that emigration was often an individual affair and subsequently had a pull effect, such letters conceivably led many inhabitants of Seville to desire to reunite their families by following in migrants’ footsteps. This desire or dream, fuelled by the anxiety caused by distance and separation, was not always fulfilled.

Murillo was wont to associate the Holy Family with families of craftsmen, more explicitly than most of his contemporaries. In addition to making the Holy Family more evocative for the craftspeople and popular classes of Seville, the association enhanced the value of paintings relating to travel in which St Joseph continued to be portrayed with his carpenter’s tools. Similarly, Murillo depicts items including saddlebags, water vessels and straw hats, typically used by the Andalusian popular classes in other paintings. Far from an iconography born in Murillo’s mind, many of this series’ motifs and scenes recall travel and, specifically, the voyage to the Indies, which required food, water and clothing – hence, the interpretation that can be made of them. Indeed, the occasion to appeal to the paintings’ consumers surfaced only in inevitable details like the red of the Virgin’s bodice and St Joseph’s cape, as well his shirt, which appears to be made of silk. Such details highlighted the subjects’ superior status.39 In sum, in these paintings Murillo represented the voyage in holy scenes that even though they did not allude to America, without him being necessarily aware of the fact, could evoke the globalizing experiences of the Atlantic crossing, the most familiar of all to the consumers of his paintings.

The same applies to the painting The Conversion of Saint Paul, with its direct reference to the voyage as a sort of redemption. The scene, as with The Flight into Egypt (c. 1647–50, Detroit Institute of Arts, Detroit; Figure 2.1), formed part of European iconography of the period. Unsurprisingly, it has been associated with the painter’s short-lived tenebrist period. It has also been used to relate Murillo’s style to Caravaggio’s, although Murillo does not seem to have used the Milanese’s paintings on the same theme as iconographic models. The fact remains that, as with the Prodigal Son series, it involves a concept of travel present at the time and, of course, in the Atlantic crossing: the association of displacement with radical life changes. This meaning appeared clear to those emigrating overseas and even more evident in literary works of Pauline inspiration, such as Mateo Alemán’s Guzmán de Alfarache: the voyage was a profound experience that changed the personality, beliefs and faith of those embarking on it.40 It was linked to conversion and, in this case, to the shock caused by the fall from a horse by God’s will. Conversion as the regeneration of the self and the soul was one of the great concerns of Seville society.


[image: A Broque oil painting by Bartolomé Esteban Murillo (c. 1647–50), showing the Virgin Mary holding the Christ Child on a donkey while Saint Joseph walks beside them, leading the animal through a dark, overgrown landscape.]
Figure 2.1 Bartolomé E. Murillo, The Flight into Egypt (c. 1647–50, Detroit Institute of Arts, Detroit).

Iconographic motifs from transatlantic perspectives: Murillo in the mirror of the Indies
Another aspect worthy of attention is early globalization’s specific pictorial limits and ambits, which can be best achieved by comparing what occurred on both sides of the Atlantic.

With respect to America, Gruzinski has observed that ‘indigenous artists’ participated ‘directly in the globalisation of European art’,41 referring to how the reception of European models in this new world reflected in the works of native or mestizo artists led to forms of hybridization inherent in early globalization. This practice emerged mainly in the workshops Seville artists established in America, which often employed native painters, thus creating spaces of cultural exchange. In the ensuing processes of cultural transfer, native artists adapted European prints, emblems and woodcuts to local contexts, sometimes incorporating their own motifs.42 By doing so, the hybridization associated with American globalization ultimately spawned very relevant artistic representations in popular and even elite American painting.

One of the expressions of this globalization, albeit indirect and not always noticed by scholars, is the representation of the histories of the religious orders.43 This genre, drawing from the idea of the Tree of Jesse, underwent greater development in America than in Seville, especially from the mid-seventeenth century. At least outwardly, the phenomenon appears unrelated to early globalization, for these representations illustrated the – decidedly European – history of the religious orders. Nevertheless, from an American perspective and especially from that of the members of those orders residing in the Indies, these representations implicitly evoked globalization. In the local American context, they referred to distant worlds, which they integrated into a sole image and discourse, regardless of the fact that their beholders, many of whom belonged to those orders, came from the east side of the Atlantic. These representations would have had an even greater evocative power for the non-European or American mestizo population, although it would have probably been necessary to explain their meaning to some of them. Occasionally colossal and hung in very visible places, like the wide stair landings of convents and monasteries, they recalled the presence of those orders in different parts of the world, thus alluding to diverse forms of globalization.

Corporate art aimed at highlighting the grandeur of American cities also reflected the syncretism inherent in globalization. Such was the case with the representation of the city of Mexico, exuberantly exemplified in Cristóbal de Villalpando’s View of the Plaza Mayor of Mexico City (c. 1695, Corsham Court Collection, Wiltshire; Figure 2.2). Paintings like this depicted the civitas and its nobility, the latter associated in particular with the ‘republic’ (community) of the Spaniards.44 Yet they also represented members of the ‘republic’ of the Indians and, in the foreground, people apparently belonging to the American nobility.45 As these representations were based on a syncretic combination of European, native and mestizo motifs, many observers could not but feel and experience the ongoing globalization. Similar processes can be perceived in the construction of urban pictorial imageries in the Viceroyalty of Peru.46 The representations of processions belonging to the Corpus Christi series in the church of Santa Ana of Cuzco conjure up a mestizo city with all its estates and republics. The same meaning can be attributed to those of the Good Friday processions in Lima, belonging to the Cofradía de la Soledad, or even more so to that of the Plaza Mayor of Lima (1680, Museo de América, Madrid; Figure 2.3). This example also points to the impact of congregations’ proliferation on urban sociability and on the construction of the public space to which they gave a multicultural and global character.


[image: An oil painting by Cristóbal de Villalpando (c. 1695) showing a bird’s-eye view of Mexico City’s Plaza Mayor crowded with tiny figures, horse-drawn carriages, and orderly rows of market stalls, centred on a rectangular red-roofed market building, with grand stone palaces and arcades lining the square, and distant mountains beneath a dark, cloudy sky.]
Figure 2.2 Cristóbal de Villalpando, View of the Plaza Mayor of Mexico City (c. 1695, Corsham Court Collection, Wiltshire).

Similar situations can be glimpsed in the iconography employed by the colonial elites or by those close to them, like the Jesuits, who were interested in that hybridization. The work that best summarizes that desire is doubtless the Union of the Imperial Inca Descendants with the House of Loyola y Borja (see the version of 1718, Museo Pedro de Osma, Lima; Figure 2.4), by an anonymous artist belonging to the school of Cuzco, whose intention was to invent a tradition characterized by the transatlantic cultural mix and interlinking. In this composition, which circulated in different formats among the Jesuits during the seventeenth century and aimed to weave a narrative of miscegenation, Doña Beatriz Ñusta, the heiress of the Incas and Princess of Peru, celebrates her wedding to Captain Martín de Loyola, the governor of Chile and St Ignatius’ nephew, while their daughter, Lorenza Ñusta follows suit with Don Juan de Borja, the grandson of St Francis of Borja, with the Jesuit saints blessing both unions. Significantly, personages from two worlds coincided with iconographic motifs from both sides of the Atlantic, highlighting a social hybridization that had to be stressed in its conception and that especially interested the Jesuits and the nascent American nobility.




[image: An oil painting of the Plaza Mayor of Lima (1680), showing a bustling colonial square in Peru. The scene includes a central tiered fountain, crowds of people, horse-drawn carriages, market activity, and surrounding ornate buildings, with mountains in the distance. A banner at the top reads ‘PLAZA MAIOR DE LIMA CABEZA DELOS REINOS DEEL PERV AÑO DE 1680,’ flanked by a coat of arms and columns of text.]
Figure 2.3 Anonymous, Plaza Mayor of Lima (1680, Museo de América, Madrid, photograph: Joaquín Otero. CER.es (http://ceres.mcu.es), Ministerio de Cultura, España.


[image: An elaborate 1718 oil painting depicting two royal marriages between Spanish nobles and Inca princesses, with Inca royalty, a church wedding scene, Jesuit saints, and a glowing IHS monogram symbolizing the alliance of Spanish and Inca nobilities.]
Figure 2.4 Anonymous, Union of the Imperial Inca Descendants with the House of Loyola y Borja (1718, Museo Pedro de Osma, Lima).

These global representations evoking the theme of conversion also found their way into paintings such as José Sánchez’s Baptism of the Lords of Tlaxcala (1690, Parroquia de San José, Tlaxcala; Figure 2.5), depicting the alliance between Hernán Cortés and the four Lords of Tlaxcala during the conquest of Mexico. As with the previous work, the intention was to emphasize their descendants’ nobility, this time through the reception of the Sacrament of Baptism. With precedents in sixteenth-century representations, the purpose of the painting, portraying four noblemen being baptized under the patronage of Hernán Cortés and with La Malinche, Cortés’ lover, as a witness, was surely to request tax exemptions for the local aristocracy, who wanted the court in Madrid to recognize their noble rank in this way. Sánchez’s composition also combines American motifs, particularly the princess’ attire, with aspects of European material culture to emphasize an ‘evident and idealised multiculturality’.47 The painting itself draws upon indigenous pictography as well as a composition by Agostino Carraci, in which the ‘doges of the Most Serene Republic are kneeling before Christ’, a reference to Venice, where the Aztec nobles would prolong their European trip with an eye to promoting the cochineal trade.48


[image: A 1690 oil painting by José Sánchez. In the lower half, a Catholic priest baptizes an Indigenous leader at a stone font, assisted by a Spanish official, with Indigenous nobles, Spanish soldiers, and a trumpeter present. Above, the Holy Trinity appears amid clouds with angels and cherubs. A small cartouche at the bottom bears a Spanish commissioning inscription.]
Figure 2.5 José Sánchez, Baptism of the Lords of Tlaxcala (1690, Parroquia de San José, Tlaxcala).

This combination of pictorial motifs from different cultures in the same paintings seems to have been less frequent, although also very conspicuous, in religious representations. Thousands of extant visual documents pertaining to this genre make a comprehensive comparison impossible. Peninsular woodcuts or paintings clearly inspired works such as the representations of St Peter Nolasco for the convent of la Merced in Cuzco.49 What could be called ‘mestizo influences’ also appear in the oeuvre of the Mexican painter Cristóbal de Villalpando, whose paintings such as the Triumph of the Church (1685), for the sacristy of the cathedral of Mexico (Figure 2.6), also display an evident ‘Europeanism’. But even here hybrid representation of New Spain, accompanied by the Mexican eagle, appears unmistakeable in a composition replete with different ethnic, cultural and even zoological motifs. That combination of motifs also characterize the representations of St Francis in the eponymous convent in Santiago de Chile, painted by artists from Cuzco. In this case, the genre’s customary historicity yields to ‘the multicoloured American fruit [that] open to reveal their juicy flesh’.50


[image: A New Spanish Baroque mural by Cristóbal de Villalpando (1685), crowded with allegorical figures in a luminous, celestial scene. The Church, shown as a woman in white on a golden chariot with a pope and virtues, is surrounded by angels and cherubs; above, a golden arch with portraits, angels, and a central window frames the heavens, while fallen figures and books beneath the wheels. ]
Figure 2.6 Cristóbal de Villalpando, Triumph of the Church (1685, Sacristy, Catedral Metropolitana, Mexico City).

American fruit and flowers also abound in the representations of Virgins, in reference to the spiritual virtues or as offerings. One such example can be found in the convent of the Clarisas Descalzas de la Victoria in Santiago de Chile, where the combination of European and American motifs – maybe not always that evident because European products had been Americanized – appears yet again. Beyond the time frame of this study, Gaspar Muñoz de Salazar’s Mystic Dinner (c. 1730, Denver Art Museum, Denver), among others, reveals a mixture of local products and European ones since adapted in America.51 In the Virgen de la Merced en la Passiflora (Our Lady of Mercy in the Passion Flower) (c. eighteenth century, Museo de la Merced de Santiago de Chile, Santiago), European species are combined with autochthonous ones easy identifiable to the local observer.52 Paintings such as the anonymous work from Cuzco Sagrada Familia con la familia de la Virgen y Santa Rosa de Lima (c. eighteenth century, Pinacoteca del Banco de Crédito del Perú, Lima), which represents St Rose of Lima in a scene of the birth of Christ, evince this cultural syncretism. In the same vein, Luis de Carvajal’s La última cena (The Last Supper) (1707, convent of Santa Teresa, Ayacucho), in addition to including the convent’s nuns and St Theresa in the scene of the Last Supper, elicits a dialogue between some of them and one of the apostles, while even depicting a guinea pig as part of the food. In the words of Rafael López Guzmán, whom I follow for all these references: ‘Whereas the compositions and iconographies owe a great deal to woodcuts and imports from the Old World, the ingredients of the autochthonous and also far removed [even from the cultural centre of the Incas] were gradually introduced through the local flora and fauna.’53 It is perhaps in the depiction of Virgins where this phenomenon can be seen most clearly and expressively. One such example is the Virgin of el Cerro with clear connections with the mountain of Potosí, whose representation is combined with the Andean cult of the mother earth, the Pachamama.54 Expressions of this type seem to have reached their height in American popular representations, some bordering on heterodoxy, as is the case with those relating to the ‘Inca Child’ of Cuzco, which the bishop Mollinedo ordered restored.55

*    *    *

Was something similar occurring in Seville and on the peninsula in general? The most recent literature stresses the presence of the Americas in Spanish art at the time. An excellent study of the oeuvre of Velázquez, specifically Las Meninas (1656, Museo del Prado, Madrid), has rightly emphasized this point,56 and, albeit in a selective and apparently more gradual fashion than in other countries, the presence of American products in still life painting is indisputable, as could not be otherwise given their introduction to Spanish and European cuisine.57

Murillo himself and Seville painters in general could not have been immune to this pictorial globalization. In all likelihood, some of his paintings, like those of Ferdinand III, called to mind this phenomenon for quite a few of his contemporaries. One of the most striking, albeit not the most obvious, example is the painting commissioned by the city at the end of the campaign for Ferdinand’s canonization in the seventeenth century. Murillo chose a composition emphasizing the monarch’s regal attributes in which he is depicted holding a globe,58 which was a firmly established iconographic motif. In reality, the painter – already an expert on the monarch’s iconography59 – had transformed the circular shield bearing the emblems of Castile and Aragon, with which Ferdinand III had been depicted since the sixteenth century, into a broader motif alluding to the universality of his saintliness. This contrasts with the fact, perfectly reasoned by Amanda Wunder, that Ferdinand III was never canonized by Rome as a universal saint and that his saintliness was only recognized in Seville.60 Yet precisely for this reason, it would not be surprising if Murillo had attempted to vindicate that aspect. Furthermore, the reference chimes with the idea of universal monarchy, whose capital, some claimed, should be established in Seville. So, the intention would have been to refer to the universal vocation of Christianity expressed in the city’s conversion following its conquest by the monarch and the worldwide vocation of this religion.61 These evocations of globalization in pictorial art can also be observed in some representations of contemporary saints. One of the few examples is the representation of St Francis Xavier (c. 1670, Wadsworth Atheneum, Hartford), who is depicted in a coastal setting surrounded by the faithful, among whom it is just possible to discern some American Indians, but in which there is no clear iconographic reference to the Americas.

These global expressions of daily life are also present in paintings such as Three Boys (c. 1670, Dulwich Picture Gallery, London) and the portrayal of a Black slave who is practically the scene’s main character. In this composition, Murillo was referring to the close ‘other’ – ‘another’ that was commonplace in Seville but alien for many of Murillo’s contemporaries. Presumably, Seville’s inhabitants encountered many Africans and Afro-descendants on the streets and represented in domestic settings by other artists, including Velázquez himself, yet also associated them with origins as captives many thousands of miles away.62 Other noteworthy details alluding to globalization include the tomatoes appearing in The Angels’ Kitchen (1646, Musée du Louvre, Paris) and those that can be discerned in A Young Man with a Basket of Fruit (Personification of ‘Summer’) (c. 1640–50, National Gallery of Scotland, Edinburgh).63 Additionally, it is likely that if Murillo’s iconography were subject to an analysis similar to that performed on Velázquez’s Las Meninas, it would be possible to discover a greater presence of America and even Asia in some of his paintings. For instance, he painted aristocrats dressed in finery made of silk imported from Asia, also prominent in the post mortem inventories of members of that social group at the time.64

Despite such abundant references to globalization, several comparisons suggest that Murillo included them selectively, at least at a level that contemporary observers would have perceived. Unlike Vermeer and other artists of his calibre, Murillo, at least in his known works, included no maps, Chinese porcelain, American pottery or imitations of them.65 The kind of pottery that does appear tends to be from Seville’s Triana quarter, although also sold in America. Despite Murillo’s naturalism, he makes no reference to tobacco, assiduously consumed in the city where seafarers had introduced it into Europe.66 This is even more striking given the prominence of tobacco in Dutch pictorial art, among others. The absence of chocolate and cacao in Murillo’s work also appears conspicuous, without even a sole chocolate pot, although found in other artists’ still lifes of the period. In sum, American products are, to say the least, rare in the few still lifes Murillo painted. Indeed, the search for iconographic references through contact with other societies at the time becomes a difficult task. Nor did Murillo include maps to represent other worlds, even when depicting people such as Flemish and Dutch merchants, who were accustomed to their presence in paintings.67

This selectiveness – in comparison with the developments on the other side of the ocean – of Seville artists and particularly Murillo in the indigenous American iconography included in their paintings applied particularly to religious art, as was also the case in America. Motifs of this type do not appear in representations of biblical scenes. Nor do they appear in scenes of the lives of saints linked to America or the ongoing globalization. The universal character of the Church and, therefore, its firm roots in America are indiscernible in many representations of the Church Fathers, despite the foundations of the idea of universality in their writings and the universal vocation of the religious orders they had created. Nor are there any explicit references to ongoing globalization, in the broadest sense, in the portraits of nobles and aristocrats, in spite of the fact that in many cases American viceroys figured among their ancestors and included such services among their merits. The same occurred with the portraits of the members of Seville’s oligarchy, some of whose relatives had increased their fortunes thanks to American trade. The selective impermeability to some expressions of American iconography, undoubtedly familiar to Murillo, suggests a double language of the religious orders involved in early globalization. Judging by the extant examples, the Franciscans and the Jesuits, who commissioned paintings replete with hybrid iconographies in America, do not seem to have followed suit in Seville, despite the strong support for social inclusion of the former.

The globalization of painting and its contradictions and ambits: A proposal
Why was the incorporation of America into Spanish and Seville iconography, and specifically into Murillo’s, more selective than the reverse? The question, although difficult to answer, may offer some relevant insights into early globalization and its characteristics.68

This phenomenon had roots in society and even, in the broad sense, its political economy. Evidently, the period’s artistic expressions entailed more than a social programme of its elites. Nevertheless, the influence of the members of this market segment carried a lot of weight. The elites of the day, imbued with historicist accounts designed for their own social legitimation, emphasized tradition, using the past to justify their status and privileges. Paradoxically but very significantly, this combination of elements obtained different results in diverse contexts, largely due to the very different circumstances of elites and art consumers on both sides of the Atlantic.

In America, the nascent creole elites needed to reflect a hybrid reality to vindicate their power and antiquity, as with the aforementioned Lords of Tlaxcala. The representations of the American nobility can be considered a reflection of a political programme that actually had to do with the attempts of the descendants of the original caciques to reclaim their position in the empire and to enhance their bargaining power within it. The intention to proclaim ‘the integration of native Mexico into the Spanish Crown’69 drew upon iconographic syncretism as a fundamental tool. Something similar took place among the urban elites of the major capitals, such as Lima and Mexico, who supported such representations.70 They sought to represent their cities’ nobility by associating it with their own, as well as their magnificence and increasing wealth, even greater than that of their peninsular peers. Thus, American descriptions of cities preserved today emphasize the wealth, abundance and opportunities they afforded rather than their antiquity or traditions, which – in the eyes of the elites of the time – could rarely compete with those of the peninsula.71 Furthermore, American’s urban elites also strove to establish a social dialogue with the rest of their cities’ diverse populations. For this reason, the members of other ‘republics’ could not be excluded from the kaleidoscopic cast of representations, which responded to the indispensable realism required to convince or even to paint a society of different communities, which nonetheless coexisted in that social space.

From the point of view of the religious institutions, the social balance also proved delicate and necessary. Most religious paintings of the period followed the canons of this genre: the apostles had to be depicted according to specific rules, as with the saints, Virgins and many other biblical characters. Yet, at the same time, the need for social dialogue and legitimation – another form of persuasion – permitted and prescribed a somewhat lax application of those rules and even the representation of cultural mixture, especially given American artists’ involvement in the production of artwork. The evangelizing project itself, it should be recalled, aimed to create and integrate a Christian community that could not ignore Native American aspects. This situation, moreover, gave artisans substantial agency in the process of hybridization and mixture accompanying early globalization. In some places – for example, Cuzco – that agency subsequently favoured autochthonous styles, which not only led to a specific iconography but also recycled and radically transformed that coming from the peninsula.72 Although the transformations were not as radical, the same can be said for Mexican painting and its evolution since the seventeenth century.73 In that case, the process coincided – and not accidently – with important changes in Seville painting and a strengthening of intra-American links with respect to art and, above all, the painting trade, to the advantage of Lima and Mexico, the two main political centres.

The peninsular context was very different. It was hard to integrate America into the European account of the history of humanity, owing to its biblical roots, which obviously did not contemplate the existence of this new world and which would delay its inclusion in a coherent and universal vision of history, one that connected the ‘polyphony of the past’.74 This context posed problems when incorporating the Americas in pictorial representations at the time.75 Furthermore, it was difficult to make room for this new reality in religious paintings and, of course, in those by Murillo, whose interest in persuasion and, in turn, naturalism and even realism knew almost no limits.76 Any iconographic motif coming from those new worlds threatened to undermine the credibility of most of his portraits of saints, biblical characters and especially Virgins. Licences in this respect could be taken in very small doses and only in specific thematic fields. They could not be included in paintings with an accentuated historicist character, such as those that predominated for many years.

Regarding Seville’s elites, this state of affairs also had sociopolitical roots. As with many other cities in Castile, since the sixteenth century Seville had defended its privileges and autonomy, leading to different forms of negotiation with the crown, particularly regarding taxation.77 The urban oligarchies’ local sphere of power had become more and more essential for increasing their influence and patronage. As with many of the crown’s cities, Seville rewrote its history and reinvented its traditions.78 Personages such as Ortiz de Zúñiga, a member of the local oligarchy, invented that tradition by reconstructing the city’s ecclesiastical – more than its commercial – past.79 Others, such as Antonio de Quintanadueñas, subsequently followed the example, chiefly due to the effects of the Counter-Reformation and need to create an image of the city that was not only noble but also holy.80 A past based on the lives of saints – in which history from the New Testament onwards was essential – hardly included America, which had only been known for a century and a half. As in America, the members of the local oligarchy, increasingly composed of nobles and ennobled merchants, had the greatest interest in associating their nobility with the city’s. Yet, in this case, that nobility had to be based on bloodlines, their antiquity and even purity, as well as on a tradition in which America did not fit and from which it should even be erased to avoid any reference to those families’ involvement in trade. This practice becomes evident in the Mañara and the Leca families, among many others.81 For the oligarchies, proclaiming the antiquity and, increasingly, the purity of their bloodlines constructed fictional discourses about a family past that, more often than not, dated back long before the conquest of America.

For a better understanding of the foregoing, it should also be borne in mind that treatises on painting of the period expressed a current of thought, certainly easier to defend in Spain than in the Atlantic world, that vindicated the historicist and realist impression necessary for persuasion. Treatise writers such as Pacheco, Jusepe Martínez and Juan Interian de Ayala (1656–1730) devoted hundreds of pages to establishing the forms of representation of different characters and scenes, expressing them as being immersed in the iconography inherent in the character’s epoch, especially with ancient and biblical characters and the lives of saints that monopolized most of the pictorial themes at the time. Indeed, all these authors believed that one key to persuasion entailed reflecting the account of the past with a certain degree of accuracy. A well-known case in this respect involved the Seville painter Pacheco,82 who, in Chapters XI and XV of his treatise, commented that ‘important messages in some sacred stories about the truth and correctness with which the Holy Scriptures and the holy doctors should be painted’. In both chapters, Pacheco describes a plethora of possible scenes, down to the most insignificant detail, in the way he believed was historically accurate. Inasmuch as he included ‘some healthy advice from a 70-year-old’, it should be assumed that Pacheco recorded established rules that were not meant to be broken. Nevertheless, the possibility of circumventing historicism on specific occasions explains, for example, why no one balked at paintings of richly attired Virgins or St Josephs and ‘Immaculates’ wearing colourful apparel that clashed with their humble status in the gospels. Such representations drew upon the period’s beliefs, faith and devotion, as sacred reconstructions of that past.83 For his part, Martínez devotes Chapter 9 of his Discurso to ‘On the decorous historian’. With quite a few echoes of Baltasar Gracián, he recognizes a certain amount of leeway for ‘good judgement and good taste’. But, above all, he stresses the obligation of ‘becoming fully acquainted with the meaning that should be expressed [by the artist], to clothe his figures in accordance with the times, who should be attired as they would have been at the time when the events transpired … because if painting is to bear witness to its time, those who do not observe these rules cannot be reliable’.84 This idea was subsequently cemented by other even more rigorous authors such as Ayala, who, in around 1730, published a printed version of his Pictor christianus, a treatise in which several specific faults are found with the introduction of American motifs in paintings depicting Antiquity. In particular, he lambasts


[the] mistakes fairly similar to those made by a painter, albeit a skilful one, but negligent and poorly educated, who, to offer us an idea of the Greek squadrons fighting at Troy, painted the soldiers, as is commonplace nowadays, playing dice on a drum, others playing cards and, lastly, yet others smoking that grass of the Indies, in other words, the American type we call ‘tobacco’ in long pipes.85



In conclusion, respect for the past and the historical context represented an obligation only waived in very specific circumstances in religious painting.

The combination of this series of factors thus resulted in the process of pictorial globalization having the opposite effect on local iconography. The narrative and historicist character of painting and its interest in persuasion had merged with different local interests. The representation of the American ‘other’ and the experiences of globalization would be present in Spain, particularly in Seville, and of course in Murillo’s works. Nevertheless, it had to be more selective, and there were even dimensions of language and pictorial genres in which that representation would take time to reach an iconographic level as lofty as that which emerged very early on the other side of the Atlantic. In an isolated fashion, it is possible that none of these factors would have been sufficient on its own, but combined they were exceedingly powerful. The situation in America was very different. The hybridization inherent in globalization, while omnipresent, would form part of the identifying traits of elites keen to vindicate it, taking advantage, moreover, of their social pre-eminence and influence on the genre. It was also the consequence of a process of ethnogenesis that would spawn a global mestizo society. In the Americas, it became possible to create local identities by leveraging their hybrid character and a syncretism which, at least in appearance, also reflected their reality – to a great extent, as an effect of that early globalization.

Conclusions
By the seventeenth century, America had swamped Europe, Africa and Asia with products, images, ideas, stories and personal experiences that were changing the lives and perceptions of many people. Europe, in turn, was radically changing the lives, dreams and social and political structures of American peoples. A process of reciprocal hybridization would take hold in both societies, with Seville as the hinge around which such a dramatic turning point in world history pivoted.

A comparison between the two extremes shows, however, the enormous differences in mutual impact as well as distinct degrees and ambits of mutual accommodation on both sides. Europeans exhibited a high degree of penetration of American imaginary and iconography but had no choice but to negotiate and accommodate American motifs in the pictorial representations there. This was also the case on the other side of the ocean. The encounter between these worlds had enormous repercussions for Europe, including in the field of painting. Yet the impact of that early globalization on painting was selective, subject to barriers and filters that led to its rejection in some places, notwithstanding the magnificent achievements of the creole artists of the so-called ‘school of Cuzco’.

As with many other people of his time, Murillo was immersed in this process of globalization which was broadening his horizons and intensifying the forces affecting his life and profession. The fact that he never – or very seldom – left Seville did not prevent him from feeling its impact on his persona, worldview and art. His biography and oeuvre are as global as many others which historians characterize in this way and to which they pay full attention because of their personal mobility. In doing so, the lives of the majority of people who, like Murillo, rarely left their regions of origin are sidelined or treated as purely anecdotal. These people also had experiences and were exposed to a kaleidoscope of external influences that need to be unravelled.

It is precisely for this reason that Murillo’s life, oeuvre and their determinants reflect aspects that, albeit often remaining in the shadows when addressing early globalization, refer to the filters, repudiations and characteristics of this fact. Local artistic and social factors limited the incorporation of early globalization in parts of Murillo’s work. It may sometimes be regarded as a sort of supremacism (a term simplifying something much more complex and profound). Indeed, this term would encapsulate a simplistic interpretation of the dearth of American motifs in Murillo’s iconography. Yet supremacism and cultural rejection are neither generic nor automatic. Rather, they tend to be sectorial, appearing in specific ambits of intercultural communication, and to have deeper causes. In the case of Murillo and other contemporary painters, the choice of what and what not to depict was based on the purpose of the representation in question, on the way in which they intended to persuade the beholder through a certain historicism and naturalism which had to respect previous iconographies and the social context and aspirations of their clientele and even the political economy of the cities in which they lived and worked. Painting, in any case, entails only a particular contact zone that should be considered as a case study for many other arenas of cultural exchange.86
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Globalization and Social Discipline: The Family, Women and Virtue in the Dutch Mirror

In 1574, Marcos Díaz Barrios remarked that ‘the best status was that of spouse because God Himself had prescribed marriage and not the convents of friars’. That same year, Juan Jiménez de Vitoria declared that ‘paying a woman to sleep with her was not a mortal sin … because he had confessed this and [the confessor] had told him that paying her was not a sin’.1 Several decades later, Murillo produced Two Women at a Window (c. 1655–60, National Gallery of Art, Washington), depicting – it is claimed – prostitution.

Díaz Barrios, Jiménez de Vitoria and many others expressed a knowledge of the gospels reflecting opinions that were widely held through the fifteenth century, and that even supported a practice, such as prostitution, so accepted that it provided the basis for the so-called ‘renta de la mancebía’ (brothel tax). Nevertheless, they were accused of blasphemy and processed by the Inquisition. Fully considered, their ‘crime’ went further: they threatened the authority of the Church, questioned clerical celibacy, an idea with Protestant connotations, and contravened a moral rigour regarding women and sex on the rise throughout Europe at the time.

As to the question of why these expressions posed a threat and why such ideas were considered dangerous, it had a lot to do with the Council of Trent, but this strict morality was even more the case with many Reformed churches. The attempt to repress these and similar practices was also linked to the development of urban life and the difficulties in social control that it entailed. In the specific case of Seville, it should be associated with early globalization, population explosion and social diversification, which only exacerbated those problems. All of which raises several questions: To what extent did Murillo’s paintings reflect that change and how? How should the artist be framed in that context of moral liberality, on the one hand, and social control, on the other? What messages does his oeuvre convey as regards that reality, how were they interpreted by his contemporaries and customers, and what were the limits of the elite’s attempts to modulate social behaviours, bearing in mind the global character of the city? In answering these questions, the analysis of Murillo’s works will also reflect a world of social transgression and autonomy within the popular classes and, more particularly, among women. After a description of these attempts at social control based on the analysis of treatises and Seville life, an asymmetric comparison with coetaneous Dutch painting – that is, looking at Murillo from the standpoint of Dutch art to create questions and highlight the former’s unfamiliar features – will clarify certain similarities and differences between two European societies articulating crucial nodes of globalization yet also divided by religious differences. This comparison, I hope, will bring to the floor the complex effects of globalization, as well as illuminate the (pan)European dimensions of those effects, thus conferring the Seville case and Murillo’s pictorial language a wider meaning.

Globalization, disciplining and confessionalization: The ideal family and the real household
The seventeenth century is regarded as a time of profound economic, political and social changes. As a result of the studies performed by Norbert Elias, European historiography has called attention to the tendency towards social disciplining during this period.2 Drawing from the premise that the civilizing process was directly related to the human practice of self-control, it was believed that this depended on how the absolutist state and the – progressively more hierarchal – confessional churches appearing in the wake of the Reformation and the Counter-Reformation imposed discipline and increasingly stricter codes of conduct.3 In addition, this had to do with the evident fact that, in societies in which a religious approach was taken to social control and legitimation, confessionalization involved finetuning the mechanisms of social disciplining which, in turn, had an important impact on sociability.4 The discussions to which the concept gave rise led to the idea that this state of affairs was not only imposed from above by the state and the Church authorities. Without denying this fact, it is currently understood that there was also a diffuse disciplining and confessionalization or, in specialist terminology, informal forms of self-control or disciplining within communities themselves. The social agents in general – but above all, those of the cities – had created horizontal mechanisms by which people disciplined one another. At the same time, this implied the development of individual forms of self-control as increasingly more regulated ways of life were internalized. Although this European-wide movement dated back to at least the fifteenth century, it certainly gathered steam as of the second half of the following one.

In Catholic Europe, the Council of Trent worked in the same direction, advocating for a more inflexible hierarchy in ecclesiastical institutions and for giving the authorities of the official Church greater control over behavioural norms. To this end, it resorted to all possible forms of disciplining and persuasion, from sermons, through congregations and preaching missions in rural areas, to the leveraging of public expressions of religiosity, including processions and, of course, the mandatory administration of the sacraments – without mentioning the use of art and, in particular, painting, whose persuasive role has already been discussed.

This process of social disciplining would have been particularly felt in family relationships, in the role that the family was given in that society and, consequently, in the idea of gender relations and sexuality.5 As early as in the sixteenth century, different treatise writers considered the family as a unit of socialization and community support which was not only economic but also moral.6 This idea – grounded in the prevalence of the nuclear family – also implied that women were central to that educational and moralizing role in the family unit. It also pressed for an increasingly more clear-cut division between family roles, according to which the public sphere was all but the exclusive preserve of men, whereas the domestic sphere was reserved for women.7 This was also accompanied by a new conception of childhood that – although for some specialists this does not chime with the ideas put forward by Philippe Ariès, the pioneering historian is this respect – regarded it as an intermediate life stage before adulthood. More specifically, it was seen as a period of moral and spiritual education and even for learning social and professional skills.8 The moral education of children was, moreover, the responsibility of their parents – above all, their mothers.

The gender component of such a discourse involved regulating sex and preserving virginity, as well as extolling chastity, especially in the case of women. The sooner people got married – these theoreticians believed – the shorter the period of temptation, which could lead to the loss of virginity and decreased fertility. European theoreticians developed ideas about the practice of female chastity which, by their reckoning, also had a moral and reproductive function: it was essential, it was held, for guaranteeing the sexual potency necessary for procreation which, in turn, became the fundamental purpose of marriage. This same outlook led to the growing condemnation of prostitution, which supposedly prompted men to practise extramarital sex and resulted in the moral downfall of women in that it made them abandon their procreative role and duty as moral pillars of the family. For the same reasons, the currents of thought critical of gambling became crucial in light of the fact that some forms led to the families’ economic ruin and breakdown and, consequently, the social exclusion of their members. Some theoreticians considered that these forms of gambling were even a sort of corruption of the community (of the ‘republic’, to use the term in fashion) and challenged the legitimacy of the profits made from it, while at the same time calling for a restitutio.9

Quite a few of these ideas, very much present in the Iberian peninsula, were championed by treatise writers educated at Iberian universities. Both Luis Vives (1492–1540) with his La educación de la mujer cristiana (1529) and Fray Luis de León (1527/8–91) with his Perfecta casada (1583?) became influential thinkers in many European regions. Their treatises were followed by that by Artete, in wide circulation since the end of the sixteenth century.10 Despite the nuances, these texts defended the supreme importance of the patriarchal family, with St Joseph being used as a shining example of a father who provided for his children and served as a role model for them.11 They aimed at regulating the family by ‘inculcating self-discipline’.12 This self-discipline had to be naturally exhibited in the first place by women, who, according to the literature, were erratic, capricious, spendthrift and all but irrational, and who should be convinced and obliged to occupy their ‘office’ as wives.13 It was this term – office – that treatise writers of the period employed to refer to St Ambrose’s translation of the Ciceronian word officium: ‘The set of norms by which all facets of life should be governed.’14 In other words, an attempt was made to define basic behavioural norms for women, based on the superiority of celibacy over marital life and of virginity, which placed many of them at a disadvantage. From this could be deduced the supposedly feminine virtues: virginity, chastity, marital fidelity, wifely obedience, prudence, decency, domestic life, dedication to children and their education and, bit by bit, decorum, among others.15 These virtues materialized in the idea that women defended the reputation and honour of their families, which was particularly important in Spain.16 The intention was to control women’s appetites and emotions, while ensuring their subordination within the nuclear family.

In light of the subject matter of these treatises, the actions of ‘disciplining’ and ‘confessionalization’ seem to have been coined with women in mind. Far from being restricted to the scholarly milieu, moreover, this regulation of the role of the family and women would permeate the social fabric in plays such as El alcalde de Zalamea, destined to be used as tools for moral education. To which should be added confessionals, catechisms, sermons and even emblem books, some of which were used by painters to construct the iconography of the period.17 This idea of disciplining lay behind much of the literature portraying urchins, often from broken families, who were destined to grow up into the delinquents, troublemakers, gamblers, pimps or prostitutes proliferating in cities like Seville.

The intention of promoting these behavioural norms was to regulate a society to which they were antithetical. The situation in Seville is imaginable.18 Kinship ties beyond the nuclear family, whose model was underpinned by those ideas, were still widespread among the aristocracy and oligarchy, for which reason the socializing role of the family differed greatly from those standards.19 An analysis of some merchant families, such as the Corzo and the Mañara, also reveals that even though they tended to be nuclear, kinship ties beyond the close family were still solid. As part of their education, it was perfectly normal for the members of these families to learn business or trade practices in the networks of second- and even third-degree relatives, rather than in the nuclear family.20 The established rules already restricted inheritances to fathers, mothers, sons and daughters, it being exceptional for other relatives to receive bequests, unless there were specific testamentary provisions or in the absence of first-degree relatives. Yet, at the same time, in these families the way of doing business required strong trusting relationships between relatives who were not first-degree, which obliged them to cooperate closely during long periods and even to intermarry periodically. With the custom of primogeniture – irrespective of whether it took the shape of mayorazgo (primogeniture associated with entailed estates) or the hereu in Catalonia – the right to inherit was usually limited to the members of the nuclear family, specifically, the eldest son. Broadly speaking, however, Castilian families had grown accustomed to systems of compensation applied to younger children and even to wider degrees of kinship and forms of endowment and marriage contracts which tended to guarantee the difficult survival of ‘the clan structure of Spanish society’.21 Bequests and, specifically, the possibility of receiving part of an inheritance show the prevalence of affective bonds and kinship ties that went beyond the spouse and offspring.22

On the other hand, that idea of such a harmonious and adequately regulated family unit was hard to put into practice for structural reasons. The family and blood and kinship ties were flexible but also fragile. Studies performed to date have revealed the social impact of marital problems and even how difficult it was for many to wed.23 Famine and epidemics tore apart many families, which were not easy to reconstruct. The death of one of the spouses, a frequent occurrence above all in the poorest social strata, led to the breakdown of many of them and condemned the survivors to a miserable life of vagrancy, crime and prostitution. This was why hospitals were full of paupers and homeless and sick children. In these cases, such ideals of education and preserving one’s virtue and virginity were but an illusion. It would also be a mistake to believe that only this group of people found themselves in such dire straits. Specialists in poverty have insisted on the need to consider not only paupers but also those who ran the risk of being impoverished, that is, those people who could easily fall victim to poverty and social exclusion owing to the vulnerability that death and family breakdown gave rise to. The character of the Spanish urchin (pícaro), often a child of hunger, prostitution and sin, is an excellent example of this. In economies that were often based on family workshops or farms, the death of the father or mother, hunger and abandonment frequently implied the breakdown of the production unit. This condemned the remaining members, especially children and teenagers, to a life of poverty and rootlessness.

For the reasons set out above, Seville was the epitome of all these problems and their moral ramifications. It has been repeated ad nauseum that Cervantes was one of the authors who best described this world of outcasts.24 Another such author was Father Pedro de León, a Jesuit and prison confessor from Seville, whose account reflects this reality between 1578 and 1616, as well as the desire to change and, morally speaking, improve it.25 His highly significant writings often broach the subject of murder – including what would now be called ‘gender crimes’ – the robbery of money (and the famous ‘cloak-stealers’), transgressions including blasphemy, prostitution and scandalous sexual relations in the public space, plus disputes between gangs, which often led to ‘lapidations’ regularly resulting in death. Another of his bugbears was homosexuality (the ‘abominable sin’) which be believed every effort should be made to repress, thus revealing the conception of a sexuality strictly limited to reproductive purposes that was beginning to prevail at the time. On many occasions, these crimes were no more than the consequence of broken families, as Father Pedro de León himself remarked.26 Additionally, a considerable number of offences were committed by sailors or transients, without family in the city, but also by members of the nobility, caballeros (gentlemen) and people of note.27 As a global city full of immigrants arriving from all parts of the peninsula, Seville was also a reservoir of lonely and uprooted people prone to all kinds of crime.

This situation went from bad to worse when the crisis of 1648–52 led to the breakdown of many families. The number of paupers increased, as well as that of homeless children and teenagers who had to earn a living and who were an important obstacle to that programme of disciplining. The evidence abounds. For instance, there was an increase in the number of lawsuits for breach of promise of wedlock before 1650, which reveals the difficulties that couples faced when attempting to fulfil their marriage vows. Nevertheless, the mid-century crisis was followed by something even worse: the tendency towards de facto unions owing to the difficult situation and, therefore, a break with the model championed by moralists.28 Many of the new inhabitants were immigrants, especially from Northern Spain, who because of the population vacuum decided to make a better life for themselves in Seville.

It should come as no surprise, therefore, that during those years the Inquisition went to great lengths to pursue the sins of blasphemy and scandal. Heretics, Protestants and Portuguese Jews converted to Christianity were now water under the bridge. The danger was currently posed by the rootless who had yet to be integrated, disciplined and confessionalized. During those years, the proportion of inquisitorial proceedings against blasphemy (55.6 per cent) and erroneous propositions (44.49 per cent) increased to the point of eclipsing other crimes.29 The intention was to improve people’s religious and catechistic knowledge and to prevent statements that encouraged scandalous behaviour among the members of the Christian community.30 Unsurprisingly, those years witnessed the foundation of new charitable institutions and the improvement of some previously existing ones, such as the Hospital de la Caridad. The most outstanding were those devoted to caring for girls and also teaching them a trade. It was during these years that Murillo’s paintings had a more social character.

Moral theology and painting: The Dutch mirror
Murillo reflected these problems and resulting tensions in his paintings, or at least some of his contemporaries interpreted them in this vein. A comparison of his paintings with the pictorial themes and iconography of a country with a Protestant majority like the Netherlands and more specifically, Holland, where the aforementioned treatises gave rise to quite a few representations, proves meaningful.31 Such an exercise also calls for approaching Murillo’s so-called ‘costumbrista’ or genre painting from a perspective that does not conform to all those qualifiers.32

Apart from the well-known influences of Flemish and Dutch painting on Murillo, particularly through some of his top customers, there are other reasons that facilitate that contrast from the perspective of interest here. In both cases – Murillo and his Dutch and Flemish contemporaries – it was a kind of painting that often sought to persuade the beholder. For the same reasons, both resorted to a naturalism that had a strong symbolism, while also using pictorial narrative to allude to values and messages that transcended the depicted reality.33 On the other hand, Seville and Amsterdam (with the cities in their vicinity) were metropolises with notable similarities and differences. Seville was one of the most important centres of Catholic globalization, Amsterdam the pot in which the most genuine Calvinism was brewed, and both encountered problems in the second half of the seventeenth century but also with their differences.34 Since the third decade of the century, the population of Seville had begun to decrease, while its craftspeople had already started to run into problems long before as exports to the Indies became progressively monopolized by foreign products. Their merchant elites tended to abandon trade, without clearly passing on the baton to others. Many of the foreign traders arriving in the city now only stayed for shorter periods or moved to Cadiz. On the contrary, the population of Amsterdam increased at least until 1680, while its commercial elite continued to be renewed by foreigners.35 Its top craftspeople formed the most politically and economically consistent middle class in Europe and its guild system was able to absorb new members, at least until the initial decades of the eighteenth century.36 Some of these families purchased artwork and the studies that have been performed hitherto on their lifestyle reflect a rich domestic material culture in which paintings were profusely consumed.37

As stressed by Schama, whom I will follow when selecting the themes for this comparative approach, in the Dutch case there is an abundance of works relating to the family, women, domesticity, family relationships, sex, prostitution, gambling and so forth, which are all very present in the disciplining literature.38 One of the most widespread themes had to do with maternal love within the family and its role in creating an orderly household.39 Such themes are approached in paintings such as Caspar Netscher’s (1635/36–84) Maternal Care (c. 1660–1, Rijksmuseum, Amsterdam, Figure 3.1), in which a mother is lovingly brushing her son’s hair.40 In the same vein, there are works that represent mothers and women in general delousing or defleaing their children and which some scholars have regarded as expressions of that affection. This is the case with the Catholic painter Gerard Ter Borch’s Mother Combing Her Child’s Hair, known as Hunting for Lice, (c. 1652–3, Mauritshuis, The Hague, Figure 3.2) and Boy Picking Fleas off His Dog (c. 1655, Bayerische Staatsgemäldesammlungen, Alte Pinakothek, Munich, Figure 3.3).41 Furthermore, the act of delousing or defleaing has been interpreted in Dutch painting as a reference not only to physical cleanliness but also to the ‘hard work and love of order and purity’ of mothers with their children.42


[image: An oil painting by Caspar Netscher (c. 1660-61), showing a softly lit domestic interior where a well-dressed woman combs a young child’s hair. Nearby are a tabby cat, toys, and a stool with a feathered hat, while another child looks into a mirror and a maid enters with a silver pitcher.]
Figure 3.1 Caspar Netscher, Maternal Care (c. 1660–1, Rijksmuseum, Amsterdam).




[image: An oil painting by Gerard ter Borch (c. 1652-53) showing a mother combing her child’s hair in a dim interior. She sits in a wooden chair wearing a dark, fur-trimmed jacket and red skirt, while the fair-haired child leans back holding a small red object. Soft light from the right highlights the figures against a sparse, shadowed background.]
Figure 3.2 Gerard Ter Borch, Mother Combing Her Child’s Hair, known as Hunting for Lice (c. 1652–3, Mauritshuis, The Hague).

A parallel can be drawn between this evocation of maternal love and the domestic chores performed by women and several of Murillo’s works that, analysed from perspectives of Dutch painting, recall similar discourses rooted in the idea of the woman, household and maternity entertained by treatise writers. Perhaps the most expressive is Old Woman Delousing a Boy (c. 1660s, Alte Pinakothek, Munich, Figure 3.4), depicting an old woman – conceivably the boy’s grandmother – or perhaps a younger one prematurely aged by hardship, who is delousing a child while he plays with his dog. Based on Angulo and some sayings of the period which associated lousy children with healthy ones, some authors have interpreted this scene rather optimistically, relating it to the haleness of those children.43 But given the correlation made at the time between good fettle and physical cleanliness and moral health, it is evident that Murillo and his Seville audience also gave a special meaning to spirituality, likewise referring to visions of femininity. In that period, many treatises on medicine stressed the need for hygiene and wearing clean clothes as a way of preventing illnesses, as well as the direct relationship of hunger and poverty with ill health.44 From this viewpoint, the interpretation would be closer to that of the role played by women within the family unit; especially in the atmosphere of poverty portrayed in these paintings. Sebastián de Covarrubias’ dictionary endorses this interpretation when mentioning the fact that ‘we call whoever is very unfortunate and needy a lousy person’ and that ‘lice-ridden’ means ‘to be very much in need’.45 Since the Middle Ages, moreover, the act of delousing or defleaing someone was considered to be an indication of ‘affection or deference’.46 In sum, it is highly likely that Murillo was also referring to values very much akin to those represented in Dutch painting using similar resources.47 Some observers might have given a similar, albeit negative, meaning to The Young Beggar (c. 1648–52, Musée du Louvre, Paris), apparently commissioned by Justino de Neve, in which a young down-and-out seems to have just finished eating some shellfish – the food of the poor at the time – and is now delousing himself in the most absolute solitude. Albeit certainly a genre painting, the ‘pessimism’ and ‘melancholic atmosphere’ Valdivieso detects in it48 could evoke not only the destitution but also the loneliness resulting from orphanhood. Additionally, delousing or defleaing was understood as involving two people, so here it might have been seen as one of consequences of aloneness. In the same vein, homelessness was plausibly interpreted as an indirect reference to the importance of the family.


[image: An oil painting by Gerard ter Borch (c. 1655), showing a blonde boy in a rustic interior, bent over and carefully searching a small spaniel’s fur on his lap. A hat on a stool and a table with a book and inkwell appear nearby, lit by soft, muted light.]
Figure 3.3 Gerard Ter Borch, Boy Picking Fleas off His Dog (c. 1655, Bayerische Staatsgemäldesammlungen, Alte Pinakothek, Munich).


[image: An oil painting by Bartolomé Esteban Murillo (c. 1650s-1660s), showing an elderly woman picking lice from a barefoot boy’s hair in a dark interior, with a puppy at his side, a jug and distaff nearby, and soft light entering from a small window. ]
Figure 3.4 Bartolomé E. Murillo, Old Woman Delousing a Boy (c. 1660s, Alte Pinakothek, Munich).

In relation to the foregoing, there is another theme associated with domesticity and maternal love and even with the idea of the family and women as possessing an educational role that, omnipresent in Holland, also found an echo in the oeuvre of Murillo. If for Schama the United Provinces of the Netherlands was ‘a republic of children’, for Jeroen Dekker it was a ‘republic of educators’,49 and for whom many of the paintings commented on above also possess that meaning. There are many works referring to this theme in that country. One such example is Caspar Netcher’s A Lady Teaching a Child to Read, and a Child Playing with a Dog (c. 1670s, National Gallery, London), in which a mother is teaching her daughter to read, while another, younger girl plays with a small dog; and this is an example among many others.50 Similar themes and evocations, naturally often with a different iconography, can also be found in Murillo’s oeuvre, specifically in St Anne Teaching the Virgin to Read (1674, Museo del Prado, Madrid, Figure 3.5). Indeed, the painter attempted to avoid separating two inextricable aspects: moral theology that included constant references to saints and their example, plus the intention of persuading the beholder about the importance of education and the role maternal affection played in this. Some years ago, Aurora León rightly established that the ideas of women’s reading habits and the act of teaching to read associated with maternal love reached its peak in the works of Murillo and contemporary painters.51 Indeed, connecting reading, its teaching and maternal love and the Virgin child with the life of a female saint was a powerfully persuasive message for treatise writers at the time, with Murillo being no exception. Mention should also go to the hugely important role of St Joseph in this and other contexts that call to mind children’s education (Chapter 6).52

For their part, games also constituted a recurring theme among Dutch and Spanish thinkers, albeit with differences between Holland and Spain, as evidenced by the preacher Petrus Wittewrongel’s Oeconomia Christiana, representative of Dutch Puritan Calvinism, and Alonso Remón’s Entretenimientos y juegos honestos in Spain. Both held that games in general – including the children’s kind – had very positive effects in that they awakened and exercised the mind, kept the body fit and were a form of healthy entertainment.53 The new model of medicine even advocated for games of this type. Yet most treatise writers, including the above-mentioned, contended that some games, particularly those of chance and card games, should be banned for their perverse effects: they were the occasion for blasphemy, quarrels and sin which in turn led to scandal and caused the ills of the republic.54 In other words, they were not only bad for individuals and families but also had a political dimension, for they undermined the community’s political foundations. This effect was particularly negative in the case of women and children, fickle and weak beings. With respect to the former, it was not only a question of gender, for games were the exclusive preserve of men, but also that on being, together with children, the ‘weakest part of the body politic of a republic, or noble or plebeian community’, they were more easily perverted.55 As to gambling, the problem went from bad to worse in both Amsterdam and Seville, two commercial cities in which monetary wealth flowed unchecked. Day after day, the people of Seville witnessed the spread of practices that had become even more common because of the contact with the Indies and the easy money they could provide. Additionally, it is interesting to note that both – and not only Wittewrongel, who as a Calvinist was particularly concerned about this issue – referred to gambling in general as a potential work distraction.56 The theme was developed in Dutch painting in all its possible versions, from satirical approaches to card games, above all those of children, to moralizing visions. In Fishing Boy (c. 1690s, Staatliche Museen, Preussischer Kulturbesitz, Berlin), Godfried Schalcken attempted to represent how the amusement of fishing robs the boy of the time that he should devote to another activity;57 and there are other very telling examples.58 But there is a painting that, owing to the fact that it refers to children’s games in the family circle, is an especially interesting example in light of the foregoing: Adryaen van der Werff’s (1659–1722) Children Playing Before a Statue of Hercules (1687, Bayerische Staatsgemäldesammlungen, Munich, Figure 3.6). Dekker has called attention to its meaning. With the children at the foot of statue of Hercules and their parents standing to the left, the scene constitutes an idealization of family life in which the loss of virtue – embodied by the statue – associated with idle play evokes the wasting time versus the opportunities for study that are lost because of these distractions.59 The composition, which is reminiscent of Max Weber’s ideas on Calvinism and Jan de Vries’ concept of industrious revolution,60 also refers to the neglectful attitude of the parents, located in the top left-hand corner of the painting and who are dissuaded from intervening by the two adolescents signalling to them to remain silent.




[image: An oil painting by Bartolomé Esteban Murillo (1674), showing St. Anne guiding the young Virgin Mary over an open book on a stone terrace, with cherubs holding a floral wreath above, set in warm light and soft Baroque brushwork.]
Figure 3.5 Bartolomé E. Murillo, St Anne Teaching the Virgin to Read (1674, Museo del Prado, Madrid).


[image: An oil painting by Adriaen van der Werff (1687) showing children gathered among classical ruins beneath a cloudy blue sky, centred on a marble statue of Hercules. A girl with a birdcage and several children interact in the foreground amid scattered art objects.]
Figure 3.6 Adryaen van der Werff, Children Playing Before a Statue of Hercules (1687, Bayerische Staatsgemäldesammlungen, Munich).

Of course, these themes and messages are also present in Murillo’s oeuvre,61 a good example being Young Boys Playing Dice (c. 1670, Alte Pinakothek, Munich. Figure 3.7). As will be seen further on, in this and other paintings the Seville artist demonstrates his ability to create a variety of messages replete with nuances. But his interest in the negative effects of games is evident. In all likelihood, Murillo wanted to convey a message, very similar to that of Dutch painting, about the generally negative view of games such as cards and dice and gambling, above all as regards women and children – as already noted, considered the weakest part of the republic.62 Its comparison to the Dutch painting, produced later and with which there is no visible aesthetic relationship, could be revealing. The Seville composition can be interpreted in a like manner with respect to the loss of virtue, in the absence of the family in this case and because of the parents’ neglect in the Dutch example. The negative connotations of children playing dice, fully accepted by moral reformers, appearing in Murillo’s work are reinforced by the presence of the coins which confirm that betting is involved. Additionally – and with certain resonances of Caravaggio and his The Cardsharps (c. 1594–5, Kimbell Art Museum, Fort Worth) – the boy’s closed hand hidden behind his back recalls a practice that at the time was known as the cuarto, that is, the act of changing the dice for loaded ones, as Quevedo pointed out in El Buscón.63 Another more innocent-looking boy observes the proceedings, while chewing on a crust of bread, maybe in reference to the so-called ‘barato’, a reward given to the onlookers whoever the winner was. It is highly likely that this character hints at the power of temptation and scandalous behaviour, which was one of the great evils caused by this game. Lastly, the children have abandoned their task of distributing fruit, which more than a short break could also be an allusion to quitting work to devote one’s time to leisure, an idea which Murillo repeated in Invitation to a Game of Argolla (c. 1660–70, Dulwich Picture Gallery, London, Figure 3.8).64 In addition to the basket of fruit, there is a broken pitcher evoking the irreparable situation and the passing of time. The composition also includes a very desolate landscape with threatening clouds as a backdrop to the outdoor scene, the natural element of the homeless of the period.65




[image: An oil painting by Bartolomé Esteban Murillo (c. 1670) showing three street children playing dice among crumbling stone ruins; one watches the viewer while eating bread beside a small dog, with a basket of fruit nearby, lit by dramatic chiaroscuro.]
Figure 3.7 Bartolomé E. Murillo, Young Boys Playing Dice (c. 1670, Alte Pinakothek, Munich).




[image: An oil painting by Bartolomé Esteban Murillo (c. 1660-1670), depicting two street boys in a rustic outdoor setting. One boy sits on the ground smiling, holding a ring and paddle for the game, while the other stands eating bread and holding a jug. A small dog waits between them, with a basket, stone walls, and cloudy sky in the background. ]
Figure 3.8 Bartolomé E. Murillo, Invitation to a Game of Argolla (c. 1660–70, Dulwich Picture Gallery, London).

Pedro Núñez de Villavicencio’s Boys Playing Dice (c. 1694, Museo del Prado, Madrid, Figure 3.9), with a theme identical to that of the painting commented on above, could help to understand the feelings that it might have provoked in many people of Seville. Núñez de Villavicencio offers a more realistic depiction of dice games in Seville, where they normally attracted a crowd of onlookers. As could not be otherwise, it is an outdoor scene, probably set in the Arenal, judging by what seem to be murals in the background. More tumultuous than that of Murillo, there is the feeling that it is all going to end in blows – the main problem of this game according to the moralists – if the accusations of cheating being levelled by the youngster pointing at the dice with his index finger are anything to go by. His opponent seems to be denying his accusations in an arrogant manner and is even showing him an open hand, while lifting the other with three closed fingers. The coins reveal that a wager is at stake and, moreover, one of the onlookers is apparently planning to pilfer them, while another (perhaps in the hope of receiving the barato66) watches over them.67 As already observed, the wall in the background is covered with ivy and, judging by the basket that one of them holds, the onlookers have interrupted their work to watch the game.68 A well-dressed boy staring at the observer is pointing at the main group, while a young girl, also well turned out and with a rose in her hand, appears to want to pull him away in an attempt to protect him from such scandalous behaviour. Two youngsters – the opposite of the lazy onlookers – can be seen in the background plying their trade as delivery boys, thus contrasting with the main characters of the game. The bird, probably a dove, might be the embodiment of innocence and cleanliness of spirit.69 The composition is divided by a diagonal running from the bottom left-hand corner to the top right-hand one, with the innocence that might be perverted above and the turmoil and pernicious effects of gambling below. In all these representations of games and gambling, there is an evident homelessness and rootlessness, the consequences of social exclusion, which contrast with the rules of morality and the disciplining image of a structured family.


[image: An oil painting by Pedro Núñez de Villavicencio (c. 1694), depicting boys gathered outdoors around a dice game in a rustic setting of ruins and trees. A kneeling boy gestures animatedly as others watch, while a woman and child observe nearby, a boy perches above, and distant figures cross a sunlit landscape, rendered in warm tones. ]
Figure 3.9 Pedro Núñez de Villavicencio’s Boys Playing Dice (c. 1694, Museo del Prado, Madrid).

There are other themes appearing in Dutch painting that can also be identified in Murillo’s oeuvre in the shape of the most important character in the tension between moralists and society noted above – that is, the woman. This is the case with virginity and chastity, prostitution (associated with pimping), temptation, women’s work and the passing of time that makes everything fade away, all of which Murillo expressed in his genre paintings, more akin to their Dutch counterparts.70

Of those themes, virginity and chastity are ubiquitous in both Dutch and Murillo’s paintings. In the former, compositions conveying the message that brides had to be virgins stand out particularly. In that respect, the bunch of grapes was very frequently used as a symbol, since, according to De Jongh, who draws inspiration from the emblems of Jacob Cats, the bunch of grapes – very commonplace in family or marriage scenes – represented virginity and was associated with a very formal code: specifically, whether the husband held that bunch of grapes by its stalk was an important detail for the former. For, if so, it referred to the virginity of his wife and her transition to what was understood as a ‘second virginity’, a quasi-perfect state according to some writings of the period.71 By the same token, there are paintings such as Jan Mytens’ Portrait of Govert van Slingelandt and His Family (1657, Rijksmuseum, Amsterdam, Figure 3.10), which portrays a middle-class family with their daughter, holding a bunch of grapes by its stalk.72 Directly related to female decency and the loss of virginity, the theme of temptation is also commonplace.73 One such example is Gerard Ter Borch’s The Gallant Soldier (c. 1662–3, Musée du Louvre, Paris), in which the main character is seducing a young woman in exchange for a few coins in a domestic scene in which special mention should go to the trays of food, one bearing apples and grapes – an assiduous motif.74 As is only natural and as a frequent way of transmitting similar values, the theme of prostitution is also recurrent, often in brothel scenes – for instance, Hendrick Pot’s Brothel Scene or A Merry Company at Table (1630, National Gallery, London). This also is the case with Jan Steen’s ‘La Ribaude’, The Disreputable Woman (c. 1660–5, Hotel Sandelin, Saint-Omer, Figure 3.11).75 This painter, plus many others, used the theme to refer to paying for sexual services, depicting the female character with coins or in the company of a procuress. This last figure is sometimes depicted as a pimp, as in Dirk van Baburen’s The Procuress (1622, Museum of Fine Arts, Boston), among many other similar representations. Continuing with the moral discourse, paintings and woodcuts, such as Pieter van der Bosch’s Kitchen Interior with a Woman Scouring Pans (New Orleans Museum of Arts) depict women’s work, a theme repeated in many other compositions associated with domestic chores. As a rule, a clear division of roles can be observed with respect to husbands. The same goes for the innumerable representations of daily scenes which, like those of Pieter de Hooch, fundamentally resort to women to refer to the theme of domesticity discussed above, including childcare and housework. To offer just one example among many by other artist, there is Woman Nursing an Infant, with a Child (c. 1658–60, M. H. de Young Memorial Museum, San Francisco, Figure 3.12).76 The overall result is a series of representations of women that also focus, at times indirectly, on their age and on the passing of time. Pieter de Hooch captures and unites the three ages of woman in several of his paintings, for example, Interior with Women beside a Linen Cupboard (1663, Rijksmuseum, Amsterdam), in which a matron and a young woman are stacking fresh linen in a cupboard, while a small girl plays in the doorway. It thus refers to the domestic responsibilities of the young woman and the recreation of the small girl.77 Loneliness associated with old age is the message in Nicolas Maes’ Prayer without End (c. 1656, Rijksmuseum, Amsterdam), in which the old woman at prayer is surrounded by symbols including an hourglass.


[image: A 1657 oil painting by Jan Mytens shows Govert van Slingelandt, his wife, and their two children posed outdoors by a large tree. The father wears a red cloak, the mother a white satin gown; a young boy holds grapes, an infant rests on her lap, and a small spaniel lies nearby in a green landscape.]
Figure 3.10 Jan Mytens, Portrait of Govert van Slingelandt and His Family (1657, Rijksmuseum, Amsterdam).


[image: An oil painting by Jan Steen (c. 1660-1665), depicting a dimly lit interior where a young woman in a pink bodice sits on the edge of a bed, her bare leg resting on the bed, as an older man lifts her chin and offers a coin, while a grinning procuress watches from the bed curtains amid scattered domestic objects.]
Figure 3.11 Jan Steen, ‘La Ribaude’, The Disreputable Woman (c. 1660–5, Hotel Sandelin, Saint-Omer).


[image: An oil painting by Pieter de Hooch (c. 1658-1660) depicting a quiet interior with a seated woman nursing her infant while a child pets a dog near the fireplace, with warm light from a window highlighting the tiled floor and orderly domestic setting.]
Figure 3.12 Pieter de Hooch, Woman Nursing an Infant, with a Child (c. 1658–60, M. H. de Young Memorial Museum, San Francisco).

Albeit with logical differences, all these themes are perceptible in the oeuvre of Murillo and, in particular, in his genre paintings in which the tension between the moralizing discourses of the period and Seville reality is palpable, as we will see. For comparison’s sake, examples include The Little Fruit Seller (c. 1670–5, Alte Pinakothek, Munich. Figure 3.13), a work commissioned by Omazur or at least sold to him, Two Women at a Window (Figure 3.14), Four Figures on a Step (c. 1655–60, Kimbell Art Museum, Fort Worth. Figure 3.15); the aforementioned Old Woman Delousing a Boy; and in the representation of old age, An Urchin Mocking an Old Woman Eating Migas (c. 1660–5, The National Trust, Dyrham Park).

Needless to say, in Murillo’s paintings the theme of virginity was mainly reflected in the representation of ‘Immaculates’, which will be analysed further on in another context. Nevertheless, it can also be detected in his secular works, for example, The Little Fruit Seller, more comparable with the Dutch version. It is hard to tell whether the grapes, depicted here in a bunch, have Cats’ metaphorical connotations which, according to De Jongh, are so pervasive in Dutch painting. Nevertheless, the link between this fruit and virginity is an aspect that all the specialists in Catholic painting of the early modern age also accept. In Seville itself – and not only there – it was often identified with the Virgin Mary and with the month of the grape harvest, September, in which she came into the world. An attempt was thus made to construct a discourse that associated the Virgin – the vine – with the blood of Christ – wine – which was also present in Holland.78 The very aesthetics of the painting, which with a certain dose of eroticism79 depicts a girl and a young woman in their innocence, whose features recall those of some of the ‘Immaculates’ painted by Murillo, reinforces this interpretation. As Victor Stoichita has suggested, the girl might be one step away from losing her virginity.80 This interpretation is bolstered by the meaning of the bunches of grapes in paintings produced in the Netherlands and which, although the people of Seville might have been unfamiliar with it, was recognizable for the North European merchants in this city and the citizens of those countries where Murillo would be very popular in the eighteenth century.


[image: An oil painting by Bartolomé Esteban Murillo (c. 1670–1675) showing two children seated outdoors. A girl counts coins while a boy looks on, beside a basket of grapes and melons, softly lit against a cloudy sky.]
Figure 3.13 Bartolomé E. Murillo, The Little Fruit Seller (c. 1670–5, Alte Pinakothek, Munich).

Stoichita’s proposal also suggests that there is a very indirect reference to prostitution in this painting.81 Indeed, that interpretation could be borne out by the backdrop, as before ivy, or by the naked shoulder of the young woman. Be that as it may, the references to that practice and pimping are even clearer in Two Women at a Window and Four Figures on a Step. The former also reflects a typical custom among some women in Seville – described, for example, in Castillo’s La Garduña de Sevilla –of standing or sitting in front of windows to attract beaus.82 It was a practice that was promoted by the necessity of being married to obtain permission to make the voyage to the Indies, which is also reflected in the aforementioned work. It is even probable – in view of the naked shoulder and the expressions on the faces of both the young woman and her older companion who is preventing the shutter from closing – that Murillo was playing with a double meaning: these two women were a step away from both statuses, namely, that of wives and that of prostitutes, which was precisely what happens to Rufina, the main character of the Garduña. Furthermore, there was nothing fictional about that double meaning, considering that for many people of Seville the latter did not entail a sinful practice.83 With all its connotations, prostitution is also plainly present in Four Figures on a Step, in which the younger woman lifts her veil while the youngster next to her stares derisively and lustfully at the beholder. In these last two representations, moreover, the figure of the procuress stands out, recalling Fernando de Rojas’ La Celestina.


[image: An oil painting by Bartolomé Esteban Murillo (1665–1675) showing a young woman leaning on a windowsill with a subtle smile, while an older woman behind her peeks out laughing, their faces lit against a dark interior.]
Figure 3.14 Bartolomé E. Murillo, Two Women at a Window (1665–75, National Gallery of Art, Washington, DC).


[image: An oil painting by Bartolomé Esteban Murillo (c. 1655–1660) showing four figures grouped against a dark background: a smiling young man at left, a woman lifting her headscarf, a stern older woman with glasses, and a boy lying face down in front with torn breeches.]
Figure 3.15 Bartolomé E. Murillo, Four Figures on a Step (c. 1655–60, Kimbell Art Museum, Fort Worth).

These three paintings also allude to temptation. The Little Fruit Seller is in its clutches in that she has to decide between the money and the fruit (especially the grapes), thus possibly resulting in the loss of virginity which, like the bite of an apple, insinuated an irreparable situation. That message is equally clear in the enticing expression of the young woman in Two Women at a Window, whose gaze has that meaning and who may indeed be on the point of losing her virtue. In this case, as before, the procuress completes this idea with her hidden smile in which it is possible to discern a certain lewd complicity. In view of the scene and the expressions of the two youngsters, this same interpretation can be made of Four Figures on a Step. The three paintings, but above all the first, depict that crucial moment of temptation that changes people’s lives, affects their honour and can result in scandal.84

In these compositions – and others – Murillo also touches on the passing of time and women’s roles depending on their age, which also was a subject in the moralist treatises. At the time, a parallel was drawn between this theme and that of fruit, chiefly in reference to grapes, present in The Little Fruit Seller, or to fish and flowers.85 This very popular literary theme tended to be illustrated by the different ‘ages’ of the grape: the unripe grape (the immature and sour young girl), the comestible grape (the mature young woman) and the raisin (the wrinkled old woman).86 The allusion to the passing of time is also present in the perceptible contrasts between the young and old, or older, women in Two Women at a Window and Four Figures on a Step. The former recalls the Dutch painter Frans Van Mieris’ A Boy Blowing Bubbles (1663, Mauritshuis, The Hague), in which the soap bubbles the boy is blowing out of the window hint at the evanescence of human life, while behind him a woman is leaning against the shutter in a very similar way to how the older woman is holding the shutter open in Two Women at a Window.87 This theme is also present in An Urchin Mocking an Old Woman Eating Migas, in which Murillo painted a crone defending her plate of food against an urchin making as if to seize it from her, perhaps just for fun. The composition has been related to the Castilian saying, ‘Dios os salve a las sopas que no a la carne’ (God deliver us from soup but not from meat).88 It could also reflect the adage ‘a la vejez sopitas y buen vino’ (in old age, soup and good wine), referring to people in their dotage. At any rate, the age difference between the two characters is so striking that any observer would surely perceive the reference to the passing of time and an allusion to another concern of the period: the problem of widows and spinsters always treading the fine line between integrity and sin.

Just as the relationship between women and domesticity was present in both pictorial worlds, so too was the association between women and work. This can be seen in the iconography – obviously not of Murillo’s invention – of St Justa and St Rufina, the patron saints of craftspeople, represented with ‘pans, pitchers, bowls and other items of earthenware’ in reference to their work.89 This theme can also be clearly observed in Old Woman Delousing a Boy, in which the spindle lying on the floor in the bottom right-hand corner of the composition evokes the women’s work and orderly domesticity commented on above. Here, the maternal affection referred to above could for many a beholder call to mind the thousands of wool and silk weavers in Seville who managed to eke out a living from this activity.90

The foregoing highlights the presence in Murillo’s oeuvre of themes and problems resulting from the friction generated by the ongoing process of social disciplining and confessionalization not only in the peninsula but also in other European countries, especially Protestant Europe. In view of the presence of these themes in the expanding mass market for graphic representations, the existence of social disciplining of an informal nature is also evident. Or, at least, they point to how a diffuse and informal tension – not only due to the pressure of the elites – was growing between moral principles and social practices. For what refers to this book’s main arguments, it is important to recall also that both the motifs and subjects represented in these paintings and the reasons behind the act of depicting them were intimately linked to early globalization. It was this process that gave place to a society of rootlessness, loneliness and homelessness, prostitution, intensification of feminine work, gambling and crime, but also to the need for implementing the new model of family and disciplining present in these representations.

The different contexts and limits of social disciplining (with special reference to women)
The previous comparisons serve to underscore some of the common characteristics of the social disciplining that had been put into practice throughout the continent since the sixteenth century, and more in particular in globalizing areas such as Amsterdam and its region and Seville. But they also shed light on some differences between the two contexts in which these paintings were produced and help consider Murillo’s works not only as a means for disciplining but also as chronicles of the word he inhabited, as well as on the limits of these attempts to discipline such dynamic societies.

One of the major differences in the treatment of the themes discussed above can be found in the representation of domesticity. Certainly, the differences in the generic conception of the family were not that notable. In the moralist literature of both countries it was conceived as a basic unit of the republic. For Dr Johan van Beverwijck, marriage was the ‘first community’ that took the shape of ‘a family household with children, in which all things are common. That is the first principle of a town and thus the seed of a common state.’91 In the Catholic camp, some thinkers were not to be outdone. Artete’s treatise is a list of tips to help the ‘householder’ to maintain and govern that unity which, for Castillo de Bobadilla, was no less than ‘the very portrait of the Commonwealth’.92 And, of course, both emphasized that families should practise self-discipline.

Nevertheless, those shared ideas and assumptions were expressed differently. In Dutch painting, the abundant interiors with a wealth of adornments and exquisite material culture, both symbols of a sense of domesticity and material comfort, attract the eye. There are also plenty of representations of the homes of a solid middle-class comprising artisans, middling merchants, liberal professionals and even military men, and there even exists a whole genre based on family portraits at home.93 The paintings and treatises of the period also erected an increasing higher barrier between the privacy of the home and the outside world. It is what Schama has defined as the frontier between homeliness and worldliness, which, to his mind, is but an expression of the opposition between ‘materiality and morality’, reflecting the transition from the conception of that space as a workshop, that is, the workplace, to the home as the realm of family privacy.94 All this contrasts with Murillo’s representations, where domesticity and a material culture reflecting comfort are very disparate. In reality, the representations of the interiors of Seville homes are very scarce or, better said, practically non-existent. None of his paintings represent a structured, socially relevant and prosperous middle class family. When the home appears timidly in his paintings, it is rather that of a member of the city’s ecclesiastical or political establishment. Those people practically always wanted to be represented in religious scenes – next to saints, if possible – which insinuates a way of evading everyday life. Domesticity and the family, as already seen, were shown in a negative light by emphasizing that the lowest classes lacked both. Still on the subject of material culture, Murillo’s religious paintings, such as those relating to the Holy Family, represent spaces of pious poverty. Practically the same can be said for the limited number of representations of domestic interiors, such as the scene featuring the prodigal son in The Prodigal Son Receiving His Inheritance (c. 1660–5, National Gallery of Ireland, Dublin). In these religious or biblical scenes, this was perhaps due to a certain historicism conducive to persuasion. But the truth is that none of his genre paintings depict anything that goes beyond the situations of poverty examined above.95

This contrast should perhaps be related to important discrepancies in both cities’ social structure and sociability. As already mentioned, Amsterdam was not plunged into an economic crisis until the final decades of the seventeenth century, which, in any event, more than a recession, led to a period of levelling off. The Dutch art market benefitted from a stable demand fuelled by the dense urban networks in its vicinity and a middle class of artisans and merchants whose members liked to be portrayed in scenes associated with their everyday lives. Seville was a very different case. Since the second quarter of the seventeenth century, the city witnessed the legal American trade crisis (part of which, moreover, was being diverted to Northern Europe), which mainly affected its middle classes and craftspeople. It also had an impact on the demand and desire for domestic self-representation of a middle class with less socio-economic clout. Nor was Seville surrounded by such a dense network of urban centres that encouraged demand or the formation of a self-aware class with a desire to demonstrate this in the form of material culture.96

The comparison between both pictorial worlds also suggests a relatively lower number of religious paintings in Northern Europe, which can be explained to a great extent by the structure of demand. The enormous financial clout of the ecclesiastical institutions and the capacity of the early globalization to sustain their demand in Seville was incomparable to that of Amsterdam and the urban centres in its vicinity, where the Calvinist religious institutions – economically weaker – could hardly have given rise to anything similar to that described in Chapter 1. Additionally, religious scenes, especially those featuring saints, Virgins and so forth, formed an essential part of secular demand in Seville, while the Calvinist aversion to specific religious images generated a different taste. Moreover, the emotions and experiences linked to the transcendental facet were satisfied differently in both countries. Virtues such as hope, temperance, austerity, charity, chastity and virginity, among others, were represented in Seville through the lives of saints and in The Netherlands through domestic scenes often with a highly coded, normative semiotic.

The way of representing scenes relating to sexuality, prostitution and even women was also different. In Holland, an important aspect was the degree of expressiveness that could be reached in opposition to the relative restraint or tendency towards implicit insinuation in Murillo’s oeuvre. Anything like van Baburen’s The Procuress, in which the prostitute displays her naked shoulder and her all but uncovered breast, while exchanging lustful stares with a lecherous individual who places some coins in her hand in the presence of an ugly procuress who is demanding her part of the transaction would have been unthinkable in Seville. Along the same lines, we can also consider Jan Steen’s Scene in a Brothel with an Old Man Giving Money to a Girl (c. 1660s, Royal Collection, United Kingdom) or the aforementioned La Ribaude. In the former a young woman receives money from a goatish old man, while she lies back to reveal her generous cleavage and a naked leg. As to Murillo, we have to make do with Four Figures on a Step, which makes it necessary to decipher a non-standard code, for the mechanisms of social control and discipline of the period also functioned differently. Possibly, one of the main differences behind these contrasts was the role of the Inquisition and its greater power in comparison to the forms of institutional disciplining in the United Provinces. When Murillo painted the motifs discussed above – women, temptations, prostitution, gambling and so forth – in Seville the embers of the fire in which the effigy of the prominent playwright Felipe Godínez had been burnt at the stake in the auto of 30 November 1624, which young Bartolomé might have witnessed when he was seven, were still warm. He also might have witnessed – what is known of the spectacle indicates that few of the city’s inhabitants missed it – the subsequent autos of 1627, and in 1660 he attended the auto of another writer of comedies, Antonio Enríquez Gómez.97 Certainly, the Inquisition was scaling down its activities in all Spain, but its increasing interest in scandalous behaviours made many artists tread carefully with a number of motifs, since the mere accusation of a touchy person scandalized by a theme could give rise to unnecessary problems. A painter could represent a naked figure and even an openly erotic scene for the palace of a nobleman, who probably had a dispensation allowing him to read the books listed on the Inquisition’s Index Librorum Prohibitorum, but could be very risky in other contexts. Nor should it be thought that efforts were not made to avoid scandal in Dutch painting, often by means of an intricately coded symbology.98 But themes of this type had to be treated with caution in Castile because they could give rise to problems due to factors alien to the artist’s intention.99

Likewise, it is striking the extent to which some Dutch paintings – above all those of the first half of the century – could be condemnatory, satirical and acerbic when representing social exclusion and poverty, in comparison to Murillo and other painters of the period. In An Urchin Mocking an Old Woman Eating Migas, and despite the hardness of her features, the Seville artist did not represent a depreciative or satirical portrait of the character. Rather, he depicted her with a mixed expression of fear, surprise and defencelessness. Respectable poverty can also be seen in other compositions, like the ethereal beauty of the young woman in Two Women at a Window, the dignity and cleanliness of the Old Woman Delousing a Boy and even in the matron in Four Figures on a Step, who, regardless of whether or not she is a procuress, is looking haughtily and brazenly at the beholder. In Steen’s Scene in a Brothel with an Old Man Giving Money to a Girl, the latter not only does not possess the physical and facial beauty of the window’s young girl but her wantonness also strips her of all dignity. And the same occurs with van Baburen’s prostitute and procuress. Both are ugly and such ‘coarse characters’ that it is impossible to find anything similar in Murillo’s oeuvre. This is also the case with his paintings of children and scallywags, for none of them suffer from the ugliness of sin or are represented disparagingly. On the contrary, most, if not all, have certain corporal and spiritual beauty. For the Seville painter, social exclusion was not an excuse for denigrating individuals.

It is conceivable that this difference was due to religion, among other reasons. Calvinism divided the world into those chosen by the grace of God and those who were not, while also drawing a parallel between this status and the socio-economic success of the former in opposition to the latter. This could not but contrast with a conception of poverty and social exclusion grounded in very different assumptions. In Holland, paupers and outcasts were synonymous with the damned, whereas in Catholic Spain they were regarded as souls to still be saved by using the largesse of the rich,100 and this in a world deeply marked by St Augustine’s The City of God, a treaty that tended rather to avoid Manichaeism and the sharp divide between the celestial city and its earthly counterpart (see Chapter 7). This was also the reason behind the mixture of the sacred and the profane in Murillo, which can be clearly discerned in representations of this type.101 It would seem that the artist could not represent these groups of underdogs without also showing their souls, which implied a characteristic ambiguity and subtlety possibly related to the variety of messages that each painting could convey.

These characteristics of Murillo’s painting pave the way for a discussion that is no less interesting, especially with respect to women, and which is based on the analysis of his oeuvre not only as a disciplining discourse, but also as a multifaceted portrait of Sevillian society. The historiography that has analysed his painting as a costumbrista genre has already considered this approach. Yet it is of greater interest if inserted within the debate that for the last couple of decades has occupied feminist historiography, whose influence on the history of Dutch art is very relevant.102 Historians such as Nanette Salomon or Moffitt Peacock have stressed that it would be a mistake to view the women of the time through the lens of the treatise writers, thereby denying the importance of women’s agency and their capacity for insubordination against the patriarchal discourses that attempted to confine them to the private sphere.103 In this way, they have nuanced the views that stem from De Jong and his followers and the way they have interpreted the writings of Cats and other moralists.104 Without denying the possibility of reading Dutch painting of the time as an instrument of social discipline, art historians have also stressed that many of these representations open the possibility for another analysis. According to this view, these compositions portrayed a reality of rebellion against the moral treatises, while creating models that nurtured ‘relational autonomy’ and served as a revolt against the ‘patriarchal prescriptions’ of the time. The greater presence of women in the art of the period was already in itself a form of empowerment for them, insofar as it increased their visibility and social presence in the public sphere. But it is also stressed that many of the works of the period present them as heroines, strong or rebellious women or assertive wives whose ambiguous position in a world where the border between public and private was so porous allowed them to stand out and increase their prominence in the republic’s ‘civic institutions’.105

Although with notable differences, this interpretation can also be intuited in Murillo’s painting, and there is also evidence to suggest that some women of the time felt reflected and even endorsed by it. In fact, many of the female representations analysed in this book demonstrate a high degree of flexibility and ability to face a challenging world rife with injustice. Murillo’s naturalism bordering on realism identified and recognized quite a few of the fields of action of these characters whom social disciplining had not managed to eliminate. In other words, he could not avoid – and possibly intended – to subtly portray a disorderly society, finding refuge in marginalization to continue to develop behaviour patterns in spaces of liberty that the elites had not yet conquered. It is the ‘flexibility’ to which Natalie Z. Davis referred when describing the women of that period, who had the ability to pursue different trades and to adapt to adverse situations and overcome them and even to elude any attempt to domesticate them.106 All these attempts can be glimpsed in Two Women at a Window and Four Figures on a Step, and in several of the fruit and fish sellers. All of these paintings reflect women who make their way out of the patriarchal schemes of the time. The same goes for the patron saints of the guilds, St Justa and St Rufina, who embody characters outside patriarchal control and whose relevance could be understood as a recognition and as a stimulus to their activity in the city’s public sphere.

Even the only two portraits of women by Murillo show a sort of assertiveness that allows for this interpretation (see Chapter 5), as does his representations of the Virgin, notwithstanding their strong patriarchal component and intention. In fact, St Mary would be humanized and, therefore, feminized, while emphasizing her character as a strong heroine, capable of defeating evil, symbolized by the dragon in the case of the Immaculate, and courageous protector of her flock (see Chapter 8). The Virgin, who was considered a ‘Father’ of the Church, could also inspire a model of autonomy and self-affirmation, as well as of sorority, in a part of the female audience, as can be deduced from the writings of María de Zayas, in which this subliminal message has been seen.107 This vague and strictly sentimental sense of sorority could be perceived in many other Murillo motifs, such as St Anne Teaching the Virgin to Read (maternal in this case) or the different representations of girls with fruit, whose complicity constitutes one of the most evident features in Murillo’s representations. The very solidarity between the two patron saints of the guilds before their martyrdom also evokes an act of sorority avant la lettre. Nor is it strange, in this sense, the personal dignity with which Murillo represents some of ‘his’ women in the paintings already mentioned, such as The Litle Fruit Sellers and Girl with a Basket of Fruit and Flowers or Girl Lifting Her Headdress. The emphasis on female labour that emerges from the paintings commented on refers us to another important aspect on this plane: the semi-public nature of artisanal activity and the porous boundary between the public and the private referred to in the feminist literature on the Dutch case.

This conception chimes with the views of some experts in the history of the family who years ago criticized the image of women’s subjugation prevailing in the early modern age, according to these visions of disciplining. Specifically, back in 1992, Heide Wunder stressed the picture presented in Artete and other moralists of the man and the woman as a complementary pair that did not prevent the development of the latter as a political, economic and social persona both inside and outside the home.108 This flexibility, also identified by Natalie Zemon Davies, reflects, in any case, an ability to adapt that is present in all picaresque literature, often accompanied by acid humour, as characters such as Rufinica featuring in La Garduña de Sevilla also demonstrate.

The foregoing does not mean to say that Murillo entertained modern ideas about women and their relationships with men, nor that women of the time would read his paintings in this way or feel encouraged to take on any sense of modernity. Moreover, Dutch historiography – rightly or wrongly – has interpreted these images as a sign of modernity based on the importance of female education and a relative capacity to intervene in ‘civic institutions’,109 which is extremely difficult to transpose to Seville. However, there is ample evidence of Seville and Spain women’s resistance, rooted in popular culture, to being carried away by moralizing discourses, whose ability to penetrate the social fabric was also limited.

Murillo’s oeuvre is a source for understanding not only the confessionalization and disciplining that the elites pursued, but also his time and the way in which many of his contemporaries were immune to any attempt to discipline them out of pure necessity and the demands of their form of subsistence. For this reason also, Murillo’s paintings cannot be understood as merely a way of dulcifying social scourges. Nor can it be categorically held that he censured outcasts and the classes that most visibly refused to be disciplined according to the canon of the treatise writers. By contrast, the prism through which he, and some of his contemporaries, observed outcasts made them see them as a group of personae with their own culture, spiritual dignity and occasionally even decorum, although this propriety differed from that of the peoples of Northern Europe. At this point, it is probably convenient to recall that the painter was not only an eyewitness but also a direct victim of the calamities descending on Seville during those years. The death of his children and close relatives, his bankruptcy and subsequent spell in prison, his experience of widowhood and ageing, plus many others, led him to put himself in the shoes of others enduring similar adversities and, therefore, to avoid condemning them.

Conclusions
Recent historiography has stressed the importance of the influence of Dutch painting on Murillo, while focusing on the different merchants who acted as intermediaries in that relationship. In reality, most of them, like Omazur, hailed from Flanders and not from the northern provinces.110 Yet nowadays it is also evident that during that century there were very strong artistic ties between the southern and northern Netherlands. Even though we cannot talk about a homogeneous artistic space, the journeys made by artists between both areas and from both to other parts of Europe, in particular, Italy, the Peace of Münster (1647–8) and the circulation of artworks throughout the continent thanks to cross-broader commercial networks, all made an essential contribution to mutual influences.111 During the first half of the century, these had been based on the relative superiority of the southern Catholic provinces, but in the second half the scales would tip the other way. As a consequence, most of that influence must have spread to other places in Europe, such as Seville, where there had been important ties since the sixteenth century.

Behind all this was a fact that, as before, should be highlighted: the global character of the city and the magnetism which, for that reason and because it served as a bridge to the Atlantic markets, was also felt in other centres of the early globalization such as Amsterdam and Antwerp.112 This was owing to a reason inherent to that globalization and which must be considered to understand Murillo: that it was necessarily a multipolar phenomenon. This is impossible to understand when only considering the Atlantic dimension of Seville, decoupling the city from the network of nodes – in this case, including the European ones – of which it formed part. This fact, evident in other dimensions – economic, cultural, religious and so forth – could not be lacking in art and, even less so, in painting. The developments in those cities, perforce, affected Seville not only because of the ties between them but also because of the strength that those ties gave to the common global network of which they formed part.

At the same time, the globalization of cities such as Seville and Amsterdam had made them feel a special need to discipline very diverse and unstable societies. This is the reason why, since long before the Council of Trent, moral currents and ways of understanding society had emerged in both regions, which were also present in Catholic and Protestant European countries. This was especially true in the case of common problems relating to the family, the role of women, the need for social order, rootlessness, childhood issues and so forth. The Reformation and Counter-Reformation divided the Old World in half, on the basis of which an attempt has been made to understand Murillo’s oeuvre: the ‘painter of the Counter-Reformation’. But because of the reasons set out above, things were more complex, hence those studying Murillo only through the prism of the Counter-Reformation character of Seville society have seldom dwelled on the similarities. In that same vein but in a different connection, one could say that Murillo’s painting, influenced by the moral treatises of the age, reflects a society that was not diametrically opposed to that of the Protestant countries of Europe. The meaning and criticism of games (above all those involving gambling) for being morally reprehensible and a vice of the ‘republic’, the importance of work as well as time, the censorship of unjustified leisure and even, albeit expressed in another way, the appreciation of the family, the household, education and the role of women in it, and decorum, seem to have been present in Seville. The intensity of such concerns in Seville as well as Amsterdam reflects their character as global nodes. It would be necessary to delve into that comparison to contrast those realities with nuances that it has been impossible to address here.

The situation was also very complex in another sense. That early globalization prompted moralists and treatise writers concerned about social discipline to pay special attention to these cities. The best proof of this is perhaps the ubiquity of Seville in the picaresque literature. Yet, at the same time, the social conditions, rootlessness, unrest and marginalization to which that same globalizing process had given rise made resistance to social disciplining even fiercer, and this is even more the case when it comes to women. Murillo symbolizes, as few have done, the two sides of that coin and the friction between them – even more so in that, as in the Netherlands, the development of the anonymous art market facilitated the progressive emergence of a public sphere far removed from that dominated by the demand of ecclesiastical institutions and not always interested in the same themes.

Murillo constitutes an example of some of the characteristics of globalization and the local strength of styles, traditions and artistic standards. Indeed, he had to modify and adapt the new demand to the Seville context, hence the local variations and impermeability to certain motifs, iconographies and arguments. This was also the reason why cultural purposes, discourses and narratives very similar to those of Holland and often with the same Christian roots were expressed here differently and with iconographies that were not always shared. As occurred with American iconography, the reception of these influences was never automatic but selective. This is another instance of the importance of the local versions of globalization or, viewed from a different angle, of diverse local forms of globalization. To this should be added that Murillo seems to have been the painter of the so-called ‘Seville school’ most open to these changes; or, at least, he appears to have been the one who knew the best how to respond to them with pictorial quality. All in all, his and the following generation of artists did not even react to these external influences in a creative manner. Rejection and the inability to adapt certified the death of a type of painting that had been at the forefront in Europe. Additionally, by then the sociological profile of customers was also changing. The reasons for not having made the most of this opportunity to develop the anonymous and mass market in Seville have been set out above, but nonetheless are worthy of a more specific study.
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Global Experiences, Self-discipline, Religious Conversion and Family Conflicts: On The Prodigal Son1

In June 1754, the Magistrato dei Puppili, a Florentine court devoted to handling the complaints families lodged about the mental incapacity of one or other of their members, declared with respect to the 26-year-old Simeone Carlo Beroardi, ‘questo vizio di prodigalità e naturale instinto a scialacquare, e dilapidare non è stato possibile di rimuovere, ne di svellere dell’animo del predetto Simeone Carlo Beroardi’. The court then found Beroardi guilty of prodigalità (prodigality), a defect similar, and sometimes assimilated, to that of ‘demente, mentecatto o furioso’ (demented, insane, or furious). Regrettably, Beroardi’s case was not unique. Between 1718 and 1775, this court condemned 291 people for the same reason – often associated with the threat of family ruin posed by gambling – accounting for nearly half of all the sentences handed down.2

On the other side of the Atlantic, now at the end of the sixteenth century, it was not unusual for the notaries public of Lima to register a rather striking type of contract; I have yet to encounter anything like it in the records of the crown of Castile. In these contracts, a private citizen, if discovered gambling, undertook to pay a large sum, half to a charitable institution and half to the person who had reported him. It was usually stipulated, moreover, that the party in question was also under the same obligation if a betting intermediary had been used. These contracts reveal an age of easy money, with a huge amount of cash in circulation, in which quite a few people found the need to control their profligacy. Conceivably, for entrepreneurs it was a way of proving their dependability to those with whom they had dealings and who might be concerned about their possible insolvency when the time came to fulfil their contracts. They included many clerics, merchants and other members of the Lima oligarchy, some of whom were peruleros.3 Anyway, this type of contract shows how widespread gambling was and the dangers it posed, as well as the greater awareness of its detrimental effects. As we will see, this behaviour was part of the day-to-day life of Seville, too.

At first glance, the foregoing seems to have little to do with Murillo’s famous Prodigal Son series, which constitute the main sources for this chapter’s argument, specifically, The Prodigal Son Receiving His Portion (Figure 4.1), The Departure of the Prodigal Son (Figure 4.2), The Prodigal Son Feasting (Figure 4.3), The Prodigal Son Driven Out (Figure 4.4), The Prodigal Son Feeding Swine (Figure 4.5), and The Return of the Prodigal Son (Figure 4.6, all of them painted by c. 1660s and today at the National Gallery of Ireland, Dublin) and The Prodigal Son Received by His Father (c. 1671, National Gallery of Art, Washington. Figure 4.7), a copy of which can be found in the Hospital de la Caridad in Seville. It should be noted in this regard that although the terminology and the reference to ‘prodigality’ obviously hints at some sort of relationship between Florence, Lima and the parable, the interpretations of Murillo’s paintings made until fairly recently have referred chiefly to the importance of charity and forgiveness. This is certainly correct, even more so in the case of the painting in the hospital of the Hermandad de la Caridad, in which there is a specific reference to the idea of clothing the naked, the work of mercy that in this series of paintings commissioned by Mañara is symbolized by The Return of the Prodigal Son.4 But some questions remain that will be investigated here: to what extent did Seville people, so intensively exposed to global personal experiences, capture other, or secondary, meanings when contemplating this series? How could their strong sense of distance, displacement and family ruptures, so common during early globalization, interfere in the way they read this story?




[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1660-1665) showing the Prodigal Son receiving his inheritance: an elderly, bearded father sits behind a table as the young son pours coins from a sack, while two onlookers stand nearby in a dim, sombre interior with scattered coins and papers.]
Figure 4.1 Bartolomé E. Murillo, The Prodigal Son Receiving His Portion (c. 1660–5, National Gallery of Ireland, Dublin).


[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1660-1665) depicting the young man on a brown horse, seen from behind in a dark outfit and flowing red cloak, as he departs a stone building while his elderly father and family stand on the steps, bidding him farewell under a pale, cloudy sky.]
Figure 4.2 Bartolomé E. Murillo, The Departure of the Prodigal Son (1660–5, National Gallery of Ireland, Dublin).




[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1660-1665) showing an outdoor banquet on a checkered floor beneath a red drape, with the richly dressed son embracing a woman as musicians and servants attend; food-laden table, small dog below, garden beyond.]
Figure 4.3 Bartolomé E. Murillo, The Prodigal Son Feasting (1660–5, National Gallery of Ireland, Dublin).


[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1660-1665) showing a dishevelled young man in torn pink clothes fleeing a stone building, chased by a barking dog and driven away by angry figures wielding a broom, while onlookers watch from a doorway and window.]
Figure 4.4 Bartolomé E. Murillo, The Prodigal Son Driven Out (1660–5, National Gallery of Ireland, Dublin).




[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1660-1665) showing a barefoot young man in tattered clothes kneeling among ruins in a bleak landscape, gazing upward in despair as pigs feed nearby under a grey, overcast sky.]
Figure 4.5 Bartolomé E. Murillo, The Prodigal Son Feeding Swine (1660–5, National Gallery of Ireland, Dublin).


[image: An oil painting by Bartolomé Esteban Murillo (c. 1660–1665) depicting an elderly bearded father in a dark robe embracing his barefoot, kneeling son in tattered clothes with clasped hands, as onlookers observe near an architectural setting with an archway opening onto a distant landscape with a small figure and an ox.]
Figure 4.6 Bartolomé E. Murillo, The Return of the Prodigal Son (1660–5, National Gallery of Ireland, Dublin).


[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1671) showing an elderly father in a red cloak embracing his barefoot, ragged son kneeling in a columned courtyard, with servants and onlookers holding clothes and a small dog at the son’s knee beneath a cloudy sky.]
Figure 4.7 Bartolomé E. Murillo, The Prodigal Son Received by His Father (c. 1671, National Gallery of Art, Washington, DC).

What follows is a cross-sectional analysis of the plastic images and theatre pieces of the period – which Murillo undoubtedly knew5 – in the context of the convulsion created by early globalization in order to grasp different possible readings of these paintings. Such an exercise illuminates crucial concerns regarding the role of the individual in the family, gender constructions, the obsession with conversion associated with the journey’s transformative impact, as well as the way religious transgression facilitated by physical and moral displacement affected the way the problem of salvation was posed within an increasingly rigorous morality. Many of these facets of social life go beyond the conventional notion of globalization. But the assumption here is that globalization triggered and made more visible a situation common to many Europeans of the time.

Family conflicts and passions in the early modern age
The generic interpretation of the parable of the prodigal son, which has converted it into a universal phenomenon and one of the most repeated in the gospels, makes perfect sense. Yet in an age when everything was seen through the prism of religion, the prodigal son and Murillo’s in particular had a very specific social and even economic meaning inextricable from moral theology. The parable and Murillo’s oeuvre were susceptible to very precise contextual interpretations that gave the former unexpected power and the latter the potential to stir consciences far beyond the preaching of charity and paternal forgiveness.

There are two basic aspects that are of interest here in a society in which such disputes encouraged individualism (see Chapter 5): the seventeenth-century family and intrafamily conflicts, on the one hand; and the role played by passions and the conception of wealth (and expenditure), whose close relationship is evidenced by the Florentine reference, on the other. With respect to intrafamily conflicts, some time ago Lawrence Stone suggested that in Europe during the second half of the seventeenth century there was a transition from an open-lineage family, both large and with strong kinship ties, to another more restricted nuclear one.6 Stone was referring more to elite families, namely, those of people like Mañara, and specifically but by no means exclusively to those of the nobility. Despite the fact that he focused his analysis on Protestant societies, there is every reason to believe this was not an aspect unique to them. This topic has received little attention to date in Spanish historiography. Yet it is unnecessary to perform an in-depth analysis on Seville to understand that this was the case with upper-class families.

As far as both the nobility and the merchant class were concerned, these family groups formed often fairly extensive relational networks. Don Tomás de Mañara’s ten offspring and Murillo’s thirteen siblings, without mentioning his nine children, are the clearest indication that this was the case in seventeenth-century Seville.7 Similarly, the painter’s very close relationship with his second-degree relatives is just as telling. Any reader browsing Lohman Villena’s description of the Espinosa family will fully appreciate how close intrafamily relationships were between the merchants plying the Indies run (plus others) based in Seville.8 In these families there were continuous conflicts between the personal agenda of each member and group interests, the latter established by the paterfamilias9 who was not immune to the influence of the rest of his relatives. Nevertheless, the interests of the family as a whole – or what he believed these to be – tended to take priority over those of its individual members.10 Apart from the human dimension revolving around feelings of affection (or disaffection), ‘the household’ involved unity of economic, social and political action, whose rationale coerced individual wills and often forced them to yield.11 Moreover, the way of relieving these tensions was to develop their political and economic resources, as well as their relational capital; in other words, increasing the size of the cake to be divided between its members. Yet this was only possible if they showed greater discipline with respect to the group, which in turn raised the risk of upsetting the delicate balance between their personal agendas and that of the group as a whole. This created a vicious circle that was difficult to break.12 Nor were families circumscribed systems, for they actually formed archipelagos whose scattered islands were very closely interlinked by kinship ties – sometimes forming long lineages – between which an equilibrium had to be established. These tensions escalated with the gradual appearance of a sense of individualism that could clash with that collectivist spirit, as documented in some studies (see Chapter 5). As could not be otherwise, family conflicts usually arose early on in life.13 The Prodigal Son series – one of the arguments of this chapter – might have evoked that status quo for many of Murillo’s contemporaries, who, additionally, made also a gender reading of these episodes.

That balance with its underlying tensions has been studied with respect to noble families. Moreover, practices such as that of mayorazgo, normally awarded to the eldest male son, favoured their internal hierarchy by reinforcing the authority of the paterfamilias and the opportunities of the firstborn male and weakening those of female and other offspring. Yet it could pose greater problems: primogeniture was an important source of frustration for second sons and women and enhanced their relegation, obliging these noble households to go to greater lengths to increase the portion of each member, to which should be added those of bastards who also had to be compensated somehow, thus leading to the implementation of expansive strategies. That friction can also be perceived in merchant families. Those that are known to us reveal that sons, brothers, cousins and even nephews were vital to the running of businesses in which trust was fundamental. They all occupied positions of responsibility – sometimes in distant regions under different legal systems – working as commercial agents and correspondents or becoming partners in companies and even essential administrators for the smooth running of family businesses as a whole. Female members for their part were enormously useful for matrimonial strategies whose main purpose was to build well thought-out business alliances. These alliances could only be achieved with a certain degree of discipline and, in many cases, much resignation and sacrifice, especially in the case of women.14 Albeit following a set of rules governing the hierarchal and masculine structure of the family unit, there was an evident need for negotiation and reciprocity within these kinship networks aimed at relieving internal tensions and balancing internal inequalities.

At the same time, the need for individuals to control their passions was an idea that had been gaining currency in Europe since the sixteenth century, not only regarding males but also females, as we will see in the next chapter. In a way, this was one of the demands of the self’s growing importance as a social actor. As already seen in Chapter 3, this tendency towards and need for self-discipline was not unique to Protestant Europe. On the contrary, it was omnipresent in Catholic Europe and, as of the sixteenth century, formed part of the moral ideology of the Counter-Reformation.

The Jesuits, as well as the neo-Stoic currents present in Europe since the sixteenth century, are known to have played a role in the development of this idea of self-discipline. The Jesuit Baltasar Gracián, one of the most prominent thinkers at the time, applied some of those concepts to the field of politics, thus developing them. A reading of El Héroe, one of his earliest works, hints at what was to follow in others such as El Discreto and El Criticón, plus several others. In these works, Gracián contrasts individual virtues that involve self-control, such as prudence, sagacity, education for developing ingeniousness and taste, among other similar ones, with negligence, gratification or extravagance, violence, effeminate inclinations, profligacy, sumptuosity, ostentation and other similar ‘vices’.15 These ideas were more than wishful thinking or a moral imposition. On the contrary, as of the end of the sixteenth century they even began to have medical implications owing to the spread of opinions that, closely associated with moral standards, related the passions, anger, lust, gluttony, wastefulness and so forth with disease. It was held that some, such as melancholy, were directly caused by the negative humours to which those passions gave rise in the body, for which reason they had to be combated with ‘neo-Stoic philosophy and religious discipline’.16 Self-discipline, including self-control in the use of wealth and material goods whose squandering was aimed at satisfying the passions, thus became the best way of preventing moral and physical sickness, which, as seen with the Magistrado dei Puppili, could be related to mental disorders. All of which clashed with the moral economy of the ruling classes for whom expenditure, even the sumptuary and conspicuous kind – often bordering on what would be understood today as extravagance – was a way of flaunting the prestige of networks of relatives and close friends and even of investing intangible capital which could be important for families.17 In the case of women, it could even be a way of giving them an honourable exit through dowries for marriage or for entry into some ecclesiastical institution.

As one might expect, those tensions were often palpable in the early stages of life when self-control still had to be learned and when decisions that could be essential for the future of family members were made. To this should be added that in a global city like Seville the relational spaces in households expanded, for more sons – and especially daughters – had to be married by proxy, before embarking on journeys separating them from their loved ones for life, more family members had to assume roles outside the peninsula, and so on. Accordingly, those kinship or patron–client networks ran a greater risk of breaking down as victims of displacements. Given these circumstances, nor it is surprising that as early as in the seventeenth century – and partly influenced by the aforementioned moral reasons – there were perceptible changes in the moral economy of the nobility and other sections of society. These preached the need for frugality and an economy in which there was less expenditure on social legitimation, above all as that society began to consider this to be a waste of money and an irrational way of managing material goods.18 This led to tension between ostentatious spending and thrift that some would have doubtless seen in the parable discussed here.

This already strained state of affairs felt the brunt of the socio-economic transformations occurring since the fifteenth century, some associated with the early globalization. The arrival of foreign gold and silver in Europe eroded the income of the high nobility and reduced the leeway of their descendants at a moment when urban and court life was obliging them to spend more on their social legitimation (see Introduction). Many families, often deeply indebted, albeit not bankrupt, sought a solution to their problems in the political jockeying for court positions. Nevertheless, this only jeopardized the delicate balance between the interests of these families and the personal aspirations of their members, who frequently had to submit to the dictates of the paterfamilias at a moment when some of them were beginning to pursue individualism. The great merchants were not immune to this situation either. The Atlantic expansion not only multiplied business opportunities, in the case of Seville thanks above all to its Asian, African and American dimension, but also increased the risks and, consequently, the need for family solidarity and mutual support. Those risks and the need for solidarity had to do in part with the increasingly broader scope of businesses. In effect, the distance separating the correspondents sometimes managing family business affairs on different continents required, on the one hand, strengthening the ties between them and on the other, threatened their maintenance. Furthermore, the members of these family networks often worked in regions under very different legal systems in which the public powers – namely, ordinary justice – were unable to guarantee contract compliance. In those circumstances, joint liability and reciprocity between them based on kinship ties were even more essential.19 In a progressively more competitive world, the need for family unity became more important as the likelihood of its breakdown – the temptation to shatter that unity – increased. In that world, the irresponsibility or lack of self-control of some members when managing family relationships and economies – chiefly expressed in profligacy – could cause problems for everyone. This problem materialized in different ways, since in the case of male members they mainly threatened family’s solidarity and economic stability, whereas women’s lack of discipline might provoke scandal and endanger its honour.

As it was affected by these transformations, Seville was a breeding ground for these tensions and for a greater sensitivity towards the problems they had caused. Albeit with relatively unencumbered estates, many of the most illustrious noble houses of Seville – or, better said, of southern Andalusia – were perfectly familiar with this situation. On the other hand, their coexistence and ties with the families of bankers, Genovese and subsequently Flemish and Dutch merchants, if not with Jews converted to Christianity, made the borders between the aristocracy and the most prominent merchants more porous, but could also accentuate these contradictions. This was even more the case between merchants with business interests ranging from America to Africa, from Asia – sometimes including the Philippines – to Seville and the peninsula’s interior regions – chiefly the major fair towns of Castile and the Madrid court – and more often than not also to Italy, the Netherlands, Germany and Portugal (Lisbon, in particular).

It was in this context that the parable of the prodigal son could gain relevance, with its generic meaning being supplemented by more specific discourses and experiences that were easily identifiable for society at the time.

The Prodigal Son I: Claim, rift, departure, squandering of the family fortune, uncontrolled passions and fall
Before returning to Murillo, it is essential to examine the literature of the period, particularly the plays from which he might have drawn inspiration. There are at least three versions of the parable of the prodigal son, all of which were influential in their own way at the time, namely, those of José de Valdivielso, Lope de Vega and Tirso de Molina, without forgetting of course the Gospel of Luke, the wellspring of all three. They were all known in Seville and by Murillo for a variety of reasons. Even though it is too lengthy a task to compare them here, they can serve to underpin some of the arguments presented below.20

An overview of the Prodigal Son series in Dublin and of the painting in the Hospital de la Caridad confirms Murillo’s express intention of evoking kinship ties and family relationships. To start with, it is striking that he chose the parable, instead of other alternatives, for representing charity. I am referring specifically to the episode involving St Martin in which the noble and saint of Tours displays that virtue by donating half of his cape to a pauper. At least in the case of the painting in the Hospital de la Caridad, there were certainly other alternatives if, as seems clear, the idea was to represent the work of mercy of clothing the naked, as in Murillo’s Brother Juniper and the Poor Man (c. 1645–6, Musée du Louvre, Paris) and St Thomas of Villanueva Dividing his Clothes among Beggar Boys (1667, Cincinnati Art Museum, Ohio).

In addition, the way in which Murillo conceived the Prodigal Son series in contrast to the biblical parable per se only confirms that dimension of his compositions. The topic of the relationship between a father and his offspring in his role of paterfamilias and his task of managing intrafamily relationships and imposing his authority, among other aspects, is clearly reflected in the parable of St Luke. In the gospel narrative, however, the family is only implicit and certainly not mentioned as such. Reference is only made to the father, the prodigal son and his brother. By contrast, in the paintings belonging to the collection of National Gallery of Ireland – and even in others – the family, depicted as a whole, is explicitly represented as an entity, an aspect that the beholder does not have to deduce from the composition. This is particularly perceivable in The Prodigal Son Receiving his Portion in which, together with the father and his son, there are other characters such as the firstborn and his sister, the latter a very important character in this case.21 The painting also expresses very graphically the way in which the prodigal son’s demand for his portion affects the family as a whole not only emotionally but also economically. That presence of the close family circle is equally explicit in The Departure of the Prodigal Son, in which two female characters, the sister and the mother, are weeping disconsolately. The mother also takes centre stage, to the point that she almost seems to steal the limelight. Moreover, the presence of the female members of the family is highly significant, for it points not only to the family dimension of the conflict but also to the need to integrate women into that world of domestic economy, affections, emotions and common causes. Murillo thus reflected – yet again – the role that treatise writers of the period and, undoubtedly, his contemporaries gave them, with all the pros and cons that this might have entailed.

This interest in the family as a social unit in Murillo’s oeuvre is even more evident considering that none of the plays mentioned above clearly represent it as a whole. In this respect, they all follow the concise and implicit biblical parable, despite the fact that in all of them it is adorned or fleshed out with other main characters, such as Remón’s fictious Severio and Tirso’s equally spurious Glutín, an intelligent and ambitious servant who becomes the prodigal son’s travelling companion. Furthermore, many of the visual representations of the period also omit the family. In Rembrandt’s The Return of the Prodigal Son (1663–9, State Hermitage Museum, St Petersburg), the rest of the family members remain in the shadows. On other occasions – as in Callot’s woodcuts, which circulated widely in Europe and served as inspiration for Murillo – what is actually represented resembles more the large aristocratic families of the period. Murillo was obviously distancing himself from those tendencies. Hence the importance he attached to the female members, who were conspicuous by their absence in many of the narratives of his day. Very much in keeping with the moralist literature of the period, this female character – absent in plays – took the shape of the grieving mother. Even more striking is the presence of the sister, albeit in the shadows, in the foreground of the scene in which she receives her portion and at the moment of the prodigal son’s departure. Furthermore, Murillo did not only include women in the family narrative but also represented the type of austere, obedient, industrious and devoted woman commended by treatise writers and increasingly more central to the social fabric of the city.

All considered, a crucial aspect of Murillo’s narrative is the breakdown of the family unit which, moreover, included men and women. It is more than likely that this was one of the most frequent interpretations in his day. From the perspective of the existence of a family estate which underpinned the internal coherence of this kinship network, when one of the sons – perhaps the second – demanded his portion, it did not only lead to an emotional rift but also undermined the family’s economic cohesion and reciprocity. As it involved the second son, that is, for many aristocrats the scion who was not destined to inherit the entailed estate, the accent was possibly being placed on one of the most pressing problems of the Castilian elite’s system of kinship relations: the need to compensate or retain the most marginal member or members who were most likely to cause a family rift. If Murillo or his audience knew the work of Tirso – in all likelihood, the author most familiar to them, notwithstanding the fact that it is held that Lope wrote his auto sacramental on the prodigal son in Seville – that interpretation evoking the firstborn and the second son would have been made immediately, as evidenced by many passages from the play.22 As with the work of Tirso, Murillo’s series evokes a criticism of primogeniture and mayorazgo whose negative effects were increasingly more evident for many of his contemporaries.

To understand the way in which this series would have been interpreted in Seville and in many European regions, we need to recall that the experience of witnessing how children left home for good was a matter of course in the city – as in other similar global cities. Younger sons frequently departed for distant lands (Murillo was an eyewitness) either to take charge of far-flung nodes of commercial networks or, as occurred with noble families, to join the army or to take vows. There is a fund of information on the distant roles played by members of the Corzo and Mañara families, thanks to the well-documented studies performed by Enriqueta Vila Vilar, who documents how not only male members of the family, but also women were displaced to Peru as a way to give consistency to the emotional and economic links that bound that family.23

On the other hand, second sons and all kinds of elite whippersnappers were already classified – not only in Seville – and even prompting criticism of the corrosive effects of wild youth within the paterfamilias system. In Cervantes’ The Jealous Extremaduran, the main character Loaysa represents one such vainglorious young man:


There is in Seville a class of useless idle people usually known as neighborhood men; these are the richer young men from every parish, lazy, showy, plausible people, about whose dress and manner of living, and whose customs and rules of conduct a good deal could be said; but we’ll leave that aside for good reason.24



The book, written some years before the paintings of the Prodigal Son series began to leave Murillo’s workshop, makes very interesting reading. It is about the scions of rich families, lazy, showy, plausible people about whom the author prefers to say no more, probably because he knows full well to whom and to what sort of criticism of honour his comments could refer.

One could even claim that Murillo borrowed from Cervantes’ novel or others circulating at the time when he painted The Prodigal Son Feasting. But he also had many examples from real life and even among the ancestors of his possible commissioner, Don Miguel de Mañara. Enriqueta Vila Vilar has shown how Don Juan Maldonado, who had married Doña Antonia, daughter of Antonio Corzo, was accused by his own brother ‘of having squandered his fortune and that of his wife, who had contributed 20,000 ducats as a dowry’, alleging that due to ‘an illness he had lost his mind’. This is not an exceptional case. More testimonies exist in Seville that illustrate contemporary opinions that gambling paved the way for losing self-control and rationality, which, as we will see, help interpret Murillo’s series.

Cervantes’ novel and what was evident to all in Seville at the time merely confirmed the reality about which the aforementioned works had waxed lyrical, even before Murillo painted his series, signifying that it was a common interpretation. All of them include such a character: Pródigo (hereinafter Prodigal) in Valdivielso and Lope and Liberio in Tirso. In all the paintings of the series, moreover, there are aspects relating to youth, inexperience and even amusements, one of the vices that was coming in for increasingly harsher criticism in that society (see Chapter 3).25 Indeed, youth – of course, a woman – is either a literary character, as in Lope, or an ever-present reference to the reason behind the son’s thoughtless demands and departure. The different narratives and Murillo’s series thus entail a warning against that difficult age in which bad decisions are made and against their implications for the family.26 Even Tirso’s Felicia, the embodiment of blissful illusions conveying dazzling messages to Liberio to the point of making him believe that happiness should be sought in this world, is a representation of youth and the dangers that it conceals because she is, moreover, a woman and therefore a bad influence owing to her moral and rational inconsistency. The contrast between the absence of women among the play’s human characters and the profuse, and in some way inevitable, feminization of the passions they combat stresses in this way the gender bias of the argument even beyond Murillo’s representation.

Despite that supposedly natural cause – the unsteadiness of youth – appearing in these first passages, to all appearances the young man is not behaving unreasonably, which is one of the most important aspects of the moral theological dimension of the story and its socio-economic repercussions in this specific context. In both the plays of Valdivielso and Lope, the youth departs of his own free will – a crucial aspect in Europe at the time – while also alluding to actions performed in full possession of his faculties.27 Lope and Tirso also insinuate that the son’s departure has nothing to do with his ambition for wealth or avarice. The economic interests – albeit important – are presented as the consequence of the hopes that the youth and an overflowing masculinity entertain. One could even say that an uncontrolled masculinity goes through the whole play, in that the son leaves in pursuit of Lust and Beauty. It is, in any event, his desire for freedom and finding himself that prompts the son – that is Prodigal in Lope, and Liberio, whose name could not be more eloquent in this respect, in Tirso – although he can only achieve his aspirations after receiving his portion of the inheritance.28 At the moment of his departure, the prodigal son is thus an expression of the unfettered desire for personal fulfilment and self-assertion, also reflected in the journey and the risks that it entails. For it is during that hazardous journey when, far removed from his own world and the restraints and support of his family, he faces challenges and lives experiences from which in some cases he hopes to encounter truth and himself. That same ideal appears in previous versions directly related to the broadening of horizons brought about by the early globalization.29

At first glance, this free will and reason without which the former cannot exist is one of the most difficult aspects to discover in Murillo. Nevertheless, it can be assumed that he also embraced the ideas of rational decision making and initial free will, albeit depicting them more subtly. For one thing, this is evident in the contrast between the harmony of the first two compositions and the situations of breakdown and even degeneration and rootlessness represented in the scenes depicted in The Prodigal Son Driven Out and The Prodigal Son Feeding Swine. The idea of a rational decision, in full consciousness, is reinforced by a touch of elegance and even nobility in the representation of the departure, in which the son is portrayed as a dashing young man richly and elegantly attired with a red cape manly posture and riding a magnificent horse, on par with the best painted by Velázquez. Neither does he seem to be deranged nor to have lost his senses or reason. It is also worth speculating on details such as the spur that has practically been given pride of place in the painting, where it is impossible for the beholder to miss. This is a possible allusion to how the money received ‘spurred’ the son’s passions, as occurs with Tirso’s metaphor30 and, in relation to the aristocracy, to the ability to control one’s own passions. Even more so when the spur is associated with the sword – which also stresses his masculinity to the extent that it evokes war and virility – as a badge of nobility, which the prodigal son is also wearing in reference to the possession of virtues.31 It is precisely this coincidence that suggests that it is the correct interpretation of Murillo’s painting (although it could be depicting both, thus leaving the choice up to the beholder).

The fact that the prodigal son is aware of his acts is central to understanding the following: the frittering away of his portion of the family fortune, which is inseparable from his moral decline which in turn leads to the loss of reason. All this can be perceived in The Prodigal Son Feasting, The Prodigal Son Driven Out and The Prodigal Son Feeding Swine, which also recall the sentences handed down by the Tribunale dei Pupili. As before, Murillo chose – from among all the narrative options at his disposal – the most allusive, least caricatural and most synthetic and contained, namely, that which allowed him to express his pictorial genius without sacrificing communication or persuasion or resorting to the mundane or trite.

It is striking that in the prodigal son’s process of moral decline, Murillo omitted gambling, at least judging by the ‘cartoons’ that have come down to us. In other words, he singled out the more economic and, after a fashion, most grotesque aspect of that decline, ever-present in plays and literature of the period. The economic side to the story is merely represented by suggesting to the beholder that such extravagance and profligacy came at a high cost, an aspect also underscored in all the plays of the period. By the same token, he also left out the embodiment of the passions and vices by humanized allegorical figures, so commonplace in plays and above all autos sacramentales. As a matter of fact, albeit not clearly discernible at first sight, lust, pleasures in general, gluttony (also represented by drink, as in Tirso’s work) and the enjoyment of music are depicted in a scene in which the main character is surrounded by two servants, a musician and two prostitutes, without any standard iconographic reference to these passions. There are grounds for believing that, as was occurring with ‘Immaculates’ (see Chapter 8), the author or his client understood that there was no need for direct symbols but only signs that the observer, already familiar with the topic, would know how to interpret. As with the motifs that reflected the same values expressed in contemporary Dutch painting, Murillo also seems to have sacrificed the explicit parts of the story in favour of the contention and naturalism of inculcation. Very much in keeping with his quest for beauty even in social scourges – Valdivieso has generally underlined this for his oeuvre – Murillo would never indeed represent deviations, vices or passions as explicitly as other contemporary painters.

At first sight, it can be argued that, as these three painting were not to be found in the sequence of a story known to the beholder, Murillo was representing activities such as conversation, music and a secluded life in the positive light in which they were cast at the time.32 There are undoubtedly references to the five senses, but a thorough analysis of the painting is very revealing in that it points to the existence of a critical discourse against them. Murillo’s intention was to emphasize the ambience of luxury and extravagance in a manor house recalling that described by Cervantes himself in The Jealous Extremaduran. Nor do the generous spread laid on, the glass of wine or the furnishings leave room for doubt in this respect. Equally noteworthy is the contrast between the visible luxury of The Prodigal Son Feasting and the austerity of the furniture and material culture of the father’s house, visible in The Prodigal Son Receives His Portion and other scenes. Only the blue garments – the most expensive dye at the time – and the religious ring presented to the prodigal son on his return are exceptions to that paternal austerity. The aim is obviously to reflect the father’s happiness and ‘prodigality’, justified by his son’s return, and also the charity that justifies wealth but which is shown to those who really need it and which contributes to the moral redemption of the giver and the receiver. Equally eye-catching is the depiction of the apparel of the courtesans and the gender dimension that they reveal, for they are wearing clothes that highlight their physical attributes. In opposition to the austerity and modest attitudes of the mother and the sister – who are frugal even in comparison with the father – in the two previous paintings, the two courtesans convey an unmistakable message: luxury, profligacy and unnecessary extravagance; or, better said, the largesse and munificence which an increasingly larger section of society considered as a vice from which those affected by it should be ‘roused’ and as indications of the bad administration that ruined people and their families. Of course, again far removed from the scenes of prostitution predominating – as seen – in Dutch painting, the narrative evades those indecent situations but spells out the interpretation to the observer. At the same time, it reflects the two sides of the contemporary vision of women, mothers and sisters connected with the network of family affections, on the one hand, and a source of temptation and perdition that could result in the breakdown of that network, on the other.

That moral decline even implies the loss of reason and is behind the fact that Prodigal has fallen victim to his passions, two associated ideas. The argument follows a tradition dating back to St Augustine and taken up later on by Vives and Erasmus, before finally appearing in Guzmán de Alfarache.33 For only reason could tame ‘bodily pleasures’, according to the thinker from Rotterdam. It was reason, which St Paul also called ‘light of the soul’, that made it possible to cope with the dictates of the passions.34 In Lope’s work, Prodigal introduces himself to Lust as follows: ‘My will introduces itself to your great perfection/ of understanding exempt/ and free from reason./ The memory of my land/ and my forgotten father/ is only employed in you/ and the door shuts to all/.’35 It warrants noting that reason is lost with memory, with the recollection of oneself and one’s own status, viz. a form of alienation.36 In Valdivielso’s work, the character of Oblivion plays an important role. Summoned by Pleasure, he symbolizes the forgetfulness of the father whose alienating effects are a real threat.37 Lope introduces a wine called Oblivion which Gambling serves to Prodigal and which robs him of his self-awareness.38 He thus recalls something that for Juan de Ávila was fundamental, that is, the loss of self-awareness and, consequently, free will.39

Considered as a whole, these three paintings recount a story open to contemporary interpretations which symbolizes not only sin, profligacy and madness but also their consequences in terms of personal, social and economic decline. The scene of dissolute living (The Prodigal Son Feasting), of apparent happiness at least in the material dimension, contrasts with the two following ones depicting violence (The Prodigal Son Driven Out) and abject poverty and rootlessness (The Prodigal Son Feeding Swine). In reality, what is being represented is the transition from ostentation to disillusionment and from there to poverty and prostration. All of this constitutes – see the plays of Valdivielso, Lope and Tirso – a process of personal degradation. The first of these paintings begins to show how passions convert the ‘gentleman’ into a ‘villain’ – a tremendous fall from grace in a rigidly compartmentalized society. Likewise, as a result Prodigal ends up working as a swineherd, a very lowly occupation – ‘It isn’t a befitting occupation/ for a well-born man/’ – who, moreover, serves the devil, his despotic master. In the same work, Oblivion, for his part, recognizes that those passions ‘have made a monkey out of’ Prodigal, before evoking the monkeys dancing the zambapalo (an ancient dance from the Indies which in Valdivielso involved a monkey that danced to the rhythm of the music played by a person), thus referring to personal degradation and the loss of dignity and freedom.40 Prodigal has become now a puppet dancing to the devil’s tune.

This is how the vices and passions – and the consequent loss of self-control – seduce him with the aim of divesting him of his wealth. In addition to describing the process, Lope states this explicitly in the words that he puts into the mouths of the musicians, who practically play the role of narrators,41 and even seems to present the character naked. Valdivielso makes Lust confess that the intention is to leave him with nothing, be it spiritual or material: ‘I’m peeling him very slowly/ until leaving him naked.’ She then hands him over to Gambling to complete his humiliation, not without first confessing that this is also possible owing to the loss of reason resulting from disorderly passions and, in particular, misunderstood love. Youth expresses this in the following terms: ‘How foolish love makes people,/ it has made many stupid.’ Albeit not identical, this passage also recalls Calderón’s auto sacramental, El pleito matrimonial, performed shortly before in Seville. Although there is a difference in that the author represents another character – Will – as being inferior to ‘understanding’, without this leading in reality to perdition.42 In the parable of the prodigal son, the loss of will means moral prostration and irrationality.

The decline and fall of the prodigal son are more gradual in the works of some of the aforementioned authors, who recount his irrational profligacy and how he steadily gives in to all the requests of the vices with respect to his portion. In the three plays, the focus is placed on the taunts that he receives from the vices who treat him like a human wreck, thus stressing his personal degradation.43 To this should be added the fact that they reject and ignore him once they have achieved their objective. The story’s main character thus transitions from the moral degradation resulting from the quest for happiness in worldly goods and immoderate spending, to poverty and social exclusion. In Murillo, this last scourge is symbolized by his stoning and expulsion from the city by the courtesans. In other words, it is precisely the dregs of society, viz. those women diametrically opposed to the ideal family woman, who now without any interest in flaunting their seductive charms pitilessly expel him from the community, which possibly also evoked degradation of his masculinity for some beholders. The moral theology of the period ultimately led to a moral economy that, in this case, Prodigal has not observed, for which reason he has been plunged into material ruin.

Perhaps the work that best describes this process is that of Tirso, in which Liberio – on being compared to Lázaro, who gives all his goods to the poor, and to Nineucio, who embodies excessive avarice and power – had also forgotten about the fact that wealth should not be squandered in this world but should be spent on meeting the needs of the dispossessed and should be adequately administered. This was important at a time when both moral degradation and socio-economic decline were closely related forms of personal corruption and which many would have interpreted as one and the same. In this regard, it is also important to recall that it is a woman, Felicia, who causes this confrontation between Nineucio and Liberio and who then awakens this uncontrolled love in him which ultimately drives him to his perdition.

For all that, the prodigal son has not only hurled himself into ruin but has also become a ‘brute’, an expression employed in those works and in Callot’s woodcuts.44 In this connection, Inspiration – who, in Valdivielso’s play, the father asks to look after his son – remarks to Prodigal, ‘You behave like a mere beast blundering along.’45 This is symbolized by the fact that, half-naked, he subsists like a savage on the acorns on which the swine feed. This image was already present at the time as contact with new worlds and the sauvage were being made. It also stresses his expulsion from the civitas and the community to which he has been forced to submit and which sends him to the galleys, thus depriving him of his freedom.46 That degradation seems to hit rock bottom when, starving, he declares, ‘I’d serve the devil for something to eat.’

Thought has been given to why Murillo eliminated the ruins from the background of the painting in which the prodigal son is feeding swine and which have been discovered only recently. Whatever the reason, the truth is that the final version underscores more effectively the savage character of the episode which takes place in a sort of mountain wilderness.47 It is worth recalling the name of the owner of the swine, Montano in Lope’s version of the story, as well as the image of the mountain as a wild place far removed from the community. As Cavillac has observed, Covarrubias assimilated the expression ‘to lurk in hiding places’ to that of ‘to rob in forests and woods’. For his part, Giginta emphasized how necessary it was to remedy the situation so that ‘the offspring of the riffraff should better obey their fathers … in order to prevent them from lurking in hiding places [i.e. from taking to the hills] with the roguish vagrants and beggars of the large townships.’ In this connection, Vanegas – as Cavillac also notes – referred to ‘fugitives of reason who abandon themselves’, an expression that chimes with the aforementioned idea of alienation and which this last treatise writer applied to those who abandoned their work, thus associating industriousness with reason.48 Father de León also referred to the semi-barbaric state of the mountain villages of Granada employing that same expression as a way of justifying the interior missions of the Jesuits.49 In short, Prodigal, Liberio or however we want to call him is now a social outcast. He could also be regarded as a pauper responsible for his own miserable lot, rather than an authentic one who has been plunged into penury on account of others, as can be deduced from some passages from the works under study. Actually, in Lope’s play there is nothing odd about the fact that he is attributed the ability to work, thus theoretically making him ineligible for charity, nor that none of the other plays present him as a beggar.50

The Prodigal Son II: Youth, travel, repentance and conversion
As already noted, travel was a recurring theme not only in Murillo’s oeuvre but also in the daily lives of the people of Seville at the time. It was present in both the real and imaginary world and, on many occasions, was associated with repentance and conversion. The prodigal son is doubtless a typical case. For this reason, part of the series’ evocative power has a lot to do with the young sinner/journey/repentance/conversion quadrangle, always present, albeit to a different extent, in both the reality and imagination of the people of Seville and Europeans of the period.

As demonstrated by Vila Vilar and Piveteau, there is no indication that Mañara had been a debauched Don Juan and, therefore, that the Prodigal Son series was a reflection of the man before his conversion. Yet there is not a shadow of doubt that it was a social type with which many observers and, of course, the people of Seville were familiar.51 Real characters included these young men about whom Cervantes talked and who Pedro de León described in his treatise on prisons, when recounting the disgrace that their acts and, in particular, the ‘abominable sin’ had brought upon their families. By the way, this was most likely the reason why Cervantes preferred not to go beyond his critical comments, in keeping, moreover, with the Aristotelean maxim according to which the truth should be concealed when it might do substantial harm to third parties, in this case to the family whose reputation was sullied by the acts of offspring.52 The same went for Don Pedro Téllez de Girón, 3rd Duque de Osuna, who seems to have spent his youth in Seville in gross intemperance.

This time, nevertheless, truth would not be stranger than fiction. Cristóbal de Monroy, from the Seville town of Alcalá de Guadaira, wrote a play about the life of Osuna, subsequently performed in Seville, which only reinforced this stereotype of the young troublemaker, womanizer and practical joker who, in this case, managed to redeem himself because of his military valour and lineage. This representation, as with others, whipped up anti-French sentiment (see Chapter 8), owing to the fact that most of his escapades as a young man and feats of arms leading to his redemption occurred in France. But it also reflects the value of the journey compensating for a life spent offending and insulting women and the authorities on the part of Don Pedro, who was used to projecting an image of gallantry and masculinity associated with courage and a disregard for moral standards.53 At the end of the 1650s, Monroy’s El Gigante Cananeo S. Cristóbal, dedicated to a saint inextricably linked to the city, was also performed. Even though he does not correspond to the image of the young libertine, Cristóbal has his mind firmly set on serving the most powerful lord. The important aspect here is his process of repentance and conversion and the way in which the journey forms part of the action, which has remarkable parallels with the versions of the parable of the prodigal son cited above in terms of both their development and the many references to moral theology.54 The story of Don Juan Tenorio is just as well-known. In this case, there is no repentance or conversion, for the intention is to give instructive meaning to his damnation when death catches him unawares before he has had time to repent. But Tirso portrays the character as the son of a noble Seville family who, after his trip to Naples, returns home. He is also a young libertine, who allows his passions and use of a mistaken conception of love for women to besmirch other families to get the better of him, and who ultimately never repents or receives forgiveness.55 This young man is shown to have one of the greatest vices and defects that a nobleman could possess: that of sullying the reputation of women and, consequently that of their families, of which they were custodians, thus clashing with the idea of the nobility as the bulwark of society. Another such example is Don Luis de Paz, a Granada nobleman who was described – groundlessly, it would seem – by the Augustine friar Antonio de Jesús as a repentant noble sinner who ultimately renounced his worldly goods and became his community’s saviour. The fact that, following his repentance, Don Luis was urged by the multitude to lead the rebellion only reinforced and promoted this stereotype of a sort of popular hero who atoned for his sins by performing good works (see Chapter 7). These are just some examples of how the equation youth/travel/repentance/conversion – some of them, primarily travel and conversion, closely linked to globalization’s experiences – was a topos perfectly capable of influencing the interpretation of Murillo’s oeuvre. Also they represent forms of masculinity based on the abuse of woman or passional sins and uncontrolled sentiments, which are contraposed to another male stereotype emerging from repentance and conversion, as it will be the case of the prodigal son. Needless to say, most probably those ideas also were present in the way contemporaries interpreted the parables and Murillo’s paintings.

In most of these works and characters, moreover, there is also a family component. To which should be added the inconsistency of youth, a key aspect that takes on full meaning within that family and which is only implicit in the gospels, thus lending the story greater historicity in the early modern age. The greatest sin of the young rakes of Seville to whom Father León refers – he calls them ‘young gentlemen’ – was not only their homosexual practices but also the immense disgrace that this brought upon their families.56 As already observed, Don Juan rebels against his own father and his mockery of Doña Isabel in Naples not only offends her but also her family. Likewise, his offence also dishonours his own father and uncle, Don Pedro who, in a huge gesture of family solidarity, covers his back during his escape, despite the royal warrant for his arrest.57 In other words, family logic even overcame loyalty to the king. Equally expressive is the king’s decision to pardon Don Juan, merely sending him into exile, owing not to his own merits but ‘only to the worth of his father’.58 The same meaning can be glimpsed in Tirso’s version of the parable of the prodigal son, in which his older brother remarks to their father, ‘When he [the prodigal son] depletes your estate, besmirches your reputation, gambles, squanders, sells, let he who allows this and gives him free rein weep.’59

This part of the story also allows for other considerations. Firstly, it is the main character who is responsible for his own conversion, an aspect that because it is taken for granted is not usually mentioned. This is important because, in a way, there was a growing rejection of forced conversions, which were being implicitly and commonly evoked at the time. Especially when in Seville a concerted effort was being made to canonize Ferdinand III, who was praised for the fact that he had conquered the city for Christianity, thus implicitly associating the necessarily violent conquest with conversion, while also giving rise to misinterpretations inconsistent with the doctrine of the Catholic Church. Erroneous or not, conversion – very much present also in the Americas and in the global minds of Sevillanos – was a free act within the scope of the ‘free rein’ that the father gave his son – a clear reference to the Almighty.

That conversion had a number of noteworthy mechanisms and stages, although Cavillac has also framed them in another context in his study of Guzmán de Alfarache. The key issue is how conversion and redemption, ultimately leading to the father’s forgiveness, are achieved because it is unclear whether the soul, after losing reason, can recover free will and achieve grace on its own accord. The topic, entering fully into the major Catholic–Protestant dilemma of justification through works or grace was, as can be seen, central to that society: Did conversion result from individuals themselves thanks to their works or from God through grace? But if the former was true, how could this be so after losing free will and reason, which was but a form of death of the soul which made repentance, the meaning of good works and the control of the passions impossible?60 Of course, plays would attempt to resolve this dilemma in one way or another. In this connection, Valdivielso makes Inspiration say that there are two deaths, that of the body and that of the soul, while urging Prodigal to repent as a first step. This was followed by the recognition of sin, repentance and the intervention of divine Mercy who brought forgiveness through the Church. But it posed the question of how this dilemma should be represented in painting. As before, Murillo was obliged to make several choices. This, I believe, is the reason he focused on the painting of The Prodigal Son Feeding Swine and, in particular, on the conception of that scene which, moreover, was borrowed from woodcuts of the period, specifically those produced by Callot. On doing so, he did not only express his self-exclusion from the community but also the exact moment of repentance in an act that was also coded at the time. This can be seen in the case of St Paul, whose fall from his horse led him to repent, change his ways and beg the Almighty for forgiveness; a scene that Murillo also represented magnificently.

In reality, many of these conversions drew from the way in which St Augustine narrated his own. The saint had sought the truth for years, even embarking on a journey – the key notion of travel regarding globalization again – to this end, from his hometown of Hippo to Milan, where he devoted his time to study and reflection which, albeit fruitless, ‘blew up a huge storm within him and brought on a heavy rain of tears’. As he himself expressed it, ‘weeping in the intense bitterness of my broken heart’, until suddenly hearing the famous ‘tolle lege, tolle lege’, in such a way that, coming across the Gospel of Mathew and being impressed by it, he subsequently encountered St Paul to the Romans, expressing this in a sentence that, as before, brings to mind the topic of the passions, extravagance, gluttony and other vices: ‘Not in dissipation and drunkenness, nor in debauchery and lewdness, nor in arguing and jealousy; but put on the Lord Jesus Christ, and make no provision for the flesh or the gratification of your desires.’61 Namely, in the process of conversion there was an external force that, united with his repentance and promise to change his ways, enabled him to overcome his passions, the flesh and the world. In accordance with this, Murillo distanced himself from a representation as dramatic as his The Conversion of St Paul (1675–80, Museo del Prado, Madrid) for it is quite plausible that he attempted to depict not only the father’s summons but also the son’s repentance.

In the following cartoon – which also follows the gospel version – the son is not portrayed knocking on his father’s door. On the contrary, it is the father who goes out to receive his son, encountering him repentant at the door of his house. Without referring to Murillo or the prodigal son, Cavillac has provided some clues for understanding the meaning of these scenes. The first has to do with the son’s repentance, without which his painting would not be reflecting any value, for it is this that, from the father’s perspective, allows him to recover his free will and reason. ‘God only helps those who help themselves.’ Secondly, the grace of God, symbolized by the father who goes out to receive his son, the sole course of action that can procure salvation and give meaning to the latter’s resolution to mend his ways.62 Literary works of the period also reflected this, thus giving meaning to Murillo’s pictorial elections and more than likely establishing the way in which his oeuvre should be interpreted. A close reading of such a similar work as Mañara’s Discurso de la verdad shows that many people of Seville immediately arrived at that interpretation. In this work, Mañara warned against the bad use of riches and pleasures – both a sort of topos in global Seville – while stressing the need to consecrate them to God and the poor. Similarly, he stressed how important it was that reason should control the lowest bodily appetites, something that was omnipresent in the medical and religious literature and which had penetrated deep into the social fabric: a ‘soul weighed down with bodily pains [which according to him were vices] cannot rise up to God because it is all in the part that suffers’.63

By contrasting Murillo’s narrative and Guzmán de Alfarache, it is possible to take a step further in relation to the argument of wealth. For indeed, as Cavillac underscores, the works that Guzmán performs and for which he is illuminated by grace – which is what really gave them value – include virtuous pecuniary ones.64 In Lope, the correlation is seemingly expressed when, after Montano hired Prodigal, the former recognizes his willingness as a virtue,65 which is immediately followed by the latter’s repentance and request for forgiveness. Just as moral and financial bankruptcy were interlinked, so too was economic recovery and moral regeneration, all of which, according to Cavillac, signifies that this interpretation was closer to that of Calvinism, despite the apparent distance between the two worlds. When the father subsequently forgives his son, he does not only readmit him to his household but also offers him gifts reflecting this dimension. The iconography of the last painting in the series is therefore exceedingly eloquent and coincides with that of the Metropolitan Museum of New York. The son is received with a gold ring and rich garments dyed purple which, together with red, symbolizes wealth, and also love, when accompanied by the colour white, present in this case in the clothes that servants offer him.66 Likewise, the scene’s layout and the attitudes of the characters demonstrate that it is not a question of luxury but of the wealth of grace. In other words, it is the riches of the poor, viz. the kingdom of God, and not the worldly kind which are a delusion. As before, the scene which is important for supporting the arguments set out here recovers the meaning of the family – and the role played by women in it – whose honour is also restored thanks to the son’s return and conversion, embodied again by the mother and her compassionate and emotional attitude. In turn, this signifies the readmittance of the prodigal son in the comunitas which is underpinned by the family and women – or that is what some believed (see Chapter 6).67 The narrative therefore reflects not only the moral theology, based on the ideas of forgiveness and charity, but also the social values of the period.

Conclusions
Murillo’s Prodigal Son series is one of his most enigmatic. We do not know for whom it was painted and very little about the painter’s or the possible customer’s intentions. In addition, Murillo was sparing with the ins and outs of a story circulating at the time with many more elements and details. For all these reasons, historians should treat this ‘document’ with due caution.

Yet framed in the context of the period, this story is very revealing. Murillo and his customer, in such a case, resorted to a series of universal motifs: father–son relationships, the family, the role of women in it (and, in a way, outside it), sin, repentance and conversion, forgiveness, extravagance, passions, masculine love unbridled by will or reason and so forth. It is all this, already implicit in the biblical parable, that gives these paintings a general character that makes them interesting in any age or culture. Similarly, it also gives them a global character. Indeed, this chapter has not covered the American dimension that during the same period adopted the representation of the parable, as shown in the oeuvre of Juan de Espinosa Medrano ‘El Lunarejo’, which has been interpreted as a form of self-affirmation of the indigenous culture in the face of the conquest, a very different meaning from that which it had in Seville.68 In other words, Murillo’s narrative, framed in a broader context, unveils another of the characteristics of that early globalization: how adaptable some universal ideas were and the ability of local contexts to convert that globalization into a fragmented, differentiated and by no means uniform process.

Yet, if the intention is to use that source for understanding the reality of the moment and to contrast its message, it is also necessary to examine the way in which it might have been interpreted at the time on the basis of other messages. That is where the narrative of Prodigal Son series stands out for its richness.

First and foremost, it shows that there was nothing immediate, simple or automatic about the series, despite the fact that it featured iconographic motifs inherent to the period. On the contrary, the different versions that were circulating at the time and the richness of the contexts in which they could be framed reveal that Murillo had a broad range of options from among which to choose. This is inherent to artistic expressions and, for that reason, decisive for their interpretation, for those choices speak volumes about the intentions of the author and the possible interpretations of the series in Seville. In this case, using the sources to understand Murillo, it can be claimed that the painter – or his customer – was greatly influenced by the social reality and artistic decisions that conditioned the content and the message. The local contributed to express the way in which global ideas were interpreted by consumers.

On the other hand, when framing the narrative in its age, it is not only the pedagogical naturalism – as in other works by the artist – but also the restraint, decorum and taste that stand out. I have used the references to Gracián on purpose, for it is conceivable (more on which in Chapter 5) that this thinker or his philosophy, already present at the time, was behind Murillo’s conception. Albeit speculative, this hypothesis is supported by the fact that in his treatise on painting entitled Discursos, Jusepe Martínez had already addressed these ideas as being inherent to this art; quite a few people have also related Murillo to the ideas of Huarte de San Juan, a forerunner of Gracián.69

Just as the source tells us a lot about its author and his pictorial choices, so too does it about society at the time and the way in which many of his contemporaries might have interpreted his oeuvre. They were deeply concerned about problems such as conversion, sin and free will, which are all elegantly evoked in the series and upon which globalization conferred a more dramatic character. Yet this was done in a very specific way, determined by a protracted and deeply rooted Christian tradition. This overall vision was influenced by moral theological and economic arguments that are not intrinsic to all ages and which it is important to underscore to appreciate fully that society. They were also troubled by a specific expression of family and gender relations and by the contradictions in family estates and wealth which reveal an everchanging and clear-cut moral economy fraught with tensions and which are typical in a city so strongly exposed to globalization, displacement and big distances between family members. Where did individual freedom begin and obedience to the family end? What limits were there to the use of wealth on the part of individuals, even though the law was on their side, in a world of family solidarity governed by a very hierarchal and masculinized system? Judging by how the series was produced, these interpretations were inevitable and perhaps made by the painter and his customer. In that sense, many and not necessarily contradictory meanings – albeit seemingly so at times – can be made of the series. In addition, it possesses dimensions that, although not always that evident, would have given people food for thought.

Murillo’s series evokes daily dramas in Seville households, which also become evident in many family lawsuits of the time. The inheritance system and group dynamics sometimes propitiated this state of affairs. Even in the case of Miguel de Mañara – possibly a commissioner of the series and for sure the person responsible for the Hospital’s painting – the legítima became an important subject when he ceded his own to other heirs, thus becoming a sort of antithesis of the parable’s character.70 The tension between the different individual agendas and that of the group or that of the pater familia was a day-to-day reality enhanced by the distance and displacement, which the pressure of globalization fed.

The series entailed also a message – explicit for some and subliminal for others – on the building of masculinity. For, indeed, if the story in itself entails a very masculine narration, Murillo’s representation would enhance this interpretation thanks to his portrayal of the son’s manly arrogance in the first part and its way of underlining the moral decadence of masculinity in the second. The contraposition between both parts of the telling reflects the clash between two forms of masculinity embedded in perceptions at the time. On the one side – as in the characters of Don Juan and the 3rd Duque de Osuna – there exists a conception of man, above all in his youth, identified with moral excess, lack of self-control, reasoning and will, as well as with lust and a sinful sense of beauty, which seeks happiness in this world. In the opposite version, masculinity emerges from a moral discourse based on self-control, repentance and a strong sense of the family, embodied in the father and the returned son. As paradoxical as it may seem – and this is where the reflections of Marañón on Don Juan’s homosexuality gain value71 – the former model is represented as closer to effeminacy and to the practice of at least occasional homosexuality, to the extent that such a life of excess leads to sexual ‘sins’ of this kind in the minds of many contemporaries, who were aware of these practices among the libertine youth of the Seville elite.

Both stereotypes also define themselves by virtue of their different relationship with women: the first, as a character that uses them and abuses their honour and of that of their families, their most precious good; the second, as a brother and father who, however, keeps his hierarchical prevalence within the family. All this also implies the building of different dimensions of femininity. One such dimension is the role of women in this world of passions, different kinds of (controlled and uncontrolled) love and intrafamily relations. The dichotomy in this respect and the stereotypes of womanliness come to light again: the decent family woman, sister and mother, whose feelings towards the prodigal son are hurt by his irrational decisions even beyond the material damage that the division of the inheritance might have caused her; and the temptress who unleashes the passions but who is also merciless and vengeful with the man prostrated by his own sin. It is precisely in this aspect in which the series can even acquire a sexual dimension, considering the very different way of presenting, on the one hand, the mother and the sister and, on the other, the courtesans who, always with his customary restraint, Murillo depicts however with an elegance and body language that does not befit them. He also presents them totally bereft of sexual allure and as perverse beings whose egoistic interest in the prodigal son’s largesse turns to cruelty when this runs out.

Those who think that – in keeping with their own taste – Murillo and his customers solely resorted to the iconographic codes employed habitually at the time and which were not specific to Seville, would not be far off the mark. It was just another European city. Therefore, the series’ interpretation – even the narrowest one – might have been significant for a broader and even European world. However, the previous analysis has, I believe, a double value. The globalization process per se was also creating similar tensions in regions far removed from its epicentre (one of them). But it also evidences to what extent early globalization was behind the enormous intensity of the tensions represented by Murillo, which makes one suspect the drama and closeness with which many Sevillians must have contemplated messages so present in their daily lives.

This leads to an additional reflection. The foregoing analysis shows that in many of these aspects the Catholic society in which the painter and his customers moved was not antipodal to other European societies, including the Protestant ones, where the problems of prodigality, passions ungoverned by reason and family tensions difficult to resolve, among others, were equally present and had found their way into the traditional iconography. As has been seen here and will be seen in the following chapters, it was not an exceptional situation. It is for this reason that I must insist that to classify Murillo as a painter of Baroque Catholic religiosity is to oversimplify matters. He might have been a religious painter but he also reflected the deep contradictions of his society. On doing so, he could not avoid resorting to a sacral or biblical language to represent aspects that went beyond religion, all accompanied by a measure of social critique, very much justified by the negative side of early globalization. Moreover, this religious vision could contain generous doses of moral reproach – as in Mañara – which was seen through the multifaceted and polysemic prism of a sacralized worldview, rather than being based on social discourse, as occurs nowadays. It can be granted that it was neither his nor his customers’ intention to sermonize. But it seems unavoidable to speculate that many of his ‘readers’ arrived at a number of interpretations with a huge potential for introspection and critically reassessing their own behaviour.
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Social Changes in a Global City: Self-representation, Individualism, Aristocracy and Noble Values1

Despite being very similar personages, whom some treatise writers even likened owing to their wild youth, there was a considerable difference between Don Juan and the young Duke of Osuna, on the one hand, and Francisco de Borja and Miguel de Mañara, on the other. Be that as it may, the fact that the sixteenth and seventeenth centuries witnessed the emergence of these archetypes – real or unreal, all were aristocrats and, in a way, idealized – might point to a noteworthy trait of a self-seeking aristocracy in transformation. The first two – condemned to hell – evoke a still vigorous nobility that, nonetheless, had been plunged into a deep crisis of values and was criticized by many contemporaries. Whereas the last two – one a saint and the other a candidate for beatification – embody archetypes of a social group that needed to divest itself of a stereotype so little in keeping with the utopian idea that many entertained of this class whose members sought new ways of proving themselves to society through saintliness or charity.

They differed in that the former represented aristocrats who sullied the reputation of women and their families, whereas the latter ultimately embraced the lofty ideals of the dissemination of Catholicism and charity. In some respects, the divide between them reveals a social critique insofar as authors such as Tirso de Molina constructed their characters as a tirade against the abuses of certain nobles such as Don Juan, as well as a moral lesson that extolled the aristocracy. Even though few historians now accept the ‘crisis of the aristocracy’, it is generally recognized that this group underwent important changes roughly between 1550 and 1700. These changes contradicted the image of an immutable class whose members stubbornly stuck to their principles and effortlessly proved their worth in a society also in transformation.2 This is the reason why some scholars have referred to aristocracies in transition.3 Similarly, it is acknowledged that the Spanish nobility entailed no exception. Behind all this lay the aforementioned liquidity problems, provoked to a great extent by early globalization and the arrival of silver from the Americas, resulting in a rise in the number of noble families which undermined the aristocracy’s exclusiveness and the need to defray spiralling costs in increasingly broader and diverse political and social communication spheres. Early globalization was also causing changes in the social balance (see Introduction and Chapter 1), with the strengthening of the merchant bourgeoisie and a new nobility emerging from it, which would inevitably lead to shifts in the art market and in particular in that of portraiture.

There is a tendency to forget, however, that it all coincided, and not accidently, with a sense of individual self-affirmation that clashed with the corporate essence of lineage, and with new ways of self-representation by the members of the different elites. This chapter inquires into that process and to what extent early globalization triggered it, while also representing a crucial factor for the social changes experienced within the noble group as a whole. In doing so, the different roles that the moral literature of the epoch conferred upon men and women and the very distinct presence of both in Murillo’s portraits and in painting in general invites attention to gender. The chapter also departs from the assumption that self-representation does not always coincide with real social practices and behaviours, but reveals a set of values that constitute a very important part of a society‘s ideals and reality.

Individuals, elites and portraits in Seville
Jacob Burckhardt, one of the leading historians of the Renaissance, claimed that until that age ‘Man was conscious of himself only as member of a race, people, party, family, or corporation—only through some general category’.4 An image that, as of the fifteenth century, was countered by ‘the subjective side [that] at the same time asserted itself with corresponding emphasis; man became a spiritual individual, and recognized himself as such’.5 Moreover, Burckhardt understood that this dichotomy had to do with the dualism between ‘both sides of human consciousness—that which was turned within as that which was turned without’.6 Nowadays, many authors reject the soundness of that contrast, without contesting the central place that humanism reserved for mankind in the world.7 Yet the fact remains that the strengthening of the self as a form of self-awareness that clashes with the conventions of the groups or identities in which it is inserted, constitutes an object of study and concern for quite a few historians and anthropologists. Those views have been drawn in a direction originating from Burckhardt himself: that of classifying this statement of the self as a trait of modernity. This is why it is interesting to pose the question of how, in the necessary negotiation between the individual and the social whole and the painter portraying it, different forms of artistic self-representation have been defined and what this reveals about social groups. Undoubtedly, this could be related to different situations in diverse spaces of sociability and even to discontinuities in the sources.8 Nonetheless, one could claim that seventeenth-century men and women – especially the inhabitants of Seville – were keen to highlight their personal self-affirmation in many different ways, including painting.

This was the case in the field of religiosity, as, for example, the evident inclination for inner prayer and its explicit vindication as a form of communication. In a way, this was an assertion of the ego, a sort of relationship with the hereafter that was forged without intermediaries or social filters and affected, in the words of Burckhardt, ‘this inward development of the individual’. Its importance is palpable not only in treatises of the period but also in the actions of the Inquisition, always wary of this ‘transgression’ for obvious reasons, which circumvented the intermediation of the clergy in that relationship with God, something that in Seville smacked of the Reformation and heresy.9 Phenomena such as lay sisters were also the expression of a type of woman who in that relationship with the hereafter pursued self-affirmation, often at the expense of her own physical integrity or public scorn.10 How some of them resisted the dictates of the Inquisition and defended their way of experiencing religiosity was nothing more than evidence of this. It should be recalled that the Inquisition pursued chiefly outer signs of heresy, which left plenty of room for very intense inner experiences especially in the most repressed sectors of that society, such as women. It was also related to the great dilemma of the age. In a society in which the objective of life was salvation but in which collective behaviour was all important, the former entailed, however, an individual act. Neither groups nor families nor corporations were saved but individuals, which could lead to unexpected tensions, frequently overlooked by historians. Yet that reasoning was not only valid for the merits or sins that led to eternal salvation or condemnation. By the final decades of the seventeenth century, the notion of merit prevailing among the nobility, according to which those of one’s ancestors had to be recognized when judging one’s worth, had begun to be eclipsed by that of individual merit and virtue, at least on a theoretical level.11

Often appearing as proof of that reappraisal of the self, the classical hero stood a ubiquitous figure for the Seville elites, who these and other sections of society would ultimately substitute with the hero who had achieved or could achieve sainthood. As it was a way of enhancing their prestige, Andalusian cities were wont to propose quite a few candidates for sainthood – some of whom, iconographically reconstructed by Murillo, were fervently worshipped even before their beatification, as well as serving as role models encouraging imitation and self-cultivation. Even modesty, a virtue apparently foreign to personal self-affirmation, could become something remarkably similar in hagiographies and religious sermons. Aforementioned works such as that of Brother Antonio de Jesús on Don Luis de Paz, plus acts such as Miguel de Mañara’s renunciation of the world, highlighted the value of personal virtue: the denial of the self which, paradoxically, implied a step towards personal saintliness, the ultimate goal of many individuals.

The literature of the period provides many expressions of this fact, which despite being condemned or imaginary, still had exemplary effects or reflected a reality. The Spanish intellectual Gregorio Marañón claimed that Don Juan was a libertine or homosexual.12 However that may be, the character represents a pathological form of self-assertion with respect to women and, more importantly here, a way of coping with many moral and social conventions and even with divinity, which he had no qualms about challenging. On the other hand, although Tirso’s oeuvre was a form of moral correction, it ultimately referred to the real practices of many young people of Seville.13 The same applied to the Duke of Osuna in his youth. Pedro Crespo, the imaginary mayor of Zalamea in Calderon de la Barca’s famous work – in this case, an example of individual self-affirmation before the monarch – is just one of many characters who, like those created by Juan Ruiz de Alarcón, had the courage of their convictions, which they prioritized over firmly established social codes. This can perhaps be best seen in some of the female characters of the writer María de Zayas, with whom, despite being fictitious, many contemporaries empathized. James Amelang has called attention to the importance of the artisan autobiography in a society in which personal confessions – especially the written kind – led to many falling foul of the Inquisition. Although he has claimed, following Regenia Garnier, that in these there is a ‘silence surrounding’ the self, in his opinion it is that self that, admittedly not involving ‘the topic of writing’, does indeed contribute ‘its point of view’. Amelang actually claims that ‘individualism, understood in that broad sense, impregnated all popular autobiographical writing’.14

There is nothing odd about the fact that art and cultural historians have related this conception of the person to the portrait as a pictorial genre and to its greater popularly in the Renaissance. Accordingly, there are plenty of portraits of ancient and contemporary personages keen to immortalize themselves in this way.15 Since the Middle Ages the Iberian kingdoms witnessed a proliferation of works such as Fernando del Pulgar’s Los Claros varones de Castilla and Pérez de Guzmán’s Generaciones y semblanzas, among many others, some even containing artistic representations and written descriptions.16 Chivalry books, always reflecting the individual and his persistence in the face of adversity, can be interpreted in a similar way.

As to painting, suffice it to recall the esteem in which treatise writers of the period held the portrait because of the strong links between this genre and the personality and intentions of self-representation and self-affirmation. As Fernando Quiles has recalled, in the mid-seventeenth century Zabaleta understood it as ‘a brief history that comprehends and compiles the best of a subject’, while stressing the need for ‘capturing the air’ of the sitter; namely, portrait painting had a narrative component through which an attempt was made to mirror a personality.17 On his part, Murillo stated at the base of his portrait of Don Juan Arias de Saavedra that he had painted a ‘shade of his body and an idea of his soul’. In other words, many painters thought that portraits contained a narrative component and that, following Pliny, the artist had to reflect the passions ‘that hiddenly predominate in subjects’; that is, the self of the subject’. A portrait was meant to mirror the subject’s self, even if painted with a certain dose of idealization. Furthermore, portraits, particularly those of the nobles and elites, were always the outcome of a conversation between the artist and the sitter and, we could also say, between the latter’s different self-conceptions. Portraits had, therefore, a component of intentional and not innocuous self-representation.18 They reflect how an individual wanted to be seen by their peers, that is, a series of ideal values. But this fact in itself is indicative of structural transformations that were beginning to take place in that society.

It is interesting to reflect on the shape that those representations often took. For, in effect, when applying Burckhardt’s categories, what is noteworthy – and does not fully coincide with his ideas – is that sitters seldom presented their naked selves or that diametrically opposed to the ‘outside’ world. Rather, they did so as members of a community, corporation or family, inextricably linking themselves to that outside world of which they actually formed part. This was achieved in two different ways.

The individual sometimes ‘stole into’ a painting, a landscape, a scene alien to him, for most were men, as way of revealing himself to the beholder. He did so by making the most of the more or less active role he had played in the planning of the work for the corporation commissioning it. One such example is the pictorial programme of Santa María la Blanca representing the Marquises of Villamanrique and their son, together with other personages such as Justino de Neve, Federigui and the parish priest Domingo Velázquez, whom Torre Farfán regarded as ‘an example of modesty without affectation’.19 Although Federigui also appears in St John the Baptist with the Scribes and Pharisees (c. 1655, The Fitzwilliam Museum, Cambridge), despite being considered as a paragon of modesty perhaps because he refused to have his portrait painted, the truth is that this powerful cleric – who, it is said, refused a bishopric out of humility – slipped into a narration that, in principle, was alien to him. At least, that is what a society like ours, in which an effort is made to separate the public from the private, would think. The same goes, in this case in an explicit and justified fashion because of the very motif of the painting, for the Virgin of the Immaculate Conception with Brother Juan de Quirós (1653, Catedral de Sevilla, Sevilla), who the Franciscan clients wanted to represent with the Virgin herself. In this case, the brother’s protagonism and importance are underscored by evoking his role of intermediary – in memory of his writings – between the Virgin and the people. Should the character appearing in The Apparition of the Virgin to St Ildefonso (1659, Museo del Prado, Madrid) be the canon Ramírez de Arellano, this painting would be yet another example.20 This pictorial device is even more interesting given the historicist pretensions of Counter-Reformation art (see Chapter 2) which encountered in it one of its expressions and, in some cases, even an instrument of persuasion. Indeed, ‘the presence of real people [in these paintings] recognizable to Seville society helped the painter to engage his audience with the story being told’.21

This way of presenting oneself in the context of that broader outer world can also be seen in those portraits in which the commissioner is the main character and in which priority is given to his desire for self-affirmation. This happens not only with many of the portraits of aristocrats examined below, but also with other members of the elite. An illustrative example of that desire of immortality is the portrait of Justino de Neve (1665, National Gallery, London). Even though Murillo gave it to his friend as a token of gratitude for the latter’s commissions, we cannot think that the sitter did not have a say in its composition. However that may be, the painting is a tribute to the cleric’s personality. With a majestic demeanour – even more so than that of the bishop Melchor Klesel in Aegidius Sadeler’s woodcut, which must have served as inspiration – Neve occupies most of the canvas. There is a somewhat serene air about him, while his gaze denotes a great deal of self-assurance, giving him a powerful ‘magnetism’.22 The history of the painting, which Neve kept until his death and which he was especially interested in donating to the Hospital de los Venerables, ‘where they can remember to pray to our merciful Lord for my soul, for none other is my intention’, shows how closely he identified with the painting and his yearning for immortality. Yet, at the same time, Neve was portrayed with an abundance of references to his ‘outer’ world. Irrespective of whether it was to the canon’s taste or because the painter conceived his subject in a relational universe, Murillo represented him as the member of a family and corporate network and, in doing so, reflected the complex relationships that were really valued at the time. This was formed by the lineage of the Chaves, evoked in the stone coat of arms in the top left-hand corner of the painting, and that of the Church.23 For this reason, Murillo chose to include the bell and the carriage clock in the shape of a tower appearing in Sadeler’s woodcut, more than likely with the intention of emphasizing Neve’s ecclesiastical ties, his convening power and fortitude and as a reference to the fleetingness of time. However, he substituted the manuscript in the cleric’s left hand with what seems to be a prayerbook, but which nonetheless has a similar meaning: the self-affirmation of the individual in the very personal sphere of communicating with God, but without forgetting his rank.24

These two forms of self-representation are highly significant. The people commissioning portraits represented themselves as firmly linked to a corporate vision, although this was present in varying degrees and nuances in each one of those forms. The break mentioned by Burckhardt had not occurred, the two dimensions to which he referred even coexisting, and would be a long time in coming. Right down to the present day, there are sitters who could not resist the temptation to show their outer self about which Martin speaks, whereas very few are portrayed in the private or domestic sphere. On the other hand, this is a reflection of an Ancien Régime society in which the dividing line between the public and the private, also two facets of personal life experiences, was very thin.25 Nonetheless, the interest shown in that individual self-affirmation is obvious and even evidenced by the effort made by the painter to ‘capture the air’ of his subjects, particularly in cases such as Neve or Murillo’s self-portraits, in which the declared purpose is the portrait per se. It was thus a compromise between the sitters and the institutions to which they were linked, viz. a way of presenting themselves with all the social and cultural capital that those institutions conferred on them, but without this preventing them from revealing complex forms of self-affirmation. In that age, people defined themselves in terms of their passions, personality and emotions, but also almost to the same degree in those of that relational universe. The interpretation that can be made of these works would adapt more to what transactional analysis has considered to be the target of its reflection: we are the product of our specific personality in the midst of a universe of transactions with the reality and people surrounding us.

The foregoing also reflects that what is important is not only the existence of that dialectic between the inner and outer self but the way in which this is materialized. For it does this differently depending on the case, in such a way that more than an identity, it is better to talk about a plurality of them depending on individuals, social classes and ultimately relational constellations. The comparison of references to that world in Murillo’s self-portraits and the portrait he painted of Neve and even those of aristocrats analysed below proves highly significant in this respect. As would be the fact that those portraits reflect overlapping forms of self-affirmation and self-representation, sometimes complementary, sometimes contradictory, which denote the inner tensions of a social group in the dimension of their personal experiences.

The ideal nobility in the eyes of Murillo and in those of his clients
Since the sixteenth century, the desire of the European aristocracy to appear in artistic expressions of all types increased.26 The great masters such as Rubens, Titian and Van Dyck, plus the Spaniards Sánchez Coello, Carreño de Miranda and many others, portrayed these people in a variety of scenes, ranging from those of a military nature to those showing these individuals in government or diplomatic offices, among others. Castile, the Iberian kingdoms in general and the territories of the Habsburg monarchy were by no means an exception.

The phenomenon evokes the unprecedented development of the art market, not alien to early globalization (Chapter1), which was in part associated with the demand of this section of society, and the genre’s natural expansion in the Baroque period, which the members of this preeminent group could not ignore. Nor would it be unreasonable to claim that the frequency with which aristocrats appeared in pictorial representations of the period – above all their penchant for portraits – formed part of a more general development of an aristocratic culture much affected by the social transformations and this social group’s need to assert itself in the aforementioned context of profound changes, particularly within a global city such as Seville.27 It can be argued that just as the aristocracy attempted to take control of new communication channels, like writing, so too did its members experiment with artistic representation or patronage, a highly profitable social and political activity (see Introduction). Additionally, many new families belonging to the middling nobility, the urban patriciate and even the merchant class, particularly important in this city (see Chapter 6), needed to justify and expedite their social advancement. Given the opportunities to intervene in and negotiate its composition with the artist, the portrait provided an ideal medium. Moreover, the greater the prestige of the artist, the more the sitter’s desire for self-justification was satisfied. In light of the foregoing, Seville offered the ideal conditions for this phenomenon to affect the art market, particularly that commission-based segment, and for painters like Murillo to have the chance to develop this genre which, however, has only recently begun to attract the attention of specialists.28

Nevertheless, when appraising seventeenth-century Seville art as a whole and, more importantly, the works leaving the workshop of the painter, what is striking is the scarce presence of grandees, despite the fact that some of them had palaces in this city and estates in the vicinity. Following Valdivieso, one could say that the portrait represents the genre that had felt the brunt of subsequent historical upheavals that led to the disappearance of quite a few works.29 Yet, even so, the list speaks for itself. Of the Spanish Grandes, Murillo apparently only painted the Condestable, Don Iñigo Melchor Fernández de Velasco (c. 1658, Musée du Louvre, Paris, Figure 5.1), 8th Constable of Castile and 7th Duke of Frías. When including the titled nobility in general, to these should be added the Marquises of Villamanrique (the only ones from Seville among their number) and the Marquis of Legarda, the secretary of Philip 4th who had received such a high title only very recently, as well as some other sitters or paintings which, in some measure, represent the nobility. The latter include, among others, the portrait of Don Juan de Saavedra known as Portrait of a Man, Bust Length, in a Broad-brimmed Hat (c. 1660–5, Museo Soumaya, Ciudad de México) – who received the title in 1692, after Murillo’s death.30 These were followed by mid-rank nobles and untitled gentlemen. As far as we can tell, none of the members of the great families such as Alcalá, Medinaceli or Girón, who were the most powerful in the region, ever sat for Murillo and rarely commissioned Seville artists to paint their portraits. This is only natural considering that he was not a court painter, but for this same reason perhaps very telling.




[image: A life-size portrait painting by Bartolomé Esteban Murillo (c. 1659) depicting a long-haired man in dark formal dress, standing with a sword at his side and holding a wide-brimmed hat before a columned setting with a draped pink curtain and a muted, cloudy landscape.]
Figure 5.1 Bartolomé E. Murillo, Condestable, Don Íñigo Melchor de Velasco (c. 1659, Musée du Louvre, Paris).

This poses a number of questions. How did Murillo represent the nobility of these personages? What was the result of the iconographic negotiation that always took place between the sitter and the painter and what does this tell us about that society? In what way does this reflect the social fabric of Seville – and Castile – of the period and its transformation triggered by early globalization? And what kind of balance was struck between the individual and his outer corporate world, as well as in the way members of the nobility wanted to be seen in their society?

The portrait of the Constable of Castile is an example that deserves further attention. A member of one of the kingdom’s oldest and most powerful families, that authority is expressed in the colonnaded palace setting, the sword and even in the hat he is holding. Although this last detail is repeated in the portraits of other personages, in this case it might be more meaningful in that as a Grande of Spain he had the privilege of wearing his hat even in the presence of the king. His silk garments, possibly from China, and the gloves he is carrying in his other hand also stress his high rank. Yet his elegant pose neither reflects haughtiness nor any distant arrogance; he is a Grande who is rather reluctant to look the part.31 The Marquises of Villamanrique, important personages in the city,32 are portrayed in their chamber at the hour of the siesta in a highly allusive manner, although intentionally not completely in keeping with the occasion. Both are depicted in the shadows wearing costly apparel, with the predominance of red and blue, the most expensive dyes at the time. As to their fabric, there is an abundance of silk – for instance, in the chemises of both – and cotton, probably the material of her handkerchief and the tablecloth. Other high-ranking personages, such as Don Andrés Andrade de la Cal, also appear in Murillo’s paintings with symbols such as the sword and the dog in reference to the chase, an activity regarded as noble and which, in the case of Legarda, constitutes the picture’s motif. As with many others of the period, a large number of these paintings also include coats of arms evoking the sitter’s lineage and household.

A closer analysis, however, helps to see these paintings as a rather complex crossing of agendas. There might be something indicative about the fact that the Condestable, Don Iñigo Melchor Fernández de Velasco is not represented in his military role (wearing armour or on the battlefield), the high nobility’s most important activity. Moreover, the privilege of carrying arms and, in particular, girding a sword had already lost most of its former meaning, which is valid for him and many other of Murillo’s sitters. Yet there is nothing odd about the fact that he painted the portrait of a member of the Ostigliani de Treviso family, a noble merchant of Italian origin, wearing a sword, certainly at the latter’s request.33 In his Portrait of Joshua van Belle, Merchant in Spain, Mayor of Rotterdam (1670, National Gallery, Dublin) and Portrait of a Gentleman (c. 1660, Museo del Prado, Madrid) both subjects are similarly armed.34

It is also highly significant that, by and large, more than aristocratic symbols of rank – and much more than references to the titled nobility – Murillo’s iconography tended to favour pure badges of distinction or the low-profile use of images, in contrast to traditional attributes. This necessarily poses the question of whether the representation of the bareheaded Condestable of Castile holding his hat was not, even in the interests of the sitter himself, merely a way of hinting at his status but also of underscoring other virtues that, to his mind, he possessed. It could have also been a way of implying that it was not in outward appearances but in virtue in which the greatness recognized in the title actually lay. In a hagiographic work of the period whose purpose was to extol the persona of an important Granada nobleman, Don Luis de Paz, the author, an Augustinian residing in the city, recounts how Don Luis refused to wear a hat in an act of social transgression that served to emphasis his personal virtues in contrast to his trappings of rank (see Chapter 7). The same can be said of the Condestable’s closeness to the observer, a form of courtesy that had nothing to do with distancing himself from court life or his rank. This is even clearer in the case of the Marquises of Villamanrique in the church of Santa María la Blanca, in which none of the aforementioned badges of distinction actually refer to noble or aristocratic symbols. The majority of the objects in their palace could also be found in the home of any other member of the elite, whatever his rank. Perhaps weapons would have been out of place in this peaceful domestic scene at the hour of the siesta, it being more appropriate to look for an allegorical meaning of the representation. Nor does the picture display any coats of arms, medallions bearing aristocratic symbols or the like. If this is clear in the scene of the drowsy aristocrats, it is even more so in that of the pope’s visit. Even though it was undoubtedly a momentous occasion, much more so of course than taking an afternoon nap, the Marquises of Villamanrique are bereft of symbols indicating their high rank among their peers. Except for the marchioness’ jewellery (more on which below), it is rather a form of self-affirmation hinting at a certain degree of modesty and social diffidence that reasserted the self without having to resort to the exclusive badges of nobility. This low-profile presence of specific aristocratic codes is supplemented by the absence or lower visibility of the iconography traditionally associated with the nobility. The members of the aristocracy had ceased to identify with St Martin, who Murillo sometimes substituted with St Junipero or St Bonaventure.

Murillo’s oeuvre as a whole also points to a distancing, very subtle but surely perceived by many, from the previous values of the aristocracy and in particular the high nobility. As already noted, sixteenth-century theoreticians of poverty had entertained the idea – which Murillo subsequently reflected in his works – that the fundamental role of wealth and the rich, two categories frequently associated with titled noblemen, was to succour the poor. Yet Murillo’s complete oeuvre is an expression, intentional or not, of the failure of that social model for wealth redistribution. It has been said that it contains a sort of moderate condemnation of a system in which the nobility did not appear as benefactors practicing charity. In contrast, Murillo was a painter of craftspeople and work, a value alien to the aristocracy par excellence and which its members even regarded as demeaning (see Chapter 6).

Valdivieso and others have called attention to the sobriety with which members of the Spanish nobility were represented in the seventeenth century.35 Rather than contradicting the arguments set out above, this sobriety only emphasized their value in a broader context. Although the specific reasons behind this are hard to fathom, this fact entailed to a great extent an indication of a series of changes that the noble and elite society of the country’s cities, with Seville being no exception, were undergoing. Perhaps the process of confirming that self as a form of self-representation in which the balance and references to the establishment – in this case the noble estate – were being redefined but without any of them actually disappearing.

This phenomenon is worthy of further enquiry because Murillo’s list of portraits reflects the changes in the sociological profile of his sitters. Local prebendaries and clerics were gradually displacing noblemen in his portraits, to which should be added elite merchants, associated with long-distance trade, some of whom were foreigners, including the Omazurs, Van Belle himself and the noble merchant of the Ostigliani de Treviso family, plus the Flemish merchant whose portrait belongs to the CINTAS Foundation (more in Chapter 6). As a symptom of the times, they appropriated badges of distinction similar to those of the nobility and even the grandees, such as the Condestable: gloves, swords, silks and even more conspicuous signs of wealth, perhaps because they were in greater need of them than the grandee. It is interesting to recall that, by and large, this reflected a new conception of nobility and, in particular, the relationship between the aristocracy and other social groups. Indeed, many of these personages belonged to merchant groups of Italian and specifically Genovese origin, where the dividing line between nobility and commerce was not as clear as in the Iberian kingdoms. Some, like the Mañaras, managed to construct their own family memories underscoring that fact, an aspect that seemed to have been forgotten and which was just another stage in a process resulting in the establishment of entailed estates and in putting wealth to the use expected among the aristocracy: succouring the poor and charity.36 This also held for the Dutch, who were seen increasingly more often in seventeenth-century Seville, plus the Flemish. For they came from two European regions in which the line between commerce and nobility was becoming hazier as merchants were ennobled and the titled nobility and the old aristocracy resorted to commerce to resolve their financial problems.37 Globalization, understood as a greater interpenetration between societies, in this case European, which blended together thanks to Seville’s Atlantic connections, can also be glimpsed in this fact.

The reasons behind this change in the sociological profile of art customers should also be sought in the fact that the members of the high nobility were absent from the city for most of the year and that only those belonging to the lower or lateral branches of the great lineages remained there or in the vicinity.38 This is even more interesting in that the great Andalusian houses, now in the process of establishing alliances with other peninsular aristocracies, managed to adapt fairly well to the century’s economic changes (see Chapter 1). This section of society rode the storm with relative ease without attempting to improve their image or at least without having to do so in the city. They vied with their peers for prestige elsewhere: in the Madrid court. In Seville – with the market for Murillo’s paintings clearly reflecting this – it was that other group of powerful merchants, which was forging very solid internal ties, that prevailed. In the meantime, the members of the nobility favoured diverse forms of self-representation revealing, on the one hand, their inner transformation and, on the other, their need for individual self-affirmation.

Individuals, noble rank and masculinity
Likewise, the nobility was also undergoing a socioeconomic transformation,39 to which should be added those of a theological and even moral nature. As Michel Cavillac has recalled and as Mateo Alemán perfectly reflects in his Guzmán de Alfarache, there was a shift towards Pauline ‘Augustinianism’ that, now in the religious sphere and relating to salvation, began to place the accent on work, the rejection of leisure and the development of values alien to those that the aristocracy had represented hitherto. All these ideas combined with a vindication of the merchant – evident in the aforementioned iconography – that had apparently taken root in Seville because of early globalization (Chapter 6) and the growing appreciation of individual merit.40

Similar ideas, which already stressed the importance of works and not noble rank (which of course no nobleman repudiated), would be further developed as a sector of the titled nobility – some recently promoted to that rank – adopted a new form of self-awareness reflected in painting. It warrants recalling that this emphasis on works had important religious connotations, for it also referred to the issue of salvation by grace and to free will, an essential idea for interpreting Murillo (see Chapter 4). The text that most clearly summarizes the foregoing is the Count of Fernán Núñez’s El hombre práctico. Belonging to a Cordovan family that had begun its ascent in the sixteenth century, Don Francisco Gutiérrez de los Ríos, a diplomatic traveller much acquainted with diverse ways of perceiving the nobility linked to previous assumptions, entertained ideas sometimes similar to those expressed by Gracián. To come full circle, it is convenient to add that, as Egido has observed, Murillo must have been familiar with El arte de ingenio, another of the thinker’s major works.41

Finished in 1680 and published in Seville some years later, El hombre práctico was conceived as an instructive book for princes with recommendations for fathers and their male offspring. An aristocratic practice par excellence, books of this type contained advice for sons before they abandoned the parental home.42 The value of this book in particular for the matter at hand lies in that it was written by a member of the new aristocracy, and contained assumptions that were gaining popularity among nobles and aristocrats, for some of whom Gracián was an important reference. This was true despite the distance between this thinker and Fernán Núñez, observed by some specialists.43

In this book, the first aspect that stands out is the dearth of references to noble rank as a social differentiating factor. Drinking from that philosophical wellspring that had begun to give the individual centre stage in the political and social discourse,44 its purpose was no longer to teach someone to be a good noble (prince in the traditional literature), but rather to become the ‘perfect man’ (a very frequent term). When Gutiérrez de los Ríos talked about the nobility, he did not do so in the sense of social rank, namely, it had nothing to do with the household or estate to which an ‘individual’ belonged but as something acquired by him as a consequence of his virtues: ‘It is thus natural that the relevant virtues of the chosen have influenced his election because of a natural effect on any congregation or assembly of men, where we see that to the most able and hardworking are imperceptibly subject the rest.’45 Moreover, he understood that in some places ‘commerce’ could give it a ‘shine’. Nor, according to the author, was the key to be found in the antiquity of bloodlines – in coats of arms that sometimes do not appear or only very much in the background in some of these paintings – but merit. This was no longer understood as the merits of a house, lineage or ancestors but as the individual kind. Fernán Núñez coincided in this appreciation with the Countess of Aranda, Doña Luisa María de Padilla, who thought that nobility ‘flourishes with one’s own heroic deeds … not [with] those of one’s ancestors. If it is so odious to boast of one’s own works, how much more will it be odious for the Grandee to boast of those of others, like those of his ancestors, if he does not make them his own by his own virtue?’46 In sum, the individual’s was slowly prevailing over – but without displacing –illustrious ancestors’ merit, which was as finite as ‘the term that was bestowed on his heirs to enjoy it’.47

For Gutiérrez de los Ríos the ‘perfect man’ was also practical and possessed useful knowledge now going beyond the art of war to include drawing, humanism, mathematics and many other skills, which he placed at the service not only of the king but also the commonweal. Thus, virtú, or what he called ‘virtue’, was no longer an inherited quality that distinguished the nobility from the rest of society. It was the virtuous man, not necessarily noble, for that was the idea, who adapted to the different ‘natural virtues of religion and civil laws’. These virtues, which appear in Murillo’s portraits, are ‘human beauty and goodwill, which on their own inculcate love and respect, strength and robustness … just and prudent reasoning’.48 According to Don Francisco, all this is a demonstration of ‘virility’ in a clear construction of a masculinity that is present, as with the foregoing, in the Portrait of a Gentleman (c. 1660, Prado Museum, Madrid) as well as in the portraits of Don Andrés de Andrade y la Cal (c. 1665–72, Metropolitan Museum, New York, Figure 5.2) and the Condestable, all by the way with prominent moustaches and holding their hats. In the second case, there is even an important detail as is the Spanish alano, the dog that became famous for its ferocity in the wars against natives during the conquest of America, and whose contrast with the small dog lying at the feet of the Marquise of Villamanrique (see below) evokes the contraposition of virility and bravura to femininity and fidelity. In all, such gender constructions distanced these individuals from vices such as ‘levity, childishness or triviality, fickleness, backpedalling, effeminacy and envy, all contrary to true manly judgement’, and which associated this construction with their character of ‘perfect men’ (my italics).49 It is as if the process of defining the individual as a reference that was above – or comparable to – social rank also called for promoting a particular type of masculinity as a personal value.

These portraits, even more so than those of merchants, show the self-control and self-discipline characterizing this new idealized man, in opposition to the passions and lack of control that, on the other hand, corresponded more to ‘the men of courts, usually more depraved and corrupted than others’,50 and, one could add in view of the previous text, to women, who were per se light and frivolous. Likewise, they reflect the virtue of modesty linked to ‘courage without affectation or presumption, decorum and good taste in dress’. To this rather Gracianesque phrase should be added that the idea was to avoid ‘rivalry and envy’ and even to behave modestly, albeit a behaviour that did not conceal the virtues but quite the contrary. The practical man should always avoid affectation and ‘never sing his own praises’.51 As before, a sort of individual modesty, apparently far removed from self-affirmation, that served as a way of strengthening one’s own personality, while also demonstrating ‘simplicity and moderation’, all of which were seemingly incompatible with the trappings of rank. These ideas are also present in the writings of the Countess of Aranda, who devotes pages to the subject of dress that can only evoke the portraits of Murillo. According to her, the ‘main difference between the nobleman and the commoner must be the adornment of the soul, not the body’. To which she adds ‘the excess of ornaments indicates effeminacy of spirit, which has never been worth much in a man who treats himself with finery’.52




[image: A full-length portrait by Bartolomé Esteban Murillo (1665–1672) depicting Don Andrés de Andrade y la Cal, with dark voluminous hair, a thin moustache and goatee, dressed in formal black Spanish attire, holding a wide-brimmed hat and resting his hand on a pale seated dog before stone architectural elements.]
Figure 5.2 Bartolomé E. Murillo, Don Andrés de Andrade y la Cal (c. 1665–72, Metropolitan Museum, New York).

The paintings discussed above also reflect a self-control in keeping with Gracián expressed in the discreet attire in terms of colour and cut.53 In effect, all of them gird swords, for they are all men who should be able to defend themselves. Yet far from extolling duelling, according to Don Francisco, all men should show restraint in its use and control their own passions, starting with anger.54 Their vitally important military role could not be understood without virtues implying self-control and these new values such as ‘courtesy and urbanity, tolerance and patience, courage, moderation, justice and utmost prudence’.55 Courtesy and decorum obliged men to be down to earth instead of arrogant, which was even expressed – as seen in several portraits – by ‘doffing one’s hat to everyone and not wearing it in the presence of superiors’, which ‘is an act of courtesy’ among Europeans.56 Real courtesy, assimilated with decorum and also urbanity, embodied specific attitudes and iconographic signs that were not unique to the nobility but to the ‘perfect man’.57 Even direct references to the chase (the portrait of the Marquis of Legarda) evoked not so much an exclusively noble activity as the advice of many medical manuals. As with Fernán Núñez, such manuals recommended physical exercise and outdoor life as a way of looking after the body, a reflection of the virtues and an antidote to the passions.58

On elite women’s portraits and female self-representation
The foregoing also evinces the underrepresentation of elite noble women in Murillo’s portraits, maybe a reflection of their lesser presence as plaintiffs in the painting market (see Chapter 1). But the question arises as to what extent this underrepresentation also reveals a less individualistic self-perception or a low desire for self-assertion in pictorial space.

As for Murillo, the aforementioned Marchioness of Villamanrique and Doña Isabel Malcampo, the wife of Omazur (1674, copy in Pollock House, Glasgow), were the only two members of the local elite that he painted while they were still alive. The two paintings portray women who in a way revolved around their husbands who, at least in appearance, justified the presence of their wives. In both the chamber scene and the pope’s visit, the Marchioness of Villamanrique appears more or less in the background. In the former, she is lying on a bed at the feet of the Marquis, next to the sewing that she has set aside to take a refreshing nap, while he is depicted at a slightly higher level, leaning on table on which there is a book. At her feet the sewing tools lie, symbolizing domesticity, while a small dog sleeps, evoking fidelity (to her husband, one must think) and contrasting with the type of dog in male portraits commented above. The division of roles could not be more evident for the modern observer and anyone of the period who was familiar with the ideal of the woman and the marital relations exhorted by treatise writers. As to the pope’s visit, it is the marquis who appears in the foreground, thus covering part of his wife’s body.59

The painting of Doña Isabel de Malcampo is also interesting in this sense. Everything suggests that it is a copy of another painted in 1672, the year of her wedding with the famous merchant and, therefore, the individual portraits of both were conceived as a pair. Murillo chose a frequent representation in Dutch iconography by depicting the wife with a flower in her hand which, according to Kinkead, ‘she is offering to her husband’. Here the flower accomplishes the same function as the dog in the Marquises of Villamanrique’s composition, symbolizing both the marriage and the ephemeral nature of the earthly, thus complementing the skull her husband is holding.60 Although looking at the observer, she seems to be floating in a constellation whose centre is her spouse.

Notwithstanding these women’s apparent subordination to their husbands, these paintings reveal a reaction worthy of comment. First and foremost, the fact that the Marchioness of Villamanrique appears in a painting with a strong masculine component like that of Santa María la Blanca is in itself telling. Furthermore, in this scene she is assuming, together with her husband, the role of benefactor in the reconstruction of the church. The message of legitimation and philanthropy that the couple conveys is to the benefit of both and, in the mindset of the age, even to their households and lineages.61 Likewise, in the scene with the pope Murillo balanced her secondary role with a pictorial device that is difficult to miss: by illuminating her figure, attired in a white dress and her best jewels, he managed to make her stand out in the painting, showing her vividly to the beholder. As in some of the male representations there is no specific symbol of the high nobility in her apparel but indeed indications of her lofty social rank. In all likelihood, it was understood that this was appropriate considering that her lineage was not inferior to her husband’s. The abundance of jewels that Doña Isabel de Malcampo is wearing in her portrait can be similarly interpreted, though in this case the idea was also to underscore the size of the recently wed bride’s dowry: 4,000 ducats of 11 copper reals, although only 1,000 pesos would be recorded in her post-mortem inventory, implying a difference of 34,000 reals.62 In sum, albeit occupying the place befitting them, more than ‘intruding’ into the paintings the two women seemed to have a strong influence on the two iconographic constructions, multiplying their meanings.

A reading of the texts of the Countess of Aranda, whose subject matter is somewhat similar to the subsequent writings of the Count of Fernán Núñez, whose connections with Gracián have been discussed above, provides a more accurate interpretation.63 Doña María Luisa de Padilla’s texts were written for both men and women, but the fact that one of them was devoted to her daughter’s education made of them privileged treaties to understand the way female self-representation had to be built. She devotes many pages to demonstrate why women had to avoid being painted to prevent scandal. But the key point for Padilla was the importance of Chastity, the crucial virtue, in her opinion. Chastity was the mother of continence and patience, and she associated it with the colour green, visible in Murillo’s representation of the Marquise of Villamanrique’s sleeve. According to Padilla, when this virtue comes together with the red colour, the colour of love, very prominent in her skirt and the table, chastity and even marital chastity based on mutual affection, ‘gives the soul perfection’. But above all and most importantly for us here, chastity gives ‘the spirit to fight intrepidly with the greatest enemy we have (which is our sensual appetite) until achieving glorious victories over it, and over the other passions’.64 In other words, if self-control was crucial to men, the same happened throughout chastity to women. In both cases they were personal and individual behaviour the keys for the construction of the self rather than the lineage or corporation to which nobles belonged.

Aurora Egido underlines how self-control in ‘eating and other habits’ could palliate women’s vices such as ‘fearfulness and imprudence’.65 As a whole, it was about promoting a ‘high demand for self-control as an unavoidable requirement of both their sex and their rank’.66 Furthermore, the female demeanour that she recommended, and which formed part of the profile of the virtuous woman, basically consisted of establishing the self by performing activities unrecommended for noble women, such as reading and above all writing, and which have being recognized as forms of emotional self-affirmation.67 In this way, the Countess of Aranda was defining a type of virtue that, beyond that deriving from bloodlines, recognized the possibility of a series of individual merits, although in some cases differing from those of men. And this always in her fundamental role of wife, to which end ‘the picture of the virtuous noble she paints should have a full education that enables her not only to accompany her husband but also to give birth and rear and teach her children both physically and spiritually’.68 It also corresponded to the increasing deeper-seated custom of the period of representing the nobility on the basis of this type of composition which could be called ‘marital’. This chimes with the idea of ‘consensual marriage’, put forward by Heide Wunder (see Chapter 3),69 as well as with the abundance of family portraits of the Dutch paintings and the way they show a less subordinate image of women in the Netherlands.70

It is highly likely that the reason behind the underrepresentation of women in Murillo’s portraits was not – or not alone – the gender bias in the demand for them. That conception of the noble woman who, according to the Countess of Aranda, should steer clear of the public sphere, a rule that could be broken by having her portrait painted, might have also been behind this state of affairs.71 This was based on the idea that showing one’s body was shameful and a source of scandal,72 which might have made some women more reluctant to have their portraits painted.73

In any event, in light of the foregoing and the two examples examined above, we may conclude that the limited presence of elite women in portraits does not imply that when they did appear, they did not seek complex forms of self-representation, in which their secondary role was compensated by certain touches of aesthetic agency. In addition, female self-affirmation was simply expressed in predominantly different ways and portraits did not constitute a preference for women. Broadly speaking, there are many accounts of the need that women, and of course the elite among their number, felt for individual self-affirmation. As with the case of the lay sisters (beatas) and elite women accused of Lutheranism in sixteenth-century Seville, already addressed above, in other European regions women’s religiosity also frequently challenged the authority of the paterfamilias.74 In a way, this reaffirmation of the self implied a challenge for noble women, since, the association of virtue not with a characteristic of the group – and therefore of all its members, including them – but with a series of individual values, evidently faced many of them with a by no means trivial challenge.

The nobility in transformation
The nobility, and in particular that of Seville, was actually undergoing a profound transformation. On the one hand, the internal social dynamics of ancient noble families were changing their self-definition, while previous forms of display remained in place. On the other, the ennoblement of new families, including those of the Federigui, Burgarelli and Mañara, many of whom were of foreign origin and associated with the opportunities offered by the early globalization and long-distance commerce, contributed to deepen that change. Nor did this involve renouncing the capital that came their way as a result of belonging to that social estate. Yet it did indeed require a social justification, something that legitimated them in the eyes of their contemporaries. It is there where it is necessary to establish for the moment the altruistic reaction and the emergence of a series of philanthropic ideals throughout Europe, including of course Andalusia. Those ideals were expressed (see Chapter 6) in charitable works and in an attempt to enhance prestige through religion. Such was the case of Don Luis de Paz in Granada (see Chapter 7), the families that performed charitable works in Cordova and Don Miguel de Mañara and the nobles who joined the Hermandad de la Caridad in Seville.

The mid-seventeenth-century crises and the consequent state of prostration in which these cities found themselves only accelerated this process. But in the background there was also that affirmation as well as idealization of individuality which can even be glimpsed in Mañara’s desire – almost an imposition on the members of the brotherhood – to understand charity as a personal act. For some, donations were no longer enough. Noblemen were expected, as Don Luis de Paz and Mañara did, to perform acts of righteous philanthropy individually, for it was also there where the key to the personal salvation pursued in Discurso de la Verdad lay. The individual and the self were also increasingly important in this area. To gain a better understanding of this phenomenon, we need to call attention to the fact that it was not unique to Andalusia or the Iberian Peninsula. Around the same time, the European nobility underwent changes that also gave centre stage to individuality in their self-perception. This could be achieved through the immoral behaviour embraced by members of French nobility, the libertines, who placed the individual above social conventions and moral rules. Through pietism, as well, represented also in France by people such as Pascal whose doctrine of salvation also expresses all this.75 As is common knowledge, pietism had a firm feminine basis, which should come as no surprise considering the quest for forms of self-affirmation that religiosity entailed in cases like the aforementioned involving the women of the Trémoille family.

Needless to say, this did not imply renouncing noble rank. Moreover, the desire to help the shameful  poor, the so-called ‘pobres vergonzantes’ – impoverished nobles who could no longer afford a lifestyle befitting their rank – after conducting a census of the whole city, evidences it, all the more so since it was individuals and nobles like Burgarelli who promoted it. In other respects, this new nobility found a way of self-affirmation in a novel concept of philanthropy associated with the notion of charity as well as the idea of civility and a new conception of patriotism connected not to their places of origin but, rather, to the idea of Spain. This could already be perceived in Fernán Núñez who stressed that the fundamental duty of the practical man was to serve his ‘fatherland’ (patria), a concept that now went beyond the region in which one was born.76 This kind of patriotism was also expressed in a special way among elite women, as evidenced by their participation in the Patriotic Societies of Friends of the Country created in the eighteenth century and by the fact that some of these were exclusively formed by them. On balance, those women had a tendency to employ forms of self-affirmation expressed in kinds of social action much more accessible to them than the wars waged by their lineages, on which the criterium of nobility had been based since the Middle Ages, and even on blood inheritance.77

As for Seville, one of the expressions of that ‘patriotic’ duty of the new noble elite was the foundation of the so-called ‘Real Maestranza’ of Seville. This institution served to purify the desires of that new nobility and its members’ need for social legitimation, now through equestrian art and the military role recently integrated into centralized armies.78 The members of the new nobility of Seville thus encountered a solution to the quest for justification to which they had been subject by the estate’s inner transformations owing to the crisis of values occurring at the end of the sixteenth century. This had resulted from the huge complexity of their forms of self-representation as a group and even certain weaknesses which had come to light during the social conflicts of 1652.79 They did so on occasions such as the celebrations for the canonization of Ferdinand III which combined the sentiments of universalism with those of a new ethnic patriotism that would serve as a future reference (see Chapter 8). The new institution also acted as a protective umbrella in that it was subsequently used to vindicate some lineages, thus concealing origins that were less confessable or inappropriate for enhancing their prestige.80

Conclusions
It is certainly possible that the opposite of Murillo’s iconography was represented by artists such as Claudio Coello and Carreño de Miranda, although they also used motifs similar to those Murillo employed, for many were circulating at the time. Carreño de Miranda painted The Duke of Pastrana (c. 1679, Museo del Prado, Madrid, Figure 5.3), which is worthwhile recalling here. Being a posthumous portrait, we must think that the negotiation of the ‘sitter’ with the painter was rather of the latter with his successors, but this does not hide the values that are represented. The duke appears in all his splendour surrounded by aristocratic trappings. With his eyes on the horizon in the style of the classical heroes and standing in front of a horse, he meets his destiny with his hand on his sword hilt in a clear reference to waging war as befits his status. The duke’s haughty attitude and the composition and deployment of the figures, plus several iconographic elements, all differ greatly from the Seville painter’s representations of the nobility. A page is adjusting his spurs, as already observed, a symbol associated with nobility and controlling the passions, above all those of others, corresponding to his rank. Such a message is reinforced by the whip in his hand, all of which combines with the cross of the Order of Santiago, which appears twice in the picture. Framed in the context of Murillo’s portraits, this scene reflects the very different ways in which the members of the high nobility sought the representation of their personae.

Another visual document also deserves some attention. Perhaps more cautious readers will not be surprised to discover that the Count of Fernán Núñez himself was represented posthumously in woodcuts of the period with a certain degree of eclecticism that reveals the complexity of what was occurring: wearing armour, with his coat of arms occupying a very prominent place and his book El hombre práctico on the table, together with a quill, thus assimilating him to a new way of understanding the nobility. Such woodcuts even included a motto singing his glories not only in ‘political and military affairs’ but also his role as the ‘promoter of the agriculture and industry of his vassals’.81 The military role of the old nobility, the importance of the lineage, and that of promoting wealth and ‘industry’ typical of the practical man, which the enlightened would subsequently extol, thus appeared to go hand in hand, while his individuality was represented as a (tense) dialogue between his self and the world in which he lived. Furthermore, in the case of Fernán Núñez, there are also some obvious contradictions between his writings and his interest in preserving and even defending the importance of his house and lineage, as revealed by some studies on his behaviour and character.82 This should not come as too much of a surprise. In his writing, he was describing idealised behaviours, the way he wanted to see those of his own social group represented. But he could not escape practices that were very common in his time. What is important for this book is to highlight how this contradiction reveals the reality in which members of the nobility lived, particularly the Seville nobility who were especially affected by early globalization.


[image: A life-size portrait painting by Juan Carreño de Miranda (c. 1679) of a nobleman with long reddish-brown hair, standing full-length in black Spanish court dress with a silver sword hilt, attended by servants and a white horse in a moody outdoor landscape.]
Figure 5.3 Carreño de Miranda, The Duke of Pastrana (c. 1679, Museo del Prado, Madrid).

These two cases show the complexity of a social group that has being considered to be in transition. But at any rate, it is difficult to defend the idea of a traditional Seville clinging to the past and to the ‘aristocratic reaction’. It was rather a city on which a transformative crisis had left its mark mainly because of its outgoing character. All of which was affecting the sociological profile of art customers and which was reflected in the idealized image that the elites had of themselves. In this respect, as in others discussed here, Murillo – voluntarily or not and undoubtedly without a specific social programme – could not suppress the contradictions of the time. One of them was that the delicate balance between individual, personal merit and self-representation, on the one hand, and the group or corporation, on the other, which affected in a very specific way lineages and large family constellations. At the same time, this made it necessary to reconsider the gender relations revolving around this problem and noble values. If women and, elite women in particular, were reluctant to enter spaces of social communication such as portraits, they had other ways of personal self-representation and even self-assertiveness. The tendency existed, however, to represent them –maybe with less negotiating power than men? – under the archetype of a person able to control her passions and devoted to the family, the household and the husband, promoted by the moral writers.

There is another obligatory reflection. When transitioning from the analysis of texts – often written by members of the nobility or aristocracy – to that of images and art as historical documents, there is a temptation to review many clichés and to pose questions that go beyond Seville itself. Certainly, it was obviously a city with very specific features. Yet it is also necessary to ask ourselves whether the idea we have of seventeenth-century Castile and Seville has not been chiefly shaped – or deformed – from the perspective of the Madrid court, where the most time-honoured Spanish aristocracy of the noblest descent resided.
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Speculative Practices and the Moral Economy in a Global City: A Franciscan, a Painter and the Crowd

By the end of the 1560s the Dominican Tomás de Mercado published a text on the Indias’ trade with moral purposes but also exhibiting a deep knowledge of commerce in America as well as Seville. According to Mercado, ‘The velvet rod that is worth [in Seville] a thousand maravedís would go out there [in America] … for two thousand … from which comes this dissolution that … destroys both republics, Spain and the Indies’.1

In 1650, Francisco Martínez de Mata, a Third Order Franciscan launched a plea in favour of Seville artisans who, to his mind, were the real bricks and mortar of the ‘republic of Spain’:2 ‘Applying industry more perfectly to 25 lb of linen [they] can increase its worth by as much as 3,750 reals.’ Before giving an example and adding:


The virtue of the art of painting and sculpting is well known, for with an expenditure of 10 reals on materials such works tend to have a value of 10,000 ducats. In this respect, industry converts all simple materials into gold and silver, from which it can be inferred the many riches that would be amassed by the prince who owning mines promotes the arts in his realms.3



Two years later, the friar was accused by Don Martín de Ulloa, a Seville alderman, of being and arbitrista who encouraged the uprisings that took place in the city in May 1652.4

Mercado and Martínez de Mata shared the same moral conception of the economy. Moreover, Mercado also supported the idea of things’ worth according to the value added by the labour necessary for their production. But the two spoke of different issues. The former censured a practice rooted in an individualistic and speculative conception of the economy that could destroy the Republic (he frequently capitalised the term). The second author reflected an old Christian tradition (see Chapter 7) that emphasized a moral economy with a strong communitarian component and which, in his view, constituted a fundamental pillar of the republic. The following pages delve deeper into how early globalization triggered this clash between individual practices and communitarian visions, and explore how Murillo unconsciously represented this tension, which materialized in a conflict that pitted artisans, some friars and the people of Seville against merchants and members of the city’s elite.

Global agents and global tensions: On traders
Any observer – even one with no previous knowledge of the city – of Louis Caullrey’s (1580–1621) view of seventeenth-century Seville today at the Fine Arts Museum of Seville (Figure 6.1) would recognize two obvious themes: on the one hand, the relevance of trade, evident in the boats sailing on the river, and, on the other hand, the abundance of convents and religious buildings that characterized the town. The first theme evokes the city’s global expansion and needs no further explanation. By 1600 there must have been more than one thousand people registered as merchants in Seville, which could amount to 20 per cent of its ‘productive’ population, a very high figure if compared with other towns of Castile, with some of those merchants from very different parts of the world.5

Unlike the view common in the sixteenth century, some historians, such as Michel Cavillac, have argued that a positive image of traders emerged in Castile, with a crucial echo in Seville.6 Even Tomás de Mercado, as well as some of the period’s theatrical plays, presented very positive views of merchants, counterbalancing contrary contemporary opinions.7 Such views, however, coincided with bitter criticism of many of the practices derived from an economic rationale based on individual profit and speculation in which merchants represented the main actors. Those practices mainly consisted in the storing of products – and particularly of basic products, but also money – to sell them afterwards once their prices went up, due to the seasonal fluctuations of the epoch’s markets. The very same Mercado spoke about traders as lovers ‘of their own money and greedy for the money of others’, also assuring that ‘it is no longer enough for the wealthy merchant to buy and sell, but he has to exchange [currency] to find everywhere the money he needs’, which gave rise to many abuses.8 Despite the theologian’s attempts to distinguish moral from immoral practices good and bad,9 speculation with commodities and with money both proved especially frequent in this city, the former because of the violent seasonality of the fleets’ departures and the interest in retaining merchandise until the prices rose as the event approached. The second – linked to the above – was the result of the need for loans and sales on credit generated by the large amounts of commodities involved in the American trade. Furthermore, the bad opinion about traders entailed neither the outcome of a literary fiction nor the fruit of the heated imagination of irritated theorists, for the people of Seville had a clear idea of it and knew where the wealth of many merchants came from, even when it had been amassed in the Indies. They knew that legal trade went hand in hand with speculation and morally suspicious manoeuvres. Furthermore, any inquiry about these merchants’ past by the local authorities of the Casa de la Contratación proved sufficient to provoke rumours about them.10


[image: An oil painting by Louis Caullery (c. 1600-1620) showing a panoramic view of Seville divided by a river filled with sailing vessels, the city’s dense skyline of buildings, churches, and fortified walls, with a tower rising prominently at the centre against distant hills and a muted, cloudy sky.]
Figure 6.1 Louis Caullery, View of Seville (c. 1600–1620, Museo de Bellas Artes, Seville).

The global character of this trade, with the arrival of merchants from other ‘nations’, also the pretext for increasing xenophobia, fed this criticism. Everybody in Seville knew that many foreign merchants broke the law to make great profit, as was the case of Juan Batallón Corzo, accused in 1563 of illegally fleeting certain cargoes to the Indies, and who had amassed 40,000 ducats of patrimony.11 But, even worse, such accusations led to murmurings against these traders and their descendants even after their naturalization in the city, instigating animosity toward many families and suspicion of the whole sector, as the writings of some arbitristas and Martínez de Mata himself show.12 To make things worse, everyone knew that all of the above constituted the ground for consumption and ostentation habits regarded as insulting to many, and that many people considered damaging to the republic.13

Of course, it was not only traders who engaged in speculative practices, and in fact criticism was directed not only against them but against the behaviour of other elites. The episodes of famine that triggered the conflicts of 1652 brought to light how nobles and large landowners in general were involved in these actions, as well as their connections with the underworld dedicated to smuggling and usually associated with this type of trade.14 According to some of the clerics mentioned, even the king came close to similar activities when he devaluated currency and, therefore, lowered its value, which independently of its political component constituted a way to increase the price of commodities without adding to their worth. Even religious orders such as the Capuchins traded in enslaved people in Africa, which, due to the complex casuistic that legitimized the slave trade, cast shadows upon its practitioners.15

Murillo himself soon became part of this milieu, like many other Sevillians. In part through his own family network, he entered into contact with many traders of different origins,16 while his trips to Madrid with the merchant Miguel de Mañara provided him with contacts such as Don Antonio de Salcedo Hurtado de Mendoza, lord of different towns in the northern peninsula and trader with iron towards the Americas, of whom he made the above-mentioned portrait before the latter became Marquis of Legarda.17 But Murillo’s involvement in this milieu went even farther. Cruz Valdovinos has suggested in this regard that Murillo’s close relations with Zurbarán materialized in the sending of paintings to America, and his personal participation in maritime loans to ship captains and traders is, he says, even more evident. The painter not only used his own money, but he also acted as a front man for Seville nobles, who wanted to participate in speculative operations secretly in order to avoid injury to their social status. The system consisted in advancing money for the acquisition of commodities then sold in America at very high prices, and sometimes even buying other products there that, shipped back to Seville, could double the benefits.18

Early globalization led to tension between speculative and communitarian economies when, after 1620–30, its negative side hit the imperial and local economies severely. By then, other commercial axes such as the one connecting Mexico (and Peru) with the Philippines, which diverted silver from the Havana–Seville axis, severely competed with Seville connections, namely the Carrera de Indias, whereas Africa’s direct links with America and the incursion of Dutch and English in American trade further weakened the city’s protagonism.19 The global character of the empire also provoked conflicts of an unprecedented world dimension. Indeed, at the height of the Thirty Years’ War (1618–48), it was becoming increasingly difficult to ship silver out of America to the Iberian Peninsula, with the number of those consignments even dropping at decisive moments of the conflict because of the need to defend non-European areas of the empire.

Indeed, the outbreak of the Portuguese Restoration War (1640) triggered a spiral of conflict escalation not only in the peninsula but also in Asia, Africa and even America, including the creation of a Brazilian fleet to defend the country’s African colonies against Castile.20 The war with Holland and England also made itself felt in Asia and America. All of this coincided with the implementation of a progressively more tense and watchful policy regarding Iberian interests in China and Japan. In the latter, the ascension of the Tokugawa Dynasty shortly after the arrival of several delegations in Seville heralded a period of conflict whose most well-known episode was the martyrdom of several Jesuit friars, which shocked Spanish society to the core. So, the cause of Seville’s problems was not only the Atlantic trade crisis and much less the American mining crisis, but something much more far-reaching usually called ‘early globalization’.

The outbreak of these different wars obliged Madrid to transfer resources to global theatres and, perhaps more importantly, to leave an increasingly greater quantity of American silver on the continent or to ship it to the Philippines to defray military and administrative costs, with an eye to preventing uprisings in different parts of the empire. The monetary circulation system designed to provision the monarchy’s European armies through Seville was thus undergoing modifications and becoming more centrifugal and multipolar. Against this backdrop, the difficulties in levying further taxes – and even in collecting them – paved the way for the devaluation of silver coinage, which had very negative repercussions for the high nobility and some members of the oligarchy. Nevertheless, it was even more disastrous for merchants, for many of whom price speculation entailed one alternative. Currency debasement also harmed the craftspeople and popular classes of a city like Seville, in which money circulation was essential. It is important to stress that back in 1609, the Jesuit Father Juan de Mariana had written a treatise in which he condemned that minting of coinage, for he believed it was a wrongdoing committed by the king against the community, which coincided with the views of some churchmen – and also laypeople – such as Martínez de Mata (see Chapter 7).21

Global agents and local conflicts: On friars
The clash between these economic practices and the more radical versions of a communal moral economy became inevitable as early globalization also reinforced religious communities’ presence in the city. Quite possibly, the pope referred to this situation in a letter of November 1622, in which he stated that ‘the riches that attract to your Sevillian ports a great multitude of men from foreign nations’ had been accompanied by ‘squadrons of celestial soldiers’.22 The figures on the foundation of convents in Seville are very expressive of this phenomenon (see Introduction).

Among all these institutions, it is interesting to analyse the case, not unique in many senses, of the Franciscans to which Martínez de Mata belonged, due to his protagonism in the events of 1652. In 1600, the Observant Franciscans had founded the convent of San Buenaventura. This institution is in itself proof of the effects of that early globalization on the city and how appealing it was for the religious orders. In fact, between 1567, the year in which Nuestra Señora del Valle was founded, and 1640, seven male communities of Franciscans were created in Seville.23 Furthermore, San Buenaventura was a very important school of theological studies, which subsequently served to disseminate Franciscan ideology in America and the Philippines, and also in Seville itself, towards which Martínez de Mata would turn his attention.24 In 1633, this institution was elevated to the category of Estudio General (General Study), after which it depended directly on the Propaganda Fide congregation in Rome. It swiftly became a centre at which members of this and other orders studied, many of whom came from Spain, Portugal and even Flanders and Ireland, before embarking to cross the world’s oceans.25 San Buenaventura became a node in which the ideas that would give shape to global Catholicism were absorbed, combined and disseminated.

On a local level, San Buenaventura also constituted the node of a Franciscan network covering the whole city and very close to the mother house of the order, the convent of San Francisco el Grande, a focal point of Seville sociability. The residential areas of many foreign merchants were a stone’s throw away, and the cathedral and the Casa de la Contratación three minutes on foot. Another two-minute walk towards the river Guadalquivir connected this circuit with the Arenal (the riverbank area), where most of the members of the city’s underclass went about their business.26 San Francisco, as a centre of sociability, was also the place where many paupers, some coming from the aforementioned Arenal, and starving craftspeople congregated. It was also an institution in which a large variety of congregations met. A profusion of paupers sought physical and spiritual refuge in its atrium, drawing from its fountains the water they sold in earthenware vessels on the hot streets of Seville. Both Velázquez and Murillo reflected this in some of their paintings discussed above. The convent and its vicinity also housed a number of congregations, such as that of the people of Burgos (most of whom were merchants) and that of the Portuguese, to which many of the city’s notables, merchants and patricians belonged and where they sometimes rubbed shoulders with people of lowlier rank.27 Judging by the map of the convent, it was an authentic ‘mall’: in the same enclosure, which gave on to the exterior through the atrium, there was a profusion of congregations, some of which were related to guilds. The atrium led to the church where, as before, there were a number of spaces in which the congregations of tailors (or San Mateo), silversmiths (or San Eligio), hatmakers (chapel of Santiago) and the Basques (chapel of la Piedad) mixed. From here there were two doors leading to the Claustro Chico, thus making it accessible to the public. This spatial layout not only meant that craftspeople and corporations literally mingled with one another but also served to highlight the works of artists such as Murillo and the friars abounding on the city streets.28

We do not know whether or not Francisco Martínez de Mata resided in one of these institutions. In any case, his personal biography is very different from Murillo’s because of his mobility. The first of his works to be published, Sobre los forzados que cumplen sus condenas en galeras, is dated Motril, 1648, and was followed by Memorial de la despoblación y pobreza de España y su remedio, dated Motril, 8 November 1650. He also wrote further texts and manuscripts in Seville during the following years, which implies that he had begun to reside permanently in the city. All these works revindicated craftwork as a source of wealth and civility. By then, he was familiar with the most conflictive areas and in contact with the already booming silk industry in Motril, his place of birth, from where some of the most prominent rebels in Granada, Cordova and Seville would emerge. He certainly travelled through France and Italy and although practically nothing is known about his movements there, he would have assumably heard of an episode such as the Revolt of Masaniello in Naples (1647), which received plenty of news coverage in Europe and even in America.

Martínez de Mata’s memorials have gone down in history as being typical of arbitrismo (a reformist current of thought, which, concerned about Spain’s economic decline, proposed measures to remedy the situation) and economic thought in general, despite the fact that he himself refused to be called an arbitrista, a term that by then had fallen into some disrepute. Yet there was an essential difference between Martínez de Mata and most of the arbitristas: the latter usually wrote to the king in exchange for some or other compensation and frequently pursued the interests of the privileged or the cities in which they wanted to promote themselves socially and from which they expected support for their proposals at court.29 Martínez de Mata did not belong to that group. His memorials are rather an expression of his thought and that of the craftspeople of Seville.30 On the other hand, his writings had an exceedingly local scope – something that is sometimes forgotten – though the conclusions he arrived at referred to the ‘republic’ as a whole, which he identified with a ‘nation’ he called ‘Spain’ (see Chapter 8). Ulloa’s argument speaks volumes of the links between Martínez de Mata’s thoughts and Seville, for he himself declared that he had expressed such ideas in his sermons, while warning against the danger this posed for law and order in the city.31

Whether or not Murillo ever met Martínez de Mata, he soon became familiar with this ambience of friars who shared the latter’s thinking. Many of his commissions, in fact, came from that milieu, which he knew from his early days as a painter, and for which he produced most of his oeuvre.32 Our two characters were thus embedded in the same mental and social universe. At the time Martínez de Mata came to Seville, Murillo was about to finish the painting of the Claustro Chico in the convent itself. Social interaction there was inevitable, while the painter was also in close contact with the milieus in which Martínez de Mata, craftspeople and the rebels of 1652 moved. There existed in Seville a type of sociability where idling and conversing in public spaces was the rule; consequently the friars not only delivered sermons in church but also on the streets, many of them located in this area.33 It is this aspect that makes it possible to contrast the writings of one with the paintings of the other which, into the bargain, had been commissioned by the institution to which the former belonged and reflected his order’s spirit.

Indeed, Murillo doubtless shared with Martínez de Mata the idea of painting as an activity which multiplied the value of the materials he used and, for that reason, as a highly profitable ‘industry’ for the ‘republic’. Likewise, his associative experiences must have brought him closer to the Franciscan’s ideas. He himself joined the Cofradía del Rosario in 1644 and, more interestingly for what follows, he obtained the habit of the Third Order of St Francis in 1662, which speaks in the same direction.34 By 1649, he was already friends with Don Miguel de Mañara, who founded the Hermandad de la Caridad for burying deceased paupers, which he joined in 1665. It should also be recalled that Murillo, who was the son of a barber surgeon (the craft elite of the city), spent his entire life immersed in the controversy about the superiority of painting over the other ‘arts’ and trades, which Pacheco had already expressed in his famous El arte de la pintura. He also very shortly joined the Hermandad de San Lucas which, located in the church of San Andrés, congregated the painters of Seville, and he was deeply involved in the creation of an academy that gave the painters’ collective their rightful place among the trades in Seville.

Some of his works reflect assumptions of these religious orders’ eagerness to materialize their ideology in compositions, of which a good example is the ensemble of the Claustro Chico. The commission to Murillo involved representing important episodes in the history of the Franciscan order that exemplified its spirit of poverty, charity and – I will add – communitarianism. There are, in this sense, several aspects to mention. To begin with, very rarely did this, or any other, order commission the representation of active members, and the rule was to ask painters for pictures of the saintly founders of the community in which they tried to materialize the principles of the corporation. Therefore, though these paintings stressed a strong sense of individuality, symbolized in these characters, they were far from the idea of representing the self as it was common among the nobility and – as we will see – the merchants. Works such as St Didacus of Alcalá Feeding the Poor (c. 1645–6, Real Academia de Bellas Artes de San Fernando, Madrid), Saint Francis Solano and the Bull (1645–6, Real Alcazar de Sevilla, Sevilla) and The Angels’ Kitchen (Figure 6.2) have this meaning, and it can even be suggested that this was the way the friars wanted the public to interpret them. In the last one – the only one that could be considered an exception to this rule – both the painter and the order wished to represent a Franciscan such as Francisco Pérez and two gentlemen, of which one could be Don Luis Melchor Fernández de Haro, valido of Philip 4th. The aristocrat’s presence – on the other hand, hidden by certain anonymity – is justified by the character’s importance and the collective spirit of the painting materialized in the prominent image of Francesco Dirraquino o Duracio, the thirteenth-century legendary personage, and in the prominence of the angles and the food.35


[image: An oil painting by Bartolomé Esteban Murillo (1646) shows a busy kitchen where angels and cherubs cook, carry water, and prepare food, while at left a robed monk levitates in prayer, watched by monks and noblemen, all rendered in dramatic chiaroscuro light.]
Figure 6.2 Bartolomé E. Murillo, The Angels’ Kitchen (1646, Musée du Louvre, Paris).

The content of these works is equally interesting. What at the time was known as the ‘aptitude’,36 the aposture or pose of the personages, contrasts equally with the noble portraits, despite the restraint of the sitters already noted in those cases. No self-assertiveness or sense of individualism can be expected in the representation of the clothes or their colours, always subject to the uniformity of each order’s rule. Attitudes of modesty and even enraptured self-humiliation abound even more and with higher expressionism than in nobles’ portraits. The denial of the self, present in Saint Francis’ Fioretti, illuminate these representations,37 and the characters are epitomized praying or genuflecting, never erect, on their knees, prostrated or, when this is not the case, with a devout and fascinated look at the sky.38 Particularly interesting is the image of Brother Junípero (Brother Junípero and the Poor Man (1645–6, Musée du Louvre, Paris, Figure 6.3), the symbol of saintly ‘ingenuity’ derived from patience and painful humiliations.39 Even in the case of Brother Luis de Asís in Ecstasy before Pope Gregory 9th (1645–6, North Caroline Museum of Art, Raleigh) in which the saint stands majestically before the pope, this is justified, as the inscription at the base of the painting says, since he is in fact ‘in divine rapturous ecstasy’.

While the Claustro Chico series, like many others of these orders, constitutes a hymn to individual poverty and institutional charity, it entails also a discourse on wealth and its communitarian dimension. In fact, the community is their real protagonist, and the practice of charity is presented while emphasizing the rejection of earthly goods – materialized in the poverty of the members of the order – which in no way lead to salvation or true wealth, as the theory of the time preached (see Chapters 4 and 7).40 Examples of this are the representations of St Didacus of Alcalá feeding the poor and Brother Junípero letting the poor undress him. Both make sense in the context of a communitarian economy, insofar as charity was for the Church Fathers an obligation stemming from their conception of goods as ultimately belonging to the community, as well as from a certain utopian and primitive egalitarianism (see Chapter 7). The former follows the treatises on poverty of the time, such as those of Giginta or Pérez de Herrera, which note that Murillo represented charity only with genuine poor, in that those receiving alms are all crippled, children, old people or women. There is not among them any fictitious poor, male or young persons of working age. The second, that of Brother Junípero, has given rise to some comments due to the work of Lope de Vega, who presents him as a ‘gracioso’ in his comedy El serafín humano. It is difficult to believe, however, that the painter wished to underline the comic side of the friar in such a prominent composition. Rather he wanted to show his saintly ingenuity, materialized in his most unusual act of charity, the one that placed this virtue above the instructions of his earthy superiors – the guardian father who had forbidden him to give his tunic to the poor – and which referred to that imaginary of charity as an act of sharing goods even above the rules of this material world.41


[image: An oil painting by Bartolomé Esteban Murillo (1645-46) depicting a Franciscan friar in a long grey robe humbly offering charity to a kneeling, half-clothed poor man. The scene is set among weathered classical ruins with a rocky foreground, a staff, and rolling hills beneath an overcast sky, with a horizontal Spanish inscription running along the bottom of the canvas.]
Figure 6.3 Bartolomé E. Murillo, Brother Junípero and the Poor Man (1645–6, Musée du Louvre, Paris).

Urban unrest and Franciscan moral theology
The crisis of 1648–52, albeit not only affecting the city, was especially acute in Seville, and triggered the confrontation between the speculative and individual perception of the economy and the most radical visions of the community moral economy. There was also friction between commerce and manufacturing – the silk industry, in particular –in other Andalusian localities, including Granada and, of course, Motril where Martínez de Mata, plus many of his acquaintances and perhaps relatives, experienced it at first hand. That the crisis was partially due to the competition of foreign silk, including that from China arriving in the city via America, to where it was transported on the Manila galleons, has only been brought to light in recent research.42 To all these woes were added the extremely adverse effects of the aforementioned minting of coinage, the bad harvests and higher taxes.

The plague of 1649 had left the city desolate and most families suffered the impact of the disease, as did Murillo’s own, which lost children and relatives to it. An atmosphere of fear, regret and desolation took hold of the city and Andalusia in general, whose sense of the commonality of death and the finiteness of existence would be present in the following decades in all kinds of artistic manifestations and, of course, in painting. It is in this context of psychological trauma and despair where one understands the series of social uprisings in the region and, above all, Seville. The ‘multitude’ – borrowing the term not from Hobsbawm but from Martínez de Mata himself43 – composed of artisans, day labourers, peasants and poor and uprooted people, rose up and mutinied for several days in May 1652.44 The first targets of the crowd were the weapons depots and the cereals warehouses of some merchants and speculators that they assaulted with the connivance of some of the authorities.45 If a partial witness such as Ortiz de Zúñiga is to be trusted, it resulted in a total rift between the elites and the people.46 Yet far from being a conflict of outcasts, it also involved ‘the healthy and authentic people, with the broad participation of the lower middle classes formed by craftspeople and skilled workers’.47 The insurgents also included several clergymen who sometimes ended up playing a dual role as appeasers. In all the cities, the rebels chose members of the oligarchy to represent them, who on more than one occasion it seems also played a double game.48

That Murillo, Martínez de Mata and the rebels have not been interrelated until now is perhaps due to the fact that, as for the artist, the stereotype of the naturalist painter who was accommodating to the privileged classes has been followed to the tee; and regarding Martínez de Mata, because of his status as an arbitrista, theoretician and torchbearer of the political economy developed in the following century. But the foregoing and Ulloa’s accusation support the idea that Martínez de Mata’s actions went beyond writing memorials and that, after expressing them in sermons, he became involved in pasquinading and stoking social unrest. The alderman believed that the main problem with Martínez de Mata was that ‘he does not only busy himself with … persuading those who he encounters about his doctrine but also has others as disciples who do the same; and both promote it by distributing handbills among their acquaintances and with placards that he hung in the square next to the houses of the chapter’.49 It can be assumed, therefore, that Martínez de Mata was a well-known character – if not one of their leaders, certainly one of their ideologues – among a number of individuals including other Franciscans and craftspeople.

As a matter of fact, since the Middle Ages Franciscan thought had been characterized by the community ideal and commonweal as the prime objectives.50 Such ideas were not aimed at individual action – as had been the case of Renaissance humanism of the fifteenth century and was the rule among merchants – or individual rationalism in pursuit of material goods. Even though this, plus the idea of private ownership, is currently regarded as a form of rationality, for the Franciscans the will of humans to give the community the supreme good they had received, namely, their own existence, had to be stronger. For which reason individual action was only valued, according to them, if it redounded to communal life. They did not understand the economy in the modern sense of the word, as a discipline that analyses how individual agents make decisions for their own benefit which determines resource allocation: labour, land and capital. Rather, for them it was the oeconomia in the classical Greek sense: the discipline whose purpose was to improve a community, originally households or families, thus creating a harmonious body politic.

This resulted in a theory of value that put the accent on the extent to which different activities increased the wealth of the community.51 Commerce, an activity that Francis of Assisi renounced for the life of a pauper, it was held, did not increase the value of things. It simply changed their price. Consequently, commerce was only positive if it contributed to redistribute wealth and facilitated the subsistence of the members of that community, thus preventing its deterioration and creating common interests for the stakeholders. By the same token, those making interest-bearing loans or exchanging money were guilty of the sin of avarice for prioritizing individual benefit over the collective sort. Neither the goods trade per se nor loans increased wealth. Moreover, both, but above all interest-bearing loans, could spell ruin for the members of the community for two reasons: because some were unable to pay that price and, at the same time, cover their needs, which invariably led to hardship; and because they distracted people from activities that created wealth, such as agriculture and craftwork, to the community’s detriment.

Likewise, speculation entailed also a kind of avarice and, therefore, a reprehensible practice. According to this view, staple goods actually had such a high value – that of the lives of the people who consumed them to subsist – that they could not be sold at unaffordable prices. Those activities, be it commerce or making loans, performed immoderately led to family ruin which in turn engendered poverty, rootlessness, violence, disorder and the decay of the community as a harmonious unit. These ideas actually underpinned the theories of good governance that had become entrenched mainly in medieval Italy.52 Practical conclusions were drawn from this. It was believed that the way of avoiding usury, the blame for which was chiefly placed on the Jews, was to promote non-usurious loans at reasonable interest rates. This same idea was behind the creation of montes de piedad in fifteenth-century Italy. These offices, often funded by collective savings, were devoted to making low-interest loans to the poor on security, thus preventing the deterioration of communal life. Those ideas also spawned the creation of brotherhoods and associations to defend collective interests or the different republics (communities) into which society was divided at the time. It does not seem too far-fetched to suggest that these were the ideas many preachers from the school of theological studies of the convent of San Buenaventura – Franciscans or not – disseminated in the squares and streets of Seville and beyond.

Read from this perspective, the writings of Martínez de Mata acquire another dimension making it possible to understand how they chimed with the interests of the artisans and people of Seville, whose moral economy had been gradually edified over the centuries on this tradition and according to these principles. This was true despite the fact that – except in a reference to the Comuneros – in his writings Martínez de Mata never refers directly to social unrest but does implicitly warn against it.53 Thus, there are plenty of references to how the crisis of the craft industry affected all those members of society ‘prone to agitation’.54

One of the fundamental concepts of those writings is that of community or, more frequently, that of ‘republic’, which was associated with the idea of a structured and organized society, viz. a ‘harmonious republic’.55 Rooted in St Augustine and St Ambrose, this view reflects a crucial principle: it is order and harmony that give a multitude the character of a republic (see Chapter 7). In this, the Franciscan coincided with many Spanish thinkers of the period, such as Diego Tovar y Valderrama.56 As it is a multifaceted term, Martínez de Mata often employs it in the plural with different references depending on the context. Very seldomly, he contrasts ‘republic’ with ‘kingdom’ and very rarely he understands it in its meaning as a form of government,57 while also referring to the ‘Christian republic’.58 Yet this does not prevent him from referring to the ‘republic of Spain’, whose importance is discussed further on.59 In short, for Martínez de Mata and many of his contemporaries, the ‘republic’ was a community that could be defined according to many variables and used to touch on different political, religious and sociological ambits. For that same reason, the correct interpretation of what he wants to express is always contextual.60

Another of the fundamental ideas on which his writings rest is the defence of industry and agriculture, two activities that for Martínez de Mata are the bricks and mortar with which a republic is built as a community.61 As with the theoreticians of Franciscan economic doctrine, he did not reject commerce, which he believed was a necessary activity, for it made money and wealth circulate, as well as acting as an intermediary between the members of that community. Nevertheless, he established the right conditions for this which, as before, coincided with the interests of the craftspeople of Seville: the idea was that through commerce only domestic goods should be consumed by preventing foreigners from selling their own there. In sum, Martínez de Mata placed commerce, which frequently did not create value, at the service of the community as he conceived it, including that republic of Spain. At the same time and in the best Franciscan tradition, he advocated for the importance of farming and the trades. The similarities between this thought and the events of May 1652 are too strong not to evoke that these ideas constituted the backbone of the open conflict.

The novel and interesting aspect here is the priority given to ‘the trades’, thus forging even stronger ties with the concerns of the craftspeople of Seville and further developing Franciscan theory.62 The priority given to craftwork and its links to Franciscan thought can also be glimpsed in the way in which it supported the creation of guild confraternities in which he saw a way of structuring that republic.63 For him, the trials and tribulations of society in which he lived had resulted from ‘having destroyed the arts guilds, which are the lifeblood of the republic’.64 While it also had to do with the disdain towards those who did not belong to that republic, namely, foreigners who he assimilated to non-Spaniards. In a series of writings addressing the city hall of Seville produced between 1650 and 1660 and in which he defended a memorial of the guilds themselves, the Franciscan advocated ‘for the fraternity of the guilds of the arts, commercial dealings and trades’. He then recalled that ‘all that prejudices the guilds destroys its [the republic’s] commonweal’.65 By the same token and in direct reference to the silk industry, he proposed the creation of a ‘brotherhood with its ordinances’ which would integrate the arts and trades of Seville into others of Toledo and the court;66 one of its missions would be to monitor the arrival of foreign goods in order to give preference to ‘local products’ in trade with the Indies.67 As before, the important role of Seville in these arguments, as well as the understanding and the defence of the interests of the city’s craftspeople in line with the tradition of their order, were both unquestionable. This corporate vision of manufacturing and the republic can be most clearly seen in relation to the montes de piedad, whose creation and development as treasuries (erarios) Martínez de Mata fervently supported and whose aim was ‘to maintain the capital of all with its own’. So, although both aspects were united, the order of preference was very clear: firstly, to safeguard the community and then to invigorate the exchequer. In the Franciscan’s view, it was ‘such a heroic endeavour and so much to the service of God’ that ‘all the prelates, confessors and preachers will persuade the people with their customary zeal to help one another whatever their devotion’.68 Martínez de Mata thus combined the main welfare and credit role of the montes de piedad with the Christian obligation to succour the poor and only indirectly the monarchy’s finances.

Also consistent with Franciscan ideas, Martínez de Mata’s theory of value placed the accent on that of labour.69 To his mind, the value of things had to do with the labour involved in their elaboration.70 As is clear from the passages cited at the beginning of this chapter, it was this perspective, also present in the ideas of his order, that allowed him to distinguish between value and price. Nevertheless, what is of interest here is that it had a political effect and purpose inasmuch as it formed the basis of the republic, for ‘vassals entertain themselves with the arts in a spirit of love, calmness, peace and composure because they distract them from the concerns and strife that tended to afflict republics when the many idle folk chose leaders which resulted in civil wars that jeopardized the monarchy’.71 Moreover, from this perspective far removed from the prism of economism through which his thought has normally been examined, the arts and the labour they implied not only kept conflict at bay, they also served to unite the members of each society, while preventing poverty and marginalization:


The arts sustain labourers and all kinds of states, grandees, ties and entailed estates (mayorazgos) because they are maintained by large incomes and censuses and from this reciprocal harmony emerge farmhouses, meadows, shops, kilns, taverns and inns, those incomes being larger or smaller because they are measured against the greater or lesser trade in the arts.72



Consequently,


Civil and political life consists of the mutual exchange of the fruit of the skills, industry and manufacturing of the people who, when having enough goods at their disposal and exchanging them with one another, give rise to commerce, amounting to a disposition of hidden providence with which all are sustained. Furthermore, it prompts them to make friends with the coarsest and most distant nations, because as it is beneficial to both, it begets love in both parties, whereas the contrary spawns loathing.73



Although, as already observed, commerce did give things added value, it was indeed essential in that it created harmony among the members of a republic and even among different nations. Labour, and to a lesser extent trade, was the glue that bound the members of the republic and created a political – in the classic meaning of the term – community (more on this in Chapter 7).

This was all associated with the role that the Franciscan attributed to the family, whose preservation prevented poverty, marginalization and unrest. It was an idea that coincided with disciplining and confessionalization (see Chapter 3), not only because the insolvency of workshops led to family breakdown but also because it plunged labourers and their families into ruin, for many subsisted thanks to a dispersed rural industry that had been relatively solid until not that long ago.74 In point of fact, with the ruin of manufacturing, ‘means were exhausted, women were abandoned and, owing to neglect, sons went astray. Whereas daughters perished in corners, some from hunger, while thousands of others were lost.’ In other words, when families were not sustained by artisanal labour, this resulted in marginalized and destitute women and children: ‘The house for homeless boys and the house of correction for lewd women of this court, which were never necessary in Spain until the abuses of foreign trade, plainly bear witness to this’, a sentence in which it is impossible not to recognize Murillo.75 For this veteran galley slave preacher, the family, embodied by matrimony and united by work and the arts, was a form of social reinsertion that gave consistency to a community in decline because of the lack of marriages.76

Ergo, all of Martínez de Mata’s arguments had to do with the activities of the leaders of the disturbances. Given his close contact with society, it is impossible to decouple his discourse from the interests and mindset of its members, including the poor and day labourers. Such ideas surely made the rebels believe in their importance for the greater good of the community. At the same time, they served to justify their actions against grain speculation, the debased coinage and even taxes which, as they destroyed their economies, also undermined the commonweal or republic of which they formed part. Ulloa himself referred to this – perhaps without noticing the clues it provided – when making the aforementioned accusations and expressing the fear that the words of that cleric would corrupt the rest of the city.

Two worlds face to face: Merchants and artisans’ pictorial imaginaries
Murillo’s paintings are a source for understanding how these two viewpoints contrasted with each other, although, logically, they reflect above all forms of (self-)representation of the different social groups that go beyond this contrast. As the painter entered his artistic maturity, many foreign traders attracted by the magnetism of Seville (and Cadiz) showed increasing interest in his work. This admiration went beyond commercial intermediation and resulted in the commissioning of their own portraits, a practice also present with other artists and that shows members of the social group’s need for self-representation.77 Many of these portraits were deeply influenced by the pictorial styles of their places of origin, where the portrait genre had developed in this group, which also reinforces the view of Seville paintings as a consequence of supra-local connections. But, precisely because of these connections, such portraits can be seen to reflect the traders’ self-representation. These well-known compositions include the already-mentioned Portrait of Joshua van Belle, Merchant in Spain, Mayor of Rotterdam (1670, National Gallery, Dublin) and the portrait of Nicolás de Omazur, which complements that of his wife, Isabel Malcampo, and evokes life’s fugacity, which lends it a special character regarding the rest. To these works, one could add Portrait of a Gentleman, which is normally identified with a member of the Ostigliani Genoese merchant family and which was already mentioned  (Chapter 5).

Though these representations are in some respects similar to those of the nobility (see Chapter 5), they all constitute a sort of implicit or explicit vindication of the trader, and of what Fernán Núñez called the ‘commerce’ that could give a ‘shine’ to the person’s status. All the sitters show a sort of individual self-assertion and the air of self-made men. Their upright poses and faces in profile, gazes fixed on the viewer, exude a personal and group pride, extensible to their activity. As, stated, Van Belle and Ostigliani, like other portraits of merchants of the time, bear the sword, a symbol of nobility. But it is quite possible that they understood it as something they had acquired through trade or even associated with trade per se. Black clothes appear less common in these portraits than in those of the nobility. While especially visible in Van Belle’s case, this lack of black is not exceptional, judging from other cases such as those of Carlos de Licht, Juan Bautista Priaroggia, analysed by Quiles, and even Legarda.78 Their attire, with torn sleeves, jewels and very rich silk dresses – perhaps from Asia and showy in the case of Van Belle and Ostigliani – demonstrate belonging to the elite, among whom these signs had a growing value even when they were not embodied in the symbols of specific social estates. In all cases, even that of Omazur in his own way, the portrait is a hymn to their individuality, as it could not be otherwise, with references to the outside world, which Burckhardt signalled, in the background. Omazur’s case even includes an allusion – though difficult to interpret – to the ‘virtue of labor’.79 Although some of these subjects exhibit their lineage in symbols and coats of arms, like Seville’s nobles, in the case of Ostigliani, in a shadow in the portrait’s left corner. Far from a surprise, these would-be elites needed to show their lineages, sometimes reconstructed on the basis of distorted genealogies, even more than the aristocrats.80 The many chapels and foundations these elites created, stressing their families’ ancestry and prestige, exemplify this need.81 Logically, nothing in their portraits recalls the speculative economy in which part of these elites’ fortunes originated, but as a whole and given their commercial bases, the portraits evoke a stereotype of homo economicus that contrasts with those of members of the religious orders, and particularly the Franciscans.82

These nuances also contrast with the compositions by Murillo representing the artisanal world, and that also can be interpreted according to the ideas of the Franciscans and many craftspeople. Of course, we cannot expect to find individual portraits of artisans by Murillo. Nevertheless, though less radically than Martínez de Mata, his oeuvre shows the relevance of two themes, namely, family and work, including the female kind and, in particular, that of artisans, which articulated Franciscan economic and political thought. In this sense, the importance attached to the figure of St Joseph as a father and as an artisan in Murillo’s paintings representing the Holy Family, especially those for the Claustro Chico, merits attention.83 The most striking cases are The Holy Family with a Little Bird (c. 1650, Museo del Prado, Madrid, Figure 6.4). The Holy Family with the Infant St John the Baptist (c. 1668–70, Sammlung Esterházy, Budapest)84 and The Flight into Egypt.85 In all of them, St Joseph plays a more than conspicuous role, with his carpenter’s tools and protecting his family. Quite possibly, this was the implicit suggestion that many artisans – and, of course, the Franciscans – made at the time.86 Such interpretations also evoked the New Testament apocrypha, especially according to the Arabic History of Joseph the Carpenter and the Coptic History of Joseph the Carpenter, which obviously circulated by word of mouth in seventeenth-century Europe and, of course, in Seville. In those texts Jesus himself remarked with certain admiration: ‘My father Joseph, the blessed old man, pursues the trade of carpenter and we lived from the work of his hands. A faithful observer of the Law of Moses, he never ate free bread.’87 Pacheco also recalled that Jesus had helped St Joseph in his labours and added that ‘Christ, Our Lord, assisted him [with his carpentry], a job he continued to perform after Joseph had died to support his mother, which is also confirmed by St Basil and St Anselm and the Virgin herself’.88 The practice of referring to a craft’s tools was widespread among painters of the period and all-pervasive in the commissions of congregations attached to guilds.89 Murillo himself included his own utensils when painting his self-portrait as a vindication of the nobility of his occupation versus that of other visual arts, and, I would say in view of Martínez de Mata’s text, also vindicating it as an ‘industry’ that added value to things. In any event, these iconographic formulas reflect appraisals that were prevalent at the time among artisans, as some of their actions during Granada’s mutiny confirm.90

As in Martínez de Mata’s writings, Murillo’s paintings had their downside in poverty, caused by the labour and family crises that led to the decay of the republic. This poses the question of the kind of poverty (and charity) the painter had in mind. A broader contextualization of his works, not only in reference to Martínez de Mata’s texts, facilitates a response to this question. As already seen, a positive vision of work influenced some of Castile’s elites, clashing with their stereotypical supposed disdain for this activity.91 As I have shown elsewhere in analysing treaties such as Miguel de Giginta’s Tratado de remedio de pobres (1579) and Pérez de Herrera’s Discurso del amparo de los legítimos pobres (1598), the representation of poverty also could entail a vindication of the obligation of work. Evidence emerges in that these compositions never present charity as directed to working-age males. The already-mentioned St Didacus of Alcalá Feeding the Poor and St Thomas of Villanova Giving Alms to the Poor (c. 1668–9, Museo de Bellas Artes, Sevilla) exemplify this point. These compositions ‘cancelled’ as people alien to the republic – iconographically and in real life – those who did not work. Guzmán de Alfarache itself offers proof of that perception and the contradictions it implied. This view should come as no surprise, nor should the fact that many churchmen at the time shared it, for the sixteenth century had witnessed the resurgence of ‘the Pauline concept of work’ which, summarized in the formula of the Thessalonians (Si quis non vult operari, nec manducet), referred to the need to work to have the right to food and to gain the community’s recognition.92


[image: An oil painting by Bartolomé Esteban Murillo (c. 1650) showing a tender domestic scene in a dim interior. Saint Joseph sits at the centre with the Christ Child leaning against his right knee, holding a small bird to tease a white dog below, while the Virgin Mary, seated in shadow to the left, spins thread beside a basket of laundry, with Joseph’s carpenter’s tools visible in the background.]
Figure 6.4 Bartolomé E. Murillo, The Holy Family with a Little Bird (c. 1650 Museo del Prado, Madrid).

This assessment of the family and work also included women (see Chapter 3). Returning to The Holy Family with a Little Bird (Figure 6.4) , there is nothing odd about the fact that the Virgin is depicted with a distaff, a reference to women’s domestic chores, which not only tended to include making clothes for the family but also spinning yarn for the many textile workshops in Seville. Something similar could be said of several of the details of Old Woman Delousing a Boy (see Chapter 3).93 Even here there is a spindle, a clear reference to women’s domestic work, which had both the domestic and the public dimension in Seville, as I have noted. In Las Santas Justa y Rufina (c. 1665–6, Museo de Bellas Artes, Sevilla, Figure 6.5), the patrons of the city and also of potters, the two saints are presented with their vessels which might evoke to many Sevillians their status of artisans and the fact that they were plying this trade when they were ordered to worship the idol Salammbô and, following their refusal, martyred. A similar interpretation could be made by the artisans of the epoch of paintings such as St Anne Teaching the Virgin to Read and even Annunciation to the Virgin (c. 1650, Museo del Prado, Madrid), if we consider the evocative power that St Anne had for many Sevillian workers, given that she was the patron saint of carpenters, cabinetmakers and turners, as well as coopers, weavers, goldsmiths, broom makers, seamstresses, lacemakers and other common trades in Seville. Murillo thus evoked the public values that, for Martínez de Mata and some of his Franciscan customers, structured the republic: the family and work, particularly craftwork. But it is important to add that he also frequently did so by putting the accent on the role of women in society.


[image: An oil painting by Bartolomé Esteban Murillo (c. 1666) depicting two saints standing side by side in yellow, green, and red robes, holding a detailed model of a tower, with pottery and palm fronds symbolizing their craft and martyrdom, set against a dark, atmospheric background.]
Figure 6.5 Bartolomé E. Murillo, Las Santas Justa y Rufina (c. 1665–6, Museo de Bellas Artes, Seville).

Conclusion
A cross-analysis of Seville painting of the period and, in particular, that of Murillo with those treatise writers who directly or indirectly wrote about the moral economy of the popular classes of Seville reveals new dimensions of the impact of globalization, as well as the way in which the painter’s contemporaries might have interpreted his work.

The foregoing demonstrates the social effects of that globalization and trade development in general – in this case, the decoupling of commerce from craftwork, sometimes associated with different values, and the fragility of a social fabric in constant transformation. Indeed, the social unrest and problems in Seville can be better understood from this perspective and not only from that of their endogenous analysis. But, above all, this approach reveals the way in which those tensions were perceived and expressed in the context of the social theory and moral economy of the period. Even though commerce was important for the Franciscans and other churchmen, it was essential to place the accent on work and craftwork, two forces, the former global and the latter local, that were coming into conflict. At the same time there was a clash between two different conceptions of the economy. The first, on the rise but which dated back to the Middle Ages, seemed to preach – without yet rationalizing – the importance of individual and even speculative gain at all costs. The second exhorted the primacy of the collective and a communitarian sense of the economy. Neither view can be identified rigidly with a single social group, and both entailed extreme positions which were common, but not exclusive: the first to merchants, and the second to artisans and members of the religious orders. Indeed, many merchants contemplated the limits of the speculative economy and even accepted some postulates of the moral economy of the crowd, and not all artisans and friars were guided by the most radical version of Martínez de Mata’s ideas. It is within this ambiguity that Murillo’s painting of these social groups make sense. Furthermore, the events of 1652 show that one of the most important rifts in economic and moral thought was deepening, as was also the case with the conception of society which has marked centuries of European history down to the present day. Early globalization was not cause, but, indeed, accelerated this clash.

Likewise, an analysis of Murillo’s oeuvre in this light shows that he would not have been unaware of those transformations. This is so because he mostly had to satisfy the requests of customers who set great store by work, the family, the role of women in both and craftwork, but also – we must think – in view of his own story because he was embedded in that world and experienced its corporative dimension. For this reason, although, on the one hand, Murillo was a Counter-Reformation painter of the elites, this does not mean he was blind to the demands of the world of work, whose representation was sought after by a section of society.

In turn, it is clear that the rejection of work in seventeenth-century Spain, albeit repeated ad nauseum, is a myth.94 Neither did the popular classes see it as an imposition – although perhaps as a biblical curse – nor were the elites unaware of its importance, and this not only regarding men but also women. For many, moreover, work had become the bricks and mortar of the community in that it gave it consistency and order, thus converting it into a republic. Lastly, on the subject of work, it is important to stress the vigorous corporate phenomenon still present in guilds. To this should be added the fact that the growing importance of craftwork, which was grounded in ideas of this sort, was closely related to early globalization itself, which had led to the development of broad potential markets for their products that had since been plunged into crisis. Naturally, this occurred in a society that saw the world through the prism of religion, and which was conceived and represented with a sacred dimension.





7

Globalization as a Revulsive of Christian Traditions: Subconscious Egalitarianism and Patrician Culture in the City of God


If we are concerned with historical change we must attend to the articulate minorities. But these minorities arise from a less articulate majority whose consciousness may be described as being, at this time, ‘sub-political’ – made up of superstition or passive irreligion, prejudice and patriotism.

E. P. Thompson1



‘These sheep only have the Shepherd to defend them.’ On 11 July 1652, the bishop of Cordova commenced his plea in defence of the city’s rebels with these words. After which he read a brief document in which he accused ‘the aldermen’ and the alcalde mayor, Juan de Villaran, of having repressed the uprising with such brutality that ‘it is a pity the harm that lies have done here and, consequently, to the commonweal and governments and judiciaries’. A series of reports in the same vein followed, blaming the merciless repression of the city’s authorities and not the rebels of causing so much grief, while in Seville and throughout Andalusia a flood of representations of the Good Shepherd many of them coming out of Murillo’s workshop, flooded the artistic world—see e.g. the The Good Shepherd (1660, Museo del Prado, Madrid, Figure 7.1).

It is telling that Cordova, as with Granada, received a fairly generous pardon. Yet the question remains whether the bishop’s words only referred to forgiveness as such, or there existed in his reprimand values and principles that went beyond mere mercy. This chapter will try to answer this question by connecting it to something crucial but frequently neglected: that globalization may become a revulsive for the deepest beliefs, profound traditions and mental schemes of the societies exposed to it. Following on from the previous chapter, these pages will inquire into the religious roots of the crowd’s moral economy in order to show the existence of a sort of utopian primitive egalitarianism, which, though it accepted social differences, constituted the core of a subconscious collective culture very present among the elites and consequently also in Murillo’s iconography. This chapter also explores the ways in which such tensions—and, more significantly, the impulse to reconcile them through the ideal of an ‘ordered republic,’ a concept rooted in the writings of the Church Fathers—subtly informed Murillo’s visual representations of his contemporary milieu. It further considers the extent to which the emergence of this utopian egalitarianism, alongside an idealized vision of that society, were partly reinforced due to the tensions provoked by the city’s entanglements in global networks.


[image: An oil painting by Bartolomé Esteban Murillo (1660) showing the young Christ as a shepherd seated on a rock, wearing a pink tunic and sheepskin vest, holding a staff and resting his hand on a lamb, set in a tranquil pastoral landscape with distant sheep and classical ruins.]
Figure 7.1 Bartolomé E. Murillo, The Good Shepherd (1660, Museo del Prado, Madrid).

The City of God, utopian egalitarianism, justice and the social imaginary
As already noted, those conflicts were generically consistent with what Edward P. Thompson called ‘the moral economy of the crowd’. Indeed, they contained many elements that for the author formed part of a programme of normalized or at least repeated action, throughout Europe, which shows that there was nothing spontaneous, uncontrolled, tumultuous or unsystematic about that unrest but that it was a firmly established social practice.2 Albeit with contextual differences, the clash between attitudes shaped by an individualistic and speculative economy and the moral economy of the crowd in eighteenth-century Protestant England bore some resemblance to the situation in Catholic Seville. In this case, moreover, that discontent was exacerbated by the debasement of the coinage, which also disrupted the moral economy of the crowd and which, although this was not the case in eighteenth-century England, was ubiquitous in Castile and in the vindication of Father Mariana (see Chapter 8). This was further cause for irritation, particularly when another actor appeared on stage: the crown which thus self-servingly left its vassals even more unprotected, which was exactly the opposite of what was expected of it, according to political theory. It was in those years that The Girl with a Coin (Girl of Galicia) (c. 1645–50, Museo del Prado, Madrid) was produced. Attributed to Murillo or his school, the painting might very well have referred to that phenomenon – or conjured it up for many observers – which was particularly distressing for day labourers and craftspeople in Seville. This is the context in which the vindications of the city’s authorities should be framed in order to understand that the urban patriciate also attempted to benefit from the situation. Many of the measures implemented, including the devaluation of the coinage, the elimination of some taxes from which the elites were exempt, and that the city of Seville should retain its jurisdiction over Alcalá de Guadaira, where many of the bakers lived,3 had more to do with their desire to safeguard their power base than with succouring the poor.

All considered, it seems only natural to assume that behind the pardon that requested by the bishop of Cordova and which Murillo represented in his paintings lay the paternalism of the ‘patrician culture’ to which Thompson referred.4 This can also be inferred, in part, from the correspondence between Philip IV and Sister María de Jesús, the nun of Ágreda, in which the latter tried to intercede to prevent the repression. The king himself took note and even declared that, as to the ‘solace of poor vassals’, they should be treated ‘with love and tenderness, as is only reasonable’, before adding, ‘As to the means (if and when necessary), the mildest should be used and that the rich and the poor should be considered as being equal, which is doubtless convenient.’5 Was that it? How did that complex state of affairs dovetail with the paintings that Murillo produced during those years and with the intentions in this respect of some of his customers belonging to the Seville elite? What did the consideration of the rich and the poor as equal actually imply?

To start with, there is a crucial point that has to do with the sacral and religious prism through which societies of the period represented themselves and which was also the cornerstone of Christianity: all humans were equal before God. Of course, the monarch was not referring to that. Nevertheless, this principle was expressed even in the need that treatise writers had to justify inequalities, as occurred above all with the distinction between the nobility and the rest of the community.6 Moreover, this initial aspect, namely, a religious assumption, chimed with the social reality of the period on the basis of the argument according to which it was an imperfect society compared to the perfect primal one in which all men had been equal.

This idea, among others, was on the minds of Europeans, and emerged chiefly due to the millenarianism present in social conflicts of an egalitarian character since the Middle Ages. Some years ago, in a very influential work, Norman Cohn highlighted the existence of a tradition based on the idea of a ‘natural egalitarian state’, which had been broken by the Fall and which even criticized ‘private property’. Such an idea had its roots in classical Antiquity and was expressed very clearly in ancient Greece. It subsequently made its way into the works of writers such as Seneca (4 BCE–65 CE) and Ovid (43 BCE–17 CE) in his Metamorphoses, before being taken up by the Church Fathers including St Augustine (354–430 CE), St Ambrose (340–97 CE) and St Gatianus of Tours (third century–301 CE), to whom could even be added St Francis of Assisi (1181–1226).7

In short, medieval and early modern European societies admitted that there were inequalities between humans but understood this as an inevitable imperfection that would be set right at the end of time and the return of the lost paradise. The image of a perfect society was actually based on an egalitarian one, to the point that many of those thinkers understood that it was also the Fall and the perversion of that ideology that were behind the appearance of property and vice destined to put an end to the prevailing virtue, which in turn would call to mind for some a form of primitive communism.8 It was also held that the corrupt society of the period did not only have to do with money but also with virtues, for both went hand in glove – an idea also present in Murillo’s oeuvre, especially in the Prodigal Son series (see Chapter 4).

In the seventeenth century, the works of these authors were familiar to many people of Seville and, of course, the most cultured ‘readers’ of Murillo. Seneca was the reading matter preferred by the nobility and ruling class at the time, while Ovid, and in particular his Metamorphoses, also proved most popular among this social group, whose members drew upon their mythical reconstructions of palaces and stately homes, which reminded them of the mutability of life. The presence of both authors in the libraries of Seville has been demonstrated. According to the lists of books mentioned in the registers of notaries public from the second half of the sixteenth century, the most complete available, Seneca was not a very popular author, whereas the works of Ovid appear in many inventories of books and manuscripts.9 It is highly likely that the presence of both increased significantly during the seventeenth century, when they had a greater influence in Castile as a whole. This was particularly the case with Seneca who was recovered by Spanish Tacitism.10 Moreover, the works of both authors were to be found among the books arriving in America during that century.11 According to Gállego, Seneca became ‘very important for Andalusian painting, especially for that of Castillo and Murillo’.12

Something similar can be said for St Augustine, whose order had a strong presence in Seville and whom Murillo represented on more than one occasion. One such example is St Augustine between Christ and the Virgin (c. 1664, Museo del Prado, Madrid), in which he drew inspiration from a composition by Van Dyck for the convent of the Augustinians in Antwerp at the request of the order itself. With an enraptured expression – in a scene close to extasy – and doubting between Christ’s blood and Mary’s milk, the saint is represented as a Church Father, with his works at his feet. It is almost certain – judging by the image and the ubiquity of the order in the city – that any observer would ponder on the reason behind the composition and, above all, that it would call to mind the saint’s biography, which was well known: his life as a pagan scholar, his conversion and the fact that he left his goods to the poor must have been common knowledge to all; and, of course, many preachers of his order recounted the saint’s life in the city’s churches and squares. The intention of the order was crystal clear in another painting of an Augustinian by Murillo – St Thomas of Villanueva Dividing his Clothing among Beggar Boys (c. 1667 Cincinnati Art Museum, Cincinnati) – represented as a child distributing his clothes among the poor, produced a couple of years before or after the former. In this work, the painter managed to reflect the significant fact that the future saint divested himself of his own clothes until being left half-naked: thus, charity was an act of giving away not what he could spare but sharing what he also needed, which could ultimately lead to the voluntary but exemplary denial of property.

It is even conceivable that the bishop of Hippo’s Confessions was the literary work with which Counter-Reformists in Seville, for whom repentance and conversion were central to their social imaginary (see Chapter 4), were most familiar. This work is a spiritual autobiography culminating in his own conversion and the renouncement of his goods. More importantly, it is reasonable to assume that the Franciscan commissioners had in mind the contrast between the City of God and the earthly city present in another of his great works, De civitate Dei contra paganos, evoked in the aforementioned painting.13 Impressed by the fall of Rome which, contrary to those blaming it on Christianity, he related to the decline and loss of virtue since the Republic, in this book Augustine elaborates on the existence of two cities, the City of God and the earthly city, which ‘are entangled together in this world, and intermixed until the last judgment effects their separation’.14

Evidently, the saint was not referring to two separate worlds, for the text reflects a clear rejection of Manichaeism which he had repudiated in Milan. The inhabitants of the City of God were pilgrims in the earthly city until the end of time.15 In the former dwelt the good angels, to whom the saint – as with Murillo and his contemporaries – devoted special attention, converting them into the main characters of several chapters.16 It was also the city to which good men and women, still not perfect but who were guided by the superior justice of God, belonged. Indeed, in that interference between both realities there was a type of justice and a superior order that, even though it could take a different shape, was above the earthly city.17 Essential for the arguments set out here, moreover, unlike its earthly counterpart, in the City of God contempt for material goods and praise of poverty were two fundamental aspects, for that was where virtue lay and on which justice was based,18 hence the necessity to renounce and share goods to reach the City of God.19 At this point, it is important to recall Murillo’s St Augustine Washing the Feet of Christ (c. 1650–5, Museu des Belles Arts, València). In this painting, Christ is entrusting the Church – at a higher level as if it were located in a realm ranking above the earthly world – to St Augustine who, represented with an earthly realism, is washing the feet of the Messiah, embodied by a pilgrim in reference to the just passing through this earthly city.

It is important to add, in order to understand the following arguments, that all of this was linked in Saint Augustine to the idea of the community as a republic ordered by justice. It was precisely justice that converted that city into a republic, the ideal form of organization in that it was understood as a ‘ “weal of the people,” existing only when it was well and justly governed, whether by a monarch, or an aristocracy, or by the whole people’.20 According to St Augustine, ‘it could not be the people’s weal when a tyrant factiously lorded it over the state … since it would no longer answer the definition of a people – “an assemblage associated by a common acknowledgement of law, and by a community of interests” ’. So, ‘we retain only the name of a republic, and have long since lost the reality’.21 This kind of republic recalls the concept used by Martínez de Mata and Mariana who undoubtedly drunk from the wellspring of the Church Fathers (see Chapter 8). In fact, the people could not be considered as such without a republic which could not exist without justice, as kingdoms were often realities united by booty when justice was lacking.22

At the time, it is more likely that the people of Seville were less familiar with St Ambrose than with St Augustine, for after all the latter had a foundation in the city.23 Nonetheless, that might have changed with the archbishopric of Ambrosio Spínola (1632–84), the grandson of the eponymous general and child protégé of the Count Duke of Olivares. Devoted to study, like St Augustine, Ambrose, the bishop of Milan, who was the former’s master and who convinced him of the errors of Manichaeism, also renounced his earthly goods, which he distributed among the poor to live in poverty in a community with his followers. Whereas St Augustine established the notion of the City of God in which riches were despised, Ambrose suggested the idea of an egalitarian society. His De Officis (Ministrorum), whose title he borrowed from Cicero, is, among other things, an authentic treatise on justice, which he also regarded as the supreme virtue. That justice was based on the consideration that goods belonged to all men because God had created them for all and not only for some of them. Indeed, the best way of guaranteeing fairness was through sharing.24 For,


Nature has poured forth all things for all men for common use. God has ordered all things to be produced, so that there should be food in common to all, and that the earth should be a common possession for all. Nature, therefore, has produced a common right for all, but greed has made it a right for a few. Here, too, we are told that the Stoics taught that all things which are produced on the earth are created for the use of men, but that men are born for the sake of men, so that mutually one may be of advantage to another.25



The joint possession and use of things and the existence of a common right to everything were central to St Ambrose. Referring to the episode involving Jacob and Esau, he declared, ‘Can there be higher justice than his [Jacob’s] in dividing with his brother what he had acquired, as a gift?’26 Moreover, justice was not an individual but a communal act, something that, together with goodness (also called liberality), served to maintain society united.27

Just in case St Ambrose was not familiar to the people of Seville – I believe he was – the archbishop Spínola, a friend of Murillo, took it upon himself to transmit his message loud and clear. The prelate, who must have felt well disposed towards the destitute of Seville,28 commissioned Valdés Leal to paint the life of St Ambrose, chiefly because he identified with the saint, to the point that his face was used to represent that of the Church Father. Although this series was less known to the public in general because the paintings were hung in the prelate’s private chambers, its significance is evident. It contains a number of episodes from the life of the saint, including his appointment as governor of Liguria and, above all, the moment when he refused to allow the emperor Theodosius to enter the temple because he had broken his promise to pardon the city of Thessalonica for having revolted. This scene is a vindication of the superiority of the justice of God over earthly power. The second painting is no less expressive. It depicts Theodosius receiving forgiveness and – surely by no coincidence – a poor cripple in the foreground who, in one way or another, is being placed on par with the emperor or presented as a privileged witness to the latter’s submission. Given Spínola’s track record and his – sincere or hypocritical – interest in appearing as the archbishop of the poor, it is impossible to accept that such a prominent detail was accidental.

All these ideas combined until becoming the norm, while also overlapping with those of the Franciscans mentioned above. In point of fact, some of them, such as St Bonaventure, had played a crucial role in their discussion and dissemination centuries before. To the idea of society as a republic governed by justice and work was added that of understanding the biblical creation as a legacy belonging to all mortals and these as being united by the commonweal above and beyond individual good. Some of them, such as the nun of Ágreda, even understood the reference to work as ‘a common law’ that considered all humans equal.29

Saint Augustine posited the existence of two intertwined cities, one of which was to serve as both model and horizon for the other, wherein individuals renounced wealth and earthly possessions in accordance with an order that gave rise to the republic. For his part, St Ambrose had made people see that the act of creation belonged to all humans. Following the latter, the Franciscans had developed the idea of a republic as a community governed by a set of rules with which all had to comply, the most important of which being the impossibility of placing individual interests above the collective kind. In the early modern age, theoreticians of poverty had underpinned all this with the idea that the raison d’être of the rich was to succour the poor and sharing their goods with them was an obligation for the former and a right of the latter. All these ideas had culminated in Thomas More, whom Martínez de Mata enthusiastically cited to support the idea that, without common property, it would be impossible to sustain monarchies.30 This scenario was stressed by a profusion of clerics who preached these ideas and the visual culture of the age. As we have seen, in an unstable city such as Seville and even in Andalusia as a whole, it constituted a breeding ground for social unrest. Yet it also led to a vision of these conflicts that went beyond the purely conspiratory to serve as the ideological foundations of mercy. Forgiveness and mercy were always supported by arguments usually justified by social and moral theories.

An Augustinian, a candidate for sainthood and a montañés31 judge in the earthly city: Obligatory justice and charity
If those traditions were present in society at the time, in what precise context were they followed? To the profound social changes in the city and the uncertainty to which they gave rise were subsequently added, as of the end of the 1640s, an unprecedented crisis. Between 1648–9 and 1671, the latter being the year in which the canonization of Ferdinand III seemed to lift it out of its despondency, Seville experienced its two darkest decades in the early modern age. Only Alexander VII’s declaration in support of the Immaculate Conception appeared to offer a respite to those years of penitent introspection and self-criticism to which assumably might have been added the fear of social unrest and the need to prevent it.

Moreover, as a result of the events of 1648–52 the rather tragic atmosphere of a ‘disorderly republic’, in the sense to which Martínez de Mata referred or, in the words of St Augustine, the lack of a republic, apparently reigned in the city. There is nothing odd about the fact that this feeling was also expressed pictorially and even evoked a certain sense of equality, in this case resulting from death. One of the expressions of that atmosphere is the well-known anonymous painting depicting the effects of the plague in the esplanade in front of the city’s Hospital de las Cinco Llagas (Figure 7.2). There is a detail in this Dantesque scene which has perhaps gone unnoticed: whereas those alive include people of all ages and from all walks of life – children, women, men, nobles, clerics, friars of all kinds, craftspeople, cripples and even a young black male slave – the dead are identical. Wrapped in shrouds and loaded onto a horse-drawn cart, there is no real difference between them. Whoever he was, the author set aside the representations of ‘orderly’ cities of the period to depict the pandemonium of death which, in preparation for the Final Judgement, ignored social rank. As opposed to many daily representations of Seville, practically all of which portray the city and its inhabitants from Triana or the outskirts, in which there is a predominance of the motifs of genre painting, the anonymous painter dispensed with the whole – the city as a community – to show the observer a non-existent disorderly republic.32


[image: A 1669 oil painting shows a chaotic city square during an epidemic. Dozens of afflicted and dead lie on the ground, tended by clergy and mourners. Horse-drawn carts carry bodies, while fleeing civilians and scattered animals add to the disorder. Tall buildings and a cloudy, orange-tinged sky loom above, conveying a sombre, devastating atmosphere.]
Figure 7.2 Anonymous, The Plague in Seville (c. 1669, El Hospital del Pozo Santo, Seville).

The next, an anonymous painting, Las rogativas de la Cruz del Campo (The Supplications at the Cruz del Campo) (c. 1670, private collection Figure 7.3), is just as expressive. The people who used to gather on the outskirts of the city, next to the aqueduct, primarily for a penitential purpose, are its central theme. As with the previous one, the composition is disorderly, for the individuals representing all layers of society, including friars of different orders, lay sisters and nobles, are haphazardly deployed. Especially noteworthy are the penitents bearing crosses, all of whom are identical, plus the people kneeling before makeshift altars. These motifs are even more surprising considering that Seville was pondering on whether to maintain the custom of flagellants. Recalling some of the works of Pieter Van Laer, perhaps known in Seville owing to Dutch or Italian influences, the painting depicts a reality in which social orders—and above all, the image of an orderly republic—could be subject to erosion. As before, it gives the impression of disorder brought about by death and penitence that makes no concession to social rank. The differences between these two works and Roelas’s painting, discussed in Chapter 8 (Figure 8.3), are evident, and underscore the contrast between the city conceived as an orderly republic and alternative visions that do not follow this notion, instead evoking the drama of misfortune.32b bis

In sum, Seville had witnessed a chain of terrifying events which had led painters to represent it as an apparently disorderly city with a tragic and chimerical sense of equality. It is in this context, as well as in that of the tradition of utopian egalitarianism at a time of collective trauma, that it is possible to frame three different personages who offer the keys for interpreting these representations according to their circumstances.


[image: A 17th-century oil painting of a religious procession. Penitents in dark hooded robes carry crosses along a wide road toward a domed stone monument. Women in mantillas, men in traditional attire, and figures on horseback or kneeling populate the scene. A blue-and-white draped altar stands near the centre. Brown buildings line the left, with an arched aqueduct on the right under a cloudy sky.]
Figure 7.3 Anonymous, The Supplications at the Cruz del Campo (c. 1670?, private collection).

The first, very familiar to experts on Murillo and his oeuvre, is the aforementioned Don Miguel de Mañara, as already noted a very close friend of our painter. During the 1640s and 1650s, Mañara went from merchant to nobleman and founder of entailed estates, while also undergoing a process of disillusionment which cannot be decoupled from the general situation in the city. In about 1671, he published his Discurso de la verdad, a work – it has been claimed – that has its ‘glose picturale’ in the church of la Caridad.33 It also predated the foundation of the eponymous hospital with the consequent refoundation of the Hermandad de la Caridad on which it depended. The initiative was popular with the local nobility of Seville, which shows that others also shared Mañara’s ideas.34 Regardless of whether they are considered as the acts typical of a tormented mind, of a Baroque form of understanding death or any other personal trait,35 the truth is that his message leaves no room for doubt and is in keeping with some of the ideas discussed above. In this short pamphlet, the emphasis was chiefly on the fact that death was the great leveller that placed everyone on par, irrespective of their ‘status’, a term that here is synonymous with social strata or orders. For


if we had truth before our eyes … you would easily forget the honours and estates of this age, and if you consider the vile worms that will eat that body … the silks and finery that you possess today will become a rotten shroud … and your family and greatness, the most immense solitude imaginable.36



To which he would add, stressing the contrast between the social rank and real status of a person on the verge of death:


Brother, of what importance is your worldly greatness if death will make you the same as the small? In charnel houses replete with the bones of the deceased, try to distinguish the rich from the poor, the wise from the fool and the small from the large; they are all bones, all skulls, all have the same shape.37



Before ending with a phrase that refers to the supreme ideal of justice, viz. the equal justice of God: ‘O, justice of God, how you make the inequality of life equal in death!’38

The political dimension of the Discurso had been recently stressed39 and quite rightly so, for Mañara was actually including a political critique in a religious admonition with a large dose of nihilism and denial of the earthly world, which doubtless encompassed politics and contempt for the court and power in general. His rejection of the celebrations for the canonization of Ferdinand III – which was bold in a city in which the people had experienced an almost fanatical collective catharsis – is perhaps evidence that Mañara was not just a poser. A reconsideration of the foregoing suffices to realize that in that recreation of the truth there was also room for social critique and for insinuating a utopian egalitarian ideology – with certain caveats (more on which below) – based on theories very much present in Christianity and even in the pagan world of Seneca and Ovid, hence his contempt for titles and honours that created differences on earth.40

It was therefore a discourse that connected with the aforesaid Church Fathers, for Mañara did not only use the City of God as a reference41 but also – in an explicit fashion – St Gregory, St Augustine, St Ambrose and St Thomas of Villanova; precisely the key thinkers in this respect whose path had to be followed to achieve salvation. For, he pondered, how would they arrive at the place reached by those who were ‘the bishops, fathers of the doctrine, penitence and the poor, who squandered the inheritance of the poor on opulence and profanities, on which the most dissolute men of the age spent it?’42 It is there, in the abandonment of the earthly and in charity, in sharing with the poor and in criticizing those who robbed and squandered the ‘inheritance of the poor’ (St Ambrose ipse dixit) where salvation lay, as would be made quite clear in his founding of the hospital and re-founding of the Hermandad de la Caridad. It was the sort of charity that had to be practised in person, an aspect to which Mañara devoted several sections of his work and his ideas for the congregation. Furthermore, the humility of those practising that charity offered a way of renouncing earthly goods: ‘If you want to walk with almoners, these move very swiftly because they walk on the shoulders of the poor.’43

Regardless of Mañara’s sincerity and, of course, that of the nobles who joined him in the 1660s and 1670s, the truth is that ideas of this type were gaining currency, if not as a lifestyle, at least as an imagined ideology embedded in the subconscious of a society for which, moreover, there was a tendency to mix the City of God and the earthly city but of which only the former was real: ‘that these figures we represent must ultimately come to an end, and by removing them from the stage of life, we all become identical and crumble into dust and earth: we represent what we were not and we are not what we represent’.44 In large part, Mañara’s egalitarianism did not differ much from that of Guzmán de Alfarache, thus encompassing almost a century of Seville history. Indeed, a radical reading of his work – perhaps not embraced in essence by many nobles of Seville but certainly by quite a few paupers and rogues – could lead to an ‘Adamic egalitarianism’: mortal men, we all come from the ‘massa peccati’ and we are all dust and equal. If, a priori, any type of blood was impure, the discrimination between aristocrats and plebians, between Jews and Christians, lost its raison d’être.45

Shortly after the publication of Mañara’s writings (c. 1688), Brother Antonio de Jesús, an Augustinian from Granada, wrote an encomiastic piece about a local nobleman, Don Luis de Paz, whom he wanted to raise to the altars and whose similarities with Mañara are striking and by no means coincidental.46 With this work, his intention was to demonstrate the saintliness of a member of the local elite, which as a group would benefit from his beatification and subsequent canonization. This attitude can also be glimpsed in the initiatives implemented a year after his death in 1679 with an eye to Mañara’s canonization.47 Last but not least, the efforts to canonize Ferdinand III, which had begun years before these crises, were redoubled as of 1660.

It is striking, and nor could this have been a coincidence, that principles identical to those defended by Mañara are to be found in the work of Brother Antonio de Jesús, this time referring to Don Luis de Paz. The truth is that the parallels between the two personages are thought-provoking, and that the author’s ideology is worth noting. Regardless of what the person was really like, the Augustinian describes a series of values which were presented as the ideal of an age. Also a debauchee in his youth, Don Luis discovered God when he reached adulthood, following thenceforth, according to his apologist, a life of renunciation, charity and sacrifice for the poor. In order to underscore such values, the Augustinian recounted a series of anecdotes clearly reflecting Don Luis’ desire to renounce his social rank, thus implying a transgression of the border between the estates. In one such anecdote, for example, he recounts how Don Luis was recriminated by another member of the Granada elite for practising charity in person, specifically for helping a pauper to carry his own mattress:


Don Luis, what are you doing? Do you not have a servant to carry that mattress? What obliges your grace to serve as a heavy porter or dogsbody in the midst of a city like this, where you are known by all as a gentleman, with that pressed against your chest: behave, your grace, as befits your rank and refrain from doing things unworthy of your blood or they will ridicule all your relatives for allowing you to behave like that.



To this, Don Luis replied, ‘Whoever wants to be a relative of mine and recognises me as such behaving like this, so be it for I need no other relative than God, who is the creator of all things.’48 In the same vein, when he was reproached for keeping company with the poor, he replied, ‘Neither is gold debased by being close to copper … nor is it the policy of heaven to look down on a gentleman for being close to the humble.’49

It is that same ‘heavenly policy’, which he puts before the social divisions created by men, that the Augustinian wanted to stress when recounting how Don Luis had once given his horse to a pauper, a gesture that obviously recalls the episode involving St Martin and the beggar, in this case taking charity much further.50 The resulting philosophy also had to do with social self-prostration, clothed in humility in this case, as a way of approaching the destitute and declassing the nobility. It was simply a way of lowering his own rank, which also affected his manner of dress and made him reject the hat as a badge of nobility, as already noted.

Yet perhaps the most important aspect for Don Luis or, better said, for the imaginary person and the scale of values that the Augustinian-Capuchin wanted to construct, being close to the poor almost seemed like an act of justice. This is what can be deduced from his acts during the uprisings in Granada. On the one hand, the Capuchin brother clearly expressed his views about them which he obviously justified categorically: ‘The plebs became rebellious … for which reason it was necessary to take up arms to satisfy their hunger (which is an unruly republic, an impetuous flood whose waters cannot be tamed by human force).’ This passage has strong Augustinian and Franciscan undertones. Nevertheless, the most transcendental episode was when, after being obliged to lead the rebels who acclaimed him as chief magistrate (corregidor), Don Luis, always according to the picture that the Augustinian wanted to paint of him, showed the crowd a crucifix before addressing those assembled: ‘Children, this is your chief magistrate, not I.’51 As to the question of who managed to calm the multitude, ‘It was the Almighty who Don Luis established as the judge of this cause.’52 Before continuing, ‘Everyone regained their composure because they were all perfectly familiar with his Christian zeal, that with him they would have a very wise government, for they hoped he would succeed in everything owing to the fame of his virtue.’53 In other words, the friar was referring to a parallel and superior justice, that of God represented by Don Luis which was concerned above all with the humble and the destitute, thus combining with earthly justice.54 To his mind, those two types of justice could not be separated but had to adapt to one another, or better said earthly justice had to adapt to that of God, as a form of good governance:


Large quantities of religious zeal, as possessed by Don Luis, are necessary to unite those two extremes because human whims and divine consent are usually at odds with one another, the latter governing with perfect reason and the former yielding to disorder, and whoever does not know how to connect those two extremes, as our Don Luis did, will expedite their own downfall and total destruction.55



It would be difficult to find a more convincing expression of the ideas set out by St Augustine and St Ambrose for this audience.

As to the last personage, he was even more spurious than the previous one. In about 1658, El Montañés, Juan Pasqual y primer asistente de Sevilla, a play set in the city was performed for the first time to public acclaim. Its author, Don Juan de la Hoz y Mota, born in Madrid and formerly residing in Burgos, which he had represented at the Castilian Cortes of 1657, had been the administrator of the alcabalas y cientos (two duties paid on saleable commodities) in Seville in 1653.56 The interesting point here is that the play confirms the existence of a parallel justice between God and man for the benefit of the destitute, as well as an account of the crossing of the boundaries between the different sections of society and of the self-affirmation of an individual’s personal emotions, in this case relating to love, above and beyond those boundaries and thus presented as an egalitarian sentiment.

Juan Pasqual, a labrador (a well-to-do farmer), is named asistente by the king. Despite his unwillingness, Juan Pasqual performs his duties meticulously to the point that he justly accuses the king of murdering a shoemaker for having witnessed his attempts to seduce the asistente’s daughter who, for her part, is in love with Don Álvaro, a nobleman and therefore of higher rank than her.57 As already noted, in this play entirely set in Seville there are numerous references to the city and its streets, which certainly made it more appealing to local audiences, while also reflecting the sad state of the laws of the land and their application by lawyers.

In the purest Golden Age style, which calls to mind works such as El Alcalde de Zalamea, among others, the play is a continuous vindication of honour which has to be placed, even in the case of the members of the lowest social strata, above the tyrannical power of the king. It is also an example of how to overcome social barriers when this is in accordance with the justice of God, superior to the earthly kind. In other words, the love – similarly blessed by the author – between Leonor, the daughter of Don Juan, a plebeian, and the nobleman Don Álvaro, implies the breaking down of social barriers and an implicit message of egalitarianism in the name of God’s justice. That breaking down of barriers is also present in the way in which Don Juan justifies that relationship by placing the love of the two young people above the social hierarchy to which the king refers, thus attaching greater importance to feelings and the individual than to social conventions, despite the monarch’s involvement.58 That transgressive attitude, not devoid of rebelliousness, is also present in the asistente’s unflagging opposition to the desires of the king, whose authority as a sort of superior justice is called into question.

In sum, the play is a disquisition on justice in which it is clear that above that of the king is the superior justice of God, to whom it was more important to render accounts than to the monarch, and that essential issues like those being settled end up having an egalitarian meaning. This is expressed in the final discussion between Don Juan and the monarch:


Juan.    From executor to judge,

the distance is known,

because without exceptions,

the judge has to give

each one his own;

then it is known

that if I have to render accounts to God,

of this sentence of mine,

it is my duty to know

if it is justice or injustice.

King.It is I, supreme king of Castile,

who makes the laws:

it is thus up to me to choose who

should govern its provinces.

Juan.    For that same reason,

it is a necessary obligation

that he who establishes the laws,

should live by them.

King.    Why do you recklessly

brave my anger?

Juan.    When does he who is in the right

not remove his mask?

King.    Do you not serve me as asistente?

Juan.    This rod is a symbol of that office.

King.    Your reasons contradict you.

Juan.    My loyalty bears witness to it.

King.    Obeying me is to serve me.

Juan.    It seems impossible

to serve and obey you

on the occasion in question.

King.    Why?

Juan.    Because if service

obliges me to commit an injustice,

I swear to God that it is impossible

for me to obey and serve in this case.



The play’s popular characters – a labourer, a shoemaker and his daughter and so forth – had to engage Seville audiences and make them empathize with them, which, together with its implicit and explicit discourses, was certainly at the root of its success. That same success, in the years following the mid-century crises, reveals the extent to which there was a protest ideology in the city which – importantly for the case at hand – churchmen and some members of the elite had embraced.

These three examples clearly show what was happening at the time and the context in which traditions dating back to Seneca were framed. In seventeenth-century Seville, no one preached on social equality as it is now understood, nor did this form part of a political project. In fact, some even believed there was a sort of redistributive justice: to each that which corresponded to his rank.59 Nonetheless, they all moved in a world of transgressions, in a subconscious equality and in the idea that the community prevailed over personal interests and that the justice of the City of God was superior to, but not detached from, that of men and their social inequalities. These principles, rooted in a longstanding tradition in the West – and of course in its Catholic version of the Counter-Reformation – had spawned inalienable rights, had placed moral limits on human actions and could even justify uprisings – always depending on the means – and forgiveness. For some, charity was even an obligation for the rich but above all a right of the poor. Although there were treatise writers who accepted that it should only be practised with paupers whose poverty was beyond doubt and only with surplus, quite a few of them suggested that it was mandatory to give without distinctions and even understood that it was an obligation to share the greatest riches.60

Furthermore, there was nothing odd about those ideas, for they are present in much of the ideology and literature of the age, the best example being perhaps Calderón’s El gran teatro del mundo, given its popularity at the time. Premiered in 1641, this auto sacramental was in wide circulation in the second half of the century, first in Spain and then in Europe. This is not the place to offer a detailed description of one of the best-known and studied works in Spanish and universal literature. Nonetheless, it is indeed necessary to underscore the parallels and coincidences with some of the aforementioned ideas: the conception of earthly life as a place of transit; the idea of the natural and primitive equality of all humans, with the resulting contempt for worldly goods that make men and women unequal in the ‘farce of life’; the central role of charity as a mandatory moral obligation, whose absence deserves the severest punishment; and, all-important for the arguments set out here, the subordination of the law – an allegorical character in the play – to a reiterated idea placing God and His justice above all: ‘Love others as you love yourself and do good deeds because God is God.’

Between patrician paternalism and the moral economy
It is precisely in those ideas and in the intertwining between the City of God and its earthly counterpart where the initial attitude of the elites towards the uprisings and the subsequent pardoning of the rebels should be established. These ideas were more than likely behind the importance that was attached to persuasion as an initial attempt at quelling the social unrest. Nevertheless, quite a few members of the elite also embraced them.61

The bishop of Cordova himself requested the royal pardon contending that ‘these people often suffered not only from the lack of bread but sometimes also from very serious oppression and injury’, before laying the blame on ‘the absolute wickedness of people with obligations who have become involved in this sort of perfidy’. His language leaves no room for doubt. They were ‘people with obligations’ because they were obliged to succour the poor and the destitute, and it was perfidy because they ignored that duty to share what nature had created for all, according to St Ambrose.62 The jurados (representatives of the people)63 of the corporation expressed themselves similarly in a letter to the king, dated 23 May 1652. By the same token, a certain Francisco Ortiz de Requena accused gentlemen of having caused the ‘past troubles’, which had kept the people in a state of terror because they considered that it was ‘the corporation of this city, which is the father that should protect these, his children’, that was subjecting them to ‘tyranny’ with the militias mustered for the repression. As before, the wording betrays in this case the character, for ‘tyranny’ is the word that St Ambrose employed to refer to those rulers who had managed to pervert justice, making it less advantageous for the people, and to bring the curtain down on the republic. In Seville, Brother Juan de los Santos accused the authorities of taking the repression too far, while the Marquis of Avilafuente himself complained about the severity of the punishments meted out by some authorities.

This explains why among those who initially helped the rebels and those who subsequently justified their acts there were some gentlemen and noblemen aware of the fact that they had good reason to go to such lengths. There were also quite a few clergymen among their number who sometimes justified the uprisings and sometimes made the most of their popularity among the likeminded rebels to restrain them, such as when they forestalled an attack on the regent of Seville and the ‘cardinal’ of this city,64 to the point that the cardinal himself began to suspect that many inhabitants of the Feria quarter of Seville ‘have not all done good deeds’.65 Some of the reasons deployed in this respect by some of these clerics have even come down to us. For instance, Fernando Ramírez and the Carmelite Brother Juan del Espíritu Santo, both from Lucena, accused none other than the Duke of Segorbe – who, by the way, subsequently joined Mañara’s Hermandad de la Caridad – of speculating and benefitting from the hardships of the locals.66 This, of course, does not mean that members of the clergy and ecclesiastical institutions did not sometimes speculate or repress the uprisings mercilessly.67

As subsequently occurred in eighteenth-century England – to which can be added the rest of Europe – it is evident that the crowd knew they were acting ‘under licence’.68 This is why a mixture of persuasion and violence was often required to appease the desperate. In Vélez Blanco, it was a number of Franciscans who used persuasion to avoid greater ills.69 Similarly, in Granada and Cordova, it was the clerics themselves who were interested in replacing the chief magistrate with someone who not only found their aspirations morally acceptable but who also justified their actions to the king in the hope of receiving the royal pardon70 – not a hard task when contending that the root of the problem did not only lie in the price of wheat but also in the debasement of the coinage and the hoarding of grain. Indeed, in that aspect the elites and the people mostly saw eye to eye.

All considered, nor is it surprising that in a later work (Ladridos evangélicos, 1696) the Dominican priest Francisco de Posadas (subsequently St Francis Posadas), also a symbol of the reaction against injustice in this case in Cordova, expressed similar views: ‘One of the afflictions of this republic is the lack of justice in that the rich do not pay the debts of the poor … How great are the riches of the poor that the wealthy have consumed! How many widows, minors, paupers, workers and servants weep for what they are owed!’71 Yet again, this very clear language recalls St Augustine and St Ambrose, as well as Mañara himself, when referring to how the rich squandered the ‘estate of the poor’. The Cordovan cleric was thus referring to the ‘obligations’ of the rich with the poor, which he regarded as unpaid ‘debts’, and to how the former lived off the wealth of the latter, despite the fact that they had been created for the enjoyment of all, that is, as common possessions.

It is exactly the acceptance of Francisco de Posadas’ work in that city and its influence on the local nobility and elites that shows that it was not an isolated phenomenon. They were very deep-seated attitudes, the product of an ancient tradition and a very specific situation. Additionally, it was in these years that the idea that it was necessary to help the weakest, especially girls and orphans, and to give them the opportunity to work spread throughout Europe.72 As expressed by the French priest Vicente de Paúl, work, particularly the female kind, and its power of redemption and capacity for restoring order and building community was only a step away – after having been extolled by treatise writers for several centuries – from becoming one of the mainstays of that community. In Seville, this coincided with a new wave of foundations of hospitals, the number of which increased from sixteen to twenty, with a clear priority for women and girls.73

Murillo, the multitude and the orderly republic in the City of God
Early globalization, showing its most bitter side, thus contributed to the emergence of a debate that was in the DNA of that society, in its deepest roots and collective subconscious. But, as acts of violence perpetrated by the multitude are conspicuous by their absence in Murillo’s oeuvre, and given the fact that he depicted the amiable side of the popular classes, he has been accused of dulcifying reality.

First and foremost, it is necessary to admit that the great painters did not tend to depict the failed uprisings in their oils – as much as the successful ones, such as the English Civil War – occurring during the turbulent seventeenth century. Some of the few representations include Micco Spadaro’s (Domenico Gargiulo) painting of the Revolt of Masaniello in Naples (n/d, Museo Nazionale di San Martino, Naples), plus other later ones.74 The reasons behind this were more than likely political and depended on the outcomes of these uprisings, their size (local ones being ignored) and how they were recounted later on. As for the Revolt of Masaniello, the importance of the Kingdom of Naples on the international political stage and the fact that the revolt and its leader soon became very well-known certainly contributed to make it a subject worthy of painting.

Yet, reasons relating to political culture should also be considered. Very few members of the elite emerging victorious from the disturbances would have had much interest in promoting – or allowing the promotion of – a movement that challenged the justice of their government. In fact, since the first conceptions of medieval cities and the ideals of republicanism, cities were meant to be characterized by internal law and order, the main duty of their rulers being to guarantee both.75 Moreover, any discourse or representation of those movements might have jeopardized that elite – normally the consumers of paintings of this sort – by casting doubt on their loyalty to the king, and prevented them from being granted further favours and privileges. For this reason, more than in giving free rein to possible interpretations that went beyond the incontrollable world of handbills and woodcuts, the oligarchies, keen to create a discourse that drew a veil over the problem, anathematized the rebels and whitewashed their own actions, initially resorting to the use of persuasion and emphasizing their own merits in the subsequent repression and appeasement. It was Ortiz de Zúñiga, a noble member of Seville’s oligarchy and chronicler of the city, who performed this delicate but important job, while also underscoring the anarchy prevailing among the rebels, thus discrediting the movement.76

It is precisely in that context – not at odds with a sincere representation of the ideas described above – in which it is possible to frame two of Murillo’s paintings explicitly representing the community as such. These are The Miracle of the Loaves and Fishes (c. 1669–70 or 1670–4, National Gallery of Scotland, Edinburgh) and Moses Springing up Water from a Rock (1669–70, Hospital de la Caridad, Sevilla), included in the pictorial programme of the church of La Caridad, in which Miguel de Mañara intervened directly. These two episodes can be considered as works of charity, as Mañara himself desired, and in all likelihood he and Murillo intended to promote the type of mandatory charity deriving from the primal community of goods to which the Church Fathers had referred. But in these two paintings, it is also important to focus on the way in which the masses making up what St Augustine would have called the ‘republic’ and treatise writers of the period, the ‘orderly republic’, are represented. In both cases, it is depicted as a community, and not as a disjointed group of unrelated individuals, receiving bodily and spiritual sustenance, which can be seen in the perfect order in which they appear. For, according to this Church Father, ‘ “The people” he [Scipio] defines as being not every assemblage or mob, but an assemblage associated by a common acknowledgement of law, and by a community of interests.’77

In the first painting, The Miracle of the Loaves and Fishes (Figure 7.4), that order is blindingly evident and, moreover, calls to mind the Gospel of Mark: Christ performs the miracle, while the perfectly organized ‘multitude’ (St Mark, 6–34) ‘sat down in ranks, by hundreds and by fifties’ (St Mark, 6–40), awaiting the divine food. A comparison between the work of La Caridad and the way in which Domenico Fetti represented it for Margaret of Bavaria, Marchioness of Mantua (The Multiplication of the Loaves and Fishes, 1620, Palazzo Ducale di Mantova, Figure 7.5), offers some interesting insights. Perhaps owing to the influence of Rubens or the Venetian painters, the truth is that this painting, although it depicts people organized in groups probably with the aim of conveying the same message, gives a greater impression of movement than Murillo’s, which is more restful and structured. In the painting Moses Springing up Water from a Rock (Figure 7.6), Moses is making water spring from a rock to quench the thirst of the people of Israel during the Exodus. The composition also seems to be based on the idea of earthly life as transitory, typical of St Augustine and his City of God and, of course, Mañara. In this case, it is also instructive to compare it with Gioavachino Assereto’s (1600–49) oil painting Moses Striking the Water from the Rock (1640, Museo del Prado, Madrid), which served as inspiration. Unlike this painting, Murillo – yet again – did not portray an anarchical and disorderly multitude. In contrast to the chaotic and tragic atmosphere, rife with movement and dramatism, of the Italian’s painting, Murillo’s is a world of people overawed by the miracle, but serene. The multitude appears ordered in families, with all their members, as in the miracle of the bread and fish, and, in any case, in peaceful repose while the glances exchanged among their members evoke an ordered and peaceful organic community. The contrast is even greater in another of the most well-known works on this theme, namely Tintoretto’s version of the same episode (1577, Scuola di San Rocco, Venezia), in which agitation and disorder predominate and, more than hope, the despair of those aided by Moses is represented.


[image: A Baroque oil painting by Bartolomé Esteban Murillo (c. 1669-1674) showing Jesus seated on a rock in a lavender tunic and blue cloak, gesturing toward loaves in his lap. A boy offers a platter of fish while apostles and a vast crowd spread across a sunlit valley watch the miracle of the loaves and fishes. In the foreground, women and children witness the scene near a wicker basket. The rugged landscape, dramatic sky, and soft, diffused light create a serene, divine atmosphere.]
Figure 7.4 Bartolomé E. Murillo, The Miracle of the Loaves and Fishes (c. 1669–70 or 1670–4, National Gallery of Scotland, Edinburgh).


[image: A Baroque oil painting by Domenico Fetti (1620) depicting the biblical miracle of the multiplication of the loaves and fishes in a lunette shape. Jesus, seated at the centre in a lavender tunic and blue cloak, gestures toward food being distributed by apostles around him. The foreground shows a bustling crowd, including a woman in red with a child, resting figures, and a dog. A distant crowd stretches under a tall palm tree. Swirling clouds and hills fill the background, with dramatic lighting highlighting Jesus.]
Figure 7.5 Domenico Fetti, The Multiplication of the Loaves and Fishes (1620, Palazzo Ducale di Mantova, Mantua).


[image: An oil painting by Bartolomé Esteban Murillo (1669-1670) showing Moses miraculously bringing water from a rock in the desert. Moses, in a yellow tunic and red cloak, stands at the centre with his staff raised, while Israelites react with awe and relief. Water gushes from the rock into a pool, as people and animals drink. The scene is set in a dusty landscape under a pale sky, with warm colours highlighting Moses.]
Figure 7.6 Bartolomé E. Murillo, Moses Springing up Water from a Rock (1669–70, Hospital de la Caridad, Seville).

It is hard to know whether Mañara, who designed the iconographic programme of La Caridad down to the smallest detail, was interested in these representations, which were also sizeable and contrasted with the depiction of individual works of charity predominating in this church.78 Yet the foundations of Mañara’s thought and the monumental upheaval that famine had brought about in Seville and throughout Andalusia bring to mind a way of relating to the multitude that was quite possibly in the minds of many people of Seville. In sum, there was a sense of orderly community which might full well have formed part of the design of these paintings, whose purpose was to evoke a calm multitude that served as a lesson to the people so as to avoid any repetition of the past events.

All these images, plus their connotations are even more meaningful bearing in mind the European context in which they were framed. For it is hard to believe that Mañara or Murillo – or even more so, some of their contemporaries – had never heard of the mass movements of the English Civil War, the levellers, the Fronde in France, the events transpiring in Naples or the uprisings of the Catalan reapers that led to the outbreak of a civil war that was still raging at the time.79 Of course, this was impossible considering that the library of the University of Seville contains quite a few news pamphlets referring to all these events, some of which were published in the city.80 In this more general context, both works prove Murillo’s interest in representing the positive side of the society in which he lived. An amicable side that might have also been influenced by a constant in his paintings and in those of the period: the representation of the intersection between the hereafter and the earthly world underlying, in turn, the idea of the City of God. Despite the fact that it formed part of the prevailing ideology,81 it was a transposition of the ideas of St Augustine that had been so influential in its construction since the fourth century. It does not seem too farfetched to suggest that it was one of the reasons adduced by different authors to justify, despite the miserable picture that many contemporary works painted, the fact that Murillo represented the social reality of his time without resorting to the delusional or necrophilous, preferring to depict cheerful children and youngsters rather than their tragic lot in life.82 This idea might have been to the taste of a segment of the commercial elites of Seville,83 while also being implicit in the view of St Augustine that evil can only exist ‘to make good emerge from evil itself’.84

The foregoing does not mean that such ideas, plus those referring to egalitarianism and the association between the republic and craftspeople, were not countered by the elites with much more negative and even cynical visions of the popular classes. Hence the attitudes, the vision of the conflict and the interest in manipulating its memory underlying Ortiz de Zúñiga’s account of it.85

Conclusions
The foregoing goes a long way to reinforce the conclusions of the previous chapter. Seville, the centre of early commercial and religious globalization, with what the latter implied for the concentration and dissemination of ideas associated with the Christian communitarian tradition, was the perfect – albeit not exclusive – breeding ground for a particularly virulent version of a conflict that had been making itself felt in Europe since the Middle Ages: the clash between an individualistic and speculative conception of the economy and that which reinforced its communal dimension. I must insist that this was not unique to the city. Europe as a whole was affected by this contradiction, which subsequently surfaced in many other regions. At all events, it breathed new life into ideas forming part of that subconscious and that even affected the notion of political community. Neither some of Murillo’s customers nor some of the elites and of course many craftspeople were unfamiliar with that subconscious, which could be expressed in artistic representations susceptible to being interpreted in this way. The coincidence between messages of this type and their written or oral expressions demonstrates that they should not be overlooked when attempting to unravel the history of Seville and, above all, that of Spain (and by extension Europe).

Neither in Murillo’s paintings nor in those produced in Andalusia at the time was there any political radicalism or dissidence, such as that which Thompson identified in England during the eighteenth and at the beginning of the nineteenth century. Nor did Murillo follow an intellectual tradition that can be considered as being democratic or republican in the current sense of the word. Seventeenth-century Seville was very different from the spirit of the writings of Tom Paine and the Rousseauean ideas that – following a process of secularization and desacralization of these ideologies – would spawn the social contract and political projects. If it were necessary to classify the painter, the Franciscans and the clerics in favour of forgiveness and recovering the most communal Christian tradition, perhaps they should be established on the vague line between ‘patrician culture’ and the ‘moral economy of the crowd’. But in that society there was indeed a ‘sub-political’ message – in the sense to which E. P. Thompson referred – and that in a world in which religion was all pervasive and in which egalitarian utopias were omnipresent, it was possible to justify many of the ideas expressed by the rebels in 1652. Just as the reminder that St Ambrose gave Theodosius – note the parallel with Seville –Valdés Leal’s representation for the bishop Spínola could justify the obligation to pardon the rebels. At the same time, one of the responses to the conflicts and the images of chaos left in the wake of the plagues was a tendency to portray the community by idealizing its most harmonious aspects. In doing so, a utopian image was recovered—one rooted in the thinking of the Church Fathers and already a substantial part of European traditions, which was the product of an earlier “ layer of globalization”, that of the spread of Christianity since ancient times.

While challenging the City of God, the revulsive effects of early globalization would affect that society even deeper. They would accelerate the development of proto-national feelings, as we will see in the following chapter.
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Early Globalization and Emotional Imagined Communities: The ‘Republic’ and the ‘Monarchy’ of Spain in the Immaculate Conception and Ferdinand III

In the Fine Arts Museum of Cordova (Spain) hangs Valdés Leal’s Virgen de los Plateros (Figure 8.1), painted between 1654 and 1656, barely a few years after the ‘Andalusian disturbances’. The painting, which was commissioned by the city’s silversmiths, depicts the Virgin crossing the sky on a silver or gold throne, perhaps that of the Apocalypse, thus invoking the dogma of the Immaculate Conception. The guild, probably the most prominent in the city, thus appropriated this image, linking it to its identity and prestige. A few years before, Martínez de Mata had contended that one of the misfortunes of the ‘republic of Spain’ was the lack of cooperation between its members, before referring to that character of the community that he related to craftspeople and work. At around the same time, towards the end of the 1660s, an image of Mary Immaculate, linked increasingly to the idea of Spain – and not only to the monarchy – was taking shape in Seville, which the great masters popularized by resorting to an iconography that made her more congenial and intelligible to the people.

As if they were the sides of a triangle, the vertices of these three developments – to which the process of Europe’s and Seville’s globalization was related – were connected in varying degrees. Indeed, the most evident and most studied association has been that established between Mary Immaculate and the Spanish monarchy – an aspect that has been preferentially analysed from a ‘general perspective’ as a process imposed by the elites through literature and the visual arts.1

This chapter explores a more complex multilevel analysis, in which global and local tensions deepen our knowledge of the formation of Spain as an imagined community, its chronology, its agents (considering the role of craftspeople and arbitristas), its conception (for some, associated with a republic based on work) and the role of the visual arts and local identities. The case of the ‘canonization’ of St Ferdinand also confirms outstanding aspects of the history of Immaculate St Mary. Both cases are used to show the importance of painting and its emotional impact upon people’s experience in order to understand the rise of a more popular sense of proto-national belonging.




[image: A Baroque oil painting by Juan de Valdés Leal (1654-1656) depicting the Virgin Mary standing in a radiant celestial glow, wearing a white tunic and dark blue cloak, surrounded by cherubs above an ornate silver pedestal, with a saint kneeling on the left and another saint holding the Christ Child on the right, painted in a dramatic, theatrical style.]
Figure 8.1 Juan de Valdés Leal, Virgen de los Plateros (1654–6, Museo de Bellas Artes, Cordova, Spain).

Murillo’s ‘Immaculates’ and Spain: A commentary on National Catholicism and an approach
Before addressing the topic, it is important to recall that the ideas that have been entertained about Murillo’s paintings in this connection bear the ideological patina of the past.2 This has been mainly, albeit not exclusively, due to the fact that he has been pigeonholed as a painter of Virgins, specifically ‘Immaculates’, a facet that would easily chime with the Catholic vision of Spanish nationalism. One of the crowning moments of that characterization was perhaps when the Vichy regime of Pétain returned The Immaculate Conception of Los Venerables or The Immaculate Conception of Soult (c. 1678, Museo del Prado, Madrid, Figure 8.2) to Spain in 1940. The event, covered in the pro-Francoist press, caught the public eye in a society whose elites needed symbols and gestures with which to cauterize very deep wounds, the ‘recovery’ of such an artwork being by no means the least.3 This had to do with a series of restitutions of artistic goods and documentary heritage which served to reinforce the image of the regime in that it implied vindicating and recovering the ‘national’ past in opposition to the pillaging of other countries, in this case France under the yoke of a pro-Nazi regime.4 The news appearing in the daily ABC that same year offers an idea of the prevailing atmosphere: ‘The remains of 24 martyrs murdered by the Reds [los rojos] in Paterna in 1937’ were recovered, Our Lady of the Immaculate Conception, the patron saint of the infantry and, of course, Mother’s Day, including a tribute to Doña María Primo de Rivera, ‘José Antonio’s aunt and second mother’, were celebrated ‘brilliantly throughout Spain’.5 There could not have been a more propitious occasion to forge ties between the Immaculate Conception and an idea unique to Spain. From the way in which the painting was returned, along with other items featuring the Guarrazar Hoard and the Lady of Elche, it can be deduced that the aim was to identify several concepts, namely, the Virgin, the country’s Visigoth and even Phoenician past, Catholicism and Spain. Much to his misfortune, this equation would ultimately include Murillo as well.




[image: An oil painting by Bartolomé Esteban Murillo (c. 1678) depicting the Virgin Mary ascending into a golden heavenly light, standing on a crescent moon and soft clouds, wearing a flowing white robe and blue cloak, and gazing upward as numerous cherubs cluster at her feet and float around her in an ethereal atmosphere.]
Figure 8.2 Bartolomé E. Murillo, The Immaculate Conception of Los Venerables or The Immaculate Conception of Soult (c. 1678, Museo del Prado, Madrid).

Such an identification, with other expressions because symbols always have different connotations depending on the context, was already being made in the eighteenth century,6 particularly in 1761 when Charles III proclaimed that Our Lady of the Immaculate Conception should be ‘the universal patron saint of the kingdoms of Spain and the Indies’. At the time, Juan Francisco Masdeu wrote that ‘the Immaculate Conception of the Mother of God … is a unique glory for the Spanish nation’. In other words, an association had been made with the monarchy (encompassing the American territories) and also with Spain, as a peninsular entity. At any rate, this last association should by no means be understood as ‘a national Catholic formulation, even though the term “nation” is employed’.7 On the contrary, it should rather be considered in relation to a non-political ‘ethnic’ or ‘cultural nationalism’ – different from the nineteenth-century kind – a phenomenon that some time ago one of the most outstanding specialists called ‘ethnic patriotism’.8

During the nineteenth century, there was a change in the way in which the Immaculate Conception and Spain were associated, identifying them increasingly more with the idea of a Catholic nationalism based on the modern conception of political nation and which, influenced by the concept of nation rather than empire would associate it with Spain, now without America. In other words, the attempt the Bourbons made in the eighteenth century to use the image of Mary Immaculate, by then widespread in the Americas and embellished by the different societies in which the figure had been adapted,9 ultimately ended in failure with American independence. Yet the content of that link, now in a different geopolitical context, underwent transformations until being consolidated as the dogmatic definition of the Immaculate Conception (1854), which then became increasingly more conservative. It thus acquired another meaning differing from its previous one, while being related to a certain notion of Spain.

The Immaculate Conception, however, seldom appears in studies of the formation of Spain before the eighteenth century. When it does, it is only assimilated to the monarchy, linking it more to the Spanish Habsburg dynasty than to the conglomerate formed by its peninsular kingdoms. This is so despite its acknowledged presence in the historical literature and in popular expressions, and the importance attached to it in all crown territories – an importance that was, of course, greater than in other European countries, such as France, where it also became deeply rooted in society. Furthermore, notwithstanding the fact that other case studies have shown that the formation of modern (political) nationalisms in Europe was preceded by the development of imagined ‘national’ communities – sometimes of an ethnic or cultural nature – which laid the foundations for them in the nineteenth century.10 It is precisely this literature on which the following arguments are based.

Studies of the formation of what could be called an awareness of Spain have recognized the importance of aspects such as purity of blood, linking them to the development of ethnotypes and the need to differentiate between a series of ‘others’. Antonio Feros has stressed the need to create an otherness with respect to the Jews and Muslims, while also calling attention to that ‘other’ comprising the Native Americans and African slaves, ubiquitous, for instance, in Seville.11 That imagined community, currently called ‘Spain’, must have been formed in contrast to all these actors. Other authors have analysed the way in which the reconstruction of the history of Iberian societies, above all as of the mid-sixteenth century, contributed to the creation of a Spanish social imaginary. Ricardo García Cárcel, one of the most eminent specialists in the field, has stated that it was naturally only at ‘the end of the reign of Philip II’ that a series of histories of Spain, now integrating those of the different kingdoms, were published. In the words of this author, ‘It was during this reign that the previously strict territorial sense of Spain was filled with national content’,12 an idea he also associates with the mission projects in Europe and America.

Tony Thompson and Xavier Gil have underscored the importance of the Cortes de Castilla in the development of that concept, which far from being a trivial aspect led the parliament to promote an idea that affected all the peninsular kingdoms ultimately forming modern Spain. In doing so, it introduced a marked Castilian bias in that vision of the imagined community of Spain, which – I must add – had huge implications for the future.13 Thompson has also pondered on an especially interesting aspect for what follows, viz. Teresa of Ávila as the country’s patron saint and the association between her and the idea of Spain in contrast to the champions of Santiago as the only authentic holder of that privilege.14 This saint’s role in the process links to another no less important aspect: the Reconquista as a common enterprise and, therefore, union of all the Iberian kingdoms which, in the seventeenth century, would comprise what was called Spain. This same reasoning was also central to aristocratic culture until well into the sixteenth century. For the nobility in general, and the Castilian aristocracy in particular, it was that military expansion associated with their social rank that justified their leading role in the formation of Spain.15 All of which involved the vindication of a legacy of mythical or Roman, when not Gothic, antiquity which had been interrupted by the Muslim invasion and whose restoration was pivotal for vindicating an imagined community which had forged one of its principal identifying traits in the struggle against the Muslims and their ultimate defeat. This idea was obviously to the taste of many in the sixteenth century, when the struggle against the Turk, whose cost was mostly defrayed by Castile, affected all the kingdoms, including those of the crown of Aragon.

Many of these explanations have omitted a series of reflections that could connect this process with early globalization. Indeed, one of the consequences of Atlantic expansion – especially felt in Seville – was that it created the conditions for emigrants to America to consider themselves as being ‘Spanish’.16 It was an apple of discord because the creation of a creole elite led to differences of opinions about who was and who was not Spanish. This controversy also had to do with how a mestizo society, whose antiquity – and, therefore, legitimacy – could only be defended on the basis of hybrid traditions, could possibly correspond to such an ancient concept.17 By then, the development of American societies bolstered the sense of belonging of peninsula Spaniards in opposition to those societies, many of whose members were perceived as different and who could not be easily integrated into their historical genealogy.

The second half of the sixteenth century also witnessed the economic stress caused by that early globalization. In the main, this owed to the importance of international traffic and, in particular, Atlantic exchanges. As it revolved around Seville, this traffic increased and placed a strain on commercial ties with other European regions. It thus expedited the construction of identities based on economic and commercial interests, which had a special influence on the arbitrismo of the period, a phenomenon also often absent from analyses of the formation of Spain. From an early date, thinkers such as Ortiz, Mercado, from Seville, and others from the four corners of the crown of Castile, including Cellorigo, Fernández Navarrete, Caxa de Leruela and Sancho de Moncada, developed a staunchly protectionist reasoning. That protectionism needed to create an entity to be protected, which, drawing from the historical literature of the period, they soon began to call ‘Spain’. The ideas of those arbitristas, who constructed discourses rejecting ‘foreigners’, were expressed above all in arguments about the need to reserve the peninsular and American markets for Spaniards. They were also reflected in debates on price increases, depopulation, industrial constraints, minorities – chiefly the Moriscos and gypsies – the debasement of the coinage and the agrarian crisis, among many others. All these issues were analysed from the perspective of their ‘receptacle’, viz. Spain. It constituted therefore a set of ideas, mostly of a pre-mercantilist nature, which could only be based on the definition of a political unit – Spain – the resolution of whose economic problems called for the adoption of measures in a progressively more sharply defined body politic. Of course, this tendency was expressed in slogans and even in the titles of their treatises: Mariana talked about the ‘ills of Spain’, whereas others, such as Sancho de Moncada, referred to the ‘restoration of Spain’.

These arguments were reinforced as the critical stance of this current fuelled a collective introspection, one of whose cornerstones was the idea of decadence. It was also an idea grounded in tradition, which accentuated that tendency to ‘Hispanize’ problems. As the ‘ills of Spain’ were a result of the perversion of ancestral virtues that had to be restored, it was an essentialist vision of an entity, Spain, which was being corrupted. In other words, Spain was not a concept to be created but a previous reality whose deterioration had to be prevented. Given that it was an unquestionable fact, the result included a characteristic of modern nationalisms: its essentialist nature. That tendency was also furthered by the increasingly greater number of international wars and conflicts affecting all the kingdoms as a whole, albeit not always to the same degree. In point of fact, they provoked a great deal of friction because of the unequal distribution of the war effort. Nonetheless, they also gave rise to conflicts that because of their nature had cohesive effects. Until the final decades of the sixteenth century – Lepanto perhaps being the key moment – the confrontation with the Ottoman Empire was an important stimulus in this respect. This process continued during the protracted Thirty Years’ War, the mounting tension that it produced dragging on after the Peace of Westphalia (1648) owing to the fact that the conflict with France lasted until the Treaty of the Pyrenees (1659). It came to a climax in the prolonged Portuguese Restoration War (1640–68) that persisted until the signing of the Treaty of Lisbon (1668) almost a decade later.

There is another fact that should be stressed. Although theoreticians of arbitrismo excluded the non-peninsular territories of the Habsburgs from Spain, it is hard to find references to the exclusion of peninsular subjects born outside Castile. In other words, their mental map of Spain adapted to the geography of the nineteenth-century nation-state, but their concept of Spain had – as with the social imaginary of the Castilian parliament – a Castilian bias. The idea of Spain was being constructed from the Castilian plateau, particularly at the Madrid court, and – of particular interest here – also Seville. The extant studies of treatise writers of the crown of Aragon demonstrate that references to ‘Spain’ are less frequent and less prominent in their works. Instead, they tended to refer to the kingdoms of the crown of Aragon, except for some very ‘Castilianized’ personages or others residing at court who, as was the case with Pellicer, did indeed address their memorials to the incumbent monarch.18 A glance at these works and the problems they stressed and the solutions they put forward show that the place names they contain revolve around the crown of Castile.

In sum, for many of the aforementioned arbitristas, Spain was not Castile, but it certainly was an almost automatic prolongation of it. The reasons behind this deserve further enquiry. They had to do, in part, with the awareness that Castile was acting as a financial-fiscal pillar of that political construction that had yet to be transformed into a common institutional system.19 At any rate, the arbitristas parroted the discourse of the Cortes de Castilla and the official historians of the monarchy. To that ‘other’ embodied by the Muslims against whom a notion of Spain had been constructed to the rhythm of the ‘Reconquista’, and also that ‘other’ symbolized by the Moriscos, Jews and even converts, Amerindians and African slaves,20 should be added, even before the eighteenth century, ‘other’ Europeans against whom wars were fought not only on the continent but also in global theatres. Furthermore, these were decisive in the creation of an imagined community called ‘Spain’.

All these explanations for the formation of Spain leave, however, a question unanswered. The central arguments of most of them are based on discourses of a general character that avoid addressing the problem of the relationship between that Spanish identity and other ways of experiencing a sense of belonging. It is common knowledge that the political map was composed of kingdoms, one of which was Portugal, whose process of union and independence between 1580 and 1640 required quite a few ideological and political about-turns.21 Each one of those kingdoms was in turn a mishmash of local legal–political divisions – cities and lordships, including Biscay – also with the ability to foster a sense of belonging. The Iberian kingdoms, as part of a dynastic mosaic like the composite monarchy, should not be understood – and were by no means seen at the time – as a unitary and uniform whole but, rather, as a constellation of polities with different legal systems and political agendas. Those polities comprised a dynastic conglomerate whose general dynamics could depend on the confluence of power groups with particular and often conflicting interests. To use the term in fashion in the seventeenth century, it was the monarchy of Spain. The weight of Madrid and the crown was thus acknowledged in that process, but that monarchy was not only Spanish or Castilian.

This raises the question of how that social imaginary emerged or clashed with other identities deeply entrenched in the composite monarchy and which took root in each one of those polities, plus the role played by the popular classes and the visual arts, so essential in an illiterate society, in that social imaginary. Even though the relationship between local and national identities has been an object of study, especially in research on the emergence of modern (political) nationalisms, this is not the place to enquire further into the matter.22 When referring to Seville, nevertheless, it is important to bear this aspect in mind.

Martínez de Mata and the ‘republic’ of Spain
The people of Seville’s reaction to what many considered to be the detrimental consequences of the presence of foreign merchants was stronger than that of any other section of Castilian and Spanish society. The reason behind this was that they lived somehow global experiences that prompted them to regard them as ‘another’ on which to construct their own identity. The English raids on Cadiz in 1587, 1596 and 1625 also elicited such feelings. This was compounded by the frequent attacks endured by the fleets of the Carrera de Indias which wreaked havoc among all sectors of the population. Many were carried out by another external enemy, the Dutch, who, notwithstanding the tricks to which they resorted to pass themselves off as Flemish, had been perceived as a threat since the blockades decreed by Philip II. The Eighty Years’ War (1568–1648) only deepened that animosity, also exacerbated by the conflict’s religious dimension. This affected a particularly sensitive city, replete with clergymen and preachers, where Baroque and Counter-Reformation religiosity had permeated the social fabric through propagandists, congregations and brotherhoods, plus many artists who, like Murillo, covered the demand of a city as commercial as it was religious. The war with France as of 1635 reinforced that tendency and widened the identity gap with another traditional enemy. It was in this turbulent religious and commercial context in which much of Martínez de Mata’s anti-French criticism should be framed. This opprobrium was seconded by the arbitristas and treatise writers of the crown of Aragon, including the principality of Catalonia where French immigrants abounded.23 No less important was the Portuguese Restoration War in which many Seville gentlemen enlisted, thus promoting a sense of otherness with respect to the neighbouring country. This came on top of the bad blood caused by the suspicions of crypto-Judaism raised by the Portuguese converso merchants residing in the city. The nearby war against Portugal also fuelled propaganda on the deeds of the noble families of Seville, whose leading role in it gave rise to a progressively more virulent anti-Portuguese feeling.24 In Seville, Spain was therefore being defined in opposition to those other countries and as a correlate of local tensions.

It is important to consider what all this implied for a global node like this city. In fact, it was because of its global character that so many foreigners had been involved in trade there since the fifteenth century, undoubtedly fostering contact and amalgamation. As has been repeated ad nauseum, the city was a mosaic of cultures and nations, many of whom vied with one another not only to define themselves as corporations but also to be recognized as forming part of that kaleidoscopic urban world, even though they did not enjoy the same formal rights as others. When the masquerade vindicating the Virgin was held in 1616, those richly attired ‘nations’ reclaimed their place among the constellation of corporations making up the city. In addition, they frequently wed locals. Nevertheless, all these interactions also gave rise to frictions, mistrust and differences, especially in those sections of society, such as the craftspeople, affected by the influx of foreign merchandise. It is in this context that Martínez de Mata and the city’s desire to play a leading role in the discursive ‘Spanishization’ should be framed.

As for the Franciscan, his idea of Spain was essentially fairly similar to that of the arbitristas. Desirous to defend the ‘republic’ of Spain, his writings are a sort of reaction against foreigners, especially the Genovese abounding in the city, plus the French who, to his mind, were mainly to blame for the ruin of its industries.25 It warrants recalling that these treatises were written only five years after the controversy that had raged in Spain over French propaganda and the negative light in which, as the war progressed, the Spaniards were being cast in the neighbouring country.26 In this connection, important parallels can be drawn between Martínez de Mata and Sancho de Moncada who, in his Restauración política de España, ranted against foreigners and their activities as importers of industrial products and monopolizers of the American market, while talking about Spain in the same terms as the Franciscans. Indeed, his vision of the multinational composite monarchy led him to advocate for allowing the subjects of Milan, Naples and Sicily to participate to a degree in the domestic peninsula market, but under certain conditions. He understood this as a way of forging stronger ties between the subjects of the monarch.27 Be that as it may, his stance against ‘non-Spanish’ merchandise was so radical as to prompt one of the most knowledgeable scholars of Sancho de Moncada to underscore the proto-nationalist and xenophobic character of his ideology. Not for nothing was that ideology directly linked to the interests of the Toledo craftspeople and the city itself, which supported his ideas and memorial.28 The similarities to Seville are evident.

At the same time, and as occurred with many arbitristas, for Martínez de Mata, Spain went beyond its legal and political division into kingdoms to take on powerful sentimental connotations. He thus followed the path that, more than 50 years before, had been trodden by erudite historians such as Garibay (1533–99),29 who divided Spain into kingdoms but in a ‘political geographic [framework] more in keeping with its reality’.30 He also followed Juan de Mariana who took his Historia general de España31 to a conclusion that would be more in line with today’s Spanish nationalism by integrating the history of the different kingdoms into a common process.32 This idea, also implicit in Quevedo’s España defendida,33 was embraced above all by the aforementioned generation of writers who, in 1635, responded to the French propaganda against the country and not only against its kings and the monarchy as such.34

As with many arbitristas, Martínez de Mata entertained the idea of Spain not only as an extension of Castile but also as a sole imagined community. He thus underscored the need to create an interurban confraternity of craftspeople (in this regard, only mentioning Castilian cities such as Seville, Toledo and Madrid).35 Nevertheless, when referring to foreigners, he never mentioned the subjects of other peninsula polities such as Aragon, Catalonia and Valencia, among others. The subjects of these polities were implicitly regarded as forming part of Spain. Indeed, the term ‘Castile’ was almost never employed by the Franciscan, for whom Spain was his main reference.

It is also important to reiterate that Martínez de Mata superimposed the two concepts of monarchy and republic and had no qualms about applying organicism to the latter:


For if the hands and feet of this republic are consumers, and the mouth, the arts that give the self to all, it is clear that the needs of the head, who is Your Majesty, and the frailty of the body, and all the woes afflicting Spain are due to the fact that this mouth does not eat.36



The reason behind this was doubtless the possibility of defining the body politic as the community – kingdom in some treatises – as a whole and the monarchy/republic as an entity that included the crown. In his writings there are also echoes of Mariana and his idea of the republic as an orderly organic entity, as opposed to a simple accumulation of individuals.37 Mariana understood that it was from that ‘constituted society’ that the king derived his power because ‘the first kings of all the republics were placed at the head of the state only by the common consent and will of the people’.38 A reading of both the Historia general de España and Del rey y de la institución real would suggest that Mariana did not only identify the republic with each individual kingdom. He was actually referring to the republic as a community established as a monarchy including no more, but no less, than the Spanish domains of the composite monarchy as a unit, despite their diversity.

As close to him in other aspects, Martínez de Mata shared this opinion. Despite the fact that he did not deploy arguments as clear as those of the Jesuit, the parallels that can be drawn between both in their use of concepts are plain to see. As already observed, it was Martínez de Mata who introduced the idea that it was precisely work that gave order to and structured that republic – and therefore the republic of Spain. Additionally, he defended it as a community with an important economic dimension in which each and every one of its members participated in the ‘virtue of the rest’. To this end, he introduced a circular concept of wealth that, by his reckoning, should flow within this republic and which was undermined when foreign products were marketed.39 He expressed this reasoning in his defence of the silk industry and his allegations against the introduction of silk fabrics from ‘the Indies, Portugal, China and Persia’.40 It seems appropriate to underscore the global dimension to which a statement like this refers. At any event, behind this – and again in line with the foregoing on Franciscan economic thought – was the fact that ‘the most noticeable lack in the body of this republic is that in each and every one of its parts there is no love or attention to the preservation of all because everyone only considers its present utility, forgetting the future’; one could say, a sort of call for unity among the different components of Spain.41

As already observed, Martínez de Mata by no means considered the republic as a system of government. In fact, the republic, when from the context it can be identified with Spain, was a non-political abstract entity. Yet he did indeed refer to it as the ‘people’ and understand the republic as a precedent of ‘government’, to which it gave meaning: ‘Many things, which in the republic are necessary for its perfection, began by themselves, without the government cooperating in their production, such as the arts and crafts which were responsible for their own introduction; and the laws established for their preservation were enacted following the protestations of the people.’42 Partly because of its purely transitive quality, his thought was basically defining Spain from the bottom up as a community nurtured and structured by work, the family and craftspeople. Despite the nuances that we would like to – and should – introduce, the change with respect to the literature of the age was striking and, it could be said, long-lasting. The fact that these ideas were scarcely developed, and even recovered by Campomanes with a very different meaning, certainly provides food for thought.

There is also another important fact that should not be overlooked. Martínez de Mata wrote about and for the craftspeople of Seville. He certainly attempted to defend their interests on the basis of a well-defined theoretical corpus, some of his writings actually being a manifesto of the craftspeople themselves addressed to the city authorities.43 The fact that he put down the guild’s demands in writing was the result of an exhaustive intellectual exchange with them. Sancho de Moncada – less cramped by the Franciscan intellectual tradition – did not express these ideas in the same way. Nevertheless, his defence of the Toledo silk industry, plus other productive sectors, raises the suspicion that, notwithstanding the gravity of the situation there, Seville was not a unique case in the peninsula.

On religious devotions and local and supralocal emotional identities
It was against this backdrop that a social imaginary revolving around certain saints, such as Ferdinand III, and titles, such as Our Lady of the Immaculate Conception, emerged. Given that there is plenty of literature in this regard, the question that needs to be answered is the extent to which in an illiterate society the visual arts, especially paintings and woodcuts, were central to the creation and dissemination of a Spanish social imaginary, as well as the role played by Seville and Murillo in that process. Although this question has already been addressed from a general perspective in some of the works cited here, it is worth dwelling on it briefly.44

Seville’s leading role in the initiatives aimed at convincing the pope to accept the doctrine of the Immaculate Conception is well known.45 The city not only reacted strongly against what was considered to be blasphemy against the Virgin in this respect, its oligarchies also leveraged the social tension generated by the controversy between Franciscans and Jesuits, and Dominicans to prompt the crown itself to take a favourable stance towards the dogma. During the seventeenth century, the still perceivable internal rift caused by the debate on the Immaculate Conception subsequently led to the creation of a symbol with which many people of Seville identified. The city advocated for sending delegations to Rome and even led the initiative in the Cortes de Castilla.46 By embracing the problem, it identified with the nationalizing effects of the confrontation with France – opposing the doctrine – and the papacy. The Immaculate Conception could also be associated with the purity of blood that gave shape to this sort of ethnic Spanish nationalism embodied by its monarchy.47 The city also went to great lengths to canonize Ferdinand III, its conqueror, and the people of Seville were wont to recall how this monarch had recovered the city from the Muslims – an important ‘other’ since the Middle Ages – and had introduced Catholicism there. It was understood that this king had thus defined a distinguishing trait of Spain and its monarchs, even though it was not exclusive to both. To push for the canonization of Ferdinand III, Seville and Philip III turned to several people in Rome who had also been tasked with defending the doctrine of the Immaculate Conception, such as Bernardo del Toro.48 These people also included some of the most prominent members of the congregation of Granada, a quasi-clandestine group whose followers had stood out for their Immaculist fervour at the beginning of the century. The capitulars of Seville even defrayed the costs of the beatification of this monarch and an unsuccessful attempt was made to levy special taxes to this end.49

In the four decades during which the conditions were created for the writings of Martínez de Mata and the proto-nationalist discontent among the craftspeople, the policy implemented by the pro-French pope Urban VIII (1623–44) against Spanish aspirations in relation to the Virgin and Ferdinand III only exacerbated those feelings. It also contributed to make the popular classes, many of whom shared the views of the city’s governing elite and were greatly influenced by Franciscans and Jesuits, even more devoted to both.50 Following the death of the pope, such feelings were still running high owing to his decree prohibiting the use of the word ‘immaculate’ to refer to the Conception. Although this state of affairs caused much friction between Seville and the court, it only made the city’s inhabitants pull together even more.51 In the meantime, the mutual interest with the crown only accentuated these feelings that linked the ‘republic of Spain’ to, or even entwined it with, the ‘monarchy of Spain’, two concepts not always identical but overlapping partly because of their own vagueness.

In no time, that link was expressed in the language and metaphors of power, a trend that was of course followed by monarchs themselves. As is well known, the iconography of Mary Immaculate appeared in many literary and artistic representations of Philip IV.52 Yet, in those years, not only the royal dynasty appropriated her image but also the city. Decades before, in 1616, a multitudinous masquerade held in the city demonstrated that the Virgin and her mystery had influenced the way in which many people of Seville saw themselves. Organized corporately, very few of the ‘universities’ failed to attend.53 The participants included some guilds, notably silversmiths (apparently the most prominent, if not the most fervent), surgeons and barbers, silk weavers and cap makers (some of whom subsequently played a role in the uprising of 1652) and silk dealers. If this turnout that associated the urban community with a multitude of corporations was not enough, Seville itself, as a community, was the most prominent allegorical character in this masquerade, wearing the richest apparel to the point that it had been – perhaps exaggeratedly – valued at 100,000 reals, and, of course, with its towers and walls. Juan de Roelas depicted the event in his Alegoría de la Virgen Inmaculada (Allegory of the Immaculate Virgin) (1616, Museo Nacional de Escultura, Valladolid, Figure 8.3), a painting that is worth examining. Just below the many Latin titles of the Virgin displayed in the top part of the picture, there is the coat of arms of the Spanish monarchy comprising the symbols of all its kingdoms and referring to Philip III. Besides the characters of the history of the Church and a representation of the City of God, there are plenty of references to its universality, including India, Greece, the East Indies, Egypt and ‘Asia Major’, among other parts of the world. More interestingly for the matter at hand, however, the lower part of the painting as a whole is an evocation of Seville. The city is presented as a (of course, orderly) processional community, while among the distinguishable characters there are nobles, functionaries, clerics (the most important institutions are listed, with special emphasis on the Franciscans), common people, women, children and some or other black slaves (maybe belonging to the Cofradía de los Negritos, judging by their clothes). Among them it is possible to glimpse a scroll in which ‘The servants of Seville’ recognize the conception ‘free of original sin’.




[image: A Baroque oil painting by Juan de Roelas (1616) showing the Virgin Mary in radiant light dressed in a pink robe and blue mantle, standing on a crescent moon. She is surrounded by angels holding mirrors, shields, and scrolls with Latin inscriptions, while below a dense earthly crowd of clergy, scholars, and laypeople gathers, including a crowned figure at right, all illustrating the doctrine of the Immaculate Conception.]
Figure 8.3 Juan de Roelas, Allegory of the Immaculate Virgin (1616, Museo Nacional de Escultura, Valladolid).

Furthermore, it is more than likely that during the central years of the century some of the ideas that would see the light of day later on in the Mística ciudad de Dios (published posthumously in 1670), attributed to Sister María de Ágreda who, as an exemplary Poor Clare and Conceptionist, defended the Immaculate Conception of Mary, were already in circulation.54 The important point here is that the work is peppered with the Virgin’s interventions in relation to Spain. Indeed, Sister María – or her Franciscan confessors who possibly had a hand in the manuscript – believed that the approval of the Immaculate Conception was the supreme mission of Spain not only understood as the crown but also as a ‘kingdom’ (whose inhabitants were urged ‘to rise up’). Namely, Spain was also identified with the community underpinning that monarchy.55 Although the nun was implicitly referring to the organic vision of the body politic that considered the crown as its head, for her this and the community did not constitute separate entities. Also very significantly, the Virgin was associated with the apostle Santiago, the patron saint of Spain, with special reference to the ‘kingdom of Spain’ and with a strong Castilian accent.56

That same link between the Virgin and Spain through Santiago was expressed by Philip IV in a letter to the city of Seville, whose authorities thus considered their local role in the construction of a ‘national’ imaginary to have been distinguished and reinforced, when remarking that ‘the most precious benefit we could receive [from the Virgin] was the preaching of the faith which, with her favour and approval, Santiago, the most glorious apostle and patron saint of all the Spains, performed’. To which they added that ‘this sovereign Lady and her precious Son [had also] interceded, so that through the Catholic princes of our parents and the spirit and courage of their loyal vassals, not only have the infidels been expelled from Spain … but the same robust and uniquely true religion has been extended to the ends of the earth’. The association between the Virgin, Santiago, the Habsburg dynasty and – of importance here – also its ‘loyal vassals’ was thus highlighted in the process of creating Spain – referred to in the inclusive plural – and spreading the ‘true religion’.57

Thus spread the idea that the Virgin now not only upheld the crown but also – as the nun of Ágreda would say – Spain and its socio-economic restoration, intermeshing both concepts even more, while incorporating other interests including those of the craftspeople and popular classes. As a matter of fact, the nun and confidante of the monarch had no qualms about remarking to him that ‘we should consider the Queen of Heaven as the intercessor, mediatrix, advocate and restorer of his monarchy’ (emphasis added). That restorative power should not only be understood from a religious or political point of view but also from an economic perspective and, therefore, referring to both the crown and society. This was the reason why the nun insisted on the need to restore a monarchy in which ‘the economy was in ruins’.58 All things considered, in Spain and particularly in Seville, in the 1650s the right conditions for the assimilation of the Immaculate Conception and the monarchy had been created. Yet strong ties were also forged between the two in order that this protector should resolve – paraphrasing Martínez de Mata – the problems of the ‘republic of Spain’, to which the arbitristas and all the literature on decadence and restoration referred and with which the craftspeople of the city and those of Toledo identified so strongly.59

The role of literature and the visual arts is also evident in this respect. Attention has recently been called to the persuasive intention of the literature of the period and to the way in which authors such as Lope and Calderón espoused the dissemination of the mystery of the Conception and the notion of Spain among the popular classes.60 The intention was to abandon the ivory tower of theology – an obviously elitist discipline – to disseminate the cult of the Immaculate Conception beyond the elites in the public space. In his El Capellán de la Virgen, sprinkled with references to Spain, Lope established the relationship between Mary and St Ildefonsus, the disciple of St Isidro of Seville, whose links to the Gothic kings – he was apparently the grandson of one– and the advent of Spain according to Gothic visions seem clear enough in his work.61 Lastly, it is also important to recall the persuasive role and popular character of plays at the time.

The visual arts were not to be outdone when engaging the popular classes with the Virgin and especially the Immaculate Conception, to which end the iconography of the latter was comprehensively overhauled. Furthermore, the paintings, and particularly Murillo’s paintings, would be crucial in creating an open language able to touch all social classes’ emotions thus popularizing these ideas about the Virgin. During the initial decades of the century, visual representations of the Virgin had given rise to what Stratton called ‘a Spanish pattern’ from an iconographic point of view.62 Additionally, Murillo’s paintings and those of some of his contemporaries point to an increasingly stronger identification between the Immaculate Conception and the creation of an idea of Spain that could be shared by the ‘people’.63 During the years of conflicts and calamities and in the following decades, a much simpler and more human iconography of Our Lady of the Immaculate Conception emerged, which Murillo promoted and which is considered a real revolution in her iconography. The aim was to create an image of ‘sweet humility’64 and ‘an empathetic emotion’65 – a trait of the sentimental character of nationalisms – that met the need for consolation of Seville society amid the disasters befalling it and served to connect with the masses. This occurred during the most critical decades and in the urban space closest to those championing the wretched. The dates are important: Murillo completed the ‘Immaculate’ for the convent of San Francisco in 1650 and that for the Hermandad de la Vera Cruz, housed in a chapel of the same convent, in 1652. In 1651, Las Glorias de María by Juan Quirós, immortalized by Murillo in a painting featuring Mary Immaculate (1652, Museo del Palacio Arzobispal, Sevilla), was published in Seville, in which the author defended the Immaculate Conception. As was commonplace, these works were hung in public spaces and, as with others produced in the same period or later, depict a young women with her hair floating in the wind. Thanks to the painter’s virtuosity, she was now represented possessing great beauty and sweetness, apparently far removed from evocations of the Apocalypse and from the previously somewhat gloomy representations and even capable of awakening among marriageable girls the desire to imitate her as regards virginity and devotion, which (see Chapter 5) formed part of a sort of female self-representation.66 In sum, the Virgin was represented in her own femininity and with a pictorial language able to impact all social classes’ sentiments, which made her more emotionally accessible to the people of Seville, without losing her virtues and with the colours of purity, such as immaculate white and the blue of her mantle.67

In those years of despair, epidemics and social upheavals, in which the multitude and its repressors resorted to religious symbols, it is not hard to imagine that the inflamed sermons reached all segments of the population, presenting the Virgin as a ‘protector and advocate’ in whom many sought comfort, thus fuelling the sentimental component of the process.68 Furthermore, it was then that representations of Mary Immaculate, with titles not now in the customary Latin but in Castilian, also began to circulate; a step further in engaging the people.69 This can already be seen in de Roelas’ painting commented on above, in which the inscriptions carried by the people of Seville at the bottom – which doubtless refer to the earthly city – are all in Castilian, in contrast to the Latin titles of Virgin in the top half. Guilds themselves also leveraged Mary Immaculate to create imagined communities. The guild of silversmiths of Cordova, as stated at the beginning of the chapter, commissioned Valdés Leal to represent Mary Immaculate next to their patrons St Aloysius and St Anthony of Padua (1654–6, Museo de Bellas Artes, Córdoba). Different Seville guilds, including painters, obliged new members to swear an oath to Our Lady of the Immaculate Conception.70 Even though there is scant literature in this regard,71 it is evident that the association between the Virgin and the popular classes was a fact and that the world of work occupied a prominent place in it.

The visual arts not only contributed to ‘popularize’ the Virgin but also to her ‘Spanishization’. In the final decades of the century, she became Spanish, regardless of the nuances. Juan de Valdés Leal painted his Inmaculada Concepción (Immaculate Conception) (1672, Museo de Bellas Artes, Seville, Figure 8.4) for Seville’s Convent of St Augustine.72 The Virgin appears surrounded by putti, one of whom is pointing at a map of the western Mediterranean on a globe on which it is possible to discern Portugal and Spain – this one as a unitary whole – while two other putti hold back the dragon of the apocalypse at the bottom of the painting with a staff. All the putti in the lower half of the painting are focused on this scene, demonstrating its importance to the artist and his clients. The painting thus expresses the possibility of Spain as an imagined community, excluding Portugal after the Peace of Lisbon (1669), but including the other peninsular kingdoms as a whole. A map of Spain also appears, according to Stratton, in the Virgin of the Immaculate Conception (n/d, Courtauld Institute of Art, London),73 which shows that this iconographic motif was becoming increasingly widespread. Immaculate Mary also embodied the purity of blood, which became a Spanish hallmark74 and which the Seville elite, many with judeoconversos among their ancestors, needed to highlight. This type of association between Immaculate Mary and Spain was expressed more clearly in Antonio de Santa María’s España triunfante y la iglesia laureada, en todo el globo del mundo por el patrocinio de María santissima en España, published in 1682.75 Although the Immaculate Virgin was not officially recognized as the patron saint of Spain and the Indies until the eighteenth century, the process of identification with these concepts, especially that of Spain, had commenced long before.




[image: A Baroque oil painting by Juan de Valdés Leal (1665) showing the Virgin Mary ascending in flowing white robe and blue cloak toward divine light, crowned with eleven stars, surrounded by cherubs holding lilies, palms, and olive branches, with a defeated serpent below.]
Figure 8.4 Juan de Valdés Leal, Allegory of the Eucharist and of the Immaculate Conception (1665, Museo de Bellas Artes, Seville).

The developments in Seville, albeit with a perhaps exceptional intensity, merely formed part of a nationwide process in Spain. Many cities, mostly Castilian but also some belonging to the crown of Aragon and the kingdom of Navarre, celebrated different feast days in honour of Our Lady of the Immaculate Conception. Thanks to the huge quantity of pamphlets and woodcuts coming off the presses, her figure made an impression on the general public. It has been claimed that ‘the Iberian Peninsula as a whole had taken sides’.76 The cult of the Immaculate Conception thus created a substrate that did not have any legal–political internal border and that – though with different intensity – united the subjects of the Habsburgs’ different peninsular kingdoms in another common enterprise, namely, that of obtaining papal recognition.

Even though the case of Ferdinand III was somewhat different because of its narrower geographical and political scope, qualitatively speaking it did not diverge much from that of Mary Immaculate in Seville. The devotion the citizenry had felt towards this king intensified during the initial decades of the century, before reaching its climax in 1668, following the exhumation of his corpse. If Ortiz de Zúñiga is to be believed, his exhumation was acclaimed by many, which evinces the outreach of symbols of this kind in Seville society.77 As with Mary Immaculate, Ferdinand III was soon being linked to Santiago and Spain, an idea in which the crowds present at the exhumation participated and which, in this case, even served to legitimize the Habsburgs. In the terminology of the period, Ferdinand was mistakenly referred to as the king of Spain, and not of the kingdoms of Castile and Leon, while his defence of Catholicism was associated with that of the Habsburgs and his kinship with Philip IV, who could boast the blood of a saint, was underscored.78 They were not the only monarchs to perform that propaganda balancing act. The kings of France did the same with St Louis, incidentally, related to Ferdinand and from whom the aforementioned symbols were borrowed.79

As occurred with the Immaculate Conception, it materialized in the iconography which, as was practically always the case, raised from a series of investigations on Ferdinand’s vera efigie, with the aim of corroborating the antiquity of his representations with attributes that justified his sainthood. The specialists tasked with this job in 1649 included Murillo, then a young painter making a name for himself.80 The iconography of the monarch was soon established and disseminated from Seville to the rest of the Spanish territories and Christian Europe.81 Murillo was also one of the driving forces behind the creation of an image of the saint in which – as occurred with Mary Immaculate – his expressiveness became more important than the symbolic iconographic dimension, as a way of engaging a broader public.82 The intention was also to produce a large quantity of woodcuts and prints for general consumption, with an eye to obtaining papal approval.

Curiously, but perhaps not coincidently, Ferdinand had also begun to be represented in a simpler, more human and more down-to-earth way, which went a long way to engaging the public with his persona, thus boosting his popularity. As in other works by Murillo, this iconography corresponded to a naturalism that enhanced the persuasive possibilities of painting.83 His most representative works depicting Ferdinand were completed at the end of the 1660s, immediately before his partial canonization in 1671, in which all these characteristics were now reflected. At the time, it was no longer necessary to associate his image with that of the city of Seville, as Murillo had done in previous works. More than anything else, however, he was represented as a handsome man, gazing heavenward as a sign of his saintly vocation and with the attributes commented on above, elegantly attired, wearing an ermine cap and a crown, plus a medal of the Virgin of los Reyes on his chest.84

Murillo was followed by Juan de Valdés Leal, who designed the monument for the feast day of St Ferdinand in 1671, which Seville society attended en masse. This constituted the crowning moment of that iconographic process, represented by the account composed to this end by the Seville scholar Torres Farfán. The title page of his work features a woodcut designed by Francisco de Herrera and Matías de Arteaga, containing the appropriate references, some – such as the Giralda – to the city and others to the ‘Spanish’ character, progressively associated with the saint. One such reference is the motto ‘Ece parens verus patriae’ (this is the true father of the fatherland), fatherland being a term increasingly employed, as did Martínez de Mata and Fernán Núñez, to refer to Spain, but which could also be understood as a reference to the dual Seville and Spanish identity.85 Notwithstanding the accent placed on his role as king of Castile and Leon, the motto ‘sum is qui tota vos Hispania faces’ (it is I who makes you all Spain) also appears in the lower part of the painting. Yet again, recourse was had to overlapping identities that were a faithful reflection of what was happening. A globe whose significance has already been discussed accompanied both mottos (see Chapter 2). As with Immaculate Mary, St Ferdinand combined the different geographical levels – the local, the ‘national’ and the global – in his persona, while his image served to instil the idea of Spain in broad sections of society.86

Conclusions
The foregoing shows the relevance of the links between the global and the local in the emergence of an imagined community with deep emotional roots. The Spanish monarchy never monopolized the iconography of the Virgin or, of course, the Immaculate Conception.87 Yet its link to an idea of Spain – whose territorial scope could not have been vaguer – emerged in the seventeenth century. As for Ferdinand III, such connections became more difficult, since his saintliness was recognized only in Seville and Spain.88 The process of canonizing the king and the battle in Rome over the immaculate nature of the Virgin led to confrontations with foreign powers, especially France. That friction constituted an element in the creation of proto-national catharses with powerful sentimental connotations. No single ‘political’ or Spanish interpretation arises from these two titles, for both corresponded to cultural and ethnic affiliations, while also having a religious and local dimension. However, an interpretation would inevitably take root that associated them with that incipient concept of Spain in constant reformulation. This resulted from a process in which foreign policy (above all war), the economy and early globalization worked in the same direction. The adaptation and dissemination of the imagery of both personages among the popular classes decisively contributed to it.

There was no insurmountable contradiction between local devotions and the formation of a broader emotional imagined community. They were then superimposed on the internal political–jurisdictional borders inherent in the composite monarchy – at least as the phenomenon was viewed from Castile. Moreover, the side effect – perhaps indirectly sought – of Immaculist activism in Seville had much to do with the city’s desire to demonstrate its pre-eminence over other cities as a sort of potential capital of the monarchy. That desire was eventually satisfied with the court’s sojourn in the city between 1729 and 1733. It was also closely related to the city’s need to reinvent itself when early globalization began to show its teeth and when it required a collective catharsis to exorcize the traumatic effects of the epidemics, social rifts and rebellions. Reinforcing the ‘Spanishness’ of Seville through the use of images became a way of preserving the city’s identity and even its unity, rather than posing a threat to it. Seville turned into one of the epicentres of the prolonged construction of an imagined community of Spain because it had accumulated the economic and political tension necessary for triggering this process, behind which were the religious orders that had gathered their forces in the city. There existed plenty of propaganda devices to this end – a school of painting with a huge potential, among others – while the elites and the people, including artisans, were both interested in creating such a feeling. To a considerable degree, Mary Immaculate and Ferdinand III offered such an opportunity. To this end, the image of both had undergone a transformation that made them more approachable for the people and helped to disseminate the mystery, which, above all in the case of the former, was rationally hard to accept, but for which pictorial devices with the ability to engage the world of individual and collective emotions were employed. That image involved a somewhat paradoxical humanization, for the more her exceptionality as a woman was underscored, the more her femininity was also enhanced. Her image was also adapted to the idea of the woman and, in particular, that of the protective mother as a source of comfort for her children developed during the epoch. They were qualities with which the Virgin had been identified since time immemorial but on which special emphasis was now placed for the purpose of raising awareness. In any case, readers who have got this far might have deduced that behind all this was the globalizing expansion for which the city had served as a trampoline.

On the other hand, the semantic ambiguity with which the term ‘republic’ was used, plus its meaning as kingdom and also mainstay of the monarchy, made it possible to present these saints and above all Mary Immaculate as the symbol not only of the elites but also as something ‘belonging’ to the popular classes, for whom she served as an advocate. Murillo’s simple, direct and down-to-earth depiction of both personages entailed just another – very useful – tool in that process, which was supplemented by the educational literature and plays of the period. That imagined community differs from the nation-state that would appropriate both saints, above all Immaculate Mary, in the nineteenth century. Yet it also evoked essential aspects of the idea of Spain under construction: the purity of blood, Catholicism and the vindication of the Reconquista as a way of achieving its restoration, among others. Furthermore, the most was made of the economic and military tensions associated with an increasingly more interlinked world. Especially considering how his painting reflected European values of the age not always in keeping with those of the Counter-Reformation, Murillo by no means adapted to the ideals of Catholic nationalism that he possessed for decades. Additionally, the list of titles of Mary reflected the idea that many had of Spain, for they took root chiefly in the crown of Castile, as well as in some areas of Aragon, principally the kingdom of Valencia. The Virgin could be understood as Spanish in accordance with a mental map of Spain with the same characteristics.

If it were possible to delve into the mental connections of a Franciscan, a Conceptionist like all his brethren, such as Martínez de Mata, what we would encounter would be very different from that deformed National Catholic image attributed to Murillo’s works since the nineteenth century. Those mental connections would doubtless include Immaculate Mary but also, entwined with her, a republic, not as understood today, but as a non-political organism whose lifeblood was work – a vision that has been ratified by Murillo’s oeuvre itself (see Chapter 7). The Virgin was represented as being associated with work and industriousness, especially with domesticity and the family. In that assembly of concepts was also born a way of identifying the imagined community of Spain, which hitherto has not been considered by scholars but which deserves to be probed in the future. The foregoing demonstrates that, despite its interest, there is no point in overexaggerating the debate on the predominance of the actions of the elite or the popular kind in that process. Both conjugated or predominated differently depending on the historical moment, place and agents. Moreover, if from the former we can deduce the existence of a more or less common materialization, the way in which the popular classes constructed a certain association between Mary Immaculate and Spain had diverse local expressions. As far as Seville was concerned and without this being the full reality, popular action was expressed through the city’s guild fabric, which might have given rise to principles – that of work, in this case – which perhaps were not as clear in other peninsular localities.

However that may be, it is essential to call attention to the fact that as early as in 1681, once the Reapers’ War in Catalonia had come to an end, in thinkers such as Feliú de la Peña, whose views were dissimilar to those of the Franciscan from Granada, it was possible to perceive a rather different idea of Spain but also constructed bottom-up. For Feliú, belonging to a Catalan family of textile merchants, commerce constituted the backbone of the ‘republic’, which he specifically equated with Catalonia, his ‘fatherland’. Yet at the same time, his ideas were grounded in a superior concept which he called ‘our Spain’ and in the design of whose eminently protectionist economic policy the interests of the Catalan craftspeople and merchants also had to be taken into account. Obviously, there was a fundamental difference between both authors, which would have important consequences: whereas Feliú clearly defined his fatherland, Catalonia, as part of Spain, Martínez de Mata employed the concept of Spain as an extension of Castile, to the point that the latter almost never appears in his writings. In any event, identity benchmarks were being shaped on the basis of economic interests and the actions of craftspeople and merchants and in which the overlapping of flexible identities was essential.89





Epilogue: Early Globalization, Murillo, Seville and Spain

In the previous pages, my intention has been to demonstrate that analysing globalization only or chiefly through the life paths of itinerant people is a pointless exercise, for their global biographies are not the only ones that can be considered as such. Certainly, personages such as Marco Polo, Columbus, Vasco de Gama, Carletti and Humboldt, to name but a few, were decisive in many ways. Yet globalization has an obscure dimension that can only be identified by performing microanalyses on the connections, sometimes invisible at first sight, between civilizations. At that analytical level, local life paths had – and still have – a dual influence on the strengthening of ties between societies. On the one hand, they help to understand the way in which local determinants contributed to mould the result of global connections and to even accept and reject their influence. On the other, it is evident that these ‘local’ biographies or more restricted life paths – as was often the case during the period under study – were also fully exposed to that trickle of influences, not always perceptible at first glance and therefore particularly interesting, to which that early globalization gave rise.

The aim of the approach taken here has not been to offer a contextual biography of Murillo – which, by the way, is very necessary, despite the reconstructions of his life performed hitherto. Nonetheless, the preceding pages on the painter, his career, his modus operandi and his oeuvre reveal very clearly defined personality traits. His natural talent went beyond art. He possessed the admirable ability to find his bearings in local networks and to convert what Bourdieu would have called ‘his cultural capital’ – his artistic knowledge – into social capital, namely, into a web of personal relationships encompassing Seville as a whole and even reaching beyond its boundaries, despite the fact that he was seldom absent from the city. This he achieved by using his personal networks to attract customers whose commissions had a direct impact on the production of his workshop and his solvency.

Although this is already known after a fashion, it helps to gain a better understanding of the painter and his context. For this might indeed be the reason why the profound changes in the visual arts market and above all the development of the anonymous market, not only on an urban but also an Atlantic level, do not seem to have had any adverse effect on him. It is also possible – this being a research gap – that he himself or his workshop was more involved in that market than has been generally assumed, especially in the final years of his life.

On the other hand, from the foregoing it is possible to glimpse a highly adaptable person, evidenced by his varied clientele and their order of appearance: all sorts of religious institutions, even those at loggerheads with one another, nobles and aristocrats, aldermen and members of the local oligarchy, clergymen, merchants – some of whom were foreigners temporarily residing in the city – guilds and corporations and even the city itself and its cathedral chapter. Murillo knew how to respond to another characteristic of the early globalization, viz. its fluid, everchanging and multifaceted character and its ability – unlike what has sometimes been held – to construct more complex, contradictory and diverse societies. He worked for so many people that none could monopolize him, nor can he be associated with the appropriation of his persona by National Catholicism. So as to understand him, he should rather be framed in a contradictory context characterized by its own historicity. These were the contradictions of a man who, in all other respects, needed to be an all-rounder to satisfy the tastes of a very varied clientele and to reflect a polyhedral society that was paradoxical in itself. This was all chiefly the consequence of the opening of Seville to a vast new world of a global character. It was also the result of Murillo’s personality, for he had the singular ability to adapt to the times and the transformations in his surroundings. Hence the fact that his oeuvre facilitates analysis of the heterogeneous reality of Seville life.

As a result of all these influences and perhaps owing to his own personality, Murillo appears above all as a Gracianesque character, something that was probably more frequent at the time than sometimes thought. Prudence, self-control, education as a key aspect of the individual, decorum and moderation, governing one’s passions and expressing them with restraint are apparently present not only in his oeuvre and as an indication of the concerns of some of his clients, but also as a personal pictorial choice. Murillo thus approached the new man, the practical man about whom Fernán Núñez waxed lyrical. This was reflected in one of his few known political gestures: his role in the founding of the Painting Academy and his defence of painting as a noble ‘art’. This gesture implied converting practical knowledge into virtue and even nobility and vindicating work and ‘industry’ in the sense that some gave to the term at the time: as an activity that added value to things and helped to structure society and to regulate the community. Just as that gesture contained the seed for breaking the rules of a society of orders comprising closed social strata, so too is it possible to perceive that kernel in his ability to be attuned with ideas that, if not revolutionary in the modern sense, were indeed impregnated with a utopian egalitarianism embedded in the essence of Christian and Catholic society of the period.

This does not imply that it should be automatically assumed that Murillo’s personality traits were also characteristic of the age or shared by his contemporaries. He managed to offer a faithful reflection of those features that authors such as Norbert Elias and many of his followers have regarded as central to the civilizing process. Yet that conclusion – especially as far as Seville is concerned – would perhaps have to be qualified if the object of study were his contemporary Valdés Leal who – maybe owing in part to his own character – also catered to some of the tastes of those of his clients who were less concerned about restraint and self-discipline. It is precisely that contrast of characters, tastes and life philosophies that should lead us to ponder the stark contradictions of that society without forgetting – as has sometimes been the case – the civilizing traits that were being developed within it and which have remained hidden when the Baroque has been considered solely as an age of unrestrained, perturbed styles.

Murillo and Seville have often been associated with Atlantic expansion and early globalization, but overlooking the important connections between them and the latter concept. Some of these – self-evident, once detected – have come to light when factoring the painter’s oeuvre into the equation. In short, the transformations that both the city and Murillo experienced had a lot to do with the expansion of trade. But a decisive aspect for both is that Seville was transformed into a city that was as religious as it was commercial and, more specifically, became one of the principal centres of what would be called ‘Catholic globalization’. Against the backdrop of the Counter-Reformation, so intent on preaching the use of art in religious education, it was this, together with local and American developments, that ultimately influenced the character of the city and Murillo’s paintings. In addition, when approaching that expansion from the perspective of the American enterprise, the city’s nodal character – namely, its pivotal nature between Europe, the Mediterranean and Africa – can be and is often overlooked. Approaching Seville from the multipolar perspective of early globalization, and without decoupling its European and Atlantic dimensions, reinforces the idea that it was a node that attracted and engaged artistic currents from all over Europe, including its Protestant regions, but whose existence was affected by the ups and downs in America, understood in the broadest sense. It resulted in an unquestionably valuable sort of cross-fertilization, based not only on the adoption of models but also on their selection and adaptation.

One could say that it was this combination of developments and the broad range of opportunities it created that prevented the talents of people like Murillo from going to waste. It was also central to the emergence and prosperity of a large group of painters in the city – which was sometimes a stopover on the voyage to America – who created the savoir faire without which it would be impossible to explain the advent of such an art. At the same time, it was a process that was inextricably linked to the appearance of a growing number of connoisseurs, ranging from the elites to guilds and congregations, for all of whom painting had become a badge of distinction and identity, when not a way of inventing a tradition and of social legitimation. Both the artistic community and that of art consumers were also products of that globalization and of a social differentiation that gave rise to new themes and to a diversification in demand that was reflected in the quality and variety of themes and registers of their work. Meanwhile, the American market served as a stimulus and safety net for many painters, for it enabled them to make the most of different types of commissions and contract work that reduced the risks posed by the production of very expensive artworks and of the emergence of an anonymous mass market, which led to an increase in the number of workshops and offered artists additional sources of income.

Such a happy conjunction of events did not occur in many peninsular localities. Barcelona and Valencia, both commercial capitals, witnessed the development of a robust artisan class and a dense network of merchants who, above all in the latter, encouraged artistic development. But the benefits of this situation – and the loss of revenues for both cities when the merchant class ceased to commission works – were not nearly as important as in Seville. Of course, religious customers or those related to these institutions were much fewer in number, in part because neither of these two cities were hubs of global evangelization. To make matters worse, the connections between both cities with the Atlantic and the rest of Europe, particularly its northern states, where since 1600 the most outstanding non-courtly art had evolved, were far from being as pervasive, dense and solid as those of Seville. In Spain, only Madrid – which also benefitted from the additional demand of the royal court – could hold a candle to Seville, but for different reasons. Outside the peninsula, only Rome, Paris and increasingly London and Amsterdam experienced that accumulation of positive factors, albeit with different magnitudes and characteristics than in Seville. In some of these cities, above all in Amsterdam, the social and religious context was, on the other hand, totally different.

It is interesting to underscore that the positive effects of the early globalization on Seville painting ought not to be related solely to the city’s trade boom and its timing, a fairly frequent mistake. The contraction of this activity as of 1630–40 was just as or even more decisive than its expansion. This contraction reflects another of the characteristics of that globalization and its effects, that is, its compulsive character and its ability to displace its centre of gravity. In any case, it was chiefly this commercial and economic decline that led to the emergence of social divisions and new dilemmas in the city, which brought about social changes and even sharp swings in the collective mood frequently associated with the crisis in which it was immersed, although not all painters were as sensitive to these changes as Murillo.

Just as it is a mistake to confuse early globalization with the expansion of trade, so too is it to understand the commercial crisis as a regression in that globalization. On the contrary, Iberian globalization simply appeared elsewhere under a different guise. Trade was shifting towards Cadiz and other countries and, without lessening the influence of commerce, global relations were being fuelled more and more by emigration and the emergence of more robust societies in non-European regions, especially in America. So, the continual European expansion on the American continent during the seventeenth century, the demographic growth and the proliferation of religious foundations and evangelization there, plus the growing acculturation of the indigenous population in general, far from faltering, gathered pace in some regions. This was partly because, as historians have underscored for some decades, it is hardly possible to talk about a prolonged seventeenth-century crisis in America. From that globalization there simply emerged a new scenario which, among other things, was characterized by the shift of economic power from Southern to Northern Europe and, in the case of the Castilian Atlantic node, from Seville to Cadiz, as well as by the development of painting on the other side of the ocean. As to this last aspect, to the point that it is also possible to refer to a ‘corrosive globalization’ with respect to Seville, for it had led to the development of new areas of pictorial production, above all in America, which would compete with the city itself, without Cadiz being able to replace it for different reasons. This is not the place to enquire into those reasons. Suffice it to observe that the circumstances in eighteenth-century Cadiz could not have differed more from those described for Seville, in addition to being less propitious in many ways, to understand why, despite the artistic boom in the city, a phenomenon similar to that of Seville was unthinkable.

Murillo and his city are an excellent laboratory for corroborating and specifying other characteristics of early globalization. The comparison between American and Sevillian painting of the period clearly reveals mutual but also asymmetrical interferences and the city’s reluctance to adopt influences from the other side of the Atlantic or, in other words, the local determinants of globalization in both worlds. It is also clear that what could be considered as cultural supremacism was chiefly due to the regimented character of social relations, in this case reflected in the field of painting and strongly influenced by religiosity and the visual arts as forms of social legitimation and persuasion, among other things. It is likewise evident that this involved the concurrence of traditions and ways of constructing memory and identities in which the weight of the past was decisive, all resulting from what have been called ‘layers of globalization’ and in which the spread of Christianity during the previous centuries had played a fundamental role.

As far as Seville and Spain are concerned, it is worth highlighting the picture emerging from this analysis. The importance of the Counter-Reformation and the need for self-affirmation in an attempt at reforming Catholicism from within, in opposition to the Protestant world, are undeniable. This aspect has often been associated with Murillo, partly because of the ideological sheen that nineteenth- and above all twentieth-century National Catholicism gave the painter. Yet if the Murillo described here is somewhat different from his traditional image, even more so the Seville that has come to light. My analysis of the paintings and literary sources of the period has shown that the borders with the Reformation world were much more fragile and porous than is usually thought. The ‘divided Europe’ was also an interlinked Europe. This was so because both worlds had to cope with similar problems, such as that of social discipline and those resulting from the growing inequalities – especially in the global cities – based on a shared Christian tradition, which was particularly visible owing to the social and educational aspects of the visual arts. This does not mean that these activities should be regarded as mere tools of social domination. On the contrary, their purely aesthetic facet and their ability to provoke contradictory emotions should deter us from simplifying matters in such a way. Nevertheless, the fact remains that some tried to use them in that sense and that, apart from artistic enjoyment, social indoctrination was also one of their many aims.

Likewise, and also as a result of the city’s opening to the world, one could even argue that in the seventeenth century there was no regression to pre-existing social structures, as has been frequently held. On the contrary, the new ennobled elites were developing some of the characteristics of modern societies, such as a strong sense of individualism and forms of self-representation with respect to the society in which they lived. This is perhaps one of the most evident tensions emerging from this study, which should not only be associated with the impact of globalization, although its local consequences also had much to do with it. Travel, the growing distances between the members of social networks and the need to create a safe environment beyond them jeopardized the practice of solidarity and reciprocity characterizing interpersonal relationships. On the other hand, early globalization was one of the reasons why those relationships in the social groups to which they were vital, such as noble lineages, were called into question. Individualism, or, better said, the quest for other ways of defining the relationship between oneself and the outside world, made itself increasingly more felt and as part of an idealization of one’s own personal identity. In this respect, moreover, another decisive aspect was of a religious character, viz. the individual – as opposed to collective – nature of conversion and salvation, which could contradict the conventions of the group to which a person belonged. Perhaps the most existential expression of this was the debate on grace which was so important at the time. If this came from always personal and individual works, these acquired an unexpected relevance in that sense.

To this was added the fact that those same elites were forming, albeit without abandoning their previous values, a different concept of themselves and their role in society. This and, therefore, their social pre-eminence were expressed increasingly more often as a sort of service to the community – to a ‘fatherland’ that had started to be identified with a new concept of Spain – through means differing from those of their ancestors, including practical knowledge construction and philanthropy. That philanthropy, exhorted – with greater or lesser sincerity – by the renovated elite, was rooted in ideas inherent to primitive Christianity and in forms of traditional charity, while constituting a precedent of that practiced in the patriotic societies of the eighteenth century and of the ideas that ultimately gave shape to some utopian movements in the following one.

Early globalization also exacerbated tensions and conflicts that had an enormous impact on the values underpinning that society and even on the ways in which it defined itself. One such tension arose in relation to the recovery of Christian ideas about the community which, although it had never ceased to be, now surfaced with a vengeance in the clash between a conception of the oeconomia placing the accent on its collective character and the development of a speculative economy based on the primacy of individual profit. In Seville, and certainly not only there, one of the main contradictions of the history of Europe (and that of other regions) was becoming increasingly more visible: that between individual profit and the commonweal and which, from St Ambrose and St Augustine, through Adam Smith, to modern neoliberals and socialists, different attempts have been made to resolve.

This went hand in glove with a concept of community – the ‘orderly republic’, as some called it – which rested on the value of work as the bricks and mortar of that society and, in good part, also of the idea of the family as a cell of social organization. It was an idea doubtless shared by craftspeople, a sector bearing the brunt of the ebb and flow of early globalization, but was also familiar to many clergymen and even members of the local elite, and whose strength resided in the fact that it was entrenched in a long Christian tradition. It would be interesting to dwell on the extent to which that tradition, expressed in Seville in the ideas of Martínez de Mata, as well as the association between work, ‘republic’ and imagined community, is not just another indication of a line of thought whose subsequent development is not that well known, but which might have formed the basis of the seventeenth-century moral economy of the crowd and of the formation of the class consciousness inherent in modern socialisms.

As a result, ideas of this type permeated the process of creating imagined communities, among which the budding notion of Spain as an entity above the political-jurisdictional plurality inherent in the composite monarchy would be especially important. To this idea which was thus fleshed out with new – more or less long-standing – values were added others that are very well known to historians. To this effect, there were communication resources, particularly in the field of the visual arts, with the ability to engage the world of emotions and to become symbols, as evidenced by the example of the Immaculate Conception. These symbols, above all the Immaculate Conception, were not exclusively Spanish or, better said, they were not only used for this purpose – thanks to their malleable nature they could be adopted by many different communities both inside and outside the Empire – but also allowed to reinforce the identity benchmarks relating to the monarchy of Spain and even to the idea of Spain in the making.

Anyway, in the context of a sort of disciplining in which social control was based on regimenting family life and assigning women a role in which they were expected to be obedient, submissive, industrious and far removed from the public sphere, social life had a markedly masculine character, while the line between the ‘orderly republic’ and the dispossessed, the multitude, in the words of Martínez de Mata, became clearer. This image, however, would never correspond to the reality of social relations as a whole, to the extent that the resilience of these social agents – women, paupers, impoverished day labourers, ‘rogues’ and vagabonds – and their ability to generate or reformulate ideologies, sometimes with the support of clerics inspired by a utopian egalitarianism, hindered the diffuse process of confessional disciplining in which they found themselves immersed.

It would be interesting to discuss whether the foregoing was unique to a global city like Seville or can also be applied to Spain as a whole. Obviously, this forms part of a much broader research programme. Needless to say, the effects of that early globalization – in the sense of transforming local reality or fostering rejection or resistance to change – would have been felt to a much lesser extent or very differently in localities and regions less exposed or permeable to the outside world. The truth is, though, that some of these aspects were reflected in other cities including Cadiz, Barcelona, Valencia and Madrid, which cannot be analysed here. It goes without saying that it is impossible to paint a picture of the past of this imagined community without bearing in mind these findings, which offer more general food for thought.

Some years ago, in one of his most brilliant books, José Antonio Maravall considered the dichotomy between ‘ancients’ and ‘moderns’ as something consubstantial with Spanish cultural development and even identity formation. In a way, his reflection links to the famous – and still burning, for some – issue of ‘the two Spains’. The previous analysis, starting with that of the personality and oeuvre of Murillo himself, should encourage us to approach the issue from another angle: more than two different and opposing worlds, there is an evident need to understand the ancient foundations on which modernity was edified and the contradictions to which this gave rise among people of the period. The best example is perhaps that of the new idea of Spain in which work became an essential value for politically structuring the community, based on very old (ancient, in Maravall’s words) ideas, arising in very different contexts, and social agents who are usually missing from explanations of that process. It was also a component whose subsequent development is still little known.

In a work published several years ago, I called attention to a dual phenomenon. On the one hand, the imperial expansion of Castile consolidated the political and social structures of the peninsula polities and, consequently, slowed down changes in political economy which – it can be speculated – might have radically transformed its economy. But, on the other, early globalization, a phenomenon that went beyond that imperial expansion, favoured transformations – mainly but not exclusively on the peninsular fringes – which enabled the introduction of important economic changes and the bottom-up mutation of the institutions and political economy throughout Spain. Early globalization was thus a complex phenomenon, which we attempt to break down into a set of variables, that was not subject to rules and which had unpredictable effects depending on contingencies and contexts. The apparently unfathomable character of its consequences and, therefore, their doubtful analytical practicality is one of the reasons why many specialists reject its use. I am of the mind that this study has shown that early globalization also had a vague and irregular nature and even that it is impossible to associate it with linear processes of modernization. Moreover, it should not be understood only as an agent of transformation but also as the context of those transformations and even as a collateral force that did not play a leading role in them, which obviously complicates the work of the historian. Even so, pondering the way in which the opening of societies and the intensification of intercultural relations with other distant ones has influenced them and can modify conventional explanations of specific processes is certainly a current necessity that should not be obscured by absurd discussions on terminology.
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	alcalde de Zalamea, El here, here

	gran teatro del mundo, El here

	pleito matrimonial, El here




	Capellán de la Virgen, El (Lope de Vega) here

	Caravaggio

	Cardsharps, The here




	Cárdenas, Juan de

	Primera parte de los problemas, y secretos marauillosos de las Indias here




	Cardsharps, The (Caravaggio) here

	Carreño de Miranda, Juan

	Duke of Pastrana, The here, here




	Carro, Miguel here, here

	Carvajal, Luis de

	última cena, La (The Last Supper) here




	Casa de Pilatos here, here, here

	Elegía de varones ilustres here




	Castile here

	Castillo Solórzano, Alonso de

	Garduña de Sevilla, La here, here, here




	Catholic Church here, here; see also Immaculate Conception

	clergy here, here, here

	confessionalization here, here

	conflict here

	Council of Trent here, here

	Counter-Reformation here, here, here, here

	family, the here

	nationalism here

	San Buenaventura convent here

	San Francisco el Grande convent here, here, here, here




	Caullrey, Louis

	View of Seville here




	Cavillac, Michel here, here, here, here

	Celestina, La (Roja) here

	Cervantes, Miguel de here

	Española inglesa, La here

	ilustre fregona, La here

	Jealous Extremaduran, The here, here

	Rinconete y Cortadillo here




	charity here, here, here, here, here, here; see also philanthropy

	Martínez de Mata, Francisco here

	obligation here, here, here

	Paz, Luis de here

	portrayal of here, here, here




	chastity/virginity here, here, here, here, here, here

	childhood here, here

	Children Playing Before a Statue of Hercules (Werff) 76,  here

	Children Playing Cards (Hals) here

	China here

	chocolate here

	Christianity here, here, here

	God here

	Paz, Luis de here




	City of God here, here, here, here

	City of God, The (Saint Augustine) here, here

	Claros varones de Castilla, Los (Pulgar) here

	Claustro Chico series (Murillo) here

	Cofradía de los Negritos (Brotherhood of the Negritos) here

	coinage here, here

	Coloquios dos simples, e drogas he cousas mediçinais de India (de Orta) here

	commerce here, here, here, here, here, here

	communitarianism/community here, here, here, here, here

	Augustine, Saint here

	portrayals of here




	Condestable, Don Iñigo Melchor Fernández de Velasco (Murillo)

	confessionalization here, here

	Confessions (Saint Augustine) here

	Confidential Chat, A (Brekelenkam) here

	contracts here

	conversion here, here, here

	Coptic History of Joseph the Carpenter here

	Cordova here, here, here, here

	corporate art here

	Council of Trent here, here

	Counter-Reformation here, here, here, here

	craftspeople here, here, here

	Martínez de Mata, Francisco here, here, here

	migration here, here

	portrayals of here, here, here




	Crespo, Pedro (character) here

	Criticón, El (Gracián) here

	cultural supremacism here

	Cuzco school here






	De Officis (Ministrorum) (Saint Ambrose) here

	De San Ignacio y la conquista de las Cuatro Partes del Mundo here

	death here, here

	death of Saint Clare, The (Murillo) here

	decadence here

	defleaing/ delousing here, here

	degradation here, here

	Del rey y de la institución real (Mariana) here

	Departure of the Prodigal Son, The (Murillo) here, here, here

	devaluation here, here

	diablo cojuelo, El (Vélez de Guevara) here

	Diaz Barrios, Marcos here

	Discreto, El (Gracián) here

	Discurso de la verdad (Mañara) here, here, here

	Discurso del amparo de los legítimos pobres (Herrera) here

	Discursos (Martínez) here, here

	dog symbolism here

	domesticity, representations of here, here, here, here

	Orto y Ocaso de Sevilla here

	Dominicans, the here, here, here

	Don Andrés de Andrade y la Cal (Murillo) here, here

	dove symbolism here

	Duke of Pastrana, The (Carreño de Miranda) here, here

	Dutch art here, here, here, here

	social discipline here, here, here, here




	Dutch merchants here, here

	dyes here, here






	economy, the here, here, here, here, here, here

	arbitristas here, here

	commerce here, here, here, here, here, here

	Franciscans, the here

	Immaculate Conception, association with here

	individualism/individuality here, here, here, here

	loans here

	moral here, here, here, here, here, here

	profit here, here

	speculation here

	unrest here




	educación de la mujer Cristiana, La (Vives) here

	education, portrayal of here

	egalitarianism here, here, here, here; see also equality

	Egidio, Aurora here

	Elegía de varones ilustres (Castellanos) here

	elites here, here, here, here, here, here, here; see also prestige

	America here

	crisis here

	family dynamics here, here, here, here

	Grand Tour, the here

	illegal behaviour here

	individualism/individuality here, here, here

	instruction books here, here

	Murillo, relationship with here

	pardons here

	patrons here

	portraits here, here, here, here, here

	portraits of women here

	Seville here, here, here

	sobriety here

	trade here, here

	transformation here, here

	travel here

	unrest here, here

	virtues here

	wealth here, here, here, here




	England here

	Entretenimientos y juegos honestos (Remón) here

	equality here, here

	in death here, here

	España defendida (Quevedo) here

	España triunfante y la iglesia laureada, en todo el globo del mundo por el patrocinio de María santissima en España (Santa Maria) here

	Española inglesa, La (Cervantes) here

	Europe here, here






	fair paintings here

	families here, here, here, here, here; see also prodigal son, stories of

	breakdown here

	businesses here

	childhood here, here

	conflicts here, here, here, here

	defleaing/ delousing here, here

	discipline here

	disgrace here, here, here

	domesticity, representations of here, here, here, here

	in Dutch art here, here, here, here

	elite here, here, here, here

	Franciscan thought on here

	inheritance here, here, here, here, here

	kinship ties here

	maternal love here, here

	merchant families here, here, here

	moral degradation here

	primogeniture here, here, here, here

	problems here

	Prodigal Son, The series here

	second sons here, here

	separation here, here

	wealth here, here

	women’s subjugation here

	youth here, here, here




	Farfán, Torres here

	Federigui, Juan de here

	femininity here, here, here

	Ferdinand III (king of Castille) here, here, here, here, here, here

	Fernán Núñez, Count of. See Gutiérrez de los Ríos, Francisco

	Fetti, Domenico

	Multiplication of the Loaves and Fishes, The here




	Fishing Boy (Schalcken) here

	Flanders here

	Flemish merchants here

	Flight into Egypt, The (Murillo) here, here, here, here

	flower symbolism here, here

	Forchoudt family here

	Four Figures on a Step (Murillo) here, here, here, here, here, here, here, here

	France here, here, here

	Francis of Assisi, Saint here

	Francis Posadas, Saint. See Posadas, Francisco de

	Franciscans, the here, here, here, here, here, here

	in America here, here

	representations of here

	family, role of the here

	Seville here, here, here




	Francisco de Borja, Saint here

	free will here, here, here

	fruit symbolism here, here, here, here, here






	Gallant Soldier, The (Ter Borch) here

	gambling here, here, here, here

	representations of here




	games here

	representations of here




	Garduña de Sevilla, La (Castillo Solórzano, Alonso de) here, here, here, here

	Gargiulo, Domenico. See Spadaro, Micco

	Gatianus of Tours, Saint here

	Generaciones y semblanzas (Guzmán) here

	Giginta, Miguel de

	Tratado de remedio de pobres here




	Gigante Cananeo S. Cristóbal, El (Monroy) here

	Girl Lifting Her Headdress (Murillo) here

	Girl with a Basket of Fruits and Flowers (Murillo) here, here

	Girl with a Coin (Girl of Galicia) (Murillo) here

	global history here

	globalization here, here, here, here

	Glorias de María, Las (Quirós) here

	God here

	Good Shepherd, The (Murillo) here, here

	Gospel of Luke here

	grace here, here

	Gracián, Baltasar here, here

	arte de ingenio, El here

	Criticón, El here

	Discreto, El here

	Héroe, El here




	gran teatro del mundo, El (Calderón de la Barca) here

	Grand Tour, the here

	grape symbolism here, here, here

	Güelles, Domingo here, here

	guild associations here, here, here, here, here, here

	Martínez de Mata, Francisco here, here, here, here




	Gutiérrez de los Ríos, Francisco (Count of Fernán Núñez) here, here, here

	Hombre práctico, El here, here

	representations of here, here




	Guzmán, Pérez de

	Generaciones y semblanzas here




	Guzmán de Alfarache (Alemán) here, here, here, here, here, here, here










	Hals, Dirck

	Children Playing Cards here




	harmonious republic concept here

	health here, here; see also mental incapacity

	Héroe, El (Gracián) here

	Herrera, Francisco de here

	Herrera, Pérez de

	Discurso del amparo de los legítimos pobres here




	Historia general de España (Mariana) here

	history here, here

	religious orders here

	Seville here, here




	Holland here, here; see also Amsterdam; Netherlands

	prostitution, representations of here

	religion here




	Holy Family with a Little Bird, The (Murillo) here, here

	Holy Family with the Infant St John the Baptist, The (Murillo) here

	Hombre práctico, El (Gutiérrez de los Ríos) here, here

	homes, representations of here, here

	homosexuality here, here, here, here, here

	Hooch, Pieter de here

	Interior with Women Beside a Linen Cupboard here

	Woman Nursing an Infant, with a Child here, here




	Horóscopo Católico de la Compañía de Jesús here

	Hoz y Mota, Juan de la here

	Montañes, Juan Pasqual y primer asistente de Sevilla, El here




	Hunting for Lice (Mother Combing Her Child’s Hair) (Ter Borch) here, here

	hybridization here, here, here

	hygiene here






	iconography here

	America here, here, here, here, here

	Ferdinand III here

	Immaculate Conception here

	Murillo, Bartolomé Esteban here

	travel here




	identity here, here, here

	Ildefonsis, Saint here

	illegal behaviour here, here

	ilustre fregona, La (Cervantes) here

	Immaculada Concepción (Immaculate Conception) (Valdés Leal) here, here

	Immaculate Conception here, here, here, here, here

	controversy here, here

	iconography here

	‘Spanishization’ here




	Immaculate Conception of Los Venerables, The/Immaculate Conception of Soult, The (Murillo) here, here, here

	Index Librorum Prohibitorum here

	individualism/individuality here, here, here, here

	economy, the here, here, here, here

	elites here, here, here

	family, the here, here, here




	inheritance here, here, here, here, here

	Inquisition here, here, here

	instruction books here, here

	Interian de Ayala, Juan here

	Pictor christianus here

	Interior with Women Beside a Linen Cupboard (Hooch) here

	Invitation to a Game of Argolla (Murillo) here






	Japan here

	Jealous Extremaduran, The (Cervantes) here, here

	Jesuits, the here, here

	hybridization here

	self-discipline here




	Jesús, Antonio de here, here, here

	Jiménez de Vitoria, Juan here

	John of Avila, Saint here

	Joseph, Saint here

	justice here, here, here, here, here






	King Lear (Shakespeare, William) here

	kingdoms here, here

	Kitchen Interior with a Woman Scouring Pans (Bosch) here

	knights here






	labour here, here

	Ladridos evangélicos (Posadas) here

	Lady Teaching a Child to Read, and a Child Playing with a Dog, A (Netscher) here

	Lagares, Juan Agustín here

	legal system here

	León, Luis de

	Perfecta casada here




	León, Pedro de here, here

	Lima here, here

	Lisbon here

	literature here, here

	Little Fruit Seller, The (Murillo) here, here, here, here

	loans here

	local contexts here, here, here, here, here, here, here, here, here, here

	Lope de Vega, Félix here, here, here, here, here, here, here

	Capellán de la Virgen, El here

	serafín humano, El here




	lozana andaluza, La (Delicado) here

	luxury here

	Luzón, Juan de here






	Maes, Nicolas

	Prayer Without End here




	Maestranza of Seville here, here, here

	Malcampo, Isabel here

	Mañara, Miguel here, here, here, here, here, here

	charity here, here

	Discurso de la verdad here, here, here

	Hospital de la Caridad here, here

	virtue here




	Mañara, Tomás de here, here, here

	Maravall, José Antonio here

	María de Jesús here

	Mariana, Juan de here

	Del rey y de la institución real here

	Historia general de España here, here




	Marquises of Villamanrique here

	marriage here, here, here, here, here

	as business alliance here

	consensual here

	travel here




	Martínez, Jusepe here

	Discursos here, here




	Martínez de Mata, Francisco here, here, here, here, here, here

	arts, the here

	commerce here, here, here

	craftspeople here, here, here

	foreign merchants here

	guild associations here, here, here, here

	labour here

	Memorial de la despoblación y pobreza de España y su remedio here

	republics here, here, here, here, here

	Sobre los forzados que cumplen sus condenas en galeras here

	Spain, formation of here, here

	unrest here, here, here, here, here

	wealth here




	Mary, Saint. See Virgin Mary

	masculinity here, here, here, here; see also men

	maternal love here, here

	Memorial de la despoblación y pobreza de España y su remedio (Martínez de Mata) here

	men here, here

	knights here

	perfect here, here

	representations of here

	second sons here, here

	spurs here, here




	Meninas, Las (Velázquez) here, here

	mental incapacity here, here, here

	Mercado, Tomás de here, here

	merchants here, here

	Dutch here

	families here, here, here

	foreign here, here

	greed here

	portraits here, here




	Merry Company at Table, A (Pot) here

	Metamorphoses (Ovid) here

	Metsu, Gabriel

	Sleeping Sportsman, The here




	Mexico city here, here

	corporate art here




	Mieris, Frans Van

	Boy Blowing Bubbles, A here




	migration here, here, here, here; see also travel

	of artists/craftspeople here, here

	letters here




	Miracle of the Loaves and Fishes, The (Murillo) here

	Mística ciudad de Dios (Ágreda) here

	modesty here, here, here, here

	monarchy here, here, here, here, here, here, here

	Ferdinand III (king of Castille) here, here, here, here, here, here

	Philip IV (king of Spain) here, here




	Moncada, Sancho de

	Restauración política de España here




	Monroy, Cristóbal de here

	Gigante Cananeo S. Cristóbal, El here




	Montañes, Juan Pasqual y primer asistente de Sevilla, El (Hoz y Mota) here

	montes de Piedad here

	moral degradation here

	moral economy here, here, here, here, here, here

	morality here

	Moses Springing up Water from a Rock (Murillo) here, here

	Moses Striking the Water from the Rock (Assereto) here

	Mother Combing Her Child’s Hair (Hunting for Lice) (Ter Borch) here, here

	Multiplication of the Loaves and Fishes, The (Fetti) here

	Muñoz de Salazar, Gaspar

	Mystic Dinner here




	Murillo, Bartolomé Esteban here, here; see also Murillo, Bartolomé Esteban, works of

	aging theme here

	America, ties with here, here

	artisans, representations of here, here, here

	in Cadiz here, here

	charity, portrayal of here, here, here

	clientele here

	commissions here, here, here, here

	as conservative artist here

	death here

	delousing, representations of here

	Dutch painting, comparison with here, here, here, here, here, here, here

	education, representations of here, here

	elite, relationship with here

	fair paintings here

	family here, here, here

	family, representations of here

	Ferdinand III iconography here, here

	finances here

	gambling/games, representation of here

	genre paintings here

	globalization here

	Holy Family here

	homes, representations of here, here

	iconography here

	Immaculates paintings here, here

	in Madrid here, here, here

	outcasts, portrayal of here

	painting prices here

	painting, views on here

	personality here, here, here

	portraits here, here, here, here, here

	poverty, representations of here, here, here, here, here

	prostitution, representations of here, here

	religion here, here

	religious paintings here, here

	self-portraits here

	in Seville here, here

	social behaviour/problems, depicting here, here

	temptation theme here

	trade, involvement in here

	travel iconography here

	ugliness, portrayal of here

	veneration for here

	virginity theme here, here

	women, representations of here, here, here, here, here, here, here, here




	Murillo, Bartolomé Esteban, works of

	Angels’ Kitchen, The here, here, here

	Apparition of the Virgin to St Ildefonso, The here

	Boy with a Dog here

	Brother Juniper and the Poor Man here, here, here

	Brother Luis de Asís in Ecstasy before Pope Gregory 9th here

	Claustro Chico series here

	Condestable, Don Iñigo Melchor Fernández de Velasco here, here, here, here

	Conversion of Saint Paul, The here, here, here

	death of Saint Clare, The here

	Departure of the Prodigal Son, The here, here, here

	Don Andrés de Andrade y la Cal here, here

	Flight into Egypt, The here, here, here, here

	Four Figures on a Step 84, here, here, here, here, here, here, here

	Girl Lifting Her Headdress here

	Girl with a Basket of Fruits and Flowers here, here

	Girl with a Coin (Girl of Galicia) here

	Good Shepherd, The here, here

	Holy Family with a Little Bird, The here, here

	Holy Family with the Infant St John the Baptist, The here

	Immaculate Conception of Los Venerables, The/Immaculate Conception of Soult, The here, here, here

	Invitation to a Game of Argolla here

	Little Fruit Seller, The here, here, here, here

	Miracle of the Loaves and Fishes, The here

	Moses Springing up Water from a Rock here, here

	Nicolás de Omazur here

	Old Woman Delousing a Boy here, here, here, here, here, here

	Portrait of a Gentleman here, here

	Portrait of a Man, Bust Length, in a Broadbrimmed Hat here

	Portrait of Joshua van Belle, Merchant in Spain, Mayor of Rotterdam here, here

	Portrait of Justino de Neve here

	Prodigal Son, The series here, here, here, here, here, here, here, here, here, here

	Prodigal Son Driven Out, The here, here, here, here

	Prodigal Son Feasting, The here, here, here, here

	Prodigal Son Feeding Swine, The here, here, here, here, here, here

	Prodigal Son Received by His Father 103,  here

	Prodigal Son Receiving His Inheritance, The here

	Prodigal Son Receiving His Portion, The here, here, here, here

	Return of the Prodigal Son, The here, here, here, here

	Saint Francis Solano and the Bull here

	Santas Justa y Rufina, Las here

	St Anne Teaching the Virgin to Read here, here, here, here

	St Augustine between Christ and the Virgin here

	St Augustine Washing the Feet of Christ here

	St Didacus of Alcalá Feeding the Poor here, here, here

	St John the Baptist with the Scribes and Pharisees here

	St Thomas of Villanueva Dividing his Clothes among Beggar Boys here, here

	St Thomas of Villanova Giving Alms to the Poor here

	Three Boys here

	Two Women at a Window here, here, here, here, here, here

	Urchin Mocking an Old Woman Eating Migas, An here, here, here

	Virgin of the Immaculate Conception with Brother Juan de Quirós here

	Young Beggar, The here, here

	Young Boys Playing Dice here, here

	Young Man with a Basket of Fruit (Personification of Summer), A here




	Muslim conquest here

	Mutiny of the Feria here

	Mystic Dinner (Muñoz de Salazar) here

	Mytens, Jan

	Portrait of Govert van Slingelandt and His Family here, here








	nation, concept of here

	nationalism here, here, here

	Netherlands here; see also Amsterdam; Dutch art; Holland

	Dutch merchants here, here




	Netscher, Caspar

	Lady Teaching a Child to Read, and a Child Playing with a Dog, A here

	Maternal Care here




	Neve, Justino de here, here, here, here

	New Testament apocrypha here

	Nicolás de Omazur (Murillo) here

	nobility. See elites

	Boys Playing Dice here








	Oeconomia Christiana (Wittewrongel) here

	Old Woman Delousing a Boy (Murillo) here, here, here, here, here, here

	Order of Santiago here

	de Orta, García

	Coloquios dos simples, e drogas he cousas mediçinais de India here




	Ortiz, Lorenzo

	príncipe del mar: San Francisco Javier, El here, here




	Orto y Ocaso de Sevilla (Domíngues Ortíz) here

	Osuna, 3rd Duque de (Don Pedro Téllez de Girón) here, here, here, here

	otherness here, here

	outcasts, portrayal of here

	Metamorphoses here




	Oyster Eater, The (Steen) here






	Quevedo, Francisco de

	Buscón, El here, here

	España defendida here




	Quirós, Juan

	Glorias de María, Las here








	Pacheco, Francisco here, here, here, here, here

	arte de la pintura, El here




	Padilla Manrique y Acuña, Luisa María de (Countessa of Aranda) here, here, here, here

	painting/s here, here; see also iconography; portraits; religious art

	American themes here

	Americas, the, influenced by here

	contraction of here

	corporate art here

	cost here

	demand/supply here, here, here, here, here

	fair paintings here

	genres here

	high value here

	hybridization here

	payment here

	prices here

	quality control here, here

	restitution here, here

	secular here, here, here

	travel here

	treatises on here

	urban art 52–3,  here

	veneration for here, here

	Virgins here

	worship here

	worth here

	pardons here




	passion here, here, here, here

	control of here, here, here, here, here




	patriarchy, the here

	patriotism here

	patron saints here, here, here, here

	patrons here

	paupers. See poverty

	Paz, Luis de here, here, here, here

	Peña, Felíu de la here

	perfect men here, here

	Perfecta casada (León) here

	Peru here

	philanthropy here, here, here, here; see also charity

	Philip IV (king of Spain) here, here

	Pictor christianus (Interian de Ayala) here

	pictorial forms here

	pietism here

	plague here, here, here

	Plague in Seville, The (Anonymous) here

	Plaza Mayor of Lima here, here

	pleito matrimonial, El (Calderón) here

	popular art here

	Portrait of a Gentleman (Murillo) here, here

	Portrait of a Man, Bust Length, in a Broadbrimmed Hat (Murillo) here

	Portrait of Govert van Slingelandt and His Family (Mytens) here, here

	Portrait of Joshua van Belle, Merchant in Spain, Mayor of Rotterdam (Murillo) here, here

	Portrait of Justino de Neve (Murillo) here

	portraits here

	aptitude here

	clothing/jewels here, here, here, here, here

	of the elite here, here, here, here, here

	elite women here

	Franciscans, the here

	merchants here, here




	Portugal here

	Portuguese traders here

	Ladridos evangélicos here




	Pot, Hendrick

	Brothel Scene here

	Merry Company at Table, A here




	poverty here, here, here, here, here

	family breakdown here

	Paz, Luis de here

	prodigal son, stories of here

	representations of here, here, here, here, here, here




	Prayer Without End (Maes) here

	prestige here, here, here, here

	commissions here

	paintings here




	Primera parte de los problemas, y secretos marauillosos de las Indias (Cárdenas) here

	primogeniture here, here, here, here

	príncipe del mar: San Francisco Javier, El (Ortiz) here, here

	private sphere here, here

	procreation here

	Procuress, The (Baburen) here, here, here

	prodigal son, stories of the here, here, here, here, here, here

	Prodigal Son, The series (Murillo) here, here, here, here, here, here, here, here, here, here

	Prodigal Son Driven Out, The (Murillo) here, here, here, here

	Prodigal Son Feasting, The (Murillo) here, here, here, here

	Prodigal Son Feeding Swine, The (Murillo) here, here, here, here, here, here

	Prodigal Son Received by His Father (Murillo) 103,  here

	Prodigal Son Receiving His Inheritance, The (Murillo) here

	Prodigal Son Receiving His Portion, The (Murillo) here, here, here, here

	production here, here

	profit here, here

	prostitution here, here

	representations of here, here, here, here, here, here, here




	protectionism here, here

	Protestant Church here

	public sphere here, here, here

	Pulgar, Fernando de

	Claros varones de Castilla, Los here








	rationality/reason here, here, here, here

	Reformation, the here, here

	religion here, here, here; see also Catholic Church; Franciscans, the; religious art; saints; Virgin Mary

	America here, here

	Augustinians, the here, here

	book trade here

	Christianity here, here, here, here

	confessionalization here, here

	conversion here, here, here

	Counter-Reformation here, here, here, here

	Dominicans, the here, here, here

	God here

	individualism here

	Jesuits, the here, here, here, here

	Protestant Church here

	Reformation, the here, here

	religious institutions here, here, here, here

	repentance here, here, here

	salvation here, here, here

	Seville here, here, here

	social control here

	social order here

	Spanish Inquisition here, here, here

	worship here




	religiosity here

	religious art here, here, here, here

	accuracy here

	America here

	American iconography here, here, here

	Franciscans, representations of here

	images here

	rules here

	treatises here




	religious orders, history of here

	Rembrandt

	Return of the Prodigal Son, The here




	Remón, Alonso here

	Entretenimientos y juegos honestos here




	repentance here, here, here

	republics here, here, here, here, here, here

	Immaculate Conception, association with here, here

	Martínez de Mata, Francisco here

	portrayals of here




	Restauración politica de España (Moncada) here

	restitution here, here

	Return of the Prodigal Son, The (Murillo) here, here, here, here

	Return of the Prodigal Son, The (Rembrandt) here

	Revolt of Masaniello in Naples (Spadaro [Gargiulo]) here

	‘Ribaude, La’, The Disreputable Woman (Steen) here, here, here

	Rinconete y Cortadillo (Cervantes) here

	Roelas, Juan de

	Alegoria de la Virgen Immaculada (Allegory of the Immaculate Virgin) here, here




	rogativas de la Cruz del Campo (The Supplications at the Cruz del Campo) (Anonymous) here

	Rojas, Fernando de

	Celestina, La here




	Rome here






	Sadeler, Augustus here

	Sagrada Familia con la familia de la Virgen y Santa Rosa de Lima here

	Saint Francis Solano and the Bull (Murillo) here

	saints here; see also under individual names

	patron here, here, here, here

	portrayal of here, here, here, here, here, here, here

	social imaginary here, here




	salvation here, here, here

	San Buenaventura convent here

	San Francisco el Grande convent here, here, here, here

	Sánchez, José

	Baptism of the Lords of Tlaxcala here




	Santa Maria, Antonio de

	España triunfante y la iglesia laureada, en todo el globo del mundo por el patrocinio de María santissima en España here




	Santa María la Blanca church here, here, here

	Santas Justa y Rufina, Las (Murillo) here

	Santiago, Saint here

	Scene in a Brothel with an Old Man Giving Money to a Girl (Steen) here, here

	Schalcken, Godfried

	Fishing Boy here




	Schama, Simon here

	self-control/discipline here, here, here, here, here, here, here, here

	self-representation. See portraits

	Seneca here

	serafín humano, El (Lope de Vega) here

	Seville 7,  here, here, here, here, here, here

	Atlantic expansion here, here

	charity here

	Cofradía de los Negritos (Brotherhood of the Negritos) here

	Counter-Reformation here, here

	craftspeople here

	crisis of 1648–52 here, here, here

	decline here

	disorder here

	economy here, here, here, here

	elites here, here, here

	fair paintings here

	families here, here, here

	Ferdinand, Saint here

	food here

	foreign artists here

	gambling here, here, here

	globalization here, here, here, here

	growth here, here

	guild associations here, here, here, here, here

	history here, here

	homosexuality here, here, here, here

	identity here, here, here

	Immaculate Conception, association with here, here, here, here, here

	individualism here

	lawlessness here

	legal system here

	Maestranza of Seville here, here, here

	marketing here

	masquerade of 1616 here

	men here

	migrants here

	Mutiny of the Feria here

	ordinances here

	painting, demand/supply here, here, here

	painting, production here

	painting, veneration for here, here

	parades/processions here

	population decrease here

	population diversity here, here, here

	population transience here, here

	portrayal of here

	Portuguese traders here

	poverty here, here

	power here

	prostitution here

	prostitution, representations of here

	religion here, here, here, here

	religious art here

	religious institutions here, here, here, here

	representations of here

	scientific revolution here

	security here

	slave trade here

	sociability here, here

	social mobility here, here

	social order here, here

	social problems here

	social structure here

	trade here, here, here, here, here

	unrest here, here, here, here

	wealth here

	women here, here, here




	Seville school of painting here, here

	sexuality here

	Shakespeare, William here

	King Lear here

	Tempest, The here




	silk industry here

	slavery here, here, here

	Sleeping Sportsman, The (Metsu) here

	smuggling here

	Sobre los forzados que cumplen sus condenas en galeras (Martínez de Mata) here

	social barriers here

	social behaviour here, here, here, here

	social control/discipline here, here, here, here, here, here, here, here, here

	portrayals of here




	social disorder here

	social exclusion here, here, here

	social mobility here, here, here

	social networks here

	social problems here

	social status here, here, here; see also elites; prestige

	society here, here, here; see also communitarianism

	Society of Jesus. See Jesuits, the

	Revolt of Masaniello in Naples here




	Spain here, here; see also Seville

	ancient/modern dichotomy here

	art influenced by the Americas here

	Barcelona here

	Cadiz here

	Castilian bias here

	Cordova here, here, here, here

	formation of here, here, here, here

	identity here, here, here

	Immaculate Conception, association with here, here, here, here

	Inquisition here, here, here

	kingdoms here, here

	Maravall, José Antonio here

	Martínez de Mata, Francisco here

	monarchy here, here, here, here, here, here, here, here

	Muslim conquest here

	nationalism here, here, here

	Order of Santiago here

	patron saint here, here, here

	as republic here, here, here, here

	Spanish Empire here

	Toledo here

	Valencia here




	speculation here

	Spinola, Ambrosio here

	spurs symbolism here, here

	St Anne Teaching the Virgin to Read (Murillo) here, here, here, here

	St Augustine between Christ and the Virgin (Murillo) here

	St Augustine Washing the Feet of Christ (Murillo) here

	St Didacus of Alcalá Feeding the Poor (Murillo) here, here, here

	St John the Baptist with the Scribes and Pharisees (Murillo) here

	St Thomas of Villanueva Dividing his Clothes among Beggar Boys (Murillo) here, here

	St Thomas of Villanova Giving Alms to the Poor (Murillo) here

	Steen, Jar

	Oyster Eater, The here

	‘Ribaude, La’,  The Disreputable Woman here, here, here

	Scene in a Brothel with an Old Man Giving Money to a Girl here, here




	Stoichita, Victor here

	Stone, Lawrence here, here






	Téllez de Girón, Don Pedro (3rd Duque de Osuna) here, here, here, here

	Tempest, The (Shakespeare, William) here

	temptation theme here

	Tenorio, Don Juan (character) here, here, here, here, here, here

	Ter Borch, Gerard

	Boy Picking Fleas off His Dog here, here

	Gallant Soldier, The here

	Mother Combing Her Child’s Hair (Hunting for Lice) here, here




	Teresa of Ávila, Saint here

	Terremoto detenido por la intercesión de la imagen de San Francisco de Paula (Earthquake detained by the intercession of the image of St Francis de Paola) (Valdés) here

	Theodosius here

	Thompson, Edward P. here

	Thompson, Tony here

	Three Boys (Murillo) here

	Tirso de Molina here, here, here, here, here, here, here

	Tenorio, Don Juan (character) here, here, here, here, here




	tobacco here

	Toledo here

	trade here, here; see also merchants

	America here, here, here, here, here

	American market here, here

	anonymous system here, here, here

	art here

	art markets here, here

	book here

	China here

	commission-based system here

	competition here

	conflict, effect of here

	Dutch merchants here, here

	economy here

	elites here, here

	growth here

	illegal here, here

	knowledge here

	legal system here

	morality here

	Portuguese traders here

	production system here

	profit here, here

	protectionism here, here

	re-exports here

	Seville here, here, here, here, here

	slave here

	traders’ portraits here, here

	women here




	Tratado de remedio de pobres (Giginta) here

	travel here, here, here

	Triumph of the Church (Villalpando) here

	Two Women at a Window (Murillo) here, here, here, here, here, here






	Ulloa, Martín de here, here, here, here

	última cena, La (The Last Supper) (Carvajal) here

	Union of the Imperial Inca Descendants with the House of Loyola y Borja here, here

	unrest here, here, here, here, here, here, here, here

	clergy involvement here

	European here

	pardoning here

	Paz, Luis de here

	portrayals of here

	punishment here




	urban art 52–3,  here

	Urban VIII (pope) here

	Valdés, Lucas

	Terremoto detenido por la intercesión de la imagen de San Francisco de Paula (Earthquake detained by the intercession of the image of St Francis de Paola) here

	Valdés Leal, Juan de here, here

	Ferdinand III iconography here

	Immaculada Concepción (Immaculate Conception) here, here

	Virgen de los Plateros here, here, here

	Virgin of the Immaculate Conception here




	Valdivielso, José de here, here, here, here, here, here, here

	Valencia here

	Vargas, Doña Victoria (Ana) here

	Velázquez, Diego

	Meninas, Las here, here




	View of the Plaza Mayor of Mexico City (Villalpando) here, here

	View of Seville (Caullrey) here

	Triumph of the Church here

	View of the Plaza Mayor of Mexico City here, here




	Villamanrique, Marchioness of here, here, here

	Villamanrique, Marquises of here, here, here, here, here, here, here

	Villavicencio, Núñez de here

	Virgen de la Merced en la Passiflora (Our Lady of Mercy in the Passion Flower) here

	Virgen de los Plateros (Valdés Leal) here, here, here

	Virgin Mary here, here, here, here, here; see also Immaculate Conception

	image here

	representations of here




	Virgin of the Immaculate Conception (Valdés Leal) here

	Virgin of the Immaculate Conception with Brother Juan de Quirós (Murillo) here

	virginity/chastity here, here, here, here, here, here

	Virgins here

	Vives, Luis

	educación de la mujer Cristiana, La here








	war here, here, here

	wealth here, here, here, here, here, here

	elites, the here, here, here, here

	family here, here

	loans here

	Martínez de Mata, Francisco here

	Posadas, Francisco de here

	redistribution here

	trade here

	women here




	Werff, Adryaen van der

	Children Playing Before a Statue of Hercules 76,  here




	Wittewrongel, Petrus

	Oeconomia Christiana here




	Woman Nursing an Infant, with a Child (Hooch) here, here

	women here, here, here, here, here; see also femininity; marriage; prostitution

	aging here, here

	behavioural norms here

	chastity/virginity here, here, here, here, here, here

	domesticity here, here, here

	as educators here

	elite here, here

	family, in the here

	gambling here

	maternal love here, here

	patriotism here

	portraits here

	reading here

	religion here

	representations of here, here, here, here, here, here, here, here

	self-control/discipline here, here

	self-representation here, here

	Seville here, here, here

	stereotypes here

	Tirso de Molina here

	virtues here, here

	work here, here, here




	woodcuts here

	work here, here, here, here, here






	Young Beggar, The (Murillo) here, here

	Young Boys Playing Dice (Murillo) here, here

	Young Man with a Basket of Fruit (Personification of Summer), A (Murillo) here

	youth here, here, here






	Zayas, María de here, here
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