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Series editors’ preface

Studies in Visual Culture provides a forum for ground-breaking enquiry into visual-cultural production in its social, historical and cultural contexts. The series places particular emphasis on the exchanges, transactions and displacements that link Europe to wider global contexts across the visual-cultural field. The series seeks to promote critical engagement with visual media as ideological and cultural as well as aesthetic constructs, and foregrounds the relationship of visual cultures to other fields and discourses, including cultural history, literary production and criticism, philosophy, gender and sexuality research, journalism and media studies, migration and mobility studies, social sciences, and politics. The Studies in Visual Culture series thus focuses on exploring synergies and key debates between disciplines, concepts and theoretical approaches, and offers an exciting new arena for testing and extending disciplinary, theoretical and conceptual boundaries.
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Preface

Jeremy Roe

Almost forty years ago, Francisco Calvo Serraller’s critical edition of and commentary on Diálogos de la Pintura (Carducho 1979) demonstrated the multifaceted cultural significance of Vicente Carducho’s singular contribution to the genre of Kunstliteratur.1 In the following three decades, though aspects of his art and thought continued to attract attention from scholars (e.g. Darst 1985; Hellwig 1996; Bustillo 2000), Carducho was rarely the subject of such focused study. In 2011, he returned to the fore with the reinstallation of the series of fifty-two paintings he produced for the Monastery of Santa María de El Paular (De Carlos Varona 2013; Ruiz Gómez 2013). Then, in 2015, his corpus of drawings became the focus of critical scrutiny with an exhibition at the Biblioteca Nacional de España and the publication of an accompanying catalogue raisonné. Together, these publications have prompted a revaluation of Carducho and his contribution – both theoretical and practical – to Spanish baroque art. It can only be hoped that a catalogue of his paintings will soon follow, thus enabling the full significance of Carducho’s works to be explored.

Building on these foundations, this volume of essays aims to help redress Jonathan Brown’s complaint that Carducho is ‘the most undervalued painter (el pintor más infravalorado) of the Spanish Golden Age’ (2015: 15). It presents a series of critical engagements with Carducho’s treatise that explore the significance of his art, writing, ideas and life from different artistic, literary, cultural, religious and political perspectives. The chapters that follow include discussion of his Florentine origins, his paintings and drawings, his career as a court painter and his interaction with some of the leading literary and intellectual figures of seventeenth-century Spain. The themes examined demonstrate how Diálogos is a treatise on painting that not only addresses the theoretical concerns and practical counsels that painters – as well their patrons and spectators – needed to understand, but also offers a range of insights into the broader cultural context of the literary and intellectual discourse on painting, the politics of patronage and the baroque culture of the collecting and display of art.

The publication of the modern edition of Carducho’s treatise, with its scholarly, philological and bibliographical apparatus, undertook an important historical task, which was to counter negative critical views of the text. Calvo Serraller (Carducho 1979: xxxi–xliv) offered a historiographical survey of how Carducho, categorised by nineteenth-century historians in terms of notions of sixteenth-century Florentine Mannerism, became a foil for declarations of the ‘modernity’ of the baroque as figured by the Hispanic naturalism of Velázquez. Though this historiographical legacy has proved hard to shift (e.g. Bennassar 2012: 59), a number of authors have developed a more critical understanding of Carducho’s treatise (in addition to Darst and Hellwig, e.g. Aterido 2008: 83–4), exploring in detail the cultural significance of Diálogos and its author – a court painter who served under Philip III and IV, kept company with the leading poets of the day and worked on some of the most important religious and court decorative programmes of early modern Spain.

Regrettably, the destruction of the El Pardo palace in 1604 and the sub-sequent remodelling of the Alcázar palace in Madrid has occluded Carducho’s early career as a painter, although a number of drawings do offer insight into his work at this time (Chenel and Rodríguez Rebollo 2015: 82–6 (cat. 12), 95–109 (cat. 16), 112–17 (cat. 18)). Indeed these graphic works and the paintings from this period reveal how, from an early age and thanks to his brother, the painter Bartolomé Carducho (Chenel and Rodríguez Rebollo 2015: 23–6, on the brothers’ early lives), Vicente had the skills and knowledge to take on a range of commissions and run a well-organised team of apprentices and assistants. These included Félix Castello and Bartolomé Román, as well as Francisco López and Francisco Fernández, who produced the allegorical etchings for Diálogos following their master’s designs.

Like his treatise, Carducho’s paintings and drawings have suffered from disregard and negative judgements; the perception of Diálogos as conservative, backward-looking and indebted to outmoded Italian models reinforced a similar opinion of his art. Besides signalling a cursory knowledge of Carducho’s oeuvre, such readings of his literary and artistic activity are underpinned by a concern with tracing the development of naturalist painting in Spain and the impact of Velázquez’s work. This results in a certain critical insensitivity to the rich variety of Spanish art that was the object of patronage and collecting at the time – not to mention writing on art.2 A number of scholars have countered this view, perhaps none with greater concision than Alfonso Pérez Sánchez (2010: 64–71, 75–174). His lifetime’s research demonstrated the diversity of Spanish art along with its geographical and chronological complexity, often overlooked in the predominance of studies of Velázquez, the court of Philip IV and the renowned artists of Seville.

With specific regard to the quality of Carducho’s painting, Pérez Sánchez offers the following analysis of the two series produced by Carducho in the final decade of his life, highlighting the range and versatility of the work in question:


Los lienzos de las series de El Paular y de San Juan de Mata ofrecen infinidad de ejemplos de nobleza y claridad, acompañadas, además, de una intensa expresividad de los rostros: estudiados directamente en el natural y con una sobria disposición de las luces que, adecuándose a lo representado, van desde efectos de plenitud solar, que hacen vibrar los colores con suntuosidad veneciana, […] a efectos nocturnos, con luz artificial, que hace evocar, necesariamente, el mundo caravaggiesco. La riqueza y la naturalidad de los accesorios que pueblan sus composiciones con un extraordinario virtuosismo en la reproducción de las calidades de las cosas hacen ver en él un poderoso bodegonista… nada tiene que envidiar a lo mejor que hacen los especialistas del género. Lienzos como San Dionisio en su celda o la Entrevista del Papa Urbano con San Bruno tienen la misma grave monumentalidad y el recogido silencio que tantas veces se ha elogiado en Zurbarán, y los muchos lienzos de escenas dramáticas […] poseen un sentido dinámico, de violencia y de expresividad, que muy pocos artistas españoles han sido capaces de conseguir. (2010: 88)

[The canvases that make up the El Paular and San Juan de Mata series offer infinite examples of nobility and clarity, further accompanied by an intensity of facial expression: studied directly from nature and with a sober composition of lighting effects, which, in accordance with the scene represented, range from effects of bright sunlight, which make the colours gleam with Venetian sumptuousness […] to nocturnal effects, with artificial light, that can but only evoke the Caravaggesque world. The richness and naturalistic appearance of the props that populate his compositions with an extraordinary virtuosity in the reproduction of the qualities of the individual objects reveal him to be a powerful painter of bodegones … he has no reason to envy the best works by specialists in this genre. Canvases such as St Denis in his Cell or The Interview Between Pope Urban and St Bruno have the same grave monumentality and the secluded silence that has so often been praised in Zurbarán, and the many canvases of dramatic scenes […] possess a dynamic sense, violent and expressive, that few Spanish artists have been capable of achieving.]



While Carducho’s paintings are not the primary focus of this volume, it does aim to provide a framework to understand his response to a broad spectrum of the artistic tastes and concerns of his day – amongst them, Florentine drawing, Venetian colourism, Caravaggesque tenebrism, the study of nature, the popularity of the bodegón and the decorum and theatricality of the art commissioned to decorate both ecclesiastical and court spaces. In doing so, it builds on the research of Kubler (1965), Volk (1977) and Beutler (1998), who helped establish a deeper critical appraisal of Carducho, and that undertaken more recently by Bustillo (2000) and Véliz (2011).

Carducho’s treatise cannot be reduced to an account of its author’s views on art, for it was a project with significant literary, intellectual and political ambitions. Intended to lend support to a lawsuit against taxation levied on painting brought at the time Carducho was writing, Diálogos was carefully designed to rekindle interest in the formation of an academy of painting and to defend the moral status of painters and their discipline. To muster influential support, the treatise is written in an engaging literary manner, in the form of the fictional dialogue made popular by works such as Juan Antonio de Vera y Figueroa’s El Embaxador (1620), and it praises the patronage of Madrid’s noble collectors and above all its dedicatee, King Philip IV. It also affirms the role played by the city’s painters, as well as poets and playwrights, in not only satisfying their patrons’ wishes, but also making Madrid into a celebrated cultural capital. Jeremy Lawrance’s contribution to this volume offers an exemplary survey of these issues, many of which are taken up in subsequent chapters.

In addition to reading Diálogos for the insight it offers into Carducho’s art, as well as that of his contemporaries, a fundamental concern of this volume of essays is to undertake a critical reading of the text as a baroque literary treatise, as a text based on a complex rhetorical engagement with the theoretical and intellectual topoi, developed since the Renaissance, that structured discourses on art in seventeenth-century Spain. Diálogos is by no means merely a rehearsal of Italian precedents. Instead, through discussion of these issues, Carducho addresses a range of contemporaneous cultural concerns. A key aspect of Calvo Serraller’s edition was to frame Carducho’s study in the traditions of writing on art, and his critical edition provides a wealth of information on the genealogy of Carducho’s ideas. In the pages that follow, a focus is developed on the significance of Diálogos as a historical source for the study of Carducho and his Hispanic contemporaries.

In an attempt to engage his readers, and above all Philip IV, Carducho sought both to educate and to entertain. He thus looked to avoid lengthy digressions on theoretical concerns, such as those raised by Federico Zuccari, who, as Moralejo and Long demonstrate in their chapters, was a significant critical point of reference. In the third dialogue, Carducho’s first interlocutor, Maestro, states to his pupil Dicípulo that


la intelectiva, ó especulativa, abstraîda de la materia, me parece no ser por aora necessaria a tus dudas, por ser mas filosofica de lo que a nuestro proposito conviene. Destas tratan Federico Zucaro en su Idea, y en una difinicion que hizo Iuan Baptista Paggi, a quien puedes leer en este caso. (Diál. III. 39r–v)

[in my view intellective and speculative [paintings], abstracted from matter, are for now not necessary for your doubts, since they are more philosophical than is appropriate for our task. Federico Zuccari addresses these in his Idea and you can read the definition given by Giovanni Battista Paggi on this issue.]



Carducho’s reluctance to digress on theoretical issues was not necessarily due to a concern that his educated readers would not have understood Zuccari’s ideas. As part of his commentary on stanzas 32 and 34 of Góngora’s Fábula de Polifemo y Galatea, José Pellicer referred to eighty-nine scholarly works on art and the theories of the mental idea, which suggests that some of his readers would have been well equipped to offer a critical response to such a discussion (Pellicer 1630: 224–7, 235–44). Carducho, however, may have been keen to avoid precisely this type of response, especially from theologians, who were seeking to curb painters’ independence.

Reading Carducho’s treatise in the cultural context of the Spanish court offers original perspectives on both the text and its author’s aims and intentions. Besides shedding light on Carducho’s own practice of painting, Diálogos also presents a revealing survey of the local values and concerns that informed the patronage, collecting and display of art in his day. The status of Maestro’s pupil signals a disjunction between the professional reality of Carducho’s workshop and the allegorical fiction of his treatise: Dicípulo is a member of the nobility whose interest in painting is unpolluted by professional concerns. He also represents the noble practice of painting, an intellectual identity mirrored in the allegorical prints, especially the first three, that accompany the poems at the close of each dialogue (Plates 2–9). Projected far from the world of the studio, the dialogues echo not mundane workshop conversation but lofty exchanges between educated patrons, collectors and spectators. The fact that much of their content is reflected in the poems, by authors such as Lope de Vega, Juan Pérez de Montalbán and José de Valdivielso, underscores the treatise’s erudite nature. Attention to these dimensions of the text opens up its significance in important ways.

Another significant contextual point concerns Carducho’s Florentine identity. The treatise’s frontispiece states that it is by ‘Vicencio Carducho’ – note the Italianate spelling of his first name – ‘dela Illustre Academia de la nobilissima Ciudad de Florencia y Pintor de su Magd. Catolica’ (of the illustrious Academy of the most noble city of Florence, and His Catholic Majesty’s Painter; Plate 1). Furthermore, the adornment provided by the allegorical figures of Theory, with the attributes of Mercury, and Practice, with palette and maulstick, invoke the Florentine traditions of writing and art he sought to emulate in his own words and images. Despite having lived in Spain from around the age of nine, never having been to Florence as an adult and being a member of the city’s academy only by proxy, Carducho chose the above terms to project his artistic and literary identity and, in so doing, distinguish himself from his Spanish peers.3

The primacy Carducho gave to his status as a Florentine academician over that of his being a court painter might be read as an allusion to the fact that the progression of his career as a painter in Madrid had been interrupted by Philip IV’s accession to the throne in 1621. It was under Philip IV that the Madrid Academy of Painting, of which Carducho was an ardent supporter, ceased to operate; thus reference to membership of the Florentine Academy may have an additional vindictive edge. Furthermore, Carducho’s promotion within the hierarchy of court painters was cut short by Velázquez’s rapid ascent through court ranks, propelled by the influence of the Count-Duke of Olivares and the Sevillian artist’s own innate skill and diplomacy. One probable motive behind Diálogos was Carducho’s desire to issue a clear statement about his importance as a learned painter with his own connections at court. However, given his advanced age, he was also staking a claim for posterity, and in this regard a parallel may be drawn with Francisco Pacheco’s Arte de la pintura: both treatises cast a retrospective gaze on what their authors considered the peak of their careers.

Although from an art-historical perspective some of Carducho’s most celebrated works date from the final years of his life, like Pacheco, he made no mention of the work he undertook at the time of writing. Pacheco’s concern for recognition is apparent in his extensive discussion of the paintings he produced during the first two decades of the seventeenth century.4 Carducho, by contrast, is more reticent, but his discussion of the decoration of the chapel of El Pardo in the seventh dialogue should be understood as muted, humble praise of his own work as a court painter (Diál. VII. 109v). Although the paintings themselves have been lost, preparatory drawings of a number of themes have survived (Chenel and Rodríguez Rebollo 2015: 82–9). Carducho goes on to discuss other rooms in the palace that were decorated with paintings by his brother Bartolomé and Patricio Cajés, as well as his disciples Bartolomé González and Francisco López. He thereby underlines the extent of his role as court painter under two kings and the important commissions he and his studio were awarded.

Carducho probably harboured regrets about the changes brought about by the accession of the new king, whose tastes and advisers led to the development of a new image for the court. At the start of the seventh dialogue, Maestro comments on the preparatory drawing for a painting halted by the death of Philip III. What would perhaps have been the most complex work by Carducho’s hand represented


lo sucedido en las edades del mundo, desde la Creacion hasta estos nuestros tiempos, con las personas mas señaladas y conocidas en cada edad, haziendole alusion las edades de los hombres, mostrado en cada una dellas un hecho heroico de aquella edad, de personas famosas, todo acomodado con mucha historia moral, y con mucha erudicion y exemplo. (Diál. VII. 108r–v)

[what took place throughout the ages of the world, from the Creation up until our times, with the most significant and well-known figures for each age, alluded to by the ages of men, showing in each of them a heroic deed from that age, by famous people, all accompanied by much moral history and great erudition and example.]



Whatever frustration Carducho may have felt about the cancellation of this work, it did not stop him, as Lawrance and Cacho observe, from making last-minute changes to his treatise while at press, to include praise of the Palace of the Buen Retiro and the Count-Duke of Olivares (see Appendix II).

It also did not prevent him from commending the decoration of the Alcázar in Madrid. When discussing the decorations of the New Room in the Alcázar, Maestro first addresses the work of Titian, before noting that


en el mismo salon estan otros quadros de la misma grandeza, de mano de Pedro Pablo Rubens, de Eugenio Caxes, de Diego Velazquez, de Iusepe de Ribera (que llaman el Españoleto), del Dominiquino, y de Vicencio Carduchi, y por debaxo dellos otros de menor grandeza. (Diál. VIII. 155r–v)

[in the same hall stand other paintings of similar size, by the hand of Peter Paul Rubens, Eugenio Cajés, Diego Velázquez, Jusepe Ribera (whom they call ‘Spagnoletto’), Domenichino, and Vicencio Carducho, and beneath them others of lesser dimensions.]



Complementing the catalogue of artists working at El Pardo under Philip III (Diál. VII. 109v–110v), this list of painters is one of a number of examples of the judicious balance of contrasting views that is a keynote of Carducho’s treatise. Elsewhere, for example, he advocates Florentine drawing practice and at the same time praises Venetian painterly painting; and he supports the king’s decoration of his palace with Titian’s poesie while deferring to the ecclesiastical critique of ‘lascivious’ painting. A sense of Carducho’s modernity may be configured from these contrasts; as a court painter he could survive a change of regime and he was able to conform to the tastes and values of both his religious patrons and the king. Indeed, as Pérez Sánchez suggests, his painting developed in response to the eclectic concerns of his patrons; unlike Pacheco, Carducho moved on and developed a mode of painting that responded to the new tastes that marked the reign of Philip IV and the final two decades of his own life.

The most frequently cited passage of Diálogos, Carducho’s critique of Caravaggio, which is often read as an attack on Velázquez, may appear at odds with this balanced approach. However, as Pascual Chenel and Rodríguez Rebollo remind us (2015: 28), this rivalry is essentially a legend, based on scant evidence and the supposition that Carducho’s promotion at court was blocked by Velázquez and that this caused ill will between them. I would like now to contextualise Carducho’s critique of Caravaggio by considering it as one of five cases in his treatise where he voices his disapproval of aspects of the art of his day. First and foremost, it is important to underscore the fact that the main target of this critique was not Caravaggio himself, but Caravaggio’s followers and their lack of ability. By the time Carducho was writing, Velázquez had returned from Italy with his Forge of Vulcan (Prado P1171) and Joseph’s Coat Brought to Jacob (El Escorial 10014694), which demonstrated, in contrast, his considerable artistic skill. Carducho refers disparagingly to Caravaggio’s style – here meaning both the appearance and the technique of a work – and its being a reflection of its maker. He discusses the appeal of this mode of painting in terms of the base sense of taste, not the higher realms of thought.5 His disapproval is based on the fact that Caravaggio’s practice ‘es el obrar sin las preparaciones para tal accion’ (is that of working without the preparations for such an action), namely drawings (Diál. VI. 89r). Also of concern to Carducho is the fact that Caravaggio’s art has ‘tanto sabor, apetito y gusto’ (so much flavour, appetite and appeal) that it has caused an excess of ‘golosina y licencia’ (greed and licence) and worse still ‘alguna apoplexia en la verdadera doctrina’ (an apoplexy in true doctrine), and above all that ‘le siguen glotonicamente el mayor golpe de los Pintores’ (he is gluttonously followed by the largest bunch of painters; 89r). His critique of artists imitating Caravaggio, as Calvo Serraller has noted (Carducho 1979: cv), is not a mere blanket disapproval of their following Caravaggio. Caravaggio’s ingenio enabled him to work as he did, but other artists, Carducho suggests, should work in a manner appropriate to their own individual ingenio (talent, wit, ingenuity). Nonetheless, Carducho then cites a ‘zeloso de nuestra profession’ (zealous member of our profession; 89v) who contrasts Caravaggio to Michelangelo, and terms him the anti-Michelangelo. This shifts the focus to a reaffirmation of the Florentine tradition of drawing embodied in Michelangelo, and Carducho reminds his readers to turn back to the third and fourth dialogues where he discussed drawing and the other core concern of Diálogos, decorum.

If, having read this famous critique, the reader turns back to earlier dialogues, it is apparent that decorum was a pressing concern and that it is discussed in terms that clearly allude to Caravaggesque practice. However, for Carducho adherence to decorum did not imply the rejection of the novel aesthetic features – emphasis on the natural and lifelike – of Caravaggio and other artists. In the fourth dialogue, Dicípulo states:


no diste lugar a un genero de Pintura tan viva, tan natural, que admira y espanta a todos, que es la que hazen teniendo delante la cosa que han de imitar, como quando se retrata algun personage vivo sin otra circunstancia. (Diál. IV. 48r–v)

[you did not comment on a genre of painting that is so lifelike, so natural, that it causes wonder and amazement in all, and it is that that they do with the thing to be imitated in front of them, like when a living person is portrayed for no circumstantial reason.]



Maestro swiftly dispels any notion that the normative, drawing-based method he offers is incapable of achieving such striking verisimilitude and illusionism. Indeed, Carducho’s paintings stand testimony to the ‘modernity’ of his art in this regard, with impressive essays in tenebrism, still life and theatricality (see Roe, in this volume; Figures 29–33). Carducho then goes on to argue that a ‘mero imitador de lo natural exterior, desnudo de los preceptos y conocimientos’ (mere imitator of external nature, bereft of precepts and knowledge; 49v) would not know how to represent the spiritual presence of Christ or the Virgin owing to their dependence on the model. The result is that: ‘Y assi vemos executadas cada dia cosas improprias, é indecentes en acciones y movimientos, y en trages hechos sin decoro, y prudencia’ (and so every day we see paintings produced that are improper and indecent in terms of actions and movements, and garments depicted without decorum or prudence; 49v).

He gives an example of a ‘simple imitador del natural’ using two young men as models for Christ and Lazarus when painting the resurrection of Lazarus, and, despite the work’s powerful illusion, questions its ability to capture ‘aquella Magestad severa, aquellas lagrimas tiernas, y respectables, aquel hecho grave, lleno de caridad y omnipotencia’ (that severe majesty, those tender and respectable tears, that grave bearing, full of charity and omnipotence; 50r). Setting aside Carducho’s evidently polemical characterisation of this ‘Caravaggesque’ painting practice, in order fully to understand his discussion, it is important to look at his own work, such as the contemporaneous El Paular series of paintings. It is evident from the numerous characters that he ‘portrays’, as well as the still-life elements and the variety of lighting effects, that he made studies from models and real settings, but that these were incorporated in compositions planned with drawings. Carducho was not taking what may be considered a reactionary stance in aesthetic terms; instead he sought to ensure decorum and the intelligibility of paintings. He offers two further insights into this issue:


vi los dias passados pintada aquella santa visita de Christo á las hermanas de Lazaro, la devota Madalena, y la solicita Marta, cercados todos con tanta prevención de comida […] que mas parecia hosteria de la gula, que hospicio de santidad […] y me espanto de la poca cordura del Pintor, que tal obra saca de su idea y manos. (Diál. VII. 117r–v)

[a few days ago I saw a painting of the holy visit Christ made to the sisters of Lazarus, devout Magdalene and officious Martha, and they were surrounded by such a supply of food […] that it seemed more like a hostelry of gluttony than a hospice of holiness […] and it alarms me that the Painter has such little good sense that he could invent and execute such a work.]



Evidently a painter, perhaps a ‘simple imitador del natural’, had been exploiting the demand for still-life paintings by drawing on images such as those by Pieter Aertsen that had been copied as prints by Joachim Beuckelaer. In contrast, Velázquez’s religious bodegones could not have been the target of this observation, as they offer a model of good sense with their still-life dimension to an austere and potentially allegorical essay in humble poverty. His careful distinction of the religious from the secular, and biblical time from the seventeenth-century present, evokes Carducho’s own approach to religious decorum: ‘y assi tengo por cosa conveniente usar de la tal licencia con todo decoro y decencia, con tal que no se mude lo sustancial del misterio’ (and so I consider it appropriate to use such licence accompanied by all decorum and decency, so long as the substantial element of the mystery is not changed; 114v).

This statement concludes Carducho’s second excursus on decorum, which is an attack on another extreme, an excess of historical verisimilitude, for which he uses as an example the depiction of the crucifixion with four nails. This had been advocated by Francisco de Rioja and Pacheco in their manuscripts of 1618 (in Pacheco 1990: 713–34) and painted by Velázquez in the high-profile work produced at the time Carducho was concluding Diálogos (Rodríguez G. de Ceballos 1991, 2004; Bustillo 2010). Though the possibility arises here that Carducho criticised Velázquez for both shunning the rules of art and adhering to Pacheco’s excessive concern for the rules, the more interesting issue is Carducho’s discussion of the licence or freedom that could be used by painters. In sum, he advocated a measured use of licence, but criticised its excess in the followers of Caravaggio. This is a theme that is echoed in Pacheco’s writing as well.

When reading Diálogos it is important to bear in mind that Carducho was addressing not only painters but also spectators and patrons. This indicates his confidence that his criticism of decorum in religious painting would not give the impression of denigrating their taste or collections, although it is not clear that such readers would have read these sections, mainly addressed to an ecclesiastical audience, as lampooning bad taste. Carducho’s fifth and final polemical aside was clearly addressed to the senior nobility. In the seventh dialogue, Carducho criticises the use of portraiture by individuals lacking any exemplary qualities. His comments may be considered as a two-pronged attack on members of the aspirant social classes putting on appearances, as well as the painters that allowed them to pursue such vanity projects. It may be argued that here Carducho casts his various barbed comments beyond the realms of the court and out into the studios and workshops of Madrid, with which he had familiarised himself during the inspection of portraits of the king he had undertaken in conjunction with Velázquez (Lafuente Ferrari 1941; Aterido Fernández, García and Pita Andrade 2000: I, pp. 95–6 (doc. 91)).

In general however, Diálogos evokes a resplendent ideal of Madrid as a cultural capital that befitted the treatise’s dedicatee, Philip IV. The opening dialogue offers a survey of the cultural riches of Europe as seen by Dicípulo during his tour, while the final dialogue closes with a survey of the wealth of art that adorned Madrid. The implication of this textual symmetry was that Madrid was a destination that rivalled the European cities visited by Dicípulo – its rich collections, especially the king’s, making it a microcosm of the diversity of European art set out in the opening chapter. Carducho sought to encourage this flourishing of the arts and also to offer a record of it for posterity, but above all his book offers a eulogy to the Spanish patrons and collectors he knew would approve of the intellectual rigour and literary and artistic licence professed by educated painters such as himself.

The thirteen essays that make up this volume explore the diverse textual, material, historical, cultural and intellectual facets of Carducho’s treatise, as well as aspects of his own artistic production. They display a range of critical approaches to both Carducho’s writing and baroque art treatises more broadly. The opening chapter by Jeremy Lawrance offers an incisive introduction to Diálogos as a whole and engages with its variety of intellectual and ideological dimensions. Through a searching study of the author’s use of sources and his writing, and then moving on to the complex history of the book’s printing, Lawrance develops a discussion of how Carducho’s singular publishing project was inextricably bound up with the politics of artistic patronage at the court of Philip IV. The chapters that follow take up different strands of Lawrance’s study and explore the artistic, literary, political and above all courtly facets of Diálogos.

Further perspectives on the originality of Carducho’s treatise as a baroque book and text are offered through a series of studies on its literary dimensions, and its engagement with the religious culture of the court of Philip IV. While the visual and the poetic embellishment of the treatise is touched on by many of the contributors to this volume, it is the subject of a searching study by Javier Portús in Chapter II, in which he explores the sources and significance of the etchings, designed by Carducho, attached to each dialogue, as well as the appended poems that echo their themes. Carducho’s engagement with Italian precedents is examined and Portús highlights his response to the specific concerns of his day regarding the debates on painters’ social status and the intellectual value of their art. A further insight into the intellectual dimensions of the treatise is offered by Colin Thompson in Chapter III, which focuses on the significance of the mental concepto for Carducho as a writer and a painter. Thompson takes up both Lawrance’s and Portús’s discussion of Carducho’s relationship to other writers to develop an illuminating study of the interaction between word and image, and the representation of thought and the imagination by brush and pen.

Given the shifting attitudes to Carducho’s treatise over the centuries, the contemporaneous reception of his text is a key issue. Marta Cacho Casal deals with this in the fourth chapter by tracing bibliographical evidence for the dissemination of and response to Carducho’s book and the ideas it contains. Her study foregrounds the importance of maintaining a focus on Diálogos’ history as a book and how this material history mediated the ideas it contained. One significant group of readers Diálogos was aimed at was the court and nobility. In Chapter V, José Juan Pérez Preciado undertakes a study of Carducho’s eulogistic survey of the contemporaneous art collections of Madrid in the final dialogue. Carducho’s account offers an important source for the variety of painters, styles and genres included in these collections, as well as insights into the politics of artistic patronage that underpinned these displays of regal and noble authority.

The following three chapters examine Diálogos in relation to religious matters: the importance of sacred oratory at the court of Philip IV, baroque notions of the nature and function of religious art, and the question of decorum. In Chapter VI, Juan Luis González García provides a valuable basis for developing an understanding of the preaching and ideas on sacred oratory that shaped how Carducho conceived of his work as a painter of religious subjects. His chapter offers a specific case study of the theoretical notion of the Counter-Reformation painter-preacher. This is explored further, in Chapter VII, by Marta Bustillo, who examines the devotional context of the patronage and display of religious art in Madrid, as well as Carducho’s own involvement in three of the most influential religious confraternities in seventeenth-century Madrid. In Chapter VIII, Jean Andrews develops a perspective on Carducho as a religious painter through a focused study of his ideas on religious painting in relation to his treatment of the iconography of the Holy Family. The relationship of Carducho’s ideas and his paintings has been very rarely discussed, and her study provides a close reading of text and image that sets out a valuable framework for a broader re-evaluation of Carducho’s oeuvre.

Carducho’s engagement with the ideas of the Florentine theorist Federico Zuccari is a central concern in the next three chapters. His identification with his Florentine origins and his engagement with the ideas of Zuccari should not be misconstrued through vague notions of ‘influence’. Rather a concern of this volume is to explore how Carducho consciously engaged with his own past, as well as the legacy of Renaissance Kunstliteratur and a range of other intellectual literary sources, in order to address the art of his day. In Chapter IX, Macarena Moralejo Ortega examines the professional and personal ties between Carducho, his brother Bartolomé and Zuccari. She provides an insightful study of the Italian intellectual and artistic legacy that marked Carducho’s outlook as an artist and a writer. While Moralejo focuses on the relationship between the Carduchos and Zuccari, in Chapter X Rebecca Long concentrates on Carducho’s artistic training. Given that the narrative focus of Diálogos is the education of painters, this understanding of Carducho’s own training and the art, ideas and cultural concerns he encountered as an apprentice and a young painter provides an essential foundation for reading his treatise. Zahira Véliz, in Chapter XI, offers a detailed study of the relationship between Carducho’s ideas about drawing and his practice of this facet of the art of painting. Zuccari is one important precedent. She provides a close reading of his discussion of drawing practice and the novel features of Carducho’s ideas on disegno in tandem with an analysis of select examples of his drawing.

Véliz’s exploration of Carducho the draughtsman is complemented by the final two chapters, which explore Carducho’s engagement with two polemical issues related to the development of baroque art at the court of Philip IV: the value of sculpture and pintura de borrones. In Chapter XII, Karin Hellwig examines Carducho’s lengthy discussion of the paragone between painting and sculpture in the context of contemporary Spanish Kunstliteratur. She demonstrates that Carducho’s discussion of this question reveals his engagement with one of the most established topoi of Renaissance treatises on painting. She also explains how his singular conciliatory attitude to sculpture responded to the patronage of Philip IV and the use of sculpture as a key element of decoration and representation at the Spanish imperial court. The final chapter by Jeremy Roe explores another instance of Carducho’s conciliatory attitudes, this time to pintura de borrones, a mode of painting that Velázquez had begun to employ on the basis of Venetian precedents around the time that Carducho was writing Diálogos. Roe examines Carducho’s defence of this mode of painting and explores his ideas in the context of the study of science at the court of Philip IV.

This overview of Vicente Carducho’s Diálogos constitutes a first step towards a comprehensive re-evaluation of the significance of his treatise, his contribution to the development of the art and profession of painting in Madrid during his own lifetime and, not least, his own artistic output. It provides a resource for scholars of Spanish baroque art who may not be able to read the work in the original, and a compendium of opinion from scholars in Spain, Europe and the US on the significance of this remarkable theorist, politician, master craftsman and painter within seventeenth-century Western European art. Julio César Firrufino stated in his preface to Carducho’s Diálogos that it offered both ‘los doctos y curiosos, una copiosa y abundante noticia del Arte de la Pintura’ (the learned and the curious, a copious and abundant account of the Art of Painting; ¶[3]r). The diversity of this volume is intended to reflect that.






Carducho and the Spanish Literary Baroque

Jeremy Lawrance

From the standpoint of his own day the idea of painting propounded by Carducho in Diálogos de la Pintura strikes us at first sight as chauvinistic, reactionary and backward-looking. Maestro is made to uphold the antique ideals of High Renaissance classicism and Mannerist dogmas of pittura toscana riformata (line v. colour; he twice uses the term ‘buena manera’), hero-worshipping dead Italian masters (Leonardo, d. 1519; Raphael, d. 1520; Michelangelo, d. 1564) in a furious rearguard action against the ‘affectation’ of naturalism lapped up by his contemporaries, the ‘omnivorous’ devotees of ‘Antimichelangelo’ Caravaggio (d. 1610).1

This impression of mentally inhabiting some other time and place was intentional, as is clear from Carducho’s studied refusal to let his interlocutors give due weight to Northern art, even though they several times talk of the royal collections in El Escorial and Madrid, where he must often have cringed before the mighty treasures of Flemish painting assembled by Philip II and his heirs.2 As a former client of the valido Lerma he must also have known Rubens, the living artist most highly regarded at the 1630s Spanish court; yet of two passing mentions of the Flemish master, the second crops up in Maestro’s description of the Real Alcázar’s Salón nuevo alongside Titian, Cajés, Velázquez, Ribera, Domenichino (the sole mention of the last three also) … and ‘Vicencio Carduchi’ (Diál. VIII. 155r–v).3 Despite owning ‘an Inferno by Hieronymus Bosch’ and ‘two landscapes by Quinten [Massijs]’, in Diálogos Carducho grants recognition, among the Goths, only to Dürer.4 He is named eight times, nearly as many as all the rest together; the tally equals Bartolomé Carducho’s and doubles ‘Vicencio’s’, yet remains trifling compared to Michelangelo (47), Titian (24), Leonardo (20), Raphael (15), or – considering no work of theirs survives – Apelles (30), Parrhasius (10) and Zeuxis (8). Maestro is made to praise Dürer as a most ‘admirable’ artist (Diál. II. 31r), ‘the worthiest of painters, none more so’ (IV. 48r), not because Carducho appreciated his painting but only to stress that he owed his ‘stupendous greatness’ to combining the skills of brush and burin with ciencia, science (‘as learned and well-informed as he is expert and careful’ (31r); ‘he not only painted […], but wrote […] with outstanding erudition’ (48r)).

This, not any aesthetic criterion, was the point at issue. Sure enough, four of the eight mentions cite Dürer as a theorist known for the anatomical diagrams of Von menschlicher Proportion (1528), three as a maker of prints used as models for study. The most interesting is Dicípulo’s query about the iconography of a Dürer woodcut of the Last Supper in Maestro’s – or Carducho’s – ‘richly stocked’ studio (‘la Cena que en este estudio tan ricamente adornad[o] tienes, de mano del gran Alberto Durero’; Diál. VII. 112v, correcting the misprint ‘adornada’).5 It leads to a discussion of Tridentine debates on religious images that tells us all we need to know. Carducho was well aware of the importance of Northern art for Spanish painters, and freely availed himself of its example through the standard medium of prints (López Plasencia 2008; in general, Carrete Parrondo 1987: 321–44; Veliz 2008); so if ‘the Goths’ were excluded from Diálogos, it was by design. Maestro’s role is not to tell the facts about Spanish painting of his or any other day, but to present a classic sixteenth-century central Italian case for art’s being some kind of systematic science (Williams 2008).

Carducho took this care, then, to wrench Maestro’s ideas out of the real context of his day, like a cabinet-maker distressing furniture to make it look antique; but, of course, it was just a veneer. He doubtless intended to expound what that age considered immutable, self-evident laws of art, which in his case meant the Tuscan ideas of harmony he learned as a boy plus a ragbag (‘migajuelas mendigadas’, beggarly scraps; II. 35r) of classical authorities ransacked from handbooks and copied out in the exercise books of notes for an Arte de la Pintura on which Maestro is portrayed as working (‘notes […] I had just finished copying when you rang at the door’; Diál. VIII. 138r; ‘my notes of what I have read’; 141v); but the outlook of Diálogos remained stubbornly Spanish and baroque, unharmonious and anticlassical. Nowhere is this clearer than in Carducho’s overriding concern with the book’s sole intellectual idea, the nature of truth, about which, in common with his peers in the world of letters, though perhaps surprisingly for a visual artist, he judged there is nothing less trustworthy than sight, nothing less real than visible reality, and nothing on earth, as Gracián would later put it, ‘more contrary to verity than verisimilitude’.6 ‘Sight does not always grasp the sublime and hidden parts of perfection (lo sublimado y escondido de lo perfecto)’, says Maestro of the ‘external painter’ or ‘simple imitator’ in his discussion of this topic in Diál. IV. 47r–57r, ‘unless guided and enlightened by learned ciencia’ (53v); for even if he copies things ‘with such accuracy and liveliness that they succeed in deluding it (engañar) into thinking the painting true’ (52bis [=56]v), such naturalism has nothing to do with Nature (‘not learned, not imitating Nature (which is always wise), just natural-looking (lo natural)’; [56]r).

This nature/naturalism distinction may look like an epistemological argument about the necessary gap between the noumenal form of Dinge an sich and our perception of their phenomenal form; the parenthesis ‘Nature is always wise (sabia, divinely provident)’ shows it is nothing of the kind. Maestro does not mean reality is unknowable, only that to trust what we see is a dangerous moral delusion – mere word-play on the melancholy topos of desengaño. This is why Caravaggio’s ‘delusions’ (obras engañosas y sin verdad) pose a threat to religion (n. 1, below), why crude realism will never create ‘heroic works just by copying an imperfect world with brute naturalism (con sólo imitar el natural bruto y lleno de imperfecciones) without knowing […] the reason for things’ (55r). The evidence of our senses must be rectified by the transcendental a priori categories of ciencia, by which he means the opposite of what we call science, namely faith. ‘Knowledge of truth’, he later sums up, ‘comes from looking with the eyes of disillusion’ (Es conocimiento de la verdad, si lo miramos con los ojos del desengaño; Diál. V. 73v). Image alone without the crutch of Idea – a vista of grapes so grapelike that they signify only themselves, inspiring no impulse more edifying than an urge to peck at them (55r–v) – is mere illusion, never the ‘perfection’ of truth ([56]v–57r). Maybe this thesis could be made interesting; but not here. Maestro is made to grub up the most absurd and banal proofs, as when he proffers the laughably fallacious enthymeme that since life is ‘subject to the contingencies of Fortune’, painting from it cannot help us attain eternal bliss (‘any happiness purchased by this means must perforce be transient’; 48v); or when he declares, in a wild triumph of hope over experience, that painters must remember we can always tell a harlot by her ugly face and rotten figure. ‘I am sure there can be no one to argue with this truth’, he asserts – but adds disingenuously, and with even less logic, that to avoid ‘indecent errors’ when painting females, the ‘mere imitator of lo natural exterior’ should enrol with a teacher like him for ‘precepts and knowledge’ (49r–v).

Maestro goes straight on to develop this topic of painting’s efectos, tonguelashing the heretics (‘sectarians, a prince of this court named them’) who practise direct painting without heed for the risks that too much reality poses to what he calls art’s ‘huge and indispensable utility in politics and morals’ (Diál. IV. 58v–59r). More often he speaks bluntly of ‘necessity’, for instance castigating ‘ignorant’ painters who see only ‘things designed more for display of cleverness than necessity’ (Diál. V. 70v), or asserting, in reply to Dicípulo’s query whether the world could do without painters, that if we attend to ‘the great benefits […] obtained from this discipline and Art, we must confess it to be universally necessary […] to the commonwealth’; ‘that painting in general is necessary […] we are told by our holy Mother the Roman Catholic Church, which is infallible’ (Diál. VII. 117v–126v, at 118v, 126v). The pernicious link between ‘utility’ (expediency), ‘necessity’ (constraint) and power apparently does not trouble Maestro’s conscience, but it is always embedded in his language, as in his remark on royal portraiture: ‘we should attempt by every possible means to please [Their Majesties] by arranging all things necessary […] for the portrait’ (125r).

Such insistence on art’s instrumental function, not as an end in itself but as a didactic arm of the Establishment, seems a long way from Carducho’s serenely neo-pagan Renaissance sources. Compared to theirs, Maestro’s stance is overtly anti-art: the painter, he argues, has no duty to himself, to beauty, to reality or to the spectator, but only to the ‘need’ and ‘use’ of his masters in Church and state. So he rejects all discussion of aesthetics; in a text of c.89,122 words, the term ‘beauty’ (belleza) occurs eleven times (cf. n. 6, below), once in a poem by another hand, four times in relation to subjects other than art (the beauty of Christ, angels, women), the rest in passing and mostly as a dirty word for the frippery of colorido, one of the things explicitly deemed unnecessary for what Maestro elsewhere calls ‘the generic purpose’ of art (Diál. VI. 92v): ‘painting without colours […] achieves its aim, which is to represent what is necessary to us; this is not done by formless colours, which […] are fruitless’ (Diál. V. 77v).
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