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Introduction

Over the past twenty years, as thousands have visited exhibitions and mu-
seums, read books and seen movies based on the life and work of Fran-

cisco Goya y Lucientes (1746–1828), the outline of his life has become familiar. 
He pursued his early studies in his hometown of Zaragoza, before going to 
Madrid in 1775, where he lived for almost five decades. During those years 
he witnessed the downfall of the Bourbon monarchy, the occupation of the 
Spanish throne by Napoleon’s brother, and the restoration of the Spanish king, 
whose reign was interrupted by a three-year period of constitutional govern-
ment. Through it all, Goya remained in service to successive monarchs, as he 
simultaneously explored subject matter never before seen in drawings, prints, 
and paintings, ranging from the etched satires of Los Caprichos to the enig-
matic scenes painted on the walls of his country house over two decades later. 
In 1824 he requested leave from his position as first court painter and, sup-
ported by his full salary, traveled to France, where he spent the last four years 
of his life in Bordeaux among a colony of Spanish exiles. He made two return 
trips to Madrid before his death in Bordeaux in the early morning hours of 
April 16, 1828. This chronological overview of his career, however, does little 
justice to the complexities and transitions of the era that informed Goya’s art 
and defined his life; his story personalizes the political and cultural transfor-
mation of Spain, from the mid-eighteenth to the early nineteenth century. His 
patrons and acquaintances were often victims of ever-shifting politics, and 
their stories, briefly told here, offer foils to Goya’s own.

Goya’s youth in Zaragoza coincided with changes in the education of 
young artists, as the private academies of Goya’s first teacher, José Luzán 
Martínez, and of the sculptor José Ramírez de Arellano, both advocates for 
the establishment of a royal academy in Zaragoza, challenged the power 
of guilds over artistic production. This transition toward academic control 
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impacted Goya’s family directly, as the neoclassical style sanctioned by the 
recently founded Royal Academy, which gave preference to marble over 
gilded wood for altarpieces, threatened the profession of Goya’s father, Jo-
seph, and older brother, Tomás, both gilders. Unable to retain the property 
that had been in the family for a century, the family relocated frequently and 
was at times separated. When his father died in 1781, intestate because there 
were no possessions to leave, Goya became the main financial support of his 
mother, sister, and two brothers, as well as of his wife and growing family, 
which by then included as many as six children. Both his lifelong attention to 
income and investments and his concern for the financial security of his heirs 
betray a determination to never again experience or impose on his family the 
poverty of his youth.

Occasional visits to Madrid and Goya’s relocation to the city at the age of 
twenty-nine introduced him to the world of the Bourbon and cosmopolitan 
court of Carlos III. Central to his reign was the modernization of his capital, 
as many of Madrid’s iconic buildings and public spaces were created: the royal 
palace; the promenade of the Paseo del Prado, with its shaded walks, foun-
tains, and sculptures; the adjacent botanical garden; and a museum of nat-
ural history—​today, the Museo del Prado. As in the larger capitals of Paris 
and London, and in contrast to Goya’s native Zaragoza, new public spaces 
made the city a stage, not only for royal celebrations but also for individuals 
from widely diverse groups, now brought into daily contact.1 Types emerged, 
identified by dress and manners, including most famously the majos and their 
female counterparts, or majas, representatives of the popular classes who in 
dress and manners resisted the reforms of a foreign king; their antitheses were 
the petimetres (from the French, petit maître) and petimetras, blindly devoted to 
French manners and fashions. Born on the streets, such characters appeared 
in prints and plays, to be immortalized by Goya in his designs for tapestries.

Goya’s public life encompassed roles at court and within the society of 
Madrid, governed by etiquette and demanding conformity if not restraint; a 
counterbalance to that public life was the world defined by family and per-
sonal relationships, including, until 1803, his friendship with an enlightened 
businessman in Zaragoza, Martín Zapater. Although Goya lived in the cap-
ital, he never completely left Zaragoza and Aragón, which he defined as his 
patria, or homeland; in signing an altarpiece for the Cathedral of Seville 
forty-two years after he settled in Madrid, he identified himself as both first 
court painter and Cesaraugustano, or from Zaragoza. Even after Goya lost the 
support of powerful patrons in Zaragoza, it remained close to his heart, very 
possibly because of Zapater, the recipient of over 140 known or documented 
letters from the artist.
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The collection of the Museo del Prado houses 119 of those letters; images 
of them on the Goya en el Prado website intimate the artist’s moods, expressed 
through a variety of scripts and styles, from the formal script of an amanu-
ensis to informal letters in which Goya scrawls only a few words across the 
page or adds drawings.2 Written from 1775 to 1799, the letters reveal a grow-
ing intimacy, as well as a mutual admiration, between the two men and rep-
resent what we today call a private world—​a term that in the eighteenth 
century had not yet coalesced to describe an individual reality that stood be-
yond the conventions and codes of public life.3

The letters bear witness to a deepening friendship and trust between the 
friends, to their interests, and to what could be expressed. In the years im-
mediately following his arrival in Madrid, Goya referred frequently to com-
mon acquaintances in Zaragoza, but after a dispute with his brother-in-law, 
a senior court painter, and patrons of a major commission in Zaragoza, his 
subject matter shifted, as the very thought of Zaragoza infuriated the artist. 
His tone became increasingly confidential as he confessed his hopes and his 
tribulations in seeking patronage and making his way at the court of Madrid. 
Coming to claim Madrid as his home, he urged Zapater to join him there to 
escape the petty jealousies of Zaragoza. As both men enjoyed increasing suc-
cess and suffered the stresses that accompanied it, Goya’s letters became an 
outlet, as he reported in verse the tragic death from smallpox of a favored 
prince and his consort, or responded to Zapater’s joke about the mourning 
dress at court following the death of Carlos III. The men shared blatantly rib-
ald humor, with drawings to accompany. Of course, with only one side of the 
correspondence, we can only infer Zapater’s words.

Following a visit to Zapater in November 1790, Goya returned to Madrid 
to discover that his sole surviving son had contracted smallpox; Goya, too, 
fell ill during his own requisite quarantine. In letters dated to that period, 
Goya feelings for Zapater approached obsession: one man’s fevered honesty 
may have been the other’s transgression, for Zapater apparently stopped an-
swering. When a letter was lost in the mail, Goya realized he had gone too 
far, writing that he would regret it if others saw it. His tone became more 
measured, and the friendship endured until Zapater’s death in 1803.


Given his unwavering confidence in his genius (genio) and creative intellect, 
or invención, Goya possibly considered himself entitled to such transgres-
sions. The word invención enters his story shortly after his arrival in Madrid, 
as he worked as an unsalaried painter for the royal tapestry factory. Painters 
of tapestry designs, or cartoons, were paid on a scale: cartoons of the artist’s 
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own invención earned more than those based on another artist’s concept: 
when granted permission to develop his own sketches, Goya immediately 
identified his cartoons as “de invención mía” (of my invention). For Goya, in-
vention was far more than a scale for payment: it was the central tenet of his 
art. Aware that his genius might cause trouble following his appointment as 
court painter in 1789, he wrote to Zapater: “There is also the circumstance of 
my being a man so well-known that from the king and queen down everyone 
knows me, and I cannot underplay my genius as others might.”

Recuperating from the illness of early 1793 that left him deaf for life, Goya 
experimented with subject matter, drawing and painting for the first time 
with no commission to guide his hand: he drew vignettes inspired by con-
temporary life and in paintings gave free rein to what he called his “caprice 
and invention.” From this point forward, this experimentation continued in 
tandem with his commissioned works: as he painted portraits of the royal 
family, ministers, and Madrid society, frescoed the interior of a church in 
Madrid, and fulfilled religious commissions from Cádiz, Madrid, Toledo, 
and eventually Seville, he represented in small paintings natural disasters, 
cannibals, madhouses, and murder. These works of fantasy, referred to in a 
contemporary inventory as caprichos, apparently found buyers, for they are 
recorded in inventories of private collections. The now-deaf artist began to 
add captions to his drawings, giving them a voice that implies that they, too, 
were shared.

Goya’s sociability surely contributed to his success with influential indi-
viduals and even the king. People enjoyed his company. He was an avid and 
excellent hunter, who, when he killed eighteen pieces of small game with 
nineteen shots on one outing, felt it necessary to justify his one miss. As a 
game of golf might today foster relations with clients, Goya hunted with at 
least two patrons, the infante don Luis (brother of the king Carlos III) and the 
future duchess of Osuna, whose patronage of Goya over three decades was 
second only to that of the royal family. Years later, following his appoint-
ment as first court painter, he requested and received special permission to 
fish on the hunting grounds adjacent to the royal palace in Madrid. Even the 
king liked Goya, who reported to Zapater how Carlos  IV joked with him 
about the Aragonese and Zaragoza and took him by the shoulders, almost 
embracing him; in a visit months later, the king inquired about the artist’s 
son, recently recuperated from smallpox, and then began to play the violin. 
Contrary to the romantic image of Goya, deaf and isolated, he enjoyed fam-
ily and friendships throughout his life.

As a courtier, Goya served kings and earned the favor of ministers and 
aristocrats, even when his genius tempted conflict. Within a year of be-
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coming court painter, he refused to undertake a series of tapestry cartoons 
ordered by the king—​even though he was a salaried painter whose main 
responsibility was to paint cartoons. A yearlong standoff ensued, but well-
placed friends apparently tolerated his insubordination and, even though 
Goya had painted nothing to earn his salary, granted him a leave of absence 
to travel to Valencia. Years later, during the Napoleonic occupation of Ma-
drid, he painted numerous portraits of the supporters of Joseph Bonaparte, 
and probably even painted the “intruder king” himself, but was nevertheless 
cleared in 1814 of any collusion with the Napoleonic court and allowed to re-
sume his court position with full salary under the restored Fernando VII.

Prior to his deafness, Goya had a keen interest in music; sent popular 
songs to Zapater, to whom he also recommended a singer; and wrote of a 
concert in the palace with more than one hundred musicians. He also learned 
French, writing one letter to Zapater in the language, before he conceded the 
difficulty he had in writing, though he could understand it when spoken. We 
do not know the contents of Goya’s personal library, given a lump-sum value 
by an unqualified appraiser in 1812, but parallels between Los Caprichos and 
the subjects of essays and satires in the daily Diario de Madrid attest to his 
knowledge of issues of the day, which a deaf man could best glean through 
reading. His name was included on a subscription list for the Spanish trans-
lation of Samuel Richardson’s novel Clarissa, and a reference to the fables of 
the Italian author Giambattista Casti in an etching of about 1813 signals his 
familiarity with Casti’s satire, Gli animali parlanti (The Talking Animals), trans-
lated into Spanish and advertised that summer. During the politically tumul-
tuous summer of 1823, as royalists took revenge on liberals in Madrid, Goya 
received the recently published posthumous works of Nicolás Fernández de 
Moratín and responded with praise that delighted the writer’s son (and pub-
lisher) Leandro Fernández de Moratín, who within a year welcomed Goya 
to Bordeaux. A lifelong learner, Goya pushed the potential of aquatint etch-
ing to its limits and, three years before his death, experimented with his new 
technique for painting miniatures and revolutionized lithography with the 
publication of the Bulls of Bordeaux.

Goya’s illness of 1793 has long been considered a major life crisis. Granted 
that such turning points are inventions of hindsight by those who remem-
ber a life rather than live it, I suggest that if such a point existed, it occurred 
about a decade later. Zapater died in early 1803, court patronage waned, and 
Goya turned his attention to his family, securing the financial well-being of 
his son, who married in 1805; a grandson was born the following year. Nu-
merous commissions confirm his status as the leading portraitist of Madrid 
society, and his sitters included his son’s in-laws, who appeared in portraits 
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painted from about 1805 to 1810. When the invasion of Napoleonic forces 
brought the downfall of the royal patrons Goya had served for thirty-three 
years, his career as first court painter came to an apparent end, eventually 
recognized only as a hiatus. Beyond the commissions fulfilled for the French 
occupiers, his art became increasingly intimate and experimental, including 
still lifes for the family house, and allegories of time and youth. When he re-
turned to etching, it was no longer to create a series intended for public ed-
ification as he had done eleven years earlier with Los Caprichos: in wartime 
Madrid he created an extended meditation on the devastation of war, imag-
ining the atrocity of conflicts raging beyond Madrid. He etched on whatever 
copper he could find, and as the war brought famine to Madrid, he recorded 
the suffering of which he was a witness. If he undertook these etchings origi-
nally with an eye toward publishing them, his intention shifted as his subject 
matter became relentlessly tragic. He etched for posterity and left the plates 
with his son; they were published thirty-five years after Goya’s death.

In portraying Goya as a liberal thinker, some writers downplay his ser-
vice to Fernando VII, the conservative monarch restored to power in 1814; 
others overlook his service to the French court in favor of representing him 
as a patriot. In fact, he served both rulers. To assume that Goya considered his 
personal perspective more important than his public identity as a court artist 
is to impose values that are not of his time: these were two separate spheres. 
After a six-year war, Goya, like many of his countrymen, possibly welcomed 
the return of order, no matter the cost. Judged innocent of any wrongdoing 
during the Napoleonic occupation, he collected his salary but was for the 
most part invisible at court, since Fernando VII preferred a younger artist, 
Vicente López. Corporations and municipal governments commissioned the 
requisite royal portraits from Goya, who responded with images that today 
often appear half-hearted and formulaic.

Beyond commissions, he drew incessantly and also etched disparates—​or 
irrationalities—​that gave form to a world where ignorance and cruelty have 
displaced all virtue. He spent time with friends and possibly met or renewed 
an acquaintance with Leocadia Weiss, documented as his companion in Bor-
deaux in 1824. When in 1820 liberal forces triumphed, leaving Fernando VII 
with no option but to accept the constitution promulgated eight years earlier, 
Goya created drawings that perhaps celebrate the event, but few saw them. 
Increasingly he absented himself, making improvements to a country retreat 
across the Manzanares River from Madrid. On the walls he painted scenes 
that would become known in the twentieth century as the “black” paintings, 
disparates writ large.
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With the help of an international alliance, Fernando VII was restored to 
power in 1823 and within eight months of the king’s return, Goya requested 
a leave from court, ostensibly to take the waters in France for his health. He 
never followed that recommendation but in Paris joined the in-laws of his 
son before returning with them to settle in Bordeaux with Leocadia Weiss 
and her children. There he enjoyed a salaried leave of absence, which he con-
scientiously renewed several times before soliciting his retirement with his 
full salary, also granted to him. He returned twice to Madrid, visiting friends 
and a son who rarely wrote to his father, and sitting for a portrait by Vicente 
López to be installed in the recently founded royal museum on the Paseo del 
Prado. Goya chose not to remain in Spain and returned to a quiet life with 
Leocadia, whose daughter Rosario became his only known artistic heir.

There is, to be sure, an extensive bibliography on Goya, dating back to 
articles of the 1830s. The first book-length monograph, published in French 
by Laurent Matheron, drew on conversations with those who purportedly 
knew Goya in Bordeaux (or knew people who had known the artist), leaving 
Matheron to fill in gaps. Many books followed on Goya’s life as constructed 
through his works, but these do not address the central challenge of biog-
raphy: “Is biography essentially the chronicle of an individual’s life journey 
(and thus a branch of history, employing similar processes of research and 
scholarship), or is it an art of human portraiture that must, for social and 
psychologically constructive reasons, capture the essence and distinctiveness 
of a real individual to be useful both in its time and for posterity?”4 Having 
written the first draft of this book as a history, dependent solely on extensive 
documentation, I realized that without going further, the book did no more 
justice to Goya than a curriculum vitae does for any individual. In thinking 
about biography, I became increasingly tolerant of Matheron, whose inven-
tions I once dismissed as romantic fabrications. He wrote at a time when a 
good story was valued as highly as fact, and he attempted to situate Goya 
within his epoch, which, for Matheron and his French audience, was defined 
by the French revolution. In the most recent biography, published in French 
in 1992 and translated into Spanish three years later, Jeannine Baticle em-
braced facts while telling a good story. Interpretation is intrinsic to a biog-
raphy, although I hope here that I have successfully distinguished fact from 
inference.

The many discoveries since the publication of Baticle’s biography justify 
a new consideration of Goya’s life. The publication of a sketchbook used by 
the artist during his final months of an early trip to Italy and in years follow-
ing his return to Spain in 1771 illuminated his artistic pursuits, his contacts in 
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Italy, his children, and his investments. The re-edition in 2003 of Goya’s let-
ters to Martín Zapater presented significant research published since the first 
edition of 1982; this was expanded with the publication of the letters today 
in the Museo del Prado on the Goya en el Prado website. Documents filed be-
fore his marriage in 1773 and a book-length study of his youth and family in 
Zaragoza provide new knowledge of his formative years; the chronology of 
his illness in 1793 has been clarified; a will, written by his wife in 1801, offers a 
glimpse into Goya’s family life and friends; a letter reveals Goya’s concern for 
Leocadia Weiss following his death. With Goya, there will always be more 
to learn. Aun aprendo.
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Borbón, Francisco de Paula Antonio María 

de, 184, 216
Borbón Dos Sicilias y Habsburgo Lorena, 

María Antonia de, 209
Borbón y Borbón, Carlos María Isidro de, 

184, 249
Borbón y Borbón, Carlos María Luis 

Fernando, 178, 184–85, 192
Borbón y Borbón, María Isabel de, 184
Borbón y Borbón, María Luisa Josefina 

Antonieta de, 184, 192, 209–10, 216
Borbón y Braganza, Sebastián Gabriel de, 

318–19
Borbón y Farnesio, Luis Antonio Jaime 

de: Goya and, 69, 76, 79, 82, 223; Goya’s 
portraits of, 77–78, 184, 185, Pl.4; life and 
family of, 72–74, 173–74

Borbón y Sajonia, Antonio Pascual de, 
infante of Spain, 7, 184, 216, 249

Borbón y Sajonia, Francisco Xavier, 7–8
Borbón y Sajonia, Gabriel Antonio de, 94, 

182
Borbón y Sajonia, María Josefa Carmela 

de, 7–8, 184
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Borbón y Sajonia, María Luisa Antonia 
de, 7–8

Borbón y Vallabriga, Luis María de: Goya 
and, 262; Goya’s portraits of, 74, 77; 
life and family of, 73, 190, 228, 245, 249, 
275–76

Borbón y Vallabriga, María Luisa 
Fernanda de (duchess of San Fernando 
de Quiroga), 73–74, 78, 190, 290, 291, 296, 
315, 316

Borbón y Vallabriga, María Teresa de 
(countess of Chinchón): Godoy and, 
158–159; Goya and, 262; Goya’s portraits 
of, 74, 75, 141, 158–59, 183, 185–86, Pl.18; 
life and family of, 214, 249, 290

Bordeaux: Fernández de Moratín in, 282–
83, 286; Goicoechea in, 291–92; Goya in, 
294–99, 300–308, 309–13; Silvela y García 
Aragón in, 282–83; Spanish émigrés in, 
288–89

Borghini, Gregorio, 190
Borroni, Paolo, 22
Bosarte, Isidoro, 133
Bosch, Hieronymus, 44
Bossi, Benigno, 22
Bourgoing, Jean-François, 97–98
Brambila, Fernando, 190
Bravo de Rivera, Tadeo, 203, 219, 226–27
Brueghel, Pieter, 102
Brugada Vila, Antonio de, 278, 281, 304–5, 

312
Buen Retiro (Madrid), 9, 47, 103, 188–89, 

190, 217, 221
Bueno, José, 317
Buffet, Paul and Amadée, 28
bullfighting, 12, 110, 120, 136, 229, 259–

62, 300–301. See also Bulls of Bordeaux 
(Goya); Tauromaquia (Goya)

Bulls of Bordeaux (Goya), 288, 300–303, 302
Burial of the Sardine (Goya), 201

Caballero y Campo Herrera, José Antonio, 
169

Cabarrús, Francisco de, 67–68, 83, 90, 108, 
159, 228, 262

Cabezalero, Juan Martín, 166
Cádiz, 148–49, 194
Cádiz Constitution (Constitution of 1812), 

239, 243, 245, 248–49, 275, 283–84
Calcografía, 172–73, 200

Calleja, Andrés de la, 10, 40, 65, 83
Camarón, Joseph, 129–30
Campo, Marcos del, 68, 76, 182, 191
Campomanes, count of, 109
Cano, Alonso, 119
Capitoline Museum (Rome), 20
Los Caprichos (Goya): advertisement and 

sale of, 137, 154, 161, 170–73, 237–39, 271; 
aquatint and, 171, 298–99; The Arrest of 
Christ and, 170; Ceán Bermúdez and, 
266; creation of, 175; Delacroix and, 303; 
Los Desastres de la guerra and, 233–35; 
donation of, 199–200, 319; Ferrer and, 
303; Guillemardet family and, 178, 292; 
Inquisition and, 303–4; objective of, 155; 
Sueños and, 140, 149, 153, 154

caprichos enfáticos (striking caprices), 245–
47, 246, 266–67, 272

Cardano, José María, 301, 303
Carderera, Valentín, 140, 267
Caricatures espagnoles / Ni plus ni moins, par 

Goya (Spanish caricatures / Neither more 
nor less, by Goya), 303

Caridad (Charity) (Goya), 233, 233
Carlier, René, 35
Carlos III of Spain: Bayeu and, 27–28; 

court’s annual itinerary and, 34–36; 
Goya and, 71; Goya’s portraits of, 90; 
modernization of Madrid and, 32–34; 
reign of, 7–8, 9–10, 11–12, 34–35, 47, 52, 
82, 94; San Francisco el Grande and, 78, 
79–80

Carlos IV of Spain: Bayeu and, 12; as collec-
tor and patron of the arts, 97–98; court’s 
annual itinerary and, 97; exaltación of, 
102–3; Goya and, 31, 96, 132–33; Goya’s 
portraits of, 96, 99–101, 100, 103, 176–77, 
193, 274 (see also The Family of Carlos IV 
[Goya] Peninsular War and, 209–10, 213, 
216, 218); portraits of, 107–8; as prince of 
Asturias, 7–8; reign of, 94–96, 102–6, 114–
15, 117, 144–46, 163, 173–74, 178, 180–82, 
191; Zapater and, 31

Carlos IV (Goya), 99, 100
Carlos III: Majestad y ornato en los escenarios 

del rey ilustrado (exhibition), 322n2
Carnicero, Antonio, 146–47, 217, 241
Carrete Parrondo, Juan, 352n19
La casa de locos de Zaragoza (The Madhouse 

of Zaragoza) (play), 132
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Casti, Giambattista, 246–47
Castillo, José del, 39, 40, 44, 47, 65, 67, 69, 

80, 86–87
Castillo, Tomás del, 86
Cayetano Soler Ravasa, Miguel Cayetano 

de. See Soler Ravasa, Miguel Cayetano 
de

Ceán Bermúdez, Juan Agustín: Bayeu and, 
9–10; Godoy and, 185–86; Goya and, 45, 
68, 83, 100, 147–48, 164, 202, 245, 260, 282, 
322n9; Jovellanos and, 67–68; political 
career of, 195, 228–29, 266–69; Royal 
Academy and, 164, 195

Ceballos y Guerra de la Vega, Pedro Félix 
de: Goya and, 188–90, 193; political 
career of, 188, 191, 194, 200, 213–14, 215–
16, 221–22

Cervantes, Miguel de, 132–33, 291
Chavaneau, Pierre François, 137
Chollet y Caballero, Francisco Vicenta,  

203
Chopinot, Léonard, 132
Christ on the Cross (Bayeu), 59, 274
Cibeles (Ceres) (Rodríguez), 34
Cidraque, José, 69
Cimarosa, Domenico, 120
Circumcision (Rubens), 20
Cistué, Joseph de, 112
Cistué, Luis María de, 112
Cittadini, Alejandro, 18
Clement XIV, Pope, 47
The Clothed Maja (La Maja vestida) (Goya), 

186–87, 187, 193, 253, 254, 304, 317–18
Coello, Claudio, 166
Colección de trajes de España tanto antiguos 

como modernos (Collection of the Costumes 
of Spain both olden and modern) ( J. de la 
Cruz), 43

Colón de Larriátegui, Félix, 133
El Conservador (newspaper), 276–77
Constitution of 1812 (Cádiz Constitution), 

243, 245, 248–49, 275, 283–84
El Convidado de piedra (The Guest of Stone) 

(Zamora), 165
Correggio (Antonio Allegri), 21, 25, 196, 

214, 243, 245
Correo de Madrid (newspaper), 106, 114
Council of the Indies, 121
The Count of Floridablanca (Goya), 70–71,  

70

The Countess-Duchess of Benavente (Goya), 
84, Pl.5

Cox, Kenyon, 119
Crónica científica y literaria (Literary and 

Scientific Chronicle), 268
Crowd in a Park (Goya), 270–71, 270
Crucified Christ (Velázquez), 166
Cruz, Juan de la, 43, 44
Cruz, Ramón de la, 43
Cruz Valdovinos, José Manuel, 354n22
Cuaderno italiano (Italian sketchbook) 

(Goya), 16–21, 17, 20, 23, 28, 30, 40–41, 
66, 79

Cubas, Manuel de, 122
Cuervo, Juan Antonio, 273–74, 274, 292–93

Dalrymple, William, 72
The Dance on the Banks of the Manzanares 

River (Goya), 41–42
David, Jacques-Louis, 181, 185, 240–41
Death of Saint Peter Martyr (R. Bayeu), 

108–9
The Death of Viriatus, Chief of the 

Lusitanians (Madrazo), 274
Delacroix, Eugène, 178, 292, 303
Los Desastres de la guerra (Goya), 200, 233–

35, 245, 246, 250, 261, 266–67
La Desgraciada muerte de Pepe Illo en la Plaza 

de Madrid (The Unlucky Death of Pepe Illo 
in the Ring of Madrid) (Goya), 260, 260, 262

Desprez, Louis-Jean, 255
Después los verás (You’ll see later) (Goya), 

269–70, 269
Diario de Madrid (newspaper): announce-

ments and advertisements in, 182; 
Carlos IV and, 114; on Gillray, 261; on 
glory of the nation, 169; on F. Goya, 
165–66, 178, 198; on J. Goya, 283; Goya’s 
announcements and advertisements 
in, 50–51, 125, 137–38, 154, 170–72; on 
lead poisoning, 122; on Madrid, 200–
201, 247; Peninsular War and, 213–15, 
217–18, 221, 224, 228–31, 348n26; on 
Piñero (El Maragato), 208; on portrait 
of Wellington, 241; sale of books and 
prints and, 137–39; on smallpox, 110; 
“Sueños” in, 152–54; on Tauromaquia 
(Goya), 259; Viegas and, 155–56; on 
Weiss estate, 281

Diario Ordinario (periodical), 21, 22
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Dibersión de España (Spanish Entertainment) 
(Goya), 302–3, 302

Diccionario histórico de los más ilustres 
profesores de las Bellas Artes en España 
(Historical Dictionary of the Most 
Illustrious Professors of the Fine Arts in 
Spain) (Ceán Bermúdez), 164

Didot, Jules, 291
Disparates (Goya), 200, 266, 271–72, 279–80
dogs, 38
Don Juan Antonio Cuervo (Goya), 273–74, 274
Don Quixote de la Mancha (Cervantes), 291
Doña Antonia Zárate (Goya), 203, Pl.20
Doyle, William, 348n31
Duaso y Latre, José, 285, 286, 293
The Duchess of Alba (1795) (Goya), 141–42, 

Pl.11
The Duchess of Alba (1797) (Goya), 150–51, 

243, 317, Pl.12
Ducker, Guillermo, 177, 297
The Duke and Duchess of Osuna and Their 

Children (Goya), 93, Pl.6
The Duke of San Carlos (Goya), 251, Pl.26
Dunstanville, baron of (Francis Basset), 77
Durán, Francisco, 239–40
Dyck, Antoon van, 102

Equestrian Portrait of the 1st Duke of 
Wellington (Goya), 240, 241

Eraso, Manuel, 18–19, 22, 27–28, 324–25n35
d’Erlanger, Frédéric-Emil, 280
El Escorial (Monasterio de San Lorenzo): 

Carlos IV and, 97–98, 105, 115, 146, 176, 
178, 182; court’s annual itinerary and, 
35–36; Goya and, 90, 174–75; Jovellanos 
and, 158; tapestry cartoons for, 38–39, 
98, 107, 120, 132–33, 279

Escudero, Marcos, 190
Espinosa, Carlos, 325n19
Espinosa, Manuel Sixto, 205
Espíritu de los mejores diarios de Europa 

(newspaper), 114
Esquilache (Squillace), marquess of 

(Leopoldo de Gregorio), 9, 33
Esquilache uprising (motín de Esquilache, 

1766), 33, 215
Esteve, Agustín, 100, 129–30, 134, 191, 243
Esteve, Rafael, 311
Esto es lo peor! (This is the worst!) (Goya), 

246, 246

etching: aquatint and, 170–71, 260, 298–99; 
Ceán Bermúdez and, 266–67; Goya 
and, 45–48; intaglio and, 301. See also 
Los Caprichos (Goya); caprichos enfáti-
cos (striking caprices); Los Desastres 
de la guerra (Goya); Disparates (Goya); 
Tauromaquia (Goya)

executions, 208, 229–30, 230
Expolio (El Greco), 170

Fair of Madrid (Goya), 63
Fall of the Giants (Bayeu), 12
The Family of Carlos IV (Goya), 7, 36, 108, 

183–85, 193, 209, 216, 335n18, Pl.19
The Family of the Infante don Luis de Borbón 

(Goya), 77–78, 185, Pl.4
Family Pact (1763), 51–52
Farsetti, Filippo Vincenzo, 21
Feria en Bordeaux (Fair in Bordeaux) (Goya), 

307, 308
Fernán Núñez, count of (Carlos José 

Francisco de Paula Gutiérrez de los Ríos 
y Sarmiento de Sotomayor), 202, 205, 
221–22

Fernán Núñez, countess of (María Vicenta 
de Solís y Vignancourt Lasso de la 
Vega), 202, 221–22

Fernández, María del Rosario (La Tirana), 
133, 203, 254, 316

Fernández de Moratín, Leandro de: Goya 
and, 148, 166–68, 184, 265–66, 289–91, 
294–95, 307, 309; Goya’s portrait of, 288, 
294, 295; life and family of, 228, 282–83, 
286, 294–95; Melón González and, 289, 
297, 299, 300, 309, 310; Peninsular War 
and, 222, 239, 262; political career of, 195, 
252–53; San Antonio de la Florida and, 
167–69; Viegas and, 155–56; L. Weiss 
and, 281, 294, 312

Fernández de Moratín, María, 353n2
Fernández de Moratín, Nicolás, 282, 286
Fernando IV of Naples, 105, 209–10
Fernando VI of Spain, 7
Fernando VII of Spain: Ceán Bermúdez 

and, 266; Goya and, 305–6; Goya’s por-
traits of, 215–16, 219–20, 227–28, 239–40, 
249, 254, 256–57, 258; Peninsular War 
and, 213–15, 216–17, 218, 219, 283–84; as 
prince of Asturias, 184; reign of, 188, 
244–45, 248–53, 286, 315
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Ferrer, Mariano, 109
Ferrer Cafranga, Joaquín María, 291, 294–

95, 297, 303
Ferro, Gregorio, 11, 65, 67, 80, 83, 143, 205
The Fight at the New Inn (Goya), 43
Flight into Egypt (Goya), 39, 266
Floridablanca, count of ( José Moñino 

y Redondo): Goya and, 47–48, 64, 68, 
70–71, 73, 76, 82–84, 262; Jovellanos and, 
67; political career of, 47, 76–77, 82–83, 
94–95, 103, 104, 108, 114, 117–19; Ponz 
and, 65, 77, 80, 118–19; portraits of, 70–71; 
Royal Academy and, 86, 95–96; San 
Francisco el Grande and, 64, 65, 67

Folch Costa, José Antonio, 205, 219–20
Folch de Cardona, Francisco, 107–8
Fontainebleau, Treaty of (1807), 213
Fontana, Filippo, 168
Foraster, Alberto, 202–3
The Forge (Goya), 317
The Forge of Vulcan (Velázquez), 45, 102
Foucault, Michel, 271
Four Seasons (Maella), 274
Francisco de Saavedra (Goya), 163–64, Pl.14
Frayle, Francisco, 10, 11
Frayle, Manuela, 25
Frayle, Mariano, 25
French language, 91
Fuendetodos, 3–4, 99, 221

Gaceta de Madrid (newspaper): announce-
ments and advertisements in, 47; 
Carlos IV and, 114; on constitutional 
militia, 284; Duaso y Latre and, 285; 
Goya’s announcements and advertise-
ments in, 45, 173, 326n31; on Isabel II, 318; 
on members of Joseph’s royal order of 
Spain, 236

Gainsborough, Thomas, 141–42
Galarza, Josefa, 281
Galarza, Juana, 206, 281
Galeria de mujeres fuertes (Gallery of Strong 

Women) (Le Moyne), 137
Galos, Jacques, 288, 296–97, 304, 311
García de la Huerta, Serafín, 317, 319
García de la Prada, Manuel, 236, 252, 310, 

353n2
Garcini, Ignacio, 202–3
Garcini, Josefa Castilla Portugal de, 202–3
Gardie, Gustaf de la, 255–56

garrote, 229–30, 230
Gaspar Melchor de Jovellanos (Goya), 163–64, 

Pl.13
Gaulon, Cyprien Charles Marie Nicolas, 

288, 301, 303
Gazeta de Mexico (newspaper), 348n24
General Nicolas Philippe Guye (Goya), 231–

32, 232
Genoa, 17–18, 20, 23
Géricault, Théodore, 301
Giaquinto, Corrado, 6, 9, 19, 42, 198
Gibraltar, 52
Gil, Bernardo, 203, 249
Gil Ranz, Luis, 199, 205, 221
Gil y Zárate, Antonio, 203
Gillray, James, 261, 261
Ginés, José, 168
Giordano, Luca, 47
Girodet, Anne-Louis, 181–82
Giusti, P. P., 47
Glendinning, Nigel, 322n6
Godoy at the Battle of the Oranges (Goya), 254
Godoy y Álvarez de Faria, Manuel: as col-

lector and patron of the arts, 196, 253, 
325n1; Fernández de Moratín and, 148; 
Goya and, 133, 135–37, 143–44, 182, 183, 
193–94, 215, 240; Goya’s caprichos and, 
161; Goya’s portraits of, 141, 185–86, 191–
92, 192; life and family of, 158–59, 185–86; 
Peninsular War and, 213–14, 216, 218; 
political career of, 114, 124–25, 143–46, 
155, 158–59, 163, 173–74, 181, 191, 195, 208–
9; Velázquez and, 166

Goicoecha, Jerónimo, 291–92
Goicoechea, Juan Martín de: Aranda and, 

117–18; Goya and, 54, 56, 58–59, 66, 81, 
93, 102, 156, 176, 324n6; San Francisco el 
Grande and, 64–65

Goicoechea, Martín Miguel de: death of, 
300; Goya and, 296, 304; life and family 
of, 206, 207, 289, 291–92

Goicoechea y Galarza, Gumersinda, 
206–7, 311–13

Goicoechea y Galarza, Manuela, 207, 289, 
291–92, 300

Gómez, Dionisio, 228
Gómez, Pastor-Jacinto, 101, 199, 340n15
Gómez, Pedro, 163, 191
Gómez, Vicente, 96, 97, 98
Gómez Marañón, Ángel, 188
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González, Blas, 26–27
González, Braulio, 26–27
González Arnao, Vicente, 290, 291
González de Sepúlveda, Pedro, 67, 101, 122, 

185–86
González Ruíz, Antonio, 40
González Velázquez, Antonio, 6, 12, 25, 40, 

65, 83, 88
González Velázquez, Zacarías, 241
Goya, Braulio José Benito ( Joseph), 3–5, 

10–11, 25, 26, 63
Goya, Manuel, 12, 25–26
Goya y Bayeu, Antonio Juan Ramón y 

Carlos, 28
Goya y Bayeu, Eusebio Ramón, 39
Goya y Bayeu, Francisco de Paula, 54–55
Goya y Bayeu, Francisco Javier Pedro: 

country house and, 280, 284–86; Goya 
in Bordeaux and, 296–97; Goya’s death 
and, 312–13; Goya’s portraits of, 206–7; 
Goya’s power of attorney and, 300; 
Goya’s works and, 254, 272, 317, 318–19; 
life and family of, 80, 92, 99, 206, 256, 
303, 310–11, 318–19; political involvement 
and, 222, 241–42, 283, 284–85

Goya y Bayeu, Hermenegilda Francisca de 
Paula, 66, 67, 85

Goya y Bayeu, María del Pilar Dionisio,  
51

Goya y Bayeu, Vicente Anastasio, 42
Goya y Goicoechea, Mariano, 206, 207, 277, 

280, 284–86, 311–13
Goya y Lucientes, Camilo: life and fam-

ily of, 4, 10–11, 15, 25, 63, 74, 78, 80, 85; 
Zapater y Gómez and, 75–76

Goya y Lucientes, Francisco: affairs and 
properties of, 50–51, 66, 67, 69, 79, 88–89, 
99, 125, 182–83, 198–200, 215, 252, 277–81, 
284–87; biographies of, 136; illness and 
deafness of, 122–24, 133, 136–37, 148, 152; 
marriage and children of, 16, 22, 27–28, 
30, 39, 50–51, 54–55, 66, 80, 85, 92; as pin-
tor de cámara (court painter), 96, 98–102, 
107, 112–13, 174–77; portraits of, 306–7, 
306, 316, 317–18; self-portraits of, 135, 135, 
233, 233, 254–55, 276, 298, Pl.27, 29; will 
of, 236. See also specific works, people, and 
places

Goya y Lucientes, Jacinta, 4
Goya y Lucientes, Mariano, 4

Goya y Lucientes, Rita, 4, 10, 11, 15, 25, 63, 
92, 342n6

Goya y Lucientes, Tomás: affairs and prop-
erties of, 66, 88–89, 99, 342n6; artistic 
career of, 28–30; life and family of, 4, 
10–11, 63, 92, 221

La Granja de San Ildefonso, 35, 36, 97
Gravina, Federico Carlos, 209
El Greco (Doménikos Theotokópoulos), 

170, 185
Guercino (Giovanni Francesco Barbieri), 20
Guerra, Juan Álvarez, 247–48
Guillemardet, Félix, 292
Guillemardet, Ferdinand, 174, 178
Guillemardet, Louis, 178, 292
Gumersinda Goicoechea y Galarza (Goya), 

206, 297, Pl.22
Guye, Nicolas Philippe, 231–32, 232
Guye, Victor, 231–32, 232

Head of an Angel (Goya), 25, 26
El Hechizado por fuerza (Bewitched by Force) 

(Zamora), 165
Hermitage of Saint Isidore (Goya), 92
Herrera, Juan de, 35
Hillo, Pepe, 260, 262
Holland, Elizabeth, 220–21
Holy Family (Mengs), 245
Hoogen, Mister, 313, 354n22
Hospital of Our Lady of Grace (Zaragoza), 

13–14, 131
Hugo, Joseph Leopold, 203–4
Hugo, Victor, 203–4

Ibáñez Machín, Pedro, 191
ilustración (Spanish Enlightenment), 44–45
Ingres, Jean-Auguste-Dominique, 292
Inquisition, 10, 222, 253, 275–76, 303–4, Pl.1
intaglio (in-cut). See etching
invención (creative intellect), 41–42, 51
Invención de la pintura (Invention of Painting) 

(Allan), 78
Ireland, William Henry, 341–42n27
Iriarte de la Nieves Rabelo, Bernardo de: 

Goya and, 231, 262; Goya’s portrait of, 
157–58; political career of, 181, 195, 239; 
Royal Academy and, 118, 120–21, 130–31, 
143–44

Isabel II of Spain, 318
Isabel of Braganza, 265
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Italy, 16–23, 24
Itinéraire descriptif de l’Espagne (Descriptive 

Itinerary of Spain) (Laborde), 231

Jacques Galos (Goya), 304, Pl.35
Javier Goya y Bayeu (Goya), 206, 297, Pl.21
Jesuit order, 47
Josefa Bayeu (Goya), 37, 206, 207
Joseph of Calasanz, Saint, 272–73
Jovellanos, Gaspar Melchor de: biogra-

phy of, 266; Goya and, 67, 69–70, 78–79, 
100, 162–64, 194–95, 262; Goya’s portrait 
of, 74–75; Meléndez Valdés and, 155, 156; 
political career of, 83, 108, 145–47, 158–59, 
161, 169, 195

Juan Meléndez Valdés (Goya), 117, 156, 157
Juan VI of Portugal, 82
Juliá, Asensio, 348n24

Kaunitz-Rietberg, Aloys Wenzel von, 
318–19

Laborde, Alexandre, 231
Lacoma, Francisco, 241, 273
Lacour, Pierre, 315
Lardizábal, Miguel de, 257–58
Laurent, Jean, 280
Le Gros, Pierre II, 19, 28
lead poisoning, 122–24
Leandro Fernández de Moratín (Goya), 294, 

295
La lechera de Burdeos (The Milkmaid of 

Bordeaux, Goya and R. Weiss?), 313–14, 
314, 315

Leonardo da Vinci, 119
Lerena. See López de Lerena, Pedro
The Letter (Goya), 317
Lewisham, viscount of (George Legge), 77
Liceo Artístico y Literario (Artistic and 

Literary Lyceum), 317
Life Is a Dream (Pereda), 185–86
lithography, 301–3. See also Bulls of 

Bordeaux (Goya)
Llorente, Juan Antonio, 350n41
Los locos de Zaragoza (The Insane of 

Zaragoza) (play), 132
López, Tomás, 198, 345n1
López de Enguídanos, José, 103
López de Lerena, Pedro: death of, 117; 

Goya and, 83, 91, 100, 113; political career 

of, 83, 94–95, 108; Royal Academy and, 
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