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Thus the baroque attempted to cuide human beings whao were grouped together
in masses. acting upon their will, psy chologically
resortes] them by means ol a technique of attraction that. as such. ettectively
exhibited a mass character. From there emerged the very function of prudence —
the predominance of which we have dealt with above. With prgdcncc. said Juan
de Salazar. —psyches and wills are attracted and captured.” ME e was practiced
o the politician and

mativating frmoviendo con

in this way by everyone {rom the architect and painter
moralist. In the middle of this scale, and in relation to 2 sphere that is of great
sents @ very important area in the application of
“in the government where
o b0

interest to us because it repre
barogue culture. Swires de Figueroa tells us that itis

prudence is more concerned with wills than with understandings.

Chapter 3
A Mass Culture

With regard to the seventeenth-century crisis, it is not immediately obvious that
the dominant class (in the broadest sense of the term) was attempting to arrive
at a faithful reestablishment of the model of knightly socicty. conducting itself
according 1o prototypes of a medievalizing seignorialism. From the outset. the
seigniors made no effort to retain their military functions. Far from having their
influence and prestige hinge on the monopoly of hearing arms. they looked for
other reasons to reeain their privileges. In a few cases. they reestablished their
economic situation by improving administration. in others either by raising rents,
employing coercive means for being given the best lands in the division of
communal propenty. or succeeding in making part of their patrimony lands to
which thev had only juridical right. thus giving them an economic content. As
a rule. then. they tried to increase their patrimony. frequently making recourse
to obtaining new roval gifts as the most secure means. Therefore the powers of
the privileged groups. which had declined but little. were gaining in strength:
at the end of the seventeenth century they were stronger than a century before.
Certainly the pyramid of social stratificaton was maintained. although it was
partly ordered according to other criteria. which in itself did not mean that it
would not be strongly eroded in the long term.

Thus we are. to some extent. faced with a new society. whatever may be the
restored traditional element present in it. Consciousness of that newness is found
in innumerable writings from the epoch. which did not specificatly criticize the
individuals of one or another group who were not fulfilling their obligations o
much as the shift that these groups had undergone in terms of the whole. In part
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that corresponded to the fact that society was presenting other characteristics,
was finding itself to be of a ditferent makeup. Without taking this change into
account. without noting everything that had become new. it is impossible to
understand the baroque phenomenon. A new society —even though we can only
speak of it in relative terms —needs a new culture to give shape to the new
modes of behavior and the new ideological bases that must occur within it: 2
new culture is manipulated as an instrument of integration — such is the fate of
every cultural system — in the new state of things. With this culture. those who
propagate it hope to dominate better the tensions threatening society from within,
although they may never come to be eliminated, This is the point of view from
which we must consider what we are calling baroque culture. a culture developed
to bring under control not only religious disquiet (as has so often been said),
but all the insecurity produced as a consequence of the long period of changes
that the western European socicties had been undergoing for centuries.
Baroque culture emerged from an epoch that had known a noticeable increase
in population. This demographic imbalance. even at its highest points in the
sixteenth century, stayed within the limits of a population movement that, al-
though favorable, did not go beyond the same growth rates of traditional society —
even if at some point it was on the verge of doing so. When this growth gave
way and the tendency reversed itself. a consciousness of the masses of population
being very numerous remained until much later (it is humorous what the town
of Ocafia said in response to the 1578 questionnaire: “It is understood that there
have never been as many [inhabitants] as at present. but one thing may be more
noteworthy than others: this settlement must be one of the towns most full of
people in the world, because we have scen many [pcople] who have traveled
far and wide become amazed with regard to this particular™).! But above all
there remained. for a long time. the belief that the people in the world abounded
in greater numbers thanever and that the consumption of goods was much greater.
The memory of a demographic boom in the preceding period, which was
considered over and had to be reestablished in order to come out of the crisis

that its disappearance engendered. turned almost all seventeenth-century writers

on economic matters into ““populationists™ (i.e.. advocates of the idea that societies

with a great population mass are ticher and more powerful). As Gonzilez de
Cellorigo maintained. “The greatest wealth of the realm is many people”;2 of
Sancho de Moncada. who wrote an entire discourse on “Population and the
Increase in Number of the Spanish Nation™:* or Alvarez Ossorio, according 0
whom “the multitude of vassals enriches the monarchies.”* The abundance of
individuals constituted a stimulus for production. It was noted early on that
an entire series of political. economic. and social phenomena were related 10
one another, and everyone in the baroque believed with satisfaction that they
were going to find themselves living in societies that in a short period of time
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lv)vr(;lsitli(fg:es overflowing with people and. consequently. with property. power. and

l_3efore the beginning of the baroque cemury. everybody in Spain knew that
serious losses of population were taking place in the CUU-n[l’V.-CC"()ri”() con\'idcn:d
that pf all the ills afflicting the monarchy — wars. f:nnine;‘. pluuuc: mzml death
pgghgence—the greatest was “the lack of people that here has bccn. .m‘lk‘in(;
1tself. known for some vears.”® The seriousness of the matter was rcuwni;cd i;
OfﬁCI?I documents of Philip HI and Philip IV.” and Pedro de V;llCllCi‘Z:l applied
a rud:megtary statistical criterion to determine or. rather. to calculate what this
lo'ss was.” There were debates about the causes of the phenomenon which‘mmé
blithely attributed to wars and emigration. whereas others. reac.hing a Amurc
profound level in their analysis. looked internally and deemed them t‘o be a
consequ.ence of certain aspects of the social structure or of the government's
economic policies. All wished for great masses of population. Of course thi;‘
does not imply that they anticipated mass phenomena, nor. in the event that thé
counfry became‘abundantly populated. that such phenomena would occur. To a
Certain extent. 1t was a precondition that would be at the origin of the new
phenomena. When a burgeoning population was desired or oblainehd formulations
of a mass type were already being made. ' |

Yet the two things did not coincide. If we take note of the years when it
0cc1_1rred, this is shown by the well-known decline in the population index in
Spain. Phenomena of a mass type would appear precisely at the conjunctural
moment. wl‘llen the demographic development took a downward turn. But already
that aspiration 1o overcome such a negative sitvation would remain to a certain
ex?ent as an echo of the tendency to formulate the aspects of state and social
existence — i.e.. military. alimentary. urban aspects. even (as we shall so()ln see)
thf)s? referring to school curriculum and study” — on a gigantic mass scale ;Fhe
fmgmal cause of mass forms was the populationist tendencies. which were. held
in common by all seventeenth-century Spanish and non-Spanish writers. and not
at all the effective attainment of an abundant population in a ﬂiven.countrv
(F.rance, for example). although they were nonetheless necessa;lv beund ui‘)
with one another beforehand. When the seventeenth-century state — the early
m?Qem State — wanted to count on a large population. although it didn't al\vay’s'
achieve it, this owed to the fact that it was already a political form with n]ilﬂ.‘.
culture characteristics. )

In the seventeenth century, however, the population became relatively more
conce'ntrated in certain areas even as it declined in absolute terms. The demo-
graphic a!terations. accompanied by changes in the interrelations among groups —
change_s in mores. beliefs, and modes of living — signified a pr()f(;uhd lr:bmﬁ—
f(?rma.tlon of culture. apart from the structural changes studied by econonﬁc
historians. In his famous study of kitsch. Greenburg wrote:
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The peasants who settled in the citics as proletariat and petty bourgeoisie
aake of efficiency. but they did not win

learned to read and write for the
the leisure and comfort necessary for the enjoyment of the city”s traditional

culture. Losing. nevertheless, their taste for the folk culture whose
background was the countryside. and discovering a new ¢apacity for
boredom at the same time. the new urban masses set up a pressure on
society to provide them with a kind of culture fit for their own consumption.
To fill the demand of the new marketanew commuodity was devised: ersatz
culture, kitsch e
It was a culture — an art, a literature, distractions and social games — produced
by the requirements of a new situation of society and translated into the new
relations between the market and the position of the consumer population in it
that had at its disposal certain commercialized products. (C learly. no matter how
far back we antedate the fact that the exodus of rural multitudes to the city led
to new forms of popular culture. the examples offered us by the cultural commerce
of kitsch in this incipient moment could never be the same as those that social
rescarchers are concerned with today. But this difference cannot prove an obstacle
since. in terms of the baroque. we are not speaking about the process of social
massification implicd by kitsch: at that time there would have been no radio or
widely circulated newspapers that the public could make use of: they didn’t exist
in 1830. much less in 1700, yet this concept has been applied to the sociocultural
situation of both time periods. 1 shall try to show that its beginning — always
emphasizing that it is a question of incipient forms — can already be discovered
in the baroque.) .

In the seventcenth century. the peasant population’s invasion of the cities was
already taking place to a considerable degree. and this is why the early manifes-
tations of Kitsch have 1o be setin this century. Until now these subproducts of

high culture have not been studicd: at most. an art or literary textbook has, in
bringing cach cpoch to a close. dedicated a small chapter to authors of lesser
quality. Now a great interest has arisen in the study of those levels of socialized
culture, but since it has emerged specifically in researchers from countries tha

ast thirty years have known a more spectacular level of development.
asion of the means of mass communication and a fabulous
of standardized cultural products. the phenome-
non has tended to be seen as a novelty. as something that had never before
at is understandable because the circumstances of industrial develop-
r been known before. In addition, those
ists who are today studying the phenomenon throughout the countries
. Germany. ¢tc.). have not been inclined 0
1 the theme that has so recently become

in the i
along with an inv
inerement in the Mass consumers

oceurred. Th
ment of the last decades have also neve
speeial
where they live (the United States
see more than direct economic reasons i
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an object of study ing fi
realmJOfCuhuml:ii(.)dz};fif,:e?t, manufacturmg t!rms‘. applying themselves to the
o ot e procuect Eit.h‘:nuld have given rise to kitsch for market reasons.
which hoore st o o €1 I:drg[}umenl. The diversification of cultural levels —
N specjﬁcany“modelm ” a ' 1e appearance of popular and mediocre culture
e phomomen t_ha[ poem br:) al‘[:’ough deve]pped to a greater or lesser degrec.
the boginming of mademnin ;\r;:; ,M:;d t(’wfhe time of the social crisis C()tlﬁli![llillg
200d o bad Bothie Paimi!;g.” (m( :3-1. as D..Mz'icdm?a]d claimed. there is no
it there 15 no. painine n 1y understanding, it would be better to sav
aroundey. therm i+ e :md bozebgood or b.ad‘ quality is determined on social
A manifesm}on dand a aroque painting and theater, and every sort of
becatee of the o m avrchnect%lr_e to the novel — is either good or bad
mfavorable qualifie 1o 1 SOCIal‘C-OI'IdIII(’m-mg. In saying bad we are tying this
charactoriad g egmbi' ~chond11mns giving r'ise to kitsch: a popular culture
e represen{ing ‘ ténder:.s ‘menvt of types with a standardized repetition of
S ing a tende C{:\/ toward soc:fx] c"onserva(ism and corresponding to
cutsehues largely on th;:)ge m' ;are establishing these characteristics by basi ng
o dy B s Nélur 'ldlt, .TF. Lazarsfeld and R. K. Merton attributed to
Sfen md'a‘- o uz: y. if the mean_s of mass communication are of a
was o ety than 10se we can consider as such in another epoch (there
o 1heatri(;a] in the se-\'enteel?th.century. but there were books.
sosers. prosramme. 1am represemat_m‘ns‘. painting in abundance, songs in vogue
Feordinn their.nmu::::oon;sj. ;tc'.): if 1t. Is easy to comprehend that such media:
i 1o posent mad 1o e and their [.:)OSSlblhtleS of influencing, are always, both
ot fone 1n the pa.st..re]atl.vely dependenl on the structure of property
diven the sty d_?r ssion: anc_i |f that gives rise to the fact that even today
oot even ot Orltheresnce?:e exzst_mg between one country and another, oné
et ot ope Commue .‘f)\'let.l,nmn and the United States having the same
o pmducté .in o qevmc.mon. then the aspects characterizing the possible
oy e n ! |aier e;l\tee’mh cemur'_\' would have to be even more different
e re;\,ea]ed ‘ : A nfdc‘cumulzitmg _p()pulmion and a culture industry at
i spptans for a“embi\. the fact t_hat org,?m:zed companies were provided with
o ometicme: t];;n hq”:]g .scenarros. which was perhaps more or less primitive
iy represemati(;n - [;ec‘ were construct.ed expressly for the comedia, so that
o e arion had l()‘pme an] occupation. and the acting occupation was put
b, which Ao an}j()ﬁﬂm{e}‘}n{( et us recall the anonymous /oa in praise of this
- pm“duc{ion. m: ose collected by Cotarelo). i.e.. as an activity of
Ewopear, Fies -~;;b5 z;t [carhtloads .(.)f books were sent from Lyon and c;tller
i olute hordes.” as Saavedra Fajardo hyberbolically de-
We h iscusse
i i:vrfo(t)f:(e)nbdlsc:usstd the fe\'emeenth-century rural exodus to the cities.
e confused with a necessary abandonment of the agrarian
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fticultics of the time thrust sizable groups of day

wofession: the cconomic di LU . i
lat drastically changed their forms of life

{ ers irhan milicus where they 4
l‘l::}:x::rl?ll]nu:\igr Diego de Colmenares dcscri!?cd the z:iguing and qtfurt:.els:im;z
habits that led toward confrontation and street dlsputc..\‘. On t?le m?” 12 o
smaller but still appreciable numbcers. there was an Increase m ici IJ,UT -ere
merchants and in diverse types of professionst there was also an ingrease m

- . - e » M v 3 e
i tir e e servants who came to inhabit th
o les and in their employees and se ! !
e e 1e places. This grow th

city, passing through its streets and gathering at its meeti ‘ on

implied the necessity of secking in this urban milicu a cultural .su,\(umn‘ggdl g
o ¥ o weith works of 4 e

all this jumbled-together population: most were content with w orlks ulf lz mlt e

y i e hi 3 ural level w
‘low™ J in s -ases creations of the highest cult
or “low™ type. and in some < ol e
required. so that the urhan growth of the baroque epoch ran parallel to the de

for cultural growth in all social layers.
The seventeenth-century cultural exp 1
iduals who learned to see, listen to, rexd ! r
:Il’il)lrl;gﬁ(w's well-known reference to the popul'ur r_c:dding of the Quijote. ofuh.tl;“:l)(;r;
de Chaide. and of Montemayor’'s Dianga is significant) arose from among those
who were incorporated into the urban milieu. those wh-o were c<lf)s<; to E)f.;;seo m;ny
already a part of the urban cultured group. and, hcsu?es those. fron . wi(h‘the
more who attended the university lecture halls_—— whose u.»tal capacity. e
creation of universities and professors” chairs m.the I‘?\cnzussancc. had_ Ln_:re:zed
considerably. But that expansion also had a |I1z.?gunvc s_u_lc: the liuIne’rk:ulsl :‘E)" o
population lost its connection with its lrushtmnal milieu wh':r% (\j\ ;d e
popular culture {cultura popular] was being secularl?‘ presarve fa o rofesz
cut its contacts with Church and family members. w:uh people o fo ﬁge fes
sions. perhaps with certain institutions, and .even with per@nj .o T;:]r'e:sqi;_umon
in the rural ambient could be related to as neighbors and frien s ' : ‘ q‘QUb_
made necessary a culture to replace what was lost, a cul.lurc L'krn‘e a;fn;ited
4 product of high culture: kitsch. This cannot be taken as dlSSL‘n‘Ilnjl[I(v)n © (.; ted
Famounts of cultured knowledge. of small doses'uf high cultur.c tmnfsmm‘;. c;n“ :
or less crudely to other layers. No: even then it was & quc?lun.} O g.m sum:be
popular culture [culmra vulgar) for the' urban masses. pr(ihdblsi—w t[ lihc-u e
studied today with computers — according to a levf:l currc;.spon ing tot -fw " e
middle classes. which knew how 1o read and prac}med this cqltural iz:c:tn l\i moe
assiduously because they had enough leisure time to dedicate t emscd\_f. o
reading lll';Ll cimilar activities. (Although in thuj nn\'?l fmd lh?letcr ‘—danl ‘,lwms
take note of its iconographic elements. also in pa‘lnnng’—';.uhtufg' rce :Odum
appear that seem 1o correspond to a “high f('wmmt'l(m. n? gf‘nc‘r&l t -ef\- d[r ;i)n -
that would be equivalent to what one sociologist ha:\ calle nvm culr: ! ;ne
cases — ribald ballads, farces and other kinds of theatrical representations —

i : '* [n any case we
must accept that it is a question of pure and simple masscudt.)” Inany ca f
| hich belongs the greater part 0

ansion probably had a positive side: indi-
. and assimilate works of great culture

are encountering manifestations of kitsch, to w
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seventeenth-century  theatrical  and, especially, novelistic production. The
thousands of comedies published for the epoch’s consumption cannot signify
anything else.
Will this aid in explaining. on sociohisterical grounds. why in studyving the
baroque we must study or at least take into account the presence of bad taste,
. of the ugly. of the work of low style? In previous epochs we might be able to
dispense with this component: in the barogue. that would be impossible. Until
a short time ago. every so-called baroque style was identitied with a style of
bad taste. But it was simply that, for a series of social reasons. kitsch emerged.
and then even work of high quality was produced simultaneously and in compet-
ition with works of those other levels of culture for the common people [viign).
Sometimes the same author was responsible for works of more than one level — let
us recall Lope and Calderdn. But to the extent that it was necessary to produce
more culture because there was more consumption. there was also a greater lack
of individuals to produce that culture. This resulted in the phenomenonal increase.
which can be measured statistically, of writers and artists who in the seventeenth
century appeared everywhere; among them, as a new element, one would have
to include the popular [adocenados] writers and artists who were enjoyed by the
public of a mediocre level. As the kitsch of our time, the popular [vi/go] baroque
was not a counterculture of a popular [popular] tradition (it could not be farther
from it}. nor properly speaking a substitute for culture; however, this expression
can be used in market terms. keeping in mind its consumption possibilities. It
was rather a culture of low quality that might become a pseudoculture or a
pseudoart. It might even be called a bad culture, but always sufficiently similar
to high culture for it to be designated with the same word: they fulfilled, ultimately.
the same or similar function because they responded to a demand of the same
nature.'®
But how does the mass character of baroque culture come about. and how is
it explained? Although at different degrees of evolution, the dominant social and
economic forms — which were dircctly dependent on sixteenth-century demeo-
graphic growth that continued in the cities in the seventeenth century, even it
by then the population factor was arrested or being reversed — have by some
been characterized as mass production. In the epoch itself, the printing industry
came to be considered as such. Since the middle of the sixteenth century. the
books produced by printing were said to be so numerous and inexpensive that
no one. no matter how tight one’s budget. found it necessary to do without any
book one might want. Mechanical printing was capable of providing the market
with great quantities of books: “Because of this, books. which used to bhe rare
and high-priced. have become more commonly available and affordable.” accord-
ing to one appraisal that we can easily verify. 7 Relying on this and other devices,
which could achieve an inexpensive and mass production and were capable of
reaching a large public (specifically in the area of cultural dissemination). the
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Baroque can be presented as a phenomenon of kitsch. The seventeenth century
experienced an expansion that iy the groundwork: printing was judged as an
industry of culture that worked for a great quantity of consumers.

Although only in its incipient stages, painting also exhibited the first hint of
ater consalidate itself along the same lines. Every produc-
jon to demand. of course. but did not
1o 2 cer-

a tendeney that would |
tion of this type sought to pay atient
subordinate itself directly and individually to previous orders: instead.
tain extent. it prepared and shaped the demand. Such would come to be the
case for Giorgione and Titian. who worked for the market and not for prior
individual requests. 18 1t has been said that Rubens applied “methods of industrial
manufacture to the organization of artistic work™ and that in Amberg a great
number of painting and engraving masters - more pumerous than those emploved
in certain food industries — followed similar methods: all that proclaims a mode
of production of the manufacturing type. ' Something similar could be maintained

ano. Murillo. and others. Some painting treatises of the epoch,
Y are for the most part instruction books for
d aspects of the economy. the culture.
asystem of prefabrication
rtain extent — models of

about Atonso C
and especially Francisco Pacheco’s.”
serial production. These are closely linke
and seventeenth-century society. As a typical case of
cally imposed, at least to ace
premade products, the barogue city was acquainted with shops selling ready-made
clothing. Tn one of his novels, Lope introduced o gentleman who, upon arriving
in Madrid. “buys his servants gallant clothes from that miraculous street where
are clothed without taking measurements.”

ached the same tevel of development: regardless,
alongside the development of {ubor in
Weber cited a Veldzquez
ass before manufacturing

that proposed — and practi

SO many

Not all European socicties re
the baroque was formed and matured
shops of the manufacturing type — as an example, Max
painting. Las hilanderas. Of course. much time would p
production reached an appreciable level. except in England (in Spain. onc would
cven observe a retrogression). Nevertheless. that the epoch’™s mentality appraised
industrial activity in a different way wis revealed by the fact that the terms
came widespread to designate. in Spanish. the
as can be veritied in the lexicon of the
Mata. and others. Naturally,
and the fact that those two
ation informs us of

Jactory and manufaciuring be
epoch’s means of industrial production.
cconomists — Sancho de Moncada, Martinez de
there was no factory organization of production.
he word workshop were used withowt differenti
22 (3 the other hand. let us observe that there
f science fiction in

words and 1
the incipient Tevel of the changes.
is taking place today @ mass production and consumption «
countries that are not fully participating in the development of contemporary
are discovering that the mentality corresponding to
ymmunicated and absorbed. Ina similar
ated the development of a mentality and
ith the development of manufac-

seience. despite which we
this diftused. hybrid genre is being ¢
way. the seventeenth century contempl
modes of life having a mass character, along w
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turine o here | S
tﬁaltntii:i\n::;:; ::;;T:?;:SL:th::itll:,:;l:hlul Sl.lt:]! .:l fevel., But. inaddition, given
_ m s i adageneral projection. itcan clearly be considered
gr(:.); tgcl(l;"r::;\ir; h;!l-‘hln'\\ ’n z‘lpp-cur;mce in the ccnnmpic realm and independently
o determinations. although always tn relation with conditions
perating upon the economy itself,
peé;}lrsf::,;n.,:“,d }(h;lt ‘lhc lndu..sl.ri;_ul Revolution produced the masses, [tuprooted
P fj?mr.mn inmmumt:c.s and crowded theny into the citics growing up
o Suad:nl\@;;;::r.ed 1’:; 'lndlii[r‘izﬂ ch‘nlution. however, is mnlvs(amclihling
oy suddents app ared : rmlmdl_mcl}' transtormed things. Many alterations
erway since the Renaissance reached an appreciable level in the
seventeenth century and underwent a greater expansion in the eighteenth. Wh :L
the large factory superseded the manufacturing workshop. kitsch art and .cu!t ) ‘
Fncoun‘tered two conditions that until then had not been present: a “ﬁt"md' d"u‘ul
lnduslrla! pr'oduction" for a “prototypical consumer.™ Sin.ce 1;1‘:19; Rk(x:i:;:\'l:“;‘L
;tfel?ped lln:ls‘t(wric:ﬂ complexes taking place successively and m'cvr. !(;119 po'rin:l;
Se\:el::;;mh Li;tr:!zrt\h(;tnl}":enh'rst appearances of mass society came uh(;m in the
nth century a manner correlative not to serial production (as this
concept s used'xp the regimen of the large factory) but 1o production based n.r
shon—term.repemum. such as takes place in m:mufaélurimz. When these C(wr‘laili )t
of production occurred in the realm of culture — the b()(;k. the engr';vina i ‘( -
they were b_mught te bear on the fact that work was being done f‘or '1c". . k:l_
a.lready ha\'.mg an impersonal character. at least within ti:c p.ms‘ibili;icspuf l]L’
time. In l_hlS way. the masterworks of the baroque epoch wke.re in 'l.[[()’lr‘;'u'
awc(f(;(mp;]xﬁzcd b\ masses of low and mediocre works, by midendr and ;nus"s'('r;\;;
tio; };ld :(,?]rm,“.]jlzd kns_c’h s p(vpulelr mspiratim-). Factory and industrial produc-
t reache the same level in all countries. but all the barogue countries
were acquan?ted with manufacturing and consumed manufactured products: C()n;
sequentlv. kitsch appearcd in all of them as a necessary companion to hix;m ue
cultgre. But regarding the change in the modes of pm‘ductiun the ap C"lr‘lI: L
of Kitsch atTm‘e all depended on social causes (behind which. in .mm tllu{)rc‘ c: Ll:
'be economlc.facmrs) rather than on a direct economic maotivation: }11 this c‘jll:‘(
1? was a question of the concentration of population masses (partly f" rod k
tive character) in urban centers. party olnonprodc:
If meque culture was bound up with a restored setgnorial society having ¢
agrarian base. this interpretation does not contradict kils h:l\’in" bécn"l l't"d}1
manifestation of the manufacturing epoch. or rather, stemming frgm the d‘e\'( I;LL[
ment (')f the consumption of manufactured products. The ecconomic condii'“p—'
emerging from this fact must be taken into account — although the manufact l(?l‘T(}
!)ruduu:ts may have been manufactured outside of the Cuumr;(as ()fchn h‘; ) tlr;L‘ |
n Spam.l. arriving through legal importation or smuggling. But the Ore“\tlcrli[')tL](*L‘('
of the n.me depended largely on the social condi;i:)nscof the Orzat‘Eux’(‘)!e:z:‘:
monarchies. Let us not speak. then. about industrial producti(:m in seriez a:
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something fully developed, but rather about the early mass phase of an early
modern society that assembled an abundant population or perhaps a population
incorporated and made present as never before. Nourishing and managing this
population demanded mass means that had never been used until then and entailed
new proposals for governing society.

Undoubtedly the level of manufacturing for the public at large required a series
of economic and material conditions that, even in the nineteenth century. only
some European countries had succeeded in attaining: a great concentration of
manual labor, special buildings where machinery and workers could be brought
together, a high degree of development of the division of labor. an elevated rate
of capitalist investment, technical inventions, commercialization practices, and
expansive consumer markets. None of this was present in the seventeenth century
(except for a serious beginning in England). but the first glimpses of the later
development were appearing everywhere. It was certainly not a question of a
powerful, dominant class going about excluding the broad masses from superior
cultural and aesthetic enjoyment. Although not everybody (nor even most indi-
viduals or the majority of any social group) could participate in this cultural
enjoyment, precisely because of the inferior social conditions of poverty and
subjection, it would never have occurred to the dominant social group to use
the products of popular culture so that in consuming them the public at large
would stay at a fow level of development. That could not happen until it began
to be realized that there existed an accumulation of human beings who were
acting as a mass, as a public, and that correlatively there were appropriate means
of production available to increase the manufacturing rates of items — furniture
or paintings, comedies, novels or church images — destined for such a public,
so that they could be shaped in a predetermined way. Thus before the economic
conditions extensively imposed the kitsch cultural industry, political and social
conditions were already encountering new possibilities for group interests, pos-
sibilities consisting in making use of the incipient manifestations of what we
might at the teast call cultural manufacturing, which was capable of producing
in quantities greater than those necessary for maintaining a critical, creative, and
original culture (because here quantity fundamentally enters into account).?

The problem. then, concemned the way to form an opinion that the masses
would receive or that would be suitable for mass reception. Kitsch in the barogue
correlated to what there was of the technique of manipulation: the same thing,
therefore. that made it a “guided culture.”

In relation to mass culture, the problem has always been formuiated as to
whether the public is given what it desires or whether one succeeds in making
it desire what is offered. There is no doubt that the public is conditioned by the
offer confronting it and that everything hinges on that offer being presented in
such a way that certain feelings are provoked to which the public seems to
respond. Whoever undertakes the production of kitsch culture is directly interested
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in that process and has placed himself or herself in the service of the interests

served by that culture. Opinions are manipulated in the service of determinate

interests. Since the scholars who have studied the social phenomenon of popular

culture in our time belong to the larger countries their research has focused on

the printing firms of greatest circulation, the largest department stores, and the

biggest organizations of radio and television; as a consequence, it has been easy
for them to discover, behind all these complexes, commercial interests on a
grand scale. When in the seventeenth century. however, the first productions
appeared that were oriented toward a “public” proper (or, more rigorously, to a
public sociologically defined as such) kitsch was used as the effective expedient
to shape types, form mentalities, and group masses together ideologically. Thus
there were individuals whose opinions were extrarationally based, in the service
of the epoch’s economic, political, and social organization — in the interests of
the monarchy and the seignorial group. To applaud Lope in his Fuenteovejuna
was to be on the side of the monarchy with its vassals, freemen, and plebs. To
applaud Quevedo was the same, although there could arise cases of disagreement
among those who formed the ruling group; the same goes for deriving enjoyment
from Géngora, Villamediana, and Arquijo. In none of these cases — in those I
have cited and many others — were the works praised because something in the
text, on the canvas, or in the scenario proposed adherence to the system; rather
it is because they helped to prepare the mentality that was to serve as its base.

The seventeenth-century culture industry — the thousands of paintings and
sonnets and theatrical works, but also clothing, lampoons and placards, ways
and occasions 1o converse, stroll, be entertained — anchored its manipulation in
the centers where taste was imposed. Was it happenstance that there were centers —
and even disputes about them (recall the preceptist Carballo and many others) —
where it was established that one had to form whatever taste proved acceptable,
centers that were always coextensive with those upon whom power acted? Of
course this doesn’t mean that rejections of what was proposed did not frequently
occur: one must keep in mind the conflictive nature of the seventeenth century.
And undoubtedly the many creations conceived by Spanish baroque writers and
artists — creations that highly cuitured individuals took pleasure in — produced
no less often a full and direct aesthetic enjoyment on a level above conflict and
disagreement.

Macdonald observed that for political and not commercial reasons masscult
in the Soviet Union is imposed from above and aims more toward propaganda
and pedagogy than entertainment. Even without knowing the Russian world from
within, whoever has observed the masses of visitors passing through the rooms
of the Tretvakov Museum in Moscow will understand this distinction. Similarly,
the seventeenth-century absolute monarchies first showed the necessity of attract-
ing and moving the masses in their opinions; there aiready existed many different
incipient and incomparably small mass groups, and their adherence was decisive
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in the epoch’s conflicts and more so in its wars. These same monarchies com-
prehended that they had to use cultural resources that allowed for influencing
not the differences between individuals but “the reflections that one individual
shares with any other.” Thus the predilection for using techniques — or perhaps
simply procedures — of reproduction: all kitsch technology. from printing to
television, tends in itself and from its first moment toward repetitive production.”
Applying it to contemporary times. Giesz wrote: “Kitsch and mass psychology
have the same structure. Today's producers of kitsch are not naive thinkers but
astute mass psychologists, that is, persons who undoubtedly possess a conscious-
ness of kitsch, who even go so far as to investigate systematically the techniques
to produce the specific lived experiences of kitsch.”2® Today this is beyond
question. Did Richelieu and the Count-Duke conceive of it in this way? Did
Lope and Moligre know about it? Undoubtedly so. If we take into account the
infinite storehouse of notions about individuals’ mass reactions that can be found
among the disorderly pages of the Tacitists, we become convinced that many
were trying to disseminate a type of culture — without failing to cultivate works
of a higher level — based on reiteration, sentimentalism, easy passions that val-
orize the self, subordination to a recipe book of known solutions, and literary
poverty. Furthermore (and perhaps this helps to explain why it is so difficult to
discover what the baroque was, specifically in terms of the greatness of its
cultural works). there is scarcely a baroque work of high quality — from Bemini’s
Santa Teresa to Poussin's Pastoral, to Calderén’s La vida es suefio — that escapes
being touched by kitsch elements. Everything that belongs to the baroque emerges
from the necessities of manipulating opinions and feelings on a broad public scale.

As the sixteenth century advanced, those concerned with religion showed
themselves to be more interested in the problems of its preservation or dissemi-
nation among the popular masses than in anything else. Those in charge of
affirming and consolidating the monarchical governments or, in general, the
princes of each country relied more on the necessity of their reception among
the peoples and the problems deriving therefrom. Those who wrote. painted,
sculpted, and instructed seemed to act before more numerous publics, so that
the problem of acceptance or rejection by one or another single individual disap-
peared, and in its place was posed the complex problematic of mass adherence
or rejection.

But the public’s incorporation into society and the formation of communal or
public opinion did not mean that those masses of population individually obeyed
uniform criteria. Precisely the shaping techniques used to make the baroque
secure reveal the intention of forming unanimous opinions in favor of one or
another position, but concretely it turned out to be in favor of the ruling minority
of society governing by virtue of its traditional power. Let us recall that as the
baroque was on its way out, La Bruyére, seemingly recording an aspect of the
baroque inheritance, defined the automaton: *“The automaton is a fool, he is a
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machine, a jack-in-the-box [ressort]; the counterweight takes him away, makes
him move, makes him turn, always in the same direction and with the same
regularity; he is uniform . . . What appears least in him is his soul; it does not
act, does not perform, it rests.”2” In its final results, the baroque engendered
a certain measure of automatism as a product of the *‘culture industry’ we have
already mentioned. But then, as at any other time, the masses did not eliminate
disagreement among themselves, and their activity merged and was even unified
above the differences. Therein resided the tension that in barogue society, no
less than in any modern society, characterized the vacillating discord, opposition,
and struggle. In a report to Philip IV about Hurtado de Alcocer’s Discursos (22
July 1621), Lépez de Madera observed that among people there are individuals
who are always wanting to introduce new things, whereas others want to stop
everything to interrogate and criticize it; some agree only with the freest imag-
ination, others consider everything impractical that “comes from the diversity
of human ingenuity, some being inclined to invent and others to doubt and
dissent.”28

During the baroque's stage of uneasy concern, of violent tensions, this old
topos of the incalculable variety of opinions was forcefully and lively expressed
in Saavedra Fajardo; moreover, in grasping this fact he came to formulate the
first theory about the ideological conditionings of the milieu: Saavedra brought
to the fore

such disagreeing opinions and ways of thinking as there are in men, each
one differently understanding things in which we find the same incertitude
and variation, because if they are placed here or there they change their
colors and forms, either because of the distance, the nearness, or because

no thing is perfectly simple, or because of the natural mixtures and varieties
that are offered between the senses and sensible things, so that we cannot
affirm that they are, but only say that they seem to be, forming an opinion
and not knowledge [ciencia).*®

But precisely because of their multiform, changeable. and shifting character, the
established disagreements and dissents proved an obstacle to arriving at a positive,
univocal course: yet they facilitated a momentary fusion, as by way of irruption,
in whatever might be the negative action. In terms of mass psychology (according
to Freud). the individual reveals that “his ability to affect becomes extraordinarily
intensified. while his intellectual activity is markedly reduced . . . ” 3 In such
circumstances the diversity of opinions proves ineffective and even comes to be
a resource for their annihilation, while all the affective expedients become
strengthened.

We still have to formulate an interesting aspect acquired by the restoring or
conservative tendency of the baroque, precisely because the period already exhi-
bited those characteristics of massified behavior. It was a society that underwent
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a seignorial restoration, which, in principle, does not mesh well with the mass
character we are attributing to it. Nevertheless, that is an evident manifestation
of the conditions of novelty: we are faced with a society whose traditional
elements were encouraged, but also one in new circumstances. The Church, the
monarchy, and the seignorial preeminence were not simply imposed. as in feudal
society — for this reason, the unqualified use of the word feudalism to refer to
these times is lamentably antihistorical. Now, in fact, the restored tradition was
debated or, at least, put into question. That tradition felt the need for acceptance
by the masses and made use of means to address them. Baroque culture, in all
of its aspects, required a way to approach the popular masses: thus, without
taking away from the variety offered by the resources, those manipulating them
always attempted to spread them beyond the circle of the aristocratic minority —
whatever may have been the principle of selection —to “get to the motivations
[resortes) of popular emotion.™?' Tapié, following what M. Raymond and others
have said, foregrounds the tendency of the baroque to address the masses so as
to bring them together and integrate them, prompting their admiration by means
of pomp and splendor.”

“Popular” and “mass” are not equivalent concepts, but whatever may be the
nuances differentiating them, what interests us here is what they have incommon.
The **bold’’ painter (a lo ‘valiente’ as he was then described). or the cruel preacher,
or the king dressed in his regalia — the first in decorating a church, the second
in declaiming a sermon, the third in displaying his majesty — counted on the
fact that the expedient [resorte] they mobilized would set loose a statistically
equivalent reaction in the individuals of the multitude. In the seventeenth century,
we are viewing an early phase in meaning displacement in the concept of a
people [pueblo]; now it was equivalent to a crowd or a sum of indistinct, nondif-
ferentiated individuals, to an anonymous mass, a meaning that in the texts of
the time was more than once represented by the word vilgo (i.e., the common
people). In the seventeenth century the vulgo was always present. whether one
was speaking about literature, dealing with theatrical representations. or com-
menting on the war, economic difficulties, or politics. “The common people is
a body of many heads that is content with nothing,” Cellorigo said.** The volumes
of the Cartas de jesuitas probably do not mention a protagonist more often; we
may hear very bitter sentences against them, but that constitutes no more than
a recognition of their force.** The avisos of the epoch also frequently refer to
them, saying that they are abusive and feared, and advising that they be pacified
and calmed.**

In the excessive and distorted cultisms of the epoch (and not only in poetry),
it was not a question of the author yielding to the elite group or to those who
were truly learned, but to those who, because of their frequent contact with the
upper groups. had come to hold certain notions or simple learned references and
liked displaying their knowledge. The factor of the “common people™ was
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everywhere in baroque society. *‘Géngora’s language mixes the illustrious and
the common . . . . this alloy between the literary and the common breaks with
the Renaissance tradition and complicates Gongoran language.” This penetrating
observation by L. Rosales regarding the most striking example can be applied
to all barogue products. Since the end of the sixteenth century, it was also
manifest in the social forms ofipiety as spectacle./It happened in such a way (as
in other areas) that a new tasfe appeared, as L. Febvre has observed, for the
collective, for anonymity: a taste for “the slow shuffling of feet by those in the
ranks of the entourage” so that these processions could be seen from every
direction.>” At this moment, contrary to what Febvre so quickly assumed, there
is no reason to conceive of these manifestations as an instance of the Hispanici-
zation of western Europe: in Spain they would remain as an externally imposed
form and as “common” expedients of religion.

“The common people reason as common people ultimately, like plebs,” noted
Pellicer. It was not that they reasoned well or ill, in truth or in error; it was
something else. a question of their form of thinking in itself — it was plebeian,
not elite, it belonged to everyone else and consequently was appropriate for the
concentrations of people when they occurred.® Nevertheless, the attitude of the
baroque writer had been qualified as against the common people [anfivuigo].
Mopurgo-Tagliabue was thinking of this when he wrote that the baroque writer
“incites an impulse toward the new, the unique, the difficult, as a system of
privileged conventions.” 3% However, he failed to note that in proceeding in such
a manner one is seeking to distinguish oneself from those without privileges.
The theme is more complex than it appears. What is sought? A scholar of the
theme. A. Collard, tells us that in invoking the word culto — a word that develops
so much from Herrera to Géngora — Herrera “translated his ideal of an aristocratic

idealism. his disdain for the ignorance of the common people, a true antithesis -

of the culto [leamed] understood in this way. It is clear that to be a learned poet
is equivalent to being a polished, erudite poet and, we should say, an exclusivist
one, for minorities.™*’

But it does not suffice to stop there. These minorities were new, alien to any
hereditary system; they distinguished themselves precisely by acquiring a good
that was at the reach of all if the decision was made to enter on the free course
of study. They were not a group apart; they were those who had come to be the
few among the many. Their presence demanded the base of the common people.,
hence the word culto would come to be an object of satire and irony in being
applied to those with less instruction — that is, it drifted toward a form of kitsch.
Today we can see an extreme case that is similar in the problem of the culture
of crossword puzzles, which are cultivated by those without leamning tios no
cultos] or. rather, by the consumers of what D. Macdonald calls midcult (nor
can we fail to see it in masscult). Thus in the seventeenth century the diatribe
against the common people became aggravated precisely in those works destined
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for widespread (within that epoch’s proportions) consumption and written by
individuals in the service of a public with such characteristics. In La gran
Cenobia, one of his works directed toward the middle level, Calderén spoke of
the “novelesque common people.” Maria de Zayas spoke of “commoner novel-
mongering,” when what she herself did was write novels of “commoner.” i.e.,
popular culture. Apart from the overworked example of Lope, who confessed
to speaking in the common idiom to impose his kitsch products, let us recall the
example of Agustin de Rojas in the prologue to El entretenido,*' which contains
the harshest diatribe against the commoner public, in a book that can only be
written for them.

A passage from Lipez Pinciano prompts us to further reflection: “Notice that
the princes and grand seigniors speak with gravity and the utmost simplicity;
and notice that lesser people are so witty in their conceits and sayings that in
their biting wit they pierce one’s skin, pierce one’s eardrum.” 42 That was certainly
one way to arrive at “distinguishing,” to make the qualities of this group stand
out in distinction. The mass without distinction here appears as participating in
literary values. Therefore it is very fitting that the characters of the picaresque
novel are admirers of “conceits.” Also in 1617, when the baroque was in full
bloom, Susrez de Figueroa said that the literary works that mainly manifested
artifice and wit — two values that Gracian has taught us to be baroque at its
best — were appropriately only about and for common persons. which the author
made equivalent to persons from the city.*' These persons in turn in their soctal
conduct made up the anonymous sum of the urban mass. In the rural milieu,
the massification phenomenon proper did not take place.

In all of seventeenth-century Europe, demographic growth came to a standstill

or the population declined — and in Spain this recession was manifestly serious;

but the large cities generally increased in population, both those that were already

consistently acting as the state capital and those that increasingly play an important
role as a market or artesan center of a given region. They were in fact the site
where the first symptoms of proletarization took place.“ They were also where
the professional activity of the popular groups was represented in art; in their
occupations, revolts, and fiestas a multiplicity of behavioral modes occurred,
making evident that the baroque explicitly relied on the presence of these groups.
Therefore. and without detracting from the fact that barogue culture was mounted
as a response to the phenomenon. an attempt was also made to deatl with it by
another means: to relieve the large city’s overcrowding, to cut off this process
of massification. As the reaction behind it was inspired in forms of traditional
agrarian society, whose restoration was at stake — at least to whatever extent
possible, although it was more and more realized to be less viable — the proposed
solution, with its evident simplicity, was 10 reestablish the populations in the

countryside.
On 1 February 1619, the Royal Council told Philip 11I that to empty out the
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and how long they have been present, thereby avoiding all the confusion until
now.”* In fact, however, nothing could arrest the tide of urban concentration,
for pleasure was found even in the common people’s immense anonymity.
Jauregui called it: “This mundane common people, without number/ and different
in their inclinations.”*®

We can now offer some support that will allow us to comprehend how baroque
culture made use of media that were tailor-made for the masses and the mass
effects that were problematically put into operation. For example, the cultivation
and widespread interest in the biographical genre is significant. In today’s literary
world, we know that biographies serve as educating models, based on the figures
they present——exemplary or at least supgestive figures, whether positively or
negatively: they are used as devices to introduce or preserve, on a mass scale,

a general human type of certain behavioral values whose socialization is sought.

Lowenthal has studied biographies used to such an end in contemporary North

American magazines.‘” By looking at contemporary publishers’ catalogues, we
can see that publishers who produce for a large public issue many books of this
type. The baroque epoch coincidentally discovered the value of biographies as
a vehicle of political and moral education (or, rather, of political and moral
“shaping™) when this latter, whose object is social integration, was directed to

a number of people who, compared with previous epochs, could be taken as 2

multitude of insuperable anonymity. In any case, the dissemination of the gente

and its quality reveal tastes belonging to groups of such circumstances. Let us
recall the large number of political biographies written by a representative baroque
author, Juan Pablo Mértir Rizo.*® who. well aware that the genre was widely
consumed by his contemporary public, also translated some biographies from2
French baroque writer, Pierre Mathieu. Seventeenth-century Tacitists and
moralists seldom failed to write works of this type, which also found considerable
dissemination in the theater.

Few things have such an eloquent mass character as the Spanish comedia.

Perhaps because of this it advanced certain traits that are compat able to products
of the present time. R. Menéndez Pidal maintained years ago that Lope's works

could be qualified as wcinedramas™:*® with analogous criteria. A. Hauser has
said that the dramatic creations of Shakespeare have their own continuation in

the cinema.*® Rousset. who has made such fine morphological analyses of baroque

works, has compared the production of comedias in that epoch to the current

production of films.”' For N. Salomon. the Spanish baroque comedia, in the
greatest phase of its unfolding, developed in social and economic conditions that
were uniquely similar to those of contemporary cinematographic produc:lion.52
Without our making a study of the structure of barogue dramatic literature, these
references are sufficient for us to accept the relationship of the comedia to forms
of art obviously belonging to an epoch with a mass characterization.

It is symptomatic that a writer of novels and, moreover, of some picaresqué
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moral reason. Such is the meaning of the aphorism “vox populi. vox Dei.” But
when after the sixteenth century these words appeared more and more rarely and
instead phrases with an opposite meaning were repeated over and over. it arose
from the fact that in place of the traditional. medieval image of the people. there
now appeared the image of the common populace as an anonymous mass whose
way of thinking did not translate exactly into a natural order of reasonableness.
This formulation reflected an inherited opposition. one from the medieval and
Aristotelian tradition: only now, in the carly modern centuries. its meaning was
altered. In effect. the traditional moralists had distinguished between reason and
opinion, recognizing in the first the ordered and constant transcription of truth
and in the second a disordered. whimsical, and unstable way of thinking that
was ordinarily liable to error. In La Celestina. Fernando de Rojas had his charac-
ters attribute to the common people the trait of being awash in opinion. contrary
to the truths of reason.” But baroque writers contemplated the experience of
the invincible foree evident in mass ways of thinking. They were even aware of
the revolutionary energy instilled in some cases. and the disquiet that always
proved disruptive vis-i-vis the established state of things: the people. wrote a
Jesuit, “are always perturbed in their very nature.” " The figure of the agitator
of opinion had its origin in the Tacitists.”” They explained that it was thought
impossible to oppose them head on, just as one could not go against the current
of a flooding river (the image of the “current of opinion™ would appear at once).
Opinion, which was perhaps fickle yet overwhelming. was the mass way of
thinking. “The people have a booming voice, with a sentence and decree that
is terrible and frightening.” notes Céspedes.”® It could not be contained: “The
popular voice runs with great freedom.™ as it was said in Guzmdn de Alfarache.”’
These writers who aftirmed the force of opinion in the world never asked them-
selves — at least during this early stage — about its justice. truth. or rationality;
they only noted that it must be taken into account and that means adequate to
its nature must be used to goide and dominate it.

We saw how culture has grown on all levels since the incipient moments of
modernity. although in later times its growth has been more accentuated. There
was cvidently a great surge in the seventeenth century. as there has been an
incomparably greater one in more recent times. But this growth was not equal,
nor did it follow an arithmetic ratio. in the three levels that sociologists — some
of them cited in the preceding pages — have come to distinguish: refined culture.
mideult. and masscult. The two latter expanded considerably. and especially the
third. 1 venture to maintain that this was linked to a (spectfically modem)
phenomenon: sinee the seventeenth century. the upper groups paid more attention
to the opinion of the lower groups. They did not hold them in a higher esteem
intellectually — nor was there reason it should have been otherwise. But we know
that the lower groups became accustomed to secing. hearing. being informed.
and forming criteria about many subjects that had been completely foreign to
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them, giving rise to a public opinion that constantly became broader and expressed
itself more forcefully. Before this, says Shils (although he would postpone the
fact until a relatively recent time. I would antedate it to the seventeenth century),
“the cultural life of the consumers of a mediocre and brutal culture was relatively
silent, unseen by the intellectuals. The immense advances in audibility and
visibility of the the lower levels of culture is one of the most noticeable traits
of mass society. This is. in turn. intensified by another trait of mass society.
i.e. the enhanced mutual awareness of different sectors of the society.”’® It is
precisely these phenomena, obviously to a lesser degree of development than
later, that we have attempted to indicate in the seventeeth century.

The opinions of the multitude of common people were presented — by those
dealing with it at that time — in terms of a concept that underwent an important
alteration during the baroque: taste. The anonymous mass of people act according
to their taste. whether they are applauding a theatrical play or exalting the figure
of a personage. Taste is an opinion that. distinct from judgment. does not derive
from a mental elaboration: it is rather a valorizing inclination that arrives by
extrarational means. R. Klein has studied and distinquished the concepts of

giudizio [judgment] and gusto {taste] in the Renaissance and has pointed out the

change in the fatter term during the baroque. But Klein limited his study to an
individual plane; accordingly. taste comes to be the criterion of valorization with
which a person intuitively and immediately ascertains the value of the con-
templated object. whether by his or her spontaneous and natural exquisite qualities
or because of the excellent sedimentation that is internatized through the cultiva-
tion of sensibility and intelligence. Thus. according to Klein's study, taste rapidly
acquires a normative character that is revealed in the frequent expression of
“good taste.”’® The cultivated. learned individual is said to have taste. which
implies that this individual accepts an entire system of norms that. although not
possessed by rational means. are adhered to on deeper levels. In this way there
occurs an approximation between taste and judgment that keeps both on a level
of upper-class values.™”

But in addition to this. the baroque knew another meaning of the word “taste™
in which it was not referred to the solitary individual. nor was it characterized
as making a choice: on the extrarational side, it was stressed to the point that it
turned out to be incompatible with the very idea of qualitative norms.®" In this

sense. taste was the disordered, irrational. confused criterion of value (which

was free only to the extent that it was such) with which the unlearned common
people establish their preferences: that is, not the individuals that singularly made
up the people and whose personal quality didn’t enter in, but the popular mass
as a whole that let themselves get carried away by their passions. without reason,
without a mentally elaborated and objective norm. In both senses, the concept
of taste projected into the sphere of morality and subsequently into that of
politics.®* This led to the efforts of the ruling groups to impose themselves on
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the plane of mass taste. Lope — exuding privileged culture — eagerly served the
flighty taste of the common people. which means that he was eagerly trying to
control it. In this light one must sce the presence of the public that the Lopists
counted on for their comedias:® the multitude that was involved in as many
rebeHions as occurred in the epoch, and whose image was outlined by the Tacitist
politicians: the common people. whose esteem elevated or humiliated. and whom
Gracidn and so many others who cultivated morality tried to influence by writing
an infinite number of maxims: the mass. whose force, in any case. was terrible
and had to be channeled: or, finally. the people ipueblo), who. far from being
innocent. unanimous, and offering a noteworthy resistance to any moral recom-
mendation. were a blind force that had to be contained with an ailing apparatus.
Prudence. wrote friar Juan de Salazar, uses “loving deceptions with the people,
beneficial and useful to teach them and obligate themto do what they should.”™

The seventeenth century was an epoch of masses. undoubtedly the first in
modern history, and the baroque was the first culture to make use of expedients
to produce mass effects. This is attested to by the character of the theater, in its
texts and scenario procedures: by the mechanized and external piety of post-
Tridentine religion: by the politics of attraction and repression that the states
began to use: by innovations in the warring arts. Might not printing. which since
the mid-sixteenth century became the fundamental instrument of culture, also
be considered the first known example of anything close to mass communication?

I have taken into account several characterisitics in making use of the concept
of mass in these pages. First is the heterogeneity of the components of the mass
in regard to their estate of origin or with respect to any other criterion of social
group formation: individuals act outside the limits of the traditional group to
which they in each case belong. and they are united in functional and impersonal
forms of behavior extending beyond differences in profession. age. wealth. and
heliefs. Some have said that within the open-air comedia theater. one could be
without class distinction, “democratically™ but this adverb is out of place: it
was not a democratic effect; it was a mass effect. Second. there takes place 2
situation of anonymity that. on the one hand. stems from this estrangement from
one's personal background where one is more or less known and. on the other
hand. from the great number of juxtaposed existences where it is possible for
an individual to be inserted into a mass milieu without being able to take into
account the singular circumstances of ecach one. Third. one’s inclusion in the
mass is abways partial, in terms of time and of the totality of the individual, who
can continue being and appearing as a fundamental and irreplaceable singularity
in other activities of existence. Fourth (and contrary to what some passages from
Le Bon and other sociologists seem to say). although the mass does not presuppose
physical proximity. its individuals can find themselves personally isolated from
each other. united only in the identity of thetr response and in the shaping factors
acting upon them. Let us recall the examples of the Church and of the army that
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:;::gu?;ij:;e‘::?: t:r;nauons. Prolonatiopal_b()nm that linked members of
o eoren e ~a bl:(()) da a.mas§ aspect._ Its individuals. unknown to each other
N Ve a‘ lemlc.'r_w. -felt united by an emotional inclination toward
mmunity and toward their prince. who was presented by ad hoc propagand
asIthel]exarpple of those values which had socialized within the grmf)p preneR
Closr; tr:| :_n_\ of the baroql{e cemu!’y‘ those. characteristics began to emerge in
ation t‘o the conditions of its peculiar urban ambit. Now we are g0i
to deal with this new aspect that is typical of baroque culture s




