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HISTORIA

Towards the end of 1787 Goya received the commission to make the cartoons that would
serve as models for the tapestries to hang in the Infantas' bedroom. In April 1788 the artist
sent an invoice that included five stretchers for the sketches for the series, on which he was
still working "with much insistence and displeasure" a month later, which we know from the
letter he sent to Martin Zapater on 31 May 1788.



Around 1856 or 1857, this cartoon was moved from the Royal Tapestry Factory to the Royal
Palace in Madrid. There it remained in the tapestry basements until it was taken to the Prado
Museum, into which collection it entered under orders given on 18 January and 9 February
1870.

ANALISIS ARTISTICO

In this country scene we see eight people holding hands to form a circle around a ninth
figure in the centre that is wearing a blindfold and is holding a wooden spoon. This detail led
the cartoon to receive the title The Wooden Spoon Game earlier on. It was Cruzada Villaamil
who later called it Blind Man's Buff, or, literally, The Blind Hen.

This is the only cartoon from the series which was to adorn the Infantas' bedroom that was
ever actually painted. The oil sketch of the work, in which several differences can be seen,
has also been conserved. Goya simplified the composition in the cartoon in order to facilitate
its translation into tapestry. As such, the crowd that appears in the background in the sketch
has disappeared in the finished cartoon. He also gave greater dynamism to the group of
figures, who take on a more credible rhythm than in the sketch, and changed the
perspective. In the sketch the dimensions are squarer and the sky is given a more important
role, whereas in the cartoon the dimensions are flattened, concentrating more on the group
of figures.

Writers have also seen references to love in this painting. Tomlinson understands the work
to be a metaphor for blind love, referring to the blindfold worn by the person trapped by his
companions.

The similarities with the cartoon Dance on the Banks of the Manzanares are obvious, and this
relationship is more than justified since both scenes appear to be set in the same place and
both depict activities of leisure and amusement.
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