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INTRODUCTION 

Adorned with a series of rare drawings, the manuscript containing the información de 

filiación nobleza e hidalguía, or genealogical record and title of nobility, of Licenciado Don 

Marcelo de Ayala Marin Benavidez y Arze of Lima, Peru, is an unexplored gem that is largely 

unknown to Latin American historians and art historians. With a total of 366 folios, the 

manuscript, compiled in Lima, Peru, in 1696, is owned today by the Mary Couts Burnett Library 

of Texas Christian University and will henceforth be referred to as the TCU Lima Manuscript.1 

This extensive manuscript attests to the noble lineage and deeds of Don Marcelo de Ayala and 

his Spanish ancestors. Don Marcelo was born in Lima, on June 2, 1659, and his manuscript 

includes various documents, including witness statements, records of baptism, and family 

histories, that were intended to prove his noble lineage and descent from prestigious families in 

Spain.2 The document was created with the intention of gaining Don Marcelo a seat among the 

nobles in the Audiencia of Lima.   

The TCU Lima Manuscript is similar to other titles of nobility from Spain and the New 

World in its inclusion of both text and image, both of which were intended to support Don 

Marcelo’s claim to nobility. In the TCU Lima Manuscript, dozens of images are included 

throughout the first and penultimate sections of the manuscript. This is significant because unlike 

other manuscripts of its kind, which typically include only three to five illustrations total, the 

TCU Lima Manuscript has imagery throughout these sections of the document. The first section 

focuses on the noble lineage of Don Marcelo’s mother. It is composed of 92 folios that are 

numbered on the recto side of the paper. The text in this section is framed with double lines in 

                                                            
1 The TCU Lima Manuscript was acquired by Texas Christian University Special Collections in 2017 from Spanish 
book dealer Elena Gallego.   
2 See Appendix for a fuller description of the contents of the TCU Lima Manuscript. 



 
 

2 

iron gall ink and often complemented by calligraphic drawings of animals, both real and 

imaginary, such as birds, lions, and dragons. These drawings also include heads of cherubs, 

hybrid beings, and a siren holding a stringed instrument (Figures 1 and 2). The penultimate 

section focuses on the noble lineage of Don Marcelo’s father. This section includes about 100 

unnumbered folios and is illustrated with narrative and symbolic ink drawings that mimic the 

style of prints (Figure 3 and 4). While stylistically different, both sets of images serve a symbolic 

function and attest to the inventiveness of colonial Peruvian artists.   

 By examining the drawings and linking them with the discourse of limpieza de sangre, I 

argue that the drawings function on a symbolic level to validate Don Marcelo de Ayala’s claim 

in a way that the texts do not. While the texts explicitly demonstrate his nobility, the drawings 

implicitly confirm his old, loyal, and noble Christian descent. In both sections, the visual and the 

textual are intertwined. Linked to the text, every image serves as a historiated initial to new 

sections and witness testimonies. The images harken back to medieval styles, traditions, and 

iconographic modes. However, these are complemented with symbols and iconography unique to 

the New World, particularly to the Andes, to show the transference and continuation of Don 

Marcelo de Ayala’s family’s commitment to the faith and to the Crown. To prove this point, I 

begin this study by tracing the emergence of titles of nobility as a mechanism to proving limpieza 

de sangre. In doing so, I also trace the different artistic modes and iconography used in 

decorating these important documents and the transference of these ideals to the New World. 

In the second half of the fifteenth century, amid a climate of political and social unrest, 

statutes of limpieza de sangre, or purity of blood, emerged in the Spanish kingdom. Religion, 

under the Catholic mantle, had always played a central role in all aspects of Spanish life. 

Catholic dogma highly influenced politics and juridical culture as well as ideas about the body, 
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blood, and reproduction. Likewise, religion articulated various notions relating to limpieza de 

sangre. As Stuart Hall explains, in regards to social formations where religion has become what 

he calls the “valorized” ideological domain, it is this domain into which all social norms and 

ideological structures had to enter.3 These same ideas were transported to the New World by the 

Spaniards.4 In Spain the statutes of purity of blood, and proof thereof, were used as mechanisms 

to socially distinguish Old Christians, both poor and affluent, from Jews, Muslim, and conversos 

(converts). In South America, however, these statutes allowed colonists to perpetuate the 

political and economic power of the peninsular European elite over citizens of mixed or native 

blood. Because of what purity of blood meant in terms of nobility and ascension in colonial 

society, Spaniards in the New World produced probanzas de hidalguía y limpieza de sangre, or 

titles of nobility and purity of blood, to acquire prestigious positions within the political, 

juridical, and ecclesiastical institutions of the Spanish colonies. These were often lavishly 

decorated, which is the case in Licenciado Don Marcelo de Ayala Marin de Benavides y Arce’s 

manuscript. 

 Limpieza de sangre requirements merged with notions of nobility and became an integral 

part of Spanish society and subsequent colonial life. However, titles of nobility and limpieza de 

sangre, along with their illustrations, have not received sufficient scholarly attention. For 

example, Jesús Domínguez Bordona, one of the first scholars to write about these exquisitely 

decorated manuscripts, disregarded their artistic value and only highlighted their historical 

                                                            
3 Stuart Hall, “On Postmodernism and Articulation,” in Stuart Hall: Critical Dialogues in Cultural Studies, ed. 
David Morley and kuan-Hsing Chen (London and New York: Routledge, 1996), 141-143.  
4 María Elena Martínez, Genealogical Fictions: Limpieza de Sangre, Religion, and Gender in Colonial México 
(Stanford, CA: Stanford University Press, 2008), 91-92. In the New World limpieza de sangre was initially 
maintained by the establishment of the “two-republic” model of social organization, or the establishment of both 
native and a Spanish local government.  This system was later replaced by the sistema de castas, or caste system 
which ruled under the Spaniard government. 
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significance.5 Furthermore, in the three-volume Guide to Documentary Sources for Andean 

Studies 1530-1900, only one reference to these documents is included and only in a footnote to 

further explain the vast corpus of legal documents created during the colonial era.6 The scholars 

who do evaluate these titles of nobility and their illustrations, such as Rosario Marchena Hidalgo 

and Juana Hidalgo Ogáyar, attribute the scarce study of these documents to two major factors: 

their high number and the fact that they are widely distributed.7 These factors make it difficult to 

conduct a thorough analysis and assessment of the iconographic and stylistic elements employed 

in their making.8 As a result, studies of these documents have focused on local or regional trends 

within the genre, or on analyses of specific collections. These analyses include Juan José Martin 

González’s study on the archives of Valladolid, those of Juana Hidalgo Ogáyar on the Province 

of Jaén and the Biblioteca Lázaro Galdiano, and the studies of Rosario Marchena Hidalgo on 

Sevilla.9 Additionally, María Elena Martínez’s Genealogical Fictions provides a comprehensive 

study of limpieza de sangre and its origins and its transmission to the New World, particularly to 

New Spain.10 Despite the lack of studies conducted on these manuscripts, they have been the 

focus of three major exhibitions that have increased the scholarship on the subject. These include 

                                                            
5 Jesús Domínguez Bordona, Códices miniados españoles (Madrid: Sociedad Española de Amigos del Arte, 1929), 
141; Jesús Domínguez Bordona, Ars Hispaniae: Historia universal del arte hispánico. XVIII, Miniatura (Madrid: 
Editorial Plus-Ultra, 1962), 241.  
6 Joanne Pillsbury, Guide to Documentary Sources for Andean Studies, 1530-1900. 3 volumes (Norman: University 
of Oklahoma Press, 2008), 112, 115.  
7 Rosario Marchena Hidalgo, “La Iluminación al Servicio del Estamento Privilegiado: Las Ejecutorias de 
Hidalguía,” Laboratorio de Arte, no 23 (2011), 125-146; Rosario Marchena Hidalgo, "La Iluminación de Privilegios 
y Ejecutorias: Entre el Arte Cortesano y el Arte Local." In El Arte en las Cortes de Carlos V y Felipe II: IX 
Jornadas de Arte., 127-40. 
8 Martínez, Genealogical Fictions, 126. Many titles of nobility and purity of blood documents are currently held in 
museums, archives, and libraries around the world. A vast number are also held in private collections which are 
often difficult to access.  
9 Juana Hidalgo Ogáyar, Miniatura del Renacimiento en la Alta Andalucía: Provincia de Jaén (Madrid: Universidad 
Complutense de Madrid, 1982); Marchena Hidalgo, “La Iluminación al Servicio del Estamento Privilegiado,” 125-
146; Juan José Martín González, “Caminos y monumentos en la cartografía del Archivo de la Real Chancillería de 
Valladolid,” in Los Caminos y el Arte, Actas del VI Congreso Español de Historia del Arte (C.E.H.A.), tomo I 
(Santiago de Compostela: Servicio de Publicaciones de la Universidad de Santiago de Compostela, 1989), 39-54. 
10 María Elena Martínez, Genealogical Fictions, (Stanford, CA: Stanford University Press, 2008). 
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the Exposición Iberoamericana of 1929, Sevilla en el siglo XVII between December of 1983 and 

January of 1984, and El documento pintado. Cinco Siglos de arte en manuscritos in Museo del 

Prado in 2000.11  

Much scarcer is the analysis of titles of nobility and limpieza de sangre documents 

redacted by nobles in the New World. As Martínez contends, scholars have not paid enough 

attention to the relationship between the concept of limpieza de sangre and Spanish American 

racial ideology and the artistic elements through which blood purity and nobility were proven.12 

In this thesis I argue that these documents do have artistic value, especially in consideration of 

artistic developments in the New World, and specifically, the artistic production in Lima, Peru. I 

also argue that these artistic developments emerged in workshop environments, specifically 

notarial workshops, where handwritten text was conceived as an elevated art itself.  Many of the 

New World documents follow the same trends and traditions found in manuscripts in Spain. 

However, some, such as the TCU Lima Manuscript, show a variety of iconographic elements, 

typology, and styles that are not often seen combined into one manuscript. To understand these 

differences, the following chapters trace in more detail the emergence of limpieza de sangre and 

the artistic characteristics employed in the subsequent illustration of these documents and their 

transmission to Spanish colonial society as seen in the TCU Lima Manuscript. 

 
                                                            
11 Javier Docampo Capilla, “Arte para una sociedad estamental: La iluminación de documentos en la España de los 
Austria,” in El Documento Pintado: Cinco Siglos de Arte en Manuscritos (Madrid: Museo Nacional del Prado, 
2000), 45-66. During the Exposición Iberoamericana of 1929, a great number of titles of nobility and other 
illuminated works were shown in the Museo del Libro. This occasion marked the first time a large number of these 
documents were shown, presenting to the public the abundance, wealth, and artistic value of the miniature paintings 
and decorations within the manuscripts. Some manuscripts from private collections were exhibited in Sevilla en el 
siglo XVII between December of 1983 and January of 1984. This was followed by a great effort to further expose the 
rich illuminations in titles of nobility as well as other types of illuminated manuscripts in the exhibition El 
documento pintado. Cinco Siglos de arte en manuscritos in Museo del Prado in 2000. 
12 Martínez, Genealogical Fictions, 7; Arturo Perera, “Códices y documentos iluminados españoles: Ocho siglos de 
iluminaciones en pergamino,” Boletín de la Sociedad Española de Excursiones (1945): 13; El Documento Pintado: 
Cinco Siglos de Arte en Manuscritos (Madrid: Museo Nacional del Prado, 2000), 1-10.  
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CHAPTER 1: HISTORICAL ANTECEDENTS 
 

The Significance of Blood: Emergence and Discourse of “Limpieza de sangre” 

The concept of limpieza de sangre, or purity of blood, emerged in fifteenth-century Spain 

after centuries of peace, or convivencia, when the different Iberian kingdoms were unified under 

the first Catholic monarchs, Fernando de Aragon and Isabel de Castilla. Embracing the idea of 

the reconquest of the territories occupied by the Moors as a new crusade for the faith, the 

Catholic monarchs sought to close in the circles of power held by the old Hispanic nobility and 

give Christians of ancient lineage a position of nobility over those recently converted to 

Catholicism.13 By imposing the obligation to prove descent from Christian ancestors, the 

measures expedited the redistribution and rearrangement of positions in both secular and 

religious posts previously held by converts, or conversos.14  

Before the reconquest of Granada, Jews who held strategic positions often adopted the 

Catholic faith. For example, the Rabbi of Burgos, Solomon ha-Levy, converted to Christianity in 

1391 and became bishop of Burgos as Pablo de Santa María in 1415.15 For the Old Christians 

and the orthodox priests and monks, this was considered an excess, and the practice created 

distrust and skepticism about the religious convictions of the New Christians. With suspicion 

about their beliefs and the fear of cristianos nuevos, or converts, practicing apostasy, cristianos 

viejos, or Old Christians, argued that converts could not guide Christian souls. This led to the 

institution of statutes of purity of blood by the municipal council of Toledo in 1449. Its 

application was soon implemented to the secular clergy, monastic orders, colleges, and guilds. 

                                                            
13 Norma Angelica Castillo Palma, “Los estatutos de “pureza de sangre” como medio de acceso a las elites: el caso 
de la región de Puebla,” in Círculos de Poder en la Nueva España, ed. Carmen Castañeda García (México D.F.: 
Centro de Investigaciones y Estudios Superiores en Antropología Social, M.A. Porrúa Grupo Editorial, 1998), 106; 
Martínez, Genealogical Fictions,1-3, 25-26.   
14 Ibid., 106; Martínez, Genealogical Fictions, 1.  
15 E. Michael Gerli, Routledge Revivals: Medieval Iberia (2003) (London: Routledge, 2017), 627.  
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Under these circumstances and at the order and request of Isabel de Castilla, the Holy Office of 

the Spanish Inquisition was reestablished in 1478 to investigate and implement the statutes of 

purity of blood.16 

While presented as religious statutes, the concept of purity of blood focused more on 

ancestry as a vehicle for social mobility and a sign of noble status. Founded upon the idea of 

lineage, purity of blood specifically referred to ancestors who were Old Christians without 

Moorish or Jewish blood. For Old Christians who were of the middle and lower classes, the need 

to perform the probanzas de sangre e hidalguía was linked to the belief that honor and an 

unblemished bloodline were elements determining inherent nobility. Such is the attitude of the 

humble contemporaneous fictional character Sancho Panza in Miguel de Cervantes’ Don 

Quixote.17  Like Sancho, many Old Christians believed that their lineage placed them above 

wealthier, noble converts. In other words, being an honorable Old Christian meant more than 

being wealthy.  

The Crown dictated various rules regarding limpieza de sangre; however, different 

secular and religious institutions implemented and generalized the regulations. For example, 

military orders, such as the Order of Calatrava and the Order of Santiago, as well as professional 

guilds, demanded proof of limpieza de sangre to obtain membership, while prominent colleges, 

universities, and municipalities also needed such proof for positions within these institutions.18 In 

the ecclesiastical domain, confraternities, brotherhoods, a third of the cathedral chapters, and 

several religious orders required proof of lineage and purity of blood prior to admission. The 

                                                            
16 Martínez, Genealogical Fictions, 31-34. 
17 Miguel de Cervantes Saavedra, El Ingenioso Hidalgo Don Quixote de la Mancha, 1605-1620, chapter 4. 
18 Castillo Palma, “Los estatutos de “pureza de sangre,” 110. 
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Jesuits, who initially admitted converts at the end of the sixteenth century, later required 

information about purity of blood as a prerequisite for admission into the religious order.19  

Because limpieza de sangre and proof thereof, as stated by the title of nobility conferred 

by the Crown, were so embedded in Spanish culture and society, it made sense for this national 

custom to transfer to the Spanish colonies. This social practice reached its climax in Spain in the 

sixteenth-century when the probanzas, or proofs, were stricter and the exclusion of New 

Christians, converts, and new racial groups, or castas, from the New World, more systematic.20 

However, in the New World, the issue of purity of blood became more prevalent in subsequent 

centuries, particularly with the rise of the multiracial casta groups. Spaniards in the New World 

were at the top of the caste system. As a result, they held the highest positions in the political and 

ecclesiastical institutions of New Spain and Peru. Because of the mixing of the races, limpieza de 

sangre became an even more important social and economic custom in the New World. Those of 

pure blood needed to distinguish themselves from the natives and the lower castes. The 

importance of this social practice in New Spain and Peru led many petitioners to request copies 

of family records from Spain, a fact evident in many records of nobility from the New World, 

including the TCU Lima Manuscript. A document tracing such old lineage validated a person’s 

status and secured that person’s ability to obtain a position within the colonial political and 

religious system.  

 

 

 

                                                            
19 Antonio Domínguez and Bernard Vincent, Historia de los moriscos (Madrid: Alianza Universidad, 1985), 131-
132.  
20 Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” 128-129. At this point the titles of nobility were 
being sold as a way to alleviate the failing economic situation in Spain. The sale of titles of nobility increased after 
1555 as a consequence of the economic issues in the Spanish monarchy.  
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Illustrating Nobility: Prevalent Themes and Artistic Tropes in Titles of Nobility   

Given the value that titles of nobility held, they were strictly organized and often lavishly 

illustrated. The titles typically began with a declaration of the claimants’ surnames, that of their 

parents, and their grandparents. This declaration was followed by a long list of witnesses, who 

declared knowledge of the family’s origins and attested to the nobility of the petitioner, their 

parents, and grandparents. It was also common to include previous titles, such as those of one’s 

parents, grandparents, or even great-grand parents, in order to substantiate the claim. The petition 

was presented to the chancellery of Valladolid or Granada, where all the bureaucratic activity of 

Castilla was centralized.21 In the case of claims from the New World, they were initially 

presented in the courts of Lima or New Spain, and later taken to Spain. These steps concluded 

with a verdict, issued in a technical and professionalized manner by the chancellery and included 

in the title manuscript. If the verdict was favorable, the noble person and their descendants were 

exempted from paying tribute and eligible for high positions in society. Accordingly, titles of 

nobility were valuable possessions. 

Though titles were filled with textual information, many were also embellished with 

pictorial imagery. Rosario Marchena Hidalgo has argued that these titles of nobility were 

illustrated because they were intended to be displayed. The display of the document showed the 

right that it granted to its recipient and proved the claim to title and exemption from paying 

tribute to the Crown.22 The inclusion of images, in fact, suggests that these documents were 

displayed at home to exult in and boast about one’s lineage. The display of the title also meant 

that it was readily available if anyone was to question a person’s position or tax exemption based 

on lineage. The use of images and selection of specific iconographic elements represents the 

                                                            
21 Rosario Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” 125.  
22 Ibid., 127. 
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conflation of religious, political, and social notions imbued into titles of nobility. Like medieval 

manuscripts, such as the Lindisfarne Gospels and the Bible of Borso d’Este, the decorated titles 

of nobility were displayed to show status, wealth, religiosity, and for the Spanish, loyalty to the 

Catholic monarchs. The decorated manuscripts, then, were a public statement and display of the 

recipient’s nobility.  

Given the value of these documents, it is not surprising that they were ostentatiously 

decorated. Their sizes are usually between 250 x 335 mm and 210 x 310 mm with consistent 

illustrated space and themes.  Traditionally, the first page was richly illustrated with a portrait of 

the king or a family coat of arms (Figure 5). Generally, an illustrated folio is framed by a wide 

border which reduces the space for writing (Figure 6), a quality that is also evident on the first 

section of the TCU Lima Manuscript (Figures 7 and 8). Other times, the entire folio is illustrated 

with a central theme and borders that further decorate the page (Figure 9). Sometimes two 

consecutive pages are lavishly decorated (Figure 10 ).23 In addition to this, the capital letters that 

initiate the name of each of the witnesses presented are also always illustrated (Figure 11).24 This 

last characteristic is also evident in the TCU Lima Manuscript (Figure 12).  However, whereas in 

most titles the style of images is consistent, the images in the two sections of the TCU Lima 

Manuscript are stylistically distinct and, with the exception of an avian figure which has some 

traces of gold, lack color.  

Evidence suggests that manuscripts typically were not decorated until after the verdict 

was approved. However, in many cases it is unclear where and by whom the imagery was added. 

The chancellery of Granada shows no features of illumination workshops existing there. Based 

on this evidence, or lack thereof, Juana Hidalgo Ogáyar and Rosario Marchena have argued that 

                                                            
23 Rosario Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” 129. 
24 Arturo Perera, “Códices y documentos iluminados españoles,” 16-17. 
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the documents were returned to their recipients who then illustrated their manuscripts.25 This 

argument is further corroborated by the blank spaces found in several manuscripts. Paper was a 

highly valued commodity, thus the empty spaces, particularly around the edges, were most likely 

reserved for lavish borders and decorations.26 The illustrations were added to further enhance the 

prestige of the title and to show, through various symbolic and iconographic programs, ties to 

honorable Old Christian lineage and values, a notion that is further explored in relation to the 

TCU Lima Manuscript in the subsequent chapters. Additionally, many of the manuscripts that 

are still extant were only half illuminated. Some only include initial drawings and blank spaces 

for illuminations that were never completed.27  

In contrast to the Granada titles, those issued in the Chancellery of Valladolid, do seem to 

have been illuminated in situ as evidenced by their stylistic homogeneity.28 Rosario Marchena 

argues that documents issued by the chancellery of Valladolid are very similar in themes, style, 

and the distribution of the illuminations.29 In her study, Marchena cites various documents 

including several ejecutorias covering a chronology between 1537 and 1572, which she argues 

were made in the same workshop and thus exhibit similar styles.30  

Though the subject matter of the images in titles of nobility is highly varied, many do 

share some common themes. For example, a coat of arms, the graphic representation of the 

hidalgia, is always present. Royal portraits are also relatively frequent subjects and often 

                                                            
25 Juana Hidalgo Ogáyar, Miniatura del Renacimiento en la Alta Andalucía, 229; Rosario Marchena Hidalgo, "La 
Iluminación al Servicio del Estamento Privilegiado,” 127-128; Rosario Marchena Hidalgo, "La Iluminación de 
Privilegios y Ejecutorias,” 129. 
26 I would like to thank Dr. Alex Hidalgo for sharing some of his findings on the importance of paper in the New 
World which will be included in his forthcoming book, Trail of Footprints: A History of Indigenous Maps from 
Viceregal Mexico (Austin: University of Texas Press, 2019), 65-89. For a more extensive discussion on paper see 
Kathryn Burns, Into the Archive: Writing and Power in Colonial Peru (Durham: Duke University Press, 2010).  
27 Rosario Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” 129.  
28 Ibid.,130.  
29 Ibid. 
30 Ibid. 
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accompany the coat of arms (Figure 10). In many cases, multiple coats of arms and crests appear 

in larger scale. The large illuminations often occupy an entire folio or share it with a religious 

theme or the portrait of the king. The king is usually enthroned, with a scepter, and on several 

occasions, has an outstretched hand, according to an old formula repeated often in the engravings 

of some printed books.31 Other times, the portrait only shows a bust of the king (Figure 13). 

These portraits are painted with bright colors, often on an entire page, highlighting the 

importance of the family crest and lineage and the owner’s connection to the king through 

nobility. The royal images do not have the pretense of being faithful to the original portrait of the 

king, which was disseminated through prints and paintings, but rather seem to be a symbol of the 

royalty from which the king descended. 

Religious themes are also typically included. For example, the image of the Virgin and 

the Christ Child occupies an important symbolic place, as it appears in many of the iconographic 

programs used in Spanish titles of nobility (Figures 6 and 9).32 In the same way, the theme of the 

crucifixion is also widely represented. This representation usually shows Jesus crucified with the 

Virgin on his right and Saint John on his left following, what scholars believe is, a print by the 

German engraver Martin Schongauer,  which was extensively repeated in miniatures of missals, 

choir books, and in large paintings.33 Likewise, titles of nobility often included illuminations 

depicting Santiago Matamoros, or Santiago Moor-killer. The consciousness of Islam as an enemy 

was always present.34 Consequently, Santiago Matamoros was the best emblem of both the 

origin of the nobility, obtained in the medieval struggle against the infidel, and a reminder of the 

                                                            
31 Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” 130.  
32 Ibid., 131. 
33 Ramón Mujica Pinilla, “Épica Americana e Imperio Español: El Poema Ilustrado del Conde de la Granja” Goya, 
no. 327 (2009): 162-176; Rosario Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” 131; Arturo 
Perera, “Códices y documentos iluminados españoles,” 15.   
34 Castillo Palma, “Los estatutos de “pureza de sangre,” 107, 111; Rosario Marchena Hidalgo, "La Iluminación de 
Privilegios y Ejecutorias,” 133.  
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justification by which nobles were exempt from paying tribute, when defending the interests of 

the Catholic kingdom. This imagery took hold in the New World where Santiago Matamoros 

would become Santiago Mataindios, or Indian-slayer, thus legitimatizing the colonizing 

endeavors of the Spanish conquistadors.  

 Miscellanea are by far the most common but inconsistent images within these 

manuscripts. They often speak to the styles and artistic conventions of the period. For example, 

marginal elements such as flowers, animals, atlantes, sphinxes, sirens, variant hybrid beings, 

birds, and characters from Classical mythology are included in a clear desire to link the images, 

and thus lineage, with Classical antiquity.35 These elements parallel other artistic genres, such as 

miniature painting.  

The importance of these different themes is evident by their prevalence in most of the 

surviving probanzas and titles of nobility. Some of these tropes also become manifested in the 

two different programs employed in the decoration of the TCU Lima Manuscript. As shown in 

the subsequent chapters, the TCU Lima Manuscript stands apart in that its decoration is 

articulated by a series of calligraphic drawings and finished drawings that upon first glance 

appear to be prints, most of which fall in the category of miscellanea. Unlike most manuscripts 

of its kind, it lacks color and other traditional elements and modes, which are predominant in 

contemporaneous illustrations in purity of blood records and titles of nobility from Lima, Spain, 

and New Spain. These qualities suggest that the imagery was not created by a traditional artist 

who would resort to the traditional mode of illumination. Considering these documents were 

drafted, copied, and authenticated by a notary, the characteristics suggest that the artist was 

perhaps someone more adept to the quill, such as a notary. 

                                                            
35 Marchena Hidalgo, "La Iluminación de Privilegios y Ejecutorias,” Entre el Arte Cortesano y el Arte Local," 138-
139; Arturo Perera, “Códices y documentos iluminados españoles,” 17-23.  
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Art, Limpieza de Sangre, and Nobility: Transferring “Ideals” of Artistic Modes and Social 
Class to the New World  
 

At the time of exploration and colonial expansion, the Spanish empire was characterized 

by its close relation to the church and its sizeable bureaucracy, which strongly influenced the 

nature of Spanish colonialism.36 With the arrival of the conquistadors, the need to demonstrate a 

clean lineage of noble descent entered American soil. The segregationist legislation imposed 

upon the indigenous peoples and the colonial castas originated in the same regulations that 

restricted the rights of the Moors and New Christians in Spain. The Spanish conquerors who 

fought in the name of the Spanish monarchs soon desired to obtain royal favor and rights to 

encomiendas and land.37 For this purpose, they produced records of nobility and purity of blood 

as well as descriptions of their noble deeds or relaciones de méritos y servicios.38 The settlers 

and the descendants of the conquistadors who wished to acquire ecclesiastical or administrative 

positions, or those who sought to benefit from royal concessions, had to present these documents 

to the royal Audiencias in Lima or New Spain. The need to provide proof of nobility and purity 

of blood was thus transplanted to the New World, but with a stronger racial character, due to the 

multiracial aspect of the colonial population.39 The dense native population, the arrival of 

European colonizers, and the arrival of black slaves and the mixing of these groups created new 

racial categories that had legal and social consequences in the organization of Spanish colonial 

society.  

                                                            
36 Martínez, Genealogical Fictions, 91. 
37 Jorge Pérez León, “El éxito social entre los emigrantes peninsulares en el Perú: integración, prestigio y memoria,” 
in Cuadernos dieciochistas 15 (2014): 241-275.  
38 Castillo Palma, “Los estatutos de “pureza de sangre,” 112.  
39 Ibid.; Robert H. Jackson, "Race/Caste and the Creation and Meaning of Identity in Colonial Spanish 
America," Revista De Indias 55, no. 203 (1995): 155-162.  
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By the second part of the sixteenth century, the Spanish Crown was creating a political, 

economic, and institutional framework that obstructed the rise of a feudal colonial aristocracy 

and extended its own jurisdiction over the native population. However, the Spanish recognized 

pre-Hispanic lineages and tried to preserve their pure blood in order to grant them privileges, 

particularly as the rulers of the republica de indios and pueblos de indios, or Indian republics, 

thus making them “semiautonomous” vassals of the Crown.40 In their attempt to keep the two 

races separate, the Spanish not only facilitated the channeling of tribute to royal coffers, but also 

produced a discourse of purity. By attempting to prevent Europeans from mixing with the 

natives, the Spanish also created a discourse of Indian purity, primarily among the indigenous 

elites.41 For the natives, their social standing, already below that of a second-class citizen, needed 

to be preserved or enhanced for them to acquire any rights or favors.   

This system obviously failed as the different racial groups did indeed mix. During the 

early colonial decades, Spaniards in the New World had unions and marriages with indigenous 

women, resulting in generations of mixed-race children, which led to the implementation of the 

system of castas. This new system placed the different racial mixtures in a hierarchy with 

Spaniards occupying the top category. Racial class categories had legal and social consequences, 

since racial status was an organizing principle of Spanish colonial rule.42 For Spaniards of noble 

blood, proving their purity of blood meant they were setting themselves apart from the natives 

and the mixed blood people, and were thus eligible to acquire high positions of authority others 

could not attain. In this regard, Don Marcelo’s claim to nobility in the TCU Lima Manuscript 

                                                            
40 Martínez, Genealogical Fictions, 102-105. 
41 Ibid., 92; Peter Villella, “‘Pure and Noble Indians, Untainted by Inferior Idolatrous Races’: Native Elites and the 
Discourse of Blood Purity in Late Colonial Mexico,” Hispanic American Historical Review 91, no. 4 (2011): 633-
663.  
42 Ilona Katzew, “‘A Marvelous Variety of Colors?’: Racial Ideology and the Sistema de Castas,” in Casta Painting: 
Images of Race in Eighteenth-Century Mexico, (New Haven: Yale University Press, 2004), 39-61.   
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reaffirms his position as an abogado, or lawyer, and his right to a seat among the hidalgos of the 

Audiencia de Lima.  

While important, a new social organization and legal procedures were only some of the 

elements transferred into the New World. Following the conquest, colonizers and goods 

transported from Spain began to arrive in New Spain and Lima. These goods included daily 

necessities as well as missal and choir books, necessary for religious indoctrination and daily 

prayer. Printed images from the Iberian Peninsula also made their way across the Atlantic into 

the lives of a new hybrid society.43 Paintings from the seventeenth and eighteenth centuries attest 

to the abundant effects trade had on the development of artistic production in the New World. 

New World artists were looking at European models and reinterpreting them for their own 

purposes. Thousands of Latin American oil paintings, drawings, and print compositions were 

directly copied from prints and source-compositions in Europe.44 The proliferation of prints 

allowed for the dissemination of European modes into the artistic traditions of Lima and New 

Spain. While there are no surviving records of Schongauer prints in the New World, his prints 

have been regarded as the prototypes for the many themes and iconographic modes copied in the 

New World.  

By the mid-sixteenth century, patterns of replications were already established and by the 

seventeenth century, the use of printed compositions made in Europe as models was a common 

practice among colonial artists. In the painting realm, Peter Paul Rubens, the Flemish court 

painter to Archduke Albert in the Spanish Netherlands, who was considered the ultimate 

                                                            
43 Barbara E. Mundy and Aaron M. Hyman,“Out of the Shadow of Vasari: Towards a New Model of the “Artist” in 
Colonial Latin America,” Colonial Latin American Review 24, no. 3 (2015): 288.  
44 Almerindo Ojeda, PESSCA: Project on the Engraved Sources of Spanish Colonial Art. 2009 – present.  
http://colonialart.org/us 
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Catholic propagandist of his time, was a favorite of both patrons and artists in Latin America.45 

After the conquest of the Inka empire, the Iglesia del Triunfo was the first church to be founded 

in the former Inka capital of Cuzco. Upon entering one finds compositions that harken back to 

Ruben’s Raising of the Cross (1610-1611) (Figures 14 and 15).  Over a dozen extant Rubenesque 

paintings decorate the Cathedral complex that surround Cuzco’s Plaza de Armas. Evidently, 

transference of European artistic models became a major component in the development of an 

artistic tradition in Latin America.  

Turning back to the TCU Lima Manuscript, the same concepts apply. The modulations of 

European forms found throughout the manuscript demonstrate their origin from European 

prototypes. In the TCU Lima Manuscript this emulation of motifs and iconography can be seen 

in the drawings of calligraphic cherubs, lions, and sirens in the first section as well as an 

equestrian portrait found in the second section. However, like colonial Latin American paintings 

of the period, which often differ from their European counterparts due to the inclusion of native 

materials and motifs, the TCU Lima Manuscript shows significant differences from both colonial 

and peninsular titles of nobility. In this case, what differs is the imagery and style employed to 

further substantiate the claim to nobility. The following chapters explore these differences in 

images and how their style and originality, evoking elements from the past and combining them 

with current modes of the time of their conception, affirm the claim to nobility made by Don 

Marcelo de Ayala Marin Benavides y Arze.  

 

 
 
 

 

                                                            
45 Mundy and Hyman, “Out of the Shadow of Vasari,” 290.  
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CHAPTER 2: WRITTEN IMAGES 
 

This chapter explores the relationship between written language and imagery particularly 

in relation to the mode employed in the first section of the TCU Lima Manuscript. I begin this 

chapter by providing an overview of the documents within the first 92 folios of the manuscript. I 

then evaluate the significance of script and image and the conflation of the two. I argue that the 

images, while derived from European precedents, do not adhere to the same stylistic rules. 

Colonial artists, particularly painters, did not limit themselves to copying or following certain 

patterns of painting.46 Likewise, draftsmen from seventeenth-century Lima took advantage of 

European models to create inventive representations with symbolic meanings that targeted 

specific issues relevant to the New World, as seen in the TCU Lima Manuscript. Artists in Peru 

adopted imagery from Europe derived from prints, bestiaries, pattern books, and manuals, and 

created a Spanish-American tradition that emerged from Western models but with specific 

connotations for the colonial environment. For example, towards the end of the seventeenth 

century, engraved plates from Pedro Díaz Morante’s Nueva arte de escribir, first published 

in1616, were sent to the Spanish colonies to serve as models for calligraphers in the New 

World.47 His calligraphic style obviously influenced the artist(s) who decorated the TCU Lima 

Manuscript. Some of his drawings, such as the head of a cherub, (Figure 16) are quite similar to 

images in the TCU Lima Manuscript (Figures 1 and 17).  

 
 
 
 

                                                            
46 Celia Rubina Vargas, “Narrativa visual y literaria en el ciclo de la vida de San Pedro Nolasco en el claustro del 
Convento de la Merced del Cusco,” in Escritura e imagen en Hispanoamérica. De la crónica ilustrada al cómic ed. 
Cécile Michaud (Lima, Perú: Fondo Editorial, Pontificia Universidad Católica del Perú, 2015), 123-145.  
47 Edmund V. Gillon Jr., Pictorial Calligraphy and Ornamentation: 86 plates selected by Edmund V. Gillon Jr. from 
the Work of Pedro Díaz Morante, Giuliano Sellari, and Leopardo Antonozzi (New York: Dover Publications, 1972), 
vi.  
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Symbolic Significance of Script  
  
 The majority of documents in the first section appear to be copies of original 

documents from Lima, Peru, as well as Jerez de los Caballeros and Llerena, Spain. These 

documents pertain to Don Marcelo’s mother’s lineage through the inclusion of several notarized 

documents. The first folio is accompanied by a drawing of a bird standing upon a tree stump 

(Figure 18). The drawing is more fully formed and combines calligraphic and the more detailed 

qualities of the drawings from the second section, thus bridging the two styles found throughout 

the manuscript. The first letter in the document, “E” is formulated by the bird’s beak and neck, as 

if the words that follow emanate from the bird itself. On the first folio, Don Marcelo states his 

request for “ad perpetuam rei memoriam” or a certification to serve as a “permanent 

documentary record of a fact,” in this case his claim to noble descent.48 

 In the first 3 folios, Don Marcelo supports his claim of nobility by summarizing the 

documents included in the manuscript. These include baptismal records and ejecutorias made by 

his maternal ancestors. In this section he also explains his ties to his parents, Don Juan de Ayala 

y Marin, from Spain, and Doña María de Arce y Sevilla, born in Lima, as well as to his maternal 

Spanish grandparents. Folio 3v to folio 4r is a notarized order to create “traslados,” or copies of 

original documents. Folio 4r begins as the “imformación de filiación, nobleza e ydalguia…” 

which begins a series of witness statements certifying that Don Marcelo is in fact his parents’ 

legitimate son and a native of La Ciudad de los Reyes, or Lima, Peru. These statements continue 

over dozens of pages legitimizing Don Marcelo’s claim to nobility.      

                                                            
48 Vicente de Cadenas y Vicent, “Pruebas de Nobleza de Carácter Nacional,” in Apuntes de Nobiliaria y Nociones de 
Genealogía y Heráldica: Curso de grado de la Escuela de Genealogía, Heráldica y Nobiliaria (Madrid: Hidalguía, 
1960), 69-88. According to D. Vicente de Cadenas, such a request was identical in value to the Ejecutorias de 
Hidalguía, or titles of nobility, provided that the Ejecutorias were made before, if not, it has the value of simple 
información nobiliaria.  
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 The validity of Don Marcelo’s claim is further substantiated by the use of imagery in 

conjunction with the text throughout the first section. The imagery in the TCU Lima Manuscript 

indicates that the artist(s) used prints as a point of reference. However, the unique use of 

calligraphic drawings in the first 92 folios also alludes to artistic creativity in deploying printed 

imagery outside the bounds of European models. In this chapter, I argue that the imagery used in 

this section shows how images were adapted and used to further validate Don Marcelo’s claim 

by creating a distinctive relationship between text and the image.  

In the prologue of his Gramática de la lengua castellana, Antonio de Nebrija states that 

“language was always the instrument of Empire.”49 As a graphic articulation of language, 

calligraphy then was the visual representation of imperial Spain’s dissemination of what Jessica 

Berenbeim refers to as “symbolic technologies.”50 These symbolic technologies were transported 

to the New World where they were adopted by colonial artists and transformed to accommodate 

their artistic endeavors in decorating documents for the administration of an empire. The 

calligraphic drawings in the TCU Lima Manuscript attest to the inventive employment of 

European modes by colonial artists in the creation of bureaucratic documents. In this instance, 

the images serve as a symbolic mode of validation for the claims postulated by the text. 

Furthermore, images take on a textual calligraphic style, thus rendering the image as one with the 

text in a similar manner as the images found in Díaz Morante’s calligraphy manual. 

In the establishment of their empire, the Spanish also introduced a variety of juridical 

procedures and documents giving rise to the escribanos, or notaries, and a formulaic legal 

written discourse. In La ciudad letrada or Lettered City, Angel Rama describes the importance of 

                                                            
49 Antonio Nebrija, Gramática de la lengua castellana, (1492); Walter Mignolo, The Darker Side of the 
Renaissance: Literacy, Territoriality and Colonialization (Ann Arbor: University of Michigan Press, 1998), 38-39. 
50 Jessica Berenbeim, “Script After Print: Juan de Yciar and the Art of Writing,” Word & Image 26, no. 3 (2010): 
231-232. 
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the abogados, letrados, and escribanos and their dominion over the official channels and 

instruments of communication.51 Notaries functioned as fides publica, or writers endowed with 

credibility by public authority.52 Thus, everything they wrote, signed, and sealed was presumed 

to be a testament of truth. While highly doubtful that they always wrote or notarized truthful 

statements, escribanos were an important part of the juridical procedures in colonial Latin 

America. They were particularly important in the formulation of titles of nobility and 

genealogical records. As seen in The TCU Lima Manuscript, not a single individual document is 

included that at least one escribano did not sign. Furthermore, Kathryn Burns argues that often 

the escribanos incorporated renderings or drawings into their texts.53 In the first section, the 

calligraphic drawings gracefully become part of the text, serving as decorated initials or section 

dividers between the different documents (Figure 19 and 20). Perhaps, we can even consider that 

an escribano made the drawings found throughout the TCU Lima Manuscript.  

The invention of the printing press in the mid-fifteenth century led to a formal and 

conceptual elaboration of calligraphy.54 Proponents of script, such as Juan de Yciar, author of the 

first calligraphy manual published in Spain, began creating manuals to preserve what was 

perceived as a powerful and authoritative medium.55 Although the printed word was important 

and far more efficient, manuscripts were still considered to hold spiritual and symbolic value. 

Juan de Yciar expressed this belief in his dedicatory epistle, saying:  

                                                            
51 Angel Rama, The Lettered City, trans. John Charles Chasteen (Durham, NC: Duke University Press, 1996), 16-49. 
52 Kathryn Burns, Into the Archive: Writing and Power in Colonial Peru (Durham: Duke University Press, 2010), 
15. Escribanos were required to acquire royal confirmation of their titles. 
53 Ibid., 68-94.  
54 Ray Hernandez-Duran, “The Language of Line in Late Eighteenth-Century New Spain The Calligraphic 
Equestrian Portrait of Bernardo de Gálvez (1796),” in Buen Gusto and Classicism in the Visual Cultures of Latin 
America, 1780-1910, ed. Paul B. Niell and Stacie G. Widdifield (Albuquerque, NM: University of New Mexico 
Press, 2013), 186.  
55 Jessica Berenbeim, “Script After Print: Juan de Yciar and the Art of Writing,” Word & Image 26, no. 3 (2010): 
232, 238. The first manuals were made in Italy but highly disseminated through the rest of Europe and later the New 
World.  
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since the invention of printing — which truly was divinely inspired for the utility of men 
— people no longer take care, as before, to know how to write perfectly by hand. . . 
[therefore] it seems to me worth the effort. . . to examine and compile the whole variety 
of kinds of letters that are used among Christians. . . 56 
 

This spiritual value ascribed to script fomented a notion that script was better suited to more 

valuable texts, such as liturgical works and bureaucratic documents.  

 According to Jessica Berenbeim, the challenge of controlling a vast empire resulted in the 

organized systematization of the notarial profession and the production of documents based on 

models from manuals. Berenbeim also argues that script had its own important administrative 

purposes and served a function that was aesthetic, social, and spiritual.57 Thus, the visible form 

and quality of script, imbued with an aura of nobility and mysticism, became a mode for the 

representation of stature, honor, and Christian virtue. The social, spiritual, and administrative 

nature of script takes precedence in the first section of the TCU Lima Manuscript as the images 

include calligraphic renditions that symbolically refer to these inherent qualities.  

In his essay examining the equestrian Portrait of Bernardo de Galvez (1796) (Figure 21), 

Ray Hernández-Durán focuses on the calligraphic nature of the work. An anomalous rendition, 

the work still follows the colonial practice of integrating text with images with an inclusion of an 

epigraph identifying the sitter. However, this integration of word and image becomes more 

pronounced by what Hernández-Durán calls, “ribbon-like lines,” which render a written 

calligraphic image. Upon a matte black background, the calligraphic line composes the horse and 

                                                            
56 Jessica Berenbeim, “Script After Print: Juan de Yciar and the Art of Writing,” 231; “después de la invención de la 
impresión que fue a la verdad cosa divinalmente inspirada para utilidad delos hombres, no se tenga el cuydado que 
antes, de saber perfectame(n)te escrevir de mano. . . paresciome ami cosa digna del trabajo que en ella he puesto. . . 
inquirir y recopilar todas las diversidades de caracteres de letras que entre cristianos más se usan. . .” Juan de Yciar, 
Recopilacion subtilissima, intitulada Orthographia pratica, por la qual se ensen˜a a escrivir perfectamente (1548), 
Aii recto–Aii verso.) 
57 Ibid., 231.  
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its rider who is elegantly posed with his left hand holding the reins and his right hand placed on 

his hip.  

Hernández-Durán traces the composition to engraved equestrian portraits of the Hapsburg 

royals, including the Portrait of Juan José de Austria (Figure 22), son of Philip IV found in 

Papeles pertenecientes a la Reyna Madre y D. Juan de Austria (1678). The print depicts the 

general upon a rearing horse. He holds the reins in his left hand and in his right hand, he holds a 

baton indicative of military and royal authority.58 The iconography of equestrian portraiture can 

be traced back to ancient Rome, where the iconography of the rearing horse was reserved for 

emperors and high-ranking generals. This trope continues into the modern era and is widely 

implemented throughout Europe. In Spain, the first equestrian portrait was the portrait of Charles 

V painted by Titian in 1548 (Figure 23). This became the model for a series of equestrian 

portraits of Phillip IV, painted by Rubens and Velazquez, that are also part of the Spanish Royal 

Collection (Figures 24 and 25). So, while the style of the Portrait of Juan José de Austria and the 

Portrait of Bernardo de Galvez is derived from calligraphy, the genre and iconography goes 

back to original models from earlier centuries and antiquity.  

Hernández-Durán argues that the nature of calligraphy as hand-written text means it 

embodies an individual hand. He thus categorizes calligraphy as a fine art rather than a 

mechanical mode of production like printed text.59 Like Barenbeim, Hernández-Durán also 

concludes that script exhibits a practical as well as a symbolic function and compares it to that of 

prints. In her research on prints, Kelly Donahue-Wallace suggests that there is a signifying power 

                                                            
58 Ray Hernández-Durán, “The Language of Line in Late Eighteenth-Century New Spain The Calligraphic 
Equestrian Portrait of Bernardo de Gálvez (1796),” in Buen Gusto and Classicism in the Visual Cultures of Latin 
America, 1780-1910, ed. Paul B. Niell and Stacie G. Widdifield (Albuquerque, NM: University of New Mexico 
Press, 2013), 183-185.  
59 Ray Hernández-Durán, “The Language of Line in Late Eighteenth-Century New Spain,” 186. 
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inherent in prints which is shown in religious prints and the reception of nonreligious images.60 

Hernández-Durán calls attention to the parallels between script and prints and ultimately agrees 

with Donahue-Wallace. He argues that calligraphic prints were probably circulated widely as 

were other prints and royal images, and that the artists who created the Galvez Portrait, Fray 

Nicolas de Jesus and Padre Jeronimo, knew of these sources and drew from their compositions 

and iconography to create the unique painting.61  

Given that the Galvez Portrait was created in 1796, while the Hapsburg equestrian 

portrait was dated to 1678, we can conclude that this particular style was highly disseminated 

and popular. Supporting this claim is Pedro Díaz Morante’s manual from 1616, which also 

includes an equestrian image which is labeled as “Phelippe IIII El Mayor Monarcha del mundo,” 

(Figure 26). Like the Portrait of Juan José de Austria, the Portrait of Phillip IV in the manual is 

also exquisitely rendered by a continuous and elaborate calligraphic line. Seating upon a rearing 

horse, the monarch wields a spear-like weapon and an oval shield. The front of the shield is 

bisected by a wide strand and decorated with a rampant lion on the right and an eagle with 

radiating remiges and ornate tail feathers on the left alluding to the Spanish coat of arms.  

It is likely that the Portrait of Phillip IV by Díaz Morante from 1616 was the model for 

the Portrait of Juan José de Austria from 1678. More importantly to this study is how the 

popularity of Morante’s manual continued to influenced imagery in Spain and the New World. It 

is no coincidence, then, that the drawings in the first section of the TCU Lima Manuscript, 

compiled in 1696, were created in a similar style. In the TCU Lima Manuscript several of the 

images, including cherubs, some elements of the birds, and the siren, share features with those of 

                                                            
60 Ibid., 189; Kelly Donahue-Wallace, “Prints,” in Encyclopedia of Mexico: History, Society, and Culture, ed. 
Michael S. Werner (Chicago: Fitzroy Dearborn, 1997), 1191.  
61 Ibid., 189-190.  
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the Díaz Morante manual. Of these, the aforementioned cherubs, which appear twice in the TCU 

Lima Manuscript, share the most striking similarities. That the images only share some 

similarities attests to the artistic license employed by artists from Lima in designing their 

imagery. Thus, like the religious imagery, which constituted much of European imagery 

transported into the New World to validate Christian doctrine, the drawings in the TCU Lima 

Manuscript also stand as symbolic elements signifying the validity of the claims made in the 

text. At the same time, the use of this particular calligraphic style and the diversity of images, 

which differ significantly from those found in European models, attest to the innovative artistry 

achieved by draftsmen who created the images in the TCU Lima Manuscript.  

In their creative endeavors, the Lima draftsmen utilized these drawings, combining both 

word and image, to support Don Marcelo’s claim and to legitimize their work. Considering the 

nature of the drawings, it is interesting that the draftsman or draftsmen who illustrated this 

section employed a style that is not common in these types of documents.62 Given the importance 

of script and calligraphy as a bureaucratic system, that the draftsman or draftsmen employed 

such a style suggests that the drawings also meant to elevate their status as artists. Assuming that 

an escribano or a group of escribanos created the images, the symbolic nature of the drawings 

becomes more apparent. Just as the escribanos wrote the “truth,” in their implementation of 

calligraphic marks to formulate their drawings, the draftsmen also created a visual validation to 

the claims. In this way, the use of calligraphic modulations serves to legitimize the symbolic 

meaning of the drawings, but also the artistic proclivities of the draftsmen.  

 

                                                            
62 This assumption is based on my own observation of ejecutorias and titles of nobility in the Newberry Library and 
the Morgan Library. I also analyzed ejecutorias and titles discussed by Rosario Marchena Hidalgo, Juana Hidalgo 
Ogáyar, Jesus Domínguez Bordona, and Javier Docampo Capilla. The TCU Lima Manuscripts is decorated with an 
array of monochromatic drawings found throughout the document. The illustrations found in other titles are 
consistent in their lavish colors and the limited number of illustrations.  



 
 

26

Aesthetic and Ideological Function of the Image  
 

The focus on animals and fantastic beasts in the first section of the TCU Lima Manuscript 

also resonates with the imagery presented in medieval bestiaries. Early bestiary manuscripts 

were created in monastic environments. However, Debra Hassig, has argued that texts and 

images in these manuscripts pursued themes that related to larger social, political and economic 

concerns.63 Hassig argues that bestiary pictures and texts were linked both to secular matters and 

specific points of Christian doctrine that the bestiary entries were intended to bolster or defend. 

Hassig also contends that multivalence was the true leitmotif of the Middle Ages and that this 

was particularly true for bestiaries.64 So while specific combinations of texts and images were 

included in bestiaries, the combinations accrued new and different meanings depending on the 

audience. The first bestiaries were based on the Physiologus treatise, which includes morally 

didactic descriptions of animals, birds, and fantastic creatures, and sometimes stones and plants. 

The imagery implemented was borrowed from pagan traditions which continued to evolve in 

relation to contemporary social, political, and theological developments.65 In a typical bestiary, 

each animal is described, and an anecdote follows, from which the moral and symbolic qualities 

of the animal are derived.66 The perceived meaning encapsulates a larger message within the 

cultural values of society. Thus, the employment of the images in a different environment alters 

the interpretation of what is considered a conventional bestiary illustration. For example, in early 

bestiaries, the image of the lion, a prominent image found in the TCU Lima Manuscript, was 

                                                            
63 Debra Hassig, Medieval Bestiaries: Text, Image, Ideology (New York: Cambridge University Press, 1995), XVI.  
64 Ibid., XVI, 1-5.  
65 Debra Hassig, Medieval Bestiaries, 1-5; William Heckscher, “Relics of Pagan Antiquity and medieval Settings,” 
Journal of the Warburg Institute 1, no. 3 (1937-38): 204-220; Nora Nercessian, “Renaissance, Residues, and other 
remains,” Res 5, (1983): 23-39.  
66 Ibid., 5-7.  
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initially associated with Christ; however, in a courtly environment, the image of the lion is 

associated with the king.  

A more obvious example of the multivalence of bestiary images is the siren. While often 

described as a half-human and half-bird creature, the depictions of sirens vary considerably.67 In 

the Liber monstrorum or Book of Monsters, the siren is described with the upper body of a 

virgin, but with a scaly fish tail that is always hidden in the sea.68 In the bestiaries, sirena also 

refers to a type of serpent.69Interestingly, in the TCU Lima Manuscript, an image of the siren 

accompanies Don Marcelo’s mother’s baptism certificate (Figure 27). In the image, a mermaid-

like creature holds above her head a stringed-instrument in her right hand and in her left hand a 

fish whose tail connects to the letter “Y” in the text. The siren’s body is composed of curvilinear 

calligraphic swirls. Her stylized breasts are alluded to by the concave lines positioned in the 

center of her chest with two downward lines delineating the nipples. An unusual feature of the 

siren depicted in the TCU Lima Manuscript is the rendering of two cephalopod appendages 

below the siren’s arms. Her nakedness and beast-like characteristics correspond with the idea 

that sirens are the personification of sin, sexual lust, and evil. Sirens are often conflated with 

depictions of the fall of man because the fall was brought about by the serpent’s temptation and 

Eve’s seduction.70 However, in this case, the siren becomes a more complex symbolic image. 

Taking the different descriptions of the siren as a creature that is half-idealized-human and half-

monster, her duality becomes a symbol of the Christian condition, which encompasses the sinner 

and the redeemed believer. Thus, the siren’s hybrid body represents the fall of humanity and the 

mark of original sin, but also the cleansing of sin through baptism. The complex symbolism of 

                                                            
67 Ibid., 104-105. 
68 Ibid., 105.  
69 Ibid., 108.  
70 Debra Hassig, Medieval Bestiaries,109-111, 116-129.  
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the siren makes it an appropriate illustration for the baptism record. It also shows the ingenuity 

and intellect of its creator(s).  

While they were widely distributed, bestiaries fell out of fashion in the fourteenth 

century. However, according to Hessig’s study, there was a revival of the bestiary in the 

sixteenth and seventeenth centuries as a result of the European colonization of the New World.71 

Interestingly, Díaz Morante’s manual includes variations of sirens that are similar to the siren in 

the TCU Lima Manuscript (Figures 28 and 29). Looking at the images, while imbued with a 

variety of meanings, they all also frame the texts within the page. Thus, they serve both a 

symbolic and an aesthetic purpose. This double purpose further implies the use of the manual as 

a reference for the imagery in the manuscript. At the same time, the six different variations of 

sirens found in the manual, all of which reference imagery found in early bestiaries, suggest that 

these images were derived from early depictions found in bestiaries. Thus, in a similar manner as 

Don Marcelo’s lineage, which extends back to Old Christian nobility, the images in the TCU 

Lima Manuscript trace back their genealogy not only to the manual, but also to old didactic 

illustrations of Christian morals found in bestiaries.  

  The traditional bestiary came to be used to provide inventories of conquests to the 

European monarchs. Through images and descriptions in bestiaries, the European monarchs were 

presented with the flora and fauna of the newly conquered lands. The use of bestiaries provided 

Europeans a way of understanding the civilizations they had conquered. Many of these books 

identified “Fabulous Races” and various fantastic beasts in the West Indies.72 The use of familiar 

words and imagery allowed for a better understanding of people, animals, and plants that were 

                                                            
71 Debra Hassig, Medieval Bestiaries, 180-181.  
72 Stephen Greenblatt, Marvelous Possessions: The Wonder of the New World (Chicago: The University of Chicago 
press, 2017), 52-85.  
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outside of what Hassig refers to as the European “conceptual framework.”73 The bestiary became 

a recycled mode of communication and, particularly in the age of exploration and colonization, 

served for social communication of the unknown. The bestiary evolved in form and content. In 

the New World, they constituted a political as well as an artistic use, which later influenced other 

bureaucratic and legal systems, as shown in the imagery found in the manual and the imagery of 

the TCU Lima Manuscript.  

In considering the evolution of the bestiary and its bureaucratic and legal use, we must 

consider the importance of the text and the imagery. The text and type of image presented 

sometimes contain unique elements which effectively alter the interpretation of the illustration. 

In bestiaries, the text and image are interrelated and interdependent.74 For this reason, their 

respective ideological contents may or may not correspond. In other words, the values and 

interests imbued within the image may inform any representation of reality, thus rendering 

variable meanings depending on who is interpreting them.75 Thus, context determines how a 

visual sign should be interpreted.76 Like all images, bestiary images are complex systems of 

pictorial signs intended to be read and understood within their social context. Hassig argues that 

aesthetic preferences were socially determined. In the same manner, Keith Moxey suggests that 

aesthetic value is not constant but rather changes, and is reevaluated and redefined, and given 

different cultural meanings.77 The imagery, then, serves as a mode of communication. This is the 

case for the image of the siren in the TCU Lima Manuscript which holds a dualistic meaning. 

While the siren is usually conflated with evil, seduction, and sin, in the TCU Lima Manuscript, 

                                                            
73 Debra Hassig, Medieval Bestiaries, 181.  
74 Debra Hassig, Medieval Bestiaries, 18. 
75 W. J. Thomas Mitchell, Iconology: Image, Text, and Ideology (Chicago: Chicago University Press, 2009), 3-4.  
76 Ibid., 69-70.  
77 Keith P. F. Moxey, “Semiotics and the Social History of Art,” New Literary History 22, no.4 (1991): 986.  
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the siren becomes a symbol for inherent original sin, but also for redemption through baptism, 

thus representing the Christian-human condition. It then renders the siren as an appropriate 

symbol for its accompanying document.  

 
Calligraphic Images: A Link to the Past and a Representation of Artistic Invention  
 

To understand the imagery in the first section of the TCU Lima Manuscript, it is 

important to consider the text and the illustrations as sign systems of similar importance. The 

bestiaries were initially used for didactic purposes in favor of Christianity. The titles of nobility 

served as a means to prove pure lineage and old Christian descent. Like the images in the 

bestiaries, which carried not only religious but also political connotations and social values, the 

images in the titles of nobility also carried inherent ties to religion, politics, and social structure. 

In the Spanish colonies, particularly in Peru, legal documents, including titles of nobility, were 

used to justify and proliferate the power of the Spanish colonists. The inclusion of imagery in 

these documents attest to the importance of modes of communication and validation in the 

colonial juridical system. The text-image relationship becomes an intimate and complex dialogue 

at the same time, conducive to a multiplicity of readings.78 In the case of the TCU Lima 

Manuscript, the images served on a symbolic level to further validate Don Marcelo de Ayala’s 

claim. At the same time, the images legitimize the artistic endeavors of their creator(s).  

The calligraphic renditions of lions in the first section of the manuscript (Figures 30, 31, 

32, 33, and 34) articulate different meanings. I suspect that one of the intentions of the lion is to 

validate Don Marcelo’s claim. Traditional titles of nobility include coats of arms and other 

heraldic crests, but the TCU Lima Manuscript includes no obvious imagery related to heraldry. 

                                                            
78 Cécile Michaud, “Miradas cruzadas sobre la relación entre escritura e imagen: el poder de una tensión,” in 
Ecritura e imagen en Hispanoamérica. De la crónica ilustrada al cómic ed. Cécile Michaud (Lima, Perú: Fondo 
Editorial, Pontificia Universidad Católica del Perú, 2015), 12.  
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However, the lion is a predominant element in Spanish coats of arms. Therefore, I suspect that 

the inclusion of the lions on five pages of the manuscript is meant to symbolize Don Marcelo’s 

lineage. Don Marcelo’s family came from the Province of Leon in Spain. In conducting my 

research, a general search on coats of arms of the province of Leon, and on coats of arms related 

to the Ayala surname, yielded results with at least one lion in every coat of arms.  

In folio 4r, the lion appears in profile looking towards the right, standing erect with 

forepaws raised (Figure 30). Its body is articulated by a graceful blending of calligraphic marks. 

Its mane is formulated by swirls, curls downward. The beast has its mouth open with its tongue 

extended and turning into curls that in turn formulate the letter “Y,” as if the lion is speaking the 

words. This begins the next section in the document which reads as “Ymformacion de filiacion, 

nobleza,e ydalgui del Licenciado Don Marcelo de Ayala…”79 The heraldic symbol of the lion is 

unified with the words identifying  the documents as a nobiliary and genealogical testament of 

Don Marcelo’s lineage. Thus, the image and word become one, providing a doubly meaningful 

testament to Don Marcelo’s claim. 

Folios 40r (Figure 31) and 59v (Figure 32) also show the lion in a similar position. In 40r, 

the feline’s tongue also formulates the letter “Y” which makes the word “Yo” in the statement of 

truth of Francisco de Taboada y Figueroa, the escribano, or scribe, who copied Don Marcelo’s 

baptismal record and that of his mother in 1694.80 In this case, the lion is linked to the scribe, 

elevating his status as a noble appointed to his position by the Crown and for the benefit of the 

empire. Assuming Francisco de Taboada, or another escribano, may be the creator of the image, 

his rendition of the lion displays his artistic abilities and elevates his work as a scribe and as an 

artist. In folio 59v, the lion is conjoined to the title of the next section identifying it as the 

                                                            
79 TCU Lima Manuscript Folio 4r.  
80 Ibid. 40r-41v 
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“Executoria real” or patent or title of nobility. In this particular instance the lion takes on 

multiple symbolic meanings. First, a title of nobility is given by the king, thus signed by the king 

and his royal judges. The illustration of a lion calls forth the traditional symbolic meaning of the 

lion as an emblem of royalty, particularly related to the king. On the other hand, the lion is often 

used as a motif for courage, nobility, strength, and loyalty.81 In this case, the lion is obviously 

signifying nobility, ratified by the king, but inherently possessed by Don Marcelo’s ancestor who 

has proven to be an old Christian with ties to land and strong Christian convictions. This is 

further validated by the medieval bestiary notion of relating the lion to Christ’s resurrection and 

redemption of the world.82 Thus the lion is a symbol of nobility, inherent to “true” old Christians 

who believe in God, ratified by the King, the defender of the faith. 

Folio 39v shows a lion lying down, with his head raised and looking back (Figure 33). In 

this case, the lion’s tail gracefully blends into a secondary image of a bird, whose resting wing 

delineates the letter “D,” starting a section in which three escribanos, Francisco Sanchez 

Vezerra, Pedro Perez Landero, and Jacinto de Naruasta, attest to Francisco de Taboada’s role as 

escribano to the royal Crown. Their statement further validates the documents Francisco de 

Taboada had copied and accordingly certifies the legitimacy of Don Marcelo’s claim to noble 

lineage. Folio 85v shows the royal “sentencia” or verdict to the claim made by Juan Fernandez 

Salguero, Don Marcelo’s great-great-great-grandfather (Figure 34). The lion accompanying this 

section is illustrated with right forepaw raised and all others on the ground. He wears a crown, 

signifying the title granted by the king, and his tail curves with flourishes that create an “E” 

beginning the phrase “En el pleito…” Here, the lion is accompanied by an eagle-like figure, 

                                                            
81 Debra Hassig, Medieval Bestiaries, 50, 92,135.  
82 Ibid., 50, 92,135.   
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reminiscent of the Hapsburg eagle, which also wears a crown. Together the two creatures 

symbolize the title given by the king.  

The images in the TCU Lima Manuscript attest to the importance of images and text in 

colonial Latin America. Script had its own important administrative purposes, but also served a 

function that was aesthetic, social, and spiritual. In thinking of image and texts as equal sign 

systems, we also see the inventive nature of the colonial artist. They used imagery from old 

traditions but with new symbolism to create a stronger claim. In this case, the images do not 

correlate to the immediate text, but rather stand independent as symbols. Read together, 

however, the image and text bolster the claims made in the text, solidified by the symbolic, 

bureaucratic meaning of the images. Because Spaniards of pure blood were favored for high 

positions in Colonial Peru, establishing a lineage was of main importance for them. The use of 

calligraphic drawings in the TCU Lima Manuscript calls attention to the symbolic nature of 

heraldic imagery, most of which was derived from medieval bestiaries and manuals. Like the 

copies of the documents, which presumably trace the lineage “thought direct male line,” the 

images themselves become a visual representation of the curvilinear nature of Don Marcelo’s 

proof of lineage, which is not directly through his “male” ancestors, but rather through his 

mother and information provided by his twice-removed relatives. The images then are 

synonymous with the complexities shown in the text. The artist applied imagery that resonates 

with the ideas of nobility and lineage and took liberty in employing a calligraphic style in 

rendering said images. In this way, the art and writing become one symbolic mode of 

communication. 
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CHAPTER 3: DRAWING FROM PRINTS: SYMBOLISM AND INNOVATION 
 

Like the first section of the TCU Lima Manuscript, the second illustrated section is also 

composed of various documents that demonstrate Don Marcelo de Ayala’s lineage, this time 

paternal, and his family’s services to the Crown. Some of the documents demonstrate Don 

Marcelo de Ayala’s education, and his profession as an abogado, or lawyer. However, most of 

the records within the manuscript are copies of original documents pertaining to the lineage of 

his father, Don Juan de Ayala Marin. These include a copy of Don Juan de Ayala’s title of 

nobility which was originally granted in 1586 in Montemolin, Spain. Don Juan de Ayala was a 

distant ancestor of Don Marcelo and his father’s namesake. The copies also include a request 

from 1661 by Don Marcelo’s father asking for a copy of his great-great-grandfather’s, Don Juan 

de Ayala’s, title of nobility. Overall, the documents attest to his father’s lineage, his services to 

the king as an infantry captain in Lima, and Don Juan’s affiliation with the church and 

subsequent ordination into the priesthood. The documents also attest to Don Juan’s later role as a 

Receptor of the Holy Inquisition, a position that was verified by at least five different documents 

from the church and the office of the Inquisition. As a receptor, Don Juan managed the fiscal and 

financial accounts of the Holy Office. Such an appointment is particularly important because 

receptores were only placed by the king.83 As a representative of the king, Don Juan had to be 

part of the noble stratum in order to attain his position. The inclusion of these documents in the 

final section of the TCU Lima Manuscript proves Don Juan’s high rank and accordingly also 

certifies the lineage and nobility of his son Don Marcelo de Ayala.  

One of the most compelling components in this section is the inclusion of finished 

drawings that upon first glance look like prints. The images in this section exhibit a high degree 

                                                            
83 John F. Chuchiack, The Inquisition in New Spain, 1536-1820: A Documentary History (Baltimore: John Hopkins 
University Press, 2012), 17-18.  
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of precision and detail and appear to be printed. However, closer examination reveals the 

illustrations are in fact drawings rendered in a print-like manner. Given the power of the Church 

and the Inquisition within Spanish culture, particularly over juridical matters, the written 

documents were proof enough to certify the claims made by Don Marcelo. However, the 

inclusion of the images served as second system of validation. While they serve an aesthetic 

purpose, like the calligraphic drawings in the first section, the detailed drawings also hold a 

symbolic meaning. The iconographic elements call attention to the established canon of Christian 

imagery transported to Peru from Europe. The nature of the TCU Lima Manuscript as a 

document collected with the intent to prove Don Marcelo’s lineage, nobility, and service to the 

Crown suggests the images are not purely decorative but have a larger significance. The images 

also show how European artistic conventions influenced Peruvian artists. Thus, the TCU Lima 

Manuscript shows the inventiveness of colonial artists in adopting and modifying European 

iconography and styles to better represent principles of colonial Peruvian society. Specifically, 

these images call attention to the social significance of lineage in a multiracial and stratified 

colonial environment.  

As mentioned in the previous chapter, prints served a didactic purpose for the 

evangelization of New World peoples. Furthermore, colonial records, such as bookseller 

receipts, payment records, inventories, requests by missionaries, and surviving works modeled 

after prints, attest to the prevalence of prints and the use thereof in artistic production in the 

Spanish colonies.84 While writings from early missionary sources and early scholarship in Latin 

American art suggested that colonial artists were mere copyists of European styles, Aaron 

                                                            
84 Aaron Hyman, “Patterns of Colonial Transfer: An Album of Prints in Mexico City,” Print Quarterly 34, no.4 
(2017): 396; Carolyn Dean, “Copied Carts: Spanish Prints and Colonial Peruvian Paintings,” The Art Bulletin 78, 
no. 1 (1996): 98-110.  
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Hyman has  argued that  there was a range of creativity in the use of printed materials from 

Europe as a point of reference for colonial artists.85 Hyman’s study focused on an album of prints 

found in Mexico City and elucidated how a squaring technique was used to scale compositions to 

larger format, in other words, turning print compositions into paintings.86 While his focus is on 

the use of prints as models for paintings in New Spain, I suggest that such creative license is also 

seen in prints and drawings made by colonial artists in Lima.  

A clear example of the creative approach taken by New World artists, specifically from 

Peru, is the 398 full-page illustrations in the 1,200 page El primer nueva coronica y buen 

gobierno (c. 1615) by Felipe Guaman Poma de Ayala. Perhaps the most famous South American 

manuscript, Guaman Poma’s work served different functions, one of which parallels that of the 

TCU Lima Manuscript. Whereas Don Marcelo’s manuscript asserts his descent from Spanish 

nobility, Felipe Guaman Poma documents his descent from Inka nobility.87 However, in his 

extensive letter, Guaman Poma also wrote about the Andean peoples prior to the conquest and 

their oppressed colonial situation under colonial rule. He denounced the abuses inflected upon 

the natives under the colonial government and asked the king to intervene.88 In an unprecedented 

endeavor, Guaman Poma employed fine-quality paper, pen and ink, what Valerie Fraser refers to 

as the “fundamental tools of the first truly bureaucratic empire,” in creating not only a written 

text, but also the accompanying images as a double mode of communication.89 In his prologue, 

Guaman Poma stated that he wished his work to be varied and as interesting as possible in 

                                                            
85 Toribio de Benavente Motolina, Historia de los indios de la Nueva España, ed. (Mexico City: Porrua, 1990), 386; 
Aaron Hyman, “Patterns of Colonial Transfer,” 398. 
86 Ibid.  
87 Rolena Adorno and Ivan Boserup New Studies of the Autograph Manuscript of Felipe Guaman Poma de Ayala’s 
Nueva coronica y buen gobierno (Copenhagen: Museum Tusculanum Press, 2003), 3-10; Thomas B.F. Cummins, 
“The Uncomfortable Image: Pictures and Words in the Nueva corónica i buen gobierno,” in Guaman Poma de 
Ayala: The Colonial Art of an Andean Author, ed. Rolena Adorno et al (New York: Americas Society, 1992), 46-59.   
88 Ibid.  
89 Valerie Fraser, “The Artistry of Guaman Poma,” Anthropology and Aesthetics, no. 29/30 (1996): 269.  
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appearance in order to compensate for his lacking literary style. Some scholars such as Fraser 

and Rolena Adorno have argued that Guaman Poma employed the images not only as a 

substitute for elegance of verbal style, but also as a compelling feature for the king, known to be 

fond of paintings and the qualities of ‘invention and design.’90 His primary goal was to convince 

the king of the injustices being committed by the colonizers in Peru; therefore, his manuscript 

needed to be able to contribute to his argument and keep the king’s attention.91  

In doing so, Guaman Poma invented images that were grounded in his view of the world 

from an Andean perspective. However, he represented this world visually by the implementation 

of technical, compositional, and iconographical traditions borrowed from European modes.92 An 

example of this is Guaman Poma’s use of the equestrian image of Santiago Matamoros. Guaman 

Poma based his image on the archetypal equestrian composition of a Spanish knight, often used 

to depict Santiago as well as the Spanish royals, such as the previously mentioned Portrait of 

Juan José de Austria (Figure 22) and Díaz Morante’s Portrait of Philip IV (Figure 26). On page 

404, Guaman Poma narrated and depicted the story of Santiago, who he claimed miraculously 

intervened in the conquest of Peru (Figure 35). In his account of the Spanish conquest, Guaman 

Poma illustrated a noble Christian colonizer astride a horse with a sword in hand. An Inka 

warrior figure, identified by his checkered tunic, is seen prone beneath the horse’s hoofs. In his 

narrative, Guaman Poma explains the significance of this event for the conquest.  

                                                            
90 Ibid., 270-271; Rolena Adorno, Guaman Poma: Writing and Resistance in Colonial Peru (Austin: University of 
Texas Press, 1986), 81-83.   
91 Valerie Fraser, “The Artistry of Guaman Poma,” 274. 
92 Ibid; Juan M. Ossio, “Guamán Poma: Nueva Coronica o carta al rey. Un intento de aproximación a las categorías 
del pensamiento del mundo andino,” in Ideología mesiánica del mundo andino, ed. Juan M. Ossio (Lima, Peru: 
Ediciones Prado Pastor, 1973), 153-213; Juan M. Ossio, “Las cinco edades del mundo según Felipe Guamán Poma,” 
Revista de la Universidad Católica 2 (1977): 43-58; Rolena Adorno, “Paradigms Lost: A Peruvian Indian Surveys 
Spanish Colonial Society,” Studies in the Anthropology of Visual Communication 5, no. 2 (1979): 78-96; Rolena 
Adorno, “On Pictorial Language and the Typology of Culture in a New World Chronicle,” Semiotica 36, no.1/2 
(1981): 51-106; Rolena Adorno, Guaman Poma: Writing and Resistance. 
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In the text accompanying the image, Guaman Poma stated that the conquest was a 

divinely ordained event. He further argued that the apparition of Santiago was the turning point 

in the Spanish efforts to control the city and claimed that the Inka empire was from the beginning 

under the patronage of Santiago. According to Fraser, Guaman Poma even conflated the image 

of Illapa, the Inka deity associated with lightning, and that of Santiago, suggesting that the 

natives saw the horse-riding Spaniards as a representation of the powerful deity.  Fraser 

concludes that this particular notion is Guaman Poma’s own imaginative extrapolation from the 

visual imagery of the all-conquering Christian hero and his own people’s powerful deity.93 

Guaman Poma, who was clearly educated by Spaniards but working in the native world, was 

familiar with the iconography of the man in horseback which he employs to show the control of 

the Spanish over his people. Comparing the image to equestrian images from Spain, and given 

the connection to the Inka deity, we see that the figure takes on a multiplicity of meanings as a 

conquistador, Santiago, or even the king himself. Thus, the image represents not only the 

physical conquest of the Inka, but also the spiritual conquest. 

In a similar way, the artist(s) who created the drawings in the TCU Lima Manuscript 

make significant use of equestrian iconography. In colonial Peru, equestrian figures, sometimes 

referenced as Pizarro or Santiago Matamoros (Moor-slayer) who was reconceived as Santiago 

Mataindios (Indian-slayer), became a popular subject in depictions of the conquest. In the case of 

the TCU Lima Manuscript the equestrian image symbolizes not only the conquest of the Inka 

capital, but also the role of Spanish noble warriors. In the TCU Lima Manuscript, the image is 

associated with the verdict to Don Juan de Ayala’s, Don Marcelo’s great-great-great 

grandfather’s request for title of nobility and the rights granted by it (Figure 36). While the 
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document itself is a copy of an original document from a century earlier, the iconography relates 

more to the services of Don Marcelo’s father to the Crown, as he served in the infantry and 

defended Lima against pirate attacks and uprisings. In the image, the chivalric figure is depicted 

in total control of his horse. The rider manages to make the animal rest on its hind legs and lifts 

the forelegs in an attitude of heroism and triumph. The composition calls attention to the images 

in Guaman Poma’s El primer nueva coronica y buen gobierno as well as the typology of the 

Spanish imperial equestrian portraits such as the Hapsburg examples mentioned in the previous 

chapter.  

As in the Guaman Poma illustrations, the TCU Lima Manuscript equestrian figure is 

accompanied by a variety of elements which symbolically locate the image in the New World, 

and more specifically to the heroic endeavors of Don Marcelo’s father. The equestrian figure 

hovers above a city with defense walls made of finely worked registers of stone, a distinct 

characteristic of Inka architecture. Thus, the image represents the Spanish conquest of the Inka 

capital. This is further implied by the two Inka warriors under the horse’s hoofs, identified by 

their headdresses and tunics. While the text does not mention any of Don Marcelo’s relatives 

taking part in the siege of Cuzco in 1535, it does mention his father’s role as an infantry captain 

and his post in the defense of the Callao Port during uprisings and in defense against pirates who 

tried to sack the city. The Spanish-style buildings and the representation of a port in the 

background suggest that the image is a representation of the Callao Port.  

Don Juan de Ayala’s role as an infantry captain is not described until later in the last 

section of the manuscript and does not include images. The image described above is included in 

the verdict to his great-great grandfather’s request for title. Thus, the equestrian image also takes 

on multiple meanings. On one level, it points to Don Marcelo’s father’s services to the Crown, 
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and thus, his noble endeavors to preserve the Catholic dominion of the New World. On another 

level, the image also represents the Ayalas’ descent from old Christian lineage. In this way, it 

also represents the king himself, the defender of faith, who granted the original title to Don 

Marcelo’s great-great- grandfather in 1586.  

 
Creative Reproductions: From Celestial Hero to Noble Warrior  

 
The images in the second section of the TCU Lima Manuscript are important not only 

because of their symbolism, but also because they show the development of personal and 

workshop traditions in the medium of drawings. While the emergence of art academies and 

workshops in the New World has been previously studied, drawings are typically mentioned as a 

point of departure for paintings, rather than a final product. I argue that the images in the TCU 

Lima Manuscript are symbolic not only via their iconography, as shown by the equestrian image, 

but also because of their particular style, which resembles a print rather than a drawing.94 At first 

glance, the images have a print-like appearance and are more detailed than traditional drawings. 

The highly detailed images confirm that the draftsman or draftsmen who made them was/were 

borrowing from actual prints. In El Poder de Los Colores, Grabriela Siracusano argues that 

Andean art, particularly painting, shows features that allude to a workshop environment in which 

artists created and applied their own creative elements.95 Though she focuses on painting, given 

the various examples of innovation in colonial printmaking, it is not a farfetched assumption to 

consider draftsmen as innovators themselves. In fact, Siracusano also suggests that many 

colonial artists, like European artists, followed the Vasarian belief in the importance of disegno 

                                                            
94 I do not mean to assume a homogeneity in prints or drawings, but rather distinguish how these drawings are more 
meticulously done with a high level of precision and control.  
95 Gabriela Siracusano, El poder de los colores: de lo material a lo simbólico en las prácticas culturales andinas, 
Siglo XVI-XVIII (Buenos Aires: Fondo de Cultura Económica, 2008), 143.  
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as a foundational element for the arts and implemented their changes to European compositions 

in the drawing stages of their work. At the same time, the two different styles in the TCU Lima 

Manuscript attest to the creative license employed by colonial artists.  

In the later editions of the Díaz Morante manual, published between 1616 and 1632, the 

imagery and calligraphic samples were accompanied by at least one page with printed imagery, 

as seen in page 10 of the Universidad de Sevilla copy (Figure 37). The page is divided in three 

vertical registers with the two flanking registers each divided in two. The center register includes 

texts regarding sin and virtue and the struggle to attain salvation or eternal condemnation. The 

flanking registers include two sets of images. On the right, the top register includes an image of 

an angel wearing what Marjorie Trusted refers to as “vestidos de romanos” with armor 

features.96 The angel also holds a balance and is accompanied by two putti who hold a banner 

with an aphorism alluding to penance and condemnation. Above the framed register, the angelic 

figure with a balance is identified as St. Michael Archangel. Under the dividing banner, six 

figures engulfed in a cloud of fire and smoke are tormented by a horned and hog-snouted 

creature who holds a shepherd’s crook as if getting ready to strike. On the left side, another angel 

is depicted holding a flower and identified as a guardian angel.  This angel is also accompanied 

by a pair of putti who hold a banner with another aphorism which reads as “haz aquello que 

quisieras a ver hecho cuando mueras” or “Do what you wanted to do when you die.”97 Below 

the banner another scene shows ten afflicted figures, both men and women, enveloped by a pit of 

fire.  

                                                            
96 Marjorie Trusted, The Arts of Spain: Iberia and Latin America 1450-1700 (University Park, PA: Pennsylvania 
State University Press, 2007), 180.  
97 Pedro Díaz Morante, Visions of Hell, page 10, 1615-1631.  



 
 

42

The representation of archangels was particularly influential in the New World. During 

the tenure of Pope Gregory XIII, the cult of apocryphal archangels was banned, and only 

Gabriel, Raphael, and Michael were considered worthy of representation for being the only 

archangels mentioned in the Bible.98 However, in the New World, the imagery of archangels 

found more acceptance as the cult and imagery of the angels was conflated with native festivals 

and religious symbolism.99 Mujica Pinilla argues that during the Christianization of the Andes, 

the image of  the sun god Viracocha became conflated with the cult of the angels, which led to 

the prevalence of angelic depictions, primarily in the form of paintings and sculpture, throughout 

the seventeenth and eighteenth centuries.100 Depictions of archangels during this period followed 

Franciscan Johannes Menessius de Silva’s, known as Beato Amdeo of Portugal (1431-82), 

commentary book on the apocalypse, Apocalypsis Nova of 1460.101 The first known visual 

representation of archangels following Amadeo’s book was in fresco, probably dating from the 

fourteenth or fifteenth century and executed for the church of Saint Ana in Palermo, and 

rediscovered in 1516.102 According to Trusted, this was the source for images in South America, 

via the engravings by Jerome Wiericx (c. 1553-1619) and Maarten de Vos (1532-1603), among 

others, after the fresco  (Figure 38).103 The similarities between these prints, which were widely 

distributed in Spain, and the angels in the Díaz Morante manual suggests that they also served as 

prototypes for the images in the manual. Their wide distribution and possible influence on the 

manual can also be traced to the imagery in the TCU Lima Manuscript. 

                                                            
98 Trusted, The Arts of Spain, 180. 
99 Ramón Mujica Pinilla, Ángeles Apócrifos en la América Virreinal (Lima, Perú: Fondo de Cultura Económica, 
1992), 163-190.  
100 Ibid., 195-213.  
101 Trusted, The Arts of Spain, 180; Mujica Pinilla, Ángeles Apócrifos en la América Virreinal, 15-30, 160-190.  
102 Odile Delenda, “Les archanges dans l’art,” Sedes Sapientiae, no. 61 (1997): 26.  
103 Trusted, The Arts of Spain, 180. 
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Indeed, the Wiericx and de Vos prints and those by their followers emulating them do 

show a visual similarity to a warrior figure in the TCU Lima Manuscript. In the verdict given to 

Don Marcelo’s father, a figure in a similar ensemble as the archangel figure by Wiericx stands 

upon a pedestal holding what appears to be a shield with heraldic signs with his left hand (Figure 

39.) However, unlike the idealized angelic images, the warrior figure is rendered in a more 

stylized manner. Placed in an elevated position, the figure seems to be overlooking the city, 

indicating his higher position within society. The background is composed by a cityscape with a 

port in the distance, possibly representing La Ciudad de los Reyes and the Puerto de Callao. This 

is further indicated by the inclusion again of Inka-style walls in the background at the upper left. 

Like the archangel figures, the figure in the manuscript also wears an elaborate military costume. 

The opulent dress suggests high social status, in this case related to Spanish aristocracy.  

In considering this imagery it is important to note the importance of St. Michael and the 

significance of his iconography. St. Michael the archangel, since medieval times, has been 

regarded as the most clearly celestial military defender of the faith.104 A powerful symbol of 

Christianity, he is regarded as the angel who weighs souls on the Day of Judgement, an attribute 

clearly referenced in the Díaz Morante manual.105 It is also widely known that he is the angel 

who drove Lucifer and with his rebel companions out from Heaven. 

While the images of archangels were widely distributed not only in prints, but also in 

manuals such as the Díaz Morante manual, that the artist(s) who created the imagery in the TCU 

Lima Manuscript chose this source of imagery speaks to a high level of creativity. Obviously, the 

draftsman who created the warrior image was aware of the artistic tropes and the significance of 

the warrior angel. Unidentified, neither by name nor as a winged celestial being, the figure is 

                                                            
104 Trusted, The Arts of Spain, 183.  
105 Ibid. 
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thus a symbolical representation. Dressed as a warrior, he represents the noble military service 

given by Don Marcelo’s family to the Crown and the Church, particularly his father who served 

in the defense of the city and who later joined the Holy Office of the Inquisition. His lavish 

ensemble also attests to the figure’s aristocratic status. Through this symbolic representation, 

Don Marcelo and his family are placed among the nobles of La Ciudad de los Reyes.  

An important element in this image is also the shield with heraldic bearings. Images of 

archangels are often depicted with a sword, gun, and sometimes other weapons.106 In the TCU 

Lima Manuscript the figure holds out a shield, not in defensive stand, but rather as if presenting 

it. In this way, just as the title of nobility is a public testament of nobility, the figure holding out 

the shield, placed in the beginning of the verdict asserting Don Juan de Marin’s nobility, is a 

visual representation of this validation of noble status. Reinforcing this is a banner that swirls 

around the warrior figure with the Latin inscription “Ecce Cunetis Nobilis Patet” or “See all of 

the noble.” The figure then becomes a symbol of the noble title bestowed and confirmed by the 

king. Ultimately, the draftsman created an image imbued with symbolic elements associated with 

the social, religious, and political dimensions of the title of nobility conferred by the king.  

Reproduced and Recycled: Multiplicity of Meanings in Images 

The TCU Manuscript shows that these images likely come from a workshop, where 

images were reproduced, recycled, and repurposed depending on the type of document. In an 

article from 2009, Ramón Mujica Pinilla analyzed the imagery and language of a poem 

published in Lima in 1697.107 The images found in this document are similar in style and 

iconography to the images found in the TCU Manuscript. Similarities between the imagery found 

                                                            
106 Trusted, The Arts of Spain, 182.  
107 Mujica Pinilla, Ramón. “Épica Americana e Imperio Español: El Poema Ilustrado del Conde de la Granja.” Goya, 
no. 327 (2009). 
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in both documents are visible at first glance. For example, at the end of canto VIII of Poema 

Heroyco titulado Vida de Santa Rosa de Santa María, patrona de el Peru is an equestrian 

portrait of the conquistador Francisco Pizarro wearing a helmet and armor (Figure 40). The 

equestrian image in the TCU Lima Manuscript and Pizarro in the poem contain similar 

iconographic and compositional features. In both images, the equestrian figure is placed front 

and center with the horse striding triumphantly. In the Poema Heroyco, however, the figure 

representing Pizarro is followed by other Spanish conquistadors, though Pizarro overpowers the 

composition. Riding on a horse, Pizarro is confronted by an army of Inka warriors, recognizable 

by their royal headdresses and tunics decorated with geometric symbols. These native figures are 

armed with bows and arrows. In contrast, Pizarro carries a sword and a whip. With total control 

of his horse, which rears on his hind legs, Pizarro is shown in a heroic stance as if ready to 

attack. The image shows the mighty power of the conquistador and symbolically links Pizarro’s 

victory to the fabled victory of Santiago over the Moors. Mujica Pinilla states that the images are 

pen illustrations with narrative and/or symbolic drawings that complement the poem.108 Not only 

are the images stylistically similar, but also, they serve a similar symbolic function as the images 

in the TCU Lima Manuscript.  

While the stylistic similarities are important, the drawings in these two sources provide 

compelling evidence of the creative endeavors of colonial draftsmen within artistic workshops in 

Lima. In the Poema Heroyco, the artist's signature is registered at the end of cantos IV, VIII, and 

IX. Mujica Pinilla suggests that the drawings are works made by the same amanuensis who 

transcribed and prepared the poem for its publication, D. Jacob d. Taboada, sometimes spelled 

Taboad(j), who states in Latin, on more than one occasion, that he invented and drew the images 

                                                            
108 Mujica Pinilla, “Épica Americana e Imperio Español,” 162.  
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in Lima 1697.109 In a similar way, there is one drawing in the TCU Lima Manuscript (Figures 

41-42), in which the draftsman identifies himself as D. Santiago de Taboada, followed by a Latin 

phrase, “nie fecit,” or “he made”, and a year in which the image was made “1696.” The 

inscriptions on these images confirms their date of conception, within a year from each other, as 

well as the fact that the artists are from the same city and have the same last name.   

Given the previously mentioned stylistic similarities along with the shared surname, it is 

likely that these drawings were the product of a workshop practice. As in Europe, artistic 

workshops were often family affairs, with fathers passing on their artistic endeavors to their 

children.110 The shared last name of these two draftsmen points to a family connection and 

suggests that by the end of the seventeenth-century, there was an established workshop tradition 

in Lima, where artistic innovation was valued, a point which has been mostly studied in terms of 

painting traditions. Notarial workshops have been heavily studied for their extensive production 

of texts, but in this case, I argue that they also provided this other service of illustrating certain 

types of documents, including titles of nobility and illustrated poems. Writing is then conflated 

with, and elevated to, an art form. 

 To further prove this point, one of the drawings in the first section, which accompanies 

the copy of Don Marcelo’s mother’s baptism certificate is said to be copied by escribano 

Francisco de Taboada (Figure 27). We know from the text that the copies of these documents 

were made two to three years prior to 1696. In this case, the copy was made on March 24, 1694. 

Furthermore, the nature of the calligraphic drawings within the first section, specifically the way 

                                                            
109 Mujica Pinilla, “Épica Americana e Imperio Español,” 162.  
110 Cécile Michaud, “Miradas cruzadas sobre la relación entre escritura e imagen: el poder de una tensión,” in 
Escritura e imagen en Hispanoamérica. De la crónica ilustrada al cómic ed. Cécile Michaud (Lima, Perú: Fondo 
Editorial, Pontificia Universidad Católica del Perú́, 2015); Gabriela Siracusano, El poder de los colores: de lo 
material a lo simbólico en las prácticas culturales andinas, Siglo XVI-XVIII (Buenos Aires: Fondo de Cultura 
Económica, 2008). 
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in which the drawings gracefully turn into text, suggests that the images were most likely made 

at the same time as the text, or perhaps before the text. This evidence corroborates the notion of 

these images being made within the same notarial workshop. In Spain, the same workshops that 

decorated titles of nobility also decorated other types of manuscripts and even varied styles 

depending on the manuscripts.111 It is also important to consider that the documents from the 

TCU Lima Manuscript are copies of original documents or twice removed from the original, and 

while not always, the copyist included descriptions of the originals such as the cover of Don 

Marcelo’s great-great-grandfather’s title: con encuadramiento de tablas con terciopelado verde, 

cello de plomo y cordones de ceda de colores.112 In another instance, the escribano describes the 

images found within the original document “una imagen de la Sagrada…y un escudo 

familiar.”113 What is interesting is that even when given a subject, the draftsman who worked on 

the images opted to employ different iconography.  

While stylistically different both sets serve multiple symbolic roles. In the Poema 

Heroyco the images become symbolic of the conquest of the New World over idolatry, the 

importance of religious doctrine, and the importance of historic figures in the creation of a 

colonial identity.114 In the TCU Lima Manuscript, the images represent the conquest, but also 

power bestowed upon Spanish nobility and even symbolize the nobility as a determinant of 

religious affiliation and convictions. Furthermore, in the TCU Lima Manuscript, the images 

serve as a second mode of communication and verification to further validate the claim(s) made 

throughout the compendium of documents. 

                                                            
111 Rosario Marchena Hidalgo. "La Iluminación de Privilegios y Ejecutorias: Entre el Arte Cortesano y el Arte 
Local," in El Arte en las Cortes de Carlos V y Felipe II: IX Jornadas de Arte (Madrid: Consejo Superior de 
Investigaciones Científicas, 1999), 127-40; Kathryn Burns, Into the Archive: Writing and Power in Colonial Peru 
(Durham: Duke University Press, 2010). 
112 TCU Lima Manuscript, description of original title given to the Ayalas. Dated Nov. 22, 1588.  
113 TCU Lima Manuscript, description of image of the Virgin in original title given to the Ayalas. 
114 Mujica Pinilla, “Épica Americana e Imperio Español,” 162-173.  
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CONCLUSION: 

Unlike the titles from Spain and most other records made in the New World, the TCU 

Lima Manuscript differs in style as it includes two distinctive programs of imagery: the 

calligraphic drawings in the first section and the more controlled and detailed drawings in the 

penultimate section. Because of the quality of the drawings, they also lack the lavish colors 

employed in other Spanish and colonial titles of nobility, thereby associating the imagery with 

printed precedents and a likely notarial workshop. However, as discussed throughout this thesis, 

the images were symbolic elements that work together with the text to validate Don Marcelo’s 

claim to noble lineage and entitlement to a seat amongst the noblemen of Lima.  

In the same way, the images attest to the ingenuity of the Peruvian draftsmen who created 

them. While borrowing imagery from European printed precedent, the Lima draftsmen created 

new imagery representative of their geographical location and their Spanish cultural background. 

To say that colonial artists were copying rather than being influenced by European precedent 

undermines the way in which they combined European style and iconography with New World 

imagery for the establishment of colonial artistic traditions. In the TCU Lima Manuscript, the 

influence of European prints and calligraphy is evident. However, the illustrations in the 

manuscript also attest to creative artistic choices made by the draftsmen.  

Considering that this compendium of documents was likely written and illustrated in a 

notarial workshop, the use of calligraphic and more detailed drawings in the creation of the 

images says a lot about the patron’s and artists’ intentions. The written word of a notary was 

considered a testament of truth. Considering the elevated value of written text in the wake of 

printing, the illustrations in the manuscript then take on a larger symbolic meaning. Almost every 

image in the manuscript has an association with a text by virtue of their placement within the 
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same surface, but neither part explicitly influences each other’s meaning. By linking art and 

writing, the draftsmen elevated writing to an art form and adapted a medium to show 

inventiveness and creativity.  

Made by hand and merged with the alphabetic text, arguably by a notary, the drawings 

hold a significant meaning and become a second mode of validation. On one hand, they validate 

the deeds of Don Marcelo’s family and serve similar functions to the imagery found in other 

titles of nobility, presenting a symbolic meaning with the purpose of proving Don Marcelo’s 

family’s purity, nobility, and religious virtue. On the other hand, the iconography and style of 

representation is different from other titles of nobility, illustrating the artistic creativity and 

elevated artistic status of draftsmen in late seventeenth-century Lima. Thus, the documents and 

their accompanying illustrations provide a double mode of validation for Don Marcelo’s claim 

while also affirming the ingenuity of Lima draftsmen.  
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Illustrations  

 

Figure 1. TCU Lima Manuscript, folio 36v, c. 1696. Mary Couts Burnett, Texas Christian 
University  

 

Figure 2. TCU Lima Manuscript, folio 10v, c. 1696. Mary Couts Burnett, Texas Christian 
University.  
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Figure 3. TCU Lima Manuscript, Historiated Initial for Testimony of Diego Sanchez Paton 
Viñatero, [folio 174v], c. 1696. Mary Couts Burnett, Texas Christian University. 

 

Figure 4. TCU Lima Manuscript, Historiated Initial for Testimony of Pedro Lopez del Rosal, 
[folio 182r], c. 1696. Mary Couts Burnett, Texas Christian University. 
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Figure 5. Coats of Arms of Gonzalo Bello Caballero, Title of Nobility of Alonso Bello 
frontispiece, ca. 1600, MS 5270. Newberry Library.  

 

Figure 6. Illustrated Page with the Image of the Virgin and Child and Coat of Arms, Carta 
Executoria de hidalgia de Pero Fernández de Matanco, ca. 1600, MS 5249. Newberry Library.  
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Figure 7. TCU Lima Manuscript, folio 37v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
 

 

Figure 8. TCU Lima Manuscript, folio 81v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
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Figure 9. Illustrated Page with the Image of the Virgin and Child and Coat of Arms, Title of 
Nobility of Alonso Bello, ca. 1600, MS 5270. Newberry Library.  

 

 

Figure 10. Illustrated frontispiece pages with the Portrait of the King and the Coat of Arms, 
Carta de Executoria de Hidalguía de Miguel de la Peña, 1624, MS 5242. Newberry Library.   
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Figure 11. Decorated Initial for Pedro de Leyva’s Witness Statement, Title of Nobility Juan 
Baptista de Gatica, 1576, MS 5245. Newberry Library. 

 

 

Figure 12. TCU Lima Manuscript, Historiated Initial for Testimony of Juan de Toledo, [folio 
197r], c. 1696. Mary Couts Burnett, Texas Christian University. 
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Figure 13. Portrait of the King,Title of Nobility of Juan Baptista de Gatica, 1576, MS 5245. 
Newberry Library. 

 

 

Figure 14. Peter Paul Rubens, The Raising of the Cross, 1610–1611, Onze-Lieve-
Vrouwekathedraal, Antwerp. 
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Figure 15. Unknown artist, Raising of the Cross, Iglesia del Triunfo, Cuzco, seventeenth century 

 

 

Figure 16. Pedro Díaz Morante, Nueva arte de escribir, page 33, 1615-1631. Universidad de 
Sevilla.  
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Figure 17. TCU Lima Manuscript, folio 88r, c. 1696. Mary Couts Burnett, Texas Christian 
University. 

 

 

Figure 18. TCU Lima Manuscript, folio 1r, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
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Figure 19. TCU Lima Manuscript, folio 3v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 

 

Figure 20. TCU Lima Manuscript, folio 41v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
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Figure 21. Fray Nicolas de Jesus and Padre Jeronimo, Portrait of Excelentisimo Senor Conde 
Bernardo de Galvez, 1796.  
 

 

Figure 22. Franco Sánchez, Don Juan José de Austria, 1678. Engraving from Papeles 
pertenecientes a la Reyna Madre y D. Juan . Austria. Biblioteca Nacional de España, Madrid. 
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Figure 23. Titian, Equestrian Portrait of Charles V, 1548. Museo del Prado.  

 

Figure 24. Diego Velazquez, Equestrian Portrait of Philip IV, 1635-1636, Museo del Prado.  
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Figure 25. Peter Paul Rubens, Portrait of Philip IV, c. 1645, Uffizi Gallery.  

                                 

Figure 26. Pedro Díaz Morante, Portrait of Philip IV, page 44, 1615-1631. Universidad de 
Sevilla. 



 
 

63

 

Figure 27. TCU Lima Manuscript, folio 38v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 

 

 

Figure 28. Pedro Díaz Morante, Page 6, 1615-1631. Universidad de Sevilla.  
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Figure 29. Pedro Díaz Morante, Page 27, 1615-1631. Universidad de Sevilla.  

 

Figure 30. TCU Lima Manuscript, folio 4r, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
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Figure 31. TCU Lima Manuscript, folio 40r, c. 1696. Mary Couts Burnett, Texas Christian 
University. 

 
Figure 32. TCU Lima Manuscript, folio 59v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
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Figure 33. TCU Lima Manuscript, folio 39v, c.1696. Mary Couts Burnett, Texas Christian 
University. 

 

 

Figure 34. TCU Lima Manuscript, folio 85v, c. 1696. Mary Couts Burnett, Texas Christian 
University. 
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Figure 35. Guaman Poma, El primer nueva coronica y buen gobierno, page 404, 1615.  

 

Figure 36. TCU Lima Manuscript, Equestrian Conqueror, second section, [folio 229v], c. 1696. 
Mary Couts Burnett Library, Texas Christian University.  
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Figure 37. Pedro Díaz Morante, Visions of Hell, page 10, 1615-1631. Universidad de Sevilla.  

 

Figure 38. Printed by Hieronymus Wiericx, St. Michael trampling Satan, after Maarten de Vos, 
1584 engraving, British Museum of Art. 
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Figure 39. TCU Lima Manuscript, Warrior with Shield, [folio 222v], c. 1696. Mary Couts 
Burnett Library, Texas Christian University.  

 

 
Figure 40. Jacob d Taboad(a), Poema Heroyco: Canto VIII, 1697.  
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Figure 41. Santiago de Taboada, TCU Lima Manuscript, [folio 229r], 1696. Mary Couts Burnett  
 

 
Figure 42. Santiago de Taboada, TCU Lima Manuscript, [folio 229r], 1696. Mary Couts Burnett 
Library, Texas Christian University.  
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APPENDIX A 
 

The following is a list of documents included within the TCU Lima Manuscript. The folio 
numbers of the first 92 folios correspond with the numbers in the Manuscript. Folio 93 to 366 are 
numbers given to the unnumbered folios by the author.  

Folio 1r-3r:  
In the first 3 folios, Don Marcelo supports his claim of nobility by summarizing the documents 
included in the manuscript. These include baptismal records and ejecutorias made by his 
maternal ancestors. In this section he also explains his ties to his legitimate parents, Don Juan de 
Ayala y Marin and Doña María de Arce y Sevilla, as well as to his maternal grandparents, 
Captain Gaspar de Arce y Sevilla and Doña Ines de Lara Sánchez Salguero, and Doña Ines’ 
parents, Juan de Lara Salguero and María de Sandoval. According to the text, the documents 
include a copy of Doña Ines’s brother’s, Don Francisco Sánchez de Lara Salguero, imformación 
de filiación. This document, according to the text, corroborates Don Francisco’s legitimacy and 
proves that his father, Don Juan de Lara, is a legitimate descendant por línea recta de baron, or 
through straight male line, of Juan Hernández de Salguero. The text also mentions how Captain 
Gaspar de Arce was a known nobleman whom, along with his brother, Licenciado Gregorio de 
Arce and other male relatives, were recognized and entrusted with honorary political and military 
posts. This section also mentions Don Marcelo’s father, Juan de Ayala Marin’s role as infantry 
captain and his subsequent indoctrination to religious orders after his wife’s death.  
 
Folio 3v-4r: 
Folio 3v to 4r is a notarized order to create “traslados,” or copies of original documents to the 
order of Don Marcelo. Folio 4r also begins the “imformación de filiación, nobleza e ydalguia…” 
which begins a series of witness statements certifying that Don Marcelo is in fact his parents’ 
legitimate son and a native of La Ciudad de los Reyes.  

 
Folio 4v-7v:  
The first witness statement of Licenciado Don Juan Lozano Coronel dated to October 19, 1695 
and signed by Receptor Don [B]aleriano de Medina.  

 
Folio 8r-10v: 
The witness statement of Presbítero Don Joseph de Lara Galan is dated to October 21, 1695 and 
signed by Receptor Don [V]aleriano de Medina.  
 
Folio 10v-15r: 
The witness statement of Capitan Don Sebastian Moreno de Azaña, dated to October 24, 1695 
and signed by Receptor Don Valeriano de Medina. 

 
Folio 15r-20r: 
A calligraphic drawing of bird in midflight on folio 15r begins the witness statement of Don 
Alonso Espínola Saavedra, spelled Sahavedra, dated October 24, 1695 and signed by Receptor 
Don Valeriano de Medina. 
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Folio 36v-37v:  
A calligraphic cherub head begins Don Marcelo’s petition to acquire his mother’s and his 
maternal grandmother’s genealogical information. He requests both his and his mother’s 
baptismal records from the cathedral of Lima and from the Parroquia de San Lázaro in Lima. 
The copies of the baptism records are, according to the text, signed by escribanos reales, or royal 
scribes/notaries, Francisco de Taboada Figueroa and Matheo de Rivera. Folio 37v begins the 
decreto and provisión or decree and provision certified by Juez de Provincia, Doctor Don Juan 
Fernando Calderon de la Barca y Velarde. The decree and certification are signed by escribano 
de provincia, Alvaro Bacilio [Hor]tiz, who dated the document to November 10, 1695.  

 
Folio 38r:  
Fee de Baptismo: Presbíteros Don Blas de la Serna and Don Francisco de Heredia are listed as 
Witness to the acquisition of original baptism records and the copy made by Francisco de 
Taboada. Statement of truth is certified by Matheo de Rivera.  
 
Comprobación: Escribano Provincial Juan Nunez de Porras and Escribano real Juan Romero de 
[Hernedo] certify that Matheo de Rivera is a certified escribano de su majestad, and thus any 
document signed and sealed by him are receptacles of truth and hold judicial power. This 
document is dated February 15, 1694. 

 
Folio 38v-39v: 
With the first letter of the document emerging from the tail of a fish held by a siren, this folio 
begins with the statement of truth by Francisco de Taboada Figueroa. He states that at the request 
of Don Marcelo de Ayala he copied a baptismal record, which begins on page 65, of a book titled 
“Libro donde se asientan los niños Españoles y Mestizos que se Bautizan en esta Santa Yglesia 
del Señor San Lázaro…” The record is dated to October 20th, 1617 and mentions that, at 
approximately one month of age, María de Arce was baptized by Alonso de Alderete. Her 
godfather was Licenciado Gregoria Arce de Sevilla, her uncle, who was also a relator de la real 
audiencia at the time of her baptism. According to the statement, the copy was made March 24, 
1694.  
 
Folio 39v includes the certification of Francisco de Taboada as escribano. This is dated March 
24, 1694 and is certified by Francisco Sánchez Vezerra and Pedro Perez Landero, both 
escribanos públicos, or public notaries.  

 
Folio 40r-41v: 
The testament of truth by Francisco de Taboada begins with a calligraphic drawing of a lion. He 
states that at the request of Don Marcelo de Ayala he copied a baptismal record, which begins 
after page four, of a book titled “Libro donde se asientan los que se Bautizan en esta Santa 
Yglesia del Señor San Lázaro, españoles mestizos, y mulatos libres…” The record is dated to 
July 14, 1659. The record states that Fray Miguel Flores of the Order of St. Francis baptized 
Marcelo Antonio who was born on June 2, of 1659. His godfather was Capitan Antonio de 
Campos, regidor or councilor of the city. According to the statement, the copy was made March 
24, 1694. At the end, Francisco de Taboada’s certification as an escribano is included again.  
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Folio 42r-42v:  
This document is a statement of truth by Matheo de Rivera. He states that he copied a document 
from a Baptismal record from the Cathedral of the city. After the 265th page he began to copy a 
record dated to August 25, 1599. The record states that cura, or priest, Juan Sánchez de Prado 
baptized Ines de Lara. Her godfather was escribano de Cabildo Blas Hernandez. The copy by 
Matheo de Riva was made in February 15, 1694.  

 
Folio 43r-45r:  
Folio 43r is a carta de poder or letter of power, in which Don Marcelo’s maternal uncle, Don 
Francisco Sánchez Pablos de Lara, gives permission to his cousin, Francisco Sánchez Pablos 
Salguero de Lara, along with other family members, to get copies of the tiles of nobility acquired 
by his cousins in Jerez de los Caballeros, Spain. In the letter Francisco explains that the copies 
will serve to prove his legitimacy and his claim to title and rights as a noble. These were also 
intended to grant him the ability to become a “familiar” of the Holy Inquisition of Lima. The 
carta de poder extends to folio 45r, which also includes the notarial certification of escribano 
Juan Bernardo de Quiroz and is dated to June 4, 1632. 

 
Folio 45v-47r: 
Folio 45v introduces the petition by Francisco Sánchez Pablos Salguero de Lara dated to January 
25, 1634. He petitions for the copies of documents proving that his cousin (Francisco Sánchez de 
Lara Salguero), “entre otros hijos” among other children, which would include Don Marcelo’s 
mother, was the legitimate son of Juan de Lara Salguero and María Sandoval. Francisco Sánchez 
Pablos Salguero de Lara continues explaining the familial links to Jerez de los Caballeros. He 
explains the parentage of Juan de Lara Salguero who is the son of Francisco Sánchez Pablos 
Salguero and Inés Álvarez de Lara. Finally, he explains how Luis Fernandez Salguero was 
legitimate brother of Juan Fernandez Salguero, who had acquired a Title of Nobility, which 
granted rights and privileges to all his descendants. In Folio 47r he finally requests a copy of 
Juan Fernandez Salguero’s title of nobility, attesting to the pure noble lineage through a direct 
male line. He affirms this copy is to be sent to La Ciudad de los Reyes to his cousin and any 
descendants to be used to acquire the benefits for their pure and noble lineage.  

 
Folio 47r-56v:  
 
Folio 47v through 56v include a list of witnesses attesting to the claims made by Francisco 
Sánchez Pablos Salguero and his cousins. This also includes escribano Pedro [Cauaco] de 
Aponte’s statement of truth and his certification.  

 
Folio 47v: Statement of Don Pedro de Silva Porres de [Logroño] of Xeres de los 
Caballeros. He declared to be 84+ years old. Dated to January 25, 1634. Signed by 
escribano Pedro [Cauaco].  

 
Folio 49r: Statement of Andrés de Sotomayor of Xeres de los Caballeros.. He declared to 
be 86+/- years old. Dated to January 25, 1634. Signed by escribano Pedro [Cauaco]. 
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Folio 50v: Statement of Luis [Esteves] Zambrano of Xeres de los Caballeros. He 
declared to be 85 years old. Dated to January 26, 1634. Signed by escribano Pedro 
[Cauaco].  
 
Folio 51v: Statement of Presbítero Diego Alonso de Chavez of Xeres de los Caballeros. 
He declared to be 96+ years old. Was not able to sign his statement due to la torpeza de 
sus manos y falta de vista, or the clumsiness of his hands and lack of sight. Dated to 
January 26, 1634. Signed by escribano Pedro [Cauaco].  
 
Folio 53r: Statement of Gonzalo Rodriguez Benítez of Xeres de los Caballeros. He 
declared to be 94 years old. Dated to January 26, 1634. Signed by escribano Pedro 
[Cauaco].  
 
Folio 54r: Statement of Maestro Rodrigo Alvarez Galvan of Xeres de los Caballeros. He 
declared to be 91 years old. Dated to January 26, 1634. Signed by escribano Pedro 
[Cauaco].  
 
Folio 55r-56r: Statement of truth by Pedro [Cauaco]. Certification of his notarial practice 
signed by escribanos Diego Capata, Pedro Sánchez Moreno, and Agustín Rodríguez. 
Dated to February 25, 1634 in Llerena, Spain.  
 

Folio 56r-58r:  
Folio 56r includes a second carta de poder by Juan Sánchez Pablos de Lara giving authority to 
Francisco Sánchez Salguero de Lara, his wife and his brother to acquire information pertaining 
to the nobility of their family. Dated June 4, 1632. Signed by escribano Francisco Bernardo de 
Quiroz in Ciudad de los Reyes. 

 
Folio 58r-58v:  
Statement of truth and certification of Francisco Bernardo de Quiroz. Dated June 5, 1632. Signed 
by Bartholome de Torres de la Camara, Bartholome de Toro, and Bartholome de [Cuico].  

 
Folio 58v-59r:  
In Folio 58v, Fray Juan Fernandez Salguero de Lara requests a copy of the original ejecutoria 
pertaining to the Salguero family from Jerez de los Caballeros. 
 
Folio 59r-59v:  
Authorization for the copy of the ejecutorias real. Dated January 22, 1634. Authorized by Don 
Juan Morante de la Madriz, knight of the Order of Santiago and Governor of the Province of 
Leon. Signed by escribano Francisco Sánchez.  
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Folio 59v- 81r: 
Copy of the original Title given by King “Phelipe” in Folio 60r dated to July 15, 1566. This is 
followed by a series of witnesses attesting to Juan Fernandez Salguero’s noble lineage starting in 
folio 62v through folio 81r. 

 
Folio 64v: Witness statement of Francisco Rodriguez “el Viejo” of Ciudad de Xeres. 
Claimed to be approximately 80 years old.  
 
Folio 68v: Witness statement of Alonso Diaz [Vellerino] of Ciudad de Xeres. Claimed to 
be 80 years old. 
 
Folio 74r: Witness statement of Diego Mendez of Ciudad de Xeres. Claimed to be 
approximately 82 years old. 
 
Folio 77v: Witness statement of Hernan Rodrigo of Ciudad de Xeres. Claimed to be 
approximately 75 years old. 

 
Folio 81v- 89v:  
Three “sentencias” or verdicts follows from folio 81v through folio 89v.  
 

Folio 81v: Sentencia entre el pleito entre Juan Hernández Salguero de la villa de 
Montemolin y Don Navarrete, el Fiscal del rey. Don Juan Hernández Salguero was able 
to prove his filiación. The sentence states that he should be given all the rights granted for 
his status of hidalgo including the redaction of an ejecutoria. Dated to June 5, 1553.  
 
Folio 85v: Sentencia entre el pleito entre Juan Hernández Salguero de la villa de 
Montemolin y el Doctor Navarrete, el Fiscal del rey. Gives the final verdict and urges the 
deputies of the hidalgos and the notario of the Province of Leon to recognize the verdict. 
Thus, they must confirm and comply to the sentence. Dated December 5, 1564 in 
Granada.  
 
Folio 87v: Sentencia entre el pleito entre Juan Hernández Salguero de la villa de 
Montemolin y el Doctor Navarrete, el Fiscal del rey. Definitive Sentence on the case 
dated July 9, 1566 in Granada. Grants official Carta Ejecutoria to Juan Hernández 
Salguero. This document to serve for him and his descendants in their cities and 
jurisdictions. 

 
Folio 90r-90v:  
Folio 90r begins the “cumplimiento” dated August 15, 1576, which states that Juan Hernandez 
Salguero’s widow, Cathalina Rodriguez, requested for the rights granted by the Ejecutoria to be 
granted to her children, Juan Francisco Bartholome Hernadez, María, and Leonor. Original 
document signed by Juan Blanco, Diego Gonzalez Pizarro, Lazaro Matheos, and Benito de 
Amores. Document redacted by and signed by escribano Alonso Lopez. 
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Folio 91r-91v: 
Statement of truth by escribano Pedro Sánchez Moreno. Certifies the traslado of the ejecutoria 
to la Ciudad de los Reyes petitioned by Fray Juan Fernandez. Dated January 1, 1634 and signed 
by Pedro Sánchez Moreno.  

 
Folio 91v-92v:  
This section includes a statement signed by escribanos from Llerena, certifying Pedro Sánchez 
Moreno’s title. A notarized document is signed by Fray Juan Fernandez on January 23, 1634 
along with the escribanos who copied the document. The document is signed by escribanos Juan 
Chacon, Agustin Rodriguez, and Francisco Sanchez. At the bottom of folio 92r is a statement 
claiming that the document was copied from an original document requested by Don Marcelo de 
Ayala. This is signed on the back by Don [B]aleriano Medina, receptor of the audiencia and Don 
Joseph de [Pulgar]. This section was signed on December 23, 1695. 

 
 

*Beginning of unnumbered folios* 
 
[Folio 93r-93v]:  
Letter certifying that at the at the age of 15 Don Marcelo matriculated to attend school at Colegio 
de San Martin. He started March 15, 1674.  

 
[Folio 94r-94v]: Blank.  
 
[Folio 95]:  
Letter is signed by the “rector actual,” or current rector of the school.  
 
[Folio 96]:  
Don Marcelo petitions for a written statement recognizing his title as abogado.  
 
[Folio 97-103]:  
Series of related documents relating to Don Marcelo’s request for a certification of his title and 
profession as abogado.  

 
[Folio 104-117]:  
Another petition by Don Marcelo to prove his social status. 
 
[Folio 118-120]:  
Petition by Don Marcelo for the distribution of his mother, Doña María’s vienes or her estate. 
Also asks for him to be recognized as the heir to a seat in the audiencia. Dated to July 17, 1686. 
Signed by escribano Pablo Garcia Romero.  
 
[Folio 121-125]:  
Petition for the traslado of Don Marcelo’s father’s ejecutoria and that of his ancestors. Identifies 
Francisco de Ayala Marin as his paternal grand-father.  
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[Folio 125v]:  
Beginning of the copy of Ejecutoria Real given by Rey Phelipe to Juan de Marin.  
 
[Folio 133v-140v]:  
Witness statement of Diego Alvarez de [Olillas] from Sevilla. Claimed to be 76 years old. Letter 
‘D’ of his name is lavishly decorated with floral motifs.  

 
[Folio 141r-144v]: 
Witness statement of Mathias Páez de Sotomayor from Sevilla. Claimed to be approximately 50 
years old. Letter ‘M’ of his name is lavishly decorated with floral motifs. 
  
[Folio 144v-149r]:  
Witness statement of Capitan Diego Luna from Sevilla. Claimed to be 70 years old. Letter ‘D’ of 
his name is lavishly decorated with floral motifs. 
 
[Folio 149v-158r]:  
Witness statement of Francisco Hernández de Guardo from Sevilla. Claimed to be 80 years old. 
Letter ‘F’ of his name is lavishly decorated with floral motifs. 
 
[Folio 158v-167r]:  
Witness statement of Francisco Hernández de Cala from Xeres de la Frontera. Claimed to be 
approximately 90 years old. Letter ‘F’ of his name is lavishly rendered as a tree trunk with a long 
branch and a short branch upon which a bird stands on.  

 
[Folio 167r-174v]:  
Witness statement of Diego Ramos Palomino from Xeres de la Frontera. Claimed to be more 
than 80 years old. Letter ‘D’ of his name is bold and superimposed upon a scene with houses 
with a large-scale dog playfully rubbing against the letter D.  

 
[Folio 174v-181v]:  
Witness statement of Diego Sanchez Paton from Xeres de la Frontera. Claimed to be 
approximately 85 years old. Letter ‘D’ of his name is included within a cityscape. The scene 
shows of a male figure seemingly running after a dog. The scene also shows houses in the 
background and what appears to be a ladder and a watermill wheel.  
 
[Folio 182r-188v]:  
Witness statement of Pedro Lopez del Rosal from Xeres de la Frontera. Claimed to be more than 
80 years old. Letter ‘P’ of his name is formulated by a large vertical column placed in the middle 
ground of cityscape. The curve of the ‘P’ is made by a crescent moon which intercepts the shaft 
of the column on two points, at the capital and the midpoint of the shaft. In the background, a 
city, with a churchlike structure is surrounded by trees. The foreground shows two boats sailing 
away from the city.   
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[Folio 188v-197r]:  
Witness statement of Pedro Sebastian Rodriguez de la [Pria] from Villa de Ayamonte. Claimed 
to be about 75 years old. Letter ‘S’ of his name is found in a scene of a male figure sitting in a 
library-like room. He’s seating behind a table and holds what appears to be a quill.  
 
[Folio 197r-202v]:  
Witness statement of Juan de Toledo from Villa de Ayamonte. Claimed to be about 72 years old. 
Letter ‘J’ of his name is hidden within a lavish interior scene. A male figure wearing a hat and 
dressed in courtly attire stands at the bottom of a staircase. Above him, is a heraldic coat of arms. 

 
[Folio 202v-210v]:  
Witness statement of Pedro Martin from Villa de Ayamonte. Claimed to be 70 years old. Letter 
‘P’ of his name is half rendered in a cityscape. The scene shows a male figure with his back to 
the viewer, in what appears to be a square. To his left, a colonnade. In front of him, a checkered 
path leads towards a domed structure.  
 
[Folio 211r-216v]:  
Witness statement of Nicolas Rodriguez Espartero from Vila de Ayamonte. Claimed to be about 
70 years old. Letter ‘N’ of his name is superimposed in dark ink upon a bird’s eye view of a 
cityscape. The scene shows carts and at least three figures walking in the direction of an open 
square. The square is bordered by two lines of trees on each long side and the entrance is flanked 
by two crosses.  
 
[Folio 216v-222r]:  
The document beginning on folio 216v begins with a scene of a monk accompanied by a dog 
walking along a river bank. In the background a figure riding upon a donkey is shown crossing 
over a bridge. Further in the background another monk figure is shown by a tree grove. Adjacent 
to the grove is a church-like structure. Within the scene a superimposed letter ‘D’ begins a 
document which clears the traslado of the information for Juan de Marin. Folio 220r mentions a 
document which describes the partition of the homes of Villa de Xeres de la Frontera by King 
Alonso [X] after the takeover of the city on October 4, 1304. This includes a portion of land 
given to Juan de Marin. The document was copied by escribano Matheo de Grazal and dated to 
January 16, 1587.  
 
[Folio 222r]:  
Introduction to verdict of the case. The letter ‘E’ of the phrase “En el pleito…” is hidden within a 
pastoral scene of a shepherd herding his flock.  
 
[Folio 222v]:  
This section begins with a warrior figure holding a coat of arms. The first letter of the document 
‘F’ is found within the image. The verdict is dated to June 3, 1587.  
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[Folio 229r]:  
Image of a set of columns upon city walls and framing a vessel. The columns have a banner with 
a Latin inscription. At the bottom of the drawing, a draftsman identifies himself as the artist who 
created the image in 1696. This drawing begins another section of the verdict.   
 
[Folio 229v]:  
An equestrian image superimposed upon a cityscape begins the final verdict. Within the image, 
the letter ‘F’ which begins the phrase “Fallamos que…” which spells out the verdict from the 
royal court. This is dated to November 4, 1587.  
 
[Folio 232v]:  
An image of a man sitting in front of a desk as if reading a document and with quill in hand 
begins the introduction to a second verdict. The letter ‘E,’ which begins the document is hidden 
in the background of the scene.  
 
[Folio 233r-235r]:  
This is the last drawing found in the manuscript. The composition is divided in two parts. One 
side depicts the interior of what appears to a church with the altar in the background shown 
under a cupula. There are two oculi, one in the vault above the nave and one in the vault above 
the transept. The letter ‘F’ is hidden within the vaults of this image. The second side shows an 
enthroned male figure in a lavish interior space. A heraldic coat of arms seats above his head. 
This last set of drawings begins the last part of the verdict which is states that the verdict was just 
and right. This part is dated to July 15, 1588.  
 
[Folio 235v]:  
This part of the document describes the original ejecutoria given to Don Juan Marin on 
November 22, 1588.  
 
[Folio 236r-238v]:  
Don Juan presents a petition to his local government to accept and obey the ejecutoria and all 
confirm the rights bestowed upon him by it. Dated to December 5, 1588.  
 
[Folio 239r-240r]:  
Document describes a return of taxes of 2,480 maravedi to Don Juan de Marin.  
          
[Folio 240r-242r]:  
Details the Don Marcelo’s father’s petition to be recognized as a nobleman. Dated to December 
19, 1671 and January 9, 1662.  
 
[Folio 243r-244r]:  
Document in which Joseph Campi de la Roca, Prior of Convento de Buena Guía del Callao, 
gives permission for Fr. Domingo Montero to be witness for Don Juan de Ayala Marin, and to 
testify and validate his claim to nobility. Dated January 13, 1662. 
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[Folio 244r-245v]:  
Witness statement of Francisco de Zavala, spelled Savala. Resident of la Ciudad de los Reyes; 
from Ayamonte. Dated to January 14, 1662.  
 
[Folio 246r- 247r]:  
Witness statement of Joseph de Cardenas. Resident of la Ciudad de los Reyes; from Ayamonte. 
Claimed to be 39 years old. Dated to January 14, 1662. 
 
[Folio 247r-248v]: 
Witness statement of Padre Fr. Domingo Montero. Resident of la Ciudad de los Reyes. Claimed 
to be about 25 years old. Dated to January 17, 1662. 
 
[Folio 249r-249v]:  
Certification by escribano Francisco Flores de Garay of Don Juan’s public request to the 
Audiencia to be recognized as a nobleman and be given a place among the nobles on January 23, 
1662. Following this is Don Francisco Flore’s statement of truth.  
 
[Folio 250r-251v]:  
Petition by Don Marcelo de Ayala for the resolution and the partition of his mother’s estate. He 
also requests to be given the seat his father once had among the noblemen of the Audiencia.  
 
[Folio 251v-252r]:  
Decree to Don Marcelo’s petition. Should he provide enough evidence, his request is to be 
confirmed with all rights and privileges granted therein. Dated to May 13, 1686. Signed by 
Balthazar de Quezada.  
 
[Folio 252r-253r]:  
Statement of truth and witness statement of Pablo Garcia Romero. Dated to July 17, 1686. 
 
[Folio 253r-253v]:  
Comprovincia: Certification of Pablo Garcia Romero’s credentials as an escribano. Signed July 
20, 1686. Signed by Francisco de Salvaterra, Joseph de Figueroa Davila, and Alonso Martin de 
Palacios.  
 
[Folio 253v-254r]:  
This includes a note stating that the text is a copy from an original ejecutoria and that it was a 
direct copy of the text. This is dated to September 12, 1696. Folio 254r includes the final 
signatures to this section of the manuscript.  
 
[Folio 255r-257r]: Blank. 

[Folio 258r-261v]:  
Don Marcelo claims his father was put in charge of one unit from the Spanish infantry in 1662. 
He requests a written testimony about his father’s service. Dated to March 15, 1695.  
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[Folio 262r-263v]: Blank.  

[Folio 264r-271r]:  
Don Marcelo requests that an escribano make a copy of record of deeds and services by his father in the 
protection of the city against attacks by pirates and native revolts in 1667. He also requests that the 
escribano write the testimony of a representative from the Cabildo.  
 
[Folio 272r-277r]:  
Documents relating to Don Juan’s appointment as receptor. These includes a letter from King “Don 
Phelipe” dating to January 30, 1639in regards to issues with revolts and corruption in Lima. The 
document also includes a copy of a letter from Don Fray Antonio de Sotomayor, archbishop of Damascus 
and confessor to His Majesty the King. This letter dates to January 28, 1639. A second document by the 
archbishop, which includes the appointment of Don Juan as receptor is dated to December 22, 1654. The 
official appointment was made on February 5, 1655. The copy of the document was made on February 4, 
1696.  
 
[Folio 278r-285r]:  
Undeciphered letter copied in January 27, 1694.  
 
[Folio 286r-306r]:  
Clausula de Testamento de Doña Inés de Lara de Sevilla. Written by Gregorio [V]itasso. Don Juan as a 
witness states that she died at night on May 18, 1670. The copy of the document was made on March 3, 
1695.  
 
[Folio 307-309]: Blank.  
 
[Folio 310r-310v]:  
Sealed document in Latin states that “…Janni de Ayala marin, filius legitimo francisci de Ayala Marin et 
Doña Anna de Leon…” or Juan de Ayala Marin the legitimate son of Francisco de Ayala Marin and Ana 
de Leon. Signed on March 8, 1677.  
 
[Folio 311]: Blank.  
 
[Folio 312]:  
Sealed document in Latin dated to December 18, 1677.  
 
[Folio 314r]:  
License given to Don Juan de Ayala Marin as a clericó presbítero to officiate mass in Lima. Dated to 
December 22, 1677.  
 
[Folio 315r]: 
Letter by Don Juan de Ayala Marin.  
 
[Folio 316]:  Blank.  
 
[Folio 317r-320r]:  
Last will and Testament of Don Juan de Ayala Marin. This document includes a legitimación, or 
legitimation of Don Marcelo de Ayala Marin in folio 317r. the Document is dated to January 16[85].  
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[Folio 321r-326v]:  
Petition by Gaspar Arce for the last will and testament of his brother Licenciado Gregorio Arce de 
Sevilla. Dated to October 5, 1633.  
 
[Folio 327r-329v]:  
Document including six letters by Don Gaspar de Arce, dating between September 5, 1654 and the last 
letter dating to October 8, 1654.   
 
[Folio 330-364v]:  
This section begins with a folio labeled as “Residencia de Capitán Antonio de Campos Marín de 
Benavidez Regidor perpetuo de esta ciudad del tiempo que fue alcalde ordinario en ella al ano pasado de 
1661.”  This document is dated February 24, 1672.  
 
[Folio 365r-366v]: Blank.  
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ABSTRACT 

Created in 17th century Lima, Peru and composed of 366 folios, the TCU Lima 

Manuscript is a compendium of documents created at different times and by different hands, 

bound together as proof of pure lineage and nobility of Don Marcelo de Ayala Marin Benavidez 

y Arce. While primarily alphabetic, the manuscript also includes extensive imagery. The first 92 

folios are filled with calligraphic renditions of animals, both real and fantastical, while another 

100 folios include exquisite ink drawings of print-like quality and depicting a variety of subject 

matter including cityscapes and landscapes.  

In this thesis I will analyze the relation and conflation of word and image. I will focus on 

imagery in two sections meant to prove what the Spanish referred to as limpieza de sangre, or 

purity of blood, a concept that took precedence in the Spanish colonies. While the images are not 

necessarily related to the text, they work on a more symbolic level, with the conflation of word 

and image serving as a mechanism to prove Don Marcelo’s claim to noble title. At the same 

time, they also represent the ingenuity of draftsmen in the New World.  

My first chapter will introduce the TCU Lima Manuscript and the context of its creation. 

I will analyze how limpieza de sangre functioned as a juridical category and the institutional, 

legal, and archival mechanisms that helped reproduce the purity of blood discourse in Peru, 

leading to the creation of documents such as the TCU Lima Manuscript. Chapter two and three 

focus on the imagery in first section and the penultimate section of the manuscript respectively. 

These two chapters examine the proliferation of European imagery and the adoption, conflation, 

and reproduction of imagery in the New World, particularly in terms of workshop tradition and 

creative efforts by New World artist to create their own styles.  

 


