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In response to a tragedy, many nonprofit organizations advertise their efforts to assist the 

affected region. The issue may be sudden and specific, such as the Syrian refugee crisis or Haiti 

earthquake, or worldwide and ongoing for thousands of years, such as homelessness and disease. 

No matter what the cause, there is usually a non-governmental organization devoted to it. While 

these humanitarian efforts can be beneficial, at least in the short term, there is arguably still a 

disconnect that some more privileged individuals have towards poverty. Unless experienced 

firsthand, relating to the problems that come with being economically disadvantaged—especially 

those occurring in third-world countries—can be difficult. By comparing the print Si son de otro 

linage by Francisco de Goya to the charitable-industrial complex, I conclude that even though 

the attitudes and historical contexts differ greatly, the print and the complex both demonstrate 

coping mechanisms used to alleviate guilt in regards to the less fortunate. 

 Si son de otro linage [Perhaps They Are of Another Breed] is a print by Spanish artist 

Francisco José de Goya y Lucientes, circa 1811-1812. It is Plate 61 of 82 in Goya’s print series 

Los desastres de la guerra [The Disasters of War] and was published in 1863, posthumously 

(Bouvier 1112). The plate is part of a subseries of Los desastres de la guerra; plates 48 through 

64 focus on the consequences of the 1811 famine in Madrid (Bouvier 1127). The six-by-eight-

inch print consists of etching, lavis, drypoint, burin, and burnisher on gilt-edged ivory wove 

paper, resulting in a limited color scheme that emphasizes the contrast between dark and light. In 

the print, a bald and emaciated man in a sack-like garment tilts his head slightly upwards and 

extends an upturned palm as if asking for alms, with a hunched figure—perhaps his wife—and 

two small children lying listlessly on the ground around his feet in equally crumpled attire. To 

the left, there is a dark rectangular shadow behind the man and the hunched figure, a stark 



 
 

difference from their light clothing. To the right, a smirking cavalry officer in a bicorn hat and a 

dark structured coat stands with his back facing the destitute family. He is cocking his head 

downwards and extending his hand in explanation towards a man in a Wellington-style hat and 

similar dark coat. Behind the men in dark attire stand a woman in a bonnet and a small girl with 

a bun in her hair. The poor man and his family are on a sort of ledge or higher ground, as 

indicated by the other people’s feet being obscured by a dividing line. Beneath the scene is the 

caption, “Si son de otro linage.” 

 

 

Figure 1. Si son de otro linage [Perhaps they are of another breed]. Francisco José de Goya y 

Lucientes, c. 1812. Etching, lavis, drypoint, burin and burnishing on ivory wove paper with gilt 

edges. The Jack S. Blanton Museum of Art, Austin. Courtesy of Blanton Museum of Art. 

 



 
 

 When Goya created this artwork, Spain was undergoing major conflicts; one of them was 

the Peninsular War (Jones 2228). The Napoleonic Wars, which lasted from 1803 to 1815, were 

also ongoing (Jones 2226). In 1808, Charles IV of the Spanish Bourbon dynasty and his prime 

minister Manuel de Godoy were overthrown following an uprising that “proclaimed [Charles’ 

son] Ferdinand king of Spain” (Jones 2226). Marshal Joachim Murat, who commanded the 

French cavalry, happened to be leading his forces into Madrid at the time and convinced the 

royal family to escape to Bayonne (Jones 2226). When they arrived, Napoleon Bonaparte 

coerced Ferdinand to give up his throne to Napoleon’s brother, Joseph (Jones 2227). Following 

the news of this French takeover, an uprising of Spanish citizens against their invaders on May 2, 

1808, marked the beginning of the Spanish War for Independence—also known as the Peninsular 

War (Jones 2227). 

 Another major crisis was Madrid’s famine in 1811 (Miot de Melite 585). The French 

army occupying Portugal ate all the bread along their way up the Tagus River, depleting the 

resources of Toledo and Talavera, which were suppliers for Madrid (Miot de Melite 585). Then 

the various guerilla forces “intercepted all convoys” and ravaged them of food as well (Miot de 

Melite 585). As a result, bread skyrocketed in price to the point that only the wealthy could 

purchase it, leaving many of Madrid’s citizens “dying of starvation in the streets” just as in 

Goya’s print (Miot de Melite 585). 

  Although Goya painted portraits in the court of Joseph Bonaparte, he also painted 

generals from the other side of the war, including Spain’s ally, the British Duke of Wellington, 

who aided in defeating the French troops from 1811 to 1813 (Jones 2228). That being said, Goya 

did not side with either party and rather decried war as terrible in general through the prints he 

made on the side (Vega 6). Being sixty-five years old and a “government worker” painting for 



 
 

the court, Goya was exempt from being in the army (Vega 5). He attempted to flee Madrid twice, 

but remained after “he was threatened with the loss of his job and the forfeit of his property” 

(Vega 6). This was enforced by Joseph Bonaparte’s decree punishing government workers who 

abandoned their post (Vega 6). 

 In Si son de otro linage, an interesting observation is that the officer has no identifying 

badges, epaulettes, hat plumes, or other military decorations that would otherwise indicate 

whether he is from the French or Spanish army. The lack of color in the artwork further muddles 

any distinctions. All that can be concluded is that the man holds a commanding position in his 

army and that, judging by their attire, his companions are wealthy. If Goya were to specify which 

country the officer was from, his art could be misinterpreted as saying only the Spanish army is 

heartless, or the French army in particular is horrible. This purposefully nondescript uniform is a 

projection of Goya’s opinions. Paralleling his thoughts on war, he demonstrates that the sides are 

not what matters, but rather the overall disastrous effects. Regardless of their country of origin, 

only the rich were able to buy bread, leaving the middle class hungry and the poor to beg and 

starve. 

 The title of the print—Perhaps They Are of Another Breed—implies how the officer 

views the destitute, and perhaps what he is explaining to his companion. The diction of “another 

breed” dehumanizes them, as if they were dogs or rats. Based on the offhanded manner in which 

the comment is delivered and the tilted smile on the officer’s face, he harbors no sympathy for 

the starving family and in fact mocks them. Refusing to regard the family as humans just like 

him, the officer provides his reasoning as to why he should not feel guilty about not helping 

those in poverty. In 1811, steps toward abolition of slavery in Spain and its colonies were barely 

being discussed or implemented, and even that was due to the influence of the British (Fradera 



 
 

and Schmidt-Nowara 168-169). While the poor family in the print were probably not slaves, the 

sentiment that lower socioeconomic classes had less worth as people was still deeply rooted from 

the times when the castas system was in place (Fradera and Schmidt-Nowara 260). Looking at 

this historical context, the officer’s attitude would not have been rare for that era. 

Though two hundred years have passed since Goya created Disasters of War, slavery and 

human trafficking are still major issues. Such forced labor is now illegal, but it is far from 

eradicated. While the involvement of philanthropists in limiting forced labor is a welcome 

alternative to no assistance at all, these efforts rarely tackle the underlying problem and 

contribute to what is known as the charitable-industrial complex (Buck 21). The charitable-

industrial complex describes the phenomenon in which wealthy individuals confront a 

humanitarian issue by donating large sums of money—with the underlying goal of feeling 

morally satisfied—and then turn the charity into a large-scale business (Buffett). 

For instance, Australian billionaire Andrew Forrest attempted to “end global slavery” 

after hearing his teenage daughter relay her eye-opening encounter with orphaned children who 

had been part of the slave trade (Buck 21). To accomplish his goal, Forrest started the Walk Free 

Foundation. Beginning with his own Fortescue, “the world's fourth-largest iron producer with 

mines across Western Australia,” he mandated that suppliers of companies sign an agreement to 

not use slave labor (Buck 21). Forrest cut ties with the suppliers who refused to sign, but those 

same suppliers could very well continue their illegal practices by transferring to another 

company that does not have a forced labor affidavit. Additionally, slave labor accounts for $150 

billion in annual profit worldwide, making for a vast and unyielding market dependent on human 

exploitation (Buck 22). Many of the victims of human trafficking are trapped in that situation 

because severe “economic inequality and failed states” lead them to desperate measures, which 



 
 

the traffickers take full advantage of (Buck 22). While Forrest attracted much media coverage 

and financial support, his approach ultimately failed to account for how deeply ingrained the 

human exploitation system is. He is just one of many philanthropists who fund global causes but 

only scratch the surface of a far more extensive social or economic issue. 

In sharp contrast to the early 1800s, when most charitable organizations were religious 

groups, nowadays many developed countries are focused on bridging the poverty gap (Urban 

Institute). To combat issues such as homelessness, poverty, natural disasters, illness, and war, 

there is an ongoing proliferation of fundraising causes and nonprofit organizations. From 2001 to 

2011, “the number of nonprofits increased 25 percent” (Buffett). According to the National 

Center for Charitable Statistics, individual donations made up the majority of nonprofit 

contributions in the United States, at 72% (Urban Institute). The amount of money given to 

charitable donations has also been increasing since 1974 (Urban Institute). 

Even though the modern era is an improvement to the times of Goya, there is still a sense 

of detachment in regard to the plights of the less fortunate. Peter Buffett, son of the investor and 

philanthropist Warren Buffett, has given this situation a name: “Philanthropic Colonialism”—

when a donor tries to “transplant what worked in one setting directly into another with little 

regard for culture, geography or societal norms” (Buffett). Parallels can be drawn to the negative 

effects of globalization, including increased economic inequality in the affected country (Olzak 

6). If the resulting lower income workers tend to be from a minority group, globalization could 

also lead to ethnic strife (Olzak 7). Philanthropic colonialism is a large component of the 

charitable-industrial complex. In addition to unintended consequences, this “conscience 

laundering,” as Buffett calls it, has contributed to the philanthropic sector becoming a major 

business (Buffett). High-income business-people ask about the return on investment for helping 



 
 

impoverished communities, rather than simply checking if those communities benefited from the 

philanthropic gesture. This is another form of dehumanizing; these people in need have been 

reduced to the equivalent of stocks and bonds. 

 Because of certain societal and moral constructs, people do not like feeling guilty about 

neglecting their fellow humans. In the case of the scene in Goya’s painting, some people invent 

their own reasons to justify not helping. These reasons do not have to be as emotionally detached 

as the officer’s words. You might have heard someone say they will not give money to homeless 

people because the homeless will just spend it on drugs or alcohol. Sometimes people are afraid 

of the poor and think they will steal from people who have what they want. Other times, people 

instinctively follow the values passed down from their family or from what they have heard; it 

can be as simple as, “Don’t roll down your window to the beggar.” On the other hand, guilt 

about not helping those in need can manifest itself in a positive way. Some people will take a 

proactive role in distributing food and supplies to underprivileged areas or traveling to third-

world countries to build houses or treat diseases. These efforts are not always about guilt-

washing. 

Regardless of the motivation to help others, the main issue is whether the assistance will 

be beneficial in the long-term. Often, systems that work in one country do not work in another. 

Although such views as Perhaps They Are of Another Breed are less commonly expressed in 

today’s society, improvements can still be made to address human suffering. 
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