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Introduction 
Around 1720 Mexican artist Juan Rodríguez 
Juárez (1675-1728) completed Dama con rebozo, a 
mid-sized work, measuring 42.5 inches by 28.7 
inches, depicting a young woman in a three-

quarters view who balances a small golden vessel between her fingers 
(Figure 1).1 The woman wears a blue and red hued rebozo (shawl) that covers 
the cloth of her blouse ending with elaborate lace sleeves. Her hair is 
hidden by an ornamented headwrap; floral patterns woven in likely white, 
or silver thread repeat on the textile. A singular pearl earring peeks out of 
the headwrap’s edges and matches the string pearled necklace that the 
woman wears. Gazing downward, she also directs the viewer to glance at 
her hands, between which rests a small container with its lid open. The 
young woman delicately holds this box open by pinching the bottom of the 
vessel with her left hand while her right hand reaches for its contents. 
 

 
* This essay received the Pilar Sáenz Graduate Student Essay Award for 2022, an 
annual prize sponsored by the Iberoamerican Society for Eighteenth-Century 
Studies. 
 
1 This painting has also been known as Dama con caja de rapé and by its English title 
Woman with a Snuffbox Depicting an Indian Wedding.  
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Figure 1: Juan Rodríguez Juárez, Dama con Rebozo (Woman with Snuffbox Depicting an 
Indian Wedding), 1720, oil on canvas, 42.5 x 28.7 in. (108 x 73 cm), Museo Nacional 
de Historia, Mexico City, Mexico. 
 
She gingerly clasps the small vessel as if purposely showing off the painted 
image on the underside of the lid to the viewer (Figure 2).  
 

 
 

Figure 2: (detail) Juan Rodríguez Juárez, Dama con Rebozo (Woman with Snuffbox 
Depicting an Indian Wedding), 1720, oil on canvas, Museo Nacional de Historia, 
Mexico City, Mexico.  
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When consulting the English titling of this artwork, Woman with Snuffbox 
Depicting an Indian Wedding, it becomes clear that the young Creole woman is 
holding a cajita de rapé (snuffbox)2 that would have held stimulating tobacco 
usually reserved for consumption during festival rituals. 

Most conversations about Dama con rebozo revolve around the 
identification of the source of the miniaturized matrimonial scene on the lid 
of the box. Jaime Cuadriello has identified the miniature scene in the 
interior of the container as depicting an Indigenous wedding based on 
another oil painting by Rodríguez Juárez titled Indian Wedding dated to about 
1720 (Figure 2) (Katzew et al. 307-308). When compared side by side, the 
similarities, although simplified in the portrait painting, are apparent. Most 
discourse on the aforementioned works consider Rodríguez Juárez’s history 
of creating casta3 paintings and their perpetuation of ideas of social and 
racial “order” in New Spain. However, I want to think critically about the 
material aspects of cajitas de rapé and cigarillo cases which frequently include 
representations of nature and landscape whether gilded on the exterior of 
such cases or represented in a miniature form on their interiors (Figures 4 
and 5).  

 
 

2 I will be using both terms interchangeably throughout this essay.  
 
3 The sistema de castas (caste system) categorized individuals of different origin and 
their offspring with terms like negro, mulatto and mestizo. Casta paintings, created 
in the 18th century in both New Spain and Peru, offer highly idealized visual 
catalogues of the intermarried couples and their children present in the Hispanic 
world. For more information on the production of the female body and racial 
mixture in colonial Peru and Brazil, see Hill and Meléndez.  
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Figure 4: Anonymous, Caja de rapé, Franz Mayer Museum, second half of the 19th 
century, casted gold in three colors, shaped, engraved, and perforated, Franz Mayer 
Museum, Mexico City, Mexico 
 

 
By taking a closer look at the representation of landscape in the young 

Creole woman’s snuffbox, the nature of tobacco commodity circulation, 
and its traditional Indigenous origins, I will provide a new perspective on 
the complicated entanglements present in New Spain and begin to 
deconstruct the idyllic and the harmonious fantasies encoded in an 
ostensibly innocuous cajita de rapé. Both the snuffbox in the portrait painting 
and its material counterparts present nuanced implications of viewing these 
vessels as products or symbols of what W. J. T. Mitchell calls imperial 
dreamwork. 
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Figure 5: Anonymous, Cigarette Boxes, Anonymous, Caja de rapé, Franz Mayer 
Museum, second half of the 19th century, casted gold, shaped, engraved, and 
perforated, Franz Mayer Museum, Mexico City, Mexico  

 
This essay introduces the historical background of tobacco as an 

Indigenous plant used in ritual whose commodity circulation later became a 
monopoly under the Spanish crown during the seventeenth and eighteenth 
centuries. A conversation about the ties of a laboring and gendered body 
with the tobacco industry follows and its reflection of the broader social 
context of colonial Mexico. Lastly, an analysis of social landscapes and the 
miniature will further explore the implications of nature presented as 
pocketsize and a product of imperial dreamwork.  

 
Tobacco: Historical Background 

Deriving from Mesoamerican ritual and medicinal practices, tobacco 
became a widely cultivated, ingested, and traded commodity in the 
Americas that was initially marked with associations of idolatry and 
otherness. Tobacco's spread across the Atlantic followed an expanding 
variety of social customs and cultural connections. First encountered by 
Europeans in the late fifteenth-century Caribbean, where Indigenous people 
consumed tobacco as a powder, chewed, or smoked it. Tobacco was 
transformed from an integral element of gift trade and diplomacy during 
the early phase of Indigenous and European interaction. By the turn of the 
seventeenth century, it had evolved into a more secular and marketable vice, 
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becoming one of the most profitable estancos (royal monopolies) in 1636 
(Schwartzkopf and Sampeck 3). 

In order to contextualize this consumption and circulation of the 
tobacco industry in colonial Mexico further, it is necessary to briefly touch 
on the motivations and nature of the Spanish governmental backing of this 
industry, specifically in colonial Mexico and in Spain’s other territories more 
broadly. Tobacco was a favored industry for the Spanish because of its 
general popularity and high demand. This industry was co-opted as a formal 
imperial trade business in 1636 by the Hapsburg reign and quickly grew as a 
state monopoly from 1717–1783 throughout colonial Latin America, 
although the specifics of the interworking of the organizational and 
administrative structure would vary on the local and state level. In Mexico, 
the Spanish Empire gradually took over all the components of the domestic 
tobacco trade, including the purchasing of tobacco leaves, the production 
of puros (cigars) and cigarros (cigarettes) in state-managed manufactories, and 
the promotion of tobacco products in government-licensed stores 
throughout the colonies (Deans-Smith 7). By the 1790s, the tobacco 
monopoly (along with silver mining and textile production) was one of the 
largest organized industries in colonial Mexico, employing nearly 20,000 
people. Tobacco revenues, which accounted for nearly one-fifth of total 
state revenues at the height of cigarette and cigar production, were second 
only to the silver tithe as the most important source of government revenue 
and distributed in six-state managed factories, one of those located in 
Mexico City (Deans-Smith xii-xiii). The portrait in question, while painted 
in the earlier years of the eighteenth century, demonstrates this blossoming 
commercial enterprise and perhaps even foreshadows the future 
mechanization, production, and marketing of the tobacco industry in 
colonial Mexico.  

 
Labor, Tobacco, and Landscape 

The representation of the Mexican colonial social landscape reproduced 
in miniature form on the interior lid of the caja de rapé provides an avenue to 
interrogate the ways in which these snapshots of nature operate as a 
reflection of empire and as an emblem of nationhood and statehood. 
Mitchell’s essay “Imperial Landscapes” presents a framework that will help 
consider how a landscape’s natural, historical, and aesthetic elements 
contribute to its mythical construction. It is necessary to examine the 
representation of nature as one that is “intimately bound up with the 
discourses of imperialism” driven by temporal and spatial movements that 
feed into colonial fantasies (Mitchell 9). Landscape, rather than being solely 
a form of art, is a medium of exchange between the human and the natural, 
the self and the other. Mitchell describes how landscape conceals the true 
basis of its value by naturalizing conventions and conventionalizing its 
essence, drawing on Karl Marx's idea of a “social hieroglyph” (Marx 322). 
This term comes to mean that the products of labor are imbued with a 
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value that is not necessarily attached or innate to the object in question, 
rather they function as symbols that allow objects to interact with and thus 
allows labor to interact by proxy. Here, objects become a way to facilitate 
this merger or, as Marx describes, the “relationship between one person’s 
labor and that of the rest… is a social relation between things” (322). In 
other words, the value of a product resulting of human labor becomes an 
object that is “just as much a social product as language,” becoming 
variable and subject to re-interpretation as time progresses (Marx 322). 
Thus, the question of labor, as an action exerted in an artistic process or 
through the physicality of cultivating tobacco becomes called into question.  

When touching on the notion of labor, it is necessary to understand 
how the human body functioned within the tobacco industry in colonial 
Mexico; both as a laboring and gendered one. Susan Deans-Smith observes 
that the management of cigarrerías (private tobacco shops) and the technique 
of cigarette rolling was considered a woman’s occupation, noting that 

 
The reorganization of the tobacco trade by the Bourbon bureaucracy 
permitted it to capitalize upon the large numbers of women employed in 
the private trade and to argue that eventually only women were to be 
employed in the manufactories, carrying out what was deemed to be 
“appropriate work” for women. Rolling cigars and cigarettes was not, in 
comparison, appropriate labor for men, who “ought to be in the fields 
and the mines.” (Deans-Smith 30) 

 
This presents a crucial question on the implications of gendering this 

career. The booming business of puros and cigarros was reaching its peak in 
the later half of the eighteenth century and thus cigarrerías became 
commonplace in Mexico City, but also regionally in Oaxaca, Guadalajara, 
and Valladolid, for example. Deans-Smith uncovered census data (compiled 
by various surveys of Mexico's cigarrerías) that further emphasized the 
relegation of the tobacco trade as a woman’s profession. She notes that 
tobacco workshops typically employed women rather than men and in one 
exceptional case in Mexico City, all thirty-one laborers were women 
(Deans-Smith 13).4 Many wives, widows, and/or daughters inherited the 
trade, confirming the industry’s familial ties and generational continuity. 
Thus, the young Creole woman in this portrait may allude to her 
participation in a family run cigarrería or perhaps she serves as a stand-in for 
the broader representation of rolling tobacco as a woman’s vocation.  

The positioning of her hands also recalls the gestures and tactility 
involved in the laborious process of rolling cigars and cigarettes. The 
woman’s hands lightly hover above and around the small snuffbox with 

 
4 For information about the industrial models seen in colonial Mexico, see 
Gonzalblo Aizpuru. Deans-Smith 13.  
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fingers carefully angled; poised and ready to pinch the individual leaves of 
the herb. For, if one were to revise this painting and swap out the snuffbox 
for loose tobacco and rolling papers, there would be very little readjustment 
needed on the woman’s fingers. The miniature element of the snuffbox and 
its painted social landscape becomes even more evident as well through 
close consideration of the vessel paired with the woman’s hand. It evokes 
an almost sensual feel and utilizes the hand as a measurement of the 
miniature. As Susan Stewart notes in her essay “Miniature,” with regard to 
scale and nature that  

 
the exaggeration of the miniature must continually assert a principle of 
balance and equivalence, or the narrative will become grotesque…This 
space is managed by simile and by the principles of equivalence existing 
between the body and nature. Scale is established by means of a set of 
correspondences to the familiar. And time is managed by means of a 
miniaturization of its significance; the miniature is the notation of the 
moment and the moment’s consequences. (Stewart 46) 

 
The painting collapses the processes of making into one moment. 

Balance, order, and properness that aid in calming settler-colonial anxieties 
about race and social order inevitably manifest themselves in something as 
seemingly innocent as a snuffbox. For the messaging of an imperial 
dreamwork and the erasure of a female laboring body in this portrait 
painting to work, harmony between the body and nature is essential. In 
classic imperialistic and settler-colonial rhetoric, human command over land 
to show wealth and power is not shied away from here. The Creole woman, 
fashionably dressed, holds authority over nature through the presentation 
of the open snuffbox. She, at any moment, can close the container, put it in 
her pocket or perhaps a handbag, and walk away. As a result, she has 
complete power over the vessel and portrays it as a product and emblem of 
imperialism, staging illusions of Indigenous control by commodity 
consumption. Even the woman’s gaze focuses intently on the contents of 
the caja de rapé rather than staring at the viewer, again emphasizing the 
intimate and personal connection between the Creole woman and tobacco. 
Here Dama con rebozo recalls the visual vocabulary of a gendered and 
laboring body that reflects how the tobacco industry functioned in colonial 
Mexico.  

Despite its varied forms, tobacco in its powder and cigarette forms 
quickly became the most popular modes of ingestion in Europe. The 
consumption of cigars and cigarettes was the most widespread habit 
enjoyed by all members of the Spanish colonial society. However, snuff was 
never produced as a single commodity due to its low profitability in Mexico 
both in local and exported consumption but was sold in tandem with cigars 
and cigarettes. Due to the small production, export, and high cost of both 
rapé (snuff) and tabaco de polvo (powdered tobacco), these kinds of tobacco 
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were enjoyed by elite members of colonial society both locally and abroad 
(Deans-Smith 12).  

To distinguish themselves from the everyday and lowbrow convention 
of smoking tobacco, European aristocrats preferred inhaling snuff. While 
this type of tobacco consumption allowed for class distinction, it also 
served the practical purpose of avoiding the “egregious indecency of 
expelling smoke through the nose or mouth;” circumventing the scent 
sticking to one’s clothes (Ward 29). In fact, taking snuff formed part of the 
eighteenth and early nineteenth centuries’ customs and fashions in courtly 
environments. A caja de rapé would typically hold a day’s ration of tobacco 
and carrying such an object on your person was seen as a fashionable 
practice. Young elite women would inhale small amounts of snuff that 
would cause them to sneeze and then “discreetly cover their noses with 
ornately embroidered handkerchiefs trimmed with imported lace from 
Flanders or Lorraine” to further display their lavish textiles and draw 
attention to themselves (Curiel 32). Thus, the caja de rapé represented in 
Dama con rebozo exists as a luxury object that holds a precious commodity 
thereby erasing all notions of labor in the process of cultivation of tobacco 
and the manufacture of cigars.  

 
Tobacco and Social Unions 

The loose tobacco illustrated in the portrait, Dama con Rebozo, could 
potentially represent one of the two known tobacco species found and 
cultivated in southern and western South America, nicotiana tabacum or 
nicotiana rustica, the latter being the substance of choice for ritual use or for 
seasoned smokers due to its irritable nature (Palka 105). Other than 
consuming the ground tobacco leaves, other methods of ingestion included 
rolling cigars or inhaling using a pipe. In addition to festival and ritual use, 
tobacco holds functional properties including its use as a “stimulant, 
insecticide, pain reliever, stress reliever, and appetite suppressor” (Palka 
106). Mary Norton posits that one of the contributors to the solitary 
method of consumption of tobacco can be attributed to its  

 
heightening alertness, calming agita[tion] creating well-being…[That] 
allowed individuals to join in a shared mood, creating a powerful 
experience of union. Conversely, the fact that the goods could create a 
sensory bridge, eliding the distance between individuals, [they] influenced 
private episodes of consumption, but in the contexts the goods re-formed 
from bonding agent to desired other, becoming a surrogate companion, 
offering wholeness, and relieving loneliness. (199) 

 
The practice of consuming this herb became translated from its original 

Indigenous ritual uses to one that replicated through the community 
conditions of carnival, such as fiestas that spur from wedding celebrations.  
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The social context of festival and ritual is referenced to in the interior 
pictorial scene painted on the Creole woman’s snuffbox (Figure 2). To 
understand further the nature of fiestas, it is crucial to concentrate on the 
snuffbox’s larger reference image Indian Wedding (Figure 3).  

 

 
 

Figure 3: Juan Rodríguez Juárez, Indian Wedding, about 1720, oil on canvas, 40 x 57 
in. (100 x 145 cm), Private Collection, Yucatán, Mexico.  
 

 
This work depicts the matrimony of a young Indigenous couple. 

Flanked by their Spanish padrinos (godfathers), the bride and groom stand 
on the left side of the canvas, identifiable as such by their garments5 and 
ornaments that include garlands, floral bouquets, a staff, an Indigenous 
huipil (embroidered blouse) and European vestments such as the bride’s lace 
dress. In the foreground of this work are some of the main indicators of the 
celebration: a matachin (masked drummer), flageolet player, and figure 
holding a firecracker all stand directly next to the couple poised and 
engaged in festival. On the right of the canvas is a wooden structure 
illustrating a pulque (fermented agave drink) shop. Processing directly past 
the storefront is a swarm of people following a silver banner. One of the 
figures in that crowd wears a turban and brandishes a sickle, most likely 
indicating his involvement as a Turkish impersonator for the Moors and 
Christians ceremonial dance. In the background is the most fruitful and 
exciting indicators of festivity and celebration. These include a diablillo 

 
5 For more information on dress, see Middleton.  
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(devil) figure squatting, people on platforms playing the game cucaña, paper 
globes known as mundos or arcas dropping from the rooftops, and even a 
Tlachiquero (person carrying extra maguey sap on his back) marching 
(Katzew et al. 307-308). Rodríguez Juárez’s Indian Wedding depicts the social 
nature of this holy matrimony placed directly at the core of a moment of 
festival, one that presents a moment of identity negotiation and Catholic 
influence, and where the background of the work presents a snapshot of 
alleged racial and multiethnic intermingling and carnival —a fantasy of 
Convivencia (peaceful coexistence). In the context of festival and community 
formation, the inclusion of a pulque shop draws strong parallels to the way 
that tobacco was understood in the colonial context. Joan Bristol in her 
essay, “Health Food and Diabolical Vice: Pulque Discourse in New Spain” 
discusses the nuances and tensions of the consumption of the Indigenous 
beverage in colonial Mexico. Bristol describes there being two different 
kinds of pulque that were popular with colonial consumers, pulque blanco 
(white pulque) and mixed pulque. Pulque blanco was typically reserved only for 
Indigenous consumption while mixed pulque, enjoyed by additional 
members of colonial society, offered elites a language for talking about race 
mixing while simultaneously constituting pulque consumers as a seditious 
collective subject (Bristol 130). Thus, pulque, like tobacco, was only 
acceptable to settler-colonizers when “made by [N]atives and consumed in 
moderation,” highlighting colonial anxieties concerning its use and 
commerce when potentially threatening ideas of governance and social 
order (Bristol 140). Thus, the creation of a sense of “union” by ingesting 
Indigenous substances, whether that includes inhaling tobacco or drinking 
pulque, is fundamentally tied to the social and religious context of marriage 
and suggests a reason as to why Rodríguez Juárez chose to illustrate a 
matrimonial scene in the interior of the young Creole woman’s snuffbox in 
Dama con rebozo.  

 
Landscape and the Miniature 

The snuffbox in Dama con Rebozo introduces conversations on the 
commodity circulation of tobacco and gendered labor roles that the 
industry had in colonial Mexico. However, one vital element to the 
framework of dreamwork is the reduction of the landscape into a miniature 
format. Mimicking the scene on Indian Wedding, Rodríguez Juárez simplifies 
the depiction of an Indigenous matrimony only including the young couple 
in the center, their godfathers, and two additional figures active in dance. 
The act of creating or viewing a miniature is as Stewart describes it an 
“exaggeration of interiority and its relation to the space and time of the 
individual perceiving subject, [it] threatens to the infinity of description 
without hierarchization, a world whose anteriority is always absolute, and 
whose profound interiority is therefore always unrecoverable” (44). In other 
words, it is this intentional process of choosing, what is and what is not 
included, that points to a miniature’s constructed nature. Just as there is an 
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interiority shown through presence within a miniature social landscape 
there is also an outside, an exterior, that is reflected through absence. This 
act of exclusion is also paralleled in the caja de rapé ability to open and close. 
As Stewart notes, the process of miniaturization does not want to draw 
attention to the author or in this case the artist but instead references the 
outside or the natural world. Each sign or aspect included in the painting is 
“aligned to a sign from the physical world in a gesture which makes the 
fictive sign both remarkable and realistic” (Stewart 45-46). In the snuffbox, 
the Indigenous matrimony displays moments of negotiation and Catholic 
influences that point to the entanglements of the Hispanic world such as 
those concerning dress and religion. It also, as aforementioned, speaks to 
the ties between the importance of a wedding as a social event for 
European participants and the uses of Indigenous substances and their 
roles in ritual. The landscape on the lid of the caja de rapé of the same 
painting echoes this same narrative by presenting nature as a signifier of 
colonial understandings of society.  

Mitchell claims, above all, that landscape is a natural scene mediated by 
culture, thus echoing the same language and significance that a social 
hieroglyph holds. To put it another way, it is both a represented and 
presented space or a real place and its simulacrum. One of the most 
difficult issues in his discussion of landscape is the problem of viewing and 
representation, since, contrary to common opinion, landscape is an ever-
changing medium that continually re-presents itself before the eyes. Thus, 
landscapes express value in the form of a commodity, as a kind of object 
that can be sold physically or through its representations. In the painting, 
this very landscape is itself embedded in a portable and owned object, thus 
its material nature perfecting aids this process of exchange. Mitchell notes 
that the dark side of landscapes lies in their “recurrent sense of 
ambivalence” which is temporalized, narrativized, and mimetic of the rise 
and fall of empires emulating the cycle of emancipation, naturalization, and 
unification showing a drive for an idealized quest for unity and purity 
rooted in fantasy (12). Hence, the usage of landscape, represented in the 
interior of a young Creole woman’s snuffbox or fragmented and gilded 
onto the exterior of golden cases serves as a springboard to question its 
implications, usage, and significance as a social hieroglyph.   

The shift in scale of the representation of an Indigenous wedding 
within the snuffbox contributes to its interpretation. These matters of 
miniaturization are essential to underscore the fact that scale is defined 
through series of comparative relationships. In the minute version, while 
simplified and devoid of the peripheral moments that add to the work’s 
social and communal context of celebration, the representation of a couple 
with their padrinos and the inclusion of a single festive dance provides the 
viewers with the essential details to arrive at the same conclusion: a union 
enveloped in festival. This window provides an avenue into the virtual 
space where figures and objects can be relocated in a smaller scale while 
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simultaneously retaining recognizable forms, proportions, and messages. In 
other words, scale is inherently elastic. And it is this elasticity, or as Jennifer 
Roberts calls it “scalar specificity,” that is at play within Dama con rebozo (8). 
But here, we are not only dealing with the scalar relationship between the 
two paintings, but also with the comparative relationship of the actual lived 
social events of colonial Mexico. Noting this third element of relativism of 
scale it is important to note that “matter does not conform to the fantasies 
of total scalability through which it is often represented” (Roberts 5). Thus, 
notions of scale must be used as a tool to interrogate such representations 
to filter out both fiction and non-fictional depictions of social life. As 
Roberts eloquently states:  

Scale is a powerful tool for historical analysis because it is a relational 
concept, one that is acutely responsive to specific historical formulations of 
normalcy, standardization, hierarchy, variation, and conflict. It crystallizes 
social and political relations. But it can only be useful to us as a category of 
art historical attention if something of the specificity of historical 
experiences of scale can be retained in our analyses, over and against the 
cultural and disciplinary propensity to discard scale information in the 
process of representation. (11) 

The cajita de rapé’s intimate size prompts a reflection about the miniature 
nature of this box. This is a moment where the tobacco plantation economy 
is compressed in size which in turn reduces labor into signs potentially 
reducing its significance to the viewer. The reduction of size spatially and in 
laborious terms obscures or erases indicators of the labor endured in the 
creation of the snuffbox, but also in the cultivation of the tobacco plant. As 
Stewart notes, this process of miniaturization “produce[s] a representation 
of a product of alienated labor, a representation which itself is constructed 
by artisanal labor” (Stewart 58). Here, organic and inorganic materials are 
physically touching, both on the surface as a product of colonization and as 
a commodity. This is especially significant when reflecting on the 
exploitation of Indigenous and African labor in the Americas for the 
cultivation and extraction of precious metals like silver and gold.6 A natural 
or social landscape is comprised of a set of signs. Mitchell goes as far as to 
consider landscape as a medium; functioning in a multisensory way that 
physically embodies cultural meanings. The social landscape in Dama con 
rebozo consists of elements that are as Mitchell puts it either “put there by 
physical transformation… or found in a place formed by nature” (14, 
emphasis mine). Since landscape is rooted in the representation of 
something that is already represented, the language of symbols and signs are 

 
6 For further reading on silver mining in the colonial Americas, see Lane and 
Voight. For more on gold mining and importance of gold, see Bigelow and 
Cummins.  
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thus linked and can be read differently depending on cultural 
epistemologies and cosmologies. In these cajitas de rapé, their perception 
reflects these notions of “exotic” lands and landscapes.  

A miniature freezes time and space. Perfectly preserving a world that 
reflects the imaginary over and over again so that one is so fragmented 
from reality that when glancing at the mythic presentation of social order 
painted on the lid of a snuffbox, the viewer can only purport, “This must 
be real and true.” Thus, as Stewart declares, the “miniature becomes a stage 
on which we project, by means of association or intertextuality, a 
deliberately framed series of actions” (54). Within an idealized miniaturized 
social landscape, “the daydream of life inside of life [becomes] multiplied 
infinitely within significance” (Stewart 54). The world then becomes a 
moment of dreamwork as Mitchell calls it or a daydream as Stewart proposes. 

 
Conclusion 

Juan Rodríguez Juárez’s Dama con rebozo and Indian Wedding urge us to 
consider how tobacco commodity consumption in colonial Mexico and the 
material aspects of cajitas de rapé are enveloped in dreamwork agendas of 
dominance. This essay outlined the history of tobacco as an Indigenous 
herb used in rituals that eventually became a monopoly under the Spanish 
monarchy during the seventeenth and eighteenth centuries. Next, it 
examined the laboring and gendered body's relationship to the tobacco 
industry, as well as how it reflected colonial Mexico’s broader social 
environment. Lastly, an analysis of social landscapes and miniatures 
revealed the effects of nature in a compressed and small-scale context. 

Landscape serves as an object enveloped in nostalgia that 
simultaneously presents the real and the imaginary and certifies colonial 
expansionary agendas that are superimposed on nature. When considering 
the miniature format, Stewart states, “There are no miniatures in nature; the 
miniature is a cultural product, the product of an eye performing certain 
operations, manipulating, and attending in certain ways to, the physical 
world” (54). Thus, a social landscape, like that one delicately painted on the 
interior of a snuffbox, becomes a manipulated form of copying and pasting. 
Both the fantasy of crafting a social landscape and the reduction of such 
landscape equally hold no basis in its mimetic process to the real physical 
world. When combined in Juan Rodríguez Juárez’s Dama con Rebozo, the 
miniaturized landscape signifies imperialism and bleeds out the imaginary to 
portray an act of dreamwork, but all at the expense of the Indigenous and 
African laborers. 
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