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Asstract: In 2021 it will be one hundred years since the conclusion of the so-called «Lawsuit of the Generalife» that con-
fronted the Spanish State and the descendants of the Marquises of Campotejar for the ownership of the Generalife. The
lawsuit concluded with the transfer to the State of the property of the old Nasrid royal almunia and the casa de los Tiros.
This study addresses the literary origin of the family motto of the owners of the casa de los Tiros inserted in the context
of the iconographic program of the facade and the ornamentation of the rest of the house and of the humanist circle
that lit it up. The connection of the Vdzquez Rengifo to the Crown and the need to legitimise the Granada Venegas
lineage turn the motto into a declaration of intent before Emperor Charles V and the rest of the nobility. It will be
precisely in the surroundings of the visit of the court of Emperor Charles to Granada in 1526, when the use of this
family motto was developed, which has become one of the great enigmas of this aristocratic house of Granada in the
16th century.
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This work came about over the course of the research during
the intervention on the facade of the Casa de los Tiros, carried
out by CLAVE Conservacién y Restauracién de Obras de Arte
and directed by Dionisio Olgoso Moreno, commissioned by the
Territorial Culture Office of the Junta de Andalucfa in Granada
in 2018.
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he Casa de los Tiros is, undoubtedly, one of

the buildings in Granada of the Early Mod-
ern period that has raised the most questions and
uncertainties in contemporary historiography,
which has approached it from different perspec-
tives as an artistic, constructional, iconological and
even mathematical phenomenon. Our perspective
is based on the traditional methodology of art his-
tory, and on the conclusions that this leads us to
draw regarding the facade, as an artistic and herit-
age object, the product of its time, the 16th centu-
ry and the Renaissance, in its broadest extent.

The Casa de los Tiros is located in the centre of the
city’s historic quarter, in the northern part of the
neighbourhood of San Matias (Realejo)!, which is
included in the four sectors into which the historic
centre of Granada is divided®. It appears that this
sector of the city, from the Zirid period onwards,
was always dedicated to agricultural exploitation.
Written sources seem to indicate that it was in the
mid-12th century that the area of the suburb of ai-
Fajjarin began to take shape as a residential zone,
with the wall surrounding the section of the medina
that enclosed the neighbourhood in question having
been built perhaps as early as the previous century.

Indeed, in his plan of Islamic Granada, Luis Seco
de Lucena Paredes shows us this sector of the city
at the end of the Nasrid period with a high degree
of building density’.

The Ibn Gimara mosque, the most important ex-
ample in this urban context at the end of the 15th
century, at the southeast end of the current Casa
de los Tiros* and the baths located in the College
of the Mercedarians >could be a direct consequence
of this urbanisation process.

Following the taking of Granada, the Catholic Mon-
archs demolished a large proportion of the buildings
on the western slope of the hill of Mauror, where the
houses and shops of the Jewish quarter were locat-
ed®, which led to the opening up of new roads, one
of which appears to be Calle Pavaneras’. The neigh-
bourhood witnessed a gradual proliferation of stately
homes, the result of the demolition and/or addition
of several Muslim houses®, a clear example of this
phenomenon being the building to which we refer.

The archaeological evidence in this urban sector
mainly dates back to the Zirid period’, with the ex-
istence of craft activity documented from the 11th
century onwards'.

The 1993 study of some of the original construc-
tions revealed the existence of spaces linked to pot-
tery production'’. Rodriguez Aguilera believes the
potteries found in the north-eastern area of the
site were supplied with water from a branch of the

1. The building (listed as a B/C [Bien de Interés Cultural/Good of
Cultural Interest]) is included in the Special Plan for the Pro-
tection and Interior Reform of the Historic Centre of Granada,
approved in January 2002.

INd

Sectorisation established by the resolution of 28 July 1993, of

the Directorate General for Cultural Heritage.

3. SECO DE LUCENA PAREDES, L. La Granada nazari en el siglo
XV. Granada: Patronato de la Alhambra, 1975, pp. 89-102. The
appearance of the quarter in the Nasrid period was further de-
scribed by the historian al-Jatib in /hata.

4. Ibid., pp. 102-103. See also: GOMEZ-MORENO GONZALEZ,

M. Guia de Granada. ed. Facsimil. Granada: Universidad,

1982, p. 212. Further details in MARTINEZ PEREZ, M. T. ‘Las

mezquitas de Granada en los Libros de los Habices', Andalucia

isldmica. Textos y estudios, Granada, IV-V, 1983-1986, pp. 203-

235, en especial p. 210 n. 30 y p. 220 n. 84.

GOMEZ GONZALEZ, C.; VILCHEZ VILCHEZ, C. ‘Bafios Ara-

bes inéditos de la época almohade (siglos XII-XIII) de la juderfa

N

de Granada. In: [ Congreso de Arqueologia Medieval Espariola.
Huesca, April 1985. Zaragoza, 1986, pp. 545-567.

6. An exhaustive analysis of the question of the Jewish quarter and
its surrounding neighbourhoods can be found in GOZALVES
CRAVIOTO, E. ‘Establecimiento de barrios judios en las ciudades
de al-Andalus: el caso de Granada'. Revista del Centro de Estudios
Histdricos de Granada y su Reino (Granada), 6 (1992), pp. 11-32.

7. SECODELUCENAPAREDES, L. La Granadanazari...,pp.99-100.

MUNZER, ]. Viaje por Espania y Portugal (1494 - 1495). Madrid:

Polifemo, 2nd ed., 1991, p. 109. ‘The houses of the Saracens are

Jfor the most part so cramped, with small rooms, dirty on the outside,

oe]

very clean on the inside, that it is hardly credible (...) In the land of

Christians, one house takes up more space than four or five Saracen
houses’. See also: GARCIA PORRAS, A. ‘Ocupacién del espacio
en la orilla izquierda del rfo Darro. El barrio de San Matias
(Granada)’, in CARA, L. (ed.): Ciudad y territorio en al-Andalus.
Granada, 2000, p. 129.

9. MALPICA CUELLO, A. Granada ciudad islimica. Mitos y reali-
dades. Granada, Universidad de Granada, 2000.

10. RODRIQUEZ AGUILERA, A. Granada arqueoldgica. Granada:
Caja General de Ahorros de Granada, Obra Social, 2001, p. 121.

11. LOPEZ LOPEZ, M. et al. ‘casa museo de los Tiros (Granada).
Excavacién arqueolégica de emergencia’. Anuario Arqueoldgico
de Andalucial1992, T. IIl Actividades de urgencia. Seville: Junta
de Andalucfa, 1995, pp. 270-278.
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acequia gorda irrigation channel that ran under
Calle Molinos'. For its part, the excavation carried
out at the southeast end of the plot (the present-day
newspaper library and back garden) was able to doc-
ument, in addition to the ceramic production kilns,
various functional structures that followed one an-
other during the Nasrid and Christian periods.

Focusing on the historical period that interests us,
thanks to archaeology we know that in the decades
following the Castilian takeover, the weak medi-
eval structures of the San Matfas neighbourhood
were razed to the ground and new walls were built
on top of them with no apparent relation to the
original alignments. The buildings linked to the
configuration of the Casa de los Tiros as we know
it today can be found within this framework of
16th-century reforms.

Modern historiography assimilates the Casa de los
Tiros as a manor house built from a group of ear-
lier buildings. We know that in 1510 one of the
houses on the site belonged to Don Pedro Rive-
ra—DBishop of Burgos—who in turn sold it to Juan
de Gamboa; and that from the latter it passed into
the hands of Gil Vézquez Rengifo', as part of the
properties he would acquire between 1514 and
1526. This is how the property is mentioned in his
deed: ‘the houses of Los Tiros, other assets, and a
perpetual ground rent from the Plaza del Atabin™.

Valladar and Gémez-Moreno Gonzélez refer to
another document from 1511 according to which
Juan Gamboa had acquired several adjoining ware-
houses and inns previously owned by the comen-
dador (Commander) Martin Ferndndez de Villaes-
cusa, thereby expanding the number of properties
acquired by Vdzquez Rengifo®. For their part,
Gallego Burin and Gémez-Moreno state that in
1521 Vizquez Rengifo bought the Ibn Gimara
mosque estate, extending the group of properties
received from Juan de Gamboa. Valladar likewise
points to the existence of a document in the ar-
chive of the Marquises of Campotéjar that refers to
the purchase of the old mosque by Rengifo:

‘...also among the documents in the archive, I
found references to an old mosque, which must
have been the one blessed with the name of San-

ta Escoldstica, and to which perhaps the altar-
pieces and sacred ornaments mentioned in the
memorial of the alférez of which I spoke before
belonged, given that this parish was suppressed
and it seems Rengifo acquired it...'S.

In the Casa de los Tiros newspaper library archive
there is a copy of a drawing, dated from the 17th
century, in which we can see post-and-lintel porti-
co structures to the right of the fagade of the house
that have been identified as shop-houses'”, and
which may well have been installed in the naves of
the old mosque.

However, the acquisition of plots and the extension
of the estate must have continued until the middle
of the 16th century, since, as Valladar points out,
‘in 1544 six houses were acquired next to the main

ones, and one of them was perhaps that referred to

as del cubo (or “tower of a fort”)’'8.

12. RODRIQUEZ AGUILERA, A. Granada Ar{/zu’(}/{)’gi('m . p. 122

13. Originally from Avila, he took part in the War of Granada and
was appointed alférez mayor (chief standard-bearer) and com-
mander of the Order of Santiago by the Catholic Monarchs, and
also receiving the title of twenty-fourth nobleman of the Munic-
ipal Government and mayor of the Generalife by Charles V in
1525. Véase: MORENO OLMEDO, M.A. Herdlidca y genealogia
granadinas. Granada: Ayuntamiento de Granada, 1989, p. 90.
See also: ARIAS DE SAAVEDRA, I. ‘Las mujeres del linaje Grana-
da Venegas: notas para su historia’, in: Comunidad e identidad en
el mundo ibérico | coord. por E Chacén Jiménez, S. Evangelisti.
Valencia: Universidad de Valencia, Universidad de Granada y
Universidad de Murcia, 2013, pp. 121-148.

14. Atabin’ may be an error in the transcription of the document
made by the author, confusing the toponym of al-Tawwabin
with that of al-Axibin, which is what may appear. See: VALLA-
DAR Y SERRANO, E de P. Novisima Guia de Granada. Granada:
Imprenta Indalecio Ventura, 1892, pp. 481-486. He cites two
documents from the archives of the Marquises of Campotéjar,
one dated 1510 and the other 1526, which consist of the deeds
of sale of a house called ‘de los Tiros” belonging to Don Pedro
de Rivera, Bishop of Lugo, in favour of Juan de Gamboa (1510)
and in a second instance by Juan Gamboa to Gil Vdzquez Ren-
gifo, Commander of Montiel (1526).

15. VALLADAR Y SERRANO, E de. P. ‘La casa de los Tiros' Revista
La Alhambra n. 550 (1922), pp. 86-90, and GOMEZ-MORENO
GONZALEZ, M. Guia de...., p. 208.

16. VALLADAR Y SRRANO, E de. P. ‘La casa de...

17. Before Gil Vdzquez chgif() b()ught them in 1544, the houses
belonged, as the text notes in the engraving, to an owner dif-
ferent to that of the Casa de Los Tiros, Juan de Gamboa, called

‘comendador Martin Pérez de Villa Escusa’.

18. VALLADAR Y SRRANO, E de. P: ‘La casa..., p. 87.
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According to this information, by this date (1544) the
tower—the main element of the complex—should
have already been built, coinciding with the proposal
of traditional historiography that dates its construc-
tion between 1530 and 1540, on a previously con-
figured complex". There is documentation from the
archive of the marquisate of Campotéjar, in the files
of the Marquis of Corvera®, which attributes the pa-
tronage of the building to Gil Vizquez Rengifo, who
appears as the builder of the palace, where he made a
will and codicil.*". In the Cuadra Dorada—the noble
room of the dwelling’s tower—a legend was added to
commemorate his deeds™. Furthermore, his heraldry
is that which appears on the tabard of the figure of
Mercury, being evidence of this fact.

The Granada Venegas family were owners of the
building from the first generation of the lineage,
when Pedro de Granada Venegas married the
daughter of Gil Vézquez Rengifo—Maria Rengifo
Dévila—in 1535%. Their son Alonso de Granada
Venegas Rengifo, fourth lord of the House of Gra-
nada and first-born son of this marriage, was born
in Granada in 1540%*, marrying Marfa Manrique
de Mendoza Ruiz de Alarcén in 1557.

In 1559, as a result of this union, Pedro de Granada
Venegas Manrique y Pacheco de Mendoza, successor
to the house and future first Marquis of Campotéjar,
was born. He and his father held intellectual gather-
ings in the house as the hosts of a literary academy®.
After the death of Don Alonso in 1611, the literary
academy continued to have its headquarters in the
house of the Tiros, which was maintained by the var-
ious descendants of the Campotéjar family.

With the extinction of the firstborn line of male
descendants in 1660, the property passed into the
ownership of Italian lineages, being increased by
the estate of the Lomelli, Grimaldi and Pallavici-
ni families, until 1921, when the so-called ‘Gen-
eralife lawsuit’ was settled with the Spanish State,
whereby the then Marquis of Campotéjar—Gia-
como Filippo Durazzo Pallavicini—agreed with
the same institution to return the properties of the

Generalife and the Casa de Los Tiros®.

After the lawsuit of 1921, the destination of the
building was established: a space for a library, an

archive and a small museum on the subject of Gra-
nada. The person in charge of directing these plans
was the first director of the museum—Francisco

de Paula Valladar y Serrano (1852-1924)—who

was also president of the Patronato del Generalife.

When the Patronato del Generalife and the Patrona-
to de la Alhambra were unified in 1925, the guardi-
anship of the Casa de los Tiros was transferred from
the Comisarfa Regia de Turismo to the Patronato
Nacional de Turismo, receiving a new boost thanks

to the figure of Antonio Gallego y Burin.

The work of the former mayor of Granada and di-
rector general of Fine Arts, together with that of
his son Antonio Gallego y Morell (also director
of the Casa) works were carried out to adapt the
property to its new functions”. Once restored, it
was inaugurated as the ‘Museum of History and
Tourism’ on 1 November 1929.

19. GOMEZ-MORENO GONZALEZ, M. Guia de...., p. 208; GAL-
LEGO Y BURIN, A. Guia artistica e histérica de la ciudad. Sth
edition updated by Francisco Javier Gallego Roca. Granada: Ed-
itorial Don Quijote, 1982, p. 177.

20.

Garcfa Lujdn has published a study of the reproduction and tran-

scription of some of the notarial texts preserved in this part of

the archive, which are interesting Arabic-language documents

on the economic and legal management of the Generalife on the

eve of the conquest and shortly after it. See: DAMAJ, A ; GARCIA

LUJAN, J. A. (ed.). Documentos drabes granadinos del Archivo del

Marqués de Corvera (1399-1495). Huéscar (Granada): Fundacién

Nuestra Sefiora del Carmen; Fundacién Portillo, 2012.

21. Ibid, Archivo del marqués de Corvera, ‘Papeles’, no. 204.

22. Archivo del marqués de Corvera, ‘Papeles’, nos. 204 377 and 385.

23. GARCIA LUJAN, J. A. ‘La memoria escrita de la Casa de Grana-
da: el Archivo del Marquesado de Campotéjar (S. XV- 1643)’.
HID, 40, 2013, p. 44, GALLEGO Y BURIN, A., Guia artistica e
histérica..., p. 177.

24. GARCIA LUJAN, J. A. ‘Don Alonso Granada Venegas Rengi-

fo, cuarto sefior de la casa de Granada (1540-1611)’. Chronica

Nova, 40, 2014, pp. 225-246.

25. PICA, V. Casas de la oligarquia castellana en la Granada del siglo
XVI: tipologias, adaptacién y contexto urbano, fundamentos para
su recuperacion (Doctoral Thesis). Madrid: E.T.S. Arquitectura
Universidad Politécnica de Madrid, 2015, p. 807.

. Ibid, p. 811.

27. VILLAFRANCA JIMENEZ, M. M. Los museos de Granada: génesis

y evolucion histérica (1835-1975). Granada: Diputacién Provin-
cial, 1998, pp. 147-199 and LOPEZ RODRIGUEZ, J. R., Histo-
ria de los Museos de Andalucta: 1500-2000. Seville: Universidad
de Sevilla, 2010, pp. 349-358 y GALLEGO MORELL, A. Casa de
los Tiros, Guias de los Museos de Espaiia XI, Granada: Direccién
General de Bellas Artes, 1962.

[N}
[
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By decree of 19 April 1961, the museum was trans-
ferred from the Ministry of Information and Tour-
ism to the Ministry of National Education® and
by the same decree, on 1 March 1962, the building
and its collections were declared an Historic-Ar-
tistic Monument. On 31 August 1968, it became
integrated into the National Board of Museums of
the Directorate General of Fine Arts®.

Finally, in 1984, by Royal Decree 864/1984 of 29
February®, the State transferred its powers to the
Autonomous Community of Andalusia in mat-
ters of culture, and the Casa de los Tiros became a
museum under transferred management, that is to
say, under autonomous regional management and
state ownership, an administrative situation main-
tained to the present day.

Hlustration 1. Fagade of the Casa de los Tiros.

THE PROPERTY

Although the Casa de los Tiros is presented to us
as a Castilian complex of a noble character close to
the Renaissance manor house, the truth is that its
appearance does not correspond to that of a build-
ing that is in keeping with a unitary project.

There are many elements that afford the property
a prominent place in the city, such as its carly Re-
naissance fagade® [Illustration 1], and the noble
room of the tower, known as the ‘Cuadra Dorada’

(Golden Hall)*.

Doctor Valentina Pica, through fieldwork and de-
tailed analysis of the construction, concludes that
the genesis of the building cannot be defined as
that of a ‘fully configured type’ as it lacks an orig-
inal design. Even so, nowadays the house is still
understood as a 16th century Granada manor
house.

There is no doubt that it is linked to the ‘Cuadra
palaciega’ architecture that saw so much develop-
ment at the end of the 15th century in the Castil-
ian territories®. For this reason, Pica® argues that

28. SANZ-PASTOR Y FERNANDEZ DE PIEROLA, C. Museos y
Colecciones de Espania, Madrid: Direccién General de Bellas Ar-
tes (1972), second edition of the guide, extended, 1986, p. 206.

29. Ibid, p. 228.

30. BOE [Official State Gazette]. 113, of 11-5-1984.

31. This type of construction can be compared with other facades
of the old late medieval Castile, such as the Puerta de la Latina
in Madrid. GAYA NUNO, J. A, La arquitectura espaiiola en sus

monumentos z/z,’s/l/mrm'iday, Madrid, Espasa Calpe, 1961.

32. VALLADARY SERRANO, E de P. ‘La casa de los Tiros..., pp. 88-
89. In the document dated 13 February 1628 from the archive
of the family of the Marquises of Campotéjar, the room of the
noble plan included in the tower is referred to as Cuadra Dorada.
This is probably the origin of the name historians have contin-
ued to attribute to the room.

33. SANZ-PASTOR Y FERNANDEZ DE PIEROLA, CONSUELO.
Museos y Colecciones..., p.206. Since the first edition of this his-
torical guide to the museums of Spain in 1969, it has been de-
scribed as an exemplary civil building in the field of Renaissance
architecture in Granada.

34. PASSINI, J.; IZQUIERDO BENITO, R. La ciudad medieval: de la
casa principal al Palacio Urbano. Toledo: Universidad de Castilla-

La Mancha, 2011, pp. 220-240.
35. PICA, Valentina. Casas de la oligarquia ..., p. 844.
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according to Castilian building typology, the roofs
of the tower must have existed from the beginning,
rejecting the thesis of classical historiography that
dates their construction to the 19th century*®. To
support her thesis, she alludes to what is known
as the Vico Platform [111. 2], where the tower is de-
picted with a similar covering”’.

Belonging to the first Castilian transformation
are the spaces of the tower; the entrance hall or
zagudn; the Cuadra Dorada; the service quarters
in the southeast sector (where the mosque would
have been located); the reform of the northwest
staircase, and the low and noble hall in the north
corridor, which Vdzquez Rengifo apparently car-
ried out in various stages up to his death®.

The truth is we cannot affirm that the body of the
tower existed before Rengifo purchased the differ-
ent parts of the house®, but it does seem clear that
the house ended up with the current stately spaces
in the northwest sector following a major renova-
tion in the 17th century.

-~
Vﬁ‘; -

28

{,"h

Ill. 2. Detail of the Casa de los Tiros on the Plan of Granada [Plataforma de
Vicol, engraved by Francisco Heylan at the beginning of the 17th century.

Access to the building is through a large hallway,
which allows direct entry to the courtyard, with-
out forcing the customary bending circulation of

36. SANZ-PASTOR Y FERNANDEZ DE PIEROLA, C. Museos y
Colecciones. ..., p.206. Here we report on what has been edited in
the second edition of the expanded guide. See also GALLEGO
Y BURIN, A., Guia artéstica..., p. 177, and GOMEZ MORENO,
M. Guia de..., p. 208.

37. According to a building tradition removed from the local tradi-
tion of Granada, as demonstrated by the excellent study by the
researcher Miguel Sobrino on the Alcazar of Medina de Pomar,
Burgos. SOBRINO GONZALEZ, Miguel. ‘El Alcdzar de los Ve-
lasco en Medina de Pomar (Burgos). Un espacio dulico andalusf
en el norte de la vieja Castilla’. Loggia: Arquitectura y restaura-
cién. Valencia, 2001, no. 11, p. 12. There was a similarly placed
hipped roof on the crenellated Castilian tower with the gubba
inside. The space under the roof would not have been very hab-

itable and would have been used for storage or as a guardhouse.
38. PICA, V. Casas de la oligarquia. .., p. 875

39. See VALLADAR Y SERRANO, E de P Guia de ... , pp. 481-483;
and ‘La casa de..., 1922, p.87.
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the Nasrid or Moorish house®. In this regard, the
alignment of the hallway with respect to the court-
yard is not the original layout, this being modified
during the major alterations of the 18th century, as
revealed by the intervention of the architect Rafael
Soler between 1988 and 1993.

In fact, the central layout of the courtyard as the
unifying element of the other rooms also seems
adulterated to us, with the presence of six Nasrid
columns in its two porticoes with new cardboard
footings and a more than evident lack of corre-
spondence in height between the floors of the
tower (ground and second floors) and the other
rooms (ground, first, intermediate and second
floors). In fact, we know that the staircase of the
south wing, covered with an elliptical vault with
lunettes and illuminated by skylights, dates from
the 18th century®’. It is highly likely the court-
yard we are familiar with today was built at this
time, along with the gallery of Sierra Elvira stone
columns, and the renovation of the entrance hall,
eliminating the bend and facilitating direct access
to the house.

On the north-east wall of the entrance portico,
there is another small staircase, which may well be
original®, and which leads to the second floor. In
the western gallery is the door that leads to the no-
ble room inserted in the tower—the Cuadra Dora-
da—-covered by an alfarje (decorative/ornamental
wooden ceiling) with a single row of beams and
panelling decorated with high-relief figures of an-
cient and modern heroes with inscriptions of their
respective exploits that are completed in the tile
strip, and gothic-style dogs or donkeys and anthro-
pomorphic representations. Its decoration served
as a political manifesto to illustrate its nobility, de-
claring the greatness of its ideology and the lineage
of the promoters.

THE FACADE

Based on the study of materials. Up to the first
floor, the front has travertine ashlars from Alfacar,
and from this height up to the battlements, Santa
Pudia calcarenite stone®’, hence the difference in
the size of the ashlars between the lower and upper

areas. It is also noteworthy that these materials are
also very common in the construction of the first
half of the 16th century in Granada. Its entrance
has a lintelled doorway with segmented ashlars,
which are also repeated in the lintel of the Cuadra
Dorada doorways, close to those of the same type
found in the Casa de los Pisa or the Nifias Nobles
school, although these two are of the type known
as dovetailed voussoirs. The door that is still con-
served today is probably not the original one, and
has two nailed wooden leaves, covered with iron
sheets, probably from 1921, as some historical rep-
resentations of the facade show.

Another fact related to the original state of the
facade in the 16th century is that apparently it did
not have two balconies, but one that was continu-
ous, as can be seen in the aforementioned drawing
of the Santa Escoldstica plots or in the one known
as Plataforma de Vico, and as can be read in the
1628 document cited by Valladar*.

In elevation, the facade presents a simple and bal-
anced structure in its proportions, studied in great

40. Marfas draws attention, as a determining characteristic common
to the Renaissance palaces of Toledo and Granada, to a situation
present in the Casa de los Tiros, which is the axial position of the
courtyard with respect to the entrance hall, so that it can be seen
from the threshold; however, he notes that the layout of the en-
trance hall on axis with the courtyard is uncommon in Granada,
indicating that in this urban environment it is essential to study
the adaptation of many Castilian constructions to pre-existing
spaces in the Islamic Al-Andalus tradition. MARIAS, E. La arqui-
tectura del Renacimiento en Toledo (1541-1631), 11 voll. Toledo:
Instituto Provincial de Investigaciones y Estudios Toledanos,
1983, pp. 165-168.

41. Information already cited by Valladar, see also: VILLAFRANCA
JIMENEZ, M. M. Los museos de.. ., p. 157.

42. PICA, V. Casas de la oligarquia..., p. 828.
43. Ibid, p. 828.
44. SOLER MARQUEZ, R. Proyecto de restauracién del palacio de los

Granada- Venegas (casa de los Tiros). Segunda fase. Memoria y pla-
nos. Granada, Consejerfa de Cultura de la Junta de Andalucfa.
Direccién General de Bienes Culturales, November 1989, p. 10.
See also VILLAFRANCA JIMENEZ, M. M. Los Museos de..., p.
155. These texts quote a document found by Valladar in the ar-
chive of the Marquises of Campotéjar, dated 13 February 1628,
in which the notary Mateo Montero de Espinosa, commissioned
by the Granada Venegas family (...), describes the Cuadra Do-
rada room as ‘having a balcony with a niche overlooking the street,

above the main door’
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Il 3. Layout of the voussoirs of the lintel of the portal of the Casa de
los Tiros with the motto EL CORAZON MANDA [THE HEART
COMMANDS]'.

detail by Martinez Sevilla®, with two openings on
the second floor and a central doorway with sgraf-
fito on the main entrance that gives the whole a
sense of symmetry and axiality. On the entrance
lintel reads the motto 'EL CORAZON MANDZA’
[THE HEART COMMANDS] and above it there
is a relief with a heart and a sword. [I1l. 3]

From a programmatic perspective there are five
figures of mythological sculptures on semi-conical
ledges, where the names of mythological characters
appear, bringing the building closer to the Castil-
ian Gothic tradition of civil architecture from the
time of the Catholic Monarchs.

The decorative sobriety of the fagade and its mark-
edly defensive feel link its execution to the Castil-
ian building environment of the period, and make
it quite difficult to ascribe its design or execution
to any specific author, given the flurry of activity in
Granada in the early decades of the 16th century.

The sculptural resources seem to be rooted precisely
in an artistic tradition recognisable in other build-
ings in Granada at the time, specifically the monas-
tery of San Jerénimo, whose chancel features large
sculptures of warriors dressed in Roman style hold-
ing the arms of the Gran Capitdn, which must have
been executed from 1528 onwards under the direc-
tion of Diego de Siloé. The creator of the sculptures
on the fagade of the Casa de los Tiros would have
certainly known these models, although his sculp-
tural expertise is limited, and he obviously used en-
graved models for his compositions.

Gil Vdzquez Rengifo, as already mentioned, ac-
quired the plots of land in 1526, the year in which
Emperor Charles V, after his wedding in Seville, set-
tled in Granada between May and December of the
same year. It was then that he decided to build a
large palace in the Alhambra and a royal pantheon
in the cathedral, next to the tombs of the Catholic
Monarchs. The establishment of the Vdzquez Ren-
gifo family should therefore be linked to the royal
decision to turn Granada into an imperial city.

A priori, the work could be attributed both to Gil
Vézquez Rengifo and to Pedro de Granada Vene-
gas, son-in-law of the former®. However, it secems
contradictory to us to attribute the patronage of
the work to the Granada Venegas family when the
facade only shows the coat of arms of the former,
and furthermore Pedro Granada Venegas accompa-
nied both Emperor Charles and his son Philip on
various military campaigns between 1534 and 1557,
to which his stays in Granada were not excessively
long enough to design the iconographic programme.

THE ICONOGRAPHIC
PROGRAMME. AUTHORSHIP,
SCOPE AND SIGNIFICANCE

One of the most controversial aspects of the stud-
ies of this house has undoubtedly been the icono-
logical interpretation of the different decorative
programmes of the original building, construct-
ed in the 16th century, since the presence of the
mythological heroes on the fagade is only the be-
ginning of a programme that is complemented in
the entrance hall, original staircase, anteroom to
the main hall, and which reaches its zenith on the
walls and alfarje of the Cuadra Dorada.

45. MARTINEZ SEVILLA, A.; FERNANDEZ MORALES, F;
VALDERRAMA RAMOS, ]. Paseos matemdticos por Granada: un
estudio entre arte, ciencia e historia. Granada: Editorial Universi-
dad de Granada, 2017, pp. 96-111.

46.

In 1544, ‘la casa del cubo’ is mentioned among the possessions:
VALLADAR Y SRRANO, E de. P ‘La casa..., p. 87. Furthermore,

as noted above, authors such as Gémez-Moreno Gonzilez and

Gallego Burin date the construction of the house to between
1530 and 1540. If the facade had been built by Don Pedro de
Granada Venegas, this would in any case have been after 1535,

the year in which he married Gil Vézquez Rengifo's daughter.
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GRANADA, 2136, La Casa de los Tivos . filemesty O+ Maind (8

1ll. 4. Jean Laurent, GRANADA — 2186 — La Casa de los Tiros. Between
1860 and 1886. IPCE, Photographic Library of Historical Heritage. Ruiz
Vernacci collection.

As Villanueva Mufioz points out in his study on
the monsters of the Spanish Renaissance, many his-
torians have approached the interpretation of this
complex programme, some of the most promi-
nent, since they focus specifically on the icono-
graphic programme, being Diego Angulo, San-
tiago Sebastidn, Fernando Checa, Rafael Lépez
Guzmdn or Francisco Gonzdlez de la Oliva’” and
more recently Emilio Villanueva Mufioz himself,
Antonio Callején and Alvaro Martinez Sevil-
1a%8, to whom we must add the numerous local
authors of renowned prestige who have written

about the decorative programme of this facade
and of the house®.

The iconographic programme appears to seck the
legitimisation of its promoters in the eyes of the
city and the crown, creating an urban fagade ‘in
the manner of a book cover’ that tells a story of
honour, valour and glory, through five high reliefs
of heroes from Greek mythology and the ancient
pre-Roman East™. [Ill. 4]

It is true that in order to manifest its unquestion-
able alliance with the crown, the iconographic
discourses of this movement made use of Gothic
forms mixed with elements of humanist culture,
giving precedence to the achievements of classi-
cal antiquity over Jewish and Christian tradition,
which nevertheless has an important presence on
the interior alfarje and the fagade itself.

According to Gabriel Garcfa Guardia®', the figure
of Mercury—positioned at the centre of the fagade

47. See: ANGULO INIGUEZ, D. ‘La mitologfa y el arte espafiol del

Renacimiento’. Boletin de la Real Academia de la Historia, CXXX
(1952), pp. 80-81.
SEBASTIAN, S. Arte y humanismo. Madrid: Cétedra, 1978, p.
62; and ‘Arquitectura’. In: SEBASTIAN, S.; GARCIA GAINZA,
M. C.; BUENDIA, J. R. El Renacimiento. Historia del Arte His-
pdnico, 111. Madrid: Alhambra, 1980, p. 57.

CHECA CREMADES, E Pintura y Escultura del Renacimiento en
Esparia, 1450-1600. Madrid: Cétedra, 1983, p. 201.

LOPEZ GUZMAN, R. ‘El Palacio de los Granada Venegas: ar-
quitectura y lectura iconoldgica’. In: AA.VV. Libro-Homenaje
al Profesor Dr. Manuel Vallecillo Avila. Granada: Universidad,
1985, pp. 429-437; and Tradicién y clasicismo en la Granada del
XVI. Arquitectura civil y urbanismo. Granada: Diputacién, 1987,
pp. 438-449.

GONZALEZ DE LA OLIVA, F; HERMOSO ROMERO, 1. Museo
casa de los Tiros de Granada. Guia oficial. Seville: Junta de Anda-
lucfa. Consejerfa de Cultura, 2005, pp. 65-88.

48. See: VILLANUEVA MUNOZ, E. ‘Los Monstruos del Renaci-
miento Espafiol. La casa de los Tiros’. Cuadernos de Artes de la
Universidad de Granada, 36, 2007, pp. 61-80.

CALLE_]()N PELAEZ, A. L. Primus inter héroes. Damas 7y guerreros
en la decoracion del monasterio de San Jerénimo de Granada. Gra-
nada: Fundacién El Legado Andalusi y Mouliad Map, 2008, pp.
181-185.

MARTINEZ SEVILLA, A.; FERNANDEZ MORALES, F;
VALDERRAMA RAMOS, J. Paseos matemiticos. . ., pp. 62-111.

49. VALLADARY SERRANO, E de Paula. ‘La casa..., p. 87; GOMEZ
MORENO, M. Guia de..., pp. 209-211 and GALLEGO Y
BURIN, A. Guia artistica..., pp. 177-181.

50. PICA, V. Casas de la oligarquia. .., p. 828

51. We are grateful to Gabriel Garcfa Guardia for his generous com-

ments on the facade.
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and bearing the arms of the Vdzquez Rengifo fam-
ily>—acts as a herald pointing to Hercules, one
of the personifications of the Hispanic Monarchy.
This likely alludes to Emperor Charles V, reinforc-
ing the fagade’s explicit allegiance to the crown,
particularly given the Emperor’s stay in Granada in
1526. While such a symbolic gesture could explain
the fagade’s rapid construction and its restrained
exterior decoration, in our view it still does not
entirely account for its programme.

In this historical context it is worth recalling the
existence of a philosophical current that sought to
legitimise the Moriscos (Muslim converts to Ca-
tholicism) of the kingdom, resisting the increas-
ingly widespread Italianising taste in the policies
of Charles V and Philip II. This tendency, prob-
ably close to the literary academy of the Granada
Venegas family, led many noblemen to take up
the thread of their provenance from pre-Roman
antiquity, taking the Visigoths as a reference, to
whom the monarchs of Castile were also the le-
gitimate heirs. Given these circumstances, it is
unsurprising the depiction of mythological heroes
was so highly valued.

As Lépez Guzmdn points out, quoting Checa Cre-
mades, ‘...ancient heroes were transmuted into
characters of chivalric fable, and the stories of Al-
exander or the Trojan War became a motif of aes-
thetic and literary reflection’™.

Il 5. Detail of the door knockers on the facade of the Casa de los Tiros.

Callején argues™ that the characters that appear
on the facade orientate the source of the story to-
wards the Trojan War, narrated in the Homeric
poems, more precisely the Historia destructionis
Troiae. Cronica Troyana (original Latin title Histo-
ria Troiana) by Guido delle Colonne, published in
Pamplona by Arnaldo Guillén de Brocar in 1500, is
undoubtedly one of the fundamental literary sourc-
es for the interpretation of the fagade, a medieval
revision of the Greek heroes that herald the warrior
and knightly virtues of the inhabitants of the house.

The medieval revision of the myth probably not
only had a literary scope but also a definitive in-
fluence on the representation of the characters, as
is evident from the scenes illustrating the Spanish
edition of the Cronica Troyana.

The fagade programme is complemented by the incor-
poration of three door knockers with geometric shapes:

52. This heraldic design appears both on the door of the Cuadra Do-
rada (Golden Hall) and in the chamber’s mural painting. It is bla-
zoned as follows: ‘Quarterly: 1st, Or, a lion rampant Azure armed
and langued Gules, a bordure Or charged with eight saltires Azure
(05 2nd, Gules, a lion rampant Or (**); 3rd, Gules, and a lion
rampant Azure, a bordure Gules charged with eight saltires Or (*);
4th, Or, thirteen roundels Azure arranged four, three, three, three,
three and one (**), which is the arms of D4vila. Supported by two
dragons and encircled by ten banners. (*) Rengifo. (**) Alliances’.
http://apellidogranada.blogspot.com/search?q=RENGIFO  [con-
sulted on 10/06/2019 (Site in Spanish)].

53. CHECA CREMADES, E Pintura y Escultura. .., p. 201.
54. CALLEJON PELAEZ, A. L. Primus inter héroes..., p. 184.
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¢ Triangle: “THE [HEART] COMMANDS,
PEOPLE OF GERA, EXERCISE ARMS?

* Square: “THE [HEART] SHATTERS, AS
A DOOR KNOCKER, CALLING US
TO BATTLE’

* Octagon: ‘DOOR KNOCKERS ARE
THOSE GIVEN BY GOD AND FELT
BY THE [HEARTY [Ill. 5]

These slogans are in addition to the main motto
‘THE HEART COMMANDS’, which on the
facade is ‘EL CORAZON MANDZA’ under the
tip of a sword. It would be interesting to analyse
the presence of a ceremonial sword from the first
half of the 16th century, something also common
in other heraldic spaces in Granada, and which

emphasises the warrior and heroic attributes of the
inhabitants of the house. [Ill. 6]

Regarding the origin of the main motto of the Casa,
it seems there is a certain relationship with the book
El Cortesano or The Book of the Courtier (original ti-
tle ‘Il Cortegiano’), a work by the Italian humanist
Baldassare Castiglione [11]. 7], translated into Spanish
in 1534 by Juan Boscdn. It is well known that both
accompanied the imperial entourage in 1526 during
their trip to Granada, and that there, specifically in
the Generalife, the famous conversation with Andrea
Navagero took place, inviting Boscdn to use hendec-
asyllabic verse, an anecdote narrated by Boscdn him-
self in his famous letter to the Duchess of Soma.

1ll. 6. Layout of the voussoirs of the lintel of the portal of the Casa de los Tiros
bearing the motto ‘EL CORAZON MANDA [THE HEART COMMANDS]’
(Photograph: Jean Laurent).

Ill. 7. Raphael, Portrait of Baldassare Castiglione. Ozl on panel,
82 x 67 cm. Paris, Musée du Louvre, Département des Peintures.
(Photograph: Elsa Lambert / C2RMF).

Specifically, at the beginning of Chapter III of the
fourth book, it reads as follows:

‘But leaving this aside, behold, in what is done by
human craft, as in armies, in great ships, in build-
ings, and in other such things, all is referred to one
who governs his will, and he is the master; so also in
our body all the members work and exercise them-
selves, following what the heart commands.™.

It seems logical, therefore, to think that contact
with this humanist court circle enabled Vizquez
Rengifo to become acquainted with the text and
to coin this motto from it.

The identification of the Vdzquez Rengifo motto
The heart commands’ in Castiglione's work has

55. Baldassare Castiglione (1478-1529) Juan Boscdn, (m. 1542) -
translator. Los quatro libros, del cortesano / compuestos en italiano por
el conde Balthasar castellon, y agora nuenwamente traduzidos en lengua
castellana por Boscan [“The four books, of the courtier / composed
in Iralian by Count Balthasar Castellon, and now newly translated

into Castilian by Boscan’]. Barcelona, Pedro Monpezat, 1534.
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allowed us to trace various relationships between
the book and the iconographic programme of the
fagade of the Casa de los Tiros, inviting us to pro-
pose a new theory about its meaning.

In our opinion, the (necessary) trip of Castiglione
and Boscdn to Granada together with the imperial
entourage is fundamental, as we understand that
it is in this period when Gil Vizquez de Rengifo
learns the content of the opus on which the Italian
author had been working for two decades.

As is widely known, the book seeks to portray the
figure of the perfect courtier, highlighting values such
as the importance of arms and letters, the refinement
of education and behaviour in the social sphere.

In short, the courtier represents an ideal that em-
p
bodies the problems of an era, where the ultimate
p
goal is to incline and bring the prince (ruler) to
good, turning him away from evil.

Thus, it seems that the purpose of the fagade
programme was to legitimise the lineage of the
Vizquez de Rengifo family, using the message of
one of the most significant literary works of the
European Renaissance, which Emperor Charles V
was surely familiar with.

For this reason, Vdzquez de Rengifo undertook an in-
genious ‘political propaganda action’ using the figure
of the mythological hero to transfer to the fagade a se-
ries of characters and philosophical messages which,
as we shall see below, are contained in the book.

But before taking a closer look at the meaning of
the programme intended by Vdzquez de Rengifo,
let us locate and study the role played by some of
these characters of the Casa de los Tiros in Cas-
tiglione's book.

In the fourth chapter of the third book, Messer Caesar
indirectly refers to Hector and his wife Andromache.

‘...I consider it impossible that in a man's heart
where love has once entered, vileness and cow-
ardice can ever enter [...] And he no doubt be-
lieves that Troy could never have had ten years
against all Greece, if it were not for some lovers
who were in the city, who, when they had to
go out to fight, armed themselves before their

ladies, and sometimes they came to give them
arms, and when they were leaving they said some
word that made them fall in love, and opened
their hearts so that they did not know whether
to die or gain honour’.*®

At the beginning of chapter 2 of the fourth book,
in relation to the virtues that a good prince must
possess, Gaspar Pallavicino states his opinion, af-
firming that these can only be received by divine
grace, referring to an episode in mythology:

‘... and for this reason Jupiter, being grieved at the
miserable state of men, who, not being able to be
together for lack of the virtue that composes and
arranges human interaction, wandered through the
mountains like savages, and were at every step torn
to pieces by wild beasts, sent Justice and Shame into
the world with Mercury, so that these two things
might ennoble the cities, and bind the inhabitants
of them in concord and peaceful coexistence’.””

In the fourth chapter of the same book, Otavian
continues his dissertation on the virtues the perfect
courtier should transfer to a prince:

‘ [...] that from among his vassals he should
choose a certain number of noblemen, of the best
lineage and the most distinguished and learned,
with whom he should communicate and consult
on all the things of his state, and to these he should
give authority and licence to be able to speak free-
ly, without fear or favour, whatever they thought
fit; and he was to have such a way with them that
they would all understand the truth of what he
wanted to hear and know about everything’.>®

And referring to those who followed these recom-
mendations:

‘...you will find that many have looked upon
them, and especially those early ancients like
Theseus and Hercules, [...] for they rid the world
of such intolerable monsters, for tyrants deserve
no other name [...]".%°

N

6. Los quatro libros del Cortesano. .. p. 366.

V)

. Ibid, p. 423.
8. Ibid, p. 451.
9. Ibid, p. 460.

)l

N
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The presence of Aristotle in £/ Cortesano is very
significant, and there are many passages in the
book in which Castiglione alludes to the thought
of the classical author, specifically in relation to
politics.

As is well known, what will determine for Aris-
totle whether a form of government is right or
wrong is the common or individual interest of
the rulers, contrasting monarchy and tyranny,
and comparing the monarch, who has the public
interest in mind, with the tyrant, who rules for
his own benefit.

Thus, in the foreword to the 1873 edition of E/
Cortesano, Antonio Maria Fabié states that Cas-
tiglione, following Aristotle, examines the various
kinds of government and the corruption of primi-
tive political organisations.®” In a way, he will come
to accept the Aristotelian development of Polybius
(in the sixth book of his Histories) and/or of Cice-
ro in his treatise De re publica.

‘...it was enough for Castiglione to know the
text of Polybius, and the admiration that all
Italians have had for the institutions of ancient
Rome, for him to show himself in favour, in
this and other places in his work, of the mix-
ture and combination of the three pure forms
of government for the organisation of the per-
fect state’. ©

Bearing all the foregoing in mind, we can see there
are many connections between the fagade of the
Casa de los Tiros and Baldassare Castiglione’s book:
the presence of Hercules, Theseus, the Trojan War,
Mercury... but what is Vézquez de Rengifo trying
to say with this iconographic programme?

As we have already mentioned, Vdzquez de Rengifo
sought to consolidate his lineage in 16th-century
Granada society by publicly conveying a message
that would make his status as a ‘perfect courtier’
known. To do so, he needed to show his ability to
discern the problems of the time, his knowledge of
arms and letters, and his loyalty to and recognition
of Charles V as the guarantor of good governance
of the territories of the empire.

To this end, he uses heroes and warrior princes
who represent the fight against tyranny and the

1ll. 8. Detail of the sculpture of JASON, in the photograph by Jean
Laurent and current state following intervention of 2018.

defence of the common good through the use of
arms and love for their people.

The left-hand side of the facade depicts two heroes
whose thrones were usurped. We are referring to
Jason and Hercules, legitimate heirs to the king-
doms of Tolcus and Mycenae. Both characters were
the protagonists of two of mythology's most leg-
endary exploits, and are easily recognisable by their
combat skills. They are the central figures in the
the episodes of Jason and the Argonauts in search
of the Golden Fleece, and the twelve labours of
Hercules (the twelfth, the capture of Cerberus, is
depicted on the facade of the Casa de los Tiros).
[IIl. 8 and 9]

On the right, the fagade shows Hector the Trojan
and Theseus. The former was commander of the
Trojan army and defender of his people during the

ten-year war against the Achaeans and is one of

60. Los cuatro libros del Cortesano, compuestos en italiano por el Conde
Baltasar Castellon, y agora nuevamente traduzidos en lengua cas-
tellana por Boscdn, edicidn dirigida por Antonio Maria Fabié, Li-
brerfa de Alfonso Durdn (‘Libros de antano nuevamente dados a

luz por varios aficionados, 3°), Madrid 1873, Prélogo, p. LX.
61. Ibid.
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1l 9. Detail of the sculpture of HERCULES, in the photograph by
Jean Laurent and current state following intervention of 2018.

Il 11. Detail of the sculpture of THESEUS, in the photograph by
Jean Laurent and current state following intervention of 2018.

the main characters in the Iliad. In a way, he was
another fighter against tyranny for ‘he preferred
death rather than contemplate the enslavement of
his wife, Andromache’. [Ill. 10 and 11]

1ll. 10. Detail of the sculpture of HECTOR, in the photograph by
Jean Laurent and current state following intervention of 2018.

Theseus, for his part, known as the founding hero
of Athens, was another mythological character
with skills in battle. He had to fight the Cretan
bull at Marathon to stay alive and prove to his fa-
ther (Aegeus) that he was the rightful successor to
the throne. He was acclaimed by all the Athenians
and recognised as a future king.

Presiding over the fagade, almost in its geometric
centre, Mercury is depicted as the herald bearing
the coat of arms of the Vdzquez de Rengifo family;
messenger of Zeus; god of communication; link
between gods and men, and patron of merchants
and orators, among other attributions.*

The surviving remains of the figure, which has lost
almost all of its heraldry, perfectly visible in the
19th-century photographs, indicate that at some
point Mercury carried a caduceus with two ser-
pents (a very common iconographic prototype)
representing the impartiality (justice) of the her-
alds, and/or death and resurrection in his relation-
ship with the afterlife, typical of his work as a psy-
chopomp. [I1l. 12]

62. ARROYO DE LA FUENTE, M= A. Iconografia de Hermes en el arte
cldsico. Madrid: Liceus, 2009, p. 3.
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Ill. 12. Detail of the sculpture of MERCURY, in the photograph by Jean Laurent
and current state following intervention of 2018.

Particular attention is drawn to the three geomet-
ric door knockers under the two balconies with
the inscriptions, reproduced above, and follow-
ing the thread of Castiglione's work and their
obvious correspondence with the decorative pro-
gramme of the fagade it is, in our opinion, dif-
ficult not to relate them to the three pure forms
of government or straight constitutions set out
by Aristotle, developed by Polybius and Cicero,
and ‘embraced’ by the author of E/ Cortesano, as
stated by the prologue writer of the 1873 edition,
Antonio Maria Fabié.

On the lintel at the entrance to the house, as men-
tioned above, we can see the motto of the house
(contained in the book) ‘el corazén manda’ [‘the
heart commands’]® and above it, a 16th century
rapier, which according to the RAE ‘is a ceremo-
nial long white weapon which, as an attribute of
royal authority and power, was carried unsheathed
(as it appears on the fagade) in great solemnities in
front of the king or emperor’.

Therefore, taking the influence of Baldassare Cas-

tiglione's book as valid, we believe we are dealing

with an iconographic programme that aims to ex-
alt the legitimate government of Charles V, high-
lighting the Hispanic aristocracy (especially if we
take into account the correspondence between the
alfarje of the Cuadra Dorada and the message on
the fagade) in which the promoter of the work uses
the most important mythological epics and the po-
litical thought of the great classical authors to show
off his status as an enlightened courtier.

More explicitly, Gil Vdzquez de Rengifo stages
a ceremonial scene in which, through the heart
(which rules over all things), he issues a call to
arms (through the three knockers) to defend the
Good Government of Emperor Charles V with
the support of divine justice (Mercury), evoking
the great thinkers of antiquity and the deeds of the
most important heroes of mythology.

The fagade must have been built in the 1530s
and 40s, as has already been mentioned, with Gil
Vizquez Rengifo as its promoter and probably the
author of the programme, advised by the humanist
circle that accompanied the emperor and/or by the
intellectuals of Granada at the time, with a funda-
mentally propagandistic and elegiac purpose.

The rest of the construction, and therefore decora-
tive programme, would have been carried out later,
reaching as far as the doors of the Cuadra Dorada,
upon which once again only the motto and herald-
ry of the Commander of Montiel appear.

63. During the last restoration in 2018-19, we were able to see that
an unfortunate intervention was carried out on the lintel of
the main entrance of the house some years previously, blurring
the original quartering and damaging some of the voussoirs.
We also believe the original motto of the house was always ‘EL
CORAZON MANDA’ and not ‘EL CORAZON MANDAE’, as
the photograph by J. Laurent from around 1870 seems to show,
where the ‘E’ of the word MANDAE cannot be seen at all. It was
not until the 1930s (20th century) that the text ‘EL CORAZON
MANDAE’ could be read as it has survived to the present day.
We know (from the records of the Casa de los Tiros) that the
house underwent major restoration work between 1926 and
1929, after the settlement of the Generalife lawsuit, and that
these repairs were carried out under the direction of the architect
Fernando Wilhelmi. Although to date we have not been able
to access conclusive documentation to certify this, we believe
that the original motto was altered (unintentionally) during the

course of these works.
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After the marriage of Pedro de Granada Venegas
to the daughter of Gil Vdzquez Rengifo—Maria
Rengifo Ddvila—probably around 1535, this link
with the Granada Venegas family would have been
taken into account, and we must presume a direct
intervention by Pedro Granada Venegas, through
his wife and in agreement with Rengifo, in the
Cuadra Dorada, where the two heraldry do now

appear.

In terms of the overall programme of the house,
reference should also be made of the fantastic an-
imals and monsters in the grooves of the entrance
hall alfarje, and the allegories on the original stair-
case, the main one in the 16th century, which con-
tains pictorial mural decoration, representing the
virtues: charity, hope, justice and fortitude.

The wall paintings in the antechamber also include
warriors with maces, and inside the main room, the
Cuadra Dorada, the heraldry—of the Granada Ven-
egas and Vézquez Rengifo families—the figures and
legends represented in the wall paintings, as well as
the allegory of Fortune, of which only a few remains
are preserved, and which may have been accom-
panied by the allegory of Fame, as pointed out by
Gonzélez de la Oliva and Hermoso®.

There are also four tondi with busts of Judith,
Semiramis, queen of Assyria, Penthesileia, her-
oine of the Trojan War, and Lucretia. According
to Orozco Dfaz®, these tondi may have been de-
signed to be placed in the apse of San Jerénimo,
to which we have already referred throughout this
report, with this theory in all likelihood supported
by the obvious formal differences with the sculp-
tures on the facade and the reliefs of the hall itself,
together with their difficult integration in their
current location, as Callején indicates®.

Culminating the programme is the house’s most
distinctive feature: the alfarje (decorative wood-
en ceiling) of the Cuadra Dorada, whose grid-
like pattern forms rectangular compartments that
function as coffers, each containing alternating
carved relief busts and identifying inscriptions of
‘4 heroines and 44 historical or contemporary he-
roes linked to the construction of the Casa de los

Tiros™. [11l. 13]

Il 13. Iconographic programme of the Cuadra Dorada.

In this iconographic discourse, Italian and Span-
ish humanistic culture merge as a result of shar-
ing specific ideological interests, very much de-
fined by the peculiar characteristics of those who
commissioned it. The decoration of the fagade
is completed with the adornment of the Cuadra
Dorada, linked through the recurring motto ‘E/

64. GONZALEZ DE LA OLIVA, E; HERMOSO ROMERO, 1. Museo
Casa..., p.78.

65. OROZCO DIAZ, E. 'Meditacién en torno a unas esculturas en
la casa de los Tiros en relacién al monasterio de San Jerénimo'.
Boletin de la Real Academia de Bellas Artes de Nuestra Sefiora de
las Angustias, no. 3, pp. 31-48.

66. CALLEJON PELAEZ, A. L. HYPNEMATORAQUIA DUCISSAE. Los
ciclos iconogrificos del monasterio de San Jerdénimo de Granada [Doc-
toral thesis]. Granada: Universidad de Granada, 2006, p. 235.

67. VILLANUEVA MUNOZ, E. A. ‘Monstruos del Renacimiento...,’
p. 73.
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(corazén) manda’ on the lintel of the fagade and
beam panels of its alfarje®®.

Many interpretations of the programme exist, each
with strengths and weaknesses; however, we can-
not treat the meaning of such a layered ensemble
(developed in stages, though successively) as fully
resolved. Broadly speaking, the original scheme,
that of the facade, as has already been made clear,
endeavours to present the ‘dwelling of the hero or
warrior’, showing Vdzquez Rengifo—its inhab-
itant—as one of them, the motto of the house
‘EL CORAZON MANDA or ‘EL CORAZON
MANDE’ being the main virtue of this warrior,
who also maintains the permanent call to right-
eousness on the door knockers.

This heroism is usually accompanied by a strug-
gle with mythical monsters, ugliness and disor-
dered passions, personified in the representations
on the entrance hall ceiling. To overcome them,
the warrior or hero must possess a number of vir-
tues such as Charity, Hope, Justice and Fortitude,
represented on the original staircase. Interestingly,
this is the only place where virtues or moral qual-
ities are alluded to. In fact, the first landing of the
staircase seems to depict Saint Michael the Arch-
angel—misidentified as the Immaculate on some
occasions—who together with Saint George is the
warrior saint par excellence, although in our opin-
ion this is a later incorporation outside the original
programme.

The entrance to the Cuadra Dorada, the space
par excellence for exalting the virtues of the hero,
is flanked by warriors with maces, dressed in the
same manner as the rest of the characters in the
Roman-style house, and could well be the fantastic
guardians of this ‘sancta sanctorum’.

As Villanueva points out, part of the programme
is based on duality, the struggle between good and
evil, the reason for the presentation of the victors
on the one hand and the vanquished on the other,
which is why in the texts inside the hall identify-
ing the characters allusion is usually made to the
enemy they defeated, emphasising their virtues as
warriors. The same happens at the front, where
the warriors dressed in Roman costume, identi-

fied by Martinez Sevilla® as Hercules and Scipio
Africanus (although in our opinion they are only
warriors) hold banners with legends identifying
the Turk and Protestantism, which allude to the
military campaigns of Pedro Granada Venegas to-
gether with the Emperor Charles and his son Phil-
ip. The application of warrior virtues, combined
with the example of ancient heroes and modern
warriors, leads to fortune and fame and, of course,
to immortality, as heroes.

As previously noted, the female tondi appear to
have been added at a later date and were probably
not part of the original scheme. Nonetheless, to-
gether with the four female figures depicted on the
ceiling they form a tribute to the virtues of Pedro
Granada Venegas's wife, Marfa Rengifo, daughter
of the house’s patron, and a descendant of Juan
Vizquez Rengifo, who is portrayed within.

In short, this is a complex symbolic, emblematic,
and iconographic programme that seeks to exalt
the virtues and heroism of its patrons—a warrior’s
dwelling, which acknowledges Emperor Charles
as the new Hercules to be followed in his heroic
campaigns.

Authorship of the programme is difficult to de-
termine, but it is clear that both Vézquez Rengi-
fo and Pedro Granada Venegas were involved in
its conception. As already mentioned, from 1526
onwards the court of Charles V was occasionally
accompanied by a humanist circle including fig-
ures such as Garcilaso, Boscdn, Navagero, and
Castiglione, among others, or the permanent resi-
dence in Granada of humanists such as Pedro Mdr-
tir de Anglerfa and Diego Hurtado de Mendoza,
presences that decisively frame the origins of this
programme, which reveals a profound knowledge
of classical literature and the ancient and modern
history of Spain, as well as medieval and humanist
emblematics and iconography.

68. See: LOPEZ- GUZMAN, R. Los Palacios. .., pp. 72-77.
69. MARTINEZ SEVILLA, A.; FERNANDEZ MORALES, F;
VALDERRAMA RAMOS, J. Paseos matemdticos. .., pp. 77-83.
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