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Asstract: [fiigo Lépez de Mendoza, 2nd Count of Tendilla and 1st Marquis of Mondéjar, was the Captain-General
of the Kingdom of Granada and the first governor of the Alhambra. He was one of the most prominent figures of his
time during the reign of the Catholic Monarchs, Isabella and Ferdinand, at the dawn of the so-called Modern State.
In this article, we present a biography in pictures constructed using a series of images dating from his own era to the
end of the 19th century. In this way we paint an unusual portrait based around three key moments in his life. Firstly,
his participation in the War of Granada. Secondly, his diplomatic mission in the Rome of Pope Innocent VIII and the
court of Ferrante I of Naples, and thirdly, his time as Captain-General of the Kingdom of Granada and governor of the
Alhambra after Granada became part of the Kingdom of Castile in 1492, during which he played an important role
in the consolidation of a new model of government which he implemented until his death in 1515. All of this makes
him one of the most complete figures of his era and of the political and cultural project of the Catholic Monarchs. This
resulted in a wide variety of images of Mendoza as a soldier, ambassador, and statesman, which helped extol the values
and qualities that so distinguished him.
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INIGO LOPEZ DE MENDOZA
(1442-1515), THE FIRST GOVERNOR
OF THE ALHAMBRA OF GRANADA

or Professor Ignacio Henares Cuéllar, the

Count of Tendilla was one of the figures who
best embodied the model associated with the politi-
cal and cultural programme of the Reyes Catdlicos
(Queen Isabella of Castile and her husband King
Ferdinand of Aragon) and therefore of the fledgling
Monarchy of Spain: “historians coincide in proc-
laiming him as one of the leading generals in the
War of Granada, an exceptional diplomat in Italy in
1486 in representation of King Ferdinand and one
of the most important men in the political life and
administration of the Kingdom of Granada after its
conquest”'. These three episodes undoubtedly hel-
ped shape his personality, as explained among others
by authors such as Hernando del Pulgar (Crdnica de
los Seiores Reyes Catdlicos por su secretario Fernando
del Pulgar. Madrid: Espasa-Calpe, 1943), Lorenzo
Galindez de Carvajal (Memorial o Registro breve de
los Reyes Catdlicos. Segovia: Patronato del Alcdzar y
Academia de Artillerfa, 1992) or Andrés Berndldez
(Memorial del reinado de los Reyes Catdlicos. Madrid:
Real Academia de la Historia, 1962).

It would be impossible to carry out a full assess-
ment of his role at the beginning of that historical
construction known today as the Modern State
without considering other sources that could help
us trace out what was a most unusual life story.
The first of these was perhaps his collection of let-
ters, regarded by those who studied it in the past
and more recently, as one of the earliest examples
of Spanish epistolary literature from the Renais-
sance era’. No less important are the other testi-
monies sourced here, including the works of Gon-
zalo Ferndndez de Oviedo, Travels through Spain
and Portugal by Jeré6nimo Miinzer, who in his visit
to the Alhambra in 1494 bequeathed us one of
the most complete pictures of this Captain-Gen-
eral from Granada, or the references we find in
the literature of those he actively patronized in
what has been dubbed the first triumph of Grana-
da Humanism, such as Pedro Mdrtir de Anglerfa,
Herndn Nufiez de Toledo or Hernando Alonso
de Herrera, among others. Another exceptional

source is the Historia de la Casa de Mondéjar escrita
para el marqués de Valhermoso por el de Mondéjar
su abuelo [History of the House of Mondéjar written
Jor the Marquess of Valhermoso by the Marquess of
Mondéjar his grandfather] by Gaspar Ibdfiez de
Segovia y Peralta, whose 18th century manuscript
is preserved at the National Library in Madrid.

It was left to twentieth-century and more recent his-
torians to construct a discourse which, with the char-
acteristic rigor of social and human sciences, helped
create a picture of a figure of key importance for an
overall understanding of the times in which he lived.

These descriptions in documentary and literary
sources help form a picture of an extraordinary
personality who was at the forefront in matters of
wat, diplomacy and politics. In this essay, we pro-
pose to complete this picture of [higo Lépez de
Mendoza with what we have termed “a biography
in paint” on the basis of a series of portraits span-
ning the period from the late 15th century to the
final stages of the 19th century. These portraits
should not be regarded as reliable true-to-life like-
nesses, perhaps because this seems to have been of
litcle interest to the Count himself. This is mani-
fested for example by the fact that even though he
had been directly involved in the organization of the
mausoleum for Prince John in the Monastery of
Santo Tomds in Avila and for the Reyes Catdlicos in
the Royal Chapel of Granada, he showed no interest
whatsoever in commissioning a tomb for himself,
perhaps bearing a likeness of him, in a similar style
to the monument he commissioned for his broth-
er Diego Hurtado de Mendoza. It is interesting to

1. HENARES CUELLAR, 1. ‘}\1'qui[eclum y mecenazgo: Ideal aristo-
crético, reforma religiosa y utopia politica en el Renacimiento an-
daluz”. In: La arquitectura del Renacimiento en Andalucia: Andrés
de Vandelvira y su época. Catdlogo de la exposicion (Jaén, Catedral
de Jaén, 2 October-30 November 1992). Sevilla: Junta de Anda-
lucia, Consejeria de Cultura y Medio Ambiente, 1992, p. 60.

2. Correspondencia del Conde de Tendilla (1508-1513). Biograffa,
estudio y transcripcién por E. Meneses Garcfa. Madrid: Real
Academia de la Historia, 1973-1974; Epistolario del Conde de
Tendilla (1504-1506). Estudio por J. Szmolka Clares; edicién y
transcripcién por M2 A. Moreno Trujillo y M2 J. Osorio Pérez.
Granada: Universidad de Granada, 1996; HERNANDEZ CAS-
TELLO, M2 C. E/ registro epistolar de 1497 del Conde de Tendilla.

Granada: Universidad de Granada, 2019.

CUADERNOS DE LA ALHAMBRA | number 54 | 2025 | pages 77-114



80

Juan Manuel Martin Garcia

note that the works of art he commissioned were
regarded as representative steps on the path towards
the introduction of the Renaissance into Spain. So,
instead of accurate, lifelike representations, what
we have is a group of images that offer revealing in-
sights into his profile, while presenting a very per-
sonal, quite unusual iconography.

THE COUNT OF TENDILLA
AND THE WAR OF GRANADA

The War of Granada played a substantial part in
the biography of the Count of Tendilla’> and in-
deed of many of the noblemen of the last quarter
of the 15th century, as a constant feature of the
political objectives pursued by the Reyes Cardlicos
since their ascent to the throne. His participation
in the War, from the initial skirmishes in the attack
on and seizure of Alhama (1482) to the surrender
of Granada and the entrance into the Alhambra
(1492), is frequently mentioned in contemporary
Christian sources and also in the stories which over
the course of the 16th century continued to de-
scribe these epic events. During that ten-year pe-
riod, however, as we will later go on to explain, he
temporarily absented himself from the battlefield
to take part in a diplomatic mission to Italy be-
tween 1486 and 1487, an important event in his
visual and personal biography as we will now go
on to see.

The presence of [figo Lépez de Mendoza in the
War of Granada is also recorded in some excep-
tional works of art describing the milestones in
his personal history. The first of all these art-
works, the Seating for the Lower Choir in Toledo
Cathedral, was created at around the same time
as the events retold in it. Juan de Mata Carriazo,
one of the experts who have studied this sculp-
tural group in greatest depth, claims that it was
commissioned and paid for by Cardinal Mendo-
za. Now regarded as one of the most outstanding
pieces of Late Gothic art, the Cardinal “wished
to leave a magnificent reminder of that great
enterprise, ordering that the back panels [of the
seats] be decorated with scenes of the surrender
of strongholds and fortresses which he had fre-

quently attended in person™.

The Choir has already been the focus of many
research studies from different perspectives. In
this case, we will be concentrating exclusively on
the panels that contain images that might be as-
sociated with the Count of Tendilla. By way of a
brief summary, the Choir consists of a total of 52
seats and corner pieces, with their corresponding
panels, for which the master wood-carver Rodri-
go Alemdn, also known as Maestre Rodrigo, was
engaged. For this purpose, a contract was entered
into, which was accompanied by payment orders
and other documents, many from Toledo Cathe-
dral itself. These documents enable us to chart its
execution in three quite separate phases: an initial
order for 20 seats on the right-hand side look-
ing towards the Altar (Epistle side), with scenes
narrating various different episodes from the war
from the Taking of Alhama to 1488; a second lot
of 20 chairs for the left-hand side (Gospel side),
together with the completion of the first batch,
which should have been finished at the beginning
of 1493, after the war itself had come to an end;
And finally as appears in the documentation: “On
Saturday 10th January 1495 they contracted the
12 chairs from the front of the choir that had not
yet been made. These included the panels depict-
ing the Siege and Taking of Granada, the final
scene in the war, together with other earlier ep-
isodes from the conflict that took place between
1483 and 1490, which the Archbishop Gonzélez
de Mendoza must have thought worthy of por-
traying”’. By then, even the Cardinal himself had
died. Although he did not live to see this great
work finished, he left a legacy which was not only
an exceptional example of Spanish artistic culture
of the late Middle Ages but also a historical docu-
ment of enormous value. The craftsmen’s aim was
to create a chronicle in wood, which cannot and

[S%)

MARTIN GARCIA, J. M. liiigo Lopez de Mendoza. El Conde de
Tendilla. Granada: Comares, 2003.

4. MATA CARRIAZO Y ARROQUIA, J. de. Los relieves de la Guerra
de Granada en la silleria del coro de la catedral de Toledo. Granada:
Universidad de Granada, 1985, p. 16.

N

GARCIA PULIDO, L. J. y ORIHUELA UZAL, A. -La imagcn de
Santa Fe (Granada) en la Sillerfa del Coro Bajo de la Catedral de
Toledo”. Archivo Espariol de Arte, 307 (2004), p. 250.
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Hllustration1. Rodrigo Alemdn
(Maestre Rodrigo), Entry into
Serén from the Seating for the
Low Choir, 1488-1495, carved in
walnut wood, Toledo Cathedral.

should not always be taken literally because it con-

tains a great deal of symbolism and propaganda.
Instead it should be viewed as an extraordinary
piece of craftsmanship with which we can begin to
piece together this biography in paint that we have
proposed to outline in this article.

With a few exceptions such as the Catholic Mon-
archs and Cardinal Mendoza himself, about whose
iconography there are very few doubts, there is
no direct confirmation of the identity of the oth-
er figures appearing in each scene. For this reason,
in order to identify the seats that contain an im-
age of the Count of Tendilla, we must first refer
to the chronicles and accounts that survive to this
day and secondly to the systematic studies of the
carvings made by various different authors. The
works of Juan de Mata Carriazo are an essential
source on this question, as is the PhD thesis by
Ana Maria Poveda Martinez (University of Murcia,
2024), which researches Cardinal Pedro Gonzilez
de Mendoza’s patronage of the arts from the Me-
diaeval Era to the Renaissance. We could also add
various publications by Spanish historians to com-
memorate certain important historical events such

as the 500th anniversary of the death of Queen Isa-
bella the Catholic in 2004 and that of [figo Lépez
de Mendoza in 2015.

If we take all this into consideration, it would seem
to confirm that the Count of Tendilla is portrayed
on panel 52, in a scene depicting the entry into
Serén on 18th December 1489 [Illustration 1], and
on panel 27, relating to the surrender of Granada
[1l. 2]. In the first of these scenes, Ibdfiez de Sego-
via, in his history of the House of Mondéjar, cit-
ing Pedro Mdrtir de Anglerfa, states that Serén and
other towns such as Pruna and Tabernas and many
places in the Sierra de Filabres mountains were sur-
rendered to the Count of Tendilla, who was acting
in the name of the King. For his part, Mata Carri-
azo cites Alfonso de Palencia, who also referred to
this scene in the same terms, claiming that, in the
absence of the king, the person who appears on the
right amongst various Christian knights and ser-
vants must be Lépez de Mendoza®. The other panel,

6. MATA CARRIAZO Y ARROQUIA, J. de. Los relieves de la Guerra
de Granada en la silleria del coro de la catedral de Toledo. Op. Cit.
(n. 4), p. 98.

CUADERNOS DE LA ALHAMBRA | number 54 | 2025 | pages 77-114



82

Juan Manuel Martin Garcfa

which brings the whole series to a close, depicts the
surrender of Granada. Even though the presence
of the Count of Tendilla in the ceremonies held to
mark these dramatic events has been confirmed, his

appearance on this panel remains open to specula-
tion, along the lines proposed by Mata Carriazo,
who after describing King Ferdinand, said: “Riding
at his side is a person of whom all we can see is a
little-detailed head which might be Queen Isabel-
la, although it seeks more likely to be a member of
the court with the same long hair sported by King
Ferdinand, in which case it would be the Count of
Tendilla’. Poveda Martinez (2024) and other au-
thors argue along similar lines in a bid to establish
in this image a sort of model that would enable the
identification of the Count in some of the other
panels on the Choir seats, relating to the taking and
surrender of other towns on the Granada coast and
the Almanzora Valley, on the basis of certain distinc-
tive features and emblems associated with his image.
However, we are still a long way from being able
to confirm these attributions, and it seems unlikely
that this can be done with any great certainty. Bear-

11.2 Rodrigo Alemdn
(Maestre Rodrigo),
Surrender of Granada from
the Seating for the Low
Choir, 1488-1495, carved
in walnut wood, Toledo

Cathedral.

ing in mind that this series of sculptures was exe-
cuted over the period 1489 to 1495, during the war
and its immediate aftermath, it is hard to talk about
existing pre-established characterizations of certain
individuals, above and beyond the most important
figures of the King and Queen and, as mentioned,
of Pedro Gonzdlez de Mendoza, because of his sig-
nificant leading role in this enterprise, in terms of
both the heroic deeds being described and the com-
missioning of the artwork for Toledo Cathedral.

Just 25 years after the master carver Rodrigo
Alemdn had designed the back-panels for the seats in
the low choir of Toledo, Spain’s Primatial Cathedral,
the first artistic representation of the War of Grana-
da, which culminated in the surrender of the city and
taking possession of the Fortress of the Alhambra by
the Reyes Catdlicos, this motif was again the subject
chosen for the reliefs on the predella, or lowest part

of the Main Altarpiece in the Royal Chapel. These

7. Wi, p. 142.
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reliefs were executed at the beginning of the 1520s
in all probability, according to Professor Fernindez
Puertas: “by the French sculptor Felipe Vigarny, from
the Diocese of Langres, in La Champagne™. These
depict the Taking of Granada on the left-hand side
(Gospel side), and the forced baptism of the city’s
Muslim community on the right (Epistle side).

This probability defended by Professor Antonio
Ferndndez in the early 1990s and maintained for
many years by those investigating the construction
and workmanship on this altarpiece, seems to have
been resolved after the chance find in the accounts
section of the General Archives of Simancas, of
a payment order made out to Felipe Bigarny (also
known as Felipe de Borgona or Burgundy) for “an
altarpiece that he made for the Royal Chapel of
Granada by order issued on 17th May 1519™. A
study of this payment order was published by Jests
Suberbiola Martinez in the Boletin de Arte of the
University of Malaga. Nonetheless as Serrano Ruiz
has also made clear:

“such a monumental architectural and icono-
graphic project must have been the result of
teamwork. It seems that the Burgundian art-
ist was accompanied by the brilliant Berru-
guete who by that stage was working in the city
in partnership with Vigarny, after the two men
had been engaged to work on different artworks
in the Royal Chapel. The participation of an-
other important Italian artist, the sculptor and
magnificent draftsman, Jacopo Florentino, who
was a classmate of Michelangelo, cannot be ruled
out. According to Camén Aznar, he [Florentino]
was responsible for the architectural design for
the altarpiece, with the aid of the wood carvers
Andrés de Soldrzano, Martin Bello and Bernal
Miguel. The painting and estofado of the sculp-
tures was the work of Antén de Plasencia and
Alonso de Salamanca under the supervision of
Florentino himself”°,
This was a structure of enormous monumental im-
portance, in that rather than being the altarpiece of
any old church, it was destined to preside over the
great Altar of a royal foundation which was destined
to become the Royal Burial Chapel of the fledgling
Hispanic Monarchy. It was therefore intended as
a symbol of the new Modern State to which the

Reyes Catdlicos arrived through a three-pronged pro-
gramme of political action based on religious, polit-
ical and territorial unity. This monument therefore
consisted of two tiers, an attic and five lanes which
were supported on a platform and predella.

It is precisely here on the predella, on either side of
the altar, that we find the panels depicting two of
the most important events in their reign, in a nar-
rative and iconographic account of the events that
symbolize the unity of Spain mentioned earlier:
firstly, the moment when the Sultan Boabdil hands
over the keys to the city to the Reyes Catdlicos, and
secondly, the forced baptism of the Morisco pop-
ulation of Granada. On the left of the predella,
there are two panels showing “the Sultan Abu Abd
Allah Muhammad XII (Boabdil) handing over the
keys of the city (1492); [and] King Ferdinand and
Queen Isabella with their entourage on horseback
with the army behind them™'".

In the latter [II. 3], it is possible to make out the
presence, as part of this entourage of [higo Lépez
de Mendoza. The fact that it was executed about 20
years after the events being depicted makes it a very
interesting historic and iconographic document,
given that it is an almost contemporary account of
an event that would have been fresh in the minds
of the people of Granada. It is also important to
remember that unlike other commissions, the art-
ists responsible for making the Altarpiece lived in
Granada for some time, which undoubtedly meant
that they had more direct knowledge of the events
which they then transferred to the reliefs carved

8. FERNANDEZ PUERTAS, A. “Sobre los relieves en la predela del
retablo de la Capilla Real de Granada”. Anales de la Historia del
Arte, 4 (1994. Homenaje al Prof. Dr. D. José M2. de Azcdrate),
p. 373.

9. SUBERBIOLA MARTINEZ, J. “Felipe de Borgofia autor del reta-
blo mayor de la Capilla Real de Granada: prueba documental”.
Boletin de Arte, 13-14 (1992-1993), pp. 391-394.

10. SERRANO RUIZ, M. “El Retablo Mayor de la Capilla Real: la
unidad religioso-politica y territorial del Estado Moderno”. In:
CALVO CASTELLON, A. et al. (eds.). La Catedral de Granada, la
Capilla Real y la Iglesia del Sagrario. Granada: Cabildo Metropo-
litano de la Catedral de Granada, 2007, p. 372.

11. FERNANDEZ PUERTAS, A. “Sobre los relieves en la predela del
retablo de la Capilla Real de Granada”. Op. Cit. (n. 8), p. 373.
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11.3. Felipe Vigarny, Relief showing the handover of the keys of Granada to
the Catholic Monarchs from the predella of the Main Altarpiece, 1520-1522,
carved in wood and painted, Royal Chapel, Granada.

on these panels. These artists included, apart from
Bigarny himself, the aforementioned Berruguete,
Florentino and even Diego de Siloe, who joined the
project at a later stage to make the sculptures of Is-
abella of Castile and Ferdinand of Aragén at prayer,
situated at either end of the altarpiece. These sculp-
tures replaced the originals in a style that was closer
to that of Felipe Biagarny, which now form part of
the collection in the Royal Chapel Museum.

Antonio Ferndndez Puertas described the panels as
follows:

“The figures are shown in static, rigid poses with-
out the condescendence of the victor towards the
defeated, perhaps to express a feeling of cultural
and religious pride about their hitherto enemies
the Hispano-Muslims. It is possible also that a first-
hand witness of the scene could have relayed it to
them. In support of my theory about the symbol-
ic values of these two panels from the predella of

the altarpiece, the figure on horseback in the fore-
ground is dressed with the ecclesiastical garments
of a bishop cardinal covered with the galero [broad-
brimmed hat] on the hood of the cappa mag-
na, perhaps Cardinal Mendoza. He is followed by
the figure of Queen Isabella of Castile, because the
territory of the conquered emirate belonged to the
Kingdom of Castile-Leén, according to the Treaty
of Almizra (22nd March 1244) (...) for this rea-
son, King Ferdinand of Aragon, the consort of the
Queen of Castile, also appears on horseback posi-
tioned behind the Queen, and behind him a knight
in armour whose head is covered with a helmet,
perhaps Don Ifigo Lépez de Mendoza, the first
governor of the Alhambra (...). Vigarny showed
genius in positioning the figures one on top of the
other in a diagonal running left to right so that
they could all be clearly distinguished and in hier-
archical order, as this was a religious crusade of the
Catholic Church (hence the figure of the Bishop
Cardinal), carried out by the sovereign of the King-
dom of Castile-Ledn (Isabella), with the support of
her husband the King of Aragon (Ferdinand), by
joining their military forces together (the knight in

armour)'?.

Amongst the other figures that appear behind this
first line, it is perhaps possible to identify the Infanta
Dona Juana and the Knight Commander of the Or-
der of Santiago. Completing this scene were a series
of figures belonging to the military garrison, who
must have accompanied the Reyes Catdlicos during
the historic occasion represented in the scene.

We agree therefore with Professor Ferndndez
Puertas, when he states that this hierarchical
arrangement of the figures “was due to a pro-
gramme symbolizing the cultures and religions
of Middle-Ages Spain, which the Reyes Catdlicos
fought to bring an end to, so creating a single
unified nation, religion and culture”. There is
no doubt that the Count of Tendilla was destined
to occupy an important position in all this, which
is why, just five years after his death in the city of
Granada in July 1515, they had already set aside
a place in which to highlight his leading role in

12. Ivi, pp. 376-377.
13. Ivi, p. 379.

CUADERNOS DE LA ALHAMBRA | number 54 | 2025 | pages 77-114



Articles » THE BIOGRAPHY IN PAINT OF THE FIRST ALCAIDE OF THE ALHAMBRA: IMAGES OF INIGO LOPEZ DE MENDOZA...

85

these events. It is also worth pointing out, merely
as a hypothesis, that this may have been influ-
enced by the fact that his son, Luis Hurtado de
Mendoza, was governor of the Alhambra at that
time, and was highly influential in the art and
culture of Granada, as can be seen in his undeni-
able leading role in the materialization of Emper-
or Charles Vs building programme in the city.

Although the Count of Tendilla appears at the top
end of this first line of figures made up of Cardinal
Mendoza and the Reyes Catdlicos, there is a clear in-
terest in his depiction that goes beyond the mere
characterization of one of the actors in this historical
event. Although the image of the Captain-General
is less prominent when compared with the space
and protagonism devoted to the King and Queen
and the Cardinal, his position next to King Ferdi-
nand is significant in itself in terms of the reasons
that would lead the artist to place him in this precise
spot in the composition.

His presence in this scene was confirmed in a docu-
ment studied in depth by M2. del Carmen Pescador
del Hoyo, which as she herself stated, “put me on the
path to discovering the whole truth about how the
handover of the fortress of the city of Granada to the
Reyes Catdlicos was verified”™*. This was a letter dated
8th January 1492 sent to Don Alonso de Valdivie-
so, the Bishop of Leén and President of the Royal
Chancellery of Valladolid, written by someone who
must have witnessed first-hand everything that hap-
pened in Granada in those momentous first days of
January. The article published in the journal A/-An-
dalus, not only contains the complete contents of this
letter but also includes an exhaustive analysis of all
the known documentary sources when it comes to
reconstructing the historic events in which the partic-
ipation of the Count of Tendilla is well documented.

The letter contains various references to Ifigo Lépez
de Mendoza, which certify his active participation in
the whole process:

“Once the Alhambra had been handed over, the
Knight Commander then informed their High-
nesses so that they might order the Count of Ten-
dilla, who has been granted the holding of the

Alhambra, that he should come to receive it and

that he and his captains should hurry to arrive,
together with the soldiers that accompanied him
for this purpose, and also the flags of Santiago and
the Royal flag, and their Highnesses, with all their
armies in line, went to approach the city in a part
where the troops could be seen by the Moors and
their highnesses and all the Christians saw the flags
being raised and the ceremonies that they per-
formed, and once they had positioned themselves
in the aforesaid places their Highnesses and all the
great and many knights very richly dressed with
many tunics (marlotas and aljubas) of brocade
and silk, the Count of Tendilla and the Count of
Cifuentes, the other captains of the guards arrived
at the Alhambra and raised the flags on a very
high tower where they could be seen clearly from
the city and the countryside and by the King in
armour they performed the customary ceremo-
nies, and in that the Moorish King with up to 80
or 100 horsemen very finely dressed came out to
kiss the hands of their Highnesses, who received
him with great love and courtesy and handed over
to him his son, the Prince, who had been a hos-
tage from the time of his capture, and while they
were there, up to four hundred captives arrived of
those who had been held in the pen with the sol-
emn procession singing the Te Deum laudamus,
and their highnesses alighted from their horses to
pray with the greatest tears and devotion in the
world, as did the Cardinal and master of Santiago
and Duke of Cadiz and all the other great knights
and people that were there, such that there were
none who did not cry so intensely with pleasure
giving thanks to Our Lord for what they saw”".

It is evident therefore, as later made clear by various
documentary sources on this question from both the
16th and 17th centuries, that the Count of Tendilla
played a very important part in all this, so explaining
why the Reyes Catdlicos held him in such high regard.
This also justifies his inclusion in this panel from the
Main Altarpiece of the Royal Chapel of Granada, an
enormously emblematic work of art. As Pescador del
Hoyo argues, “credence should be given to the ac-

14. PESCADOR DEL HOYO, M2 del C. “Cémo fue de verdad la
toma de Granada, a la luz de un documento inédito”. Al-Anda-
lus, 20 (1955), p. 283.

15. Ivi, pp. 286-287.
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count by Baltasar Porrefio, the Cardinal’s chronicler,
who not only omits him [the Cardinal] from this al-
leged advance party, but also specifically names don
Gutierre accompanying the Count of Tendilla™'.
Later, when describing the King and Queen’s meet-
ing with Boabdil, the scene represented in the pre-
della of the Altarpiece, she also cites the description
that appears in the chronicle by Andrés Berndldez:

As the troops were arriving at the Alhambra, King
Boabdil rode out on his horse with the keys in his
hand (...). Later he handed him [King Ferdinand]
the keys with a brief speech; the king handed
them to the queen and she in turn to the prince,
who placed them in the hands of the Count of
Tendilla, who had been appointed governor of the
new fortress. It was then that he, together with the
Duke of Escalona and many others, went up to
take possession of the Alhambra”"’.

Similar versions of these events were produced by
other chroniclers such as Ferndndez de Oviedo or
Herndndez de Baeza and on the basis of their ac-
counts, by other 16th century authors such as Lu-
cio Marineo Siculo or Alonso de Santa Cruz.

One version which by contrast we have so far
been unable to verify in any way is that by Gabriel
Rodriguez de Ardila in the History of the Counts
of Iendilla, which grants the Count of Tendilla a

much larger role in this scene. This version was lat-

er copied in full detail in the History of the House of
Mondéjar by Gaspar Ibédfiez de Segovia, who after

describing the aforementioned events, stated:

«... Stepping away a little, he asked to whom the
King and Queen were granting the governor-
ship of the Alhambra; and when they told him it
was the Count of Tendilla, he asked for him to
be summoned: and pulling off a gold ring from
his finger with a turquoise stone on which the
following words were inscribed: Lei Lebe Ille Ali
Labu, Alabu Talibi Aben Abil Asbilehi: which
translated into our Castilian language say: here
is no God but the true God; and this is the Seal of
Aben Abi Abdilehi; he gave it to him and said:
“with this ring Granada has been governed since
it was won by the Moors, take it so that you may
govern with it; and may God make you more
fortunate than I”. This ring I have seen, and it
was kept by the Lords of this house’®.

The scribe who copied the History of the House of
Mondéjar had this to say about the ring:

“It was kept by his descendants until the Marquess
don fﬁigo, the last male member of this house,
died in the city of Malaga in the year 1656 with-
out leaving an heir and it was lost, because the
Marchioness Dofia Marfa his sister was in Ma-
drid and failed to ask to recover it or did not re-
alize what a valuable item it was, or perhaps had
forgotten, so many years after leaving her parents’
home, the high regard that they had for it”?.

Although there is no irrefutable evidence (in the
form of documentary confirmation) that the figure
next to the King Ferdinand the Catholic is in fact
the Count of Tendilla, the fact that all the sources,
both contemporary to the events described here and
later, mention Ifigo Lépez de Mendoza’s participa-
tion in them, means that it is highly likely that this
is indeed a representation of the Count, It is also
possible that Bigarny and his team could have tak-
en first-hand accounts of these events as a base. His
presence in this altarpiece is significant as an indica-
tion of the fundamental role he played within the
framework of the new political structure that was
taking shape in a process that began with the mar-
riage and dynastic union between King Ferdinand
and Queen Isabella, the Reyes Catdlicos, and reached
a huge historical turning-point with the taking of
Granada. As pointed out by Professor Francisco
Javier Martinez Medina, one of the experts who
studied this altarpiece and explained it within the
context of the religious and artistic culture of Re-
naissance and Baroque Granada, these reliefs and
the images they contain of the Reyes Catdlicos,

“are the foundations on which the whole archi-
tectural and iconographic complex is built, in
this way symbolizing that the union between
Castile and Aragon, with the marriage between
Isabella and Ferdinand and the end of the Recon-

16. Ivi, p. 316.

17. Ivi, pp. 318-319.

18. IBANEZ DE SEGOVIA, G. Historia de la Casa de Mondéjar.
Transcripcién, estudio y comentario por A. Garcia Lépez. Gua-
dalajara: Editores del Henares, 2015, pp. CXCVIII-CXCIX.

19. Ivi, p. CIXIX.
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quest with the taking of Granada, was the essen-
tial base on which to construct their political and
religious programme, which proposed religious,
political and territorial unity as the foundations
on which to build the modern Spanish state”.

The most emblematic and perhaps the most
high-profile portrayal of the story of the surrender
of Granada and the handover of the Alhambra to
the Reyes Catdlicos is probably the extraordinary can-
vas painted by Francisco Pradilla for the Conference
Hall (now known as the Salz de Pasos Perdidos) in
the Palace of the Senate of Spain in 1882. As José
Luis Diez remarked: “Ever since it was first dis-
played in public at the very entrance to the Senate,
La rendicion de Granada (The Surrender of Grana-
da) has become one of the supreme icons of 19th
century historical painting and one of the images
of the reign of the Reyes Catdlicos and of the history
of Spain that is most deeply rooted in the collective
memory ?'. Numerous studies of this monumental
work of art have been published, including various
monographic articles, such as those by Wifredo
Rincén, Carlos Reyero and Miguel Angel Lafuen-
te among others. All of these authors concur that
this composition was at the peak of 19th century
historical painting and art in general, with a mes-
sage that transcended the historical narrative itself
to reach a higher level of expression of the national
identity at a moment in history, the last decades of
the 19th century, in which this painting by Pradil-
la became extremely symbolic, so much so that its
author was awarded a medal, the Great Cross of Isa-

bel the Catholic, for this work by King Alfonso XII.

These studies also revealed that the painter was
highly conscious of the need to document himself
when it came to looking for historical precedents
that could serve as a basis for his story, which in-
cludes various of the events surrounding the sur-
render of Granada and the handover of its fortress
to the new governors. Francisco Pradilla himself
indicated that he had consulted chronicles and
accounts from the period which he believed could
serve as a basis for the rendering on a single can-
vas of what were in fact two separate moments,
according to what we know about the sequence of

events. This led him to admit that he had taken

11.4. Francisco Pradilla y Ortiz, Handover of the keys of Granada to the
Catholic Monarchs, 1879, drawing in ink and watercolour on paper, 45 x 28

centimetres, National Fine Arts Museum, Santiago de Chile.

certain historical liberties although they do not
take away from the composition itself.

The painter also visited Granada in search of oth-
er sources that might help him illustrate what was
to become his masterpiece. According to one of the
biographies of the artist, “he visited the Cathedral
where he copied the painted wooden relief on the
altar of the Chapel of Kings, which was apparent-
ly the work of Felipe Vigarny, carried out in 1521
on the predella of the altarpiece, one of whose
scenes depicts the same moment that Pradilla lat-
er transferred to canvas™, as analysed above. This
assertion is backed up by the interesting watercolour
he painted as a result of this visit to the Cathedral,
now in the National Museum in Santiago in Chile,
with the following title: “Handover of the keys of
Granada. Painted wooden relief from the altar of the
Chapel of Kings. Granada 1879 (various different
notes about the tools employed etc...)”, a picture
in which the artist’s attention focuses above all on
the four main figures: the Reyes Catdlicos, Cardinal
Mendoza and the Count of Tendilla [II. 4], a figure
for whom the artist obviously believed that a place

20. MARTINEZ MEDINA, E J. Cultura religiosa en la Granada renacen-

tista y barroca. Granada: Universidad de Granada, 1989, p. 174.

o}

. DIEZ GARCIA, J. L. “Isabel la Catdlica en la pintura de histo-
ria del sigl() XIX”. In: ANES ALVAREZ DE CASTRILLON, G. &
MANSO PORTO, C. (coords.). Isabel la Catdlica y el Arte. Ma-
drid: Real Academia de la Historia y Marquesa viuda de Arriluce
de Ibarra, 2000, p. 118.

22. GARCIA LORANCA, A. & GARCIA-RAMA, R. Vida y obra del

pintor Francisco Pradilla. Zaragoza: Caja de Ahorros de Zarago-

za, Aragén y Rioja, D.L., 1987, p. 60.
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should be reserved. In fact, in the long letter that
the painter sent from Rome to the President of the

Senate on 13th June 1882 to explain the contents
of his painting in great detail, he said the following:

“Your Excellency the Marquess of Barzanallana.
My Lord, with all my respect and consideration:
my painting The Surrender of Granada destined
by you for the Conference Hall should be ar-
riving in Madrid any time now, if it is not al-
ready there (...) Going back to the first king
of arms, the knights seen at the side of the pic-
ture are: the Count of Tendilla, covered in iron,
mounted on a great Spanish steed ...»*.

Indeed, if we look at the right-hand side of the pic-
ture [II. 5], fﬁigo Lépez de Mendoza can be seen
just behind the powerful image of a mace-bearer
in itself a very important symbol. Some special-
ists have criticized the figure of the mace-bearer
for being out of proportion with the other figures,
claiming that this is a sign of an evident lack of
unity in the general composition of the picture.
The Count is seen next to the Grandmaster of the
Order of Santiago and alongside them is Gonzalo
Ferndndez de Cérdoba, the Gran Capitdn (Great
Captain). The information passed on by Andrés
Berndldez in his chronicle may have been of use

1L.5. Francisco Pradilla y
Ortiz, The surrender of
Granada, 1882, oil on canvas,
330 x 550 centimetres, Palace
of the Senate, Madrid.

to Pradilla when it came to justifying the presence
of the Count of Tendilla. The artist must surely
have been familiar with his chronicle even if Ber-
ndldez himself was not a direct participant in all
these events,

“He is the first to have Boabdil say something
that suits this well. “Take, my Lord, the keys of
your city, as I and those of us inside are yours”.
He also puts the Count of Tendilla in the same
scene, as the person to whom Boabdil gives the
gold ring symbolizing the government of Grana-
da even though at that point, as far as we know,
the Count was already inside the Alhambra”*.

By then, Lépez de Mendoza had already been ap-
pointed governor of the fortress, which he made his
home and that of his descendants, the Granada Ten-
dillas, who maintained it until the first years of the
18th century.

23. RINCON GARCIA, W. Francisco Pradilla. Zamgoza: Aneto Pu-
blicaciones, 1999, p. 98.

24. LADERO QUESADA, M. A. “La rendicién de Granada, en el
gran lienzo de Francisco Pradilla”. In: ANES ALVAREZ DE CAS-
TRILLON, G. & MANSO PORTO, C. (coords.). Isabel la Cati-
lica y el Arte. Madrid: Real Academia de la Historia y Marquesa
viuda de Arriluce de Ibarra, 2006, p. 184.
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His iconography in this picture is that of a soldier,
dressed in a suit of armour inspired by those of the
knights at the end of the Middle Ages, which is where
the expression “covered in iron” comes from. Execut-
ed with a quality that reveals the artist’s extraordinary
mastery of his tools, there is a strong resemblance
to the best-known portrait of the Count, the one
painted by Juan Bautista de Espinosa for the col-
lection belonging to the Dukes of El Infantado in
their palace in Guadalajara. which we will later go
on to analyse. In his book on Spanish Iconography,
Valentin Carderera highlights the Count’s large aqui-
line nose, which “revealed his energy and strong will
to overcome obstacles, something of which he pro-
vided such evident proof””, The head is shown in
profile and facing slightly towards the left and could
perhaps be associated with the image of the Count
engraved on some of the commemorative medals
that were brought back from Rome on the occasion
of his diplomatic mission to Italy, as we will also go
on to see. This image offers clues as to his appear-
ance which match some of the references to it in
various letters written by the Count himself. In these
letters he presents himself as a lean man of medium
height, which leads him to say that “T eat little and
work more than is necessary for such little barley”,
to which we could add other personal brushstrokes
from nearer the end of his life, which although they
do not fit in with the representation that inspired Pra-
dilla, do offer an insight into the man behind the
face. One example is when he complains that when
he wants to write, he must turn for help to “another’s
hand because the eyes I have are much like two spear
wounds and if I was not obliged to appear in public
I would not go out amongst the people”™. He also
had to request the services of a good apprentice who
made him eight or ten pairs of teeth to enable him to
eat. It is not surprising therefore that this collection of
letters is regarded as a highly valuable source, in that
they are written in a very personal, spontaneous and
unstufly style in which at every turn we see the proud
and spirited Mendoza who dispatches his opponent
with a barbed remark, and the astute Renaissance
politician who hints and waits and understands the
[Macchiavellian] virz of manipulating men”.

His outfit in this great painting which, as the painter
himself declared, enshrines one of the epic achieve-

ments in the History of Spain is completed with a scar-
let woollen hat known as a carmeriola. This was a vari-
ant of the medieval bonete whose use was documented
from the end of the 15th century to the first decades
of the 16th century, as can be seen in various sculp-
tures and paintings from this period which Francisco
Pradilla may well have used as inspiration. Lastly, the
artists almost archaeological approach to every single
detail of this picture, as can be observed for example
in the exhaustive care he takes when painting the fab-
rics, brocades, ornaments, weapons and even the land-
scape that acts as a backdrop. This attention to detail
is confirmed not only in the metallic sheen of his suit
of armour and in every single one of its many pieces,
but also in his depiction of two decorative chains. Of
special note is the one that falls on either side of his
shoulders, which also includes a gilded bronze medal-
lion which could be one of the medals referred to earli-
er, and to which we will later be returning,

This explains why, in spite of the artistic licens-
es taken by the painter and certain imperfections
which have also been taken into consideration, 75e
Surrender of Granada should in itself be regarded as
a historic document in which the Count of Tendil-
la could not but be present. Over the course of the
20th century and the beginning of the current one,
the painting has been the subject of constant visual
interpretation and reproduction in different media
and supports. By way of conclusion we should re-
member as Professor Cabrera Garcfa has noted:

“the still from the television series sabel inspired
by the life of Queen Isabella [known in Spanish as
Lsabel la Catdlica] and first broadcast in Septem-

3%}
N

. CARDERERA Y SOLANO, V. lconografia espaiiola. Coleccidn de
retratos, estatuas, mausoleos y demds monumentos inéditos de los
Reyes, Reinas, Grandes Capitanes, Escritores, etc. Desde el siglo XI
hasta el XVIL, copiados de los originales por D. Valentin Carderera y
Solano... con texto biogrdfico y descriptivo, en espaniol y francés, por
el mismo autor. Madrid: Imprenta de Don Ramén Campuzano,
1855 & 1864, volume 11, print. LXV.

26. Correspondencia del Conde de Tendilla (1508-1513). Biograffa,
estudio y transcripcién por E. Meneses Garcfa. Madrid: Real
Academia de la Historia, 1973-1974, tomo I, p. 349.

27. Ivi, tomo I, p. 383.

28. CEPEDA ADAN, J. “El Gran Tendilla medieval y renacentista’.

Cuadernos de Historia, 1 (1967), p. 163.
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ber 2012 [...] reproduces in a deliberately literal

way all the compositional features of the paint-
ing. Francisco Pradilla himself, a painter from a
different era and with a different aesthetic, would
have been amazed by the visual reach and tran-
scendence that this great canvas has achieved in
the 100 years that have elapsed since his death™.

The participation of Idigo Lépez de Mendoza in
the different events that form part of the historical
memory of the final moments of the War of Grana-
da and the beginning of the new era represented
by its incorporation into the Kingdom of Castile
and the difficult transition from the Middle Ages
to the modern world would not go unnoticed in
other examples of the same genre which, without
achieving the widespread recognition of Pradilla’s
picture, sought to reenact the same events with
the same main protagonists. Examples include the
enormous canvas by Carlos Luis de Ribera y Fieve
(1815-1891) in Burgos Cathedral entitled Grana-
da, by King Ferdinand and Queen Isabella |Grana-
da, por los reyes don Fernando y dovia Isabel), after its
initial name 2nd January 1492 was changed. This
picture had been directly commissioned by Queen
Isabella IT in 1853, although it was not finally com-
pleted untl 1890. The aim was to represent the
Te Deum which, according to tradition, zhe Reyes
Catdlicos offered from their camp immediately after
hearing the news of the surrender and handover of
the city of Granada. With a truly extraordinary pan-

1.6 Carlos Luis

de Ribera y Fieve,
Granada by King
Ferdinand and Queen
Isabella, 1889, oil on
canvas, Granada City
Council.

orama of the Alhambra as a backdrop, the picture
is presided over by the figures of Isabella and Ferdi-
nand in the foreground accompanied on both sides
by the rest of the Royal Family and their court. It
is rendered with the precision and minute detail typ-
ical of 19th century historical painting and is clearly
also based on historical documentation, which justi-
fied the inclusion of the Count of Tendilla, together
with other noblemen and members of the clergy®.
One of the artist’s preparatory studies dated 1889
was acquired by Granada City Council in 1975 and
is now conserved in the “Mariana Pineda” room of

Granada City Hall [II. 6].

He may also be represented in the painting 7he
Reyes Catdlicos praying with their Court after the
taking of Granada [ Los Reyes Catdlicos orando con su
corte tras la toma de Granada] (1874), by Manuel
Castellano, which was donated in 2004 by Rafa-
el Ferndndez de Cérdoba Esteban to the Nobility
Section of the Historical Archives of the Nobility
[Il. 7]°". Tt is possible that he is the figure dressed

29. CABRERA GARCIA, M2 1. “Francisco Pradilla, ¢l fin de una épo-
ca”. In: CASTRO ALFIN, D. (ed. lit.). El afio “infausto”: Espasia en
1921. Granada y Sevilla: Universidad de Granada y Universidad
de Sevilla, 2021, p. 268.

30. DIEZ GARCIA, J. L. “Isabel la Catlica en la pintura de historia
del siglo XIX”. Op. Cit. (n. 21), pp. 106-107.

31. LADERO QUESADA, M. A. “La rendicién de Granada, en el gran
lienzo de Francisco Pradilla”. Op. Cit. (n. 24), p. 190.
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in armour who appears immediately behind the
monarchs or perhaps the one by their side stand-
ing behind the Great Cardinal Mendoza. A more
detailed study will be required before any further
speculation on this question, given that it could
also be possible, bearing in mind that its first own-
er was the third Marquess of Mendigorrifa, a col-
lector of all kinds of objects related with the Gran
Capitdn, that the man appearing in this picture
was in fact Gonzalo Ferndndez de Cérdoba and
not [nigo Lépez de Mendoza.

This famous canvas by Pradilla, a common feature
of Spanish collective imagery in the last almost 150
years, and many other lesser-known pictures are all
potential sources for tracing the biography in paint of
the Count of Tendilla around which this study cen-
tres. In doing so, this biography shares the same values
and meanings as the paintings, and seeks to create a
common historical memory in which as Clara Reyes
Nebot makes clear, “the reign of the Reyes Catdli-
cos became the foundational act of Spain as a single
unified nation and the conquest of Granada was per-
ceived as the key piece in the recovery of this unity™?.

11.7 Manuel Castellano, The Reyes
Catdlicos praying with their court
after the taking of Granada,
1874, oil on canvas, Historical
Archive of the Nobility, Toledo.

INIGO LOPEZ DE
MENDOQOZA’S EXPERIENCES
AS A DIPLOMAT

[figo Lépez de Mendoza’s two diplomatic mis-
sions were amongst the most important events
in his life and in particular the one that took
place between 1486 and 1487 when he was
appointed as a special ambassador to the Holy
See to mark the start of the pontificate of Pope
Innocent VIII a couple of years earlier. At that
time, it was customary amongst Christian rulers
to send a diplomatic delegation to Rome in their
name to offer their obedience to the new occu-
pant of the Apostolic See. The person chosen
on this occasion by the Reyes Catdlicos was the

Count of Tendilla.

32. REYES NEBOT, C. & BARRERA CANELLAS, M. “La creacién de
una identidad nacional a través de la etiqueta y el ceremonial en
la pintura del siglo XIX: La rendicién de Granada de Francisco
Pradilla (1882)”. Revista Internacional de Investigacidn en Institu-
ciones, Ceremonial y Protocolo, 14 (2021), p. 68.
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Another important reason for this mission was the
threat of a more than likely conflict between King
Ferrante I of Naples and the recently elected Pope
Innocent VIII, who had taken advantage of the
start of his pontificate to make pacts with certain
Neapolitan Barons who were clearly opposed to the
king. Ferrante’s family links with Ferdinand of Ara-
gon made the Count’s intervention even more dif-
ficult, at least at a diplomatic level, in a bid to halt
the escalating conflict between the parties. It was
also essential to do what was necessary to prevent
France, which was keen to control the Italian re-
publics and principalities, from taking advantage of
this instability. So much so that “Tendilla’s mission
(...) offers a good framework for understanding the
relations between the monarchs of the new king-
doms and the Holy See, as can be seen in the list of
some of the issues for discussion™.

Against this background and above all given the
political transcendence of this mission, which
also covered other personal and State interests,
the choice of [figo Lépez de Mendoza as special
Ambassador to Italy was an unequivocal sign of
the highly influential role that the monarchs were
bestowing on him. No less important was the
recognition that the Mendoza family had already
achieved in recent Spanish history. For exam-
ple, the first Count of Tendilla, the father of the
subject of this biography, acted as the ambassa-
dor of King Henry IV of Castile in Italy on two
occasions: firstly, in 1454 on a mission to Pope
Nicholas, and secondly in 1458 to the Court of
Pope Eneas Silvio Piccolomini known as Pius II.
[fiigo Lépez de Mendoza himself and his brother,
the future Cardinal Diego Hurtado de Mendoza,
accompanied their father on this second mission
which, as highlighted by the historian Helen Na-
der, would have important consequences for the
family’s role in the development of humanism in
Spain during the early Spanish Renaissance.

When the 2nd Count of Tendilla was also asked
to head a mission to Italy, he was actively engaged
in the War of Granada. However, as Hernando
del Pulgar made clear in his Chronicle of the Reyes
Catélicos:

“And so for that cause which was great and
most arduous (...) they decided to send as am-
bassador to those parts and in charge of such
things Don fﬁigo Lopez de Mendoza Count of
Tendilla: because in addition to being a brave
knight, he was well educated in Latin letters

and a discreet man of great prudence for such
affairs™.

Despite being a special one-off mission, the em-
bassy to Rome could be seen as one of the first
examples of what would later become a permanent
presence of the Hispanic monarchy in interna-
tional politics, during their reign and later during
the empire of their grandson Charles V. Oth-
er determining factors that led the monarchs to
commend this mission to the Count of Tendilla
undoubtedly included the influence that his un-
cle, Cardinal Pedro Gonzalez de Mendoza, whom
some chronicles dubbed the “third king of Spain”,
had on affairs of State. Whatever the reasons be-
hind it, the choice of Ifigo Lépez de Mendoza was
a decision of enormous transcendence whose con-
sequences would have to be assessed not only in
terms of the successful fulfillment of the instruc-
tions he had received from King Ferdinand.

It was also an opportunity to discuss other mat-
ters which they also hoped to resolve at a more
discreet level, such as the renewal of the Papal
Bull that guaranteed the continuation of the
War of Granada. They also hoped that the Pope
would grant a license confirming the Royal Board
of Granada, which meant de facto the beginning
of the “Church of State”, and the authority and
participation of the monarchs in appointments to
positions and offices of the church in Granada.

33. CEPEDA ADAN, J. “Un caballero y un humanista en la Corte de
los Reyes Catdlicos. El Conde de Tendilla en las cartas de Pedro
Mértir de Anglerfa”. Cuadernos Hispanoamericanos, 238 (1969),
p. 478.

34, NADER, H. “The Greek Commander Herndn Nufiez de Tole-
do, Spanish Humanist and Civic Leader”. Renaissance Quarterly,
XXXI (1978), pp. 463-485.

35. PULGAR, H. del. Crénica de los Seriores Reyes Catélicos Don Fer-
nando y Dofia Isabel de Castilla y de Aragon / escrita por su cronista
Hernando del Pulgar; cotexada con Antiguos Manuscritos y aumen-
tada de varias ilustraciones y enmiendas. Valencia: Imprenta de
Benito Monfort, 1780, p. 268.
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Another important issue was the renewal of an-
other Papal Bull, issued in 1474, which prohibit-
ed the presence of foreigners in the most import-
ant posts in the ecclesiastical hierarchy.

There were also, as Helen Nader makes clear, oth-
er requests relating to the appointment of bishops
and ecclesiastical sinecures of all kinds aimed at
strengthening the control of the monarchy over
the Spanish Church, and also regarding the ar-

rangement of various marriages®.

In addition to all these, there were also several
requests of a personal nature from King Ferdi-
nand himself who wished to obtain bulls and
other papal documents in benefit of Alfonso de
Aragén, the illegitimate son of the King and Al-
donza Ruiz de Iborra, who had been appointed as
Archbishop of Zaragoza. He also carried a request
from his uncle the Great Cardinal, who hoped to
secure the legitimization of three of his illegiti-
mate sons, Rodrigo de Vivar y Mendoza, Mar-
quess of Cenete, Diego de Mendoza, the Count
of Mélito, and Juan de Mendoza. Even the Am-
bassador himself had various special favours he
hoped to obtain thanks to his mediation in the
conflict that had broken out between the Pope
and King Ferrante I of Naples.

All of this is explained in great detail by both Ro-
driguez de Ardila in his History of the Counts of
Iendilla and Ibdniez de Segovia in the History of
the House of Mondéjar, when describing the graces
and favours that Pope Innocent VIII and the Col-
lege of Cardinals granted to the Count in grat-
itude for the services he had rendered. Due to
its special symbolism, however, it is important to
mention the ceremony that took place on Christ-
mas Day 1486 in which he was given a blessed
sword for the protection of Christendom, which
was normally only given to kings and princes on
very few, very special occasions. This gift was of
such significance for the Count that he specifical-
ly incorporated into his entailed estate as set out
in one of the clauses of his will.

Months later, he also received the Golden Rose
blessed by the Pope on the fourth Sunday of
Lent 1487, which until then had been reserved,

as happened with the papal sword, for kings and

princes.

The King of Naples was not to be outdone either.
According to Ardila: “he sent the Count of Ten-
dilla twelve mules loaded down with tapestries,
brocades, silks and other things, with some ex-
pensive, highly regarded jewellery; and the great
and powerful lords who were no less renowned
melted down medals for him made of gold, silver
and other metals, some of which I have seen”.
Here his biographer is referring to the custom
of minting medals to commemorate special, re-
markable events, a widespread practice in the late
15th and throughout the 16th century in royal
courts with a classicist humanism that evoked the
ancient world. The cultural backdrop behind this
has been analysed by various researchers such as
Francisco Rico, who in reference to one of the
precursors of Humanism, Cola di Rienzo, stated
that: “when he took the image of Rome in all its
majesty from the Imperial coins, he was not car-
rying out isolated acts of imitation of the ancient
world and instead was fusing theory and practice,
dreams and realities, so as to gradually combine,
more or less deliberately, fragments of a global vi-
sion of the past as a model for the present”®.

The Count of Tendilla himself seems to have been
inspired by the evocative power of these medals to
such an extent that he also ordered various medals
to be struck for this reason. As part of the visual
biography we are outlining here, we now present
the commemorative medal preserved at the Prado
Museum in Madrid [II. 8]. Cast in bronze, and
possibly then subjected to a gilding procedure, it
has so far been attributed with some rigour to
Niccold di Forzore Spinelli, a sculptor born in
Florence, hence his nickname Niccold Fiorenti-
no, who is best known for his work as an engraver

of seals. Although this medal does not bear his

36. NADER, H. Los Mendoza y el Renacimiento espafiol. Guadalajara:
Institucién Provincial de Cultura Marqués de Santillana y Exc-
ma. Diputacién Provincial, 1985, p. 219.

37. IBANEZ DE SEGOVIA, G. Historia de la Casa de Mondéjar. Op.
Cit. (n. 18), p. CLXXX.
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11.8 Niccolo di Forzore Spinelli (Niccold Fiorentino), Medal
commemorating [figo Lopez de Mendoza’s embassy to Rome,
1486, cast gilded bronze, 26 millimetres (diameter), Prado
National Museum, Madrid.

signature, as appears in others such as those de-
picting Lorenzo the Magnificent, Bianca Riario,
Guglielmo Batonatti or even Pope Innocent VIII
himself and various members of the Roman curia
(which form part of the collection of the National
Gallery of Art in Washington and the Metropol-
itan Museum of Art in New York), the general
style of the piece suggests that it was the work of
Fiorentino.

The Count of Tendilla is shown on the obverse side,
in profile and facing left, with long hair and a bzrre-
te on his head. He is wearing a tunic —as indicated
in the descriptions from some of the catalogues of
coins and medals that we have consulted—, although
only the top part is clearly visible. He is wearing a
chain around his neck from which a scallop shell ap-
pears to hang, a detail that cannot be clearly distin-
guished due to its state of conservation. The entire
medal is encircled by a decorative border with the
following legend: “ENEGVS - LOP - DE - MEN-
DOCA . COMES”. On the reverse side, there is
another inscription in the centre of a laurel wreath,
which reads: “FVNDATORI - QVIETIS - ET - PA-
CIS - ITALICE - ANN - MCCCCLXXXVI”. The
piece forms part of the estate of Pablo Bosch y Bar-
rau, who was once a member of the Royal Board of
Trustees of the Prado Museum. When making a will
on 17th May 1915, he set out clearly that “if the
gentlemen from the Board of Trustees consider that

g A o i gy
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11.9 Niccolo di Forzore Spinelli (Niccolo Fiorentino), Medal

commemorating [fiigo Lépez de Mendoza’s embassy to Rome, 1486,
cast gilded bronze, 26 millimetres (diameter), Instituto Gémez-Moreno de

la Fundacién Piblica Andaluza Rodriguez Acosta, Granada.

my collection of medals may advantageously find
a place in the museum, decorating the rooms with
them, so as to break the monotony of the place, I
also bequeath to the Prado Museum my collection
of medals together with the glass cabinets that con-
tain them®,

This medal of the Count of Tendilla is one of the
most outstanding pieces in the collection even
though, as mentioned earlier, it does not bear the
signature of the person who made it.

Another example [I1. 9], in much better condition,
belongs to the Gémez-Moreno Collection of the
Fundacién Publica Andaluza Rodriguez Acosta
(Granada). As in the previous case, the obverse in-
cludes the inscription “ENEGVS - LOP[ez] - DE -
MENDOCA - COMES?”, around the head of the
Count of Tendilla, who appears in profile facing left.
The birrete on his head can be clearly distinguished,
as can the start of the tunic on which one can see
the chain from which a scallop shell does indeed
hang. For its part, the reverse side is framed with

38. RICO, E El sueio del humanismo. De Petrarca a Erasmo. Madrid:
Alianza Editorial, 1993, p. 26.

39. V.G.L. Bosch y Barrau, Pablo. Madrid: Prado Museum. Date ac-
cessed: 20-08-2024. Available at: https://www.museodelprado.

es/aprende/enciclopedia/voz/bosch-y-barrau-pablo/3d98d496-
7ac5-41d2-b743-296a69aebc4 1.
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a laurel wreath, the highest possible award, which
he received for his merits at the head of the em-
bassy of the Reyes Catdlicos in Italy. It also contains
once again the following inscription: “FVNDATO-
RI - QVIETIS - ET - PACIS - ITALICE - ANN
- M.CCCLXXXVI”. According to the technical
datasheet published by the Prado Museum, this
same inscription appears in the Catalogue (which
unfortunately we have not actually seen) for the sale
of Coins and Medals belonging to Joaquim José
Judice dos Santos, a Portuguese collector of coins
and archacological artefacts, carried out in 1906, a
year before his death®.

Both medals were displayed, among others, in
the exhibition held in Granada to commemorate
the 500th anniversary of the death of the Count
of Tendilla, an occasion which as the curator of
the exhibition noted: “gives us a chance to reflect
on years that were of supreme importance for the
creation of the Modern State and for the current
layout of the city of Granada and its Alhambra™'.

Some studies mention a third medal, kept in the
Library of the Royal Palace in Madrid, which is
identical to the two previous ones. However, after
making the relevant consultations, we were told
that they have no record of a piece of this kind,
which is surprising, given that the Royal Library
has one of the best-known coin collections in ex-
istence, a very substantial part of which was cre-
ated on the basis of the offer made to King Fer-
dinand VII by Carlos Baldiri de Riera Cantallops
(1765-1838), who became the King’s personal

librarian and numismatist.

In addition, in the second volume of Les médai-
Ueurs italiens des quinziéme et seiziéme siécles, by
Alfred Armand (1883-1887), generally regarded
as a key work on the inventory and cataloguing
of objects of this kind, which are often widely
scattered in public and private collections, there
is a reference to another medal. It was larger than
the previous one (measuring 122 mm in diameter
compared to the 26 mm diameter of the medal at
the Prado Museum) and featured the “comte de
Tendilla, premier marquis de Mondejar; vice-roi
de Grenade™. The obverse side includes a por-
trait of a beardless fﬁigo Lépez de Mendoza, fac-

ing right, wearing a bonete hat and a coat with a
broad leather neck, which according to Armand
formed part of the Medal Collection of the Cab-
inet National de France. It also included the fol-
lowing inscription: “ENEGVS - LOPES - MEN-
DOZA - COMES - TENDILLAE - MARCHIO
- MONDEIARENSIVM - AET - ANN - LXX”.

There is no reference to it having a reverse side.

Armand also refers to three other medals of practi-
cally the same size, which do not have reverse sides
either, dedicated to King Ferdinand, Gonzalo de
Coérdoba and Cardinal Cisneros, whose likenesses
are depicted in a more or less similar way. Accord-
ing to Armand®, these may have been “replacement
medals” made at a later date, probably by the same
artist.

It does not seem likely therefore that this could be
the commemorative medal referred to by other au-
thors ever since its first mention by Ardila, which
was later repeated in the History of the House of
Mondéjar by Ibdnez de Segovia, when he referred,
as indicated earlier, to the gratitude shown by the
King of Naples and his barons to the Count of
Tendilla for his mediation in the conflict with Pope
Innocent VIII. He claims that these gifts included
medals that had been cast in his honour. When he
described them, he stated that:

“on one part was the image of the Count in ar-
mour on horseback; and on the other uncov-
ered, and at peace, with these words in Latin: En
necul Lopez de Mendoza comes tendilliae, Re-
gis, et Regina hispaniae capitaneus, et consiliari-
us, fundator Italiaca pacis, et honoris, dominues

40.

SANTOS PEREIRA, E. J. “Santos, Joaquim José Judice dos
(1821-1907)”. In: HENRIQUES DA SILVA, R.; FERREIRA, E.
& D’OLIVA MONTEIRO, ]J. (eds). Diciondrio Quem é Quem
na Museologia Portuguesa. Lisboa: IHA/NOVA FCSH, 2019, pp.
268-270.

41. LOPEZ GUZMAN, R. “Exposicién: concepto y disefio”. In:
LOPEZ GUZMAN, R. (coord.). Los Tendilla. Seriores de la Alham-
bra. Catdlogo de la exposicién (Granada, Palacio de Carlos V, 6
April — 5 June 2016). Granada: Patronato de la Alhambra y el
Generalife, 2016, p. 13.

42. ARMAND, A. Les médailleurs italiens des quinziéme et seizieme
siécles. Paris: E. Plon et Cie, 1883, volume II, p. 83.

43. Ibidem.
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11.10 Melchiorre Ferraiolo, Entry into Naples of the Count of Tendilla,
Cronaca della Napoli aragonese (MS M.801, fol. 95v), ca. 1498, drawing with
pen and wash, 420 x 230 millimetres, Pierpont Morgan Library, New York.

prosperet; which when translated mean: Inigo
Lépez de Mendoza, Count of Tendilla, Captain
of the King and Queen of Spain, and of their
government, founder of the peace, and honour

of Italy, may God let him prosper™.

This is the source on which Valentin Carderera seems
to have based himself in the second half of the 19th
century in his leonografia espaiola (Spanish Iconog-
raphy). In this book he mentioned the existence of
this medal when referring to the demonstrations of
gratitude shown towards the Marquess of Mondé-
jar by both the King of Naples and other Italian

“potentates”. He offers a literal reproduction of the
obverse and reverse of this medal, supposedly taken
from what he had read in the Archives of the House
of Bélgida and Mondéjar. However, there is no oth-
er record of its existence today. Later, in an essay on
the emergence of the Renaissance in Spanish monu-
ments (E/ brote del Renacimiento en los monumentos
esparioles y los Mendozas del siglo XV) published in
the Boletin de la Sociedad Espafiola de Excursiones
between 1917 and 1918, Elias Tormo also returned
to this question, although once again with no new
advances as to its whereabouts.

This snapshot from his visual biography could
perhaps be completed with another image from
the Cronaca della Napoli aragonese (1498-1503)
by Melchiorre Ferraiolo, in which he describes
the entry into Naples of the Count of Tendilla on
the 22nd November 1486. This is a drawing with
pen and wash [Il. 10] which is accompanied by an
introductory text in which he makes the following
assertion: “On 22nd November of the aforemen-
tioned year [which earlier in the text is specified as
1486], the ambassador of His Majesty the King
of Spain, whose name was the Count of Tendilla,
entered the city of Naples [according to a note in
the margin which was added later to help identify
the person in the drawing], and he did so through
the Porta Capuana”. This gate, which takes its
name from the fact that it faces towards the city
of Capua, had only been standing for two years
after being constructed on the orders of King Fer-
rante | in 1484. This project, for what was one of
the main entrances to the city, was commissioned
to Giuliano da Maiano, who was inspired, as was
the fashion at the time, by the triumphal arches
of ancient Rome. Ferraiolo continues the descrip-
tion by stating that the Count was dressed from
head to toe in scarlet and was wearing jewellery,
as were all the people accompanying him, who
were also dressed in scarlet outfits and with many
great riches. He continued by stating that almost
all of Naples and the barons, came out courteous-
ly to pay him honours. There were so many that

44. IBANEZ DE SEGOVIA, G. Historia de la Casa de Mondéjar. Op.
Cit. (n. 18), p. CLXXX.
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it was impossible to count. He then went to stay
in the house of Alfonso, the Prince of Salerno, the
son of King Ferrante I, who succeeded him on
the throne in 1494. Alfonso had also played an
important role in foiling what was known as the
Congiura dei Baroni (Conspiracy of the Barons), a
plot hatched between various Neapolitan noble-
men who had formed an alliance with Pope Inno-
cent VIII in support of his territorial ambitions
in the south of Italy, which, as mentioned earli-
er, was one of the reasons behind Ifigo Lépez de
Mendoza’s diplomatic mission. This account of
the Count’s entry into Naples ends up by describ-
ing how they were accompanied by four pages or
mace bearers at the head of the procession and
twelve trumpeters, to which he added: “and this
was a day of festivities until 8 o’clock at night”.

If we look at the scene, we can see that part of the
procession was indeed headed by three musicians
with their long trumpets, followed by five oth-
er figures on horseback, of whom the Count of
Tendilla is the one in the centre, dressed in a long
scarlet tunic, the same colour as the bonete he is
wearing on his head, which in part seems remi-
niscent of the hat that appears on the medals that
were struck to commemorate his mission to Italy.

The Cronaca della Napoli aragonese was written at
the end of the 15th century in 1498, not long af-
ter the Count’s diplomatic mission, which was still
relatively fresh in people’s minds. This explains its
importance as a documentary record of what must
have been the culmination of a diplomatic mis-
sion that had widespread repercussions in terms of
both the reasons that lay behind it and its conse-
quences, with the recovery of a certain degree of
political and territorial stability that benefited the
interests of the Hispanic Monarchy and of Tdigo
Lépez de Mendoza himself on his return to Spain.

The original manuscript, with reference number
MS M.801, is now preserved at the Pierpont Mor-
gan Library in New York. It is a compendium
of three different chronicles: the Fasciculus tem-
porum, a summarized history of the world com-
piled by the German monk Werner Rolevinck;
the Cronaca di Partenope, a history of Naples in
the Early Middle Ages, completed with other

texts such as the Bagni di Pozzuoli, the Libellus de
mirabilibus civitatis Putheolorum et locorum vici-
norum and some additional extracts related with
Naples from the Cronaca fiorentina by Giovanni
Villani; and, as mentioned earlier, a third account
called the Cronaca della Napoli aragonese, which
describes the history of Naples I as seen through
its most notable events between 1423 and 1498.
The work as a whole has 120 drawings of different
sizes, which are also of considerable interest due
to their detailed portraits of contemporary figures
and historic events, as well as offering an insight
into Neapolitan life, dress and landscape.

Although Naples was the last stop on his diplo-
matic mission, he did not return to Spain until
the following year, according to the accounts of
Ibdfiez de Segovia and Mdrtir de Anglerfa, who ac-
companied him on the return journey. Once back
in Spain he was received by the Reyes Catdlicos, al-
most certainly in the first days of January 1488
when the court was in Zaragoza. Having informed
the King and Queen about the details of his mis-
sion and before enlisting once again in the War
of Granada, fﬁigo Lépez de Mendoza travelled
to his estate in the Alcarria, where he stayed long
enough to settle various items of family business
and to initiate some of the proceedings for which
he had obtained the necessary Papal briefs and li-
censes. These were for the benefit of some of his
(and his father’s) foundations, such as the Monas-
tery of Santa Ana in Tendilla and in particular the
Church and the Franciscan Convent of San Anto-
nio in Mondéjar, works which led historians such
as Elfas Tormo to describe the Count of Tendil-
la as one of the leading figures of the Renaissance
in Spain. He also donated to these foundations
some of the numerous gifts he had received from
the King of Naples and other noblemen to thank
him for his successful dealings.

In spring 1489, just over a year after his return, the
Count of Tendilla returned to the battlefront, not
without first having dictated the first of his two
wills, of which the Royal Academy of History has
a copy. The will contains various clauses that refer
to his desire to found a convent dedicated to St
Anthony (San Antonio), thanks to the bulls and
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licenses that he obtained in Rome, as well as giv-
ing instructions as to the distribution of a lot of
the gifts that he brought back from his Italian Em-
bassy amongst the churches, country chapels and
other foundations on his large feudal estate.

The fact that his mission to Italy was an important
milestone in the life of the Count of Tendilla is
beyond doubt. It was also an episode that would
signal his definitive embrace of the values of the
culture of his time, so much so that, when ana-
lysing the artistic and cultural consequences of his
mission, historians continually emphasize what an
exceptional figure he was. As Joaquin Yarza put it:
“there was no one quite like him in the Spain of
the Reyes Catdlicos™.

THE CAPTAIN-GENERAL OF
THE KINGDOM OF GRANADA

Although within the collective imagery of the His-
panic societies of the Christian Kingdoms of the
late Middle Ages, the city of Granada had for some
time been seen as a symbol of the political project
represented by the monarchy formed by Isabella
of Castile and Ferdinand of Aragon, in what was
according to many historians the beginning of the
Modern State, with the end of the War of Grana-
da, this symbolic status became very strongly con-
solidated. The King and Queen decided that they
should be buried in Granada, rather than in the
Church of the Convent of San Juan de los Reyes
in Toledo, as had been their initial wish. For these
purposes they endowed and founded a Royal Chap-
el. This decision illustrates the value, significance
and sweeping range that they placed on Granada
within the general scenario of their kingdom and
its possible future perspectives, which albeit very
briefly made Granada the capital of the “Universal
Empire” of the Emperor Charles V.

Against this backdrop, the Count of Tendilla, to-
gether with fray Hernando de Talavera and Her-
nando de Zafra took on the responsibility of man-
aging the process of transforming this Islamic city
into a Christian Castilian city, via the creation of
new political, social and religious institutions and
by redefining the city and its architecture, so usher-
ing in the Granada of the Renaissance. In this way,

he took on the difficult task of leading a city which
had been the capital of the Nasrid Kingdom and
the last Muslim-ruled enclave in Western Europe
along the thorny path towards new horizons.

When it came to deciding who should lead such
a vast and complex endeavour, it seems likely that
the Reyes Catdlicos were swayed not only by his ex-
perience in the War of Granada, in which he was
appointed on no less than eight occasions as Cap-
tain-General, but also by the success, as mentioned
earlier, of his diplomatic mission to Italy. Another
factor was that he belonged to the Mendoza family,
one of the most influential families in the history of
the Hispanic kingdoms in the late Middle Ages. As
Professor Jiménez Estrella makes clear, his service
record must have been absolutely impeccable, as
was confirmed by some of his special merits, such
as recruiting men for the royal army, the important
costs that he personally incurred during the occu-
pation and defence of Alhama, a difficult strong-
hold to capture, his diplomatic mission to Rome at
the end of 1485 and his active and decisive partici-

pation in the battle for Baza in 1489”%.

As a result, when the Reyes Catdlicos left Granada in
June 1492, they appointed him as the first governor
of the Alhambra and later, above all in the wake of
the first uprising by the Moriscos in the Albaicin in
1499, he was made Captain-General of the King-
dom of Granada, although his appointment was not
made official until 1502%. He was also designated as
a Knight Twenty-Four or City Councillor. The first
of these positions, the governorship, as a title reserved
for royal prerogative, was granted in perpetuity to
[figo Lépez de Mendoza, who then linked it in his

45. YARZA LUACES, ]. Los Reyes Catdlicos. Paisaje artistico de una
monarquia. Madrid: Nerea, 1993, p. 142.

46.

G

JIMENEZ ESTRELLA, A. “La Capitanfa General del Reino de
Granada: apuntes sobre la evolucién histérica de una institucién
politico-militar en el siglo XVI”. Qalat, Revista de Historia y Pa-
trimonio de Motrily la Costa de Granada, 3 (2002), pp. 113-114.
47. GALAN SANCHEZ, A. & PEINADO SANTAELLA, R. G. “El
conde de Tendilla y el Reino de Granada”. In: BERMUDEZ
LOPEZ, J. et al. (eds. lits.). El conde de Tendilla y su tiempo. Gra-
nada: Centro de Estudios Histéricos de Granada y su Reino,
Editorial Universidad de Granada y Patronato de la Alhambra y
Generalife, 2018, p. 79.
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will to his entailed estate, so ensuring that the posi-
tion was passed on to his descendants. The position
of Captain-General was justified by his participation
in the War of Granada and above all by the need
to defend the territory, while his designation as a
Knight Twenty-Four sought to secure him a leading
position in the government of the city. From that
moment on, his name and that of his lineage were
inextricably linked with Granada and in particular
with the Alhambra®, where he implemented a series
of measures in which various well-defined objectives
can be observed. The first of these was to maintain
what once had been the Court of the Nasrid Kings
as an expression and symbol of an important polit-
ical centre, probably the most important in the last
decades of the Middle Ages; secondly, to convert the
Alhambra into a symbol of power and triumph over
Islam and therefore of the victory and the political
project of the Reyes Catdlicos based on the religious
and territorial unity of their extensive domains; and
thirdly and finally to preserve a legacy for which he
felt profound admiration, which explains why he de-
cided to make the Alhambra his place of residence
and the headquarters of the Captaincy-General of
the Kingdom of Granada.

If there is one single artwork that summarizes this
exceptional event in the biography in paint of the
Count of Tendilla, it is undoubtedly the portrait
of Ifigo Lépez de Mendoza by Juan Bautista
de Espinosa, which forms part of the collection
of the Board of Trustees of the Alhambra and
Generalife [II. 11], of which there is also a 19th
century copy by the painter Francisco Dfaz Car-
refio, which belongs to the Prado Museum al-
though it is currently on deposit at the Royal
Academy of History in Madrid.

As regards the painting by Espinosa, in the cata-
logue of paintings, sculptures, engravings and oth-
er objers dart in the old house of the Dukes of Os-
una, which was drawn up by Narciso Sentenach
it states that together with works by Old Masters
such as Ribera, Rubens or Van Dyck which had
been added to the collection since the 17th centu-
ry, there were also works by other less famous art-
ists such as “the Carrefios, Espinosas, Rizis, Mazos
and other Spanish Masters, who had been favoured

111 Juan Bautista de Espinosa, Tiigo Lépez de Mendoza, 2nd Count of Tendilla
and 1st Marquess of Mondéjar, 16h century, oil on canvas, 145.5 x 136.5
centimetres, Art Collection of the Patronato of the Alhambra and Generalife, Granada.

by the Dukes of Osuna, and also by the Dukes of
Gandfa, Infantado and Benavente, who over time
had become related to them by marriage™.

As for the portraits, which form a very important
part of the whole collection, the author also high-
lights “the iconographic value and the form of dress
in many portraits which, despite being copies, are

still quite exact and authentic™.

The catalogue includes two painters with the sur-
name Espinosa. One of these was Juan Bautista de
Espinosa, with whom the two entries relating to
portraits of the Count of Tendilla are related (one

48. MARTIN GARCIA, J. M. “La Alhambra de los Tendilla (1492-
1718)”. In: BERMUDEZ LOPEZ, J. et al. (eds. lits.). El conde de
Tendilla y su tiempo. Granada: Centro de Estudios Histéricos de
Granada y su Reino, Editorial Universidad de Granada y Patro-
nato de la Alhambra y Generalife, 2018, pp. 173-217.

49. SENTENACH, N. Catdlogo de los cuadros, esculturas, grabados y
otros objetos artisticos de la coleccion de la antigna Casa ducal de
Osuna. Madrid: Viuda e hijos de M. Tello, 1896, p. VIIL.

50. Ibidem.
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of these was signed while the other entry made no
reference to the signature). There is also a Valencian
painter called Jacinto Jerénimo Espinosa, “who was
often the pretext for the many confusions to which
these names have given rise™'. The catalogue men-
tions three possible canvases by this artist, only one of
which was firmly attributed to him. In relation to this
last painting, when he analysed the painting of the
Beheading of Saint John the Baptist (Degollacion de
San Juan Bautista) from the chapel of San Antonio in
Salamanca Cathedral, Ismael Gutiérrez Pastor noted
that although Manuel Gémez Moreno had attribut-
ed it to Jacinto Jerénimo Espinosa:

“Judging by its style, human figures and atmo-
sphere, we cannot possibly uphold the attribution
to Jerénimo Jacinto de Espinosa, whose work is
absolutely true to the postulates of the chiaroscu-
ro naturalism of the Valencian school of the first
half of the 17th century. However, the date of
1631 does allow one to surmise, merely by way of
hypothesis, that if this work had to be attributed
to one of the Espinosas, it should undoubtedly
be Juan Bautista [Espinosa] from Toledo, with
whom in spite of the curious appearance of some
of the human figures, such as the soldier with his
back to us on the left-hand side with his hat and
feathers, who seems to be taken from a Roman
post-Caravaggio soldier scene (...), certain paral-
lels can be drawn with his other conserved works;
(...) in addition, the halberd belonging to the sol-
dier with his back to us has certain steel profiles
that resemble the sharp-pointed shapes of the sal-
let helmet in the portrait of the Count of Tendil-
la. In this way, a wish-list has been presented for
which for the moment there is no easy solution”.

If we return for a moment to the catalogue from the
Old House of the Dukes of Osuna®, the reference to
the portrait of the Count of Tendilla reads as follows:

“ESPINOSA (Juan B.)

37 — Portrait of Don Ifiigo Lépez de Mendoza,
dressed in full armour, with his right hand resting
on a baton of command and in the left a pome-
granate which is on a table. - Half-body figure
(Signed). Canvas. - Height, 1.15; Width, 1.05.

38 — Portrait of Don Ifiigo Lépez de Mendoza, first
Count of Tendilla, wearing black armour. - Half-
body figure. Canvas. - Height, 1.16; Width, 0.98”.

These entries show that there were two portraits of
the Count in this collection. Of these the one that
would later be copied by Francisco Diaz Carrefio
in 1878, as we will go on to analyse, was undoubt-
edly the first one, as made clear in the inventory by
Adela Espinos, Mercedes Orihuela and Mercedes
Royo Villanova for the book E/ Prado disperso,
when they mentioned the pictures on deposit at
the Royal Academy of History by Royal Order of

th March 191354. The data sheet includes the following annotation:
29 s

“3407. FRANCISCO DIAZ CARRENO
(1836-1903) (Copy of ]J. B. Espinosa. Old Os-
una Coll.).

Inigo Lépez de Mendoza
K, 1.21x1.11

Signed on the rear: ‘Copied from the original
belonging to His Excellency the Duke of Osuna
Fr. Dfaz y Carrefio®

"Don Yiiigo LopeZ demendoga 2 conde/Deten-
dilla/Primer marques Demonde]ar®, in the top-
left corner.

In good condition.

J.ILN. n.c 33».

There is no trace of the other portrait mentioned
in Narciso Sentenach’s catalogue, although judging
by the succinct description by the author himself, it
could be a copy of the original of practically the same
size and, apparently, with the same characteristics.

51. GUTIERREZ PASTOR, I. “Juan de Espinosa y otros pintores ho-
ménimos del siglo XVII”. Principe de Viana, 11 (1988) (Ejem-
plar dedicado al I Congreso General de Historia de Navarra.
Comunicaciones: Historia del Arte), p. 209.

52. Ivi, p. 213.

53. Catdilogo de los cuadros, esculturas, grabados y otros objetos artisticos
de la coleccion de la antigua Casa Ducal de Osuna. Madrid: Estable-
cimiento Tip()gr;iﬁco de la Viuda e Hijos de Manuel Tello, 1896.

54. Registered in the Letter requesting the Academy to confirm the

list of pictures and sculptures that were granted to it on deposit

by Royal Order of 27th February and 29th March 1913. Also
in the List, published in the Boletin de la Real Academia de la

Historia, of the paintings in the Room for Ordinary Meetings of

the Academy, the Commissions Office, Office of the Secretary,

Foyer, Gallery, Library of San Romdn, Medals Room and Hall

for Public Meetings, it states that in the Gallery, with number

34, there is a “Copy of a portrait of the Count of Tendilla, done

in oil by Francisco Dfaz Carrefio”.
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As regards the collection of the Dukes of Osuna, to
which the original portrait of the Count of Tendil-
la must have belonged, much of it ended up being
incorporated into the Prado Museum. An exhibi-
tion was held of all that remained of the collec-
tion prior to its sale at the end of the 19th century.
As indicated in the information about the Osuna
collection provided by the Prado itself, it was a
collection of great importance that demonstrated
the interest of its owners in high-level collecting,
which enabled them to acquire very representative
works of Spanish and European painting from the
16th to 18th centuries and in the latter stages even
by Francisco de Goya himself>.

In his article on the Portrait of Sebastidn de Oroz-
co y Covarrubias, signed and dated by Espinosa in
1616, which belonged to the collection of Don
Nicolds de Vargas, Ismael Gutiérrez Pastor offered
various observations that could be useful when it
comes to characterizing the portrait of the Count
of Tendilla. He argued that Espinosa’s style “is
characterized by the emphatic construction of the
figure and the minute detail of the scene’s comple-
mentary features, achieved by the sharp clarity of
the drawing, which defines the outlines, the uni-
form light and the intense colours, all typical fea-
tures of a painter who trained within the tradition
of Italian Mannerism and was influenced by the
portrait painting of the court of Philip II"*.

Traditionally associated with still life painting, the
increasing body of evidence that we have about
this painter allows us to assess other facets of his
work in which he must also have excelled, such as
religious painting and portrait painting, so placing
him within the artistic scene that emerged in the
first third of the 17th century. We know that Juan
Bautista de Espinosa made a series of commemo-
rative portraits relating to this branch of the Men-
doza family, and that, “Valentin de Calderera saw
the portrait of Ifigo Lépez de Mendoza, Count of
Tendilla, in the Palace of the Infantado in Guada-
lajara and made a copy of it in watercolour (Ma-
drid, National Library of Spain, Prints and Fine
Arts section), which he later transferred to a litho-
graph in 1864, images which today have replaced

the original whose whereabouts are unknown™”’.

We therefore agree with Gutiérrez Pastor when he
states that:

(35

In spite of the fact that he intervened in a large
number of works right across the Archdiocese of
Toledo, today there are no works identified to his
name, which means that his catalogue, in terms of
what is conserved and published, is very limited
(...) From now on, it should also include a portrait
of Don Ihigo Lépez de Mendoza, 2nd Count of
Tendilla and 1st Marquess of Mondéjar (...), which
was photographed by Moreno in the Benavites
collection, but which apparently belonged to the
old collection of The Dukes of Osuna, as can be
deduced from the inscription on the reverse side
of the copy of this portrait that the Prado Muse-
um has on deposit at the Royal Academy of His-
tory. The inscription in the top left-hand corner of
the original canvas allays all possible doubts as to
the identity of the subject of the portrait, who was
Captain-General of the Alhambra and Fortress of
Granada. The painting is signed in the bottom left
corner with the characteristic script seen in other
works of his, although the photograph is not of
sufficient quality to make a fully satisfactory read-
ing; it says “Joannes bapt espinosa faciebat”, with
dramatic flourishes on some of the Ss and F’s. The
banner at the top seems to indicate that the por-
trait once belonged to a series or gallery of ances-
tors either of the Lépez de Mendozas, the family
to which the 5th Duke of Infantado, a great col-
lector of still lifes, belonged or to the Hurtado de
Mendozas, Marquesses of Mondéjar, one of whose
members Luis Hurtado de Mendoza, was also a
great art collector at the beginning of the same cen-
tury. The portrait depicts the Count of Tendilla in

55. GLENDINNING, N. Coleccién de los duques de Osuna. Madrid:
Museo del Prado. Last accessed: 20-08-2024. Available at: ht-
tps://www.museodelprado.es/aprende/enciclopedia/voz/colec-

cion-de-los-duques-de-osuna/22685fad-799¢c-43b8-8439-cac-

c83e026a7.

56. GUTIERREZ PASTOR, 1. “Retrato de Sebastidn de Covarrubias
y Orozco con toga de jurista”. In: Caylus. Date created: 29-02-
2012. Date accessed: 20-08-2024. Available at: https://web.archi-
ve.org/web/20131002015313/http://www.galeriacaylus.com/

Jeronimo-Jacinto-Espinosa-Alicante-1600-Valencia-1667-“Re-
trato-Sebastidn-Covarrubias-Orozco-con-toga-jurista’-Deskto-
pDefault.aspx?tabid=6&tabindex=58&objectid=2103008&cate-
goryid=6178

57. Ibidem.
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more than half body, standing in front of a win-
dow on whose sill there is a pomegranate, a direct
reference to his position as Captain-General of the
Alhambra; he is wearing a suit of armour in the
16th century fashion, and in his right hand is hold-
ing the baton of command, while his helmet lies
on thesill; the neutral background of the room in
semi-darkness in which he is standing is broken by
a small window open onto the landscape, a device
that allows the painter to draw out a clear accu-
rate profile of the sitter. In this unpublished work
whose whereabouts are currently unknown, the
style shown by Juan Bautista de Espinosa falls with-
in the tradition of Spanish portraits of the late 16th
century and the reign of Philip III, characterized
by isolated precisely drawn figures with sharp out-
lines, presented against neutral backgrounds from
which they emerge thanks to a powerful, carefully
directed light of a tenebrous nature™®,

This painting that the investigator refers to as a
work of unknown whereabouts could perhaps be
the version conserved in the Art Collection of the
Board of Trustees of the Alhambra and Generalife,
information about which has been kindly provid-
ed by Purificacién Marinetto Sdnchez, Head of
the Conservation Department of the Museums
at the Alhambra. As can be seen in a black-and-
white photograph conserved in the Archives of the
Board of Trustees of the Alhambra (CA-019375)
taken during its acquisition process, it is a painting
whose dimensions could correspond with those of
the copy by Diaz Carrefio. Apart from the descrip-
tion itself, which we will now go on to analyse, the
most interesting aspect is that the canvas includes
firstly, the identification of the person portrayed,
in the following caption in black paint: “Don Yfi-
go Lopez de Mendoza, 2nd Count/ of Tendilla/
First Marquess of Mondejar”. And secondly, and
possibly even more importantly, the signature and
initials of Juan Bautista de Espinosa in the bottom
left corner: “Joannes Batista Espinosa, facieba”.

In the documentation associated with this paint-
ing, it states that “in a Board meeting of 24th April
1961, the Board of Trustees of the Alhambra com-
missioned Miguel Rodriguez-Acosta to acquire
this painting from antique dealers in Madrid. The
previous owner of the painting was Luis Moreno

Rodriguez...”. This could therefore be the original
picture by Bautista de Espinosa or a copy thereof, of
which, as mentioned earlier, another copy was later
made by Francisco Diaz Carrefio, together with the
watercolour and engraving by Valentin Carderera,
which we will also be analysing.

The description of the painting from the inventory
of the Board of Trustees of the Alhambra reads as

follows:

Painting in oil on canvas in vertical format show-
ing Don fﬁigo Lépez de Mendoza, 2nd Count of
Tendilla and 1st Marquess of Mondéjar. Inside a
room with a rectangular window, seen in perspec-
tive, open on the right-hand side, the Count of
Tendilla is shown with three-quarters body, facing
towards his left, with his head in profile, looking
out onto a mountain landscape under a blue-grey
sky with white clouds, which can be seen through
the window. In his raised right hand, he is hold-
ing one end of a baton, a symbol of the Supreme
Command of the army, in the other hand he is
grasping an open pomegranate, a symbol or at-
tribute of Granada, which sits on a table covered
with a red cloth, next to an open helmet and other
batons piled up next to the wall.

Depicted as a middle-aged man, with short grey
hair, with wavy curls at the ends and a short
fringe that covers half his forehead, half his face
is shown with a curved brow ridge under a fine
eyebrow above an open eye between the eyelids,
an aquiline nose extended at the tip, a mouth
with closed red lips, the upper lip slightly thin-
ner than the lower one, and a pronounced chin.
His right cheek is lined by vertical wrinkles. On
half his face, the skin has a pinkish hue, redder
on the cheek and with a greyish tone around the
moustache, edge of the jaw and chin. The skin
on his right hand has a pinkish colour, whilst his
other hand has a grey-green tone.

As Captain-General of the Kingdom of Grana-
da, the Count of Tendilla, is wearing a white
shirt under mail with gold ribbons on the edges
of the high neck and of the fauld under silver-co-

loured metal armour with fine gilded edges, in

58. GUTIERREZ PASTOR, I. “Retrato de Sebastidn de Covarrubias
y Orozco con toga de jurista”. Op. Cit. (n. 50), pp. 211-212.
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which the following pieces can be distinguished:
breastplates, epaulettes, hauberk, fauld and tas-
sets. He is wearing the armour on top of a bodice
and red breeches”.

It seems possible that the picture may have been
part of the National Exhibition of Portraits orga-
nized by Royal Decree of 21st February 1902 is-
sued by Queen Maria Christina, regent of Alfonso
XII1, at the proposal of the Ministry of Public In-
struction and Fine Arts, where a painting by Juan
Bautista de Espinosa (copy) depicting lhigo Lépez
de Mendoza, the second Count of Tendilla was
registered with number 459. Ignacio Calvo y Sdn-
chez referred to this same picture some years later
in a book about Portraits of 16th century figures
related with the military history of Spain, which
won a prize in the competition organized by the
National Iconography Board (Junta de Iconografia
Nacional) in 1918. The book was published the
following year and contains a print of the well-
known engraving by Valentin Carderera, to which
we will later be returning.

Finally, we should add that this canvas, which
as mentioned earlier was acquired by the Board
of Trustees of the Alhambra and Generalife in
1961, as is recorded in the Minutes of a meeting
of 24th April and in the Accounts Book for that
year”’, was exhibited in the rooms of the Emper-
or Charles V at the Alhambra until the end of
the 1980s. The painting was hung in that area
as part of a deliberate attempt to create a partic-
ular atmosphere. The ideas behind this policy
have evolved over time and have recently moved
away from trying to create a Romantic-era at-
mosphere in these rooms, choosing instead to
evoke the period of Charles V in line with cur-
rent heritage principles.

A copy of this painting, which is smaller and was
undoubtedly painted very recently, can be found
in the General Headquarters of the High Com-
mand of Training and Doctrine of the Spanish
Land Army (MADOC), which was previously
known as the Captaincy-General of Granada. It
is situated in one of the two army barracks in
the city, the former Convent of San Francisco
Casa Grande, which together with the Convent

1112 Francisco de Paula Diaz y Carrefio, [iigo Lépez de Mendoza, 2nd Count
of Tendilla and 1st Marquess of Mondéjar, 1878, 0il on canvas, 121 x 111
centimetres, Prado National Museum, Madrid (on deposit at the Royal Academy
of History).

of La Merced was converted to military use af-
ter the Confiscation of Church Assets by Men-
dizdbal in 1836. It is not surprising therefore
that there is a portrait here of the man who, as
stated earlier, was the first Captain-General of
the Kingdom of Granada.

However, the best-known copy of Juan Bautista
de Espinosa’s portrait of the Count of Tendilla was
painted by the artist and lawyer, Francisco de Paula
Diaz y Carrefio (1836-1903) in 1878. This canvas
which belongs to the Prado Museum was, as indi-
cated earlier, placed on deposit at the Royal Acad-
emy of History by Royal Order of 29th March
1913, where it remains today [I]. 12].

59. RODRIGUEZ DOMINGO, J. M. & GOMEZ ROMAN, A. Ma.
“En torno a las habitaciones de Carlos V en la Alhambra”. Cua-
dernos de la Alhambra, 27 (1991), p. 203.
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As regards the artist, based on the information
contained in the Biographical Gallery of 19th cen-
tury Spanish Artists drawn up by Manuel Ossorio
y Bernard, we know that Diaz Carrefio was “born
in Seville and studied in Madrid at the Royal Acad-
emy of San Fernando under Federico Madrazo™®,
and that he later became an assistant teacher of
drawing at the Royal Conservatory of Arts, which
was based in Madrid from its foundation in 1824
until it was wound up in 1887.

As can be gathered from the information in this
Biographical Gallery and above all the study of
this artist published in 2008 by Isadora Rose de
Viejo, we know that Diaz Carrefio enjoyed the
favour of Queen Isabella II, from whom he re-
quested an allowance to enable him to travel to
Italy to complete his studies there, like many oth-
er painters of his time. He also used this time to
paint various pictures with which he would later
take part in several of the National Fine Arts Ex-
hibitions held during that period. These included
the exhibition of 1864, in which he “was award-
ed a third-class medal and the distinction that
the Government should acquire his Ciocciara for
the National Museum”®', and that of in 1866, in
which he presented a painting of Francesca de
Rimini, inspired by Dante’s Divine Comedy,
which received a bad review from one of his con-
temporary artists. He also took part in the 1871
exhibition, at which he presented several por-
traits that received positive reviews. Some of these
works are now preserved in the Prado Museum,
as are many of the copies he made of great Mas-
ters such as Murillo, Veldzquez, painters from
the 17th century Flemish School and even Goya
himself, some of which with almost the sole ob-
jective of boosting his income, of which there
is a record in the register of copiers in the Prado
between 1864 and 1873%.

The copy of Juan Bautista de Espinosas portrait
of the 2nd Count of Tendilla was part of what was
known as the Museum of National Iconography,
which was created by order of the Directorate-Gen-
eral of Public Instruction on 27th June 1877. This
institution was to house “a gallery of portraits of
leading Spanish figures painted mostly by commis-

sion to contemporary artists, who copied some of
the paintings by famous painters from earlier pe-
riods, such as El Greco or Goya, or imaginatively
recreated the image of the person in question”®. In
this case, the painting is definitely a copy, judging
by what we know about the original to which he re-
ferred. It is a well-finished and well-resolved copy of
a “portrait of a standing figure, with more than half
body, looking slightly leftwards, but with his face
entirely in profile, so highlighting the subject’s char-
acteristic features and in particular his accentuated
nose and prominent jawline”**.

Diaz Carrefio also received commissions for many
other portraits from the National Iconography
Board, which had been set up for the purpose of cre-
ating this “iconotheque” of illustrious men. These
included pictures of politicians and leading mem-
bers of the legal profession such as Melchor Rafael
de Macanaz y Montesinos, Francisco Martinez de
la Rosa, Martin Ferndndez Navarrete or Francisco
Saavedra y Sangronis, writers such as Calderén de
la Barca and Francisco de Quevedo (pictures which
although originally placed on deposit at the Royal
Academy of History now appear as ‘whereabouts
unknown’), and also a copy of St Francis Borgia. In
the case of portrait of the Count of Tendilla, it was
purchased, according to one of the labels on the re-
verse side, by order of 6th February 1878 for a fee
of 375 pesetas®.

60. OSSORIO Y BERNARD, M. Galeria biogrdfica de artistas espario-
les del siglo XIX. Madrid: Imprenta Moreno y Rojas, 1883-1884,

p. 181.

61. Ibidem.

62. ROSE DE VIEJO, I. “Un artista protegido por Isabel II: el abo-
gado-pintor Dfaz y Carrefio”. In: CABANAS BRAVO, M.

LOPEZ-YARTO ELIZALDE, A. & GARCIA RINCON, W. (auts.).
Arte, poder y sociedad en la Espania de los siglos XV al XX. XIV Jorna-
das Internacionales de Historia del Arte (Madrid, 2008). Madrid:
Consejo Superior de Investigaciones Cientificas, 2008, p. 599.

63. Museo del Prado. Inventario General de Pinturas. Tomo I11: Nue-
vas Adquisiciones. Museo Iconogréfico. Tapices. Madrid, Museo
del Prado, 1996, p. IX.

64. GONZALEZ ZYMLA, H.; FRUTOS SASTRE, L. M2 & PEREZ
SANCHEZ, A. E. Catilogo de pinturas de la Real Academia de la
Historia. Madrid: Real Academia de la Historia, 2003, p. 67.

65. Ivi, p. 68.
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It seems certain that Valentin de Carderera y Sola-
no (1796-1880) must also have known about the
portrait by Juan Bautista de Espinosa, because he
himself said as much. He was the author of Span-
ish iconography, a collection of little-known portraits,
statues, mausolewms and other monuments relating to
Kings and Queens, great military leaders, writers, etc.,
from the 11th to the 17th century, copied from the orig-
inals by Valentin Carderera y Solano with a biograph-
ical and descriptive text in Spanish and French by the
same author. Prints from this book were displayed at
the Universal Exhibition held in Paris in 1855 and
at the one held a few years later in London (1862).
Apart from certain criticisms of his style and oth-
er considerations, according to Ossorio y Bernard,
“great appreciation must be shown for the fact that
he left us memories and images of illustrious figures
that might never have seen the light of day without
this work, as well as many others which since then
have unfortunately disappeared without trace”*.

This book could well be considered an outstanding
piece of historical and artistic research, not only for
the engravings that illustrate each biography, relating
to paintings which in some cases are now missing
and offer an insight into some of their painters’ ar-
tistic qualities, but also as a document of great histo-
riographical value, which resulted from an intensive
period of research work both in Spain and abroad,
and has not always received the praise it deserves.

In Volume II of his Spanish Iconography, print LXV isa
copy of the engraving of the portrait of [higo Lépez de
Mendoza, 2nd Count of Tendilla [II. 13]. The infor-
mation provided by the author is of such importance
that we have decided to transcribe it here as follows:

“We offer our readers what may well be the only
existing portrait of the illustrious Count. We
have so far been unable to discover any others,
not even within the enchanted grounds of the
Alhambra or in the tower in which he lived insi-
de said grounds and which still bears his name.
The investigation we have been carrying out for
many years in the sumptuous, ancient palace of
the Dukes of the Infantado in Guadalajara, sear-
ching for him in its spacious rooms, has achie-
ved our greatest expectations. It is a canvas of
just over one metre tall by 836 mm wide, signed

11.13 Valentin Carderera y Solano, Don fﬁigo Lépez de Mendoza, 2nd Count of
Tendilla, berween 1855 and 1864, lithography, 276 x 231 millimetres, National

Library of Spain, Madrid.

by Juan Bautista Espinosa, a hitherto unknown
painter, who undoubtedly worked in the servi-
ce of the Mendoza family and must have been
trained in the studio in that great house occu-
pied by the painter Romulo Cincinato, as it was
customary amongst our great lords of the 16th
century to sponsor various artists of notable me-
rit. The style of this painting, which has some of
the grandiosity of Florence, and its dimensions
lead one to think that the portrait was painted
by copying another original canvas or perhaps
a marble medallion like the one in Granada of
his fellow soldier Gonzalo de Cérdoba. The fact
that the head, which shows great character and
individuality, appears in profile adds weight to
our theory”®.

66. OSSORIO Y BERNARD, M. Galeria biogrdfica de artistas espario-
les del siglo XIX. Op. Cit. (n. 59), p. 132.

67. CARDERERA Y SOLANO, V. lconografia espaiiola. Op. Cit., (n.
25), volume 1II, print. LXV.
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Although we have been unable to document any
of Cardereras claims regarding possible sources of
inspiration for Juan Bautista de Espinosa, it does
not seem unreasonable to imagine for example that
some of the commemorative medals to which we
referred earlier, in which the image of the Count of
Tendilla on the obverse side shows a certain resem-
blance to the portrait in both style and composi-
tion, could have served as a model for it, if indeed
the painter had access to them. Neither does he say
anything (and we therefore do not know whether
he even considered them worth mentioning) about
the representations, more or less confirmed, — as
discussed earlier— of the Captain-General of the
Kingdom of Granada in various of the back-panels
in the seats of the Low Choir of Toledo Cathedral
or in the predella of the Main Altarpiece of the
Royal Chapel of Granada. Looking further afield,
the possibility of relating this portrait with some
of the works painted by the Italian artist Rému-
lo Cincinnato for the 5th Duke of Infantado, the
church and the nobility, or even commissions from
the royal court, is nothing more than conjecture
that is difficult or almost impossible to verify.

Valentin Carderera did make a very interesting
contribution when he established a relation be-
tween this portrait (which today belongs to the
collection of the Board of Trustees of the Alham-
bra and Generalife) and the personality of the
Count of Tendilla, so helping create a more de-
tailed picture of one of the leading figures of his
time. To this end, he states that:

“His forehead is not one of a profound thinker,
but it does indicate well enough, along with his
small dark observant eye, the good judgment,
sharp wit and strategic intelligence of a general
and a politician. His large aquiline nose reveals
the energy and firm will to overcome obstacles
which he demonstrated on so many occasions.
Even his beard, extending out in the shape of a
clog, shows his talent, so clear and so resourceful.
One could almost say that his smiling expression
expresses the indescribable pleasure of grasping
the pomegranate [in Spanish granadal, a symbol-
ic figure of the voluptuous city [Granada] whose
surrender culminated the epic feat of the Chris-

tian reconquest of Spain”®.

As proof of his historical and documentary rigour
when it came to working on each of the portraits that
made up this iconographic series, he could also have
based himself on the information provided by chron-
iclers from the time of the Reyes Catdlicos, especially in
relation to the events that marked the end of Islamic
Granada in which the Count played such an active
part. The letters of the Count of Tendilla, which it
seems unlikely were amongst the documentation
he consulted, sometimes contain various references
to the Count himself which could perhaps confirm
some of the ideas expressed here and which other lat-
er authors turned to when exploring the personality
of this aristocrat from the Alacarrfa. These include
Francisco Layna Serrano, who in his History of Gua-
dalajara and its Mendozas, described the Count as:

“a man of bright intelligence, who was communi-
cative and quick-witted and enjoyed light joking
conversation in which he proved himself as sharp
as anyone, as was also the case of his grandfather,
the first Marquess of Santillana, and above all his
uncle and mentor, the Great Cardinal Mendoza™®.

He expressed himself in a similar way in a letter ad-
dressed to the Duke of Arcos, when he informed
him that he would be unable to send him Herndn
Nufez de Toledo, one of the humanists to whom
he offered his protection and patronage, because he
had travelled to Madrid in the company of his son
Francisco de Mendoza:

“And this is why I beg Thine Honour to wait to
hear from him, as [in] similar trivial things, there
may be many [who could serve this purpose], so as
not to upset now the first departure of don Fran-
cisco from my home, because as I am now Andalu-
sian, I would not take it as a good omen ...””°.

Valentin Cardereras biographical sketch concludes
with a description of the picture which would later
serve as a basis for his engraving, stating the following;

68. Ibidem.

69. LAYNA SERRANO, E Historia de (7'1/175//1//1/}1;77 y sus Mendoza en
los siglos XV y XVI. Madrid: Imprenta de Joaquin Mufioz, 1942,
p. 322.

70. Correspondencia del Conde de Tendilla (1508-1513). Op. Cit. (n.
26), volume 11, p. 69.
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“His body is protected with a complete suit of
armour made of shining steel in which the half
haubergeon is still exposed with the mail fauld
formed by iron rings, of which those on its hem
are made of gilded metal as are those around its
neck. Please observe on the breastplate the added
pyramid-shaped piece, the wing on the armguards
known as a bufa or bufera (pauldron) that rises
up above the shoulder, and finally the tassets that
hang down from the skirts or inner girdles of the
cuirass by means of buckles and belts™".

His comments about the origin of these pieces
are interesting. He claims that they came directly
from Italy and that they had become fashionable
during the reign of the Reyes Catdlicos.

Lastly, we cannot overlook the underlying symbolic
values in this image of the Count, who “in his right
hand is holding the baton of command supported
on the cuisse. On the table, next to the sallet hel-
met, there are other batons which could perhaps be
alluding to the eight times he was Captain-General
or the battles he led””% This baton is undoubted-
ly a bengala, “an attribute which in Spain is used
exclusively to portray those who hold the rank of
Captain-General™” as set out in the Order issued by
His Majesty the King of Spain (May God protect him)
to the Royal Academy of History regarding the tradi-
tion, history and characteristics of the baton of Cap-
tain-General, which also mentions the painting by
Bautista de Espinosa and the engraving by Valentin
Carderera. As regards the former, it describes it as:

“one picture that perfectly encapsulates, more
than any other, the meaning of batons as an
emblem of the General in Chief is the portrait
—which we believe is a later rendering rather
than a contemporary painting from life — (...)
which Carderera saw in the Palace of the Infan-
tado in Guadalajara and describes as a picture of
Don Ifigo Lépez de Mendoza, 2nd Count of
Tendilla and 1st Marquess of Mondéjar. On the
reverse side of the copy in our Academy there
is an unverified indication that it is taken from
an original, perhaps a replica of the other paint-
ing, which belonged to the Duke of Osuna and
came from the chapel of San Salvador in Bui-
trago. The artist’s identity is unsure and Card-
erera suggests the possible existence of a third

painting of which the one he published was a
reproduction. The picture shows the illustrious
leader of the Reconquest with a pomegranate in
one hand and a small baton in the other; and on
the table, up to seven other batons, one of which
is more inferred than actually seen. And if we
remember that Don digo himself declared in
his will to have served “the most distinguished
and Catholic, King Henry, King Ferdinand and
Queen Isabella, eight times, as Captain-General
with their Royal Standard” (five times in battles
with the Reyes Catdlicos and previously, three
times with King Henry), it is logical to establish
a close link between the eight generalships, about
which the son of Santillana liked to boast, and
the eight batons which the artist took great care
and time to paint”’.

Carderera also mentions the existence of another
portrait of the Count of Tendilla, for which he
provides no documentary confirmation, which
may have formed part of the collection of the Al-
cdzar Palace in Madrid, in which the Count ap-
peared “in full bright shining armour, although we
do not know whether it was the original or a copy
of the one we published as there is not the slightest
trace of this painting, which perhaps perished in
one of the fires suffered by said residence””.

In addition to the engraving used as an illus-
tration in his lconografia hispana, there is also a
drawing in the National Library made on paper
with paintbrush, pen, ink and colour washes,
measuring 214 x 160 millimetres, which is listed
as a copy of a portrait painted by Juan Bautis-
ta de Espinosa and preserved at the Palace of the

71. CARDERERA Y SOLANO, V. lconografia espaiola. Op. Cit., (n.
25), volume II, print LXV.

J
)

. Ibidem.

73. LLANOS Y TORRIGLIA, E de; MERINO ALVAREZ, A. &

WEYLER, V. “Dictamen encomendado por Su Majestad el Rey

de Espafia (q. D. g.) a la Real Academia de la Historia sobre la
tradicion, historia y caracteristicas del bastén de capitdn general”.
Boletin de la Real Academia de la Historia, 94 (1929), p. 380.

74. Ivi, pp. 384-385.

75. CARDERERA Y SOLANO, V. Iconografia espaiiola. Op. Cit., (n.
25), volume 1II, print LXV.
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Lastly, another of the perhaps more original repre-
sentations that we have of the Count of Tendilla as
Captain-General of the Kingdom of Granada, can
be found in the decoration of the a/jarfe [elaborate-
ly carved wooden ceiling] in the hall known as the
Cuadra Dorada in the Casa de los Tiros, an excep-
tional example of 16th century Granada architec-
ture, although it originates from an earlier period
and underwent important subsequent transforma-
tions right up to the 19th century’®. Research has
been conducted into both the structure of this build-
ing and its decorative and symbolic programme on
both the exterior and interior, in studies by special-
ists such as Professor Rafael Lépez Guzmdn. In his
description of the richly coloured a/jarfe, he states
that its lanes “display an ambitious decorative pro-
gramme containing busts representing ancient and
modern heroes, accompanied by their respective
deeds and legends which are completed in the a/icer
[panel running around the base of the ceiling]””.

These include, to mention just a few, portraits of
Alarico, Hermenegildo, the Gran Capitdn, King Fer-

11.14 Valentin Carderera y Solano, Portrait of [figo Lépez de Mendoza, 1855,
drawing on paper: paintbrush, pen, grey ink and colour washes, 214 x 160
millimetres, National Library of Spain, Madrid.

dinand III the Saint, Charles V, the Reyes Catdlicos,
Garcilaso de la Vega, Hernando Alvarez de Toledo

Infantado in Guadalajara [Il. 14]. This was un-
doubtedly painted by Valentin Carderera himself
in 1855, a date based on the publication of the
print, which also includes the following hand-
written inscriptions’®:

In grey ink in the bottom left-hand corner: ‘Jo-
anne Bautista Espinosa pi.r'

In black ink on the secondary support, outside
the frame line: V. Carderera®

In black ink on the secondary support: ‘Ihigo
Lopez de Mendoza 2.2 Conde de Tendilla®

As Barcia makes clear in his Catalogue of the por-
traits of leading Spanish figures conserved in the Prints
and Fine Arts Section of the National Library”, this
drawing is based on a picture the artist saw in the
Casa de Osuna. Not only does it confirm Cardere-
ra’s gifts as an artist, it also offers us an image with
greater compositional freedom, and a more evoca-
tive and personal representation of the landscape.

and even Trajan himself. The common denomina-
tor linking all these figures was, as Professor Lépez
Guzmdn points out, that they all referred back to
a political concept with a long tradition in Spain
“with which they tried to historically legitimize a
model of state which had absolutely nothing to do
with the historical reality”®.

76. Iconografia hispana: catdlogo de los retratos de personajes espaioles
de la Biblioteca Nacional. Madrid, Biblioteca Nacional, 1966-
1970. Consulted at:  https://bdh.bne.es/bnesearch/detalle/
bdh0000032396

77. BARCIA, A. M. de. Retratos de personajes esparioles que se conservan
en la seccion de Estampas y Bellas Artes de la Biblioteca Nacional.
Madrid: Establecimiento Tipogrifico Viuda e Hijos de Manuel
Tello, 1901, pp. 455-456.

78. VILLAFRANCA JIMENEZ, M2 del M. “La Casa de los Tiros de
Granada: nuevos datos sobre su historia y decoracién”. Cuader-
nos de Arte e Iconografia, 12 (1993), pp. 247-254.

79. LOPEZ GUZMAN, R. Tiadicién y clasicismo en la Granada del
siglo XVI. Granada: Diputacién Provincial de Granada y Colegio

Oficial de Arquitectos de Andalucfa Oriental, 1987, p. 441.
80. Ivi, p. 448.
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Each one of these images, accompanied by their
respective banners, follows the same common mod-
el that forms part of an iconographic structure that
helped generate a political, religious and cultural
discourse aimed at shaping the image of the new
Granada and the role that the owners of the palace,
the Marqueses of Campotéjar, aspired to play in it.
As regards the image of fﬁigo Lépez de Mendoza, it
appears in one of the panels in the third lane of the
aljarfe, between the pictures of the Gran Capitdn
and that of Herndn Gonzdlez, Count of Castilla [II.
15]. It could be described as a portrait that is only
vaguely or not at all true to life, in which the Count
of Tendilla is displayed in an image that resembles
the busts and relief images of Roman Emperors. He
is shown in profile facing right with a beard and a
laurel wreath around his head. The image is com-
pleted with what is probably the beginning of a
suit of armour and a toga which is knotted in the
foreground. In his case, the legend reads: YNIGO
ESPANOL FIRST CAPTAIN-GENERAL AND
VICEROY OF GRANADA AMONGST MANY
OTHER GREAT FEATS THAT HE ACCOM-
PLISHED, HE DEFENDED ALHAMA FROM
THE KING OF GRANADA AFTER THE WALL
HAD FALLEN DOWN, in reference to one of
the most important events in the war of Granada
in which he took part. This event could be said to
mark the beginning of this new stage, which would
culminate with the end of the Muslim presence in
Western Europe®’.

Given that this ceiling was built at the end of the
1530s, about 20 years after the death of the Count
of Tendilla, it seems highly unlikely that there is
anything here that could provide clues as to his real
image, at least in comparison with what we have
seen in other portrayals of the Count, such as those
on the commemorative medals that he brought
back from Rome after completing his diplomatic
mission or the likeness in the portrait by Juan Bau-
tista de Espinosa painted almost a century later. Per-
haps the aim was to evoke a likeness, something that
was also expressed in the epitaph that he ordered to
be carved for the tomb of his brother, Diego Hur-
tado de Mendoza, the Archbishop of Seville, where
by way of an obscure Latin formula, he managed
to express the modern outlook of the person who

Tiros Museum in Granada.

81. The most detailed description of this incident can be found in
the History of the House of Mondéjar, in which Ibdfiez de Se-
govia, taking as a reference Esteban de Garibay’s earlier account,
wrote the following: “with the good fortune brought by the
winter rains, a large part of the wall of Alhama fell down, causing
great fear to spread amongst the people who were protected by
it, because they were anxious that if the Moors discovered that
there was a large breach in the wall, huge multitudes of them
would come to fight and enter the town at that point. When
the Count found out about this, he came up with a clever ruse,
unfurling a large piece of canvas with battlements that covered
the entire section of wall that had fallen down; the canvas was
such that for those who looked upon it from far away, there was
no difference between the colour of the canvas and the colour
of the wall, And he ordered that the city be watched over very
closely, so that no one should go out to advise the Moors of the
danger in which they found themselves due to the gap left by
the fallen wall: and he took great care in doing so and in just a
few days they managed to fortify it again, as much as or more
than before: and so it was that the Moors came in those days to
reconnoitre the town and failed to notice the problem of the
fallen wall”. IBANEZ DE SEGOVIA, G. Historia de la Casa de
Mondéjar. Op. Cit. (n. 18), pp. CLXVI-CLXVIL.

115 fﬁz'go Lépez de Mendoza, 16th
century, carved, gilded and painted
wood, Cuadra Dorada in the Casa de los
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was declared to have commissioned the work,
presenting himself in the following terms: «...IN-
ACHVS LOPEZ DE MENDOCA TENDILLE
COMES, GERMANVS NATV MAIOR, GEN-
ERALIS GRANATENSIS REGNI CAPITANEVS
AC ILLIBERRITANARVM ARCIVM PRIMVS
PREFECTVS, HVNC FRATRI MARMOREVM
TVMVLVM SATIS MAIORA MERENTI POS-
VIT» (fﬁigo Lépez de Mendoza, Count of Tendilla,
elder brother by birth, Captain-General of the King-
dom of Granada and first prefect of the Acropolis of
Lliberis, erected this marble tomb to his brother, who
deserved greater honours). An interesting discourse
that found its most categorical iconographic and
artistic materialization in the ceiling of the Cuadra
Dorada of the Casa de los Tiros, an unusual expres-
sion of 16th century Granada.

BY WAY OF CONCLUSION

As indicated earlier, none of these images can be
considered a true-to-life portrait of the Count of
Tendilla, and should instead be regarded as like-
nesses, some executed during his lifetime and oth-
ers much later. However, in some way they all con-
tribute to sketching out an unusual biography, be
it on wood in the seating of the Low Choir in Tole-
do Cathedral, in the Main Altarpiece in the Royal
Chapel of Granada or in the ceiling of the Cuadra
Dorada in the Casa de los Tiros; or perhaps in the
cast bronze of the commemorative medals owned
by the Prado Museum or the Gémez-Moreno Col-
lection at the Fundacién Publica Andaluza Rodri-
guez Acosta; or on the paper used for painting the
watercolour preserved at the National Museum in
Santiago de Chile, or the manuscript at the Pier-
pont Morgan Library in New York; and above
all on the large canvases typical of 19th century
Spanish historical painting, amongst which 7%e
Surrender of Granada, as immortalized by Francis-
co Pradilla, stands out, or indeed the easel portraits
by Juan Bautista de Espinosa and their later copies,
such as the one by Diaz Carrefio. When gathered
together they create an authentic library of images
with important symbolic implications.

These images illustrate three very important mo-
ments in the life of [fiigo Lépez de Mendoza, mo-
ments that helped define the biographical profile of
a man who was to become the perfect incarnation of
the Renaissance knight. They span the period from
when he entered the War of Granada, a conflict
driven by the Reyes Catdlicos themselves as one of the
cornerstones on which to build their new political
and religious ideology, to its culmination with the
entry of the Christians into Granada and its fortress,
an epic event in which the Count played a leading
role. The tales and chronicles from the time and the
later accounts by historians of the period have al-
ways awarded the Count a very important role in
these events, which not only enhanced his personal
prestige but also earned him the confidence of the
King and Queen themselves. In this way, the Count
of Tendilla presented himself as the military force
that managed to successfully complete the mission
to bring down the last Muslim bastion in western
Europe, while in some way also pointing towards
the important role he would be playing at the head
of the Alhambra, where from 1492 he became its
first governor of the Modern Age.

As a result of the King and Queen’s confidence in
him and in recognition of his efforts in the War of
Granada, they appointed him to lead a diplomatic
mission to Rome on the occasion of the election of
Pope Innocent VIII at the end of the 1480s. This
embassy marked the beginning of a strong pres-
ence of Spaniards and of Spain in the affairs of the
Papal court, at the same time as helping enhance
the leading role played by the Hispanic monarchy
in the international politics of the day. This helps
us understand for example the importance that he
himself placed on this mission before setting out:

“recognizing the difficulty of the undertaking on
which he was being dispatched by Their Majes-
ties, he used a star with the words ‘Good Guide’
as the motto on the banner or standard of his
guard, an honour granted only to the greatest
lords or rich men of our kingdoms; (...), [the
motto] was a reference to the star that so aus-
piciously guided the Three Kings, who had the
enormous good fortune of being the first to ven-
erate Christ Our Redeemer immediately after his
birth in the name of the most gracious one, for
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God and for man: and on entering Rome with
it, the Pontiff was so pleased with his most excel-
lent choice that he granted him special favours,
so that he and his successors should keep it on
their arms, as Ardila pointed out”®.

Since then, in the coat of arms of the Counts of
Tendilla and Marquesses of Mondéjar, widely ex-
tended amongst the institutions they founded in the
Alcarria and Granada, in addition to the traditional
shield with a saltire with a fillet in first and fourth
and the legend AVE MARIA GRATIA PLENA
in second and third, there is a many-pointed star
with a banner at the top with the slogan GOOD
GUIDE. This commemorates the success of his
mission, for which he was acclaimed in the streets of
Rome and other Italian cities as a saviour, bringing
peace to Italy, as can be seen in the commemorative
medals that were struck in his honour.

The third event in this painted biography of Ifigo
Lépez de Mendoza was also a personal triumph for
himself and his descendants in matters of State,
which enabled him to perform an important role in
the history of Granada at the beginning of the Mod-
ern Age. With his appointment as Captain-Gener-
al of the Kingdom of Granada, as we have seen in
the sequence of images presented here, he took on
a series of responsibilities in relation to the admin-
istrative, civil and military organization of the city
and its associated territory, which would be decisive
when it came to the direction to be followed in this
new phase of the history of Granada after its incor-
poration into the Kingdom of Castile. According
to Professor Jiménez Estrella, “when the Count of
Tendilla accepted the position of Captain-Gener-
al of the Kingdom of Granada, so began the saga
of a family who would remain at the helm of this
institution for three generations™®. This highlights
the importance of this new position in his personal
career, as we have tried to show here through the
images that portray all these events.

In this sense, we could also claim, borrowing
a quote from Elfas Tormo, that fﬁigo Lépez de
Mendoza was “perhaps the best General in the War
of Granada (rivalling even the Gran Capitin), per-
haps King Ferdinand’s most glorious ambassador to
Italy (and definitely the most famous), perhaps the

best organizer-politician (in his 23 years as the first
Captain-General of Granada)”, to which we must
also add the fact that he was also “the most human-
ist of Spanish grandees and the most protective of
humanists, and the first to inspire us with the Re-
naissance. That’s how forgetful we are in Spain!”*.
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