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The Protagonists of
the “Antig€uedades
�Arabes de Espa~na”
and the San Fernando
Royal Academy of
Fine Arts in Madrid

Pedro Navascu�es
(Real Academia de
Bellas Artes de San
Fernando, Madrid)

Abstract

The first European efforts to scientifically and artistically engage with
the art and history of Islamic culture were made at the Real Academia
de Historia (Royal Academy of History) and the Real Academia de
Bellas Artes de San Fernando (Royal Academy of Fine Arts) in Madrid
during the second half of the eighteenth century. The Spanish concept
of antig€uedad [antiquity] in connection to the “Moorish” era comprised
the Alhambra in Granada and the Mosque-Cathedral of Cordoba,
whose architecture, ornaments and inscriptions were studied by various
members of the San Fernando Academy, giving rise to the first
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illustrated scientific publication on this subject, a corpus of work entitled
the Antig€uedades �arabes de Espa~na (1789–1804).

KEYWORDS: Real Academia de Bellas Artes de San Fernando,
Antig€uedades �arabes de Espa~na [Moorish Antiquities of Spain],
Alhambra de Granada, Mosque-Cathedral of Cordoba, S�anchez Sarabia,
Hermosilla brothers, Juan de Villanueva and Juan Pedro Arnal,
engravers, drawings, prints, Jovellanos, Ponz, Floridablanca, Casiri,
Lozano, books of accounts, academic awards

Introductory Comments

The following quote appears in the Spanish translation of Christian
Rieger’s (1714–1780) treatise on civil architecture, Elementos de toda la
architectura Civil (1763): “There is much similarity between Gothic
Architecture and the so-called Moorish Architecture of Spain, structures
attributed to the Moors or the Arabs. Various monuments that still exist
in Toledo, Seville, the Alhambra of Granada may serve as examples of
this…”.1 However, the Viennese Jesuit and scholar does not explicitly
mention these monuments in his Universae Architecturae civilis elementa
brevibus recentiorum observationibus illustrata (1756).2 In fact, this
comment was inserted into the Spanish version by Rieger’s translator
and fellow Jesuit Miguel Benavente (d. 1793), a detail which has misled
a number of authors given that the “Moorish or Arabic” monuments of
Toledo, Seville and Granada are not mentioned in the original. Indeed,
Rieger simply makes the following terse statement in relation to Gothic
architecture: “Architecturae huic affinis est illa, quam Mauricam vocant,
Mauris & Arabibus tributam”.3 Logically speaking, it is doubtful that
Rieger, a man of science4 and a keen observer of the mathematical and
geometrical essence of the classical architecture he systematically set out
in his texts and images, was even aware of the existence of the
Alhambra or knew of the monuments in Toledo, Seville and Granada.
These references would have been included by his translator, Benavente,
because the matter of Spain’s Moorish antiquities had caught the atten-
tion of the Royal Academy of History and the San Fernando Royal
Academy of Fine Arts in Madrid5 by this time and, like other academics,
he must have heard about these new historiographical developments and
the growing interest in their study and diffusion (Fig. 1).

When Rieger arrived in Spain, he was engaged as the royal cosmog-
rapher to Charles III (King of Spain 1759–1788) and employed as a pro-
fessor of mathematics at the Imperial College of Madrid. The San
Fernando Royal Academy named him acad�emico de honor [honorary
academician] in 1761 before appointing him as acad�emico de m�erito
[academician of merit] in Architecture in 1762, thus granting him a sta-
tus reserved for artists of the very highest standing. Elementos de toda
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la architectura Civil was published in the same year; Benavente dedi-
cated the collection to the Academy, which also earned him the title of
honorary academician. Rieger returned to Vienna in 1765, shortly
before the Esquilache Riots in 1766. The next year, Charles III expelled
the Jesuits from Spain, including Benavente, who had been implicated in
the riots.

These dates are worth noting because they coincide with certain
events that are relevant to this article and the subject at hand, including
the visit to Granada in 1766 by Ahmed al-Ghazzal, the secretary and
ambassador to the Sultan Mohammed III (1757–1790), and the signing
of the Treaty of Peace and Commerce between Spain and Morocco
(1767),6 events which occurred while the Antig€uedades �Arabes de
Espa~na7 project was in its infancy. As I understand, the academic study
of these antiquities was not motivated by some kind of fresh, romantic
impetus. Instead, it was driven by a more restrained exercise of enlight-
ened reasoning, whereby the Alhambra of Granada and the Mosque-
Cathedral of Cordoba were approached with the same composure with
which the classical antiquities had been studied before them. The term
“antiquities,” no longer tied exclusively to the adjective “classical” in
the sense of antiquitas, was now also used to describe Arab or Moorish
architecture for the first time (Fig. 2).

This gives us a better understanding of how the drawings and prints
in the Antig€uedades �arabes de Espa~na collection are to be interpreted.
The vast majority of the exemplars in the corpus (excluding those by
S�anchez Sarabia) display the kind of objectivity that served to deperson-
alise the artists. Exposed to the tyranny of the ruler and the compass,

Figure 1
S�anchez Sarabia, Epigraphic
consoles with arabesque motifs in
the Sala de las Dos Hermanas [Hall
of the Two Sisters], Palace of the
Alhambra, 1763. Laid paper, 345 �
475mm. RABASF museum archive
ref. MA/490. Photograph: P. Lin�es
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the subjects–drawn so many times in the architectural halls of the
Academy–were all approached with the precision and exactitude that
can only be expected of an academic exercise in the eighteenth century.
At this point, it should be noted that the drawings and prints in the
Antig€uedades �arabes de Espa~na corpus, conceived with the utmost aes-
thetic restraint and attention to accuracy, were commissioned and repro-
duced primarily on the basis of their historical importance. The formally
accurate nature of the project surpasses the more basic drawings by
Henry Swinburne (1743–1803), as illustrated in his Travels through
Spain, in the years 1775 and 1776: in which several monuments of
Roman and Moorish architecture… (1779),8 which were a real cause of

Figure 2
S�anchez Sarabia, Nasrid capital from
the Sal�on de Comares [Hall of
Ambassadors], Palace of the
Alhambra, 1762. Black ink; gold leaf;
blue, red, green and purple tempera;
grey gouache. Laid paper, 470 �
347mm. RABASF museum archive
ref. MA/470. Photograph: P. Lin�es
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concern for Jovellanos, because they were published ahead of the
Academy’s own drawings.

Given the important role of the secretary of the San Fernando
Academy in the initial stages of this long process of research and publi-
cation, there were two key protagonists in the Antig€uedades �arabes de
Espa~na project between 1756 and 1804: Ignacio de Hermosilla y
Sandoval (1718–1794),9 as the project’s main advisor, and Tiburcio de
Aguirre y Ayanz (1707–1767), the Vice Protector of the Academy,10

both of whom played key roles in the major milestones of
the endeavour.

S�anchez Sarabia and the First Images of the Alhambra

The Antig€uedades �arabes de Espa~na project all began with the
Academy’s resolution (on 14 October 1756)11 “to conserve and spread
the word of our Antiquities and Monuments, particularly those which
are more vulnerable to deterioration and likely to perish over time: And
since I [Ignacio de Hermosilla] have highlighted that this applies to vari-
ous fresco Portraits of Granada’s Moorish Monarchs painted on certain
ceilings of the Alhambra Castle, wearing the typical dress of the time.”12

the President of the Chancery of Granada was called upon to engage the
artist Manuel S�anchez Jim�enez to reproduce high-precision paper copies
of the portraits of Moorish monarchs referred to above. When this
assignment failed to materialise, the Vice Protector wrote to the gov-
ernor of the Alhambra in 1760 to tell him to find another artist in
Granada who would be able to take on the task. Painter and architect
Diego S�anchez Sarabia (1704–1779)13 was chosen to produce copies of
the paintings of the Hall of Kings in oil on canvas, and these paintings
are now kept in the Academy’s museum. S�anchez Sarabia, who played
an indisputable role in the Antig€uedades �arabes de Espa~na project and
was subsequently mistreated by the same Academy, sent his first three
canvases of the Granada monarchs on 1 December 1760. Upon receiv-
ing the work, the Academy expanded the assignment and asked Sarabia
to complete plans and drawings of the “architectural monuments” of
the Alhambra (Fig. 3), along with the corresponding descriptions, as
well as copies of the Arabic inscriptions located at various points in the
Alhambra, all drawn on the same paper so that they could be bound for
convenience and ease of use, i.e. without any intention for them to be
published at that time.

The Academy’s objective and satisfaction with the work completed
by S�anchez Sarabia is reflected in the following excerpt from the
Summary of the Academy’s minutes from 1763:

The Arabian Palace, which remains in the Alhambra of Granada,
and the palace commissioned by Emperor Charles V of Spain in
the Alhambra have also been the focus of the Academy. Both
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buildings are notable, and the Arabian palace, despite suffering
the ravages of time, is one of a kind: for the uniqueness of its
ornaments, which deviate entirely from the established
conventions of Architecture, for its age, the skill and delicate
nature of its work, and finally for the distribution of its parts.
Keen to prevent the impending ruin of the building from erasing
memories so worthy of being preserved, the Academy
commissioned a number of oil paintings of the ancient paintings
of its vaults, along with extremely precise floor plans of all its
levels: extremely detailed elevations of all its courtyards, parts and
façades: large-scale designs of its adornments and inscriptions,
showing their colours and all the other remnants of the antiquities
still to be found in the building. The same exacting approach was
employed to the commissioning of the plans, sections and
elevations of the Palace of Charles V and its admirable bas-reliefs,
all of which were completed by Diego S�anchez Saravia,
academician of merit, who executed his task to the full
satisfaction of the Academy and presented this great work in two
bound volumes, with an additional volume explaining in very
precise and attentive detail the substance, preparation,
construction of the Arabian Palace, as well as other details. In
praise of this work, suffice to say that the King was so delighted
with the images that he ordered the Academy to preserve them,
requesting that copies of two large Vessels, decorated in the Arab
style and full of inscriptions in the language, be sent to His
Majesty (as indeed was done).14

Figure 3
S�anchez Sarabia, Tiled panel in the
Mirador de Lindaraja, Palace of the
Alhambra 1762. Black ink and
brown, blue and green tempera. Laid
paper, 350 � 475mm. RABASF
museum archive ref. MA/497.
Photograph: P. Lin�es
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The testimony provided by Richard Twiss reveals how zealously
S�anchez Sarabia guarded his drawings of the Alhambra. In his Travels
through Portugal and Spain, in 1772–1773, Twiss describes in detail the
task that the Academy assigned to Diego S�anchez and his encounter
with him in Granada, when he requested “to purchase copies of all fin-
ished drawings, but Don Diego had positive orders from his majesty not
to part with them, and it was with much difficulty, that I persuaded
him to consent to my copying the general view of the Alhambra”.15 At
any rate, it is more than likely that the general view of the Alhambra,
which was reproduced by Twiss, redrawn by Samuel Hieronymus
Grimm, and engraved by Victor Marie Picot is based on the original by
S�anchez Sarabia.16 May S�anchez Sarabia have been in possession of
other works or copies, which he failed to send to the Academy at this
later point in time? There are many questions yet to be answered
regarding the Academy’s rupture with the Granada painter.

Of all the pictures drawn by S�anchez Sarabia, all that remain are the
magnificent drawings of the two vases mentioned earlier (one depicting
shields, another with gazelles), of which Charles III was so fond, along
with the odd capital and a number of drawings relating to the inscrip-
tions (Fig. 4). This is because the architectural drawings themselves were
used as mere drafts, and they would be later revised and ultimately
destroyed by the committee that travelled to Granada in 1766 in order
to “rectify the designs by the painter Sarabia.”17

Military Engineer Jos�e de Hermosilla: A New Plan

The Academy began to question the accuracy of the drawings by
S�anchez Sarabia, acting on misgivings provoked by Vicente Pignatelli (d.

Figure 4
S�anchez Sarabia, Epigraphic
decoration in the Court of the Lions,
Palace of the Alhambra, 1763. Gold
leaf with blue, green and red
tempera. Laid paper, 473 � 347mm.
RABASF, Museum archive ref. MA/
510. Photograph: P. Lin�es

130 Pedro Navascu�es



1770),18 an extremely influential ordained priest who played a major
role in the internal life of the San Fernando Academy, of which he was
appointed to the role of Vice Protector. The news was documented by
Jovellanos (1744–1811)19 in a well-known report (1786) published at a
later date. Here, Jovellanos provides a summary of the difficulties
encountered in the Antig€uedades �arabes de Espa~na project, noting that
Vicente Pignatelli, who was entrusted with reviewing the work sent by
Sarabia, “opened the Academy’s eyes, helping the Academy to realise
that a work of art in which its reputation is compromised should not be
published unless it is finished and perfect.”20 He also makes reference to
Pignatelli’s comments at the Junta Particular of 14 March 1764: “[he
alleged that] the Arab Palace was drawn without intelligence of perspec-
tive, and thus it was not suitable for publication unless it was corrected
or unless another amended view was produced by an astute person: he
said that it was missing another [architectural] view of the main façade
of the Palace of Charles V, and, finally, that all the drawings lacked
taste and grace [… ].”21

With the Granada artist losing the confidence of the Academy in spite
of the public pronouncements to the contrary, and with plans to publish
projects about a number of Spanish monuments that detracted from the
continuity of their Moorish counterparts, these concerns halted the pub-
lication of the work approved in 1762 with Sarabia’s drawings. Years
passed and, in 1766, the Academy instructed a committee led by Jos�e de
Hermosilla y Sandoval (1715–1776),22 the brother of the Academy’s sec-
retary, to travel to Granada to revise Sarabia’s drawings of the Moorish
monuments there. He was to be accompanied by Juan de Villanueva
(1739–1811)23 and Juan Pedro Arnal (1735–1805),24 two young archi-
tects who had been engaged as draftsmen (Figs. 5–8). The trip was sub-
sequently extended to Cordoba and took place between October 1766
and April 1767.

The World of the Engravers

With the assignment complete and the committee back in Madrid, the
new drawings were submitted to the Academy in October 1767, where
they were distributed among various engravers in order to commence
preparations for work on the plates and the engravings. This marked the
start of another slow and not entirely well-managed stage of the project,
since although the engravers were more or less connected to
the Academy, there was no established structure in place to ensure the
smooth running of the project. This would continue to be the case until
1789, with the founding of the Real Calcograf�ıa [Royal Chalcography].
Juan Bernab�e Palomino served as the Academy’s master copperplate
engraver from 1752 and supervised certain pieces of work-in-progress,
checking that the drawings had been reduced in size to fit the plates.
This partial supervision was supplemented by expert reports by engraver
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Jer�onimo Antonio Gil, one of the hijos de la Academia [sons of the
Academy], i.e. a professional trained in the Academy, as opposed to
those who had been trained elsewhere and were involved in the
Antig€uedades �arabes de Espa~na project, among them the exceptional
Manuel Salvador Carmona, who trained in Paris and succeeded Juan
Bernab�e Palomino as Director of Copperplate Engraving. There were
also contributions from other excellent engravers such as Tom�as
Francisco Prieto, who also served as Master Engraver at the Academy
from 1752 and bore the titles “Sculptor of Medals, Chief Engraver of
the Royal Seals of His Majesty and the Royal Palace, Chief Engraver of
the Spanish Mint.” Tom�as Francisco Prieto was also responsible for the
delicate engraving of two beautiful Nasrid vases drawn by S�anchez
Sarabia, for which the Academy paid him 12,000 reales in 1777,
acknowledging the “care” taken in producing this piece of work. Now,
although the engraving is excellent, the original colour versions by
S�anchez Sarabia are more beautiful than the engraved work, and the
inclusion of pedestals in the latter detracts a certain grace from the vases
(Figs. 9–11). Again, it must be said S�anchez Sarabia’s original drawings
of the ceramic tiles, capitals, inscriptions and vases had a truly remark-
able force, colour and light, an effect that is dampened somewhat in the
engravings (Figs. 12 and 13). It is a shame that we cannot see his archi-
tectural drawings, which─ despite lacking the more precise, scientific
approach of those produced by Hermosilla─we can only assume were
very beautiful. Going by the geometrical drawings we have seen by
S�anchez Sarabia, it is not difficult to imagine something similar and pro-
portionate to their asymmetry of form and colour in his architec-
tural drawings.

Figure 5
Jos�e de Hermosilla, Floor plan of the
Nasrid Palace and the Palace of
Charles V, Palace of the Alhambra,
1766-1767. Black ink and grey
gouache. Laid paper, 530 �
760mm. RABASF, museum archive
ref. MA/542. Photograph: P. Lin�es
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The engravers proceeded to submit their work on different dates, pre-
paring the plates, copying the originals and reducing the scale of the
drawings, such that each drawing, plate, sample and engraving has its
own story, date and price. The story of the project’s execution is laden
with intriguing pieces of information, including an account of the
Academy paying Mariano S�anchez 600 reales in June 1771 for “the
work and cost of scaffolding he erected to draw one of the painted
vaults of the Alhambra of Granada.”25 Does this suggest that the
Academy intended to revise or produce new drawings of the vaults in
the Sala de los Reyes after the paintings had been completed by S�anchez
Sarabia and the drawings by Hermosilla?

Figure 6
Juan de Villanueva, Longitudinal
section of the Patio de los Leones
[Court of the Lions], Palace of the
Alhambra, 1766-1767. Black ink and
grey gouache. Laid paper, 540 �
765mm, RABASF museum archive
ref. MA/540. Photograph: P. Lin�es

Figures 7 and 8
Juan de Villanueva, Details of the
longitudinal section of the Court of
the Lions, Palace of the Alhambra,
1766–1767. Photograph: P. Lin�es
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Certain pieces in the collection remained unfinished for years in the
period between 1767, when the first plates were engraved, and 1775, by
which time the bulk of the work was complete. These unfinished plates
included the “Site Map of Generalife,” which was unlabelled despite the
fact that the original drawing kept in the Academy had been prepared
with a legend and letters identifying the names of different areas (Figs.
14 and 15). The labels were all the work of the engraver Nemesio
L�opez, a student of Juan Bernab�e Palomino, who contributed various
engravings, including the floor plan of the cathedral in Granada. Ignacio
de Hermosilla, the sole protagonist to give a sense of continuity to the
Antig€uedades �arabes de Espa~na project, stepped down from his role as
secretary of the Academy in 1776, having been accompanied from the
start by engraver and San Fernando Academy custodian Juan Moreno.

Figure 9
S�anchez Sarabia, Drawing of the
Nasrid Vase of the Shields, Palace of
the Alhambra, 1762-1763. Black ink;
grey gouache; blue, ochre, yellow
and red tempera. Laid paper, 475 �
348mm. RABASF museum archive
ref. MA/523. Photograph: P. Lin�es
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We will dedicate a few lines to Juan Moreno in the following, since it is
thanks to his books of accounts that we have gained valuable day-to-
day information about the Antig€uedades �arabes de Espa~na project.

The Accounts of Juan Moreno

One of the most important (albeit lesser known) figures involved in the
Antig€uedades �arabes de Espa~na project was the engraver Juan Moreno y
S�anchez (1715–1795).26 As custodian of the San Fernando academy, he
was the right-hand man and confidant to various secretaries, from
Ignacio de Hermosilla to Isidoro Bosarte, as well as being responsible
for managing the Academy’s accounts.27 Curiously, this facilitating role
was one of the legally stipulated aspects of his work as the Academy
custodian, i.e. as the person responsible for the Royal Academy building
and its functioning. B�edat28 highlights this detail, but without ever men-
tioning Moreno’s training and career as an engraver, just as those who
talk about his work as an engraver fail to link him to the important
administrative role he played at the Academy. Indeed, Juan Moreno was
much more than one would expect of a simple custodian, first in the
Casa de la Panader�ıa municipal building in Plaza Mayor, and then in
what is now the building of the Palace of Goyeneche, on Calle de Alcal�a
in Madrid.

Figure 10
Copper-clad steel plate, intaglio,
engraved by Tom�as Francisco Prieto
with the Jarr�on Nazar�ı de los
Escudos [Nasrid Vase of the Shields]
(1775-1777), 486 � 339mm.
RABASF, Chalcography, ref. 2589.
Photograph: P. Lin�es
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Moreno was involved in this project from the outset, for obvious rea-
sons: he was entrusted with managing the “expenses and payments for
the work on the Arab Antiquities of the cities of Granada and Cordoba,
which the Academy has decided to have printed… ,”29 as he explained
in a note accompanying the balance sheet, which he presented to the

Figure 12
S�anchez Sarabia, Tiled plinth from
the Sal�on de Comares, in the Palace
of the Alhambra, 1763. Black ink with
blue, green and ochre tempera. Laid
paper, 475 � 347mm. RABASF
museum archive ref. MA/485.
Photograph: P. Lin�es

Figure 11
Plate XIX from the Antig€uedades
�Arabes de Espa~na (Part I). Engraved
by Tom�as Francisco Prieto and
printed by Hip�olito Ricarte.
Photograph: P. Lin�es
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Academy in February 1768 (even though the first payments were made
prior to that date, on 22 September 1766, and the last payments were
made on 20 April 1767). These expenses rose to 65,632 reales de vell�on
and 16 maraved�ıes. They included the trip from Madrid to Granada to
Cordoba and back to Madrid, as expenses for Jos�e de Hermosilla, Arnal
and Villanueva (12,000 reales), petty costs for Hermosilla (1,400 reales),
and the bonus paid to Villanueva and Arnal for their work (12,000
reales). They also covered expenses for labourers and work required in
order to lift the drawings, measuring rods, boards, paper and pencils,
and the cost of the first copper plates distributed among various engrav-
ers, who received an advance for their work.

One particular transaction that stands out is Moreno’s “payment of
30 reales to Antonio Hidalgo, for carrying a marble capital from
Granada for the Academy,”30 specifically the “tasteless Corinthian cap-
ital found in Granada’s Generalife by Joseph de Hermosilla,”31 which is

Figure 13
Detailed view of plate XXII from the
Antig€uedades �Arabes de Espa~na
(Part II). Engraved by Juan Antonio
Salvador Carmona (1767).
Photograph: P. Lin�es

Figure 14
Jos�e de Hermosilla, “Plano del Sitio
de Generalife” [Map of the site of the
Generalife], 1766-1767. Black ink
and grey gouache. Laid paper, 472 x
361mm. Real Academia de Bellas
Artes de San Fernando [RABASF],
Museum archive ref. MA/535.
Photograph: P. Lin�es
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mentioned in the old Inventories of the Academy and appears on plate
XVII of the Antig€uedades �arabes de Espa~na corpus, and was featured in
the Academy’s sculpture collections.

The Count of Floridablanca and Issues with the Edition

When Ignacio de Hermosilla was appointed to the role of First Officer
of the Universal Board of the Indies in 1776, he had to step down as
the secretary of the San Fernando academy. He was succeeded as secre-
tary by Antonio Ponz, almost contiguous to the appointment of the
Academy’s new Protector, the Count of Floridablanca (1728–1808),32

who had been an honorary academician since 1773 but stepped into
this new role when he was named first secretary of state in 1777.
However, almost another ten years passed before Floridablanca
instructed the Academy to publish the existing corpus of the
Antig€uedades �arabes de Espa~na in 1786. The Academy responded to
this request, citing the aforementioned report by Jovellanos and arguing
that it would be inappropriate to publish the plates in their present con-
dition. Instead, the Academy insisted that it was important to explain
the content and historical importance of the collection and sought to
document “the principles and good taste with which the Arabs crafted
the architecture and developed the scientific analysis of these mon-
uments….”33 The Academy proposed that the project be completed
with a new trip “to Granada, to take new measurements, and to make
other completely crucial observations that are currently lacking; indeed,
we do not know the size, the purpose, the location, or even the subject
matter of a large number of the monuments [… ] It would take a

Figure 15
Plate XX from Part I of the
Antig€uedades �Arabes de Espa~na,
with the “Plano del Sitio de
Generalife” [Map of the site of the
Generalife],” unlabelled, drawn by
Jos�e de Hermosilla and engraved by
Juan Minguet (1771). Photograph:
P. Lin�es
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skilled, active, young architect a matter of months to execute this assign-
ment.”34 The report by Jovellanos was of little or no use, so under pres-
sure from Floridablanca, the new secretary Antonio Ponz (1725–1792)35

wrote a brief, detached, anonymous introduction to an initial group of
plates printed by engraver and printer Hip�olito Ricarte,36 who contrib-
uted to the Antig€uedades �arabes de Espa~na project and had been on a
scholarship in Paris from the Academy between 1763 and 1766 to
“learn the craft of printing.”37 Ricarte’s print run of two hundred exem-
plars from the Antig€uedades �arabes de Espa~na corpus was completed in
1788, and on 16 January 1789, the Gaceta de Madrid [Madrid Gazette]
advertised the collection being released by the Imprenta Real [Royal
Printing House], which retained four per cent of the sale price. By the
end of the first half of the year, twenty-four sets of prints had been sold
for 320 reales each, after which time sales slowed down until Part II of
the collection was published in 1804, with most of the prints accompa-
nied by copies of the Arabic inscriptions along with their translations
into Latin and Spanish.

This brings us to the Royal Academy of History, where coins and
Arabic inscriptions were also being studied around this time.38 Lending
his expert assistance to this research was Miguel Casiri (1710–1791),39

who was undoubtedly one of the key contributors to the Antig€uedades
�arabes de Espa~na project, not only on the strength of his work within
the Royal Academy of History, but also because he revised the drawings
and plates commissioned by the Royal Academy of Fine Arts. With
Casiri taking his time to submit his revisions, Jovellanos proposed that
the work should be finished by Jos�e Antonio Banqueri, a Franciscan and
Arabist from Granada, but in the end, it was assigned to Pablo Lozano
(1749–1822),40 who in turn revised Casiri’s work, studied the inscrip-
tions, and was responsible for the final wording published in Part II of
the Antig€uedades �arabes de Espa~na (1804), the full title of which is
Antig€uedades �arabes de Espa~na. Parte segunda, que contiene los letreros

Figure 16
S�anchez Sarabia, Tiled panel in the
Mirador de Lindaraja, Palace of the
Alhambra, 1763. Black ink with blue,
green and ochre tempera. Laid
paper, 345 � 705mm. RABASF,
Museum archive ref. MA/506.
Photograph: P. Lin�es
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ar�abigos que quedan en el Palacio de la Alhambra de Granada, y algu-
nos de la ciudad de C�ordoba. [Part II, Containing the Arabic Signs
Remaining in the Palace of the Alhambra of Granada, and Others from
the City of Cordoba.] Lozano, another one of the project’s indisputable
contributors, included a preliminary note to the 1804 edition published
by the Imprenta Real, providing an excellent summary of the lengthy
process involved in the publication and use of these prints by other
authors. Four years later, only forty copies of Part I remained, along
forty-nine copies of the Part II, and “four hundred copies of the
explanatory notes to Part II,” which were never sold (Fig. 16).41

Goya owned a full, bound copy of the Antig€uedades �arabes de
Espa~na, which he gave to the Academy as a gift in 1808. William
Morris acquired the complete works for his formidable private library
at a later (unknown) date, and the specimen is now kept in the Getty
Research Institute.
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