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FOR E WOR D

The masterpiece I present in this publication, Virgin and Child with
Musician Angels, by the Master of Belmonte, is a real find in Aragonese
Gothic painting from the second half of the fifteenth century. It is
painted on panel and in an excellent state of preservation. It incredibly
maintains its entire original polychromy, its gildings and silver leaves,
so that time does not seem to have made any impact at all, but rather
the opposite. It has kept its freshness and colorfulness as if the artist
had painted it only recently.
The scene represents the Virgin with the Child, the latter holding in
his hand a small bird with a string, which will soar up to the sky once
it is freed. Mother and Child, in turn, are flanked by exquisite angels
playing the most varied instruments so naturally that we seem to be
able to hear the melodies of praise they play. The magnificence and
richness of the composition compete with the peace and harmonious
balance the gifted artist managed to display in such a masterly
manner.
I would like to thank the enormous research work done by scholar
Alberto Velasco Gonzàlez, an undisputed expert on Spanish Gothic
painting, who was consequently capable of attributing this
outstanding piece beyond the shadow of a doubt to the Master of
Belmonte. He definitely justifies this undeniable attribution based on
his extensive knowledge, supported by accurate research. The reader
will be able to enjoy the result of this research, which significantly
contributes to disclosing one facet of fifteenth-century Spanish art.

Jaime Eguiguren
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Introduction

The author of the panel with the Virgin and Child with Musician Angels (Fig. 1) we will
discuss here is the Master of Belmonte, an active painter in Aragon around 1450-1475,
whose identity we do not know. His personality was created based on an ensemble of
retable panels from the church of St Michael in Belmonte de Gracián, a town located ninety
kilometers away from Saragossa (Spain), the capital of the Aragon community (Fig. 2).
Belmonte de Gracián – formerly known simply as Belmonte – is located along the banks
of the Perejiles river, which empties into the Jalón river, a little farther south of Calatayud.
This latter town, located twelve kilometers away from Belmonte, is the capital of the
Calatayud county (Fig. 3), made up of sixty-seven municipalities. In the north it is bounded
by the counties of Aranda and Valdejalón, and in the south by the Castilian province of
Guadalajara. To the east it borders the Aragonese counties of Campo de Cariñena and
Campo de Daroca, and to the west Tierra de Medinaceli, already in the province of Soria,
also in Castile.
With 21,000 inhabitants today, Calatayud has a very significant historical heritage dating
back to the medieval centuries (Fig. 4), just like its neighbor, Daroca. In both towns there
Fig. 1 Master of Belmonte.
The Virgin and Child with

were many painters’ workshops, well documented by different studies, which made these
towns key hubs for the painting produced in Aragon particularly during the second half

Musician Angels (detail).

of the fifteenth century. In Daroca, for instance, the great Bartolomé Bermejo and Martín

Buenos Aires, Jaime

Bernat used to work. And in Calatayud there were masters such as Domingo Ram, Juan Rius

Eguiguren.

or Pedro de Aranda, among others.
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From this important past many accounts remain in the form of Gothic altarpieces,
some of which have stood the test of time, overcoming changes in taste and the
vicissitudes of history. Thus, altarpieces are partially or fully preserved in various towns
in the current county of Calatayud, such as Arándiga, Torralba de Ribota, Calatayud,
Tobed, Paracuellos de Jiloca, Belmonte de Gracián, Maluenda, Velilla de Jiloca, Morata
de Jiloca, Monterde, Cubel, Villafeliche and Atea. There are other works from the
region that have survived till today, although scattered around museums and private
collections, such as the altarpieces and panels from Cervera de la Cañada, Paracuellos
de la Ribera, Fuentes de Jiloca, Embid de la Ribera, Tobed, Maluenda, Jaraba, the
Monasterio de Piedra (Nuévalos) and Acered.1 Still, there are many other well-known
paintings whose origin is unknown, but which, given their authorship or style, are very

Fig. 2 Map of Spain with the location of the
Autonomous Community of Aragon.

likely to come from churches in the region. We should also add the towns for which the
painters documented in Calatayud are known to have been commissioned altarpieces,
most of which have not been preserved. The list is long and plentiful, including villages
from neighboring regions: Gómara (Soria), Pamplona (Navarre), Tarazona, Bijuesca,
Jarque, Torrijo, Arándiga, Saviñán, El Frasno, Ariza, Bubierca, Alhama de Aragón,
Ateca, Calatayud, Paracuellos de Jiloca, Belmonte de Gracián, Paniza, Encinacorba,
Jaraba, the Monasterio de Piedra (Nuévalos), Maluenda, Acered, Atea, Villahermosa
and Pancrudo.2
Belmonte de Gracián is, together with Calatayud, Maluenda and Torralba de Ribota,
one of the towns for which most altarpiece commissions are known during the late
Gothic and early Renaissance period: three of them are documented and one is not, but
none of them is kept there today. Thus, we know that Jaime Arnaldín I would receive
an amount in 1480 to paint an altarpiece for Martín de Vera, a squire from Calatayud.
In 1500, his nephew and namesake hired an altarpiece of St Lucy, and five years later
painters Juan and Jaime Cardiel, from Daroca, made an altarpiece dedicated to St Anne
commissioned by María Bernat. Moreover, various compartments have survived to this

In any case, the sketch we have just drawn on the fly places us in front of an artistic richness

day from what must have been the high altarpiece in the town’s church, which are kept

that classifies Calatayud and its surroundings among the most important regions in Aragon

today in different museums and collections. These panels allowed Josep Gudiol Ricart to

concerning Gothic painting. Its active workshops and artists have left us a significant legacy

create the personality of the Master of Belmonte, but cannot be associated with any of

we are compelled to study, preserve and convey to future generations. This book merely

the documentary reports quoted above. This is the reason why the author of the Virgin

Fig. 3 Map of Aragon with the location of the

Fig. 4 General view of

seeks to acknowledge the work by such artists and by all those who have contributed over

and Child with Musician Angels examined in this book still remains anonymous.

Calatayud Community.

Calatayud.

the years to the preservation, study and promotion of those craftsmen’s work.
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The Master of Belmonte,
Late Gothic Aragonese painter

The Virgin and Child with Musician Angels is ascribed to the so-called Master of Belmonte, a
painter about whom we know rather little, since the provenance of only one of his preserved
works is known, namely, the compartments of an altarpiece from the church of St Michael
in Belmonte de Gracián. This and other signs lead us to assume that the altarpiece to which
the panel under study belonged came from some church in the same region.
The personality of the Master of Belmonte was created by Josep Gudiol Ricart in 1955,
in a short epigraph of his celebrated book Pintura Gótica, included in the Ars Hispaniae
collection.3 He classified the painter among those Aragonese masters from the second half
of the fifteenth century associated with late Gothic language, of clearly Flemish descent, and
dated his activity to 1445-1480, along with other painters who were involved in the so-called
“Jaume Huguet’s Aragonese entourage”. At that time Huguet, the great Catalan painter
from the late Gothic period, was thought to have also worked in Aragon – a hypothesis
that has been rejected by specialists –, and hence a number of Aragonese works had been
attributed to him, which are currently associated with different masters.4 Huguet was also
believed to have influenced a large group of artists who were active in the current provinces
of Saragossa and Huesca, including, among others, Martín de Soria, Tomás Giner, Juan de la
Abadía, Bernat d’Aras, Arnau de Castellnou, the Master of Morata, Pere García de Benavarri
and, of course, the Master of Belmonte.

Fig. 5 Master of Belmonte.
Miracle of Mont Saint-Michel
from the high altarpiece of the

Gudiol created the personality of the Master of Belmonte based on a set of panels that had
been made known some years before by Chandler Rathfon Post.5 The Harvard University
professor briefly studied a panel representing the Miracle of Mont Saint-Michel (Barcelona,

church of St Michael in Belmonte

Museu Nacional d’Art de Catalunya, inv. 15948, 106.5 x 53.5 cm) (Fig. 5),6 which the

de Gracián. Barcelona, Museu

Barcelona Museum Board (Junta de Museos de Barcelona) had purchased in 1918 from the

Nacional d’Art de Catalunya.

antique dealer brothers Carles and Sebastià Juñer, together with other panels of the fifteenth

18

V IRGIN A ND CHILD W I TH MUSICI A N A NGEL S The Master of Belmonte and Late Gothic Aragonese Painting

19

Fig. 7 Master of Belmonte. Calvary from the high altarpiece of the church of

Fig. 8 Master of Belmonte. Calvary from the high altarpiece of the church of

St Michael in Belmonte de Gracián. Photo taken while in the Juñer brothers’

St Michael in Belmonte de Gracián. Madrid, private collection.

possession.

Post, however, was able to see in the Juñers’ possession various panels that must very probably
have been part of the Belmonte altarpiece.9 One of them showed a full-length representation
of St Michael fighting the devil, kept today at the Metropolitan Museum of Art in New York
(inv. 55.120.2, 217.2 x 119.4 cm) (Fig. 6).10 According to the dedication and the size, we
should assume that it was the main panel in the ensemble, since the patron of the Belmonte
church was the Princeps Militiae Caelestis. The saint follows a pattern that proved quite
widespread among Aragonese painters in the second half of the fifteenth century, and that
we find again in the Coronation altarpiece that presides over the Florida chapel in the Teruel
century coming from the Aragonese territory. The purchase documentation clearly states

Cathedral, executed by the Master of Florida, as well as in an Aragonese panel currently for

that the only one of them originating in the church in Belmonte is that of the aforesaid

sale in London (Sam Fogg) ascribed to the same painter.11 We will see below that the same

miracle.8 The report by the antique dealers seems plausible, since the church in Belmonte is

pattern in the Belmonte panel is repeated in a compartment attributed to the Master of

dedicated to St Michael and the painting with the Miracle of Mont Saint-Michel must have

Miguel del Rey (Fig. 33), a painter who was active in the Calatayud area shortly before the

been part of an altarpiece dedicated to that saint. This would imply that it belonged to the

author of the Belmonte altarpiece.

7

old high altarpiece, the one that presided over the main altar in the church.
Judging by the iconography, the American specialist suggested a common origin for the
Chandler Rathfon Post wrongly ascribed to the same altarpiece two compartments with
the Mass and the Procession of St Gregory (Barcelona, Museu Nacional d’Art de Catalunya,
inv. 24130 and 24131) that had been part of the same lot of paintings bought from the
Juñers. He attributed them, together with the former, to Martín de Soria, although it is
obvious that only the last two match that painter’s style and, therefore, they could hardly

St Michael and the Miracle of Mont Saint-Michel, but he also included in the ensemble
Fig. 6 Master of Belmonte. St
Michael vanquishing the devil
from the high altarpiece of the
church of St Michael in

other compartments preserved around that time by antique dealers Juñer. We refer here
to a Calvary whose whereabouts were unknown until recently, and which we only knew
through old photographs (Fig. 7).12 Fortunately, we have been able to locate it in a private

Belmonte de Gracián. New

collection in Madrid, which has helped us to study it carefully (Fig. 8).13 The work (121.5

share the provenance of the compartment of the Miracle of Mont Saint-Michel, originating

York, The Metropolitan

x 122 cm) is in a very good condition and undoubtedly shows the same style as the

in Belmonte de Gracián.

Museum of Art.

compartments mentioned so far, so we confirm its attribution to the Master of Belmonte.
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We should add that its width is the same as that of the St Michael kept in New York, so its
ascription to the same altarpiece seems feasible. In addition, they have the same type of reserves,
wide and black. The panel shows the characteristic composition of the crucifixion in its most
populated version, with Christ in the middle, the Marys and St John the Evangelist to the left
of the viewer, as well as a crowded detachment of Roman soldiers anachronistically dressed in
the medieval fashion. First, on the right, three soldiers are wagering Christ’s robe (Fig. 9), while
behind the Marys we can see Longinus, the soldier who thrust his lance into Christ’s side and
eventually converted to Christianity. Hence he piously has his hands together as in prayer.
One of the most interesting issues as regards this Crucifixion is that it shares a series of
compositional and figurative aspects with two works by one of the painters who were active
in the Calatayud area during the 1430s and 1440s, that is, during the International Gothic
period. We are referring to the author of the altarpiece of St Nicholas at the church of saints
Justa and Rufina in Maluenda (Fig. 26), which in the main compartment shows the donor
kneeling down, a certain Miguel del Rey, whom he’s identified thanks to an inscription. As
we will analyze below, we have named this painter the Master of Miguel del Rey. What we
can see clearly is that the Master of Belmonte copied this previous painter’s composition.
It is equally remarkable that the Master of Miguel del Rey should have represented the
same subject matter again, almost with an identical pattern, on a panel kept in the church
of St Mary in Calatayud (Fig. 27), where we can see the same gestures and attitudes in
the characters as in the previous panel. Thus, we should assume that it must have been an
ordinary scheme in his workshop and that the Master of Belmonte knew it firsthand.
Concerning the remaining panels that might have been part of the high altarpiece in
Belmonte de Gracián, we have further doubts about whether what could have been
the predella belonged to that ensemble or not; this was the one Post saw in the Juñers’
possession, and which showed the Last Supper, the Washing of the Apostles’ Feet, Jesus’ Prayer
in the Garden, the Arrest of Jesus, Christ before Pilate and the Flagellation of Christ.14 Post did
not reproduce any photograph of this predella; neither is any image whatsoever available in
the dossier pertaining to the Juñer collection in the archives of the Institut Amatller d’Art
Hispànic in Barcelona. Therefore, we are not acquainted with its physical appearance, which
makes it difficult to confirm or deny its authorship and whether it belonged to the Belmonte
de Gracián altarpiece or not.

Fig. 9 Master of Belmonte.
Detail of the Calvary from
the high altarpiece of the
church of St Michael in

Still concerning the panels in the Juñers’ possession, we should point out that among the

Belmonte de Gracián.

images held in custody at the Institut Amatller d’Art Hispànic there are also three photos,

Madrid, private collection.
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Fig. 10 Master of Belmonte.
Prophets David and Solomon.
Detail of an altarpiece predella
probably from the church of St
Michael in Belmonte de
Gracián. Photo taken while in
the Juñer brothers’ possession.

Fig. 13 Master of Belmonte. Altarpiece predella probably from the church of St Michael in Belmonte de Gracián. Photo taken while in the Juñer brothers’ possession.

each showing a couple of prophets (David and Solomon, Daniel and Habakkuk, Jeremiah
and Isaiah), which certainly belong to one of the typical sub-predellas commonly found in
the Aragonese late Gothic period along with predellas dedicated to the Passion (Fig. 1012).15 A fourth, more recent, image (Fig. 13) shows the complete sub-predella, framed by a
modern woodwork that must have been added upon its entry into the art market. The data
Fig. 11 Master of Belmonte.

associated with this photograph show that the work was for sale in Madrid in 1981, and

Prophets Jeremiah and Isaiah.

include its dimensions, 45 x 210 cm.16

Detail of an altarpiece predella
probably from the church of St

Post already referred to this second predella he saw in the Juñers’ possession, although he

Michael in Belmonte de

did not relate it with the group of panels we are discussing, but rather ascribed it to an

Gracián. Photo taken while in

anonymous Aragonese master.17 Its style, instead, points towards the Master of Belmonte,

the Juñer brothers’ possession.

as may be noticed if we compare some of the faces with those in the St Michael at the
Metropolitan Museum of Art (Fig. 6), in the Miracle of Mont Saint-Michel (Fig. 5), or in
the Virgin and Child with Musician Angels (Fig. 32). In addition, the prophets show a very
characteristic treatment of features and hair, identical to those we find in the Longinus in
Fig. 14 Master of Belmonte. Centurion
Longinus. Detail of the Calvary from the high

the Calvary from Belmonte de Gracián (Fig. 14). Another aspect that connects this predella
with the painter’s works and the panels from Belmonte de Gracián lies in the gildings,

altarpiece of the church of St Michael in

since they match the typical punching we find in the Calvary (Fig. 8), or in other works

Belmonte de Gracián. Madrid, private

such as the altarpiece of St John the Baptist (Fig. 15). They are arranged as circles around the

collection.

characters, with one portion totally flat and no work outside of them. This might suggest
that the woodwork was laid above the surface without punching. In short, and taking into

Fig. 12 Master of Belmonte.

account the coincidences above and the fact that it belonged to the same owners, we should

Prophets Daniel and

not dismiss that this predella with prophets might also have been part of the St Michael

Habakkuk. Detail of an
altarpiece predella probably
from the church of St Michael

altarpiece from Belmonte de Gracián.

in Belmonte de Gracián. Photo

As we have seen, the Juñer brothers owned various panels made by the same painter,

taken while in the Juñer

acknowledging that one of them, the Miracle of Mont Saint-Michel, came from the church in

brothers’ possession.

Belmonte de Gracián. It is difficult to confirm beyond the shadow of a doubt that all of them
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should have been part of a single ensemble given the limited information available, but there
is certainly a clear relationship as to subject matter between two of them, both dedicated
to St Michael. The Calvary (Fig. 8), moreover, has the same width and the same blackcolored reserves as the central panel in the alleged ensemble, which is the compartment
kept at the Metropolitan Museum of Art. Beyond this, the rest are merely conjectures,
since we are not even familiar with the physical appearance of the compartments dedicated
to the Passion formerly in the predella, and the second predella with prophets provides no
conclusive evidence of its possible ascription to the altarpiece. In any case, the fact that all
these panels should have belonged to a same owner gives us food for thought and helps to
keep the hypothesis of a common origin in force.
As regards the documentation, there are different archival references to altarpieces painted
for the church in Belmonte de Gracián during the second half of the fifteenth century, but
none of them can be directly associated with this alleged altarpiece dedicated to St Michael.
Thus, we know that on April 9, 1480, painter Jaime Arnaldín I, a resident of Calatayud,
admitted having received from Martín de Vera, a squire from the same city, 700 sueldos
jaqueses as advance payment for an altarpiece he must paint for the town of Belmonte.18
Some years later (1500), his nephew and namesake would be commissioned to paint an
altarpiece dedicated to St Lucy, whose predella is said to have been preserved at the Daroca
Museum, although its identification is controversial.19 The subsequent report known is dated
even later (1505) and involves the commission given to painters Juan and Jaime Cardiel,
from Daroca, for an altarpiece dedicated to St Anne.20 Out of all these, the only report that
could chronologically match the altarpiece by the Master of Belmonte is the first one, but we
have no evidence for suggesting a direct connection between work and document.

Fig. 15 Master of Belmonte. Altarpiece of St John the Baptist. Barcelona, Museu Nacional d’Art de Catalunya.

One of the main works that Gudiol would ascribe to the Master of Belmonte was an
altarpiece dedicated to St John the Baptist, of unknown provenance, then kept in the
collection held by the famous architect from Barcelona Josep Lluís Sert (1902-1983). He
emphasized that the work had “interest and emotionality”.21 Today the body of the altarpiece
is kept at the Museu Nacional d’Art de Catalunya (inv. 122664, 209 x 185 cm) (Fig. 15),
whereas the predella is owned by Palau Antiguitats (Barcelona) (52.5 x 194 cm) (Fig. 16).
The altarpiece had been made known by Post some years before, while it was owned by the
antique dealer from Madrid Juan Lafora, who attributed it to the Master of Siresa or his
circle.22 Previously, and as stated on a label stuck on the back of the predella,23 the ensemble
would be part of the collection held by Santiago Alba Bonifaz (1872-1949), who served
at various ministries under Alfonso XIII.24 However, the work was dismembered into two

Fig. 16 Master of Belmonte. Predella from the altarpiece of St John the Baptist. Barcelona, Palau Antiguitats.
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by the antique dealer from Barcelona Maragall (Sala Parés) after 1950, since the altarpiece
still appears complete on a photograph taken that year and kept at the Institut Amatller
d’Art Hispànic (Fig. 17).25 It was certainly at that moment that Maragall sold to architect
Sert the main body, which was donated in 1985 to the Museu Nacional d’Art de Catalunya
by his widow, Ramona Longàs. The predella, instead, must have been sold by Maragall to
Ricardo Viñas Geis (1893-1982), also from Barcelona, a famous textile manufacturer who
developed a well-known passion for books, ceramics and, above all, ancient textiles.26 This
part of the altarpiece remained in the Viñas family possession until few years ago, when it
was purchased by its current owner.
In 1971 Josep Gudiol published one of his key works, Pintura Medieval en Aragón, where
he included the only catalogue raisonné ever made of the Master of Belmonte’s works.27
This catalog was arranged based on the photographs held at the Institut Amatller d’Art
Hispànic in Barcelona, an institution directed by Gudiol himself. Today, thanks to the work
led by this researcher and his successors at the head of the institution, we have graphic
access to each of the works included in said publication, based on the images held in the
dossier devoted to the painter. Gudiol articulated an excessively lavish catalog for the Master
of Belmonte, as many of the paintings attributed to him do not show the same style. In this
sense, he ascribed to him twelve works including complete and fragmentary altarpieces, which
we propose reducing to three sets: the altarpiece from Belmonte de Gracián, the one of St
John the Baptist, and a group of two panels made up by the Virgin and Child with Musician
Angels – the work that gives rise to this book – and a Presentation of Jesus in the Temple that we
suggest ascribing to the same altarpiece as the former and that we will analyze in detail later on.
We will briefly try to justify here this significant reduction of the catalog for the painter’s
works. We will not address a series of works that Gudiol attributed to him, but we will do
so later on, when we briefly review the personalities of the Master of Velilla and the Master
of Monterde, to whom they are attributed today. Instead we will make some short notes
about other paintings, by unknown authors, which we think should be withdrawn from the
catalog of the Master of Belmonte’s productions. We refer, first, to a St Engratia from the
collection of Gaspar Homar28 that, judging by its style, is very close to Martín de Soria. We
can see it in the faces of the characters kneeling down at Engratia’s feet, which are similar to
Fig. 17 Master of Belmonte. Altarpiece of St John the Baptist. Year 1950.

those of the characters in the aforementioned Mass and Procession of St Gregory at the Museu
Nacional d’Art de Catalunya. Also, the saint resembles a lot the St Catherine in the altarpiece
commissioned by Miguel de Valtueña to Martín de Soria in 1459, from which some panels
are kept at the Museo de Zaragoza.29
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Gudiol included in the painter’s catalog a main compartment of the altarpiece with the
representation of St John the Baptist, which he labeled as for sale in Barcelona.30 At the
Institut Amatller d’Art Hispànic two photographs of this work are held, one of which

29

The Calatayud “school” of painting
during the late Gothic period

certifies that it was owned by antique dealer Florencio Milicua. The second one, in turn,
shows it in 1961 in a private collection in Madrid.31 The saint’s full-length figure follows a
model that was highly successful in Aragon during the second half of the fifteenth century.
It shares some characteristics with the main figure in the altarpiece at the Museu Nacional
d’Art de Catalunya (Fig. 15), but the style of the face suggests a different painter, albeit not
too remote from the Master of Belmonte. Specifically, it is the same painter who may be
attributed a panel with St Fabian and St Sebastian from Paracuellos de la Ribera, later held

As we have just seen, the Master of Belmonte is a painter with only a few well-known works.

in the Aubá collection in Saragossa. The type of features, sharp and expressionistic, is close

Very few pictorial ensembles made by him are preserved, and among those which have

to the solutions used by other painters active in the areas of Daroca and Calatayud at the

survived to this day only one gives us information about the geographical area where he

time, such as the Master of St Thomas, the Master of Cervera de la Cañada, or the Master of

must have worked: the panels from the church of St Michael in Belmonte de Gracián, which

Belmonte himself. Whatever the case, the panel cannot be ascribed to any of them, although

have helped to determine his artistic personality.
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it was undoubtedly executed by an artisan with similar stylistic coordinates.
Belmonte de Gracián is a small town near Calatayud, a city that, during the second half
Equally wrong is the attribution to the Master of Belmonte of a predella from the altarpiece

of the fifteenth century, stood out as a major painting production center. This has been

with the episode of Christ before Pilate, the Christ Man of Sorrows between the Virgin and

shown by Fabián Mañas’ studies,36 followed by other authors.37 Therefore, it would only be

St John the Evangelist, and the Lamentation over the Dead Christ, which Gudiol placed in

logical to think that the maker of the altarpiece in Belmonte was one of the painters residing

Walmsley Vicarage (Egerton). Certainly, we find here a painter from the same pictorial

in Calatayud, although it should not be ruled out that it may have been an artisan from

entourage, who cannot however be identified as any of those mentioned so far. His expressive

Saragossa, which was at that time one of the most significant painting production centers

faces slightly recall those by the Master of St Thomas, a painter active in the Daroca area.

throughout the Crown of Aragon. Or else, why not, from the nearby city of Daroca, where
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there are also artists documented around that time and where Bartolomé Bermejo would
Finally, in the Master of Belmonte dossier kept at the Institut Amatller d’Art Hispànic there

settle shortly afterwards.38 In any case, the formal associations between the works made by

is a photograph of a work that Gudiol did not include in his 1971 publication, probably

the Master of Belmonte and works by painters who were active in the same region, such as

because he became aware of it afterwards. We refer to a Virgin and Child with Angels to which

the altarpiece of the hermitage of the Virgin at the castle of Monterde, or the works by the

we have access through a photographic negative from the Institute Royale du Patrimoine

Master of Velilla and the Master of Miguel del Rey, lead us to think that it must have been a

Artistique (KIKIRPA) in Brussels. While its style prevents us from associating it with our

master who had been residing or active for a few years in the same area as the previous ones.
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painter, the Aragonese provenance of the work seems clear.
Traditionally, Saragossa and Huesca had been the most significant Aragonese cities in
historiography as regards the location of painting workshops, but Mañas’ studies, supported
by important documentary findings,39 showed that between 1460 and 1500 – and even earlier
– Calatayud was an important altarpiece production center that supplied many churches in
the region. It is remarkable how the painters residing there built a network of relationships,
through apprenticeship or partnership contracts, agreements, or marriage covenants, from
which we can infer that some of them were interested in exerting certain control over the

30

V IRGIN A ND CHILD W I TH MUSICI A N A NGEL S The Master of Belmonte and Late Gothic Aragonese Painting

31

market. For example, out of the total number of altarpieces commissioned in Calatayud during
the last third of the fifteenth century, thirteen were made by a duo of painters.40
Documents and preserved works seem to show that two of the masters who dominated the
pictorial landscape in Calatayud during the last quarter of the fifteenth century were Pedro
de Aranda, whose works are unknown, and Domingo Ram (doc. 1464-1507), the maker
of the high altarpiece in the church of saints Justa and Rufina in Maluenda, preserved in
situ to this day (Fig. 18).41 Yet the Master of Belmonte’s style, though echoing International
Gothic style, evokes an immediately preceding moment, between 1450 and 1475. We
should also consider that the period when the altarpiece in Maluenda was painted, between
1475 and 1477, was a time when the painters from Calatayud seem to have maintained and
shared very marked traits, as we can see when comparing Ram’s style with that of painters
such as the Master of St Vincent, who made the altarpiece of St Vincent, St John the Baptist
and the Magdalene preserved at the Museo de Arte Sacro in Calatayud;42 the Master of
Armisén, named after an altarpiece preserved at the Metropolitan Museum of Art;43 or the
Master of Morata, who made the altarpiece of the Descent from the Cross in the church of
Morata de Jiloca, whose personality has been recently revised for a new grouping of works
including different authors.44 In such works, the sweet and mannered component of the
International Gothic style has completely disappeared, to adopt a language of Flemish
influence. However, the Master of Belmonte is a painter who still shows the traces of the
International Style, as it usually happens with painters who went through the transition
from one language to another.
Since the Master of Belmonte most certainly developed his career shortly before the emergence
of Domingo Ram’s workshop, in finding out about his identity the most logical approach
would be to search among the painters who were active in Calatayud before him. In the light
of the documents, the most prominent ones were Pedro de Aranda, Juan Arnaldín, Juan Rius,
Jaime Arnaldín I and Jaime Arnaldín II. Therefore, behind any of them we could probably find
the artistic personality of the master we are studying, although some of them may be beyond
the chronology we have established for our painter. This is also the case of other anonymous
painters who were active in the region in those years, such as the Master of Maluenda, the
Master of Velilla, the Master of Monterde or the Master of Cervera de la Cañada.
Among the painters we have found documented in Calatayud within the chronological

Fig. 18 Domingo Ram and
Juan Rius. High altarpiece

period that interests us, there is a saga that should be considered as key to the development

of the church of saints Justa

of the second generation of the International Style and the emergence of the earlier Flemish

and Rufina in Maluenda.
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Fig. 19 Sanctuary of the
church in Torralba de
Ribota with its different
altarpieces.

influences: the Arnaldíns. This lineage seems to have started with Benito Arnaldín, who lived
and worked approximately from 1380 to 1435. We are acquainted with his style through an
altarpiece signed by himself: the retable of St Martin in Torralba de Ribota,45 a town located
just a few kilometers away from Calatayud. There is also a panel with the representation of

Fig. 20 Master of
Torralba. Altarpiece of
St Andrew in Torralba
de Ribota.

St Quiteria, which is signed by the master. Stylistically, he is a painter who is fully connected
with the International Gothic style, but he is of interest to us because he is the first of a family
for different churches, such as the one he made for the preachers’ monastery in Calatayud,

who, in the following years, would be key players in the painting market in the region.

which had been finished by 1446. In 1472 María López de la Rúa commissioned him to make
46

an altarpiece dedicated to the Magdalene, and that year squire Jimeno de Liñán commissioned

Juan Arnaldín (doc. 1433-1492) had seven children, one of whom was a painter called

him to make another one in collaboration with his son-in-law, Jaime de Valencia. The churches

Jaime Arnaldín II, to be discussed later on. It is unknown whether Juan was trained at his

to which these last two commissions were meant are unknown.50 He also painted chests and

father’s workshop, although at a given time he must have moved to Saragossa, where he

curtains, and tried to control the market prices in this area, as shown by a contract entered into

is documented for the first time in 1433. This is when he helps his brother Jaime enter

with painter Antón de Santorquart, who was also a resident of Calatayud.51

He is known to have had three sons who also engaged in painting: Juan, Jaime and Benito.

Pascual Ortoneda’s workshop, with the painters Juan de Longares and Blasco de Grañén,47
the main painter from Aragon at that time, signing as witnesses. The agreements must not

Based on the stylistic similarities between the altarpiece of St Martin in Torralba de Ribota,

have been satisfactory, since two years later Jaime entered Blasco de Grañén’s workshop as an

signed by Benito Arnaldín, and the retables of St Felix and St Andrew in the same church

apprentice, and again with the help of his brother Juan.

(Fig. 19), Fabián Mañas considered that their author had to be someone close to the previous

48

one,52 and so he attributed them to Juan Arnaldín, together with the rest of the works that
The relationship between Arnaldín and Blasco de Grañén must have been sustained over time,

critics used to associate with the Master of Torralba.53 Some of these works, such as the

since on February 5, 1440, as well as on May 20, 1445, the former acts as a witness for the

altarpiece of St Andrew in Torralba de Ribota (Fig. 20), have been dated to between the

latter, in both cases as a resident in Saragossa. Since 1446, however, Arnaldín has been listed

1430s and the 1440s, which is understandable considering their significant International

as a resident of Calatayud. There are several documentary references to altarpieces he painted

Gothic base. If the identification of the Master of Torralba with Juan Arnaldín were feasible,

49
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we would need to ask ourselves about the painter’s style after the middle of the century and,

reported as painted by him for the towns of Ateca (1497) or Ibdes (1499), in collaboration

particularly, about his adaptation to the new language of Flemish influence, especially taking

with Bartolomé de Verdeseca, besides the painting of the organ in the church of St Mary

into account that he was active until 1492.

Major in Calatayud (1499).66 Anyway, his personality does not interest us, since his career

54

reaches into the first years of the sixteenth century, a little beyond the period when the
Another of Benito’s sons who engaged in painting was Jaime Arnaldín I, who is documented

Master of Belmonte must have been active.

in Calatayud as from 1474. Coincidence in time with his nephew and namesake, who was
also a painter, is the reason why it is not always easy to distinguish one from the other.

Among the painters documented in Calatayud coinciding with the activity of the Master

He appears for the first time in Saragossa, still a child, when in 1433 he entered Pascual

of Belmonte, we can also find Pedro de Aranda (doc. 1464-1499),67 who appears for the

Ortoneda’s workshop as an apprentice, endorsed by his brother Juan, as we have already

first time in the town in 1464,68 when he participates in an agreement involving also

seen. Finally, he trained with Blasco de Grañén, in whose workshop he was enrolled from

Domingo Ram, Antón de Santorquat and Juan Arnaldín – the last one as a witness. His

1435 to 1442. When he entered that master’s workshop, according to the document where

last documented appearance is dated October 1499, when he received an amount for the

the professional relationship was established, Jaime was aged 14 “or over”. The document

gilding of the organ of St Mary Major in Calatayud. We are certain that he had already

also states that he was the son of the deceased Benito Arnaldín, a painter from Calatayud.
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died by 1504, since his wife declared herself a widow at that time. We usually find him

Once the learning stage was over, he may have remained professionally related to Blasco de

being commissioned to make works in collaboration with other painters or establishing
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Grañén, since he signs as a witness on two documents dated 1443 and 1445 related to him,

different kinds of alliances, which shows a curious professional profile. He worked this

coinciding with the chronological period in which his brother Juan did likewise. On these

way many times with different members of the Arnaldín family. For instance, he was

documents, Jaime is presented as a painter from Saragossa, and it is unknown whether he

Juan Arnaldín’s legal representative in 1470, and six years later he acted as his witness –

ran a workshop in that city with his brother, or whether he was still working as a qualified

with painter Juan Rius – in an agreement signed by Juan Arnaldín and painter Alfonso

journeyman for Grañén, who received many commissions at the time. We do not either

de Támara. In 1480 he was commissioned to make an altarpiece with his brother, Jaime

know when he left Saragossa, but it is a fact that, as from 1474, he appears on the documents

Arnaldín I, for the church in Pancrudo.
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as a painter in Calatayud. While based there, he was commissioned to make altarpieces for
the cities of Bijuesca (1474), Belmonte de Gracián (1480), Pancrudo (1480), Calatayud

Pedro de Aranda collaborated widely with another of the most prominent painters
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(1482 and 1492) and Sabiñán (1488-1494). As is the case with his brother Juan, his style

from Calatayud in those years, Domingo Ram, with whom in June 1472 he signed a

is not clear to us, although there have been proposals by specialists. In this regard, Lacarra

professional partnership agreement for a term of five years.69 Later, in August, Pedro

proposed identifying him with the author of a panel preserved at the Museu Nacional d’Art

de Aranda and Ram entered into an agreement, probably based on the previous one,

de Catalunya (inv. 3944) signed by a certain “Jacobus”. However, Macías has ruled this

whereby Juan Rius, a resident of Calatayud, would be in charge of drawing, finishing the

out, claiming that this work should be dated to around 1400.

stories and applying the gildings on the retables that had been commissioned to them.
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Since Rius settled in Maluenda (1469) and Calatayud (1470), not only was he associated
The third member of the family we should mention here is Jaime Arnaldín II, son of Juan

with Ram or Aranda – with whom he was commissioned to make an altarpiece for the

Arnaldín and nephew of Jaime Arnaldín I. The fact that he shared the name and trade with

town of Gomara in 1474 –, but he also appears next to Juan Arnaldín. Rius’ arrival

his uncle creates some confusion in trying to distinguish one from the other when analyzing

in Calatayud (1470) must have been crucial, 70 and this is reflected in the fact that his

the documents in detail.62 It is not clear, for example, whether the altarpiece executed by

role in the Aranda-Ram society was not secondary at all. His proficiency in the gilding

Jaime Arnaldín for Arándiga, for which he was paid the last installment in 1491, was made

technique must have been remarkable, which can be inferred from the previous reference

by uncle or nephew. Anyway, it seems that Jaime Arnaldín I disappeared in 1494, so any

and from a second one, from August 1470, where we can see he agrees to teach two

data after that date should be related to the other. A trip made by him was documented

Jewish goldbeaters how to “fazer aguas fuertes para saber de partir el oro del argent e cullir

in 1474 to Valencia, where he is said to have gone for training, and there are altarpieces

el oro por su part et el argent por la suya”.71
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Reports such as the ones we have mentioned most probably prove we are before a gifted

For instance, there are works commissioned for the towns of Calatayud (1470, 1471, 1486,

and renowned master, and this is why Domingo Ram must have collaborated with him in

1488 [two altarpieces], 1493 [two altarpieces], 1499), Ariza (1472-1476), Gomara (1474),

one of the most important painting projects carried out in the region at that time, which

Tarazona (1481), Jarque (1484), Villahermosa (1484), Torrijo (1492-1493), Alhama (1497-

is fortunately preserved to this day: the retable of saints Justa and Rufina in Maluenda

1499) and Paracuellos de Jiloca (1499). Unfortunately, so much professional activity was not

(1475-1477) (Fig. 18). Juan Rius’ activity in the Calatayud area also illustrates the arrival

rewarded by the preservation of his works, even though there have been attempts to identify

of artists who had previously developed their activity in Saragossa in Blasco de Grañén’s

them: Fabián Mañas, for instance, suggested that Aranda may have been behind the Master

entourage, as we have seen with Juan and Jaime Arnaldín. Rius is thus documented as a

of Morata.78
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painter in the city of Saragossa between 1452 and 1482 – where he appears next to the
aforementioned Grañén, Martín de Soria, Jaime Romeu, or Salvador Roig –,73 but in 1469

The list of painters residing in Calatayud may include more names, although we should

he is already residing in Maluenda, and the next year in Calatayud, where he is documented

assume they refer to less important masters than the aforementioned ones, especially due to

until 1476. Then we can assume that, once his intervention in the altarpiece of saints Justa

their more limited presence on the documents. One of them is Antón de Santorquart (doc.

and Rufina in Maluenda had finished, he must have come back to the capital city of Aragon.

1464-1483),79 who is first documented in 1464 with Juan Arnaldín, signing a professional
agreement, and who is known to have been commissioned to make a couple of altarpieces for

Despite the large amount of data we have about Juan Rius’ career, we cannot attribute

churches in Calatayud and Encinacorba during the 1480s. A less known painter is Jaime de

any works to him with certainty. Some hypotheses have been formulated in this regard,

Valencia,80 Juan Arnaldín’s son-in-law, who in 1462 was commissioned to paint a retable for

such as Judith Berg-Sobré’s, who suggested a possible identification with the Master of

the church of San Pedro de los Francos in Calatayud. Ten years later, he appears collaborating

Bonnat, although not very enthusiastically due to the lack of clear documentary or stylistic

with his father-in-law in painting an altarpiece commissioned by squire Jimeno de Liñán.

evidence. Rosa Alcoy, in her study of the Master of St George and the Princess, included

Other names could be mentioned, but most of them correspond to either less well-known

Rius among the different names of painters proposed as candidates to whom his identity

masters, such as Juan del Pueyo (1451), Pedro Támara (1456), Alfonso de Támara (1472-

could be attributed. We will, in turn, in the last chapter of this book, introduce yet another

1476), Guillén de Olzina (1472) or Pascual Mayor (1474),81 or else to painters who started

possibility: that Juan Rius may be behind the personality of the Master of Belmonte. In any

working in the 1480s, which goes beyond the Master of Belmonte’s time horizon.
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case, we are aware that this is just another proposal to be added to the previous ones.
There is a name which does deserve to be mentioned: the exceptional case of Violant de
Another of Pedro de Aranda’s preferred partners was Bartolomé de Verdeseca, who was

Algaraví, one of the very few female painters documented in the Hispanic Middle Ages,

his son-in-law and with whom he appears documented as from 1489. Together they were

who was born and resided in Calatayud.82 She came from a well-off family and must have

commissioned in 1497 to make an altarpiece for Alhama and, two years later, another one

received a good education, since she could read and write and was in charge of the household

for Paracuellos de Jiloca. They both participated in a curious professional alliance signed in

accounting. She first married a converted merchant from Daroca, and her second husband

1495 with two painters from Daroca, Juan Cardiel and Juan de Bruecelle, who were also

was a notary from Calatayud. Violant’s will, dated 1474, together with other documents,

father-in-law and son-in-law. The contract stated that they all would share any profit and

provides valuable information about her and her everyday life. She was cultured and devout.

loss in any commission exceeding one hundred sueldos, which was a clear non-aggression

She had a book of hours, and she was also devoted to the precepts of the order of St Dominic.

pact and an agreement for the control of the painting market.

This is why she asked to be buried in the monastery of St Peter Martyr in Calatayud, in the
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chapel of St Thomas Aquinas, to which she left 300 sueldos for the execution of an altarpiece.
This network of relationships, collaborations and alliances shows Pedro de Aranda as one

Regarding her painting career, she stated in her will that “Item, lexo, quiero ordeno et mando

of the major catalysts for painting in Calatayud for four decades. That Aranda must have

que sian dadas et restituydas las cortinas que tengo a pintar, a cada uno lo suyo, a sus duenyos,

been a very important painter is shown by the fact that there are documents regarding a

pagando lo que deven pagar et dar del pintar”. She was therefore a painter of curtains, but it is

large set of altarpieces commissioned to him, in addition to other less substantial works.

unknown whether she also painted small-sized devotional panels or altarpieces.
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This group of painters documented in Calatayud during the third quarter of the fifteenth
century, with whose style we are not familiar, should be associated with different anonymous
masters who worked in the region during the same period, and who made a large number
of works for different churches. Cross-checking information does not yield a very positive
result, although we will certainly find some from the second group behind some from the
first. This uncertainty is one of the main handicaps we have to cope with, since it leads us
to a dead end inhabited by most of the painters who were active in that region from 1440
to 1500. In fact, the only one whose style is perfectly known is Domingo Ram, thanks to
the documents proving he made the altarpiece of saints Justa and Rufina in Maluenda. In any
case, the work we know to be part of the aforementioned set of anonymous masters shows
them as a group of professionals who shared stylistic features, which reveals the circulation
of models within a region with Calatayud as the center.
All of them, including documented painters and anonymous masters, worked in a very
significant moment in the development of Aragonese Gothic painting, when the transition
occurred from the International Gothic language to one of Flemish influence. This is a
process in the Aragonese region which is not fully understood yet, although details are
gradually being discovered about the nature of the changes. Just to cite one case, it is worth
83

Fig. 21 Master of
Velilla. St Martin and
the Beggar. Boston,
Museum of Fine Arts.

briefly mentioning the Master of Velilla’s personality, one of the first Aragonese painters who
echoed Robert Campin’s compositions.84 Thus, the Adoration of the Child of the altarpiece
in the church of Velilla de Jiloca reminds us of the Nativity at the Musée des Beaux-Arts in

(inv. 24338) (Fig. 21).88 It shows St Martin of Tours sharing his cloak with a beggar before the

Dijon, associated with Campin. This is clear for us in the position of Mary, who is on her

doors of Amiens, which was undoubtedly made by an Aragonese author. The links between

knees, with her cloak with broken folds spreading out on the floor. We can also see this in

this painter and the Master of Belmonte are quite clear, to the extent that Gudiol once
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the Child’s location, right on the floor, completely naked, or in the structure of the stable.

attributed the altarpiece to the latter.89 We find here a master bearing the same figurative

On the main panel, where the Virgin and the Child are surrounded by angels, Nordic echoes

culture as our painter, and hence he should be considered as one of the painters who were

are revealed in the figure of Mary, which shows influences from Jan van Eyck’s models, as

trained during the International Gothic period and who, at a given time, were seduced by

can be seen when compared with the Virgin of the polyptych in the church of St Bavo

the Nordic forms that emerged in the Crown of Aragon after 1445-1450. This intermediary

of Ghent, and especially with the Madonna of Canon van der Paele (1434-1436), at the

role played by the Master of Belmonte and the Master of Velilla is found both in style and

Groeningemuseum (Fine Arts Museum of Bruges).

compositions, since they have many points in common. One of these links is the influence
by one of the great masters of the international style in the Crown of Aragon: the painter

The Master of Velilla is an author from the mid-fifteenth century, with very few works

from Barcelona Bernat Martorell.90 The links could be extended to other matters, such as the

known, but to whom new paintings have been recently attributed.86 His personality was

type of faces, with very marked features, or the type of gildings on the backgrounds, with

determined based on the aforementioned altarpiece in Velilla de Jiloca, a town located

a predominance of punching without the embossed reliefs that are typical of International

just a few kilometers away from Belmonte de Gracián. Several compartments have been

Gothic style, although these are seen in some of his works. In any case, there are a few points

recently associated with him, from an altarpiece dedicated to St Martin kept in different

in common which show they were absolutely contemporary painters who worked in the

private collections, although the main panel is now at the Museum of Fine Arts in Boston

same geographical coordinates, possibly from their workshops located in Calatayud.

87

40

V IRGIN A ND CHILD W I TH MUSICI A N A NGEL S The Master of Belmonte and Late Gothic Aragonese Painting

41

Very close to Belmonte de Gracián, Velilla de Jiloca and Calatayud there is a small town
called Monterde, where in the hermitage of the Virgin of the castle still remains a Marian
retable which should be included in the same pictorial context we are analyzing. Recently
restored,95 Post attributed it to an anonymous painter, the Master of Monterde,96 while
Gudiol considered it as being a work made by the Master of Belmonte.97 Fabián Mañas, in
his doctoral thesis, proposed ascribing it to Jaime de Valencia, about whom we have already
mentioned some details. The most recent contribution about this work is by Guadaira
Macías, who has associated the ensemble with the Master of Velilla’s workshop.98 The
similarities with the altarpiece in Velilla de Jiloca are certainly striking, most probably due to
the work of their makers within the same geographical context, sharing the same language,
although they are not clear enough for both retables to be considered as coming from the
same workshop.
The same should be noted in the case of an altarpiece attributed by Macías to the same
workshop, and which Gudiol has also associated with the Master of Belmonte: the one
dedicated to saints Athanasius, Blaise and Agatha, held at the Art Institute of Chicago.99
Fig. 22 Master of

There is also a predella dedicated to a bishop saint, most probably St Blaise, which used to

Bonnat. St Martin and

be kept in Pardo’s collection (Paris) (65 x 252 cm), included by Gudiol among the works by

the Beggar. Bayonne,

the Master of Belmonte.100 In our opinion, all these works should be attributed to a different

Musée Bonnat.

painter from the Master of Velilla, and we propose the Master of Monterde, as depicted by
Post, who should be placed in the same pictorial context as the previous ones. They all must

The aforementioned panel of St Martin preserved in Boston leads us to an altarpiece which

have been masters who were residing and owned a workshop in Calatayud, a city which

was kept a few years ago in Bauzá’s collection (Madrid), dedicated to St Martin, St Nicholas

played a leading role as a catalyst for the region’s painting production.

and St Bartholomew, where we can see the main compartment following exactly the same
91

scheme as the panel in the United States. In addition, due to its style, the altarpiece in Bauzá’s

Another anonymous painter who should be included among those active in the area around

collection has been linked to the group of works led by the retable of the Descent in Morata

1450-1470 is the so-called Master of Cervera de la Cañada, whom we know based on an

de Jiloca. Based on these two points, we believe the painter was active between the areas of

ensemble of Marian panels which are originally from that town, just 30 kilometers away

Calatayud and Daroca. It is also verified by the great similarity with another representation

from Belmonte de Gracián. His works were initially studied as possible paintings by Jaume

of St Martin (Fig. 22), which dominated an altarpiece of which some compartments are kept

Huguet in Aragonese territory, although that hypothesis has been widely rejected by different

at the Musée Bonnat in Bayonne (France) (inv. 981). This altarpiece helped create the so-

researchers.101 It is a master with a very defined and clearly identifiable style, who stands out

called Master of Bonnat, whom Post considered a direct follower of the maker of the retable

for his connections with artists such as Martín de Soria or the Master of Maluenda, with

of saints Justa and Rufina in Maluenda. This proposal was supported by Judith Berg-Sobré,

whom he shares part of his characteristic palette of solid colors, where the light blue of his

who stated he was active in the 1470s and, as we have mentioned above, suggested a possible

skies and the green of his landscapes stand out. The connections with the Master of Belmonte

identification with Juan Rius. This circle of connections shows that both the author of the

are also clear, especially in the treatment of faces. This is why Gudiol included a St Michael as

compartments in Bayonne and the maker of the panel in Boston and the compartment in

a Psychopomp in the catalog for the Master of Belmonte, owned by the Museu Nacional d’Art

Bauzá’s collection must have been active in the same painting and geographical context.

de Catalunya (inv. 5081, 121 x 81 cm), of an unknown origin, which entered the institution
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in 1932 as a part of Lluís Plandiura’s collection.102 This is actually a work that does not match
those by the Master of Belmonte, but which, due to its style and color treatment, should be
placed very close to the author of the altarpiece in Cervera de la Cañada.
That painter is also the author of a second ensemble which is now scattered, made up of two
panels: a Coronation – cut out – at the Museu Nacional d’Art de Catalunya (inv. 15852, 129 x
69 cm) and a Presentation of the Virgin in the Temple – also cut out – kept at The Beaverbrook
Art Gallery (Fredericton, Canada) (inv. 1996-05, 116.8 x 47 cm),103 to which we now add
one Expulsion of Joachim and Anne from the Temple (121 x 60.6 cm) and a Marriage of the
Virgin (121.5 x 58 cm) at the Museo de Bellas Artes in Caracas (Venezuela).104 An Ascension
of Christ, which is now for sale in Barcelona, may have been part of the same ensemble
(Palau Antiguitats, 178 x 99 cm) (Fig. 23). Despite the difference in measures, the narrative
sequence, as well as the identical treatment of carpentry and the golden haloes, may certify
this common origin.
Another painter we should add to the group is the so-called Master of Maluenda. He is
known only for two works from St Mary in Maluenda, today kept in the same place: the
Museu Maricel in Sitges (Barcelona). They have both been classified as belonging to the
transition from the international Gothic to the late Gothic period,105 although their style
allows us to date them to between 1440 and 1460. Back in their days, they belonged to Jesús
Pérez Rosales’ collection, with which the museum in question was created and opened. One
of them shows a representation of the Virgin and Child with Musician Angels (inv. 487, 133
x 135 cm) (Fig. 24),106 which due to the subject matter that is represented and the general
treatment of the angels reminds us of the panel with the same theme that we are discussing
in this book. The haloes of the characters show the typical punched plant motifs we can
find in other works of that time. The second known work by the Master of Maluenda is an
altarpiece dedicated to St Andrew, St Michael and St Gabriel (inv. 551, 197 x 149 cm)
(Fig. 25),107 where the predella is missing, and whose main panel shows a figure of a kneeling
female donor. Among other things, the treatment of characters such as St Michael stands
out, showing a type of head with a similar configuration to the angels’ heads made by the
Master of Belmonte. The light color of the skies is also remarkable, which we will find again
in other painters active in the region, such as the Master of Cervera de la Cañada.
In another church in Maluenda, the one of saints Justa and Rufina, there is a curious
altarpiece dedicated to St Nicholas, with the following inscription on its central panel:
“Dom[inus] Miguel del Rey me fecit” (Fig. 26). This inscription is the reason why it was

Fig. 23 Master of
Cervera de la Cañada.
Ascension of Christ.
Barcelona, Palau
Antiguitats.
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attributed to a non-documented painter called Miguel del Rey, although the inscription
more probably refers to the male donor who is kneeling at the feet of the patron saint of
the retable.108 The first thing we should point out is that the altarpiece of St Nicholas is not
stylistically attributable to a single artist, since the intervention of two different masters is
clearly noticed. One of them, of less importance, is the one who makes the scenes of the
synod in which the saint receives the divine message and his consecration. In our opinion, it
is the same painter who made the altarpiece of the hermitage at Castillo de Monterde. The
author of the remaining compartments would be the most important one in this project,
and he is the one we will briefly discuss here.
The style of the altarpiece of St Nicholas in Maluenda allowed Gudiol to attribute to him a
series of works which showed a clearly defined way of working,109 such as a second retable
in the same town, but in the church of St Mary, dedicated to the Magdalene, and several
works that are kept in private collections today. Unlike what has been said on occasion,110 it
must be ruled out that he should have worked in collaboration with the Master of Torralba

Fig. 24 Master of Maluenda.
The Virgin and Child with
Musician Angels from the
church of St Mary in

in the altarpiece of Sábada, since it is a work made by the latter alone. The main author

Maluenda. Sitges, Museu

of the altarpiece of St Nicholas is, however, a painter that needs careful study in order to

Maricel.

complete his catalog of works, since several panels have appeared in the market in the last
few decades which should be grouped under the same authorship.111 Initially, since to this
day it is a master without a defining name, we suggest renaming him Master of Miguel del
Rey. His works recall the transitional figurative culture between the international style and

Fig. 25 Master of Maluenda.
Altarpiece of St Andrew, St
Michael and St Gabriel from
the church of St Mary in

the late Gothic period, although his art is less evolved than that of the Master of Belmonte

Maluenda. Sitges, Museu

or the Master of Velilla. In any case, it is an artist who was very close in style to the Master

Maricel.

Fig. 26 Master of Miguel del Rey. Altarpiece of St Nicholas in the church of saints Justa and Rufina in Maluenda.
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Calvary from the church in Belmonte de Gracián (Fig. 8), which shows the compositional
influence of the aforementioned altarpiece of St Nicholas in Maluenda (Fig. 26). Likewise,
the Master of Miguel del Rey used the same composition, with slight variations, in a second
work, a panel that is preserved in the church of St Mary in Calatayud (Fig. 27).114 In both
cases, the figures repeat postures, gestures, and are identically placed in the compositional
space, so it is assumed that it was a common model in his workshop and that the Master of
Fig. 28 Master of Belmonte.
Detail of the Calvary from the

Belmonte got to know it firsthand and adopted it.

high altarpiece in the church

Actually, the scheme that the Master of Belmonte reproduces more faithfully in his panel

of Velilla, as shown by the slight differences between their respective characters. We can see

of St Michael in Belmonte de

for the church in Belmonte de Gracián is that of St Nicholas in Maluenda, since the split

this, for example, when comparing the angels placing the miter on St Nicholas in the central

Gracián. Madrid, private

compartment in Calatayud shows small differences. For example, in this latter work, none

panel of the altarpiece in Maluenda with those who hold St Martin’s arms in one of the

collection.

of the Roman centurions is on horseback, whereas in the Calvary of the retable of St Nicholas

panels at the Museum of Fine Arts in Boston.

112

It is in those angels where we can see one of

Fig. 29 Master of Belmonte.

the elements showing that the painter already knew the Flemish models which would inspire
Aragonese painting from then on.

Detail of the Calvary from the

113

high altarpiece in the church

and in the one by the Master of Belmonte two of them are. The copy made by our painter,
however, introduced his own contributions, such as the walled city on the background or the
new characters, such as the group wagering Christ’s robe. The figure of Longinus is already

Fig. 27 Master of Miguel del

of St Michael in Belmonte de

in the altarpiece of St Nicholas, but the Master of Belmonte gives it a much more prominent

In the case of the Master of Belmonte, the connections with the Master of Miguel del Rey are

Rey. Calvary from the church

Gracián. Madrid, private

presence in his panel, presenting him also on horseback. He also adds a hooded character to

very important and particularly obvious in three works based on a common model. First, the

of St Mary in Calatayud.

collection.

the group of the Marys and St John the Evangelist.
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Despite these changes, the compositions made by the Master of Miguel del Rey and the
one made by our painter still have significant similarities, especially regarding certain
characters, which are transferred exactly by the Master of Belmonte. For example, the
Magdalene who is kneeling at the feet of the cross, covering her long hair with a similar
handkerchief and appearing sideways, in an absolutely analogous manner (Fig. 28). In the
panel from Calatayud, the Magdalene joins her hands in prayer, while in the altarpiece
of St Nicholas and in the compartment by the Master of Belmonte she holds a cloth

and in the latter he also has black features. In all three cases, the shield in question repeats

identically in both cases. Mary and the two characters beside her, St John and a female

the shape of a double leaf and contains the same ornaments, while the soldiers’ helmets

figure, have received an identical characterization in the three examples, making completely

have also received an analogous treatment. Even the spears draw identical diagonal lines

concomitant gestures of exclamation and pain, and even holding their hands in the same

in all three paintings. In short, all this shows that the Master of Belmonte had access to

manner (Fig. 29).

the model used by the Master of Miguel del Rey on different occasions, and this allows
us to establish a new link between our painter and other workshops in the region. It also

On the right side of the composition, where we can see the group of Roman centurions,

allows us to speculate regarding the relationship they might have maintained, whether as

we notice the same imports. The Master of Belmonte increased the number of soldiers,

Fig. 31 Master of Miguel del

but the positions, gestures and attitudes of those in the foreground (Fig. 30) are still

Rey. The Virgin and Child with

the same we have seen in the works from Maluenda and Calatayud. We notice a few

Musician Angels. Detail.

differences between the two compositions by the Master of Miguel del Rey, since in the
altarpiece of St Nicholas he introduced two horses, although those riding them are making
the same gestures as in the panel from Calatayud. One of them, with or without a horse,
points to the Crucified Christ with a small rod, as seen in the panel from Belmonte. The
rest of the soldiers show identical attitudes in all three compositions, but the one holding
the shield is represented on horseback in the altarpiece of St Nicholas and in Belmonte,

Madrid, former Lázaro
Fig. 30 Master of Belmonte.

Galdiano’s collection.

Detail of the Calvary from the

collaborative partners at a certain moment or as master and apprentice.
The connections between the Master of Miguel del Rey and the Master of Belmonte can
also be found in a group of two panels which in Post’s days were part of José Lázaro Galdiano’s
collection in Madrid.115 The first one shows the Virgin and Child with Musician Angels (Fig. 31),

high altarpiece in the church

Fig. 32 Master of Belmonte.

while the second one shows St Michael Vanquishing the Devil.116 The Marian panel matches the

of St Michael in Belmonte de

Virgin and Child with Musician

iconic prototype disseminated in Aragon by Blasco de Grañén, which we will take up later

Gracián. Madrid, private

Angels. Buenos Aires, Jaime

and which was slightly echoed by the Master of Belmonte in the panel we are studying in

collection.

Eguiguren.

this book (Fig. 32). The parallelism with ours is quite clear, particularly in the way the cloak
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opens or in the presence of secondary elements such as the golden trim, the cincture with
studs, and the brooch on the chest, these latter ones made in embossed gold. It is clear that
both of them share a common model. Exactly the same happens between the St Michael
by the Master of Miguel del Rey (Fig. 33) and the one by our painter, which is kept at the
Metropolitan Museum of Art in New York (Fig. 34). Once again, this tells us that both
painters shared the same creative and geographical coordinates.
Fig. 33 Master of Miguel del Rey. St Michael Vanquishing the Devil (detail).

Fig. 34 Master of Belmonte. St Michael Vanquishing the Devil from the high

Madrid, former Lázaro Galdiano’s Collection.

altarpiece in the church of St Michael in Belmonte de Gracián. New York,
The Metropolitan Museum of Art.

Fig. 35 Master of Miguel del
Rey. Virgin and Child. Private
collection.

To this we should add the case of a second panel of a Marian theme (private collection, 175
x 108 cm), which reproduces Grañén’s model, also attributed to the Master of Miguel del
Rey (Fig. 35).117 In this case, the similarities noted in the previous example are repeated,
to which we should add the presence of a crown of even characteristics, and the fact that

Fig. 36 Master of Miguel del

Mary is holding a flowering stem like she does in the panel by the Master of Belmonte.

Rey. Coronation of the Virgin.

The coincidences with our painter should be extended to a Coronation of Mary (136 x

Barcelona, private collection.

129 cm) kept in a private collection in Barcelona (Fig. 36),118 where some angels are very
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similar to those in our painting, sharing the same array of musical instruments of identical
organological characteristics. One of them is also playing a double flute, with inflated cheeks
(Fig. 37). To sum up, the list of parallelisms we have detailed between the two masters makes
us wonder whether they were just due to the circulation of models within one region, or
whether there was some kind of professional relationship between the Master of Miguel del
Rey and the Master of Belmonte – maybe they collaborated to make some altarpieces, or

antique dealer of that time, Josep Valenciano, from Barcelona.120 A third photograph

even the latter may have been an apprentice at the former’s workshop, eventually adopting

presents it as a part of the Lodeizen collection in Wassenaar (the Netherlands) and

some of his compositions.

specifies its dimensions, 97 x 100 cm.121 The stylistic similarities between this work
Fig. 37 On the left, detail of

Finally, we should add another master to this group of painters from Calatayud, by whom
we only know a Calvary, considerably repainted, which has been in the Spanish art market
since the 1930s. Some old photographs tell us of the journey of the panel. Not restored
yet (Fig. 38), it appears as held by the antique dealer from Madrid Apolinar Sánchez,

119

although a few years later (1935) we can see it fully restored, owned by another great

and those by the Master of Belmonte are clear, particularly in the treatment of figures

Virgin and Child with

and face features, as verified by a comparison with the Calvary from Belmonte de

Musician Angels (Buenos

Gracián (Fig. 8). The punching gildings of the background recall the same tradition

Aires, Jaime Eguiguren). On

Fig. 38 Anonymous artist

the right, detail of the

from Aragon. Calvary,

that influenced our painter, and the work also incorporates embossed reliefs and gilded

Coronation of the Virgin

formerly owned by antique

haloes. Even the spelling on the titulus of the cross is very similar to the one we find in

(private collection).

dealer Apolinar Sánchez.

the Calvary from the church in Belmonte de Gracián.
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Virgin and Child with Musician Angels:
Description and Iconography

The panel that gives birth to this book shows a representation of the Virgin and Child
accompanied by musician angels (Fig. 39). It is an altarpiece compartment showing
Mary in her throne with the Child on her lap. Both of them have gilded and embossed
gesso haloes following the late Hispanic Gothic tradition. She is wearing over her head a
crown with spikes and rosettes turning her into a Regina Coeli, the Queen of Heaven. It
is profusely decorated with the same stucco technique and it shows a group of cabochons
at the base including jewel imitations. Mary is in the middle of the composition, amidst
an iconic, solemn and majestic representation of great visual impact. She is wearing a
deep vermillion robe, fastened at her waist by a blue ribbon decorated with a buckle
and studs made of gilded and embossed gold. Underneath her robe, she is wearing an
electric blue alb, of which we can only see the collar and one cuff (Fig. 40).
The narrowness of her small waist, a common trait in International Gothic style, bears
a huge contrast with the wide robe in the foreground. This robe represents a great
technical achievement (Fig. 41), not because of its decoration – quite usual in late
Hispanic Gothic painting –, but rather because of the technical execution, which we
will discuss later on. Made of silver and still bearing remains of mecca varnish, which
made it look iridescent and golden, its exquisite decoration is based on the common
pomegranate or artichoke motifs that usually ornamented contemporary silk fabrics.
The azurite estofado (quilting) of which such ornament was made enhances also the
emergence of reliefs that associate the painted surface to the late medieval velvets and
brocades the fabric seeks to imitate. The painter’s urge for realism in the textiles is
Fig. 39 Master of Belmonte.

increased by the use of different punching techniques in the background, such as rallado

Virgin and Child with

(a type of punching executed by the sum of small parallel lines that mimics the metallic

Musician Angels. Buenos

ringing of silk fabrics) or graneado (a type of punching executed by means of circular

Aires, Jaime Eguiguren.

shapes thicker than plain punching).
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Fig. 41 Master of Belmonte. The robe with silver leaf in the Virgin and Child with Musician Angels.
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Fig. 42 Master of Belmonte. Infant Jesus. Detail of the Virgin and Child with Musician Angels.
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The robe unfolds at Mary’s knees and chest, leaving her ocher-golden lining at plain sight.
The folds accumulate in the foreground as is usually the case in Flemish paintings. A trim
made with the embossing technique, also gilded, runs through the whole perimeter. Just
above her breast, the robe is clasped into a circular brooch, similarly embossed and gilded
(Fig. 40). Mary is holding in her delicate, long fingers a stalk with three lilies that symbolize
her virginal purity. In her other hand, she is holding her child. Jesus is dressed with a deep
red robe that matches in terms of tone that of her mother (Fig. 42). Underneath, he is
wearing a white alb that does not cover his legs. He goes barefoot. An electric blue sash,
which almost resembles denim, largely covers his waist and establishes a curious chromatic
dialog with the alb worn by his mother and one of the angels. The Child holds in his left
hand a little bird that, based on the color of its feathers, could be a swallow (Fig. 43). He
is clasping it tightly, which in turn must make the animal twist and peck one of his fingers.
The bird has a string tied to one of its legs which is likewise tied to Jesus’ right index finger.
With a sweet expression on his face, He seems to show his trophy or toy to his Mother, but
she looks distant and gazes away.
Mary and Jesus are surrounded by a small escort made up of six musician angels attired
like deacons. All of them are wearing albs of different colors that contrast chromatically
among one another and are sometimes repeated. The clothes fall in rectilinear and
tubular folds, although in the case of the two angels in the foreground the folds take the
shape of zigzags that accumulate at the bottom, following the late Gothic tradition. They
are called “pliegues copiosos” (abundant folds) in some documents of the time.122 The alb
collars have been decorated with embossed and gilded gesso, just like the haloes on the
angels’ heads executed by the overlapping of concentric forms just like in Jesus and Mary.
The most outstanding feature of the scene is the high level of realism used by the painter
to depict the musical instruments. To the left of the viewer (Fig. 44) there is an angel
in a blue alb playing a circular membranophone and carrying jingles or castanets.
The instrument is a tambourine which he holds in the usual manner in some northeastern regions of the Iberian Peninsula. By his side, an angel in a green alb is holding a
chordophone with plucked strings which has four sections with two strings and a fifth
section with only one string. It could be a mandola or gittern. The third angel on that
side, wearing a pink alb, is playing a lute with five double sections. The sound box is
covered with a soundboard with an intarsiata decoration that imitates different types of
wood and bone or ivory. The panel is also adorned with two rosettes with Gothic tracery
Fig. 43 Master of Belmonte. The little bird. Detail of the Virgin and Child with Musician Angels.

based on vesica piscis motifs (Fig. 45).
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If we look at the figures on the other side (Fig. 46), an angel in a green alb is playing

Both of them are looking to the left of the viewer, thus breaking, the one on the left, the

a rebab with two strings, an instrument of the Muslim tradition deeply ingrained in

diagonal rhythm exerted by the upper couples. Chromatically speaking, we can also say that

Hispanic territory. A part of the sound box has been covered with parchment, as it was

the painter has experimented with contrasts and juxtapositions. We can see that the angels

common with this type of instrument, and towards the neck we can find a tracery rosette.

at the top escorting Mary are wearing green albs, whereas the ones next to them have their

Just behind, there is an angel in a pink alb that is playing what seems to be a double flute

albs in different colors, pink and bluish. The pink one on the right finds its counterpart in

or double bagpipes slightly stretched out at the bottom. The instrument is made up of

the angel on the left in the foreground, while the bluish alb of the other angel is balanced

two pieces joined at the mouthpiece and bears the contradiction of having too many holes

by Jesus’ sash and Mary’s collar and cuff, as well as the ornaments on the shoulders and

in each piece. The painter wanted to show the angel in a realistic way as he blows into

the wing of the angel in the bottom right-hand corner. The electric blue and the green also

the pair of flutes, so he has his cheeks swollen with air. Finally, one last angel is holding

establish an interesting contrast in the wings and albs of the pair of angels on the left, while

an organetto with the tubes made with embossed and gilded stucco (Fig. 47). With his

Fig. 46 Master of Belmonte.

right hand, which we cannot see, he is pressing the buttons or keys while he operates the

Fig. 44 Master of Belmonte.

Musician angels. Detail of the

bellows with his left hand.123

Musician Angels. Detail of the

Virgin and Child with Musician

Virgin and Child with Musician

Angels.

The position of each of the angels was well-thought-out, following a balanced compositional

Angels.
Fig. 47 Master of Belmonte.

the vermillion of the right-hand angel’s attire is balanced by the Virgin’s robe.
The human prototypes present in this altarpiece are the ones usually employed in the Master
of Belmonte’s works. The faces have been executed with some delicacy, in spite of the
somewhat rough features, typical in the Master of Belmonte’s painting (Fig. 48). The flesh

criterion. At the back, on each side, several couples of angels were placed creating

Fig. 45 Master of Belmonte.

Organetto. Detail of the Virgin

of the figures has a pinkish tone that is intensified in the forehead and cheeks by some strokes

a rhythmical pattern with the tilt of their heads and the direction of their gazes, which

Lute. Detail of the Virgin and

and Child with Musician

of a deeper color, a characteristic most proper to our painter. The white highlights that blend

proves harmonious and balanced. At the front the two remaining angels are beside Mary.

Child with Musician Angels.

Angels.

in with the pink also stand out and contribute to creating reflections and a luminous sensation.
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Fig. 48 Master of Belmonte. At the top,
details of the faces of the Virgin and Child
with Musician Angels. On the other page,
one detail of the predella of John the
Baptist’s altarpiece; on the right, two faces
of the Calvary from the altarpiece in
Belmonte de Gracián.
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We can only guess at the existence of the throne, without a back, on which Mary is sitting
based on her left arm appearing on the right side of the composition. What we can see is that
kind of plinth or platform with a molding profile over which the throne is placed. Mary’s
monumental body, surely a bit out of proportion to the angels’ size, entirely conditions
the viewer’s perception. The aspect that influences most in this issue is the overpowering
presence of the decorated robe: upon watching it, our look moves right away onto the gilded
background with which it shares motifs (Fig. 50). It is a punched background ornamented
with rallado, punching and graneado, which shows plant decorations similar to the ones on
the robe. In both cases, the shapes have been accomplished through the use of the estofado
technique, resulting in the common themes of the artichoke or the pomegranate so typical
of the embroidered silk fabrics at that time. It has been painted with a red pigment that
The strokes smeared with pigmented tempera can be seen at plain sight and they explain that

becomes the perfect counterpart of Mary’s robe, producing a chromatic balance of high

characteristic texture based on curves or concentric forms we find in all the faces, as well as

quality and great effectiveness.

in other paintings by this author. The mouths are small, with full but small lips, separated
by a simple black line. The noses are small with the wings deeply marked. The eyes are also

Without a doubt, the feature that gives the Virgin and Child with Musician Angels its

very characteristic of our artist; they are small and always half-open, executed by overlapping

exceptional value is its appealing decoration with metal leaves, which is extremely well

white, ocher and black spots. The eye sockets are shaded, intensifying thus that melancholic

preserved. Although working with gold and silver leaves is not rare in the different art schools

look so common in the characters painted by the Master of Belmonte.

of the late Middle Ages in the Iberian Peninsula, it must be agreed that the silver work on
the robe combined with the gilded background of the upper half offers a touch of technical

The anatomical treatment of the hands is also prototypal in this master’s work. The back of

distinction to the work. Not because of its mere presence, but because of the delicacy with

the hand is swollen and it usually shows some pink strokes that reinforce the volume. The

which the painter has managed its execution in both areas. As we will analyze below, the

fingers, long and slender, have always a sharp end and the fingernails are deeply marked

master seems particularly skillful in this type of work and therefore the final aesthetic result

thanks to the use of white pigment, as we can also see in the Calvary from Belmonte de

is of great quality. His mastery of combining different resources is complete, be it rallado or

Gracián (Fig. 49). As regards the angels’ hair, its shape reflects the international Gothic

punching made by handling diverse burins and chisels, or the use of pictorial stucco aimed

tradition, with thick hair opening on both sides of the head. In the case of Mary, the crown

at creating visual relief. With this mastery he achieves his main goal: that the gilded area as

holds her hair on the top, but then it falls like a cascade over her back. The hair tone in all

well as the one decorated with a silver leaf can truly reflect the silk fabrics he is trying to

the characters is brownish, although the painter introduces reflections and luminosity with

copy. The high point of this technical mastery can be seen in the more than possible use of

delicate strokes made with yellow and light shades of ocher.

the mecca varnish on the silvery surface of the robe, a varnish that, once applied, simulates a
gilded effect that contrasts with the water gilding in the upper half of the panel.

On each side of the compartment, two thin black stripes can be seen, the so-called reserves,
which were the spaces saved for the application of the sculptural woodwork. They were most
probably gilded pinnacles of architectural design. These same stripes appear in other works
of art made by this painter, such as the St Michael or the Calvary from Belmonte de Gracián
(Figs. 6 and 8). We can also see them in Presentation of Jesus in the Temple (Fig. 61), which

Fig. 49 Master of
Belmonte. Detail of the
Calvary from the high
altarpiece of the church

From the iconographic point of view, the Virgin and Child with Musician Angels contains
a series of peculiar details that deserve attention. The Gothic centuries marked a major
renewal of the symbols shown by Mary and Jesus in artistic representations. The new

of St Michael in Belmonte

expressiveness based on a more humanized idea of the Virgin and her Son introduced

we will discuss below and which we propose ascribing to the same retable our painting used

de Gracián. Madrid,

the use of new attributes expressing this point of view. Those symbols that used to extol

to belong to.

private collection.

the Son of God’s universal jurisdiction, such as the scepter, the book or the globe, were
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replaced by other icons that represented him just like any other man. Among them, the most

Regarding the symbolism of the bird representing the human soul, Christ holding it in his

common one was the bird (Fig. 43), as seen in our panel, with which Jesus usually plays.

hand could stand for protection and divine care. The bird tied to a string in our painting

As regards Mary, generally floral attributes are used, as in our work, where we can see Mary

could also be a metaphor for the sinner, who, on breaking the awful ties of captivity, finds

holding a stalk with lilies (Fig. 40). These new attributes are endowed with implicit symbolic

shelter in Jesus’ arms and escapes evil. In that sense, we can recall what is stated in one psalm:

connotations that refer to late medieval religious Humanism; therefore, they must not be seen

“Our soul has escaped as a bird from the snare of the fowlers; the snare is broken, and we

as lacking content and meaning.

have escaped” (Psalms 124: 7).130

124

Although the image of the bird tied to a string could be a simple reflection of an everyday

The Virgin had already been associated with flowers by the first Fathers, for they endowed

occurrence in the Middles Ages, we should bear in mind that Christianity has strongly tended

her with their qualities, but it was during the Middle Ages that Christian literature and the

towards the allegorical interpretation of animals.

Thus, the symbolism of the bird as a Christian

exegetes reinforced that relationship. For that reason, the floral attributes associated with

or Marian attribute has been the subject of many interpretations and readings by specialists. The

Mary are among the most widespread in fourteenth- and fifteenth-century Spanish art. In

interpretations will vary even depending on the type of bird. In any case, and in general, it has

Gothic painting as well as sculpture, we can find these in the form of bouquets or flowery

been considered a metaphor for the human soul, the Resurrection, and, above all, an allegory of

stems, as in the case of the panel we are dealing with. In other examples, it takes the shape

Christ’s passion and death.

of a stalk, which was interpreted as a virga or flowery stalk relating to Moses, Aaron and
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Jesse’s scepter, and for that reason we find a constant association between virgo and virga
This latter interpretation has been the most widespread and accepted, especially in those scenes in

in medieval patristic writings. The following sentence is attributed to St Ambrose (fourth

which Mary and the Child are together. In our panel, the painter does not seem to have meant to

century): “Haec est virga, in qua nec nodus originalis nec cortex venialis culpae fuit” (This is

depict a specific type of bird, although it pretty much looks like a swallow. The goldfinch or the

the stalk, in which there is neither original knot nor bark of venial sin). On the other hand,

sparrow are usually associated with the Passion,

Fulbert of Chartres (tenth century) summarized it perfectly: “Virgo Dei Genetrix virga est, flos
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while the swallow has been said to be probably

a symbol of good omen or the announcement of something new, in an implicit reference to the

Filius eius” (The Virgin, Mother of God, is the stalk; the flower is her Son).131

Resurrection. Patristic writings have linked its sad and melancholic chirp with the sentiment of a
repented sinner and, hence, the swallow used to be also associated with the image of the devotee

It was also commented concretely by St Bernard of Clairvaux in some of his liturgical

that offers their soul to God in search of mercy. The bird’s love of its offspring has also been

sermons: “I think that with this expression it is clear who is the stalk that sprouts from Jesse’s

connected with Christ’s love of his followers.

root and who is the flower on which the Holy Spirit lies. The Virgin Mother of God is the
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stalk; her Son is the flower”. In another one of his sermons, he expressed himself with these
Regardless of whether the bird in this painting is a swallow or not, maybe its presence justifies

terms: “What did that burning bush, that did not extinguish itself, anticipate? Mary giving

the somewhat strange relationship portrayed between mother and son: while Jesus smiles gently,

birth without any pain. And Aaron’s stalk that mysteriously flourishes without ever being

looks at his mother in admiration and seems to be showing her the little bird he holds in his

planted? The Virgin, who conceived a child without a man. And it will be Isaiah the one who

hand, She looks away towards the left, as if she were rejecting the love and sweet gesture of her

best expresses the biggest mystery behind this prodigious miracle. ‘A stalk will bloom from

son, intuiting the tragic fate awaiting him. What was previously stated is related to the image

Jesse’s stump and from its roots a flower will sprout’; thus the Virgin is represented in the

itself of Mary holding Jesus in her arms, which is considered to be a symbol of the Incarnation,

stalk and her giving birth, in the flower”. Therefore, the virga is a direct reference to Mary’s

while the meaning of the bird linked to the Passion could be a portent of what awaited him in

virginal motherhood. The Mother of God would be able to receive that name for she is a

the Passion, which explains the bird pecking his hand. We would be witnessing thus a summary

flowery stalk that, without roots, keeping her virginity, has begotten Christ.132

of Christ’s life and the history of salvation. We should not forget that it was a bird, during
Christ’s walk to the Calvary, that took a thorn from his crown with its beak, becoming associated

Usually, the link between Mary and the flowers is not established in a generic way, but she is

with the Passion.

related to some specific species. The most common ones are roses and lilies, the latter being

129
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the ones depicted in the Master of Belmonte’s painting. The lily is a white, immaculate, spotless
flower. Just like Mary. The lily associated with the Virgin, taking as a reference the symbolic
interpretations of the psalms, was seen by the Venerable Bede as a synonym of chastity, purity and
virginity. And after him, others followed. For example, in his book Libre de Sancta Maria, Ramón
Llull compared the Virgin to a red and white flower: “blanca colour significa nedeetat e puritat
de coratge vestit de santedat, e colour vermell significa amor e fervor de coratge” (white color means
nedity and purity of courage dressed in holiness, and red color means love and fervor of courage).
Despite that, the most recurring source for this association was the Song of Songs, reading: “I am
the rose of Sharon, and the lily of the valleys. As the lily among thorns, so is my love among the
daughters” (Song of Songs 2, 1-2).133 Mary is, therefore, the wild lily, the lily that blooms without
man’s intervention. This is the reason behind its representation in Annunciation scenes, inside a
vase, reflecting the Mother of God’s virginal purity at the moment of the Incarnation.134
It is relatively common in paintings to find Marian expressions in which She becomes associated
with a lily. In Aragon, we can see this in some of Blasco de Grañén’s works, such as a panel kept
at the Museo de Zaragoza that belonged to an altarpiece from Albalate del Arzobispo (Teruel),
hired in 1437 and paid by archbishop Dalmau de Mur. We can also mention the central
compartment of an altarpiece that he painted around 1439 commissioned by Esperandeu de
Santa Fe for the church of the monastery of St Francis in Tarazona (Saragossa), which is now at
the Museo Lázaro Galdiano in Madrid (inv. 2857) (Fig. 51). And even the main panel of the
disappeared altarpiece of Ontiñena (Huesca), that Blasco de Grañén painted between 1427 and
1451 commissioned by Beatriz Cornel, prioress of the monastery of Santa María de Sijena.135
Among the works whose origin is unknown there is a panel showing the Virgin and Child with
Musician Angels from the Ibercaja collection (Saragossa), which is the only painting in which
the Child is holding a bird in his hand.136
In Catalonia, the lily in similar scenes of Mary and Child appears in one of the two panels

The series of artworks previously described helps us locate our panel in a very precise context in

of the altar of the monastery in Vallbona de les Monges (Lleida), which are nowadays kept at

terms of composition and Marian image which the painter or the mentor of the iconographic

the Museu Nacional d’Art de Catalunya (inv. 9919), from around 1335-1345;

program wanted to represent. During the international Gothic period in Aragon, Blasco
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triptych attributed to Joan Mates,
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in a small

a painter who followed the International Gothic style;

and also in the Virgin of the Lily altarpiece from the church in Vilanova de Bellpuig (Lleida),
a work made by Joan de Rúa – the old Master of Cervera – in the late-fifteenth century.139
In Valencia, we find the symbol in a Gonçal Peris Sarrià panel from Xàtiva (Valencia) (circa
1440-1451), nowadays kept at the Museum of Fine Arts in Boston (inv. 29.1129), where the

de Grañén contributed to spreading a successful Marian prototype that was eventually
Fig. 51 Blasco de Grañén.
Virgin and Child with
Musician Angels from the
church of the monastery

reinterpreted by other masters directly connected with him or those that worked in Saragossa.141
These works by Blasco de Grañén have been mentioned two paragraphs above. It is a common
thread to show in the mentioned Marian prototype Mary as the Queen of Heaven or Regina

of St Francis in Tarazona.

Angelorum, enthroned and crowned, accompanied by her Son and a varying number of angels

Virgin is holding a huge and prominent lily bouquet before the close gaze of a cardinal, recently

Madrid, Museum of

that play musical instruments and make a sort of heavenly entourage. The Virgin usually

identified as Alfons de Borja (1378-1458), the future Pope Callixtus III.

Lázaro Galdiano.

carries a bouquet with lilies as an attribute, while Jesus is almost always depicted with the globe
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capped with a cross in one hand while blessing with the other. There are some secondary details
that will persist in the works by those painters that, like the Master of Belmonte, adopted this
model. We are referring to the opening of the robe in the middle, the profusely decorated trim,
or the brooch and the belt as accessories of the attire (Fig. 51).
All these works by Blasco de Grañén have the characteristic of being majestic and they show
evident coincidences with our panel, especially when it comes to the presence of certain
attributes, such as the lilies – and more specifically, the bird –, the frontal disposition of
Mary and Jesus, her being enthroned, or the presence of musician angels. Naturally, the
model that Grañén made popular did not come out of nowhere, but rather it represents
Marian images that became popular ever since the Italian Gothic period, as we can see in
the Virgin and Child with Angels from Torroella de Montgrí (Girona), today at the Francisco
Godia Foundation (Barcelona) (Fig. 52),142 or in the models spread in Aragon and Catalonia
by the Serras’ workshop, such as the Virgin and Child with Angels from Tortosa (Tarragona),
nowadays at the Museu Nacional d’Art de Catalunya (inv. 3950) (Fig. 53).143
Taking this iconographic prototype as a reference, painters close to Blasco de Grañén, such as
Pere García de Benavarri, probably his disciple,144 made their own personal interpretations,
as we can see in the central compartment of the altarpiece in Villarroya del Campo (Fig. 54) or
in a panel from a private collection that belongs to the artist’s Aragonese phase (circa 1445-

(Tarragona), Cabassers (Tarragona), and Vilafranca del Penedès (Barcelona), especially in

1450).

Later on, García simplified the model and executed the plain and magnificent

the latter.147 Ortoneda was one of those Catalan artists that had to move to Saragossa from

representation that presided over the altarpiece in Bellcaire d’Urgell (Lleida), kept today at

Catalonia to work in archbishop Dalmau de Mur’s artistic circle, and it was in that context

the Museu Nacional d’Art de Catalunya (inv. 15817) (Fig. 55), where the musician angels

that he probably became familiar with the successful Marian model of Blasco de Grañén.
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are still prominent. Another painter from Blasco de Grañén’s circle, his nephew Martín de

Fig. 53 Pere Serra. Virgin of the

Soria, made a curious adaptation of the prototype in a panel kept at the Fogg Art Museum

Angels from Tortosa. Barcelona,

(Cambridge, Massachusetts) (inv. 1969.150), a work that shows interesting similarities with

Museu Nacional d’Art de

the panel by the Master of Belmonte, but also profound differences. The most significant

Catalunya.

Another painter from the Aragonese circle that appropriated this iconic type was the
Master of Miguel del Rey, the author of two panels with identical subject matter that show
undeniable coincidences with ours. As we have previously seen, one of them was in Post’s
time in the Lázaro Galdiano collection (Madrid) (Fig. 31), while the second one is part of a

similarity is the identical position of the child’s feet in both works, proving the existence of a
common model. Moreover, Mary’s figure shares the same monumentality and the Child has

Fig. 54 Pere García de Benavarri.

private collection (Fig. 35). The details that these two Marian images share with the Master

a bird as an attribute (a goldfinch).

Central compartment of the high

of Belmonte’s piece are many and specifically concrete, for example, the way She holds

altarpiece in Villarroya del Campo.

the stalk, the sashes with gilded studs or the brooch clasping the robe on her chest. This is

One of the most faithful recreations of Grañén’s prototype can be seen in a panel kept at
the Städelsches Kunstinstitut und Städtische Galerie in Frankfurt, apparently from the area
of Teruel and which became known thanks to Post. Gaya Nuño linked it to the Master

Fig. 55 Pere García de Benavarri.
Fig. 52 Virgin and Child with

Virgin and Child with Angels from

explained by the fact that these masters had interesting bonds between themselves and that
they successively worked in the area of Calatayud, so they shared some models.

Angels from Torroella de Montgrí.

Bellcaire d’Urgell. Barcelona,

of Burnham, a painter that Gudiol identified as Bonanat Zahortiga.146 With variations,

Barcelona, Francisco Godia

Museu Nacional d’Art de

An anonymous aragonese painter probably active during the 1440s and 1450s recreated in

Blasco de Grañén’s model was recreated by Pascual Ortoneda in the altarpieces of Secuita

Foundation.

Catalunya.

a personal manner Blasco de Grañén’s model and materialized it in a panel from Estopiñán
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Fig. 59 Tomás Giner and Arnau de

d’Art de Catalunya, inv. 15938). Specifically, we can see echoes of the Madonna of Canon

Castellnou. Central compartment of

van der Paele (1434-1436), held at the Groeningemuseum in Bruges (Fig. 60), a model that

the altarpiece of the hermitage of the
Coronation in Erla (Saragossa),
nowadays kept in the parish church
in that town.

Aragonese painters must have known through secondary sources.
In our panel, as well as in the representations in Velilla de Jiloca and Erla, we can find the
same type of monumental frontal Marian image. There are also coincidences in the small

Fig. 60 Jan van Eyck. Madonna of

details, such as in the presence of a brooch and sash, or in the opening of the robe in the

Canon van der Paele. Bruges,

middle. We can also see, in the three cases, Mary tilting her head slightly to her left, in

Groeningemuseum.

the same fashion as in van Eyck’s panel. The folds of the robe gather up in the foreground,
especially in the Master of Belmonte’s panel, as can also be seen in the work by the Flemish
painter. We can also point to another coincidence between our painting and the Flemish
panel regarding the attributes, for in both cases we have flowers and a little bird, although in
van Eyck’s painting the bird is larger. We do not find in the latter, however, the presence of the
musician angels, which in the Aragonese paintings should be associated with a continuation

(Huesca), nowadays also kept at the Museu Nacional d’Art de Catalunya (inv. 3942)

of local traditions. In the panel in Velilla, we have the same type of platform on which the

(Fig. 56).148 It is a variation in which Mary is breastfeeding Jesus, a clear offshoot of the

throne in our panel lies, while in Erla there is a Moorish-style carpet that reminds us of the

Virgin of Humility that was extremely successful during the fourteenth century. Again, the

one we see in van Eyck’s panel.151

musician angels are still present and, in this case, the Child is holding by the wings a little
bird that, just like in our panel, is tied to a string. The detail of the bird with the string
appears again in a piece with similar subject matter and iconography that comes, also, from
the same artistic entourage as the Master of Belmonte; it is a Virgin and Child with Musician
Angels attributed to the Master of Armisén, another one of the anonymous painters active
in the Calatayud area in the late-fifteenth century. The panel is kept at the same museum in
Barcelona (Fig. 57).149
These representations acquired new modalities with the arrival of Flemish influences to the
Crown of Aragon during the 1440s, but, in spite of that, they kept the essence of Blasco
de Grañén’s images. In Aragon, we can mention two works that, together with our panel,

Fig. 56 Aragonese anonymous
painter. Virgin and Child with Angels
from Estopiñán. Barcelona, Museu
Nacional d’Art de Catalunya.

could represent a new adaptation of this model. We are talking about the aforementioned
altarpiece in Velilla de Jiloca (Fig. 58), a town close to Calatayud and, therefore, included

Fig. 57 Master of Armisén. Virgin

in the same artistic environment in which the Master of Belmonte worked. The second one

and Child with Musician Angels.

is the retable of the hermitage of the Coronation in Erla (Saragossa), nowadays still kept

Barcelona, Museu Nacional d’Art de

in the parish church in that town, a piece made by Tomás Giner and Arnau de Castellnou
around 1466 (Fig. 59).150 In our opinion, the main contribution by this group of works
lies in reflecting the models introduced from Flanders by Jan van Eyck and other Flemish
masters, as it also happens with the Verge dels Consellers by Lluís Dalmau (Museu Nacional

Catalunya. .
Fig. 58 Master of Velilla. Central
compartment of the high altarpiece
of the church in Velilla de Jiloca.
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A Presentation of Jesus in the Temple included in
the same altarpiece

The panel of the Virgin and Child with Musician Angels must have been, at one point, the
main compartment in an altarpiece dedicated to the Virgin. We arrive at this conclusion
based on its format, dimensions and iconography. There is another fact that also seems to
support this conclusion, namely, the existence of a panel that, in our opinion, must have
been part of this ensemble and which depicts Jesus’ presentation in the Temple. We know
this panel only through a 1954 photograph kept at the Institut Amatller d’Art Hispànic
(Fig. 61), and we ignore its dimensions.152 The compartment is rectangular and vertical and
shows the moment in which Joseph and Mary take Jesus to the Temple with the intention of
presenting him, following the Hebrew tradition. The scene perfectly represents what is said
in the Gospel of St Luke (Luke 2: 22-38), who made the following description:
And when the days of her purification according to the law of Moses were accomplished,
they brought him to Jerusalem, to present him to the Lord (as it is written in the law
of the Lord: Every male that openeth the womb shall be called holy to the Lord),
and to offer a sacrifice according to that which is said in the law of the Lord: a pair of
turtledoves, or two young pigeons. And, behold, there was a man in Jerusalem, whose
name was Simeon; and the same man was just and devout, waiting for the consolation
of Israel: and the Holy Ghost was upon him. And it was revealed unto him by the Holy
Ghost, that he should not see death, before he had seen the Lord’s Christ. And he came
Fig. 61 Master of
Belmonte. Presentation of

by the Spirit into the temple: and when the parents brought in the child Jesus, to do
for him after the custom of the law, then took he him up in his arms, and blessed God,

Jesus in the Temple. Photo

and said, Lord, now lettest thou thy servant depart in peace, according to thy word:

taken while in the Juñer

For mine eyes have seen thy salvation, which thou hast prepared before the face of all

brothers’ possession.

people; a light to lighten the Gentiles, and the glory of thy people Israel.
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In medieval altarpieces the presentation of Jesus in the Temple combines two different
events of the Jewish ritual after childbearing, the Presentation of the Boy proper and
the Purification of the Virgin. In the case we are studying, the action takes place in an
enclosed Gothic environment showing columns that sustain a groin vault. The main
characters can easily be identified: Jesus, his parents and the priest Simeon, who is
about to receive the Child in his arms. All of them have gilded haloes executed with
concentric circles, except for Joseph’s, which has a polygonal shape as is usual in the
characters of the Old Law. They were executed with the embossed and gilded gesso
technique.
We can also see a maid, with an elegant headdress, holding a small basket with the
two pigeons described by the Gospel. Regarding this detail, Jewish women that had
just become mothers had to perform a purification rite where a lamb or a dove or a
turtledove was sacrificed. While the first choice was the typical offer of the rich, the
second was the common one among the poor (Leviticus 1, 14; 5, 7 and 11; 12, 8;

In addition, the candles would also become characteristic of the Presentation of Jesus in

Book of Numbers 6, 10; Luke 2, 24).

the Temple. The Biblia Pauperum, from the late thirteenth century, just like the Speculum
Humanae Salvationis, from the early-fourteenth century, describe what became standardized

Just beside the servant, there is a female character that has a halo and is holding

types of the story, seemingly following various fragments of the Old Testament that recalled

some candles. It is prophetess Anna, whose presence is quite common in this type of

the Purification and the candles. At the same time, the new versions of the scene that

representations, for Luke’s text also mentions her in the scene (Luke 2: 36-38):

emerged from then on linked the event anachronistically with the festivity of Candlemas,
which recalls the Purification of Mary and is named after the candles that were blessed and

Now there was one, Anna, a prophetess, the daughter of Phanuel, of the tribe of

carried with the wick burning during the procession commemorating that festivity. This

Asher. She was of a great age, and had lived with a husband seven years from her

procession had its origin in the fifth century, but the candles became associated with the

virginity; and this woman was a widow of about eighty-four years, who did not

festivity only two centuries later in the Rome of Pope Sergius I.154

depart from the temple, but served God with fastings and prayers night and day.
And coming in that instant she gave thanks to the Lord, and spoke of Him to all

A determining issue is that the photograph from 1954 that allowed us to learn about this

those who looked for redemption in Jerusalem.

panel was taken when the painting was part of the Juñer collection, as can be read on the
back of the image kept at the Institut Amatller d’Art Hispànic. This collection – which

The detail of the candles, of which we can already find examples in eleventh-century

was not so in fact – has to be linked to Carles (1881-1962) and Sebastià Juñer (1878-

Byzantine art, seems to refer to an extract of the Protoevangelium of James (VII, 2)

1966), two brothers that engaged in the antique, restoration and artwork faking business

reading, regarding the Presentation of the Virgin in the temple, as follows:

in Barcelona before and after the Spanish Civil War. They are known not only because of
their artistic and commercial interests, but also because they were very close to Picasso

Call the undefiled daughters of the Hebrews, and let them take a lamp apiece,
and let these be burning, that the child may not turn back, and its heart be

Fig. 62 Master of Belmonte. Virgin

at some point of his life.155 It is quite remarkable that the Juñer brothers were also the

and Child with Musician Angels.

owners of the Virgin and Child with Musician Angels, and accordingly the technicians

taken captive from the temple of the Lord. And they did thus until they came

Photo taken while in the Juñers

at the Institut Amatller d’Art Hispànic photographed our panel (Fig. 62) and, at the

up into the temple of the Lord.

brothers’ possession.

same time, the Presentation of Jesus in the Temple.156 Their being kept together probably

153
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means that the Juñers bought them at the same time, that is, from the same church or
the same antique dealer. We must bear in mind that the Juñers also bought a series of
panels by the same painter from the church in Belmonte de Gracián, as we have seen in a
previous chapter. Moreover, it seems that it was quite easy for them to buy works of art in
Aragon. Therefore, it is most probable that they should have acquired the two panels we
are analyzing from some church near Belmonte.
Another option is that these two compartments with a Marian subject matter should
have been part of the same altarpiece as the Belmonte panels, but there is a great deal of
evidence to the contrary. As we have seen above, only one of these, that of the Miracle of
Mont Saint-Michel (Museu Nacional d’Art de Catalunya) (Fig. 5), has been established
as somehow belonging to that altarpiece. Therefore, the evidence of its place of origin is
weak, for it is only based on what the antique dealers said at the moment of selling the
panel to the Junta de Museos in Barcelona. Later, specialists such as Chandler Rathfon
Post believed that if that compartment came from that town, others made by the same
painter and which belonged to the Juñers – including the St Michael (Fig. 6), the Calvary
(Fig. 8) and a predella with scenes from the Passion (Fig. 10-13) – must also have come
from Belmonte de Gracián.
It is revealing that Post never mentions the Virgin and Child with Musician Angels and

In terms of style, the faces of the female characters represented in the Presentation of Jesus in the

the Presentation of Jesus in the Temple when he visited the Juñers’ house before 1941.

Temple are clearly parallel to those in the Virgin and Child panel, especially in the musician

It is most likely that the two panels were not in the antique dealers’ possession at that

angels. The countenances are the same, with broad and clear foreheads, tiny eyes that convey an

time for, if they had been, there is no doubt that the American specialist would have

impression of sleepiness, and sharp noses with a rounded tip. Mary’s hair falls down her back in

reported on them and would have related them to the ones from Belmonte. As we have

spirals similar to those of the angels in the Virgin and Child panel, and there are also significant

seen, the photographs at the Institut Amatller d’Art Hispànic of both panels were taken

coincidences in several aspects of the decoration. The most relevant of these coincidences is the

in the Juñers’ house in 1954, so they most probably acquired them after 1941. If our

repetition of the motif on the trim of Simeon’s dalmatic and the one on Mary’s robe trim in

assumptions are correct, we should conclude that the Juñer brothers bought these two

the main panel (Fig. 63). Both of them have been executed with the embossed and gilded gesso

new compartments after buying the panels from Belmonte de Gracián and, surely, from

technique, based on a reticulated background with parallel lines in two directions, over which

some other church or a different dealer.

there are groups of five to six dots arranged around a central dot. This coincidence in the motif
reinforces, therefore, the ascription of both panels to the same altarpiece.

The compartment of the Presentation of Jesus in the Temple was so far unknown. But its
ascription to the same ensemble as the Virgin and Child with Musician Angels is based on two

On the other hand, the characters’ haloes have also been executed in a likewise manner in

concepts: on the one hand, the thematic and iconographic relationship and, on the other,

both compartments, that is, in concentric circles arranged similarly. The black and white

the perfect stylistic bond between them. Regarding the first point, the retable to which they

picture with which we performed the study of the Presentation of Jesus in the Temple shows

belonged must have been a piece dedicated to Mary with lateral scenes depicting the Gozos

that the piece had at the top a precise and delicate gilded background, with no embossed

(literally, joy or glee) of the Virgin and Jesus’ life. Taking into account what remains, it is

stucco reliefs. The plant and polylobed motifs are exactly identical to those used in various

extremely difficult to establish which precise scenes made up the whole iconographic cycle,

works by the same painter, such as in the Miracle of Mont Saint-Michel and the Calvary from

as well as the number of vertical strips and the number of compartments in each of them. In

Belmonte de Gracián (Figs. 5 and 8), as well as the ones in the predella with the prophets

addition, we do not know the dimensions of the compartment showing the Presentation of

(Figs. 10-13), which we consider to be part of the same ensemble. Finally, it is worth adding

Jesus in the Temple, which would be very helpful in determining the features of the original
structure of the ensemble. In any case, we must keep our eyes open to the possible finding of

Fig. 63 Master of Belmonte. Comparison
between the gilding in the Presentation of

that in the Presentation of Jesus in the Temple we find two black reserves on both sides of
the panel. It was the area saved for part of the woodwork of the altarpiece, which we can

more panels with identical morphology that might be linked to this altarpiece, which would

Jesus in the Temple and the Virgin and Child

also find in the Virgin and Child with Musician Angels, as well as in the Calvary and in the

undoubtedly help us solve our current puzzle.

with Musician Angels (on the other page).

St Michael from Belmonte de Gracián.
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The materiality of the panel and
the painter’s technique

The wood and its preparation
An interesting aspect to analyze concerns the different techniques used by the painter for
executing the panel under study, as this will provide information about his working system,
and will allow us to make comparisons with other works by the artist. Similarly, this analysis
will help us establish a series of constants when approaching the study of the execution of his
altarpieces. Eventually, the examination of the technical procedures used will help us better
understand the work’s inner nature and the painter’s working peculiarities.
The compartment showing the Virgin and Child with Musician Angels consists of five
vertically arranged pinewood boards, plus a horizontally arranged narrower sixth board at
the top (Fig. 64). Since it is a large compartment, the attachment of the vertical boards was
performed by means of the traditional system of panel assembly with butt joints, although
it includes, in said joints, iron spikes placed in holes made by a drill.157 The spikes, located
both in the vertical joints and in the horizontal one on the upper board, have the mission of
preventing the so-called “wood dimensional changes”, an expression that defines the changes in
volume of the material due to its hygroscopic nature. This makes the wood alternatively swell
and shrink, depending on the changing moisture in the environment. These variations are
especially important in pinewood, the most widely used for altarpieces throughout the Crown
of Aragon. Therefore, the spikes were useful for minimizing the effects that might eventually
cause the emergence of cracks on the painted surface. The radiograph taken to the panel by
Rafael Romero and Adelina Illán (Icono I&R), who were responsible for its restoration,158 has
revealed the distribution of the metal spikes, which were placed at regular distances between
Fig. 64 Back of the Virgin and

the different boards that make up the support (Figs. 65-66). This same distribution has been

Child with Musician Angels.

widely documented in the regions of Valencia and Aragon. In the latter case, it was verified in

Buenos Aires, Jaime Eguiguren.

works by Blasco de Grañén, Martín Bernat and the Master of St Vincent.159
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The person who prepared the panel before it became polychrome used
other systems to reduce the effect of the changes in the wood. Thus, the
joints on the back were covered with gesso putty, surely agglutinated
with animal glue, over which the hemp fibers were soaked (Fig. 67).
The objective of its application was the same, namely, to ensure the
Fig. 65 Partial radiograph of the

stability of the board joints during the swelling and shrinking processes.

Virgin and Child with Musician

It was a very popular system in Hispanic painting workshops in the

Angels by Icono I&R.
Fig. 66 Overlapping of the

late Middle Ages, and our painter used it in other altarpieces, as we can
see on the back of the Calvary and the Miracle of Mont Saint-Michel

radiograph with the photo of the

from the church in Belmonte, or in the predella of the altarpiece

Virgin and Child with Musician

dedicated to St John the Baptist, although in the latter case it seems

Angels by Icono I&R.

that only gesso was used and hemp fibers were not.
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On the back of the compartment no fabrics were used to cover the joints, a system that

Fig. 67 Detail of the back of the Virgin

Finally, to reinforce the compartment general structure, the joiner or carpenter placed three

was certainly usual among other painters at the time. Nonetheless, we notice that at three

and Child with Musician Angels.

horizontal crossbeams, out of which only one is original, the thickest one (Fig. 64). The

different points little fragments appear, possibly linen; we do not know whether they were
remains of larger pieces used for reinforcing, or something added later during some old
restoration (Fig. 64). It is worth pointing out that these fragments do not appear just above

Fig. 68 Detail of parchment strips on the
back joints of the Miracle of Mont SaintMichel from the church in Belmonte de

crossbeams were very probably fixed with nails inserted from the panel front, and the tips
were bent once they went through the bars on the back. The original crossbeam does not
keep them, as it can be seen that it is held in place by contemporary screws, introduced

the joints, but in their surroundings. In the remaining Master’s works, we have neither

Gracián. Barcelona, Museu Nacional

during some old restoration of the work. It was certainly during the same intervention,

documented the use of fabrics to reinforce the joints. But we could curiously attest that in

d’Art de Catalunya.

maybe upon the entry of the panel into the market, that the central and lower crossbeams

the Miracle of Mont Saint-Michel, gesso was combined with long parchment strips stuck

were replaced, and the perimeter bar structure was added. Said structure consists of square

with a kind of glue whose impressions are still present (Fig. 68).

cross-section beams and has the purpose of ensuring panel stability once it is hung on the
wall. The addition of the bar right above the original crossbeam should be dated to the same
time, as well as the insertion of the two smaller ones placed vertically on its side.

Another system used in the panel to prevent the damages caused by wood changes was
the insertion of wooden wedges in the joints. These wedges, as well as the other systems
mentioned above, did not intend to cancel the changes, but to prevent them from
damaging the polychrome surface. However, in the case of the Virgin and Child with
Musician Angels, the presence of wedges on the back of the joints could not be seen with
the naked eye, as the gesso and hemp fibers would prevent it. It is necessary to resort
to the above mentioned radiograph (Fig. 65), where the joints appear in a whitish hue,
interrupted at some points. These interruptions must be related, perhaps, to the space
between the wedges. Where they are visible with the naked eye is in the panel with the
Miracle of Mont Saint-Michel (Fig. 69), as well as in the Calvary, in a private collection in
Madrid (Fig. 70), which would in principle come from the same altarpiece in Belmonte
de Gracián.
The wedges might be introduced either through the front of the panel, prior to the
preparation of the surface by the painter, or through the back. Their use has been documented
in different painting centers throughout the Hispanic kingdoms during the fourteenthsixteenth centuries; and it has been established that, quite probably, their placement was
not the responsibility of the joiners or carpenters, but they were introduced by the painters
just before painting the panels. It has been documented how in the ordinances intended for
painters in the city of Córdoba in 1493 very accurate instructions were given to masters in
this sense, asking them to ensure that the joints be “calafateadas de su madera e después bien
encoladas con engrudo de pergamino” (caulked from their wood, and then, well glued, using
parchment paste).160 Therefore, the reference to the parchment reveals that the system used
by the Master of Belmonte in the compartment of the Miracle of Mont Saint-Michel might

Fig. 69 Detail of the wooden wedges on the

Fig. 70 Detail of the wooden wedges on the back joints of the Calvary from the church in Belmonte de

back joints of the Miracle of Mont Saint-Michel

Gracián. Madrid, private collection.

not have been so exceptional at that time, even though it was not among the most common

from the church in Belmonte de Gracián.

in the Crown of Aragon.161

Barcelona, Museu Nacional d’Art de Catalunya.
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The drawing
If we focus on the tasks related to the drawing previous to the polychrome technique, we
can see that once the painter had applied the gesso on the panel surface, he proceeded to
place the main elements of the composition by means of the preliminary drawing. For that
purpose, he used two common techniques, charcoal and brush drawing, as well as incised
lines. Concerning the former, it might be noticed with the naked eye in places such as the
folds of the angels’ garments. The thin polychrome surface helps identify the drawing easily.
However, the infrared images taken during the restoration by Icono I&R allow us to come
closer to its nature and the painter’s technique in further detail. In the infrared images, no
regrets or modifications are detected with relation to the original design. The images confirm
that most of the drawing is located in the angels’ garments, where the folds are reinforced
and shaded with series of parallel rallados (Fig. 71). In other works by the painter, we equally
identified the presence of these parallel lines accumulated in the folds, for example on the
robe of the Virgin in the panel of the Miracle of Mont Saint-Michel (Fig. 72). He also uses
this kind of drawing, characteristic of the painters from the late Gothic period,162 to provide
the figures with corporeity, as it may be seen in the arm of the angel holding the organetto
in our panel (Fig. 73), or in Christ’s body and the white horse’s belly in the Calvary from
Belmonte de Gracián (Fig. 8).
On the other hand, the painter defined the general composition lines through incised
strokes, which he had to perform using some punching instrument. This procedure was a
technical means through which the master defined the outlines, and which did not remain
hidden after painting, as opposed to what happens in most of the drawing. Its presence is
better seen with the naked eye on the angels’ wings in the top right-hand corner (Fig. 74).
He also marked with an incised line the large surfaces to be decorated with a metal leaf, in
order to perfectly differentiate those areas to be gilded from those to be painted. Similarly,
he made the outlines of the haloes by incision, although in this case he did this with a pair
of compasses.
Fig. 71 Infrared reflectography images of the

The incised line appears in the rest of the master’s known works, such as the Miracle of

Virgin and Child with Musician Angels.

Mont Saint-Michel, where we have also found that, on certain spots, the painter must

Underlying drawing lines by Icono I&R.
Fig. 72 Master of Belmonte. Detail of the

have used something similar to a ruler, as seen in the lines that define the building
located to the left of the viewer. These fully rectilinear strokes can also be identified in

drawing lines. Miracle of Mont Saint-Michel

the panel of the Calvary, especially in the crossbeams, in the background architecture,

from the church in Belmonte de Gracián.

and in the set of spears brandished by the Roman soldiers (Fig. 75). In this last panel,

Barcelona, Museu Nacional d’Art de Catalunya.

the presence of incised lines related to the pentimenti, or regrets, is significant, as seen in
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Fig. 75 Master of Belmonte. Detail of the incised drawing in the Calvary from the church in Belmonte de Gracián. Madrid, private collection.

Fig. 73 Infrared reflectography
image of the Virgin and Child with
Musician Angels. Underlying
drawing lines by Icono I&R.
Fig. 74 Master of Belmonte. Detail
of the incised drawing in the
Virgin and Child with Musician

Fig. 76 Master of Belmonte. Detail of the incised drawing for a crown of thorns that was finally not painted. Calvary from the church in Belmonte de Gracián.

Angels.

Madrid, private collection.
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Fig. 77 Master of Belmonte. Detail of the incised drawing in one of the scenes from St John the Baptist’s altarpiece. Barcelona, Museu Nacional d’Art de Catalunya.
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Fig. 78 Master of Belmonte. Detail of the incised drawing in one of the scenes from St John the Baptist’s altarpiece. Barcelona, Museu Nacional d’Art de Catalunya.

Christ’s halo, where the traces of a crown of thorns that was not painted in the end can
still be seen (Fig. 76). Something similar occurs in St John the Baptist’s altarpiece, where
we can see that in the episode in which the saint is taken to prison, at the top, different
spears were sketched and drawn with incisions, but only one of them was eventually painted
(Fig. 77). These details show that the technique of sketching with incised lines, as well as
the preliminary brush drawing, allowed the Master of Belmonte to correct at the time of
applying color.
In St John the Baptist’s altarpiece, we notice that the incised line was useful to define
the external profile of the saint’s hair in the central compartment, Christ’s figure in the
Crucifixion (Fig. 78), the haloes and the surfaces to be gilded, or the architectural master
lines. In the case of the figures bearing a halo, both in the upper body of the altarpiece and
in the predella, the painter made the drawings of the heads with a punching instrument, in
order to be able to apply first the gilding and later the paint. Similarly, in the predella we can
see that he used freehand drawing with a punch, nimbly and freely, for the saints’ heads and
some of their attributes, and marked the upper limit of the architectural low wall he placed

Fig. 79 Master of Belmonte.

behind the figures (Fig. 79).

Detail of the incised
drawing in the predella of
St John the Baptist’s
altarpiece. Barcelona,
Palau Antiguitats.
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The use of the gold leaf
One of the most striking and interesting aspects of the Virgin and Child with Musician
Angels, from the technical point of view, is the use of different types of metal leaves for
decoration. Those parts covered with this leaf account for over 50% of the total area, which
shows that it was one of the technical procedures in which the painter made greater efforts.
It should be remembered that gilding was one of the three items that could most increase
the cost of an altarpiece, along with carpentry and paint. Depending on the quality of
the work to be done, gilding might even be more expensive than the other two jobs, and
hence it is understandable that the painter should have taken special care at this stage of the
process. In addition, it must be taken into account that metal leaves and their application
were associated with a type of expensive decoration requiring specific know-how, a skill the
Master of Belmonte displays in the panel under study, judging by the complexity and variety
of the techniques used.
One of the two areas decorated with metal leaves is the upper half of the compartment, where
we can see the background decorated by engraved and punched gilding, and at the same time,
decorated by estofado (Fig. 80). Among Hispanic painters in the late Middle Ages, the gilded
background was one of the most recurring techniques for conveying magnificence to their
works. In the Crown of Aragon, its use continued during the late Gothic period, even when
the large landscape backgrounds started to dominate due to the adoption of the Flemish
model. This was due to the fascination that gold caused among its promoters, because of
its great visual effect and the feeling of wealth it provided; hence, on countless occasions it
prevailed over the representation of nature views that had little to do with the native tradition.
Likewise, artists favored its continued use thanks to a series of technical means aimed at
creating contrasts, plays of lights, as well as the perception of relief and depth.163
Concerning gilding, the Master of Belmonte appears as a versatile artist who masters the
various application and decoration techniques. To apply golden metal sheets, that is, the
so-called gold leaves, he followed the water gilding method, and later burnishing, which
was done using animal teeth or hard stones such as agate. As it was usual at that time, he
applied the golden leaves on a preliminary base of Armenian bole mixed with rabbit glue
temple, diluted in water and applied with brush, which may be seen at certain spots of
the panel, particularly where the gilding has been lost and the orange color of the bole
emerges. In other works by the master, the characteristics of the bole are better seen with

Fig. 80 Master of Belmonte.

the naked eye, as in the Miracle of Mont Saint-Michel, where the gildings are more poorly

Gilded background of the Virgin

preserved (Fig. 5).

and Child with Musician Angels.
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All the characters’ haloes were made by means of the embossing or raised stucco technique,
as well as the Virgin’s crown, the trims and collars in the garments, the organetto pipes and
the studs on the Virgin Mary’s cincture (Fig. 40). These latter ones are quite similar to
those appearing on the cincture that holds the sword in the St Michael at the Metropolitan
Museum of Art in New York (Fig. 8). The haloes show the characteristic series of concentric
forms, whereas the aforementioned collars and trim show a grid of parallel lines that spread
out into different directions and create a kind of opus spicatum. On this grid, sets of four dots
are arranged, surrounding a central one. The brooch holding Mary’s robe on her chest, which
clearly imitates contemporary civil precious-metal craftwork pieces, and shows pearling in
its outer perimeter and lozenges inside (Fig. 63), was also made using the gesso embossing
technique. Regarding the Virgin’s crown, its base also imitates silverware executions of the
time, including the cabochon-based decoration with (simulated) jewelry inside (Fig. 48).
The technique of raised gesso coated with a metal leaf had already been used in Catalonia
during the Romanesque period, especially for the decoration of altar frontispieces and other
items of liturgical furniture.164 During the Gothic centuries, it saw a new boom based on the
evolution of altarpiece decoration. Thus, its application in Aragon and Catalonia to obtain
aesthetic solutions as the one we discuss here, that is, haloes, gilded plant backgrounds or
garment trims, became widespread after the 1430s.165 From the technical point of view, its
execution was simple. Gesso and liquid glue were dropped with a brush, or else with a kind

Fig. 81 Master of Belmonte.
Detail of the gilded background

of pastry bag. Once this stucco had been applied on the preparation, it was left to dry and

in the main compartment of St

was modeled with scraping and blunt-tipped irons, following a certain guideline according

John the Baptist’s altarpiece.

to the motifs chosen. Occasionally, molded and separate gesso decorations were added – the

Barcelona, Museu Nacional

so-called pastework (a pastiglia) technique.

d’Art de Catalunya.

The Master of Belmonte is a painter whose small number of works preserved still reveals
he was fond of using this type of decoration, although we notice that he also avoided it
on some occasions. Such is the case of St John the Baptist’s altarpiece, where in both the
upper body and the predella he did not use raised stucco (Figs. 15-16). Nonetheless, the

Fig. 82 Master of Belmonte.
Detail of punching on the
predella of St John the Baptist’s
altarpiece. Barcelona, Palau
Antiguitats.

gildings in said work show a very detailed punching, as seen in the upper part of the
central compartment (Fig. 81) or in the characters’ haloes. The same can be said about
the punching found in the woodwork of the predella, an area where this type of delicate
work is not usually found (Fig. 82). There are some not so ambitiously executed panels,
where the punched gildings in the background are combined with the introduction of

Fig. 83 Master of Belmonte.
Detail of embossed and gilded
gesso in the St Michael from the
high altarpiece of the church of
St Michael in Belmonte de

embossed haloes, for instance in the Calvary from Belmonte de Gracián (Fig. 8) or in the

Gracián. New York, The

Presentation of Jesus in the Temple (Fig. 61).

Metropolitan Museum of Art.
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Undoubtedly, the work that best shows the master’s skill in the embossing technique is

the artist, which might be added to other similar solutions of aesthetic contrast we can see in

the St Michael kept at the Metropolitan Museum of Art in New York (Fig. 6). Apart from

the panel under study. It must also be taken into account that water gilding was carried out

the halo, the cross capping the spear, the saint’s diadem or the multiple-circle halo, the

before the painting, whereas mordant gilding was performed after the painting. Therefore,

stucco relief has been treated with absolute exquisiteness at different points of the panel,

the painter defined with a burin those areas to be gilded prior to painting, as stated above.

especially, on the band capping the saint’s armor at the bottom (Fig. 83). The painter worked
the gesso by letting many drops fall, forming studs centered by a ring. The same fineness

Not surprisingly, in a single compartment the two gilding types could be combined. Just

can be identified in the pendants hanging from the same band. A similar quality can be

to mention two Hispanic but not Aragonese cases, we find this in the altarpiece from the

noticed in the trim work running across the left portion of the shield held by St Michael,

church of the monastery of Sant Agustí el Vell in Barcelona (Museu Nacional d’Art de

where small polylobed forms and lozenges intermingle, in addition to loose dots and other

Catalunya) (Fig. 85),167 and also in the altarpiece of St Mary of Trujillo (Cáceres), made by

pseudoepigraphic motifs. This trim is also traversed by a pearly cresting which clearly refers

Fernando Gallego around 1475-1490.168 This shows that the painters from the entire Iberian

to precious-metal craftwork models, whereas in the middle of the shield there are embossed

Peninsula turned to technical combinations of this type when it came to creating plays of

and gilded decorations powerfully contrasting against the silver leaf.

light and contrasts. Among our master’s works, apart from the case of the Virgin and Child
with Musician Angels, we might mention the St Michael from Belmonte de Gracián, where,

In the St Michael, an element showing the same precious decoration is the robe trim, where

besides the use of other means such as the silver leaf in its color, the armor shows a kind of

we find a reticle of dots, some of which were painted in dark. The plethora of decoration is

gilding with a different tonality and texture (Fig. 6). In this case, whether the gold on the

paramount, and the difficult execution by the painter should be considered high, given the

armor (shell gold?) is technically different from the rest is a matter that needs verifying by

degree of detail achieved. This interest in details is also seen in the belt that holds the sword,

means of specific analytical tests.

where there are some small studs made by using the same technique; or at different points
in the armor, where the embossed and gilded decorations stand out over the silver leaf once

Upon starting the layout of the gilded background punching, the Master of Belmonte

again. To the aforementioned, we should add the use of mecca varnished silver on the trims

tackled the artwork by making a previous, highly schematic, design, possibly starting from

of the saint’s coat of mail (Fig. 83), thus showing an interesting combination of techniques

incised lines, as in the Miracle of Mont Saint-Michel, where he marked quickly and with few

for achieving aesthetic contrasts. It is precisely this desire for contrast accomplished through

details the master lines of what he would eventually do with the burins (Fig. 86). The type

technical exquisiteness what we find in the panel with the Virgin and Child with Musician

of gilding and punching found in this panel is consistent with a very characteristic way of

Angels, and hence we highlight it as a characteristic trait in the painter.

working in our painter. It is a smooth surface, without raised reliefs or complex decorations
imitating textiles, placed at the top of the compartment, as if it were a sky or horizon. The
punching deals with plant-based and aesthetically scarcely varied subject matters; he would

The embossed gesso motifs, thanks to their relief, helped create aesthetic effects due to the
incidence of light, just like the gilding punch marks, which contributed a play of nuances

Fig. 84 Master of Belmonte.

start from thick forms which are filled with a myriad dots and eventually form polylobed

ranging from glaze to matte. The same play occurred with the use of different techniques of

Contrast between water and

shapes. The final outcome is a visual play between the punched areas and those without

mordant-based gilding in the Virgin

decoration, creating a positive-negative effect.

gilding application, including water or mordant gilding.

166

The choice of one or the other

type depended on the effect the artist sought in each case. On the Virgin’s cloak trim and on
the collars of the angels’ robes, the painter apparently used the mordant gilding technique,
that is, the application of the gold leaves with a mordant as fixer. This may be inferred by the
slightly matte tone of the gilding in those areas, because this type of gilding would not enable

and Child with Musician Angels.
Fig. 85 Vergós workshop. Detail of
mordant-based gilding in one of
the altarpiece compartments from

These types of surfaces and decorations appear in other preserved panels by the same author,
such as some from Belmonte de Gracián; that is, the Calvary (Fig. 87) and the predella with
the prophets (Figs. 10-12). In St John the Baptist’s altarpiece, instead, their presence is not

the church of Sant Agustí el Vell in

so relevant, except in the central compartment (Figs. 15 and 81). The foregoing confirms

dull tone of those parts and the brighter appearance of the haloes and the upper half of the

Barcelona. Barcelona, Museu

that in certain commissions, more modest or economically less significant, the painter chose

compartment, made by means of water gilding (Fig. 84). Naturally, it is an effect sought by

Nacional d’Art de Catalunya.

simpler and more conventional gilding solutions. In other more ambitious projects, on the

later burnishing with hard stones. That is why there is certain contrast between the mildly
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contrary, he seems to have combined this simpler decorative system he used in secondary
compartments with much more sophisticated decorations imitating fabrics and including
estofados, which he placed in main compartments, as in the Virgin and Child with Musician
Angels or in the St Michael from Belmonte de Gracián.
The simpler gilding, in terms of decorative models and execution techniques, responds to
the Saragossa tradition during the International Gothic period; we find it in some works
by the leading painter at that time, Blasco de Grañén. It can be seen in the lost altarpiece
of Lanaja, in the altarpiece of the church of Anento (Saragossa), in the predella of the
altarpiece in Ejea de los Caballeros (but not in the rest of the altarpiece, executed by a
different artist), in a Calvary at the Museu de Reus (inv. 9504), in the St Martin of La
Puebla de Albortón (Alma Mater Museum, Saragossa), or in the altarpiece of St James from
St Peter in Siresa (Huesca).
We do not know whether Blasco de Grañén was the creator of this type of gilding, but it
is certain that different painters in his close entourage or workshop also used it in their
works as from the 1440s-1450s. It appears in the main compartment of the altarpiece of
St Martin in Riglos, now preserved at the Museu Nacional d’Art de Catalunya (inv. 4352)
(Fig. 88), a work dated circa 1445 where Grañén’s workshop plays a key role, even though
the main panel has to be directly related to the master.169 One of the painters involved in
that altarpiece was Pere García de Benavarri (doc. 1445-1485), who, in some of his first
works from Saragossa, also included gilding with punched motifs of a similar nature, as
seen in the high altarpiece of the church in Villarroya del Campo (Saragossa) (Fig. 89),
executed around 1445-1450.
Another close painter in Blasco de Grañén’s entourage who worked with analogous gilding
and punching is a recently created anonymous personality that has been ascribed a series

Fig. 86 Master of Belmonte.
Detail of punching in the Miracle
of Mont Saint-Michel from the

of works previously included in the former’s production.170 One of them is a St Michael at

church in Belmonte de Gracián.

the Museu Nacional d’Art de Catalunya (inv. 114741), showing the type of gilding we are

Barcelona, Museu Nacional

referring to. Quite probably, said panel was part of the same altarpiece as other compartments

d’Art de Catalunya.

which we personally associate with the same author and which are found in different private
collections, as well as at the Musée d’Art et Histoire in Geneva (Fig. 90).171 The same can be
said about an ensemble of six panels dedicated to the life of the Virgin and St Michael at the

Fig. 87 Master of Belmonte.

Fig. 88 Blasco de Grañén. Main

Detail of punching in the Calvary

compartment of the altarpiece of

from the church of Belmonte de

St Martin in Riglos. Barcelona,

Museu Nacional d’Art de Catalunya (inv. 9911-9914, 15897 and 24069), or about a St John

Gracián. Madrid, private

Museu Nacional d’Art de

the Baptist at the Museu de Reus (inv. 9514) (Fig. 91).

collection.

Catalunya.

102

V IRGIN A ND CHILD W I TH MUSICI A N A NGEL S The Master of Belmonte and Late Gothic Aragonese Painting

103

The list of Aragonese painters who made gilding with similar punching would be more
extensive, but we would like to add another name, Pascual Ortoneda, a Catalan painter
who settled down in Saragossa and worked concurrently with Blasco de Grañén.172 His style
is known through the only compartment preserved from the altarpiece he painted for the
church in Embid de la Ribera, a town located in the municipality of Calatayud. It consists
in a panel with the Burial of St Paul the Hermit by St Anthony the Abbot, now preserved
at the Museu Nacional d’Art de Catalunya (inv. 65783), and it matches a documented
commission that the painter carried out around 1437-1438. Among the rest of the masters
who were active in the area of Calatayud, the aforementioned Master of Bonnat should be
included here, whose St Martin at the Musée Bonnat in Bayonne (Fig. 22) features a gilded
background with punching similar to the works already referred to.173
The evident relation of the punched motifs by the Master of Belmonte with the works by
these painters active in the city of Saragossa suggests several issues. First, that he must have
been a master who learned about this tradition of gildings developed in the Aragonese capital
during the international Gothic period, around the 1430s or 1440s. His characters, as already
mentioned, recall prototypes of that time, and look like Bernat Martorell’s, so the equation
proposed acquires even more complex nuances that will be elaborated upon in the last chapter
of this book. Concerning the gildings, then, the Master of Belmonte is an artist who, starting
from the international style tradition, ended up adapting to the new trends, and standing out
in the execution of backgrounds of great technical complexity imitating silk fabrics.
The characters’ haloes in the paintings by the Master of Belmonte may be of two types.
Either with relief stucco, based on the succession of concentric forms, as in the Virgin
and Child with Musician Angels (Fig. 48), the Presentation in the Temple (Fig. 61) or the St
Michael and the Calvary from the church in Belmonte (Figs. 6 and 8); or without embossed
reliefs, that is, with flat gilding and simply punched, as found in St John the Baptist’s altarpiece
(Fig. 92) or in the predella we assume as originating in Belmonte (Figs. 10-12). The haloes
with embossed stucco and successive concentric forms are typical of the late Gothic painting

Fig. 89 Pere García de

in the second half of the fifteenth century, whereas the second ones match the previous,

Benavarri. Annunciation to

International Gothic, tradition. The latter are typically outlined by an external dotted line,

St Anne (detail) from the high

which may be retraced in black (Fig. 79), and show a wide, fully punched stripe inside
them. This type of decoration is typical of Saragossa during the International Gothic style,

altarpiece in Villarroya del
Campo.

and it may be found in many works by Blasco de Grañén, such as his altarpiece of St John

Fig. 90 Blasco de Grañén’s

the Evangelist preserved in St Peter in Siresa (Huesca) (Fig. 93), as well as in many works by

workshop. St Thomas’ Disbelief.

the rest of the painters active in Saragossa in those years, such as the aforementioned Pere

Geneva, Musée d’Art et Histoire.
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García de Benavarri, who used it in his first Aragonese works, for example the altarpiece in

Concerning punching decorations, we found different types of motifs. The first one, based

Villarroya del Campo (Fig. 94).

on small incisions or parallel lines, aimed at imitating the knotting or threading with gold
metal threads in silk fabrics. We can also see punch marks the painter made into some leaves

Concerning the gildings with a more complex type of decorations, in the Master of

and elements, as well as a graneado found in the lower part of the gilding (Fig. 96), just above

Belmonte’s work we will see that the Virgin and Child with Musician Angels (Fig. 39), along

the angels’ heads and the Infant Jesus, and also at the top, although with less presence. This

with the St Michael at the Metropolitan Museum of Art in New York (Fig. 6), are the panels

technique consisted in making, on the gilding, engraved graneado-type decorations using

which feature the most sophisticated and richest gilded decoration. Since they are main

blunt-tipped tools.

compartments of retables, it was normal that the painter should have paid more attention
to the gilding job, which in both cases he completed with stuccos and a rich variety of

The textiles imitated by these paintings were silk pieces with very elaborate decorations that

punching and different engravings. The resulting decorations are the evolution of a similar

conveyed high-impact results. Both in the case of the gilded decoration, and in the Virgin’s

subject which already appears during the International Gothic period, that is, the imitation

robe that will be analyzed later, the painter’s aim was to recall, in an absolutely faithful and real

of late medieval silk fabrics with plant motifs. Richness in the use of burins by the painter,

manner, the velvet, damask and brocade fabrics produced in the East, Italy (Genoa, Lucca or

the use of other technical means such as graneado or rallado, or the use of estofado to outline

Venice) and Valencia, among other places.174 The height of Valencia in this connection occurs

floral motifs, are aspects found in the two panels referred to above.

between 1450 and 1525, exactly the period during which our painting was made. They are
luxury fabrics which, at the beginning, copied Eastern models, and later followed Italian

Technically, the use of this decoration followed a quite complex and careful process. The

prototypes. The arrival of those produced in Valencia, highly appreciated in the entire Crown

painter, after preparing the panel with different gesso layers, first applied the gold leaf and

of Aragon and beyond, is documented in several towns in Aragon, including Calatayud.175

burnished it. Once it was burnished, he made the estofado to mark the limits of the plant
decoration and, finally, he performed the punched decorations. For the estofado, the master

The most appreciated silk fabric was velvet, especially because of its soft look and the sensation

used the brush tip and, in this case, red color (Fig. 50). The technique consisted in loading

Fig. 91 Blasco de Grañén’s

Fig. 93 Blasco de Grañén’s

of luxury, magnificence and prestige it conveyed. Its high reputation caused it to be used not

the brush with the paint and drawing the motif with a thick, heavy line, to obtain a strong

workshop. Detail of the gilding in

workshop. Detail of St John the

only in liturgical contexts, decorating canopies, frontispieces, chasubles, dalmatics and copes,

sensation of volume and relief, which becomes more intense upon viewing these decorations,

a compartment with St John the

Evangelist’s altarpiece preserved

but it was also highly valued and widespread in the civil sphere; for that reason, velvet was

for instance, under a raking light. This effect was, precisely, the same conveyed by the silk

Baptist. Reus, Museu de Reus.

in St Peter in Siresa.

used for manufacturing carpets, tapestries and various hanging items. During the second half

Fig. 92 Master of Belmonte.

Fig. 94 Pere García de

Detail of some haloes in St John

Benavarri. Detail of the

the Baptist’s altarpiece.

Dormition of the Virgin from the

such as the pomegranate, although pineapples are also documented, or the artichoke motif.176

the Armenian bole appears, used for preparing the gilding, which may suggest that upon

Barcelona, Museu Nacional

high altarpiece in Villarroya del

These themes were surrounded by a different type of decorative systems, such as the a griccia

pigment detachment, the underlying metal leaf was removed with it.

d’Art de Catalunya.

Campo.

decoration, where the textile background appears fully decorated with countless winding

fabrics that were imitated, and the result obtained here has good quality. Some blackish
areas may be seen in the red strokes; this might be due to an alteration of the pigment
itself or of some varnish applied (Fig. 95). Similarly, at certain points, under the pigment,

of the fifteenth century, the aesthetic look of these fabrics was quite uniform in connection
with the presence of plant motifs imported from the East that dominated the compositions,
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and meandering motifs, large branches, trunks, acanthus leaves, and thistle or six-leaved

fifteenth century. In the Crown of Aragon we found several parallels, although we may

flowers which wrap up the main motif. In this case, it is brocaded velvet, which was also

quote some examples by way of illustration. In Aragonese territory, samples with a similar

enriched with metal woven gold and silver ringed threads, in a loop, forming fabrics with a

result are documented already in works dating to the 1430s or 1440s, as seen in the

very sophisticated look. This technique was called alluciolato and created a curious aesthetic

anonymous textile covering the bed of a Dormition of the Virgin, from Estopiñán (Huesca)

contrast against the surfaces of the same fabric that were not treated that way.

(Museu Nacional d’Art de Catalunya, inv. 5085). A textile with very similar motifs is

177

reproduced in one of the most relevant artworks from the painting center of Calatayud,
The Master of Belmonte made a careful transposition and a faithful imitation of the type of

the above mentioned altarpiece of saints Justa and Rufina in Maluenda, particularly in its

fabrics described above, and this is the proof that he knew them well technically speaking, or

central compartment (Fig. 98).

that he worked with perfectly detailed samples on paper. In the case of Mary’s robe (Fig. 105),
or in St Michael’s background (Fig. 6), the highlight is the presence of the main artichoke

Another textile analogous to ours is seen in the robe worn by Princess Eudoxia in one of the

motif emerging from a prominent trunk. There are many fabrics preserved in museums

compartments of the altarpiece of St Stephen in Granollers (Barcelona), which was made by

and collections all over the world that might be referred to here as a parallel. As only one

the Vergós’ workshop around 1495-1500, and is now preserved at the Museu Nacional d’Art

example, we will mention a fragment from the Museu del Disseny in Barcelona (Fig. 97),

Fig. 96 Master of Belmonte.

de Catalunya (inv. 24146) (Fig. 99). In the same compartment, if we look at the dalmatic

velvet cut in one piece, carved and banded with gold on taffeta, made in Italy or Valencia

Detail of graneado in the Virgin

of the lying saint (Fig. 100), we will notice that the painter resorted to the same technique

and Child with Musician Angels.

during the second half of the fifteenth century.
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It would be too meticulous to attempt to compile here the large number of pictorial
artworks reproducing these textile models in painting, since they are found in the entire
Spanish geography concerning the different painting centers in the second half of the

of punching, rallado and estofado to imitate the alluciolato effect of silk fabrics. The same
may be said about St Blaise between St Lawrence and St Vincent from the church of Lécera

Fig. 95 Master of Belmonte.

Fig. 97 Italy or Valencia. Detail of

Alterations in the estofado of

velvet cut in one piece, carved

(Saragossa), today at the Alma Mater Museum of the Aragonese capital, where behind the

the Virgin and Child with

and banded with gold on taffeta.

saint a fake, estofado fabric, featuring a rallado and punching, very similar to that in our

Musician Angels.

Barcelona, Museu del Disseny.

panel was placed (Fig. 101).
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Fig. 102 Jaume Huguet. Detail of St Vincent’s
Ordination by St Valerius. Compartment of
the altarpiece from Sant Vicenç de Sarrià.
Barcelona, Museu Nacional d’Art de
Catalunya.

Fig. 98 Domingo Ram and Juan Rius. Detail of the central compartment of

Fig. 99 Vergós workshop. Princess Eudoxia in front of St Stephen’s tomb.

Fig. 104 Pere García de Benavarri. Dormition of Mary from the church in Peralta de la Sal. Barcelona,

the high altarpiece from the church of saints Justa and Rufina in Maluenda.

Compartment of the altarpiece from the church of St Stephen in Granollers.

Museu Nacional d’Art de Catalunya.

Barcelona, Museu Nacional d’Art de Catalunya.

Punching based on parallel rallado, which attempts to imitate the metal rings of velvet, was
found in other works, more or less contemporary, such as a St Margaret, certainly coming from
Bocairent (Valencia), preserved at the Museu Nacional d’Art de Catalunya (inv. 200700),
made by Joan Rexach around 1456. It may also be noticed in some characters’ garments,
in the compartments of the altarpiece from Sant Vicenç de Sarrià, made by Jaume Huguet
around 1460, preserved at the same Catalan museum, such as the episode of the miracle in
front of the tomb, or his ordination by St Valerius (inv. 24138). In this latter scene, we also
find textiles where there is an identical overlapping of red estofado on a gilded background
(Fig. 102), just like the case of the dalmatic of the St Stephen appearing in a panel from
Santa María de Gracia in Puigcerdà (Girona) (Museu Nacional d’Art de Catalunya, inv.
Fig. 103 Joan Antigó and Honorat Borrassà.

15845), ascribed to Joan Antigó and Honorat Borrassà and dated around 1450 (Fig. 103).

Fig. 100 Vergós workshop. Detail of the compartment with Princess Eudoxia

Fig. 101 Martín Bernat. Detail of St Blaise between St Lawrence and

Detail of an altarpiece compartment from Santa

The same may be stated about the textile covering Mary’s bed in the Dormition from the

in front of St Stephen’s tomb, from the altarpiece in the church of St Stephen

St Vincent, from the church in Lécera. Saragossa, Alma Mater Museum.

María de Gracia in Puigcerdà. Barcelona,

Aragonese village of Peralta de la Sal (Huesca), a work by Pere García de Benavarri, now

Museu Nacional d’Art de Catalunya.

preserved at the same museum (inv. 64040) and dated around 1460 (Fig. 104).

in Granollers. Barcelona, Museu Nacional d’Art de Catalunya.
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Mary’s robe and the silver leaf
The second area of the panel containing metal leaf-based decoration is the Virgin’s robe,
where the Master of Belmonte used silver leaf for the ornaments. The decorative motifs
and the execution technique are the same as those analyzed for the gilded area, although
in this case a variant was introduced in the material and the punching techniques. The
main decorated area was outlined starting from lobed frames and was surrounded by a large
blue area decorated by stamping, whereas around the perimeter of said area we find some
small seven-petaled flowers, very typical in those textiles (Figs. 97 and 105). There are also
thistle flowers and a different type of stems, the latter decorated with punching aimed at
creating the same visual effect found in the textiles. The entire decoration forms a perfect
and elaborate weft that powerfully draws the viewer’s attention.
Technically, the painter worked in the same manner as with the gilding, previously preparing
the panel with different layers of gesso, to cover it afterwards with the silver leaf, which was
later burnished. Once it was burnished, he introduced an important technical variant, the
application of mecca varnish, a substance aimed at making the silver leaf acquire a golden
tone. It is a very fragile material; thus, only rests are preserved in certain parts of the robe,
especially at the level of the Virgin’s right knee (Fig. 106). No chemical analyses were carried
out to certify the use of mecca varnish, but the gilded rests mentioned above seem to confirm
this. In view of the lack of laboratory evidence, it would be advisable not to rule out the
possibility of considering it as a protecting varnish applied on the metal leaf.
A third option for justifying the presence of a golden tone over the silver leaf might be that
they are rests of what in the documents at that time was called or partit (Zwischgold: gold
leaf on silver leaf ).179 Again, future analyses should confirm this. The application technique
of Zwischgold consisted in placing a silver leaf as a base over which a much thinner second
gold leaf was welded. It was a more affordable procedure, as it contained less gold. The
disadvantage was that it darkened (through a corrosion process) over the years and it had
to be varnished to mitigate that effect.180 In any case, it seems that its use was not mainly
due to economic reasons, but to the aesthetic effect it could cause in combination with
the traditional gold leaf.181 There are several documents about altarpieces commissioned in
the Crown of Aragon referring to the use of Zwischgold, such as the altarpiece of Sant Pere
in Púbol (Girona), crafted by Bernat Martorell, where the painter is asked to use it in the
garments, along with the silver leaf with mecca varnish in the predella and the guardapolvos

Fig. 105 Master of Belmonte.

(dust cover).182 In Aragonese territory, painters Miguel Ximénez and Martín Bernat were

Detail of the Virgin and Child

not allowed to use it when, in 1489, they signed the contract for the high altarpiece of the

with Musician Angels.
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monastery of St Augustine in Saragossa.183 That the use of Zwischgold was widespread in

The chromatic balances in the panel are based, paradoxically, on the contrast between

the Crown of Aragon for the decoration of the brocade textiles represented in altarpieces

the water-gilded background, the matte gold applied on certain elements, the silver and

is proved by other documents. We can see it in 1410 when Catalan painter Lluís Borrassà

varnished robe, and the presence of the angels in their colorful dalmatics. The use of two

commented on a provision in a contract for an altarpiece, or in 1486, when the painter from

different metal leaves helped the master create an aesthetical play of great visual impact. This

Saragossa Miguel Vallés signed the contract to perform an altarpiece for the monastery of St

is precisely an aspect that makes the Master of Belmonte stand out among the painters active

Dominic in Estella.

in Calatayud in those years. In Aragon, as well as in other places throughout the Iberian

184

Peninsula, different painters used the silver leaf in their works, although we have not found
Once the painter outlined all the profiles of the robe plant decoration, thanks to the

many who used it as our painter did – with expertise, fluency and great command of the

application of silver leaves and estofado, he proceeded with the punching. He used different

technique, as it may be seen in the work of art under study.

types of burins and motifs, as we have seen upon discussing gilding, although here he did not
use the graneado, but rather two burins of different gauges for punching, one of them slightly

The Master of Belmonte was fond of working with silver leaf in other paintings, as shown,

thicker than the other (Fig. 107). Unlike the technique for the gilded area, he also used

if looked at in detail, by some of the panels preserved. Thus, it may be found in some of the

stamping, only found in the large areas painted blue (Fig. 105). Said polychromy, an azurite

compartments of the altarpiece in Belmonte, the St Michael preserved at the Metropolitan

that changed into blackish as a consequence of the usual changes to which this pigment

Museum of Art, and the Miracle of Mont Saint-Michel at the Museu Nacional d’Art de

is subject, was applied on the area already varnished, so upon performing the stamping

Catalunya (Figs. 5 and 6). Judith Berg-Sobré had already noted in due time the amazing

the underlying silver appeared again. Consequently, we notice that the painter played with

use of the silver leaf in St Michael’s armor and shield, where mecca varnish was not used.185

the effects caused by the overlapping of layers. The large areas covered with azurite that

The coat of mail, crafted with great fineness and thoroughness, was also made with silver

shape the artichoke contribute to aesthetically enhancing the estofado decoration, because

leaves, and the mecca varnish was included instead, as seen on the lower trim and on the

their presence volumetrically reinforces the plant motifs. To summarize, the painter made a

sleeve (Fig. 108). This technique for decorating the same piece of military garment was

Fig. 106 Master of Belmonte.

Fig. 107 Master of Belmonte.

Possible remains of mecca

Different types of punching in

found in the compartment with the Resurrection in the old high altarpiece at the monastery

as models, and for this purpose he displayed a technical know-how that shows his great skill

varnish in the Virgin and Child

the Virgin and Child with

of Santes Creus (Tarragona), now preserved at the Museu Nacional d’Art de Catalunya (inv.

as a craftsman.

with Musician Angels.

Musician Angels.

40906), made around 1407-1411 by painters Guerau Gener and Lluís Borrassà (Fig. 109).

considerable effort to achieve the utmost similarity of the Virgin’s robe to the textiles taken

114

V IRGIN A ND CHILD W I TH MUSICI A N A NGEL S The Master of Belmonte and Late Gothic Aragonese Painting

115

The painter applied mecca varnish over some points of the silver leaf in the soldiers’
coats of mail,186 so we witness a technical combination similar to that seen in the panel
from Belmonte. The result obtained in both cases shows a powerful chromatic contrast
between the gilded background of the panel, the armors with silver leaf and the mecca
varnish of the coats of mail.
Fig. 109 Guerau Gener and
Lluís Borrassà. Detail with the
use of mecca varnish in the
Resurrection from the old high

Nevertheless, the most interesting effect is the one found in most of the surface of
Mary’s robe in the Virgin and Child with Musician Angels, in what would be the

altarpiece at the monastery of

background itself, where the artist created a thick reticle of small incised lines that

Santes Creus. Barcelona,

seem to be intended as an imitation of the alluciolato effect achieved in the textiles

Museu Nacional d’Art de

due to the accumulation of metal thread rings. This same effect appears in the gilding

Catalunya.

at the top (Fig. 110). In addition, the pictorial estofado would allow him to play with

Fig. 108 Master of Belmonte.

the separation of the different plant elements and to create individual spaces for

Detail of the silver leaf work in

Fig. 110 Master of Belmonte.

the St Michael from the high

Detail of the work from small

altarpiece of the church of St

incised lines on the robe and

Michael in Belmonte de

the gilded background of the

areas surrounding the pineapples and the differentiation of spaces through punching

Gracián. New York, The

Virgin and Child with Musician

or cumulative rallado, enabled the painter to convey the impression of relief in

Metropolitan Museum of Art.

Angels.

contemporary velvet fabrics.

applying different types of decorations that might contrast with one other. The great
load of painting matter we can see in the estofado line, combined with the large blue
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Juan Rius versus the Master of Belmonte

Juan Rius has already been introduced above as one of the most prominent painters in
the Calatayud center during the second half of the fifteenth century. First documented
in Saragossa in 1452, he appears in Maluenda in 1469, and the next year in Calatayud.
In 1472, he is reported in this same village signing a professional agreement with Pedro de
Aranda and Domingo Ram, and three years later, together with Ram, they are commissioned
to make the high altarpiece of the church of saints Justa and Rufina in Maluenda (Fig. 111),
one of the most expensive altarpieces executed in the region in that period; the agreed price
was 5,000 sueldos. We are not familiar with Rius’ style, in spite of the preservation of this
latter commission, since the documents do not detail the tasks performed by each, and
also the style of the ensemble is similar to what is known as made by Domingo Ram.
Work on this piece lasted until 1477, although Rius was documented only up to 1476.187
After completing this project, we must assume that he returned to Saragossa, where he is
documented for the last time in 1482.188
Known documents about Juan Rius disclose that he must have been a skilled painter to whom
many of his colleagues turned in order to establish the usual professional alliances attested in
Aragon.189 An illuminating document is the contract he signed in 1459 for the execution of
an altarpiece for the church of St Paul in Saragossa, commissioned by Juan Roldán. The work
would be done in collaboration with painter Salvador Roig, but the document sets forth that
the workload should be borne by Rius: “quel dito Johan Rius, que yes uno de los ditos pintores,
aya de debuxar, pintar et encarnar todas las testas de todas las istorias qu’en el dito retaulo seran
contenidas, e no hotro alguno; el qual dito Johan Rius assi lo jure”.190 In this type of contracts, the
painter who drew and painted the faces was the most important and the most skilled. On the
contrary, in the contract for an altarpiece for the church in Lécera (Saragossa), signed in 1466
together with his colleague Jaime Romeu, Rius is shown as the person in charge of the stucco
and gilding decoration. As to the painted area, although his collaboration is mentioned, the
Fig. 111 Domingo Ram and Juan
Rius. High altarpiece of the church

one responsible for painting the faces would be Romeu.191

of saints Justa and Rufina in

Once he moved to the region of Calatayud, Rius’ specific skill seems to be confirmed, in

Maluenda.

relation to general stucco, gilding and panel ornamentation jobs, which encompassed, for
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instance, decorations with estofado and punching of backgrounds and garments. Nonetheless,

pointed out, it is curious that two goldbeaters who laminated gold did not know the

he is still attested in some document as responsible for drawing and painting. In any case,

gold-purifying process for separating it from the silver alloy.199 On the other hand, that a

in those years his specialization in decoration jobs must have increased. This is shown in

painter such as Rius should have mastered the process to perfection shows that he must

the collaboration agreement he signed on August 16, 1472 with the partnership made up

have been a very thorough craftsman, certainly appreciated as a good professional by his

of Pedro de Aranda and Domingo Ram, whereby Rius would have to “embotir todos los

contemporaries. In any case, it is worth highlighting that Rius went beyond what he could

abellimentes e diademas e las cosas vevegunras en la pieça”.

be required to do as a painter, since he proved to have alchemic know-how that was not

192

inherent in his trade.
Two years later, something similar was specified in the contract for an altarpiece for the
village of Gómara, entered into by Rius and Pedro de Aranda. According to the document,

That the document should refer to the preparation of “aqua fortis” to separate the gold from

the drawing of the scenes would be in charge of Rius, and he would help Aranda in the

the silver certainly tells us about the gold-purifying process, about which there was a treatise

painting. With relation to the gildings, Rius was expected to “enbotir” the scenes whereas

tradition dating back to the third century A.D., with the Leyden Papyrus, containing seventy-

Aranda had to gild them.

We do not know whether something similar happened with the

five recipes for purifying gold and other metals. In turn, the Mappa Clavicula (tenth-thirteenth

execution of the altarpiece of saints Justa and Rufina in Maluenda, because, if the painting

centuries) specifies two different methods for separating silver from gold by means of heat and

matches Domingo Ram’s style, it may be inferred that Rius’ work must have focused on

sulfurous gases. The treatise by Archerio (late-fourteenth century) explains a similar method

ornamental aspects. All this, together with the fact that Rius always appeared as involved in

of purification whereby gold, after being grounded with rock salt, was mixed with sulfur

joint commissions, led Mañas to assign to him a secondary role as a painter proper.

On

dissolved in water and then exposed to sunlight. Furthermore, the famous treatise by monk

the other hand, Judith Berg-Sobré, in the light of the reports we have about him, has already

Theophilus, from the twelfth century, explains the process of extracting gold from gilded

noted that Rius’ personality was more complex and comprehensive.

objects made of copper or silver by applying high temperatures.200 The best-known of these
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procedures, called “cimentación” (refining), appears in a description by monk Theophilus, in
The conclusive confirmation of Rius’ great skills in ornamental technique is the agreement

several books about merchandise, such as the one by Pegolotti (fourteenth century), as well

he signed on August 16, 1470 with two Jewish goldbeaters, whereby he undertook to teach

as in some Hispanic and Italian manuscripts from the fifteenth century.201

them “a fazer aguas fuertes para saber de partir el oro del argent e cullir el oro por su part et
el argent por la suya”.196 Goldbeaters were those artisans who prepared (beat) the thin gold

Other purifying processes were carried out using mercury, sulfur or antimony.202 The one

leaves to be applied during the altarpiece gilding process.197 This preparation consisted in

matching the process applied by painter Juan Rius was, as specified in the document, the

hammering the gold until moldable thin sheets were obtained, which might be applied on

use of aqua fortis, that is, hydrochloric acid diluted in water, common in metalworking and

the wood. For this purpose, first it was necessary to thin the gold. Then, it was laminated

dry cleaning. They looked for “gold solubilization through the formation of a chlorinated

and finally shaped as gold leaves, as each of the resulting ultra-thin sheets were called. The

complex of soluble gold and the separation from silver by means of its precipitation as silver

thinner the gold, the more it was appreciated, so it seems that not only the purity but also

chloride”.203 It was a very complex technique, which exceeded an ordinary painter’s know-

the size or quality of the leaves mattered.198 Similarly, it was important that the sheet was not

how; thus, in this sense, the additional knowledge displayed by Rius should be appreciated.

so excessively thin so as to end up wasted during the burnishing process.
Another possible deduction from the document is that the process to be taught to the two
According to the document above, the two Jewish goldbeaters to whom Rius was supposed

Jewish men by Rius may have been related to a technique applied to gold with a high silver

to teach came from Medina del Campo (Valladolid), but they lived in Calatayud and

alloy, that is, to a material not obtained from beating coins such as florines or ducats – the

agreed to compensate him with two hundred fine gold leaves. They would give him a

ones with the highest quality due to their limited alloy.204 Therefore, we may suppose that

first installment of one hundred upon watching him separate the gold from the silver

Rius might be skilled in the extraction of gold in cases where the amount of silver in the

twice, and the rest was due once they had learned how to do it themselves. As Mañas

alloy was higher than usual.
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In his doctoral thesis, Fabián Mañas noticed that gildings were highly significant in the
Calatayud workshops, both in backgrounds and diadems and in the woodwork.205 If we
look at Domingo Ram’s preserved artworks or those by the group of anonymous masters
analyzed in one of the previous chapters, we can state that this is certainly true. In general,
the high decoration is one of the specific features in the painting from the region of
Calatayud during the second half of the fifteenth century, and this is shown especially
in the treatment given to the backgrounds, with large deployment of embossed motifs,
gildings and estofados, or the significant attention paid to the faithful representation of
luxury textiles.206
The Master of Belmonte appears fully embracing this trend, and he also shows a curious
artistic profile similar to Juan Rius’. Our anonymous painter might have been trained in
Saragossa, where he interacted and came into contact with the main representatives of
the second generation of the International Gothic style. He also did so with the artistic
entourage favored by archbishop Dalmau de Mur (1431-1456),207 which implied the
arrival of various Catalan artists to the capital, as Mur had previously been a canon in
Lleida, bishop of Girona (1415-1418) and archbishop of Tarragona (1419-1431).
Considering his last name, common in Catalonia, we may wonder whether Juan Rius
could have been one of the different artists brought to Saragossa by the priest. We must
remember that painters and sculptors such as Pere Joan, Pascual Ortoneda, Jaime Romeu,
Salvador Roig or Franci Gomar landed in the Aragonese capital taking advantage of the
artistic boom there. Consequently, the formal transfer from Catalan to Aragonese style
seems normal, and much more so if we take into account that some of the above were
top-level artists, such as Pere Joan.208 Juan Rius might have been one of them, and it must
be considered that he used to collaborate with some of them, such as Roig or Romeu.
The Master of Belmonte’s style shows his training within the context of the International

Fig. 112 Master of Belmonte.

Gothic style, which might have appeared between the 1430s and the 1440s. Nonetheless,

Birth of St John the Baptist.

his painting clearly departs from the traditional models used by the major Aragonese

Detail of St John the Baptist’s

painter at that time, Blasco de Grañén, shared by other outstanding craftsmen, such as

altarpiece. Barcelona, Museu

the Master of Retascón or the Master of Torralba, and it is closer instead to the models

Nacional d’Art de Catalunya.

used by the great contemporary Catalan master Bernat Martorell.209 This can be seen, for
instance, in the narrative scenes of St John the Baptist’s altarpiece, where the construction
of spaces, the characterization of the figures and even certain stylistic solutions, such as

Fig. 113 Master of Belmonte.
Herod’s Banquet. Detail of
St John the Baptist’s altarpiece.

those of St John’s figure in the Baptism of Christ,210 make direct reference to the Catalan

Barcelona, Museu Nacional

master (Figs. 112-114).

d’Art de Catalunya.
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and adapted his art to what he found around. This profile may match Juan Rius’, if this
painter was really a native of Catalonia. Of course, this would contradict our statements
a few paragraphs above that the Master of Belmonte might have been trained in Saragossa
during the 1430s or 1440s. In any case, to this day we do not have enough evidence to
decide for or against one option or the other. What is really evident is that this is a master
who evolved, as a result of the artistic changes he witnessed, and that these changes led to
the exhaustion of the international Gothic style and the final emergence of the Flemish
style by 1445-1450.
In spite of his adherence to the second-generation International style, Martorell is
acknowledged for the significant role he played in the introduction of the Flemish ars nova
in Catalonia. If this judgment is extrapolated to the Master of Belmonte, works such as the
altarpiece of St John the Baptist, the Virgin and Child with Musician Angels or the panels from
the church in Belmonte de Gracián, we encounter a painter with similar characteristics,
that is to say, a transitional artist. He was also an artist who knew what was being done in
Saragossa in those years. This chain of arguments leads us again to Juan Rius, who, at a given
time, moved from the Aragonese capital to the Calatayud region.
In Saragossa, Rius was already well-known due to his special qualifications concerning
embossing, gildings and estofado, areas in which he specialized during the next years while
It is precisely this clear affiliation with Martorell’s art that leads us to suppose that the

working in Maluenda and Calatayud. We have seen that the Master of Belmonte is a painter

altarpiece of St John the Baptist was executed before the altarpiece of the Virgin and Child

who mastered said techniques perfectly well, and hence the establishment of a relationship

with Musician Angels, and also, before the one in the church in Belmonte de Gracián, because

between them seems reasonable to us. In short, all this is just a mere possibility – a working

in these latter two the presence of embossed motifs and the aesthetic Flemish assimilation

hypothesis awaiting confirmation through the appearance of some new document that

they show are much stronger. Thus, whereas the first could well be dated to around 1450,

might eventually support or refute our proposal.

the other two would need to be dated some years ahead, certainly up to 1475. The last two
ensembles, therefore, would be artworks from his period in Calatayud (if there was a first
production stage somewhere else), more or less concurrent with Domingo Ram’s work in
the altarpiece of saints Justa and Rufina in Maluenda, where similar punching and estofado
decorations were found.
The relation between St John the Baptist’s altarpiece and the artistic koine led by Bernat
Martorell in Catalonia might suggest that the Master of Belmonte had been trained
under that tradition. Although all this may be a mere speculation or conjecture, the

Fig. 114 Master of Belmonte.
Detail of the Baptism of Christ
from St John the Baptist’s

echoes of Martorell resonating in his work, quite atypical in the Aragonese painting of

altarpiece. Barcelona, Museu

the time, may suggest that we have here a Catalan artist who settled down in Saragossa

Nacional d’Art de Catalunya.
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NOT E S

1.

2.

Concerning the Monasterio de Piedra, it has recently been discovered that three of
the Gothic paintings left by collector Matías Muntadas to the Museu Nacional d’Art
de Catalunya in 1957 were from this place. See Barrachina 2013, pp. 26 and 28-29,
Figs. 8 and 11-12, who establishes this origin for a fragmentary predella with the Pietà
and Images of Saints (inv. 64083), by an unknown author; a central compartment of
the predella with the Man of Sorrows Between Two Angels (inv. 64073), attributable
to Domingo Ram; and a panel with St Nicholas and St Bartholomew associated
with the Master of St Vincent (inv. 64086). For these paintings we should refer to
the agreement entered into between painters Jaime Arnaldín II and Bartolomé de
Verdeseca on March 19, 1499 and three members of the Pasamón family, from the
town of Ibdes, for the execution of an altarpiece dedicated to the Magdalene meant
for the monastery (Mañas 1978a, doc. 43). In the future it will be necessary to find
out whether this document is connected with any of the three works cited above.
These lists are based on the maps published in Mañas 1978a, pp. 34-36, although we
have updated them with works not located by the author, such as the compartments
of an altarpiece from Fuentes de Jiloca kept at the Museu de Reus (Tarragona) (inv.
9517, 9528 and 9529). They show St Martin and the Beggar, St Roch and, the third,
St Barbara and St Agatha. Their author is unknown and they may be dated to around
1500 (Post 1966, pp. 357-358; Col·lecció 1993, pp. 32-37).

3.

Gudiol 1955, p. 302.

4.

The main proponents of Huguet’s alleged Aragonese phase were Gudiol-Ainaud
1948, pp. 34-50.

5.

Post 1941, pp. 318-321, Fig. 138.

6.

The panel is mentioned in the 1936 catalog of the Museu d’Art de Catalunya, though
there is no reference to its provenance (Catàleg 1936, p. 126, No. 8).

7.

Boronat 1999, pp. 670-671.

8.

In a letter dated December 30, 1918 the museum director, Carles de Bofarull, lists
the various panels included in the purchase and mentions “Una taula representant
un ‘Arcángel’ de l’iglesia de Belmonte (Saragossa). Una taula representant la ‘Misa de S.
Gregori’ i una altra una [sic] ‘Processó’ de procedència desconeguda”. The same is pointed
out in a letter dated a few days earlier (December 16), sent by the Board secretary,
Carles Pirozzini, to the chairman, Josep Llimona. See, on this matter, Arxiu Nacional
de Catalunya (ANC), Junta de Museus de Catalunya, Expedients de Secretària
General (sèrie General), ANC1-715-T-2227, meeting held on December 14, 1918.
This differentiation can also be found in ANC, Junta de Museus de Catalunya, Actes,
ANC1-715-T-589, minutes of the meeting of the Barcelona Museum Board held on
December 14, 1918.

possession (IAAH, negative numbers Gudiol B-63, B-64 and B-65).
13.

In this sense, we appreciate the insight provided by Rafael Romero (Icono I&R), who
has enabled our direct access to the work.

14.

Post 1941, p. 321.

15.

IAAH, negative numbers B-48, B-49 and B-50. On the representation of prophets
in sub-predellas of Aragonese altarpieces at the time, and their relation with predellas
dedicated to the Passion, see Ruiz-Velasco 2013, pp. 45-48.

16.

IAAH, negative number Mas E-5431.

17.

Post 1941, pp. 500-501, Fig. 230.

18.

Borrás 1969, p. 192.

19.

Mañas 1978a, p. 361 and doc. 44.

20.

Mañas 1978a, doc. 56. On the Cardiels, an interesting family of painters from
Daroca, see Mañas 1996, pp. 47-49 and 66-78, docs. XVI-XXXIV.

21.

Gudiol 1955, p. 302.

22.

Post 1941, pp. 21-25, Fig. 7.

23.

The label reads as follows: “Junta de Incautación y Protección del Patrimonio Artístico. Nº de
Inventario 763. Procedencia S. Alba 3. 194 x 52 [cm]”. It is one of the typical labels that this
Board used to attach to works of art during the Spanish Civil War (1936-1939), enabling
their proper identification so that they might be later returned to their owners.

24.

25.

26.

That it was part of the Alba collection is also confirmed by two photographs
taken before 1938 kept at the Fototeca del Patrimonio Histórico of the Instituto
del Patrimonio Cultural de España in Madrid (IPCE, Información Artística-Junta
Tesoro, ref. A.J.P.0064-0065).
IAAH, negative number Mas Z-3092. At the same institution a second photograph is
preserved (without reference number), very similar to the one mentioned above, with
the body and predella still together. The work is recorded as owned by Juan Lafora,
and the photograph is from the archive of Vicente Moreno Díaz (1894-1954).
His textile collection was purchased by the Barcelona Provincial Council in the
1950s, and is kept today at the Centre de Documentació i Museu Tèxtil in Terrassa
(Barcelona).

27.

Gudiol 1971, p. 83, cat. 267-278.

28.

Gudiol 1971, p. 83, cat. 267. There is an image from the panel in IAAH, negative
number Mas C-3920.

29.

Lacarra 2003a, pp. 56-58, Fig. 37.

30.

Gudiol 1971, p. 83, cat. 268.

9.

Post 1941, pp. 321-324.

31.

See, respectively, IAAH, negative numbers Gudiol 30236 and 45389.

10.

Three photographs from before 1939 kept at the Institut Amatller d’Art Hispànic
(IAAH) in Barcelona place it in the Juñers’ possession (IAAH, negative numbers
B-61, B-62 and B-1374). On this panel, see Baetjer 1995, p. 150. The compartment
did not enter the New York museum until 1955.

32.

IAAH, negative number Mas C-97294.

33.

Gudiol 1971, p. 83, cat. 278; IAAH, without reference number (Master of
Belmonte dossier).

11.

12.

See, respectively, Mañas 1979, p. 157 (reproduction) and Medieval 2017, pp.
55-60. At the Institut Amatller d’Art Hispànic in Barcelona a photograph of a St
Bartholomew is kept, which based on its style, gildings and format must have been
part of the same altarpiece as the panel owned by Sam Fogg. See IAAH, negative
number Mas C 82875. According to the information about this image, it used to be
kept in the collection of the Marquis de Torres Sánchez-Dalp (Seville).
Post 1941, p. 323, Fig. 139. Three photographs from before 1939 are kept at the
Institut Amatller d’Art Hispànic in Barcelona, when the painting was in the Juñers’

been exerting certain control over the regional market, since painters as important
as Bartolomé Bermejo or Miguel Ximénez were commissioned to make works in
collaboration with him. Juan Cardiel is documented as from 1473. This is the
beginning of an interesting saga of painters that goes well into the sixteenth‐century
(Mañas 1996, pp. 33-92). Relationships between the painters from Daroca and
those from Calatayud must have been frequent, and apparently not aggressive – we
do not see painters from Daroca usually working in the area of Calatayud or the
other way round. By way of example, let us mention the contract signed in 1495 by
painters Pedro de Aranda and Bartolomé de Verdeseca, from Calatayud, and Juan
Cardiel and Juan de Bruecelle, from Daroca, for a period of six years (Mañas 1978a,
doc. 21; Mañas 1978b, pp. 185-186).

with him in many commissions. In addition, he also appears as a witness for his
master on two documents dated 1445. See Velasco 2015a, vol. I, pp. 81-82.
59.

For documents, commissioned altarpieces and details about his life, see Borrás
1969, pp. 192-193 and Mañas 1978a, pp. 326-324.

60.

Lacarra 2003b, pp. 105-107; Lacarra 2011, p. 109.

61.

Macías 2013, p. 160.

62.

To that we should add the existence of a third namesake, also a painter: the son
of Jaime Arnaldín II and his wife Águeda López, about whom very little is known
(Mañas 1978a, p. 61).

63.

Mañas, who associates this information with Jaime Arnaldín II, considers that
this payment may have been related to the altarpiece that is now preserved in the
parish church of St Mary, dedicated to St Anthony the Abbot, the Magdalene and
St Engratia (Mañas 1999, p. 68). The style of the panels matches the pro-Flemish
model disseminated by Miguel Ximénez and Bartolomé Bermejo. Borrás, however,
relates the payment made in 1491 to Jaime Arnaldín I (Borrás 1969, p. 193).

39.

In this regard, Gonzalo Borrás’ contribution is essential, since he published an article
including many documentary references about painters who were active in Calatayud
(Borrás 1969, pp. 185-199). The publication of that article coincided in time with
the publication of a study by Fabián Mañas included the previous year in Archivo
Español de Arte (Mañas 1968, pp. 215-235), which is why some of the documents
Borrás presented as unpublished were actually published just before by Mañas.

64.

Borrás 1969, p. 193.

40.

All these questions are analyzed in different chapters of Fabián Mañas’ doctoral thesis
(Mañas 1978a).

65.

Mañas 1978a, doc. 50.

66.

Borrás 1969, pp. 193-194; Mañas 1978a, p. 47.

On Domingo Ram, see Mañas 1968, pp. 215-235; Borrás 1969, pp. 196-197;
Gudiol 1971, pp. 65-66 and 87; Mañas 1979, pp. 183-191; Berg-Sobré 1981, pp.
91-118. Domingo had two brothers who were painters, Juan and Tomás, and a son,
Juan, who also engaged in painting.

67.

For the painter’s documentary chronology, we follow Mañas 1978a, p. 59.

68.

Documents about the painter are referred to in Borrás 1969, pp. 186-191 and Mañas
1978a, pp. 523-549, from where we have drawn the reports we will cite below.

69.

However, the initial agreement was terminated early (1473), which did not prevent
Domingo Ram’s son, Juan, from entering the workshop run by his father’s former
partner as an apprentice in 1496.

41.

42.

Institut Amatller d’Art Hispànic (IAAH), negative number Mas C-57090; Gudiol
1971, p. 86, cat. 366, Figs. 217-220.

43.

On this painter, see the last approach to his figure based on two panels with St Agatha
of Catania and St Catherine of Alexandria preserved at the Museu Maricel in Sitges
(Velasco 2014, n. pag.). In our opinion, these panels are from the same altarpiece that
two others with the Magdalene and St Lucy formerly in the collection of the Vizconde
de Miranda in Valencia (Saralegui 1946, pp. 140-141, Fig. 4-5). On the altarpiece at
the Metropolitan Museum of Art, see Thomas-Centeno 2014, pp. 69-91.

44.

Macías 2013, pp. 383-437.

45.

Lacarra 1987a, pp. 243-244.

46.

Benito is documented during the second half of the fifteenth‐century, but his
production is unknown (Mañas 1978a, p. 62).

47.

Serrano 1917, p. 447; Lacarra 2004, pp. 213-214, doc. 13.

48.

Lacarra 2004, p. 215, doc. 17.

49.

Serrano 1917, p. 445; Lacarra 2004, pp. 220-221 and 229, doc. 26 and 38.

50.

See the documents in Borrás 1969, pp. 191-192 and Mañas 1978a, pp. 321-324.

51.

Mañas 1978b, p. 184.

52.

Mañas 1979, pp. 97-101. Lacarra has agreed – hesitantly at first– to Mañas’ proposal
(Lacarra 2003b, pp. 99-107 and Lacarra 2012, pp. 66-70). Macías, however,
objects to the identification (Macías 2013, p. 160).

53.

For the determination of this artistic personality and the attribution of his first works,
see Post 1933, p. 633, and Post 1938, p. 820, Figs. 326-327.

54.

Lacarra dates Juan Arnaldín’s chronology to between 1433 and 1459, stating that
“La presencia de nuevos documentos en el archivo de protocolos notariales de Calatayud,
referentes a pintores de retablos llamados Juan y Jaime Arnaldín que ejercen su profesión
en Calatayud hasta los últimos años del siglo XV, permite pensar en que fueran miembros
de la misma familia”. It is therefore inferred that he assumes the existence of more
than one painter called Juan Arnaldín (Lacarra 2012, p. 66), and that the one
documented in Saragossa in 1433 would not be the same as the one who made his
will in Calatayud in 1492.

34.

Macías 2013, pp. 427-435.

35.

IAAH, negative number ACIAN Brussels 79690B.

36.

Without attempting to be thorough, see Mañas 1968, pp. 215-235; Mañas 1978a;
Mañas 1978b; Mañas 1979, pp. 158-164 and 183-195; Mañas 1992, pp. 193-203.

55.

The apprenticeship contract was terminated six years later, on April 23, 1442
(Lacarra 2004, p. 221, doc. 28).

37.

Berg-Sobré 1981, pp. 91-118; Lacarra 1997, pp. 354-363; Lacarra 2005, pp. 199-206.

56.

Lacarra 2004, p. 215, doc. 17.

38.

There is evidence of activity of painter Juan de Bonilla in Daroca after 1464. He
seems to be the only painter documented in that city during those years, apart from
Juan de Zamora, who is briefly mentioned in the documents. Bonilla seems to have

57.

Serrano 1917, p. 445; Lacarra 2004, pp. 222 and 229, docs. 29 and 38.

58.

This case may be similar to Pere García de Benavarri’s (doc. 1445-1485), who must
have trained with Blasco de Grañén and who is likely to have eventually collaborated

70.

For documents and Rius’ stay in the town, see Mañas 1978a, pp. 664-665.

71.

Mañas 1968, p. 223; Borrás 1969, p. 197; Mañas 1978a, p. 90.

72.

Mañas 1968, pp. 215-235.

73.

His activity may have been related to the enabling professional environment existing
in the artistic entourage of archbishop Dalmau de Mur. Rius held relationships
with Blasco de Grañén and Martín de Soria – the former, particularly close to the
prelate. Together with the latter, he made an altarpiece for the church in Aguilón, a
commission for which they had Blasco de Grañén’s endorsement and the collaboration
of Salvador Roig, with whom Rius worked again in 1459 in an altarpiece of St Paul
in Saragossa (Serrano 1916a, p. 160, doc. XV; Cabezudo 1957, pp. 257-259, docs.
82-84). To that we should add that in 1460 Miquel Torell, born in Girona, entered
Rius’ workshop as an apprentice (on Torell, see Valero 2008, pp. 61-72). In 1466,
he was commissioned to make the high altarpiece in Lécera, in collaboration with
Jaime Romeu, who would draw and paint the heads (Serrano 1922, pp. 136-139,
doc. CXXVII; Cabezudo 1957, p. 78).

74.

Berg-Sobré 1981, p. 114.

75.

Alcoy 2004, pp. 162-163.

76.

Borras 1969, p. 189; Mañas 1978a, doc. 21.

77.

Out of the six collaboration or partnership contracts known to have been signed by
the painters from Calatayud between 1464 and 1495, Pedro de Aranda appears in
four (Mañas 1978a, p. 69).

78.

Mañas 1978a, pp. 550-551. His hypothesis has been recently further revised and
developed by Macías 2013, pp. 388-393.

79.

For documents regarding his personal information, see Borrás 1969, pp. 197-198;
Mañas 1978a, pp. 582-584. His brother, Fabián, was also a painter, and his son,
Antón, was also engaged in painting.

80.

Mañas 1978a, pp. 342-349.

81.

He entered Domingo Ram’s workshop as an apprentice (Mañas 1978, p. 88).

82.

The data we will show below have been drawn from the study that revealed Violant
de Algaraví’s personality (García-Morales 1999, pp. 653-674).

83.

One of the milestones of the change is the altarpiece, which is missing today, of the
chapel of the city hall building of Saragossa, commissioned in 1443 to the sculptor
Pere Joan, in which the painter Pascual Ortoneda also intervened. It was a mixed
work combining painting and sculpture, which included doors with grisailles, as in
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Flemish triptychs. About this altarpiece, see Velasco 2014-2015, pp. 295-340.
84.

About this issue, see Ruiz-Velasco 2013.

85.

Velasco forthcoming.

86.

Macías 2013, pp. 55-57.

87.

Lacarra 1999a, pp. 15-51.

88.

For the link with the Master of Velilla, see Macías 2013, p. 57. Post, in turn,
attributed it to Martín de Soria (Post 1941, pp. 356-362, Figs. 154-156).

89.
90.

Gudiol 1971, p. 83, cat. 271 and 274, Fig. 180 (we believe that the cataloging in
two separate sets is due to an error).
As stated by Macías 2013, p. 55.

91.

IAAH, negative numbers Moreno 11667 and G-14015.

92.

Macías 2013, pp. 391 and 396-398, Fig. 278.

93.

Post 1941, pp. 428-437.

94.

Berg-Sobré 1981, pp. 91-118.

95.

Galindo 2010, pp. 240-245.

96.

Post 1966, p. 322, Fig. 130.

97.

Gudiol 1971, p. 83, cat. 272.

98.

Macías 2013, p. 56.

99.

Gudiol 1971, p. 83, cat. 273, deemed it as dedicated to St Benedict. See Macías 2013,
pp. 56-57. The latest study of this altarpiece is the one by Berg-Sobré 2008, pp. 92-95.

100. Gudiol 1971, p. 83, cat. 276. We have had access to the graphical image of the work
through the photograph preserved at the Institut Amatller d’Art Hispànic (IAAH)
(without reference number). On the back of the image, included in the dossier devoted
to the Master of Belmonte, the location is mentioned and its dimensions are specified.
101. See, for example, Ruiz 1993, pp. 246-249; Macías 2013, pp. 439-450.
102. Catàleg 1936, p. 126, no. 5; Gudiol 1971, p. 83, cat. 275.
103. These two panels were presented as coming from the same ensemble by Post
1941, pp. 362-365, Figs. 157-158, although he mistakenly associated them with
Martín de Soria. Macías 2013 has taken up the hypothesis (pp. 448-450, Figs. 341342; Macías 2015, pp. 21-24, Figs. 14-15). We have found a photograph of the
Presentation of Mary in the Temple at the Institut Amatller d’Art Hispànic (IAAH,
negative number Mas Móvil 58), while there are also a few pictures of the Coronation
at that institution in Barcelona (IAAH, negative number Gudiol MB-792 and
negative number Mas MB-793).
104. IAAH, without reference number, Master of Belmonte dossier. The dimensions of the
panels are specified on the back of the photographs. See Gradowska 1989, pp. 19-21.
105. Casanova 2005, p. 59.
106. Gudiol 1955, p. 301, Fig. 258; Gudiol 1971, p. 79, cat. 167, Fig. 147; Casanova
2005, p. 59, Figs. 14-15.

not contain the St Michael. Both were eventually sold by the collector or his heirs. In
fact, there is evidence that they were for sale in Barcelona in 1981, based on many
photographs at the Institut Amatller d’Art Hispànic (IAAH, negative numbers Mas
E-5595, E-5596 and E-5597) and a report by Josep Gudiol (ref. 81-65). There are
other photographs of both panels at the same institution (IAAH, negative numbers
Gudiol 14546 and 14535).
117. IAAH, negative numbers Mas E-4563 and E-4564. At the Institut Amatller d’Art
Hispànic there is a report by Josep Gudiol about this painting, where it is attributed
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