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1. Prior considerations 

The 1440s were a time when a change of pictorial model began in the territories 

of the Crown of Aragon, with the International Gothic Style gradually being replaced by 

one with north-European roots. Needless to say, in the Kingdom of Aragon, the Flemish 

model was implanted over the native International Style painting, as in the rest of the 

territories belonging to the Crown. If we take the Catalan case as a reference, this was 

when Bernat Martorell began to introduce changes into his works, incorporating some 

aspects that were a prelude for what would come later, and also the time when Jaume 

Huguet, the great representative of the Late Gothic in these lands, began to work in 

Catalonia.  

So, what happened in Aragon? In general lines, it can be stated that the 

panorama of what we know about the implantation of the Flemish model is not the same 

as in Barcelona or Valencia, as the surviving documentation and works are insufficient 

to explain how the changes came about. For example, among the painters working in 

Aragonese territory during the 1440s and 1450s, we cannot find anybody who travelled 

to the Netherlands. It is not until around 1474, when Bartolomé Bermejo settled in 

Daroca, that we find an artist who surely had travelled there and been in contact with 

the works of Jan van Eyck or Rogier van der Weyden.1 In the same sense, in the Aragon 

of the 1440s and 1450s, we have no documentary proof of a long enough list of foreign 

artists to for us to believe that they had an important influence on the evolution of the 

native pictorial language. 

In the period between 1435 in 1455, a group of painters whose work we know, 

including Pascual Ortoneda, Blasco de Grañén and Pere García de Benavarri, took a 

step forward compared with painters like Benito Arnaldín, Juan de Leví, Nicolás Solana 

or Bonanat Zaortiga. We can surely include Bernat Ortoneda, Jaume Romeu, Salvador 

                                                           
1 In the field of sculpture, there is the case of Hans Piet d’Ansó, “ymaginaire de nacion de Alamanes”, 

who travelled from Saragossa to Perpignan in 1474 “(...) por veir las dichas obras que alla son las quales 

quiere mirar por instruirse de aquellas por su arte”. See Manuel R. Zarco del Valle, Documentos inéditos 

para la Historia de las Bellas Artes en España, (Madrid: Viuda de Calero, 1870), pp. 356-557. 



Roig and Juan and Jaime Arnaldín in this group, all documented but with a catalogue of 

works as yet undefined, although some proposals have been put forward. In parallel, a 

series of anonymous masters active in the same years also appeared on the scene. 

Notable among these is the Master of San Bartolomé, newly identified and active 

around 1445-1450,2 as well as the Master of Alloza, close to the former and who is thus 

supposed to have been working around the same time.3 Some of them still show 

important links to the International Gothic Style, but stand out especially for including 

aspects of Late-Gothic language. Somewhat later, and thus more evolved, is the Master 

of Saint George and the Princess.4 

In contrast with earlier times, the arrival of the Flemish model implied changes 

that fundamentally affected the pictorial language, as the altarpieces did not undergo 

any great structural evolution. Rather, one must talk about the perfecting of solutions 

already applied during the International Style, like those by Blasco de Grañén. In 

questions of structural innovation, the second half of the fifteenth century was a time 

when the lead was taken up by the Kingdom of Castile, which, as we shall see, led to 

the culmination of the model of Late-Gothic altarpiece, in contrast with earlier times in 

which the Crown of Aragon was clearly in the lead.5 Under the International Style, a 

type of altarpiece was consolidated in Aragon that did not differ from the model that 

spread to the other territories of the Crown and the Hispanic kingdoms. It meant another 

step towards the verticalisation and monumentalisation that grew in the second half of 

the fourteenth century, and tended towards the systematic occupation of the wall of the 

apse and to organising the sets in vertical and horizontal registers. By necessity, these 

altarpieces were designed along architectural processes. Among the most representative 

were some from the workshop of Blasco de Grañén, including the altarpieces of Anento 

                                                           
2 Guadaira Macías Prieto, ‘Noves aportacions al catàleg de dos mestres aragonesos anònims. El Mestre de 

Sant Jordi i la princesa i el Mestre de Sant Bartomeu’, Butlletí del Museu Nacional d’Art de Catalunya, 

11 (2010), pp. 33-61. 
3 Lacarra situated his activity in the third quarter of the fifteenth century (1445-1460). See María del 

Carmen Lacarra Ducay, ‘Anunciació i Epifania. Dos compartiments de retaule’, in Jaume Huguet. 500 

anys, (Barcelona: Departament de Cultura, Generalitat de Catalunya, 1993), pp. 228-231; cfr. R. Alcoy, 

San Jorge y la princesa. Diálogos de la pintura del siglo XV en Cataluña y Aragón, (Barcelona: 

Publicacions i Edicions de la Universitat de Barcelona, 2004), pp. 145-156 and 163. 
4 For this painter, see Guadaira Macías Prieto, La pintura aragonesa de la segona meitat del segle XV 

relacionada amb l’escola catalana: dues vies creatives a examen, (Ph. D., Barcelona: Universitat de 

Barcelona, 2014). 
5 Justin E. A. Kroesen, Staging the Liturgy. The Medieval Altarpiece in the Iberian Peninsula, (Leuven: 

Peeters, 2009), pp. 145-146. 



(Saragossa), Ontiñena (Huesca) and Ejea de los Caballeros (Saragossa),6 all dating from 

the 1430s and 1440s, and that stand out for the stepped profile of their upper part. This 

detail was consolidated and spread during the Late Gothic thanks to the master’s old 

collaborators. The same can be said of the low structures with double predella, one 

normally with scenes from the Passion, and the other with prophets or apostles in the 

form of the Creed, producing a curious synthesis between episodes from the New Law 

and those that foretold it. This aspect entered Aragon from Valencia at the beginning of 

the fifteenth century, but it was Blasco de Grañén who incorporated it fully into his 

altarpieces.7 What is interesting is that some artists from his circle incorporated it and 

contributed to its spread, as did Martín de Soria. 

There were some exceptions to the development of this type of monumental 

altarpiece and architectural configuration, such as those horizontal sets with folding side 

panels that should be included among the Hispanic interpretations of the typical Flemish 

and German triptychs from the first third of the fifteenth century. Some examples of this 

are the altarpiece of the chapel of the Council in Saragossa, and the one in the chapel in 

the archbishop’s palace in the same city, that combine painting and sculpture, following 

the habitual proposals in regions like Brabant. Despite these mystifications, and in 

contrast with Castile, the large majority of altarpieces in Aragon were painted and 

vertically orientated, although such important works as the high altarpiece in Saragossa 

cathedral were sculpted. The influence of this work on what came later was important,8 

                                                           
6 For Blasco de Grañén, see María del Carmen Lacarra Ducay, Blasco de Grañén, pintor de retablos 

(1422-1459), (Saragossa: Institución “Fernando el Católico”, 2004), a monographic study that includes 

the author’s contributions about the painter over recent years, including a catalogue of his works and a 

full documentary appendix. 
7 For these questions, see Judith Berg Sobré, Behind the Altar Table. The Development of the Painted 

Retable in Spain, 1350-1500, (Columbia: University of Missouri Press, 1989), pp. 94-102; Francesc Ruiz 

Quesada and Alberto Velasco Gonzàlez, ‘El retaule de Peralta de La Sal (Osca), una obra desconeguda de 

Jaume Ferrer i Pere Garcia de Benavarri’, Retrotabulum, 7 (2013), pp. 40-48, available online on 

http://www.ruizquesada.com/index.php/retrotabulum/90-retrotabulum-7 (consulted: March 2017). In the 

cases of double predellas that were included in this latter publication, we must add that this type was 

exported to the neighbouring kingdom of Navarre, where it appears in the high altarpiece in the cathedral 

in Tudela, a work by Pedro Díaz de Oviedo. See Clara Fernández-Ladreda Aguadé (et al.), El Retablo 

mayor de la Catedral de Tudela: historia y conservación, (Pamplona: Gobierno de Navarra, 

Departamento de Educación y Cultura, 2001). The high altarpiece in the collegiate in Borja (Saragossa) 

must also be mentioned, according to the contract signed in 1460 by the brothers Nicolás and Martín 

Zahortiga, where they were requested to include a “sotobanquo” with the heads of twelve “personas 

[prophets] con sus títoles”, and a “banquo” with six compartments each with two apostles “con sus 

títoles”. See Emilio Jiménez Aznar, ‘El retablo gótico de los hermanos Zahortiga para la colegiata de 

Borja. Trancription y estudio de la capitulación. Seguimiento de las tablas e historias del retablo, 

Cuadernos de Estudios Borjanos, XXXV-XXXVI (1996), p. 58. 
8 Francesca Español, ‘La escultura tardogótica en la Corona de Aragón’, in Actas del Congreso 

Internacional sobre Gil Siloe y la Escultura de su época, (Burgos: Institución Fernán González-Academia 

Burgense de Historia y Bellas Artes, 2001), pp. 287-288; Maria Rosa Manote, ‘Pere Joan’, in L’art gòtic 

http://www.ruizquesada.com/index.php/retrotabulum/90-retrotabulum-7


especially regarding altarpieces with a circular Eucharistic tabernacle and areas reserved 

for displaying the reliquaries on the lower part, although this did not extend to the 

painted altarpieces, which generally did not include these aspects. 

The perception that the faithful had of these impressive high altarpieces and how 

they incorporated them into their religious imaginary and ritual practices is a question 

that seems difficult to tackle from a general viewpoint, and more so in the Aragonese 

case as studies of specific altarpieces have not been done. In the future, a series of 

questions that the specialists have traditionally ignored will have to be tackled, as little 

progress has been made in interpretations where the painted altarpieces are envisaged as 

part of that whole which is the inside of the church. It will be fundamental to see, for 

example, the interactions established between the high altarpiece and the choir in the 

central nave, an element that habitually served as a counterbalance to the presbytery. 

We can study this in some cathedrals and churches, like the collegiate of Santa María de 

Borja (Saragossa) or the cathedral in Tarazona (Saragossa), where the choir and high 

altarpiece were built during the late Gothic period. We have yet to see if these cases 

were part of a common project, as it would appear in the case of Saragossa Cathedral, 

although in that case, the altarpiece is sculpted. Other times, it is highly likely that the 

construction of one element or another responded to a process of action-reaction or 

complement. The relations of the altarpiece are also extrapolated to other questions of 

the topography and interior layout of the temples, their liturgical furniture and, 

moreover, the religious ceremonies, like the processions, sermons, displays of relics on 

solemn festivities, holy representations and liturgical and para-liturgical dramas, or also 

civil ceremonies, such as the swearing of oaths and administration of justice. We can 

speak about the secularisation of the altarpiece, either through the promotion of works 

by lay promoters seeking glory and prestige, or the commissioning of altarpieces that 

revolved around the idea and sentiment of death, aimed at embellishing a family funeral 

chapel. All this conditioned the use and function given to this kind of furniture, that 

acquired multiple and varied meanings depending on the motivations of the promoter.9 

 

2. The implantation of the Flemish model: Archbishop Dalmau de Mur  

                                                                                                                                                                          
a Catalunya. Escultura II. De la plenitud a les darreres influències foranes, (Barcelona: Enciclopèdia 

Catalana, 2007), pp. 317-319. 
9 For all these questions, see the study by Kroesen, Staging the Liturgy, passim. 



For some time, the historiography has highlighted the fundamental role played 

by Archbishop Dalmau de Mur in stimulating the artistic market in Saragossa during his 

prelature, and in passing, the leadership of the painter Blasco de Grañén among his 

contemporaries. Yet, an aspect that has not merited enough attention from the 

specialists is the role they both played (the painter somewhat indirectly) in introducing 

the northern style. In my opinion, it was the presence of a powerful promoter with 

artistic sensitivity, together with an artist who worked for him and whose disciples and 

collaborators introduced the new lexis, which led the Flemish novelties to take root 

there. In other words, the implantation of the Flemish model in Saragossa came about 

through artists who had had some contact with one or the other.  

During his time as head of the Archdiocese of Saragossa (1431-1456), Dalmau 

de Mur was one of the keys to the development of the arts in Aragon.10 His arrival in the 

city and his fertile activity as an artistic promoter turned Saragossa not only into one of 

the most important centres of art in the Crown of Aragon, but also consolidated it in the 

vanguard. We can see this through some of the craftsmen who worked for him, like the 

sculptors Franci Gomar and Fortaner de Usesques, the stained-glass maker Thierry de 

Metz, and goldsmiths like Francisco de Agüero. As we see, he sometimes depended on 

masters from beyond the Pyrenees, which could indicate that they were the bringers of 

the new forms. This is very clear in the case of Usesques, from Morlaas (Bearn, 

France), one of those who introduced late Gothic sculpture into Saragossa.11 Lorenzo 

Mercader (Mercadante) —Laurent Marchand or Laorans Marc’hadour, in french—, 

from Brittany, de Bretaña appears in Sarragosa in 1446 working as apprentice with 

Fortaner de Usesques.12 Something similar may have happened with the sculptor Pierre 

                                                           
10 María del Carmen Lacarra Ducay, ‘Un gran mecenas en Aragón: D. Dalmacio de Mur y Cervellón 

(1431-1456)’, Seminario de Arte Aragonés, XXXIII (1981), pp. 149-159; María del Carmen Lacarra 

Ducay, ‘Mecenazgo de los obispos catalanes en el diócesis aragonesas durante la Baja Edad Media’, 

Aragonia Sacra, II (1987), pp. 19-34; María del Carmen Lacarra Ducay, ‘Els pintors de l’arquebisbe 

Dalmau de Mur (1431-1456) en terres d’Aragó’, in Jaume Huguet. 500 anys, (Barcelona: Departament de 

Cultura, Generalitat de Catalunya, 1993), pp. 86-97. 
11 His art must have been to Archbishop Mur’s taste, as he was commissioned in 1448 to do a sculpture of 

the Virgin with Child for the chapel of Santa María in the cathedral, which has survived to the present, 

and that shows the vanguardist nature of his style. This is the so called “Virgen Blanca”, an image whose 

author was unknown for many years was, but that can undoubtedly be linked to a document published by 

R. Steven Janke, ‘The retable of Don Dalmau de Mur y Cervelló from the Archbishop’s Palace at 

Saragossa: A Documented Work by Francí Gomar and Tomás Giner’, Metropolitan Museum Journal, 18 

(1984), p. 81, doc. 1. For the link between the work and the document, see María del Carmen Lacarra 

Ducay, ‘Don Dalmau de Mur (1431-1456) y Don Juan I (1458-1475)’, in La Seo de Zaragoza, coord. by 

J. C. Lozano López (Saragossa: Diputación General de Aragón, 1998), pp. 163-164, that includes a colour 

reproduction of the image. 
12 Javier Ibáñez Fernández and Diego Domínguez Montero, ‘Antes de Sevilla: Lorenzo Mercader 

(Mercadante) de Bretaña en Zaragoza (doc. 1446-1448). Transferencias e intercambios entre las Coronas 



de Bans, perhaps Breton (from Vannes?), who worked on some tabernacles, pedestals 

for images and other elements for the archbishop in 1448.13 In contrast, we cannot state 

the same for the group of painters from his surroundings, as the most important of these, 

Blasco de Grañén, remained faithful to the International Gothic Style, as did Pascual 

Ortoneda. However, it is possible that the painting of the above-mentioned Jaume 

Romeu (doc. 1440-1470) and Salvador Roig (doc. 1444-1481), whose style is unknown, 

was a step forward in relation with the work of the former.  

Archbishop Mur, from the Catalan town of Cervera (Lleida) and who had 

previously occupied the bishopric of Girona and the archbishopric of Tarragona (as well 

as a canonry in Lleida), promoted the arrival in Aragon of various artists from 

Catalonia, which is understandable given that during his time in this region, he had been 

behind artistic projects. This was the case of painters like Pascual Ortoneda and carvers 

specialised in choir stalls like Franci and Antoni Gomar, whose work in the choir of 

Saragossa Cathedral (1444-1453) could be considered as Late Gothic language, so that 

it should be analysed as one of the first examples of the new style in Aragonese 

sculpture.14 Contracting carvers who brought something new could be understood as a 

sign of the archbishop tending towards the novelties coming from across the Pyrenees.  

The same can be said about the goldsmithery, a field where the prelate Mur also 

worked with craftsmen sensitive to the new forms. We can see this in the bust-reliquary 

of Saint Valerius in Saragossa Cathedral, which was drastically remodelled in 1448-

1452 to give it its actual appearance, with a very realist face, stylistically close to the 

novelties imported from the southern Low Countries. Dalmau de Mur was involved in 

                                                                                                                                                                          
de Aragón y Castilla a mediados del siglo XV’, Artigrama, 30 (2015), p. 170. On Lorenzo Mercadante, 

see Nicola Jennings and Teresa Laguna Paúl, Lorenzo Mercadante de Bretaña. Virgen del Buen Fin, 

London, Coll & Cortés, 2016. 
13 The documents appear in Javier Ibáñez Fernández, ‘La arquitectura en el reino de Aragón entre el 

Gótico y el Renacimiento: inercias, novedades y soluciones propias’, Artigrama, 23 (2008), pp. 90-91, 

docs. 2-3. Recently, this documents have been brought into relation with the altarpiece for the “Virgen 

Blanca” (quoted in the previous note). See Javier Ibáñez Fernandez and Jorge Andrés Casabón, La 

catedral de Zaragoza de la Baja Edad Media al Primer Quinientos. Estudio documental y artístico, 

(Saragossa: Fundacion Teresa de Jesus, 2016), pp. 105-110. See also Fernández and Domínguez, ‘Antes 

de Sevilla’, pp. 176-181. 
14 This has benn defended in Janke, ‘The Retable’, p. 73; Español, ‘La escultura tardogótica’, pp. 208 and 

308; Galia Pik, ‘La escultura Zaragozana del siglo XV: estado de la cuestión’, Turiaso, 16 (2001-2002), 

pp. 154-155. Moreover, the choir was made from Flemish oak, which is also revealing despite having 

been used earlier for this kind of works. Franci Gomar’s Late-Gothic affiliation can also be seen in an 

image of the Virgin and Child that has been linked to the artist or his workshop, nowadays in the church 

of San Valero in Saragossa, although originally from the demolished church of San Andrés, that has been 

dated from around 1450. See Janke, ‘The retable’, pp. 79-80, fig. 16; Domingo J. Buesa Conde, La Virgen 

en el Reino de Aragón. Imágenes y rostros medievales, (Saragossa: Caja de Ahorros y Monte de Piedad 

de Zaragoza, Aragón y Rioja, 1994), pp. 245-250. 



the project, and the goldsmith commissioned to do the work was Francisco de Agüero, 

who was able to follow models by sculptors like the Gomars or Antoni Dalmau, as was 

habitual in this type of works.15  

The same goldsmith appears in a similar project that was also promoted by the 

archbishop, this being the bust of Saint Braulio in the basilica of El Pilar in Saragossa, 

dated from around 1456-1461 (with transformations done in the eighteenth century) 

(fig. 4.1). Once again, it was decided to follow sculptural criteria close to the northern 

style, and as Ainaga and Criado have stated, this was another of the early Saragossan 

creations done in the new language.16 It stands out that the face of the saint in the bust-

reliquary of Saint Braulio resembles the configuration of that of Saint Martin of Tours 

in one of the panels of the altarpiece in the archbishop’s chapel in Saragossa, done 

around 1458-1459 by Tomás Giner (fig. 4.2).17 The similitudes allow us to suppose that 

one work could have served as the model for the other. Moreover, the altarpiece is a 

new example of the archbishop’s tastes for the Flemish-style aesthetic option and the art 

of the Gomars. This was a commission where reliefs sculpted in alabaster dedicated to 

Saint Martin and Saint Tecla, nowadays in The Cloisters (Metropolitan Museum of Art, 

New York), were combined with a series of painted panels, a pair of which have 

survived and are still today in the Archbishop’s Palace in Saragossa.18 Dalmau de Mur 

entrusted Franci Gomar with the sculpted part, but for the painted panels we have no 

evidence that he chose a certain artist, given that the choice of the painter was not made 

until two years after the prelate’s death in 1456. The commission was given to Tomás 

Giner, who signed a contract with the sculptor Gomar in 1458 to do the painting.19  

                                                           
15 Jesús Criado Mainar and José C. Escribano Sánchez, ‘El busto relicario de san Valero de la Seo de 

Zaragoza. Noticia de su reforma por Francisco de Agüero”, Boletín del Museo e Instituto “Camón 

Aznar”, LIX-LX (1995), pp. 129-133. 
16 María Teresa Ainaga Andrés; Jesús Criado Mainar, ‘El busto relicario de San Braulio (1456-1461) y la 

tradición de la venida de la Virgen del Pilar a Zaragoza’, Aragón en la Edad Media, XX (2008), p. 71. 
17 About this work and the surviving documentation about its making, see Janke, ‘The Retable’, pp. 65-

83. 
18 The archbishop’s private heraldry is profusely represented on both the sculpted part, as well as on one 

of the painted compartments. The link to the promoter is also confirmed through the documentation, with 

documents of payment dated between 1456 and 1459. See Janke, ‘The Retable’, pp. 81-83, docs. 6, 9-10, 

13 and 15-16.  
19 Janke, ‘The Retable’, pp. 75-77 and 82-83, doc. 13. The altarpiece had to preside a recently-built chapel 

dedicated to Saint Tecla, promoted by Archbishop Mur between 1445 and 1449, and of which important 

architectural and sculptural remains in brick and plaster following the forms of the Flemish Gothic have 

recently been discovered. The use of these materials is especially interesting as the most normal would 

have been to use stone. See Javier Ibáñez Fernández, La capilla del palacio arzobispal de Zaragoza en el 

contexto de la renovación del Gótico final en la Península Ibérica, (Saragossa: Museo Diocesano de 

Zaragoza, 2012), pp. 72-79. 



Typologically, the lower part of the altarpiece was inspired by the predellas by 

the sculptor Pere Joan in the cathedrals of Tarragona and Saragossa. However, what is 

conserved shows a very original type of altarpiece, in a horizontal format, that 

combined painting and sculpture and was without precedent in Aragonese art. Yet, we 

have news about other mixed altarpieces from the 1440s, like the one that disappeared 

from the cathedral in Tarazona, or the other also lost from the chapel of the city hall in 

Saragossa.20 The final result was a set that appears similar to the contemporary mixed 

altarpieces from Brabant, although without the moveable wings and with a specific 

“Hispanised” distribution of its painted compartments in the upper body, with three 

panels that showed pairs of saints, and surely a Calvary located in the apex, according to 

what we deduce from reading the contract. We do not know if this curious combination 

of sculpture and painting in two differentiated levels was a reflection of the thoughts of 

the archbishop, who probably knew the typology of the mentioned altarpiece and 

adapted it, or a modification of the original project after his death. If it were the latter, it 

is possible that what originally had to be completely sculpted, ended up being done in 

painted panels given the haste to finish the commission.21  

Two panels have survived from Tomás Giner’s (doc. 1458-†1480) work on the 

altarpiece, one showing Saints Martin and Tecla, and the other, Saints Lawrence and 

Augustine. His art was close to the new trends, and so choosing him was not out of tune 

with the predella sculpted by Gomar. He was one of the finest painters working in 

Aragonese territory in those times, which led to him being appointed court painter to 

Prince Ferdinand, the future Catholic king.22 We have no knowledge about where and 

                                                           
20 Alberto Velasco Gonzàlez, ‘«Para que sus deliberaciones y consejos no vayan herrados sino 

acertados». Gonzalo de la Caballería y el retablo de la capilla del concejo de zaragoza (1443)’, Turiaso, 

XXII (2014-2015), pp. 295-340. 
21 Janke, ‘The Retable’, pp. 68 and 77. Cfr. See Ibáñez and Domínguez, ‘Antes de Sevilla’, pp. 180-181. 

The Majorcan documentation mentions a commission some years earlier whose structure must have 

produced a very similar looking altarpiece. This was the one that Gabriel Mòger agreed to paint in 1438 

for the high altar in the parish of Santa Eulalia in Palma. It had to have five painted compartments, the 

main one, plus two on each side, we suppose one above the other. The image was thus of a triptych with 

double compartments on the wings, a type of structure that is analysed here below and that has been 

studied by Didier Martens. Moreover, these compartments were meant to be placed above a predella that 

was already in the church, “qui es obra de Flandes” (that was a work of Flanders). See Gabriel Llompart, 

La pintura medieval mallorquina. Su entorno cultural y su iconografía, 4 vols (Palma: Luís Ripoll, 1978-

80), IV, pp. 129-130, doc. 220.  
22 For Tomás Giner, see the synthesis by María del Carmen Lacarra, ‘Tomás Giner. Sant Martí de Tours i 

santa Tecla’, in La pintura gòtica hispanoflamenca. Bartolomé Bermejo i la seva època, dir. by F. Ruiz 

Quesada and Ana Galilea Antón (Barcelona-Bilbao: Museu Nacional d’Art de Catalunya, Museo de 

Bellas Artes de Bilbao, 2003), pp. 254-257, where the panels from the altarpiece in the archbishop’s 

palace are studied, and where there is a summary of the earlier bibliography about its author. The same 

author later published a study of the panel of Saint Martin and Saint Tecla coinciding with its restoration. 

This work led to the appearance of an inscription in the book the saint is holding, that has been interpreted 



under whom he trained, although we do know that he did so following the aesthetics of 

the second generation of the International Gothic Style. He must have adapted rapidly to 

the new paradigm as, on occasions, his sources hark back to the international context, as 

we shall see when referring to the altarpiece in Erla, whose central panel is inspired by 

Eyckian models. In the same sense, the panels of the altarpiece in the archbishop’s 

palace share some characteristics with a piece acquired recently by the John Paul Getty 

Museum (Los Angeles, USA). This panel has the Trinity surrounded by saints attributed 

to Peter Hemmel de Andlau, a well-known stained-glass artist from Strasbourg,23 where 

we see that the Saint Lawrence resembles the one that appears in one of the 

compartments by Giner. The same can be said about the Saint Steven on the far left of 

this work, strongly reminiscent of a Saint Vincent by Giner from Saragossa Cathedral, 

nowadays in the Prado Museum.24 In the future it will be necessary to explore these 

relations between Giner and the painting from the north of France in greater depth, to 

see if this was a passing influence, or whether deeper links can be detected. In this 

context, we believe it is worth remembering that the painter Arnau de Castellnou de 

Navalles, his preferred partner since 1466, perhaps came from these lands (from 

Noialles?).  

Another of the projects that is habitually associated with the Dalmau de Mur’s 

will is the stained-glass windows for the main nave and refectory of Saragossa 

Cathedral, made and installed in 1448 by the German, Thierry de Metz, who travelled 

from Barcelona.25 The shadow of the archbishop looms over this latter commission, 

although we do not know for sure if it was assigned to this artist on the archbishop’s 

initiative. It would be no surprise in view of the tastes of this possible promoter, as the 

choice of Thierry de Metz could be because he represented the new. None of his works 

has survived, although there are documentary references that allow us to suppose this. 

In 1449, together with the painter Guillem Talarn, he was contracted to make a stained-

glass window for the chapel of the Council in Barcelona and whose light had to 

illuminate the Virgin of the Councillors by Lluís Dalmau (now in the National Museum 

of Art of Catalonia, from here on, MNAC), painted a few years earlier and, as we said 

                                                                                                                                                                          
as an allusion to the date the altarpiece was finished, namely 1459. For this question, see María del 

Carmen Lacarra Ducay, ‘Revelaciones de una pintura restaurada de Tomás Giner, pintor de Zaragoza 

(doc. 1459-1480)’, Artigrama, 19 (2004), p. 232. 
23 See http://news.getty.edu/article_display.cfm?article_id=5639 (consulted: March 2017). 
24 Reproduced in María del Carmen Lacarra Ducay, ‘Aportaciones al catálogo de las obras de Tomás 

Giner, pintor de Zaragoza’, Artigrama, 10 (1993), p. 170, fig. 7. 
25 See Janke, ‘The Retable’, pp. 73-74, which includes the earlier bibliography about this stained-glass 

artist and publishes new references. 

http://news.getty.edu/article_display.cfm?article_id=5639


before, one of the outstanding examples of Flemish realism in the Crown of Aragon.26 

The window had to be done in grisaille, which could be considered a northern influence, 

more so bearing in mind the place it was designed for and the altarpiece it had to 

illuminate. Thus, the choice of Thierry de Metz for the commission in Saragossa could 

perhaps be justified by he being an innovative artist. 

There are two documents that show that Dalmau de Mur had well-developed 

criteria in artistic questions, and that this was also recognised by his contemporaries. 

These references would also confirm that, after a given moment, the northern caught his 

attention. The first of these, from 1446, refers to the above-mentioned sculptor Fortaner 

de Usesques, who was commissioned to do an altarpiece by Juan de Funes, vice-

chancellor to King Alfonso the Magnanimous, destined for his chapel in the monastery 

of San Francisco in Saragossa. The work was cancelled three years later, but what is 

interesting to note is that the contract specified that it was the archbishop who had to 

give the final approval to the work.27 The detail is not in any way trivial, as this was a 

private initiative that had to be “supervised” by Dalmau de Mur so as to guarantee its 

quality. Thus, the promoter trusted the archbishop and his criteria fully, although it must 

be recognised that it was not usual for a private individual to choose someone of this 

level to do a task like this, which surely indicates the existence of a personal 

relationship. It is also significant that the commission was given to a foreign artist, 

related to a sculptural style that differed from the International Gothic Style represented 

by Pere Joan, who worked several times for the Archbishop. 

The second is also from 1446 and refers to the field of painting. That year, the 

painter Pascual Ortoneda, resident in Saragossa and one of the artists in the 

archbishop’s circle, introduced his son Bernat as an apprentice in the workshop of 

Bernat Martorell in Barcelona, the most important of the time in Catalonia. The 

document stipulated that the youth had to remain with the master for at least four years, 

                                                           
26 Conde de la Viñaza, Adiciones al Diccionario histórico de los más ilustres profesores de las bellas 

artes en España de Juan Agustín Cean Bermúdez, 4 vols. (Madrid: Tipografía de los Huérfanos, 1889-

1894), I, p. 138; Salvador Sanpere Miquel, Los cuatrocentistas catalanes: historia de la pintura en 

Cataluña en el siglo XV, 2 vols. (Barcelona: Tipografia de l’Avenç, 1906), II, pp. 219-220; Émile 

Bertaux, ‘Les primitifs espagnols III. Les disciples de Jean van Eyck dans le Royaume d’Aragon’, La 

Revue de l’Art, 22 (1907), p. 109. 
27 Manuel Serrano Sanz, ‘Documentos relativos a la bellas artes en Aragón (siglos XIV y XV)’, Arte 

Español, III (1916-1917), pp. 520-521. The value of this document was also emphasised by Janke, ‘The 

Retable’, pp. 72-73, who published new data about the sculptor in relation with other works done in 

Saragossa, and defined him as a possible source of novelties. See Ibáñez and Domínguez, ‘Antes de 

Sevilla’, pp. 171-173. 



or longer if Dalmau de Mur considered it necessary.28 The data is of great importance, 

as some interesting implications can be deduced from it. First, Martorell was an 

especially well reputed artist and the archbishop must have been aware of that. 

Secondly, Dalmau de Mur adopted an attitude to the relations between artists and clients 

that was not at all habitual in the Crown of Aragon, as, in contrast to the Italian 

republics, protection was not given on the same terms.29 Various questions arise from 

this. Why was the training of a young painter put into the hands of an archbishop? Was 

it perhaps a result of what Martorell’s painting meant at that time? Did this artist offer a 

different aesthetic alternative to the painters in Saragossa? What plans did Dalmau de 

Mur have for Bernat Ortoneda? Effectively, Martorell was introducing some new 

features into his pictorial lexis that differentiated him from the others, and it is highly 

likely that the archbishop was attracted by this. In fact, in recent years, the 

historiography has highlighted that the later work by this Barcelona painter incorporated 

aspects of the northern language, and that his workshop must have been a conduit for 

these novelties. 

The archbishop’s refined taste and his attachment to foreign luxury goods led 

him to own objects, made in the leading European artistic centres and within the reach 

of but a few. The first of these is the well-known Girona Bible (Girona, Biblioteca 

Capitular, ms. 10), a codex from around 1280-1290, illuminated in Bologna, that came 

into his hands after having belonged to such notables as Charles V of France (1338-

1380), Duke Jean de Berry (1340-1416) and the Anti-Pope, Benedict XIII (1328-

1423).30 Yet, what I wish to highlight here is an interesting set of tapestries that were 

                                                           
28 Agustí Duran i Sanpere, Barcelona i la seva història, 3 vols. (Barcelona: Curial, 1972-1975), III, p. 123, 

doc. 51. 
29 In fact, using the word “patronage” (“mecenazgo”) in the Spanish context can be misleading. About 

this question, see Joaquín Yarza Luaces, ‘Clientes, promotores y mecenas en el arte medieval hispano’, in 

VII Congreso del CEHA Murcia, 1988: Actas: Mesa I, Patronos, promotores, mecenas y clientes, 

(Murcia: Universidad de Murcia, 1992), pp. 15-47. 
30 Its possession shows that archbishop Mur tried to surround himself with works of art of the highest 

quality. He turned to acquisitions, in this case, surely made in Valencia, given that after the pontiff’s 

death there was a sale of 1,100 codices from his library in that city. About the history and vicissitudes of 

the manuscript, consult, among others, Joaquín Yarza Luaces, ‘La récuperation <dell’antico> dans la 

Bible de Charles V’, in Memory and Oblivion, XXIXth International Congress of the History of Art, 

(Dordrecht: Kluwer Academic Publishers, 1999), pp. 709-718; M. Medica, ‘La Bibbia di Gerona e il suo 

commitente: una proposta per il Cardinale Jean Cholet’, Arte medievale, II, 2 (2003), pp. 65-85. It is 

curious that archbishop Mur took an interest in a bible made and illuminated one and a half centuries 

before his time. This should not be considered trivial if one bears in mind that he owned a second 

Bolognese bible with the same characteristics, which he ceded to Tarragona cathedral and that is 

nowadays in the library of the monastery of San Lorenzo del Escorial (ms. a.I.5). Yarza mentions the 

latter in Joaquín Yarza Luaces, ‘Clientes y promotores en el marco del gótico catalán’, in Cathalonia. 

Arte gótico en los siglos XIV-XV, (Madrid: Fundación “La Caixa”, Ministerio de Education y Cultura, 

MNAC, 1997), p. 51. 



acquired by the chapter of Saragossa Cathedral on his death (1456). These include a 

series of eight tapestries on the theme of the Passion, although only two have survived 

to our days. These have been dated from around 1400-1420 and make up one of the few 

surviving sets woven in Arras, which explains their importance.31 Other are known 

thanks to an inventory from the mid sixteenth century that includes the one mentioned 

above, others that displayed the archbishop’s heraldry, and even one that was a gift from 

the Constable of Castile.32 

In a similar aesthetic orientation, we must include the brass plaque that covered 

the archbishop’s grave, that still exists, although battered, on the pavement of the choir 

in Saragossa Cathedral, just where it was placed as stipulated in his will (fig. 4.3).33 

Although at first sight it could be thought to be an imported piece, similar to those 

produced in Flanders or the regions of the Rhine and the Moselle, it was in fact made 

locally but imitating the foreign productions.34 It was by the Saragossa goldsmith Pedro 

de Lucerga and made in 1458, that is, after the archbishop’s death, and for which he was 

paid 200 sueldos.35  

                                                           
31 Eduardo Torra de Arana, Antero Hombría Tortajada and Tomás Domingo Pérez, Los Tapices de La 

Seo de Zaragoza, (Aragon: Caja de Ahorros de la Inmaculada, 1985), pp. 42-43 and 62-73; K. Dimitrova, 

‘À la manière française: les modèles du XIVè siècle et la création des tapisseries à la cathédrale de 

Saragosse par Dalmau de Mur’, in El Trecento en obres. Art de Catalunya i art d’Europa al segle XIV, 

ed. by Rosa Alcoy, (Barcelona, Publicacions i Edicions de la Universitat de Barcelona, 2009), pp. 479-

487. 
32 Manuel Serrano Sanz, ‘Documentos relativos a la pintura en Aragón durante el siglo XV’, Revista de 

Archivos Bibliotecas y Museos, XXXII (1916), p. 153, n. 1. 
33 The will also states that the tomb had to be “non pompose, sed alias decenter et honeste secundum quod 

pro archiepiscopo est fieri consuetum”. See Serrano, ‘Documentos’, XXXII (1916), pp. 151-153, doc. 

XIII; Antonio Duran Gudiol and María del Carmen Lacarra Ducay, ‘El testamento de Don Dalmau de 

Mur y Cervelló, Arzobispo de Zaragoza (1431-1456), nuevas observaciones’, Aragonia Sacra, XI (1996), 

pp. 49-62. 
34 In his study of Flemish monumental brasses in Spain, Ronald Van Belle includes it in the small group 

of those done in Spain imitating the Flemish models, for the roughness of the etchings. See Ronald Van 

Belle, Laudas flamencas en España, (Bilbao: Ediciones Beta III Milenio, 2011), pp. 46-47 y 165-170.  
35 Ibáñez, La capilla, pp. 66 and 211-212, docs. 40 and 42. The finding is of great importance, as it is one 

of the few brass tombstones for which we know the conditions for its commissioning, and more so taking 

into account that it is one of the few surviving ones produced locally. Moreover, the contract stipulated 

that it should done according to a sample on paper that was given to the craftsman, and to the knowledge 

of the silversmiths Juan de Galbe and Juan de Guxon, both from Saragossa. We do not know if 

Archbishop Mur gave instructions about the type of tomb he desired before he died. We must suppose so, 

as he indicated where he wanted to be buried. The choice of a tombstone of this type should not surprise 

us as if we take into account that, while he was Archbishop of Tarragona (1425), he ordered the transfer 

of the body of his predecessor, Pere de Sagarriga, from Barcelona to be buried in Tarragona Cathedral. 

The inhumation took place under a brass tombstone imported from Flanders, which could explain Dalmau 

de Mur’s penchant for this kind of production. For the tombstone of Pere de Sagarriga, currently in the 

Museu Frederic Marès in Barcelona, see María Rosa Manote Clivilles, ‘La lauda sepulcral de 

l’Arquebisbe de Tarragona Pere de Sagarriga’, Quaderns d’Història Tarraconense, 10 (1990), pp. 31-38; 

and also Van Belle, Laudas flamencas, pp. 114-124 and 169. 



In conclusion, all this shows that Archbishop Mur’s attachment to the products 

from northern Europe influenced artistic disciplines ranging from painting to sculpture, 

fabrics and metalwork. This shows that the Flemish style completely seduced him from 

the aesthetic point of view, although it cannot be entirely dismissed that this type of 

objects facilitated or made him feel more comfortable with devotional practices close to 

the Devotio Moderna, so popular in those times. This could have been so, as the 

Flemish painting, as well as its Hispanic interpretations, supplied a sentimental and 

emotive component with its realist recreations, while also facilitating empathic and 

compassionate meditation and prayer by the faithful.36  

 

3. 1443: the altarpiece of the Chapel of the Council in Saragossa37 

One of the artists Archbishop Mur entrusted to execute his most important 

commissions was the sculptor Pere Joan (doc. 1416-1458). Thus, he did the high 

altarpiece in the cathedral (1434-1445),38 as he had earlier done (1426) in Tarragona 

Cathedral, also with Dalmau de Mur as the promoter.39 Although he is one of the great 

representatives of the International Gothic Style in the Crown of Aragon, the contract 

for the missing altarpiece from the chapel of the council in Saragossa (1443) places Pere 

Joan in the vanguard, involved in receiving and introducing novelties into the art of his 

time, especially in the field of painting.40 The document specifies that he had to do an 

altarpiece that mixed sculpture and painting, a typology that Pere Joan knew and one 

that was relatively successful in Aragon in the 1430s and 1440s, as we have seen with 

the altarpiece of the archbishop’s chapel in Saragossa.41 The central compartment had to 

                                                           
36 For these questions see Joan Molina Figueras, ‘Contemplar, meditar, resar. Funció i ús de les imatges 

de devoció al voltant del 1500’, in L’art a Catalunya i els Regnes Hispans en temps de Carles I, (Madrid: 

Sociedad Estatal para la Conmemoración de los Centenarios de Felipe II y Carlos V, 2001), p. 93. 
37 Here we resume the conclusions of our study, Velasco, ‘Para que sus deliberraciones’, pp. 295-340. 
38 For this altarpiece and Pere Joan’s work, see Pascual Galindo Romeo, Monumentos artísticos de la Seo 

en el siglo XV. Al Facistol de los leones. El Cimborio. El Retablo Mayor, (Saragossa: La Académica, 

1923), pp. 63-109; Criado and Escribano, ‘El busto relicario de san Valero’, pp. 126-127 (with 

documentary novelties); María del Carmen Lacarra, El Retablo Mayor de San Salvador de Saragossa, 

(Saragossa: Gobierno de Aragón, Departamento de Cultura y Turismo, 2000). 
39 A recent summary of the artist and his work in Tarragona in Maria Rosa Manote, ‘Pere Joan’, in L’art 

gòtic a Catalunya. Escultura II. De la plenitud a les darreres influències foranes, (Barcelona: 

Enciclopèdia Catalana, 2007), pp. 124-143, which includes the earlier bibliography. Pere Joan, following 

a commission from Dalmau de Mur, did also the so called “Virgel de la Araña”, a really impressive little 

sculpture in alabaster that dissapeared in the Spanish Civil War. See Maria Rosa Manote, ‘La Verge de 

l’Aranya, obra de l’escultor Pere Joan’, Retrotabulum. Estudis d’art medieval, 11 (2014), pp. 1-21, 

available online on: http://www.ruizquesada.com/index.php/es/retrotabulum-eses/106-retrotabulum-11-la-

verge-de-laranya-obra-de-lescultor-pere-joan (consulted: March 2017). 
40 The contract is published in Serrano, ‘Documentos’, XXXV (1916), pp. 420-421, doc. XX.  
41 The case of the missing high altarpiece from the cathedral in Tarazona could have been another of the 

references. It was a project that Pere Joan himself, the mason, Antoni Dalmau (doc. 1435-1453) and the 



show a relief sculpted with the Pentecost, and the sculptor also committed himself to 

painting the wings. He surely finally did not take up the latter task, as that same year, 

the painter Pascual Ortoneda contracted the painting of one or more panels for the same 

chapel.42 In any case, in the document, Pere Joan stipulated (in handwriting) that said 

wings would be done “de pintura molt de nova ordenança e tot ab colors ab oli de 

linos”, in other words, painted in oil. Moreover, it stipulated such details as that the 

outside of these doors would be “de blanch e negre”, that is, in grisaille, and would 

depict “la Maria en una part, en en l’altre l’angel, e es anomenada la Salutaçon, e sera 

molt maravellosament fet, en molt nova manera”. Similarly, four prophets were painted 

on the inside, also in grisaille, “de nova manera retirant a obre de pedre, dos en cada 

porte”. 

As can be deduced from the terms in which the document was expressed, the 

contract is of exceptional value, as it presents the commissioning of a work in a clearly 

Flemish style.43 A parallel could be established with the altarpiece of the archbishop’s 

chapel in Saragossa, but in that case, it was an Aragonese interpretation of the mixed 

Brabant and Germanic altarpieces with painted wings, as it does not state that it had 

moveable wings. In contrast, the format of the work that Pere Joan and Pascual 

Ortoneda were commissioned to do is a faithful emulation of these northern patterns. 

Needless to say, the format of this altarpiece was completely new in the Crown of 

Aragon, as what is described is a triptych in a horizontal format, far removed from the 

vertical Hispanic model and with doors painted in grisaille, which makes it the first 

documented example of this technique on panels in the Hispanic kingdoms. The wings 

had to show the Annunciation on the outside, with four prophets superimposed in two 

registers on the inside. This is a distribution analogous to the typology of triptych with 

                                                                                                                                                                          
painter, Pascual Ortoneda, all worked on, all of them Catalans. See R. Steven Janke, ‘Pere Johan y 

Nuestra Señora de la Huerta de Tarazona, una hipótesis confirmada: documentación del retablo mayor, 

1437-1441’, Boletín del Museo e Instituto “Camón Aznar”, XXX (1987), pp. 9-17; María del Carmen 

Lacarra Ducay, ‘Pascual Ortoneda, pintor del retablo mayor de la catedral de Tarazona (Zaragoza), nueva 

aproximación a su estudio’, Boletín del Museo e Instituto “Camón Aznar”, XXX (1987), pp. 18-28; Galia 

Pik, ‘El retablo gótico de la Seo de Tarazona: una hipótesis sobre dos piezas conservadas en Grisel y 

Tórtoles (Zaragoza), Turiaso, XVII (2002), pp. 197-216. 
42 Serrano published a brief abstract of the document subscribed by Ortoneda, which is in the same 

notarial manual as the one signed by Pere Joan (notary Salvador de la Foz) (Serrano, ‘Documentos’, 

XXXV [1916], p. 420, doc. XIX). This may show that the painter’s participation was planned from the 

start, although the leading role in the contract was taken by the sculptor. Thus, it is possible that Pere Joan 

directed the works and Ortoneda worked under him, although he had full control over the pictorial tasks.  
43 Various historians have drawn attention to this document and its links to the new northern postulates. 

Among others, see Agustí Duran y Sanpere, Els retaules de pedra, 2 vols. (Barcelona: Editorial Alpha, 

1932-1934), II, pp. 59-61; R. Steven Janke, ‘Observaciones sobre Pere Johan’, Seminario de Arte 

Aragonés, 34 (1981), pp. 111-112; Berg Sobré, Behind the Altar Table, pp. 64-65; Lacarra, ‘Els pintors’, 

p. 94; Español, ‘La escultura tardogótica’, pp. 287-288; Manote, ‘Pere Joan’, p. 136. 



double compartments on the wings, an aspect that the historiography had not 

highlighted. This typology refers directly to the context in the Peninsula in the fifteenth 

and sixteenth centuries and has been studied recently by Didier Martens, who has 

defended (very convincingly) that this was the one preferred by the Hispanic clients, as 

subdividing the wings into different scenes led to gains in the narrative and meant that 

the small Flemish triptychs resembled, to an extent, the large mural altarpieces.44 

Another aspect that again refers to the northern origins of the work is that it had 

to be done in oil, which makes it the first documented example of the use of this 

technique in the Hispanic context.45 It should be borne in mind that this technique did 

not become widespread in the Iberian Peninsula until the 1460s,46 and that the oldest 

surviving work in which its use is documented is the above-mentioned Virgin of the 

Councillors in the MNAC, considered a milestone in the introduction of the “ars nova” 

in the Crown of Aragon.47 Moreover, the Valencian Lluís Dalmau was commissioned to 

do this piece for a similar place, the chapel of the City Council in Barcelona, only one 

month after the signing of the contract for the altarpiece of the council in Saragossa.48 

Thus, it should be no surprise that the promotion of two similar works, close to the new 

Flemish lexis and destined for two analogous institutions, was the consequence of some 

                                                           
44 Didier Martens, ‘Isabelle la Catholique et la fondation d’une esthétique hispano-flamande: une 

approche typologique’, in El intercambio artístico entre los reinos hispanos y las cortes europeas en la 

baja edad media, coord. by Concepción Cosmen Alonso, María Victoria Herráez Ortega and María 

Pellón Gómez-Calcerrada (León: Universidad de León, 2009), pp. 165-190; Didier Martens, Peinture 

flamande et goût ibérique aux XVème et XVIème siècles, (Brussels: Le Livre Timperman, 2010), pp. 25-

97. However, the Flemish typology proposed in the Saragossa contract did not take root, as there are no 

more references in the documentation to triptychs with these characteristics after 1443 (Berg Sobré, 

Behind the Altar Table, p. 65). 
45 This aspect was highlighted by Josep Gudiol Cunill, ‘Dels orígens de la pintura a l’oli. II’, Pàgina 

Artística de La Veu de Catalunya, 405 (1917), 27th October, and afterwards by Berg Sobré, Behind the 

Altar Table, p. 64-65, who noted that the next contract where this technique was specified was the one 

that Jacomart signed in 1460 with Luis de Vic, advisor to Alfonso the Magnanimous (José Sanchis 

Sivera, Pintores medievales en Valencia [Barcelona: L’Avenç, 1914], p. 143).  
46 In 1468, again in Saragossa, Tomás Giner had used it for an altarpiece for the high altar of San Juan el 

Viejo (Serrano, ‘Documentos’, XXXIII [1916], p. 422). The same year, Bartolomé Bermejo contracted 

the famous altarpiece in Tous (Valencia) under a commission from Antonio Juan, of which the central 

panel survives in the National Gallery in London. This work has long been considered the first clear 

evidence of the use of oil painting by artists in the Crown of Aragon, bearing in mind the opaque result of 

the work by Dalmau around 1443-1445 in the Virgin of the Councillors. See Berg Sobré, Behind the Altar 

Table, p. 65. 
47 Recent analyses have reached the conclusion that Dalmau made full use of this technique. See N. 

Salvadó (et al.), ‘Mare de Déu dels Consellers, de Lluís Dalmau. Una nova tècnica per a una obra 

singular’, Butlletí del Museu Nacional d’Art de Catalunya, 9 (2008), p. 49. 
48 For the Virgin of the Councillors, see Joan Molina Figueras, Arte, devotion y poder en la pintura 

tardogótica catalana, (Murcia: Universidad de Murcia, 1999), pp. 173-228; Francesc Ruiz Quesada, 

‘Apropament a la simbologia del retaule de la Mare de Déu dels Consellers’, Butlletí del Museu Nacional 

d’Art de Catalunya, 5 (2001), pp. 27-46. Both studies contain a wide bibliography. 



kind of contact between their promoters.49 In the same sense, both were examples of 

“secularization of the altarpiece”, with which their promoters found glory and 

prestige.50 

 

4. Imported works, northern echoes 

Although we have little data, one of the aspects that surely contributed to consolidating 

the Flemish model in Aragon was the arrival of manufactures and artists from beyond 

the Pyrenees, which could also have meant an incentive for an aesthetic renewal of local 

production.51 Saragossa was a key place for trade with the interior of the Iberian 

Peninsula, and that encouraged the presence or installation of numerous foreign 

merchants, which facilitated free trade.52 Furthermore, the city was becoming one of the 

most important artistic centres in the times of the Catholic Monarchs.53 Unfortunately, 

we do not have much information about the arrival of products from northern Europe in 

Aragonese territory, but there are some data that help to give us an idea of what this 

involved. For example, we know that, in 1437, there was charge for importing 

illuminated manuscripts in Daroca.54 In 1447, 9,000 tiles “d’Alamanya, verdes, moradas 

et blanquas” (from Germany, green, purple and white) were purchased from Mahoma 

Almedini for the roof of the balcony in the Sala Mayor in the building of the 

Generalidad of Aragon in Saragossa.55 Ten years later, the merchant Jorge Ehingen of 

Swabia sold part of the merchandise he was carrying in the same city for 500 ducats. 

                                                           
49 In his time, it was noted by Francesca Español, ‘La transmisión del conocimiento artístico en la Corona 

de Aragón (siglos XIV-XV)’, Saber y Conocimiento en la Edad Media, Cuadernos del CEMYR, 5 (1997), 

p. 92. It is also mentioned in Francesc Ruiz Quesada, ‘Lluís Dalmau y la influencia del realismo flamenco 

en Cataluña’, in La pintura gótica durante el siglo XV en tierras de Aragón y en otros territorios 

peninsulares, ed. by María del Carmen Lacarra Ducay (Saragossa: Institución Fernando el Católico, 

2007), p. 244.  
50 For the secularisation of the altarpiece, see Kroesen, Staging the Liturgy, pp. 362-366. 
51 These imports are widely documented from the fourteenth century, being especially important in the 

court. See Francesca Español, ‘Artistas y obras entre la Corona de Aragón y el reino de Francia’, in El 

intercambio artístico entre los reinos hispanos y los cortes europeas en la Baja Edad Media, ed. by 

María Concepción Cosmen Alonso (and others), (León: Universidad de León, 2009), pp. 253-294. See 

also the contribution by Francesca Español in this volume. 
52 For example, in 1471, the deputies of the kingdom of Aragon awarded safe-conducts (guiaje) to the 

German, French and Gascon merchants to trade freely. See Ángel Pallarés Jiménez, La imprenta de los 

incunables de Zaragoza y el comercio internacional del libro a finales del siglo XV, (Saragossa: 

Institución “Fernando el Católico”, Excma. Diputación de Zaragoza, 2003), pp. 544-545, doc. 23. 
53 Joaquín Yarza Luaces, Los Reyes Católicos. Paisaje artístico de una monarquía, (Madrid: Nerea, 

1993), pp. 330-340. 
54 Fueros, observancias y actos de corte del reino de Aragón, 3 vols. (Saragossa: Justicia de Aragón, 

Ibercaja, 1991), II, pp. 217-221. 
55 Manuel Serrano Sanz, ‘Gil Morlanes, escultor del siglo XV y principios del XVI’, Revista de Archivos, 

Bibliotecas y Museos, XXXIV (1916), pp. 371-372. 



These goods were velvet and a fabric embroidered in gold.56 Others, like Luis Aninel, 

alias Lombart, had shops brimming with goods imported from Flanders, especially 

metal products.57  

It is known that tapestries, manuscripts, small-scale paintings, fired clay figures 

or varied metal products reached the Crown of Aragon in those years, and that they 

became the most effective way of spreading the new aesthetics. Some of these works 

decorated private residences, and this is shown through some inventories. During the 

first half of the sixteenth century (and more so in the second half of the same), curtains 

painted in Flanders predominated,58 although paintings on panel from the same 

provenance also appeared. Thus, in a 1521 inventory of the goods belonging to 

Archbishop Juan de Aragón, we find a “panel of Saint Christopher painted in Flanders, 

an altarpiece of the seven sorrows and seven joys from the same”.59  

Among the best known examples of the surviving works are some of the 

tapestries in the treasure of Saragossa Cathedral, like the above-mentioned ones that 

belonged to Dalmau de Mur, woven in Arras and showing scenes from the Passion. Yet, 

this collection also contains examples from Tournai, as well as others made by tapestry 

makers from Brussels near the end of the fifteenth century or early sixteenth century. It 

is important to bear in mind that not all of these reached the cathedral straight after 

being woven.60 Without wishing to go into great detail, we have also documented the 

                                                           
56 José García Mercadal, Viajes de extranjeros por España y Portugal, 3 vols. (Madrid: Aguilar, 1952-

1962), I, p. 248. 
57 See Pallarés, La imprenta de los incunables, p. 726, doc. 282. 
58 On his death in 1495, Bartolomé Ariño, the prior of the Church of the Pilar in Saragossa, owned a 

painted curtain from Flanders portraying the story of David (Pallarés, La imprenta de los incunables, p. 

737, doc. 295). Around 1504-1505, in the inventory of the goods of Andrés Ely, a merchant from 

Saragossa, there is mention of cloths of “brotes” and curtains with figures from Flanders, as well as 

tapestries with the theme of the savage. See Carmen Morte, ‘El viaje de los príncipes de Castilla y Aragón 

a Zaragoza en 1502. Y manuscritos iluminados en proyectos del rey Fernando el Católico’, Miguel Angel 

Zalama Rodríguez (dir.), Juana I en Tordesillas: su mundo, su entorno, (Valladolid: Ayuntamiento de 

Tordesillas, 2010), p. 56, note 28. 
59 “(…) tabla de sant Cristobal de pintura de Flandes, un retablo de las siete angustias y siete gozos de lo 

mismo”. See Carmen Morte, ‘Patrocinio artístico de los reyes y de la nobleza en Aragón a finales del 

gótico y durante el renacimiento’, in Actes del I, II i III Col·loquis sobre art i cultura a l'època del 

Renaixement a la Corona d’Aragó, (Tortosa: Ajuntament de Tortosa, 2000), p. 155, n. 20 and p. 159, n. 

32.  
60 In 1499, fourteen tapestries were documented in the sacristy of the cathedral (Torra de Arana, Hombría 

y Domingo, Los Tapices, pp. 22-23 and 39-59). One that we know arrived at an early date was the 

tapestry of the Crucifixion donated by Miguel Ferrer, prior of the cathedral, on his death in 1482 (Torra 

de Arana, Hombría y Domingo, Los Tapices, pp. 43 and 74-77). In contrast, nineteen tapestries arrived on 

the death of Archbishop Alonso de Aragón (1520), although only ten of these have survived. Some had 

belonged to his father, the king Ferdinand the Catholic (Torra de Arana, Hombría y Domingo, Los 

Tapices, p. 46-48). See Miguel Angel Zalama Rodríguez, Jesús Félix Pascual Molina, ‘Tapices de Juan II 

de Aragón y Fernando el Católico en La Seo de Zaragoza’, Boletín del Museo e Instituto Camón Aznar, 

109 (2012), pp. 285-320. 



arrival of high-quality metal objects, like the “Arnolfini type” brass lamp in the parish 

of Santa María de las Corporales in Daroca (Saragossa), which has been dated from the 

mid fifteenth century, and that could be linked, in our opinion, to a donation in 1488 by 

Ferdinand the Catholic.61 Another is the lectern of the choir in Teruel Cathedral, also in 

brass, with the habitual typology in the shape of an eagle.  

In relation to sculpture, one of the oldest examples (by the chronology of the 

work and the date it arrived in Aragon) is the remains of an altarpiece from around 

1395-1405 from the cathedral in Jaca (Huesca), now conserved in the Museo de Jaca 

and the Museu del Cau Ferrat in Sitges (Barcelona). It is one of the finest examples of 

International Style Franco-Dutch woodcarving.62 More or less from the same date, 

although closer to another sculptural model, is the so-called Virgen del Parlatorio from 

Sijena Monastery (Huesca), nowadays in the Museu de Lleida (inv. 316). This is clearly 

in the style of the Schöne Madonnen (Beautiful Virgins) from the area of Bohemia and 

southern Germany made around 1390-1425, according to the canons of the International 

Style.63 In the same religious centre, there was one of the habitual poupées from 

Machelen, of which there is one in the church of Nuestra Señora de los Ángeles in 

Pedrola (Saragossa), and another in the church of Santa María in Tauste (Saragossa).64 

It must be supposed that the latter two did not arrive in Aragon before 1500. We must 

add to this group of works a series of carvings with the image of Christ whose authors 

are unknown, although an analysis of the style seems to indicate foreign sculptors who 

worked in Aragon. These are the Christ of La Piedra Fría in Saragossa, the ones in 

Alagón and Calatayud, and an Ecce Homo in Salvatierra de Escá.65  

                                                           
61 Reproduced in La Corona d’Aragó. El poder i la imatge de la Edat Mitjana a l’Edat Moderna (Segles 

XII-XVIII), Valencia, Generalitat Valenciana, 2006, p. 240. In March 1488, Ferdinand the Catholic 

donated five lamps that had to burn perpetually before the altar of the Sagrados Corporales in Daroca (R. 

Steven Janke, ‘Juan de Talavera y la Capilla de los Corporales en Daroca (Zaragoza)’, Archivo Español 

de Arte, 235 [1986], pp. 320-324). 
62 R. Steven Janke, ‘Grupo de la Epifanía’, in Signos arte y cultura en el Alto Aragón Medieval, 

(Saragossa: Diputación de Aragón, 1994), pp. 412-415. 
63 The first study that placed the Virgin of Sijena in the correct artistic context was the one by R. Steven 

Janke, ‘Marededéu’, in Museu Diocesà de Lleida 1893-1993. Catàleg. Exposició Pulchra, (Lleida: 

Generalitat de Catalunya, Departament de Cultura), p. 128. More recent is the work by Robert Suckale, 

‘Die Schöne Madonna im Kölner Dom’, Kölner Domblatt. Jahrbuch des Zentral-Dombau-Vereins, 2011, 

pp. 230-231, fig. 7, with an explicit mention of our work.  
64 Ricardo del Arco, Catálogo Monumental de España. Huesca, 2 vols. (Madrid: CSIC, Instituto Diego 

Velázquez, 1942), I, p. 412; II, fig. 957. For the ones from Pedrola and Tauste see, respectively, María del 

Carmen Lacarra Ducay, ‘Virgen con el Niño, <de la Corona>’, in María en el arte de la diócesis de 

Zaragoza, (Saragossa: Arzobispado de Zaragoza, 1988), pp. 112-113; María del Carmen Lacarra Ducay, 

‘Virgen con el Niño, <de la Rosa>’, in María en el arte de la diócesis de Zaragoza, (Saragossa: 

Arzobispado de Zaragoza, 1988), pp. 116-117. 
65 About this group of works and their possible links to Central European artists, see Español, ‘La 

escultura tardogótica’, p. 306, note 115. 



Regarding the surviving Flemish pictorial works in Aragon, everything would 

appear to indicate that the majority arrived late, surely when the paradigm was about to 

veer towards the “a la romana” (Renaissance) forms. The Virgin of the Milk in 

Saragossa Cathedral, by an anonymous artist from Bruges or Brussels that reflects a 

model by Rogier van der Weyden, is outstanding. It has been dated from 1470-1480,66 

although the style would seem to indicate the first third of the sixteenth century. Also 

notable are two sets attributed to the Master of Frankfurt and his workshop, the 

altarpiece of Santa María in Casbas, nowadays in the San Diego Museum of Art,67 and 

the triptych of the treasure in Saragossa Cathedral, dated from around 1515-1520, and 

that possibly arrived as a donation by Archbishop Alonso de Aragon.68  

We can also mention a penitent Saint Jerome by Colyn de Coter from the 

charterhouse of Aula Dei in Saragossa, nowadays in the Museum of Saragossa (inv. 

NIG 10356), dated from around 1500 and that follows a model by Rogier van der 

Weyden. There is a Virgin with Child from the monastery of San Lamberto in 

Saragossa, nowadays in the same museum (inv. NIG 9205) (fig. 4.4). It copies a model 

by Quentin Metsys and is attributed to the Master of the Mansi Magdalene, of Brabant 

origins. It dates from (or shortly before) 1520, which links it to the founding of the 

monastery in 1522.69 The arrival in Saragossa of the Descent from the Cross, nowadays 

in the Treasure of the Basilica of El Pilar in Saragossa, must similarly be considered 

from a late date (around 1510-1530). It came from a workshop in Bruges that worked 

on models by Gerard David. Likewise, the panel with the Virgin and Child in the church 

in Tauste (Saragossa) from the Gossaert workshop, and the small altarpiece that 

survived until the Spanish Civil War in the Seminary in Belchite (Saragossa), and which 

                                                           
66 María del Carmen Lacarra Ducay ‘Virgen con el Niño <de la Leche>’, in María en el arte de la 

Diócesis de Zaragoza, (Saragossa: Arzobispado de Zaragoza, 1988), pp. 100-101. 
67 E. Bertaux, Exposición retrospectiva de Arte. 1908, organizada bajo los auspicios del Excmo. Sr. 

Arzobispo de Zaragoza, (Saragossa-Madrid-Paris: Tip. La Editorial, a cargo de Escar, Librería de 

Fernando Fé, Librairie Centrale des Beaux-Arts, 1910), p. 93; Stephen H. Goddard, The Master of 

Frankfurt and his Shop, (Brussels: Royal Academy of Science, Letters, and Fine Arts), 1984, num. 22). 
68 Martens, Peinture flamande, pp. 49-53.  
69 For both these works, see Didier Martens, ‘Modèle(s) et traductions(s): autour de deux primitifs 

brabançons du Museo de Zaragoza’, Annales de la Société Royale d’Archéologie de Bruxelles, 70 (2009-

2011), pp. 9-53; Didier Martens, ‘De l’art du réemploi au XVIIème siècle: deux images de Notre-Dame de 

Liesse éditées à Paris par Jean Messager’, Annales d’Histoire de l’Art et d’Archéologie, XXXIII (2011), 

p. 107, fig. 7. 



was attributed to the Master of the Morrison Triptych. Some other Flemish works have 

survived in Aragon, but from later dates.70 

A different case is the triptych of the Virgin with Child, Saint Catherine and 

Saint Barbara in the Museum of Huesca (fig. 4.5), traditionally associated with a 

follower of the Master of Frankfurt, but it is not clear whether it is a Flemish production 

or a work by a local painter.71 It entered the museum in 1873, and its provenance is 

unknown. Despite this, and supposing that it is an imported work, the fact that it came 

from Valentín Carderera’s legacy could serve to justify it having reached Aragon in the 

second half of the fifteenth century or beginnings of the sixteenth.72 In contrast, if this 

were the work of a local master, it would be necessary to bear in mind that the central 

compartment is an accurate recreation of the Virgin of the Rose from the Musée de la 

Chartreuse in Douai (France), which is in turn a copy of a lost original work by Robert 

Campin.73 The detail is not without interest, as it shows that Campin’s model reached 

Aragon a few years after it appeared, either through imported works, or in the few 

recreations by local painters.  

This was not a unique case of Campin’s echo in Aragon. Recently, the influence 

of his models on the authors of mentioned altarpiece from Peralta de la Sal, Jaume 

Ferrer and Pere García de Benavarri, has been highlighted. The former, a Catalan from 

Lleida, was one of the first artists in the Crown of Aragon to add into his works a 

multitude of small objects which are given meaning and contents (the “typological 

symbolism” that Erwin Panofsky talked about). He surely did so through contact with 

models by Campin, as we see in the Annunciation and the Adoration of the Child from 

                                                           
70 This set of works was recompiled by Didier Martens, ‘Una huella de Rogier van der Weyden en la obra 

de Bernart d’Aras, <pintor vecino de la ciudat de Huesca>’, Archivo Español de Arte, LXXXI, 321 

(2008), p. 13.  
71 Elisa Bermejo Martínez, La Pintura de los primitivos flamencos en España, 2 vols. (Madrid: Consejo 

Superior de Investigaciones Científicas, Instituto Diego Velázquez, 1980-1982), I, pp. 90-91; Martens, 

‘Una huella’, p. 15, note 37.  
72 It is known that Carderera’s collection of Aragonese primitives was built up by acquiring them directly 

from churches and especially from the convents disentailed in 1835 (Itziar Arana, ‘Valentín Carderera: 

comisionado, académico y coleccionista’, in Conflictes bèl·lics, espoliacions, col·leccions, ed. by 

Immaculada Socias, [Barcelona: Edicions de la Universitat de Barcelona, 2009], pp. 87-115; Alberto 

Velasco Gonzàlez, ‘L’exposició retrospectiva de Barcelona de 1867 i els inicis del col·leccionisme de 

pintura gòtica a Catalunya’, Lambard. Estudis d’art medieval, XXII [2012], pp. 17-19). It must be 

supposed that the triptych in question was acquired this way, and so, it had been in Aragon since ancient 

times. 
73 Christian Heck, Collections du Nord-Pas-de-Calais: La peinture de Flandre et de France du nord au 

XVe et au début du XVIe siècle, 2 vols. (Brussels: Centre d'étude de la peinture du quinzième siècle, 

2005), II, num. 47.  



the altarpiece in Peralta de la Sal (ca. 1460). Ferrer, and also García de Benavarri,74 

echoed a new model by the Flemish painter in other works, such as the Epiphany by 

Ferrer for the altarpiece in Alcover (Tarragona) (ca. 1457), nowadays in the Diocese 

Museum in Tarragona; and the central panel of the altarpiece in Bellcaire d’Urgell 

(MNAC, inv. 15817), by García (ca. 1450). In both we see the Jesus-Child, almost lying 

down and with his legs crossed, evidently reproducing a model that was first saw light 

in Campin’s workshop.75 

However, the clearest example of the resonance of prototypes by Campin in 

Aragonese painting from the second half of the fifteenth century is in the altarpiece of 

the Trinity in San Pedro de Siresa (Huesca) (fig. 4.6).76 This set that should be dated 

from the 1460s or 1470s, in its central panel very faithfully follows a scheme that 

spread through different works by the Flemish painter. The panel shows a depiction of 

the Trinity corresponding to the Throne of Grace type, and follows in great detail the 

model by Campin that is found, for example, in a diptych in the Hermitage Museum 

whose authorship has been questioned lately,77 and also in the magnificent frontispiece 

of the embroidered altar in the Kunsthistorisches Museum in Vienna, whose design has 

been linked to Campin (fig. 4.7).78 For his composition, the anonymous painter from 

Siresa selected what most interested him from Campin, namely the figures, and adopted 

them to a different setting. Details are repeated, like the tiara that God the Father wears, 

the way that he holds his Son, the position of the dove of the Holy Spirit over Jesus’ left 

shoulder, or the how Christ holds his right hand over the wound on his side, as well as 

                                                           
74 On this artist, see Alberto Velasco Gonzàlez, Pintura tardogòtica a l’Aragó i Catalunya: Pere Garcia 

de Benavarri, (Ph. D., Lleida: Universitat de Lleida, 2015). 
75 For these questions, see Ruiz and Velasco, ‘El retaule de Peralta de la Sal’, pp. 24-25. It is worth 

indicating that the echo was also heard in Valencia, given that Joan Reixac adapted it in one of his works. 

See Francesc Ruiz Quesada and David Montolio, ‘San Salvador’, in Espais de Llum. La llum de les 

imatges, (Valencia: Generalitat Valenciana, 2008), p. 288. 
76 For this work, see María del Carmen Lacarra Ducay, ‘Trinidad y Anunciación. Atribuida a Pedro 

García de Benabarre’, in María fiel al Espíritu. Su iconografía en Aragón, de la Edad Media al Barroco, 

(Saragossa: Museo Camón Aznar, 1998), pp. 80-81, cat. 1, who cites some European parallels, although 

not Campin. The resonance of Campin was first quoted in François Boespflug, La Trinité dans l’art 

d’Occident (1400-1460). Sept chefs-d’œuvre de la peinture, (Strasbourg: Presses Universitaires de 

Strasbourg, 2000), p. 89. Also in Macías, La pintura aragonesa, pp. 47-48. 
77 Felix Thürlemann, Robert Campin: a Monographic Study with Critical Catalogue, (Munich: Prestel, 

2002), pp. 197-199 and 322-323. Some other compositions could be added to the group, like the one in 

the Städelsches Kunstinstitut in Frankfurt, that has variants, such as the two figures who remain standing; 

or the one in the Museum van der Kelen-Mertens in Leuven, that has been placed near Campin. For this 

group of works, see Prayers and Portraits. Unfolding the Netherlandish dyptich, (Washington: National 

Gallery of Art, 2006), pp. 62-66, with special mention of the diptych in the Hermitage and that includes 

the earlier bibliography. 
78 Albert Châtelet, Robert Campin. Le Maître de Flémalle. La fascination du quotidien, (Antwerp: Fonds 

Mercator, 1996), p. 127. 



other secondary aspects. The original model by Campin was very successful in the Low 

Countries, especially in the Brabant area,79 and it reached Aragon, as we see, without 

many intermediate models. It appears that it was later given various interpretations, like 

the one by Bartolomé Bermejo in the Christ of Piety in the Museum of Castell Peralada 

(Girona), that seems to evoke a model intimately related with our one and popularised 

by Petrus Christus.80  

The echo of the compositions by the old Master of Flemalle in Aragon falls 

within a generalised process of diffusion on a European level. This is the case of the 

Nativity in the Musée des Beaux-Arts in Dijon (fig. 4.8), as we detect a certain 

evocation in the Adoration of the Child on the altarpiece of Velilla de Jiloca 

(Saragossa).81 We can see this in the position of Mary, who appears kneeling down and 

with the mantle with broken pleats spread on the floor; in the child’s placement directly 

on the ground, completely naked; or in the structure of the stable. The influence is much 

more evident in the compartment from the altarpiece of Peralta de la Sal (The Cleveland 

Museum of Art, inv. 1953.660.2) (fig. 4.9), where, apart from the mentioned aspects, 

we see how Saint Joseph uses a hand to try to stop the candle from blowing out, as in 

Campin’s model. On the Peralta panel, we see that the original scheme has been 

significantly modified, although the untouched aspects still show a clear dependence.82 

                                                           
79 As various authors have shown, the model spread by Campin was surely conceived at the end of the 

fourteenth century or beginning of the fifteenth in the circles of artists who worked for Phillip II and John 

I of Burgundy, with such paintings as the Trinity by Joan Malouel in the Louvre, or various works by 

Claus Sluter that also preceded Campin. For these questions, see Shirley Neilsen Blum, Early 

Netherlandish Triptychs: A Study in Patronage, (Berkeley-Los Angeles: University of California Press, 

1969), p. 55; Châtelet, Robert Campin, pp. 74 and ff.; Kathleen Morand, Claus Sluter: artist at the Court 

of Burgundy, (London: Harvey Miller, 1991), p. 329. Simultaneously, the parallelisms that arise with 

these depictions of the Man of Sorrows held by an angel that appeared in Paris around 1400 must be born 

in mind. See Joan Valero Molina, ‘Ecos de una iconografía francesa de the Imago Pietatis en la Corona 

de Aragón’, in El intercambio artístico entre los reinos hispanos y las cortes europeas en la baja edad 

media, ed. by Concepción Cosmen Alonso (and others), (León: Universidad de León, 2009), p. 335. 
80 Jaume Barrachina Navarro, ‘Bartolomé Bermejo. Crist de Pietat’, in La pintura gòtica 

hispanoflamenca. Bartolomé Bermejo i la seva època, dir. by F. Ruiz Quesada and Ana Galilea Antón, 

(Barcelona-Bilbao: Museu Nacional d’Art de Catalunya, Museo de Bellas Artes de Bilbao, 2003), p. 145, 

with a reproduction of the Trinity from a book of hours attributed to Petrus Cristus in the Bibliothèque 

Royale Albert I in Brussels. 
81 For this altarpiece, see María del Carmen Lacarra Ducay, ‘Retablo de la Virgen con el Niño, Santa 

Catalina y Santa Bárbara’, in Joyas de un patrimonio, (Saragossa: Diputación de Zaragoza, 1999), pp. 15-

51. 
82 This is mentioned in Ruiz and Velasco, ‘El retaule de Peralta de la Sal’, pp. 27-28. The figure of Joseph 

preventing the candle from going out was relatively successful in painting in the Crown of Aragon. It 

reappeared in a fragmented panel by the Master of Vielha (Maricel Museum, Sitges) (Alberto Velasco 

Gonzàlez, El Mestre de Vielha: un pintor del tardogòtic entre Catalunya i Aragó, [Lleida: Edicions de la 

Universitat de Lleida, 2006] p. 198, fig. 52), a painter who worked in Aragon and Catalonia and whose 

indentity has been proposed as Bartomeu García, Pere García de Benavarri’s son. It is thus possible that 

he adopted this through his father and master. What is curious is that the above-mentioned Saint Joseph 

shows a clear dependence on the model created in Campin’s workshop, and that appears in the panel of 



The main figures from Peralta were copied faithfully by an artist from Saragossa in two 

of his works, a panel in the old collection of the Conde de Casal (Madrid) (fig. 4.10), 

and the altarpiece of Saint John the Baptist and Saint Michael in the church of San 

Valero in Saragossa.83 Both works again display aspects mentioned in the case of 

Velilla, which once more refer back to the models by Campin. 

Another Flemish master who left his mark on the Aragonese painters from the 

second half of the fifteenth century was Rogier van der Weyden, although apparently to 

a limited extent. We can see this in the missing central panel of the altarpiece of the 

church of Pompién (Huesca), by Bernat d’Aras, who shamelessly copied the model of 

the Madona Durán in the Prado Museum, of which several copies from Spain have 

survived. This shows that the composition by the painter from Brussels was known in 

Aragon around 1461-1463, in other words, when the artist was still alive.84 We can say 

the same about Juan de la Abadía, who also sometimes echoed prototypes from the 

above-mentioned painter,85 or Pere García de Benavarri, who, for the high altarpiece of 

the now demolished church of San Juan in Lleida, copied the Saint Jerome (MNAC) 

that appears in one of the doors of the Sforza triptych, nowadays in the Musées Royaux 

des Beaux-Arts in Brussels (inv. 2407), surely through intermediate models that could 

have come from Italy (fig. 4.11 and 4.12).86 

Apart from these cases in which we see that there was the transposition of a 

certain northern model, there are other paintings that show clear foreign influences, 

although we cannot yet specify them. This would be the case of the central panel of the 

above-mentioned work in Velilla de Jiloca (Saragossa), where the northern echoes are 

found in the figure of the Virgin, who wears a mantle that is full of the “pliegues 

quebrados” (broken folds), and where the hair has been done in a peculiar way. 

Although this parallel could be considered generic, it is useful to compare it with some 

                                                                                                                                                                          
the life of Saint Joseph in the Sint-Catharinakerk in Hoogstraten, related to a follower of the Flemish 

master (Chatelet, Robert Campin, p. 198), as well as in a Nativity believed to be by Jacques Daret (a 

disciple of Campin) in the Thyssen-Bornemisza Museum in Madrid (David Ekserdjian, Old master 

paintings from the Thyssen-Bornemisza collection, [London: Electa, Royal Academy of Arts, 1988], p. 

52). 
83 José Gudiol Ricart, Pintura Medieval en Aragón, (Saragossa: Institución Fernando el Católico, 1971), 

p. 80, cat. 198-199 (with a reproduction of the first on p. 247, fig. 159).  
84 Martens, ‘Una huella’, pp. 1-16; Didier Martens, ‘Le rayonnement européen de Rogier de le Pasture 

(vers 1400-1464), peintre de la Ville de Bruxelles’, Annales de la Societé royale d'Archéologie de 

Bruxelles, 61 (1996), pp. 58-77. 
85 Francisco Corti, ‘Juan de la Abadía el Viejo y Rogier van der Weyden’, Archivo Español de Arte, LX, 

240 (1987), pp. 463-468. 
86 Alberto Velasco Gonzàlez, Fragments d’un passat. Pere Garcia de Benavarri i el retaule de l’església 

de Sant Joan de Lleida, (Lleida: Museu de Lleida: diocesà i comarcal, Edicions de la Universitat de 

Lleida, 2012), pp. 120-122, fig. 37-38. 
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Eyckian models, like the polyptych in the church of Saint Bavo in Ghent and especially 

in the Madonna with the Canon Van der Paele (1434-1436), in the Bruges Museum of 

Fine Arts.87 These aspects, together with the above regarding Robert Campin, convert 

the altarpiece in Velilla de Jiloca into one of the Aragonese sets where we can see that 

the northern style penetrated Aragon by various paths. 

A similar case is the central panel of the altarpiece from the hermitage of the 

Coronation in Erla (Saragossa), nowadays in the parish church of Santa María in the 

same village, a set that the painters Tomás Giner and Arnau de Castellnou were working 

on in 1466.88 In the main compartment by Giner, the Eyckian influence is much more 

evident, not only in the central group of characters, but also in the choirs of angels that 

sing and glorify Mary, emulating what we find in the polyptych in Ghent and that were 

also transposed to the Virgin of the Councillors by Lluís Dalmau (MNAC).89 In Erla, 

the comparison with the Madonna with the Canon van der Paele continues to be valid 

and reinforces the links between the work and the Flemish lexis. 

Giner again appears in news that illustrates the connections between Aragonese 

painting and the northern schemes. In 1474, he and Felipe Romeu contracted the 

painting of the doors of the organ in Saragossa Cathedral, which had been built in 1469. 

This was an important commission, given that the painters were to receive 3,300 

sueldos for their work.90 The contract stated that the outside of the doors had to show 

“(...) la Salutacion, de blancho e negro e tocado de carmin e atzul muy bien e con el 

campo de un purpurado verde or vermello que pareccha bien e las diademas e freses 

                                                           
87 Although the altarpiece in Velilla is much earlier (ca. 1450), the position and characterisation of Mary 

reminds us of the one we find in a tapestry in the National Archaeological Museum (inv. 51985). It went 

to the museum from Saragossa Cathedral, where it was part of the donation of tapestries by Archbishop 

Alonso de Aragón in 1520. It was woven in Brussels around 1500 and its style has been linked to Van 

Orley. See María J. Sánchez Beltrán, ‘Los tapices del Museo Arqueológico Nacional’, Boletín del Museo 

Arqueológico Nacional, I, 1 (1983), pp. 51-54; Torra de Arana, Hombría and Domingo, Los Tapices, p. 

48. Thus, the coincidence could be explained through the existence of a northern model that inspired the 

Master of Velilla and perpetuated in the Low Countries. 
88 Serrano, ‘Documentos’, XXXIII (1916), p. 419, doc. XXI. About this set, see infra n. 185. 
89 José Pueyo Luesma states this in, ‘Tomás Giner y Arnaut de Castelnou como pintores de historias’, 

Aragón, XX, 191 (1944), p. 128. See also María del Carmen Lacarra Ducay, ‘Informaciones sobre Tomás 

Giner, pintor de Zaragoza (1458-1480)’, in Miscel·lania en homenatge a Joan Ainaud de Lasarte, 2 vols. 

(Barcelona: Museu Nacional d’Art de Catalunya, Institut d’Estudis Catalans, Abadía de Montserrat, 

1999), I, pp. 445-446. Giner’s production has also been related to the work of Jaume Huguet, which has 

served to propose that Giner may have stayed in Barcelona taking into account that in the Erla contract he 

asks to reserve the months of November, December, January and February to study. See Ruiz, ‘Lluís 

Dalmau’, p. 268. 
90 Pedro Calahorra, ‘El órgano que en 1469 donó el arzobispo don Juan I de Aragón a su catedral de San 

Salvador –La Seo– de Zaragoza’, Revista de Musicología, VI, 1-2 (1983), pp. 165-212. It was not the first 

time that Giner took part in this kind of work. In 1463, he collaborated with the painting of the doors of 

the organ for Santa María del Pilar. See Ibidem, p. 185. 



que sian dorados de oro fino e encarnada the caras e partes nudas. En las puertas de 

dentro, quatro istorias, pintadas de finos colores, con su fino atzur (...)”.91 Two Flemish 

aspects that can be seen in this: the grisaille painting on the outside,92 and the interior 

divided into four scenes, two on each door. The last question harks back to the Flemish 

triptychs with double compartments in the wings destined for Hispanic clients, a very 

specific kind of piece that has been alluded to above.93 This type of decoration with 

grisailles on the doors was habitual in the commissions for other organs, which could 

have been influenced by the frequent presence in the Crown of Aragon of master organ-

makers form northern lands, basically German.94 

Some of the epiphanies that Giner did for his altarpieces also owe a debt to 

northern sources. These are the one in the altarpiece of the collegiate in Calatayud 

(Calatayud Museum of Sacred Art),95 and a large panel in the Museum voor Schone 

Kunsten in Ghent (Belgium), of unknown origins.96 To this group we can add a triptych 

formerly (1972) in a private London collection, and until now never attributed to Giner 

but that clearly shows his style (fig. 4.13).97 The composition is analogous in the three 

cases, and it seems clear that Giner started from a widespread northern model that he 

interpreted according to his interests.98 Of the three compositions, two preside over the 

                                                           
91 The Annunciation on the outside of the doors of the organs produced in the Crown of Aragon is a 

constant presence in those years. For example, it also appears in the contract for the organ for Montalbán 

(Teruel) (Calahorra, ‘El órgano’, p. 188). 
92 About the Flemish influence on this technique, see the texts in the catalogue of the exhibition Jan van 

Eyck. Grisallas, (Madrid: Thyssen-Bornemisza Museum, 2009). 
93 Martens, Peinture flamande, passim. 
94 For example, there are documents referring to Enrique de Colonia (Enric Torguelmax or Anrich 

Totguelinar) in Saragossa, and one Juan de Prusia in Calatayud. See Pedro Calahorra, ‘Organería 

medieval en Aragon’, in Encomium musicae: essays in memory of Robert J. Snow, ed. by David 

Crowford, (Hillsdale: Pendragon Press, 2002), pp. 181 and 184, with the corresponding bibliography. See 

also María Teresa Ainaga Andrés and Jesús Criado Mainar, ‘El antiguo órgano (1493-1494) de San 

Francisco de Tarazona (Zaragoza) y otras noticias sobre la actividad de Enrique Alemán’, Nassarre, XVI, 

1 (2000), pp. 169-186. For the relations between these organs and the painting with northern influence in 

Aragon, see Kroesen, Staging the Liturgy, p. 142. 
95 Reproduced in Fabián Mañas Ballestín, Pintura gótica aragonesa, (Saragossa: Guara Editorial, 1979), 

p. 161. 
96 Post, A History of Spanish Painting, VIII, pp. 304-305, fig. 128. 
97 It is attributed to an unknown Catalan painter (Josep Gudiol Ricart; Santiago Alcolea Blanch, Pintura 

Gòtica Catalana, [Barcelona: Ed. Polígrafa, 1986], p. 198, cat. 649, fig. 993), although his style leaves no 

doubt that he was close to Giner. In the Institut Amatller d’Art Hispànic (Barcelona) there is a good-

quality photograph (ref. Gudiol 67665) that shows that the composition repeats everything in the 

altarpiece in Calatayud. 
98 This type of “multitudinary” Epiphany, that includes the retinue that accompanied the Magi, was 

widespread all over Europe during the fifteenth century. In those years, the episode was habitually 

portrayed in the main compartment of the altarpieces, emphasising its festive and theatrical nature, surely 

as a result of the influence of the popular processions that commemorated it. For these questions, see 

Molina, Arte, devoción y poder, pp. 160-167 in relation with the altarpiece of the Condestable by Jaume 

Huguet. 



altarpieces they are part of, and the third (Ghent) surely also did so. The detail is curious 

if nothing more, as we cannot say the same about any other Aragonese painter. It could 

be chance, but it could also be that Giner had a special inclination for the episode, or 

that his clients recognised that he had a certain skill at portraying it. 

Moreover, the fact that these epiphanies occupied the main compartment of the 

respective altarpieces must be related to another important aspect. The ones in 

Calatayud and Ghent have been linked by different specialists with other compositions 

that preside over important altarpieces done in the same years. These are the above-

mentioned high altarpiece in Saragossa Cathedral and the altarpiece of the Condestable 

by Jaume Huguet, still today in the place it was designed for, the chapel of Santa Ágata 

in the Palau Reial Major in Barcelona.99 Both sets are emblematic and were made for 

important places, which means they were surely known, admired and imitated by 

painters and sculptors. It is interesting that they were done in the same years and that we 

know their chronology in perfect detail. Various documents show that the altarpiece of 

the Condestable was built between 1464-1465, while Hans Piet d’Ansó did the relief of 

the altarpiece for the cathedral between 1467-1469. Giner often worked in the cathedral, 

so he had easy access to the model by the master Hans. Despite this, it is difficult to 

analyse the real link with this work as we do not know the dates of Giner’s 

compositions and moreover, it was not copied exactly. In this sense, the only direct loan 

that we find is the king who hands a ciborium to the page in the panel from Ghent, 

which also appears in the altarpiece in Saragossa. Thus, the compositional similarities 

may be circumstantial, or what is the same, they could be the result of the success of a 

model that was circulating.  

It must be added that other Aragonese painters echoed this type of northern-

origin composition. Examples are the Zahortigas, who used it in one of the 

compartments in the altarpiece in Borja (fig. 4.14).100 Again, here we appreciate the 

presence of the retinue that accompany the Magi, as well as the wooden structure of the 

stable with a roof with double slopes, as in the examples by Giner. The altarpiece for 

Borja was contracted in 1460, but not finished until the middle of the following decade, 

so it is possible that it was done later than the altarpieces by Jaume Huguet and Hans 

                                                           
99 Jaume Barrachina, ‘Retaule del Condestable’, in Jaume Huguet. 500 anys, (Barcelona: Generalitat de 

Catalunya, 1993), pp. 168-173; Joan Molina Figueras, Arte, devoción y poder en la pintura tardogótica 

catalana, (Murcia: Universidad de Murcia, 1999), pp. 147-171. 
100 For this set, see Emilio Jimenez Aznar, ‘El retablo gótico de los hermanos Zahortiga para la colegiata 

de Borja. Transcripción y estudio de la capitulación. Seguimiento de las tablas e historias del retablo, 

Cuadernos de Estudios Borjanos, XXXV-XXXVI (1996), pp. 51-144. 



Piet d’Ansó. It must be mentioned that the Zahortigas (Nicolás and Martín) collaborated 

with Tomás Giner on different occasions, which would allow us to justify the 

circulation of the model. 

 

5. Germany in Aragon: engravings and painting 

When the German traveller Jerónimo Münzer reached Saragossa in February 

1495, the first he saw was the Ebro crossed “by a superb bridge with seven high arches, 

under which there is a large mill built by Germans”. The traveller emphasised the 

products for which that land was famed, and among others, mentioned saffron and 

wool, which meant “that there were there innumerable merchants”, fellow countrymen 

of his. In his visit to the cathedral, Münzer’s attention was drawn to the high altarpiece, 

which “was begun by a German master from Flanders and finished by his successor, 

also a German from Gmunda, in Swabia”.101 The latter was Hans Piet d’Ansó, who 

worked on the altarpiece between 1467-1469 and 1473-1477.102  

Münzer’s comments imply that there was a large and important German colony 

in Saragossa, although until fairly recently, its real influence on the life of the city had 

not been calibrated.103 After the research carried out in the world of the printed book, 

one of the preferred sectors for the Germans settled there, twenty-seven craftsmen of 

that nationality have been documented in the period from 1473 to 1515, ten of whom 

were booksellers and six, printers.104 Some of these had commercial relations with, or 

                                                           
101 Julio Puyol, ‘Jerónimo Münzer. Viaje por España y Portugal en los años 1494 y 1495’, Boletín de la 

Real Academia de la Historia, LXXXIV (1924), pp. 269-271. 
102 One of the most recent works on the master Hans is by Samuel García Lasheras, ‘Nuevas atribuciones 

al escultor cuatrocentista Ans Piet Danso, <maestro de facer ymagines>, documentado en Zaragoza entre 

1467 y 1478’, Boletín del Museo e Instituto “Camón Aznar”, 93 (2004), pp. 43-57. Regarding the work 

by master Hans on the high altarpiece in the Cathedral, see Criado, ‘El busto relicario’, p. 125 (with new 

documents); Lacarra, El Retablo Mayor, pp. 60-73; and also Español, ‘La escultura tardogótica’, pp. 299-

300 and 317-319, with new interpretations and an in-depth study of the structure of the set as a “great 

eucharistic framework”.  
103 German merchants are documented in Aragon from the first half of the fourteenth century on. See 

Máximo Diago Hernando, ‘Los mercaderes alemanes en los Reinos Hispanos durante los siglos 

bajomedievales: actividad de las grandes compañías en la Corona de Aragón’, in España y el “Sacro 

Imperio”. Procesos de cambios, influencias y acciones recíprocas en la época de la “Europeización” 

(siglos XI-XIII), ed. by Julio Valdeón (and others), (Valladolid: Universidad de Valladolid, 2002), p. 301. 

See also Pallarés, La imprenta de los incunables, p. 299 and following. 
104 Germán Navarro Espinach, ‘La presencia de grupos extranjeros en la Corona de Aragón (siglos XIII-

XV)’, in José Ángel Sesma Muñoz (dir.), La Corona de Aragón en el centro de su historia, (Saragossa: 

Gobierno de Aragón, 2009), pp. 177-178 and pp. 187-188; Germán Navarro Espinach, ‘Italianos, 

franceses y alemanes en la Zaragoza de los Reyes Católicos (1479-1516)’, in Paulino Iradiel, Germán 

Navarro, David Igual and Concepción Villanueva (eds.), Identidades urbanas Corona de Aragón – Italia. 

Redes económicas, estructuras institucionales, funciones políticas (siglos XIV-XV), (Saragossa: Prensas 

de la Universidad de Zaragoza, 2016), pp. 245-262 (esp. pp. 257-259). The early presence of German 

printers in Saragossa (from the 1470s) turned the Aragonese capital into one of the pioneering Spanish 



belonged to, the Great Company of Ravensburg (Große Ravensburger 

Handelsgesellschaft), a trading company that encouraged the settlement of German 

craftsmen and traders in various places in the Crown of Aragon, among which was 

Saragossa.105 The company imported and exported products, encouraging the arrival of 

various manufactures, including metal goods from Nuremberg, Rhineland and the 

Netherlands.106 Among the articles that members of the company imported into Aragon, 

there were also mirrors and glass panes, as well as fustians, and various fabrics, also 

including Flemish and Italian products. 

One member of the Great Company of Ravensburg was the printer Pablo Hurus, 

from the German city of Konstanz, who settled as its delegate in Valencia after doing 

the same job in Bruges and Antwerp between 1471 and 1474. Hurus first appears 

documented in Saragossa in 1476, where he set up a typographic establishment that 

became not only one of the most famous in the city, but also throughout the Iberian 

Peninsula.107 Hurus’ case is interesting because we know that he was the German 

printer in the Peninsula who paid most attention to the graphic illustration of the works 

that came off his press. Incunabula were made in his workshop and these stood out for 

their beautiful illustrations. He used engravings and German xylographic woodblocks 

that he imported directly from his journeys and used or reinterpreted for his editions in 

                                                                                                                                                                          
cities in this field. There is a very wide bibliography about the origins of printing in Saragossa. This brief 

summary is based on Aimé Lambert, ‘Les origines de la imprimerie à Saragosse’, Revista de Archivos, 

Bibliotecas y Museos, XXXIII (1915), pp. 29-50; Carlos Romero de Lecea, ‘Amanecer de la imprenta en 

el Reino de Aragón’, in Historia de la imprenta hispana, (Madrid: Editora Nacional, 1982), pp. 221-360; 

Manuel José Pedraza Gracia, ‘La librería zaragozana a finales del siglo XV’, Aragón en la Edad Media, 

14-15, 2 (1999), pp. 1243-1256; Manuel José Pedraza Gracia, ‘Los talleres de imprenta Saragossanos 

entre 1475 y 1577’, Pliegos de bibliofilia, 11 (2000), pp. 3-22; Pallarés, La imprenta de los incunables, 

passim. 
105 The classic study of the Great Company of Ravensburg is the one by Aloys Schulte, Geschichte der 

grossen Ravensburger Gessellschaft, 1380-1530, 3 vols. (Stuttgart-Berlin: Deutsche Verlags-Anstalt, 

1923). See also José Ramón Hinojosa Montalvo, ‘Mercaderes alemanes en la Valencia del siglo XV, la 

<Gran Compañía> de Ravensburg’, Anuario de Estudios Medievales, 17 (1987), pp. 455-468; Diago, 

‘Los mercaderes’, pp. 299-328. We know that the merchants spread out from Saragossa to do business all 

over Aragon, and there is proof of their presence in Huesca, Barbastro, Calatayud and Alcañiz. About 

merchants, families and companies other than the Ravensburg, see Hermann Kellenbenz, ‘Las relaciones 

económicas y culturales entre España y Alemania alrededor de 1500’, Anuario de Estudios Medievales, 

10 (1980), pp. 545-554; Hermann Kellenbenz, ‘Relaciones comerciales entre Alemania y la costa oriental 

de España (fines de la Edad Media hasta el siglo XVIII)’, Estudis: Revista de història moderna, 14 

(1988), pp. 249-250; Diago, ‘Los mercaderes’, pp. 317-320. 
106 There is evidence dating back to 1386 of the presence this type of articles on the Aragonese market, as 

shown by a note from 1386 in which Jacobo d’Alamanya paid the “quema” tax in Saragossa for various 

metal-working industries and haberdashery products destined for Castile (Diago, ‘Los mercaderes’, p. 

303). 
107 Schulte, Geschichte, I, pp. 183-184, 347 and 349; Pallarés, La imprenta de los incunables, p. 61-147, 

where there is a full approach to this figure together with the earlier bibliography. See also R. Steven 

Janke, ‘Algunos documentos sobre Pablo Hurus y el comercio de libros en Zaragoza a fines del siglo 

XV’, Príncipe de Viana, XLVII (1986), Anejo 2, Homenaje a José María Lacarra: I, pp. 335-349.  



Saragossa.108 Thanks to Hurus, Saragossa became the second centre for the production 

of engravings in Spain (which moreover, were of very high quality), and the entry point 

for central European works that then spread to other Spanish cities.109 

All this allows us to suppose that the Saragossan painters saw the prints as a 

source of compositional inspiration for their works, even more so if we bear in mind 

that artists like Miguel Ximénez and Martín Bernat were linked to Hurus by friendship, 

and were documented together with him in 1482.110 Different studies have shown the 

influence of the engravings by Martin Schongauer (doc. 1465-1491) on such Aragonese 

painters as Martín de Soria, Martín Bernat, Miguel Ximénez, Juan de la Abadía or 

Pedro Díaz de Oviedo,111 but one aspect that has not been highlighted enough is that 

they were pioneers compared with the other Hispanic kingdoms.112 In this sense, the 

                                                           
108 The majority of the examples that came off his press illustrate this importation of models, among 

which is the Arte de bien morir, printed around 1483, with a series of engravings that are simplified 

copies of the xylographic edition of the work published in Germany. Other incunabula by him 

incorporated engravings inspired in editions from Ulm, Augsburg, Nuremberg, Basle and Lyon. For these 

questions, see James Lyell, Early Book Illustration in Spain, (London: Grafton & Co., 1926), pp. 30-40; 

Leonardo Romero Tobar, ‘Los libros poéticos impresos en los talleres de Juan y Pablo Hurus’, Aragón en 

la Edad Media, 8 (1989), p. 568. 
109 Among other, see José Manuel Aznar Grasa, ‘Notas sobre el grabado estampado en Zaragoza en los 

siglos XV y XVI en relation con otros centros impresores de la península: tres casos paradigmáticos’, in 

Actas del V Coloquio de Arte Aragonés, (Saragossa: Diputación General de Aragón, Departamento de 

Cultura y Education, 1989), pp. 497-510; Roberto San Martin Casi, ‘Una edition desconocida del siglo 

XVI en la Biblioteca General de Navarra. Guy de Chauliac. El Inventario or colectario de cirugía 

(Saragossa, Coci, 1511)’, Príncipe de Viana, 221 (2000), p. 794. 
110 In that year, his signature appears as a witness on the contract that Miguel Ximénez and Martín Bernat 

took on to do an altarpiece for the chapel of Saint Peter in Saragossa Cathedral. See Serrano, 

‘Documentos’, XXXI (1914), p. 448, doc. VI. We also know that Bernat and Hurus were neighbours in 

the parish of San Gil in Saragossa (Pallarés, La imprenta de los incunables, p. 160). They were not the 

only artists he was documented with, as, just after arriving in Saragossa, the sculptor Hans Piet d’Ansó 

signed the surety that Hurus took on to publish the charters and observances of Aragon (Manuel Serrano 

Sanz, ‘La imprenta de Zaragoza es la más antigua de España. Prueba documental’, Revista de Archivos, 

Bibliotecas y Museos, XXXV [1916], p. 263, doc. II). In 1491, a series of items shows Hurus engaged in 

a bookselling business together with the Parisian miniaturist Ruperto Alexandre (Pallarés, La imprenta de 

los incunables pp. 110, 471-472 and 699-700, docs. 238-241). 
111 Chandler R. Post was one of the first to mention this influence on Aragonese painters. See Chandler R. 

Post, A History of Spanish Painting, 14 vols. (Cambridge: Harvard University Press, 1930-1966), VIII, 

pp. 207, 236 and 283. María del Carmen Lacarra Ducay recovered and extended the theme in ‘Huella de 

Martin Schongauer en los primitivos aragoneses’, Archivo Español de Arte, 207 (1979), pp. 347-350, and 

then developed it further in María del Carmen Lacarra Ducay, ‘Influencia de Martin Schongauer en los 

primitivos aragoneses’, Boletín del Museo e Instituto ‘Camón Aznar’, XVII (1984), pp. 15-39. For the 

Aragonese case, another fundamental study is the one by Pilar Silva Maroto, ‘Influencia de los grabados 

nórdicos en la pintura hispanoflamenca’, Archivo Español de Arte, 243 (1988), pp. 271-289, given that 

she significantly extended the list of examples, as well as the engravers imitated. The same can be said of 

Carmen Morte, ‘Del gótico al renacimiento en los retablos de pintura aragonesa durante el reinado de 

Fernando el Católico’, in La pintura gótica durante el siglo XV en tierras de Aragón y en otros territorios 

peninsulares, coord. by María del Carmen Lacarra Ducay, (Saragossa: Institución “Fernando el Católico”, 

2007), pp. 335-372. 
112 Pilar Silva Maroto highlighted the large number of Aragonese paintings inspired in engravings, 

awarding this region an “overwhelming” superiority over the other Hispanic centres of creativity (Silva, 

‘Influencia de los grabados nórdicos’, p. 288). Other Hispanic capitals also saw the arrival of mobile 



oldest known example of the echo of engravings in Hispanic painting is the altarpiece in 

Villadoz (Saragossa), contracted to Miguel Ximénez and Juan de Bonilla in 1478, in 

which the coronation seems to have borrowed from the engraving on the same theme by 

Schongauer.113 It is interesting to compare this with a document from the same year, the 

contract that Pablo Hurus signed to print a bible in Calatayud, the first known reference 

on Spanish soil to a printed book accompanied by engravings.114 This proves that Hurus 

was a pioneer in this field and that his relations with painters like Ximénez could have 

favoured their early use of prints, as we have seen in Villadoz. That is how his presence, 

and that of other printers, in Saragossa facilitated the arrival of the graphic productions 

by Schongauer, the most successful German engraver of the time.115 Thus, Hurus’ 

contributions in questions of importing, copying and spreading prints are fundamental 

for understanding this phenomenon of the extrapolation to painting.116  

                                                                                                                                                                          
types about the same time (and even earlier). This was the case of Barcelona and Valencia, although the 

painters there did not begin to use prints as a source of inspiration and copy as early as their Saragossan 

colleagues. 
113 The date of the contract for the altarpiece in Villadoz was first given by Lacarra, ‘Influencia de Martin 

Schongauer’, p. 20. The parallel established served to support the date of the engraving, which was 

considered later. Something similar can be said about the altarpiece in Pallaruelo de Monegros, by Martín 

de Soria dated in 1485, that has become the earliest documented example in the Iberian Peninsula of the 

influence of the prints by Israhel van Meckenen the Younger (Silva, ‘Influencia de los grabados 

nórdicos’, p. 289). 
114 Encarnación Marín Padilla publishes the document, ‘Pablo Hurus, impresor de bíblias en lengua 

castellana en el año 1478’, Anuario de Estudios Medievales, 18 (1988), pp. 591-603. Cfr. Pallarés, La 

imprenta de los incunables, p. 186. 
115 Moreover, Hurus used and reinterpreted some of Schongauer’s compositions in incunabula that came 

off his press. This is the case of the Tesoro de la Pasión by Andrés de Li’s (1494), or the Viaje de la 

Tierra Santa by Bernardo de Breidenbach (1498), among others. See Pedro Tena Tena, ‘Martin 

Schongauer y el Viaje de la Tierra Santa de Bernardo de Breidenbach (Zaragoza, 1498)’, Archivo Español 

de Arte, 272 (1995), pp. 400-404; Pedro Tena Tena, ‘Los grabados del Viaje de la Tierra Santa’, Boletín 

del Museo e Instituto “Camón Aznar”, 81 (2000), pp. 219-242; Carolina Alarcón, ‘Fashioning 

Schongauer: The Appropriation of Martin Schongauer’s Engravings in Aragón’, Master of Arts thesis, 

Florida State University, 2011. Available on-line at 

http://diginole.lib.fsu.edu/cgi/viewcontent.cgi?article=2218&context=etd (consulted: March 2017). She 

highlights (p. 24, note 78) that Hurus also used and reinterpreted prints by Israhel van Meckenem and the 

Master ES, although the influence of these two engravers on the Aragonese painters of this generation 

seems rather limited.  
116 To this, we must add the possible journey by Schongauer to Spain, with a stop in Valencia, that the 

historiography has mentioned for some time, although still without documentary evidence. See Fedja 

Anzelewsky, ‘Schongauer in Spanien?’, in Le beau Martin. Etudes et mises au point. Actes du colloque à 

Colmar, edited by Albert Châtelet and Pantxika Béguerie, (Strasbourg: Musée d’Uterlinden, 1994), pp. 

51-62, that contains the earlier proposals by other authors like Eduard Flechsig and Arwed Ulrich Koch. 

The debate has been reopened by the discovery that a Virgin with Child attributed to Bartolomé Bermejo 

from a private collection follows the same model as two works by Schongauer, the Virgin in the Rose 

Garden in Colmar and the engraving of the Virgin with a Parrot, both dated 1473, that have been 

supposed to be later than Bermejo’s painting. In this case, the primacy of the Hispanic painter over the 

engraver draws our attention strongly, given the reversal of the terms we are accustomed to. See Jaume 

Barrachina Navarro, ‘Bartolomé Bermejo. Virgen con Niño’, in Los Reyes Católicos y Granada, 

(Madrid: Sociedad Estatal de Conmemoraciones Culturales, 2004), pp. 401-405, that echoes Arwed 

Ulrich Koch, ‘Überraschung in Barcelona. Martin Schongauer und Bartolomé Bermejo’, Weltkunst, 48 

(2003), pp. 1424-1425 (non vidimus). 

http://diginole.lib.fsu.edu/cgi/viewcontent.cgi?article=2218&context=etd


Schongauer’s graphic creations dominated the visual culture of Aragonese 

painters in the last third of the fifteenth century. They saw in them new possibilities for 

renewing their art. However, and as has been shown recently, it seems that on 

occasions, the artists did not work directly from his prints, but rather with the 

xylographs of the former by Hurus, as in the altarpiece by Bernat and Ximénez in Blesa 

(ca. 1485).117 As regards the influence of other engravers, while it was habitual in 

Castile for painters to use compositions by such masters as Iam von Zwolle, the Master 

ES, the Master FVB and Israhel van Meckenen the Younger, in Aragonese painting this 

does not seem so usual. In any case, some specific loans to Martín de Soria, Martín 

Bernat, Miguel Ximénez, the Maestro de Morata and Juan de la Abadía are documented. 

We even find painters combining engravings by Schongauer with those by other 

masters in the same work, as Martín de Soria did on the altarpiece in Pallaruelo de 

Monegros, or Martín Bernat in Tarazona and Alfajarín.118 

Apart from the fundamental role of Pablo Hurus and the engravings by 

Schongauer, there are pieces of information that show the degree to which Saragossa 

was a key point for the reception and creation of printed images, and hence the painters 

had easy access to these to use on the altarpieces they were commissioned to do. One 

such piece of news confirms the circulation of devotional prints as early as 1475, when 

the German tailor Hans Panicer (who Hurus had relations with) sent 5,000 “paperes 

pintados de diversas ymagines”, to Saragossa from Barcelona.119 This is not the only 

reference in which Barcelona appears as the source of this type in Aragonese lands. In 

1473, we find the embroiderers Francesc Portella and Antoni Sadurní involved in a 

                                                           
117 Alarcon, ‘Fashioning Schongauer’, pp. 41-43. The author mentions that the xylographs by Hurus that 

the artists surely used for the altarpiece in Blesa may have corresponded to the printer’s first Saragossan 

editions. However, it must be born in mind that Hurus’ works that included compositions by Schongauer 

date from the 1492-1497 period (Alarcon, ‘Fashioning Schongauer’, p. 26), so we deduce that those used 

by Bernat and Ximénez have not survived. 
118 Silva, ‘Influencia de los grabados nórdicos’, pp. 273-277 and 280-281, figs. 3-6, 9-10, 13-14 and 19-

20. 
119 He did the operation together with two of his procurators in Barcelona, the merchants Jorge Ingle 

Anrrich Haler and Paulo Zuych, the latter the “factor” of the Ravensburg company (Pallarés, La imprenta 

de los incunables, pp. 61 and 570, doc. 65). It must be remembered that the following year, Panicer 

signed a document related to Hurus as a guarantor, together with the sculptor Hans Piet d’Ansó, (Serrano, 

‘La imprenta de Zaragoza’, p. 263, doc. II). There are also data that confirm the making of prints of this 

type in Saragossa. Prominent among the cases documented is that of Pedro Brun, “argentero maestro 

d’enpentras” in Saragossa, who, together with Antón Alamán d’Ambes, did “dos planjas de covre de la 

historia del combate de Rodas”, that have been linked to a work by Hurus printed in 1481 (Pallarés, La 

imprenta de los incunables, pp. 190-191 and 628-629, doc. 131).  



business aimed at selling “trescentis papiris depictis diversarum istoriarum” in Aragon, 

which shows the degree to which the artists approached the printing.120 

The bridges with Catalonia reappear in a contract where there is a curious 

interaction between artist, the painting, the promoter’s specific wishes and, probably, 

graphic arts. On 2nd October 1488, the painter Pedro de Aranda contracted an altarpiece 

for the chapel of the chapter of San Pedro Mártir in Calatayud (Saragossa), and was 

asked to include the “Virgen Maria del Rosero con su fijo en los braços” in the central 

panel, following a sample that had been brought from Barcelona.121 As we earlier 

proposed, this could have been the engraving of the Virgin of the Rosary that friar 

Francesc Domènec had done that same year in the Dominican convent of Santa Caterina 

in Barcelona.122 At that time, the iconography of the Rosary was just beginning in the 

Crown of Aragon, and thus, it is feasible that Domènec’s engraving circulated easily 

among Dominicans. This is confirmed through a pair of works, one of which is 

Aragonese, in which said print appears as a source of inspiration. These are one of the 

compartments of a predella in the collegiate in Alcañiz (Teruel),123 and a fragment of an 

altarpiece panel in the Cau Ferrat Museum in Sitges (Barcelona) (inv. MCFS 31.614), 

surely originally from the Lleida area.124 Although the painter adapted the model of the 

print in both cases, the debts are still very clear, especially in the latter.  

 

6. Foreign painters 

                                                           
120 José M. Madurell Marimon and Arcadio García Sanz, Comandas comerciales barcelonesas de la Baja 

Edad Media, (Barcelona: Colegio Notarial de Barcelona, CSIC, 1973), pp. 369-370, doc. 247. In the case 

of Majorca, we know that in 1453 the French painter Miquel Brull bought xylograph images of the Piety, 

the Virgin Mary and Saint Bernard to take back to his home country (Maria Barceló Crespí and Gabriel 

Llompart, ‘Quaranta dades d’art medieval mallorquí’, Bolletí de la Societat Arqueològica Lul·liana, 54 

[1998], pp. 87 and 92, doc. 12), which again shows the closeness of the painters to this type of 

production. 
121 Gonzalo Borrás Gualis, ‘Pintores aragoneses del siglo XV’, in Suma de Estudios en homenaje al 

Ilustrísimo Doctor Ángel Canellas López, (Saragossa: Universidad de Zaragoza, 1968), p. 188, note 16. 
122 Velasco, El Mestre de Vielha, p. 179. About the engraving by Domènec, of which we only have some 

nineteenth-century impressions and the intaglio matrix in the Bibliothèque Royale (Brussels), see 

Francesc Fontbona, ‘Estampas, Artistas y Gabinetes. Breve historia del grabado. Virgen del Rosario. 

1488. Francesc Domènec’, Revista de la Fundación Juan March, 411 (2012), pp. 2-8, which also includes 

the earlier bibliography. 
123 Reproduced in Carmen Morte, ‘Devoción a Nuestra Señora del Rosario en Aragón. Primeras 

manifestaciones artísticas de los siglos XV y XVI’, Aragonia Sacra, 12 (1997), p. 120, fig. 7, that 

mentions the debt to the engraving by Domènec. It was part of an altarpiece dedicated to Mary 

Magdalene and is attributed to Domingo Ram’s workshop (Teresa Thomson Llisterri, Iglesia de Santa 

María la Mayor de Alcañiz, [Teruel: Centro de Estudios Bajoaragoneses, 2006], pp. 98-99). 
124 Another fragment from the same compartment is in the Museum of Lleida (inv. 3731). Together they 

make up the miracle of Our Lady of the Rosary and the Knight of Cologne. See Alberto Velasco 

Gonzàlez, ‘Atribuït a Joan Pau Guardiola, àlies Joanot de Pau (doc. 1500-1548). Mare de Déu del Roser’, 

in Catàleg del Museu del Cau Ferrat de Sitges, forthcoming. 



The presence of north-European artists in Aragon is a phenomenon that has been 

assiduously documented since the fourteenth century.125 Among the first painters from 

the other side of the Pyrenees, we can highlight Enrique de Bruselas, active in Daroca in 

1372,126 and Enrique de Estencop (doc. 1387-ca. 1410), resident in Saragossa, also 

active in Navarre, and author of the altarpiece of Nuestra Señora de los Ángeles in 

Longares (Saragossa), whose surname indicates foreign origins.127 The same can be said 

about Juan (or Hannequin) and Nicolás who were working on the chapel of Archbishop 

Lope Fernández de Luna in Saragossa Cathedral in 1379.128 There is also the possibility 

that Guillén de Levi was also a foreigner (doc. 1378-1397).129 He lived in Saragossa, 

and we propose to identify him with the Guillen Delavy (de Labi or de Lavie?) 

documented in 1390 working as a painter and stained-glass maker in the castle in 

                                                           
125 Ricardo del Arco, ‘Artistas extranjeros en Aragón’, Anuario del cuerpo facultativo de archiveros, 

bibliotecarios y arqueólogos, I (1934), pp. 231-244. A more recent contribution is Español, ‘Artistas y 

obras entre la Corona de Aragón’, pp. 253-294. 
126 See Ángel Canellas López, Inventario de los fondos del Archivo de la Colegiata de Los Corporales de 

Daroca, (Saragossa: Institución Fernando el Católico, CSIC, 1988); Fabián Mañas Ballestín, ‘La escuela 

de pintura de Daroca: documentos para su estudio (1372-1537)’, El Ruejo: Revista de estudios históricos 

y sociales, 2 (1996), p. 54, doc. I; Español, ‘Artistas y obras entre la Corona de Aragón’, p. 281; Asunción 

Mocholí Roselló, Pintors i altres artífexs de la València medieval, (Valencia: Universitat Politècnica de 

València, 2012), p. 125; Francesc Ruiz Quesada, ‘Italianismos en la pintura gótica del obispado de Seorbe 

y Albarracín (1374-1410)’, Retrotabulum. Estudis d’art medieval, 13 (2014), p. 42, available online on: 

http://www.ruizquesada.com/index.php/es/retrotabulum-eses/112-retrotabulum-n13 (consulted: March 

2017). 
127 See María Teresa Ainaga Andrés and Jesús Fermín Criado Mainar, ‘Enrique de Estencop (1387-1400) 

y el tránsito al estilo internacional en la pintura gótica aragonesa: el retablo de Nuestra Señora de Los 

Ángeles, de Longares (Zaragoza)’, El Ruejo: Revista de estudios históricos y sociales, 4 (1998), pp. 107-

140. To the known references to Estencop, we must add those published long ago by J. Altadill, ‘Artistas 

exhumados’, Boletín de la Comisión de Monumentos Históricos y Artísticos de Navarra, XV, 60 (1924), 

pp. 285-286; P. Fernando de Mendoza, ‘Pintores y tapiceros en Navarra a fines del siglo XIV’, Revista 

Internacional de los Estudios Vascos, 24, 2 (1933), pp. 188-189; P. Fernando de Mendoza, ‘Con los 

judíos de Estella’, Príncipe de Viana, 44-45 (1951), p. 250. The documents from Saragossa and Navarra 

have been connected to one unique painter in Ruiz, ‘Italianismos’, p. 41-42. These data allow us to extend 

the chronology of the artist until shortly before 1410, when he is documented as having already died, 

while the list of his works incorporates some in Navarre (Olite and Tudela) in the service of the Navarrese 

monarch, who appointed him “pintor de las obras del rey”. In turn, these details let us emphasise his 

foreign origins (Altadill calls him French), given that he always appears mentioned as “Enrich” or 

“Henrich” and his wife as María Goaillar or Goaillard. About the master Enrich who worked for the king 

in Olite directing a large team of painters, see also the profile by Javier Martínez de Aguirre, Arte y 

monarquia en Navarra 1328-1425, (Pamplona: Institución Principe de Viana del Departamento de 

Educación y Cultura del Gobierno de Navarra, 1987), pp. 110-111, with new details added in Javier 

Martínez de Aguirre, ‘Artistas de la Corona de Aragón al servicio de Carlos II (1349-1387) y Carlos III 

(1387-1425) de Navarra’, Joaquín Yarza Luaces and Francesc Fité Llevot (eds.), L’artista-artesà 

medieval a la Corona d’Aragó, (Lleida: Institut d’Estudis Ilerdencs, Universitat de Lleida, 1999), pp. 

250-251.  
128 The latter could perhaps be identified with the Nicolás de Fretmon who worked in the Tarragona area 

in 1383 (Español, ‘Artistas y obras entre la Corona de Aragón’, p. 281). See also Ruiz, ‘Italianismos’, p. 

42-43. 
129 For this painter, see María Teresa Ainaga Andrés, ‘Datos documentales sobre los pintores Guillén de 

Levi y Juan de Levi. 1378-1410’, Turiaso, 14 (1997-1998), pp. 71-106. 

http://www.ruizquesada.com/index.php/es/retrotabulum-eses/112-retrotabulum-n13


Tudela (Navarre),130 precisely at a moment when the documents in Saragossa do not 

mention him. Another who we must place in this same situation is Pedro Solana, who 

according to what his son Nicolás (also a painter) stated in his will (1441), was 

originally from the Burgundy area.131 

In comparison with other groups of craftsmen like the sculptors,132 there were 

not many painters or miniaturists from these origins in the second half of the fifteenth 

century. Moreover, their names cannot always be linked to specific works. We have the 

French miniaturist Ruperto Alexandre (†1497), from Paris, who is documented in 

Saragossa on 4th February 1491. Shortly after, he appeared in the service of Queen 

Isabella the Catholic. He had died by 1498, but still had affairs pending in Saragossa, as 

his executors designated the painter Jaime Lana to collect debts or sell goods on behalf 

of the deceased.133 Mention must also be made of Savirie of Avignon, who appears 

making a set of six windows for the refectory of the monastery of Santa Engracia in 

Saragossa in 1500,134 and Gilaberto of Flanders, “diestro scritor de libros de solfa” who 

was working (or perhaps directing the work) on the scriptorium in the same monastery, 

perhaps also as a miniaturist, in 1502.135 With regard to embroidery (the painting “with 

the needle”) in 1505, we find Juan de Leyden, resident in Saragossa, who contracted 

some embroidery for Saragossa Cathedral.136 

Regarding the surviving works, and as we have seen above, the painter who took 

on a good part of the work of the high altarpiece in Ejea de los Caballeros around 1454 

is one of the few cases of foreign artists who can be linked to a specific work in 

Aragonese territory. He is believed to have been a foreigner, reportedly French. More 

                                                           
130 Fernando de Mendoza, ‘Pintores y tapiceros’, pp. 187-188, who proposes a possible identification with 

the Guillem the king had summoned from Bayonne in 1386. 
131 Ana Galilea Antón, La pintura gótica española en el Museo de Bellas Artes de Bilbao, (Bilbao: Museo 

de Bellas Artes de Bilbao, 1995), p. 109. 
132 About the presence of foreign sculptors in Aragon during the Late Gothic period, see Español, ‘La 

escultura tardogótica’, pp. 299-301. 
133 Serrano, ‘Documentos’, XXXIII (1915), p. 428; Joaquín Yarza Luaces, ‘Los Reyes Católicos y la 

miniatura’, in Las Artes en Aragón durante el reinado de Fernando el Católico (1479-1506), (Saragossa: 

Institución Fernando the Católico, 1993), p. 68; Carmen Morte, ‘Artistas de la corte de los Reyes 

Católicos en Zaragoza’, Archivo Español de Arte, 280 (1997), p. 428; José Pedraza Gracia, ‘Libro y 

poder. La imprenta y la cultura escrita’, in Ferdinandus, Rex Hispaniarum: príncipe del Renacimiento, 

(Saragossa: Diputación Provincial de Saragossa, Cortes de Aragón, 2006), p. 352; Pallarés, La imprenta 

de los incunables, pp. 471-472; Fernando Vilaseñor Sebastián, El libro iluminado en Castilla durante la 

segunda mitad del siglo XV, (Segovia: Fundación Instituto Castellano y Leonés de la Lengua, Caja 

Segovia, 2009), p. 301. 
134 Manuel Abizanda Broto, Documentos para la historia artística y literaria de Aragón procedentes del 

Archivo de Protocolos de Zaragoza, 3 vols. (Saragossa: Tip. La Editorial, 1914-1932), II, p. 399.  
135 Yarza, ‘Los reyes católicos y la miniatura’, p. 83; Morte, ‘El viaje de los príncipes de Castilla y 

Aragón’, pp. 51 and 56. 
136 Abizanda, Documentos, II, p. 329. 



substantial is the case of Juan de Lovaina, documented in Saragossa in 1497, then in 

Huesca, before he finally settled in Pertusa (Huesca). He died between 1524 and 1529. 

He contracted altarpieces for Fañanás, Asó and Bujaraloz, all in the early years of the 

sixteenth century, the last one in collaboration with the mason Gil de Brabante.137 

Moreover, Juan de Lovaina is known to have been one of the authors of the high 

altarpiece in La Puebla de Castro, dated from around 1500. His work on the predella 

there was inspired by the engravings of Nicoletto da Modena and Martín Schongauer.138 

This altarpiece shows the intervention of various hands. The body of the altarpiece must 

clearly be related to an artist close to Martín Bernat, so we do not rule out it being by an 

outstanding member of his workshop. In contrast, the hand of Juan de Lovaina has been 

linked to the author of the predella dedicated to the Passion, given that someone wanted 

to see his signature on the Crown of Thorns. We do not know if his work on the 

altarpiece of La Puebla de Castro was done after, or simultaneously, with the execution 

of the upper body. The latter would imply collaboration with the main workshop on the 

piece. Moreover, although we do not know his later Renaissance works, what has 

survived indicates a master in line with the Late Gothic language who was not seduced 

by the “a la romana” forms.139 Besides, despite the debts to the painting from his place 

of origin, as with other foreign masters working in the Iberian Peninsula in those times, 

he was a deeply acculturated painter. 

Something similar happens with Juan de Bruselas (doc. 1494-1505), who did the 

mural paintings on the octagonal vault of the part of the Epistle in the collegiate in 

Daroca in 1504, together with Domingo Gascón from the same town.140 They were 

commissioned by Juan de Loperuelo, who should be identified as the Jewish convert 

who, some years earlier, had commissioned various works in the same town from 

                                                           
137 Carmen Morte, ‘Del gótico al renacimiento en las retablos de pintura aragonesa durante el reinado de 

Fernando el Católico’, La pintura gótica durante el siglo XV en tierras de Aragón y en otros territorios 

peninsulares, coord. by María del Carmen Lacarra Ducay, (Saragossa: Institución Fernando el Católico, 

2007), pp. 357-358. It is possible that he also did some commissions together with García de Carcastillo, 

a painter from Tudela working in Valencia whose will includes a debt of 200 sueldos that the Flemish had 

with him. See Mercedes Gómez-Ferrer Lozano, ‘Pintores aragoneses y navarros en Valencia (ca. 1490-

1550)’, Artigrama, 25 (2010), p. 347. 
138 Pascual Miguel Ballestín (et ali), Retablo Mayor de San Román de La Puebla de Castro, (Saragossa: 

Prames, 2001). 
139 It has been suggested that the altarpiece of Santa Ana that was in Pallaruelo de Monegros until 1936 

was also his work. See Morte, ‘Del gótico al renacimiento’, p. 358. 
140 Morte, ‘Fernando el Católico y las artes’, p. 179; Carmen Morte, ‘La pintura mural del siglo XVI en 

Aragón’, in El esplendor del Renacimiento en Aragón, (Gobierno de Aragón-Museo de Bilbao-

Generalitat Valenciana, 2009), p. 91. For Juan de Bruselas, see Mañas, ‘La escuela de pintura de Daroca’, 

pp. 49-50. 



Bartolomé Bermejo.141 In this case, the painters were asked to paint “del arte romana”, 

so this falls outwith the scope of this study. However, it must be considered that these 

were masters trained in the earlier tradition, and more so, if we bear in mind that they 

were documented from an earlier time.142 In this sense, Juan de Bruselas was son-in-law 

to Juan Cardiel, who was in charge of one of the most important workshops in Daroca, 

which shows that he had put down deep family roots. In contrast, a “maystre Conrat”, is 

less well known. He was probably from central Europe, and shortly before 1506, he did 

an altarpiece for the church of the Dominican convent in Saragossa.143  

Finally, we must mention the presence in Saragossa of some high-quality artists 

in the close circle of the Catholic Monarchs, such as Isabella the Catholic’s famous 

portrait painter, the Estonian Michel Sittow, who is documented in the city in 1498 

during the Monarchs’ stay there, which shows that he travelled as part of their retinue. 

The information we have about his time in Saragossa refers to non-professional 

questions, so it is impossible to elucidate anything about the impact of his work in the 

city.144 It must be highlighted that Ferdinand the Catholic had appointed Miguel 

Ximénez court painter in 1484,145 and three years later, the latter’s son-in-law, Jaime 

Serrat, was nominated painter to Prince Juan.146 They must still have held these posts at 

the time of the royal visit, so it seems clear that the monarch did not consider them 

leading portrait painters, but probably used them to do other works. He surely preferred 

the Flemish masters for portraits, given the type of painting they represented.147 What 

                                                           
141 For this figure, see Judith Berg Sobré, ‘Bartolome de Cardenas, the Piedat de Johan de Loperuelo and 

painting at Daroca (Aragon)’, The Art Bulletin, 59-4 (1977), pp. 494-500; Francesc Ruiz Quesada, ‘La 

incidencia de las fuentes escritas en la iconografia del retablo de Santo Domingo de Silos, de Bartolome 

Bermejo’, Butlletí de la Reial Acadèmia de Belles Arts de Sant Jordi, XXIII-XXIV (2009-2010), pp. 33-

53. Similarly, consult the texts by Judith Berg Sobré and Fernando Marías in this publication. 
142 In 1495, one “Juan de Bruecelle”, together with Juan Cardiel also from Daroca, signed a partnership 

agreement with the painter Pedro de Aranda, from Calatayud, and his son-in-law Bartolomé de 

Verdeseca. See Fabián Mañas Ballestín, ‘Sistema de trabajo en la escuela de pintura gótica de Calatayud’, 

in Primer Coloquio de Arte Aragonés, (Teruel: Diputación Provincial de Teruel, 1978), pp. 185-186. 
143 Abizanda, Documentos, I, p. 17.  
144 Carmen Morte has proposed that the portraits of the monarchs in the monastery of Santa Engracia 

could be his work (Morte, ‘Artistas de la corte de los Reyes Católicos’, pp. 427-428). 
145 Morte, ‘Miguel Ximénez y Gil Morlanes’, pp. 216-217. 
146 Xavier de Salas, ‘Jaime Serrat, pintor del príncipe don Juan’, Archivo Español de Arte y Arqueología, 

36 (1936), pp. 269-271. 
147 This is confirmed if we take into account the information from 1486 that Ferdinand the Catholic 

commented to his sister Juana, Queen of Naples, that he could not return the favour of the portrait that she 

had sent him “por no haber fallado aqui tal pintor, pero muy presto el manderemos pintar y le serán 

enviadas” (Francisco Javier Sánchez Cantón, Libros, tapices y joyas que coleccionó Isabel la Católica, 

[Madrid: CSIC, 1950], p. 154). Similarly, in the accounts of royal treasury between 1489 and 1504, there 

are payments to painters like Melchor Alemán, Antonio Inglés, Juan de Flandes and the above-mentioned 

Sittow (Engracia Alsina de la Torre, ‘Maestre Antonio Inglés y Melchor Alemán, pintores de los RR. 

CC.’, Arte Español, 66 [1955], pp. 105-110; Engracia Alsina de la Torre, ‘Michel Sittou, pintor de Isabel 



kind of work were the local masters asked to do? These were surely similar to the 

commission by the monarchs for the painter Francisco Chacón in 1480, who had to 

check that the Jews did not paint anything related to the Christian religion. This was 

similar to the work entrusted to Fernando del Rincón, who the Catholic appointed “mi 

painter esaminador y veedor de las obras de pyntura destos reynos”.148 The terms used 

in this appointment leave no room for doubts about this, as it is deduced that Rincón had 

to carry out tasks of inspection, recognition or approval. Thus, we must think that 

Ximénez and Serrat did similar work in Aragon, surely linked to royal commissions like 

the ones promoted in the palace of La Aljafería in Saragossa. 

 

7. The Castilian influence in Aragon 

Another of the fundamental aspects in the configuration of the Late Gothic painting in 

Aragon was the Castilian influence. In contrast with what happened in Catalonia or 

Valencia, where the new Flemish styles were introduced on the solid base of the 

International Gothic Style and gave rise to a curious synthesis, in Aragon the fully 

northern model had a greater acceptance, similar to what happened in Castile. This is 

reflected especially in the works of such painters as Miguel Ximénez, which must be 

analysed in a confluence of events. Ximénez settled in Saragossa in 1462 coming from 

Pareja (Guadalajara), and it must be supposed that he was already fully trained in the 

northern model that was dominant in Castile. The links between his style and that of 

painters like Fernando Gallego are clear, and are shown by his oldest known work, the 

Pieta from the old Lanckoronski collection in Vienna, which is signed and dated 

1470.149 This influence was strengthened with the arrival in his workshop of two 

apprentices from Portugal,150 where a similar aesthetic model dominated, and for being 

the first Hispanic painter who used engravings to enrich his compositions, as we have 

                                                                                                                                                                          
la Católica’, Hispania, LXXI [1958], pp. 3-13), all of them foreigners, with whom neither Ximénez nor 

Serrat could compete in terms of technical skill. 
148 For the cases of Chacón and Rincón, see Yarza, ‘Los Reyes Católicos y la miniatura’, p. 90; Joaquín 

Yarza Luaces, ‘Política artística de Fernando el Católico’, in De la unión de coronas al Imperio de Carlos 

V, coord. by Ernest Belenguer Cebriá, 3 vols. (Madrid: Sociedad Estatal para la Conmemoración de los 

Centenarios de Felipe II y Carlos V, 2001), III, pp. 27-28. 
149 Reproduced in Post, A History of Spanish Painting, VIII, p. 77, fig. 27. 
150 María del Carmen Lacarra Ducay, ‘Miguel Ximénez’, in La pintura gòtica hispanoflamenca. 

Bartolomé Bermejo i la seva època, dir. by Francesc Ruiz Quesada and Ana Galilea Antón, (Barcelona-

Bilbao: Museu Nacional d’Art de Catalunya, Museo de Bellas Artes de Bilbao, 2003), p. 278. 



seen above. His relevance in the Aragonese pictorial panorama is shown by his 

appointment as court painter to Ferdinand the Catholic in 1484.151 

Apart from Ximénez in the second half of the fifteenth century, other Castilians 

are documented as having worked there. This was the case of Miguel Vallés (doc. 1457-

1497) and his sons Miguel and Bartolomé, frequently mentioned as “the Castilians”, 

who worked on various altarpieces for Santa María la Mayor and the cathedral in 

Saragossa, as well as on the polychrome of one of the most emblematic sculptural 

works of those years, the tomb of the inquisitor Pedro de Arbués, that had been made by 

Gil Morlanes the Elder. As was habitual in some painters in Aragon, they also did some 

work in Navarre.152 Unfortunately, we have no surviving works that can be attributed to 

them with any degree of confidence, which prevents us from knowing more about their 

style. 

Among the painters who could be added to this list are Juan de Zamora, possible 

author of an altarpiece for the town of Rillo en 1464,153 and Juan de Palencia, who 

entered Martín Bernat’s workshop as an apprentice in 1469.154 There were also 

Fernando de Burgos, Juan Sesé and Juan de Ochoa, known as the “the Castilians”, who 

appeared in 1496 painting the vaults of the naves on the side of the Epistle in Saragossa 

Cathedral, under a commission by Archbishop Alonso de Aragón.155 Then, on 8th June 

1502, the painter Jaime Lana took on Jerónimo Cisneros from Salamanca as his 

apprentice for four years,156 while Juan Chamorro is another Castilian who worked in 

Saragossa in the early years of the sixteenth century, although his lexis was already “a 

la romana”, according to the documents. The same can be said about Pedro de Egas, 

from Toledo, who Juan de Bolanos took on as an apprentice on the above date.157 

                                                           
151 Carmen Morte, ‘Miguel Ximénez y Gil Morlanes, el viejo, artistas de Fernando el Católico’, in 

Miscelánea de Estudios en honor de D. Antonio Durán Gudiol, (Sabiñánigo: Amigos de Serrablo, 1981), 

pp. 215-223. 
152 María del Carmen Lacarra Ducay, ‘Una familia de pintores Zaragozanos activos en la diócesis de Jaca: 

los Vallés (1457-1499)’, Artigrama, 3 (1986), pp. 35-48; María del Carmen Lacarra Ducay, ‘Miguel 

Vallés, pintor de Zaragoza, en Estella (1486-1487’, Príncipe de Viana, 51 (190), 1990, p. 507. 
153 Mañas, ‘La escuela de pintura de Daroca’, p. 37. 
154 Serrano, ‘Documentos’, XXXIV (1916), p. 481, doc. LXX. 
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news about the new lexis in Aragon. See Jesús Criado Mainar and Javier Ibáñez Fernández, Sobre campo 

de azul y carmín. Programas de ornamentación al romano del Primer Renacimiento Aragonés, 

(Saragossa: Fundación Teresa de Jesús, 2006), pp. 39-48; Jesús Criado Mainar, ‘Patronazgo artístico de 

Fernando II en la Corona de Aragón’, in Ferdinandus Rex Hispaniarum: príncipe del Renacimiento, 

(Saragossa: Diputación Provincial de Zaragoza, 2006), p. 174. 
156 Abizanda, Documentos, I, p. 16. 
157 Morte, ‘Fernando el Católico y los artes’, pp. 176 and 179. 



Fernando del Rincón must have been among the most outstanding. He was one 

of those painters who, together with Pedro de Aponte, was praised by Jusepe Martínez 

in the seventeenth century.158 Like Miguel Ximénez, he was from Pareja (Guadalajara), 

a coincidence that perhaps explains why he moved to the Aragonese capital, as well as 

the partnership agreement he signed in 1491 with Martín Bernat (who had collaborated 

with Ximénez), with a validity of twenty years and that prevented him from contracting 

works with any other painter.159 This document qualified him as a foreign 

(“stranchero”) painter. Proof of his success is that he was appointed court painter to 

King Ferdinand the Catholic (1514), surely for the aesthetic model he represented. In 

the documents, one can perceive a certain esteem by the monarch, as he mentions him 

as “mi painter esaminador y veedor de las obras de pintura de estos reinos”, and also as 

“uno de the mayores maestros que en estas partes de podrá hallar”, which justified him 

doing some portraits for him.160 Unfortunately, only one of his works has survived, a 

portrait of Francisco Fernández de Córdoba y Mendoza, dated 1520.161 

In the field of the miniature, there are also some examples of the 

Castilianisation, such as the set of choir books from the monastery of Santa Engracia in 

Saragossa (Episcopal Museum of Huesca), done in the time of the Catholic Monarchs 

and where the king’s direct involvement is documented.162 The Castilian origins of 

some of these codices have been demonstrated, as have the contacts they show with the 

Low Countries. For example, the Saint Michael that appears in the Matutinarium 9 has 

been related directly with a composition by Juan de Flandes in the triptych by Francisco 

Rodríguez in Salamanca Cathedral (Diocesan Museum of Salamanca).163 While the 

Christ of the Resurrection del Antiphonary 2 derives from a model by Dieric Bouts that 

appears in his triptych in the royal chapel in Granada, the same manuscript includes a 

                                                           
158 Jusepe Martínez, Discursos practicables del nobilísimo arte de la pintura, (edition by María E. 

Manrique Ara), (Saragossa: Prensas Universitarias de Zaragoza, Instituto de Estudios Altoaragoneses, 

Instituto de Estudios Turolenses, Gobierno de Aragón, 2008), pp. 109-110. 
159 Serrano, ‘Documentos’, XXXI (1914), pp. 454-455, doc. IX. 
160 For these questions, see Morte, ‘Fernando el católico y los artes’, p. 173; Yarza, ‘Política artística de 

Fernando el Católico’, pp. 27-28. 
161 Pilar Silva Maroto, ‘Rincón de Figueroa, Fernando del’, in 

http://www.museodelprado.es/enciclopedia/enciclopedia-on-line/voz/rincon-de-figueroa-fernando-del/ 

(consulted: March 2017), which contains the earlier bibliography. Cfr. Miguel Falomir, ‘Los orígenes del 

retrato en España. De la falta de especialistas al gran taller’, in El retrato español del Greco a Picasso, 

(Madrid: Museo del Prado, 2005), p. 75. 
162 Morte, ‘Patrocinio artístico’, p. 151; Morte, ‘El viaje de los príncipes de Castilla y Aragón’, pp. 49-58.  
163 María del Carmen Lacarra Ducay and Carmen Morte, Catálogo del Museo Episcopal y Capitular de 

Huesca, (Saragossa: Guara editorial, 1984), pp. 181-182; Yarza, ‘Los Reyes Católicos y la miniatura’, p. 

84. 

http://www.museodelprado.es/enciclopedia/enciclopedia-on-line/voz/rincon-de-figueroa-fernando-del/


depiction of Christ, standing over the globe and with a book in his left hand, that 

follows a well-known model by Jan van Eyck.164 

 

8. The option of Bartolomé Bermejo 

On 21st May 1482, a payment “por una cerralla y alguaznes pora cerrar las 

puertas que ninguno no pueda dentrar a ber al Bermexo” was noted in a “Libro de 

Obras” of the cathedral in Saragossa.165 Despite its brevity, this note allows a series of 

conclusions to be extracted and reasserts what the historiography has supposed since the 

beginning of the twentieth century, namely that Bartolomé de Cárdenas, alias “el 

Bermejo” (doc. 1468-1501), was one of the most important painters in the Peninsula at 

that time. The news is unmatched in the Hispanic context, given that the social 

condition of the artist was not comparable, to state it lightly, to what it was in the Italian 

republics.166 Needless to say, that tightly shut door hid a really exceptional master, with 

a very highly developed technique, and close to the same aesthetic model that Lluís 

Dalmau defended (not very successfully) years later in Catalonia with his Virgin of the 

Councillors (MNAC).  

What was the reason behind this attitude? Undoubtedly, it was the artist’s zeal 

for his work and a self-recognition that led him to feel above the rest of the painters 

working on the polychrome of the high altarpiece of the cathedral, sculpted in alabaster 

years before by the German Hans Piet D’Ansó. He was aware of his technical 

superiority and possibly did not want certain secrets of his art on public view. The data 

also illustrates the artist’s strong personality, probably problematic and eccentric given 

his constant comings and goings, as well as his unfulfilled commitments.167 Despite 

everything, the Saragossa chapter made a strong bid for him for the polychrome of the 

                                                           
164 Yarza, ‘Los reyes catolicos y la miniatura’, pp. 84-85, figs. 14-15. Cfr. Carmen Morte, ‘Matutinarium 

Antiphonarium 3’, ‘Matutinarium Antiphonarium 4’, ‘Matutinarium Antiphonarium 9’, in L’art a 

Catalunya i els regnes hispans en temps de Carles I, (Madrid: Sociedad Estatal para la Conmemoración 

de los Centenarios de Felipe II y Carlos V, 2000), pp. 224-229. 
165 Lacarra, El Retablo Mayor, pp. 116-118. 
166 For the social condition of the artist in the Hispanic kingdoms, see Joaquín Yarza Luaces, ‘El pintor en 

Cataluña hacia 1400’, Boletín del Museo e Instituto “Camón Aznar”, 20 (1985), pp. 31-58; Joaquín Yarza 

Luaces, ‘Artista-artesano en el gótico catalán, I’, Lambard, 3 (1987), pp. 129-169; Joaquín Yarza, ‘El 

artista-artesano en la Edad Media hispana’, in L’artista-artesà medieval a la Corona d’Aragó, ed. by 

Joaquín Yarza Luaces and Francesc Fité Llevot, (Lleida: Institut d’Estudis Ilerdencs, Universitat de 

Lleida, 1999), pp. 7-58. 
167 For some of these questions, see the text by Judith Berg Sobré in this volume. She earlier highlighted 

the value of the news in 1482 in Judith Berg Sobré, ‘Sobre Bartolomé Bermejo’, in La pintura gòtica 

hispanoflamenca. Bartolomé Bermejo i la seva època, dir. by Francesc Ruiz Quesada and Ana Galilea 

Antón (Barcelona-Bilbao: Museu Nacional d’Art de Catalunya, Museo de Bellas Artes de Bilbao, 2003), 

p. 23. 



work, although he was undoubtedly a “repentant” convert who lived under the shadow 

of the threat of excommunication.168 This shows that his art was especially valued, and 

this was further reflected on the economic level, as Bermejo was the best paid among 

the team of painters, and the one who worked longest of all the team contracted.169 

The aesthetic option that Bermejo represented was a very clearly Flemish model 

with deep northern roots, a current that triumphed among promoters and clients in 

Aragon, especially from the 1460s on. Bermejo arrived in Aragon around 1474, but 

prior to this date, there were painters there whose work followed this aesthetic 

paradigm. These included Martín Bernat and Miguel Ximénez, and certainly also the 

Castilian, Miguel Vallés (doc. 1457-1497), as well as Juan de Bonilla from Daroca (doc. 

1464-ca. 1487),170 whose style we know. With the exception of Bonilla, they were all 

members of the team of painters who polychromed the alabaster altarpiece in the 

Cathedral, and it is also known that they worked together on various occasions. The first 

of these collaborations was between Bermejo and Bonilla, and was none other than the 

altarpiece of Santo Domingo de Silos for the church dedicated to this saint in Daroca 

(Prado Museum and Archbishopric of Saragossa), contracted in 1474.171 The 

agreements were not met, and were thus renewed in 1477 when Bermejo had settled in 

Saragossa. At that time, the person who promised to finish the work, with or without 

Bermejo, was Martín Bernat,172 who contracted the high altarpiece for the church of San 

Gil in Saragossa that same year, in collaboration with Miguel Ximénez.173 This was the 

first time they appear working together.  

                                                           
168 About this specific question, see the text by Fernando Marías in this volume, as well as Ruiz, ‘La 

incidencia de las fuentes escritas’, pp. 34-37; Francesc Ruiz Quesada, ‘De Acqui Terme a la Piedad 

Desplà. Textos e iconografías inéditos de Bartomolomé Bermejo’, Retrotabulum, 1 (2012), pp. 7-9, 13 

and 47, available online on http://www.ruizquesada.com/index.php/retrotabulum/78-retrotabulum-1 

(consulted: March 2017). 
169 María del Carmen Lacarra Ducay, ‘Bartolomé Bermejo i la seva incidència en el panorama artístic 

aragonès’, in La pintura gòtica hispanoflamenca. Bartolomé Bermejo i la seva època, dir. by Francesc 

Ruiz Quesada and Ana Galilea Antón (Barcelona-Bilbao: Museu Nacional d'Art de Catalunya, Museo de 

Bellas Artes de Bilbao, 2003), p. 42. 
170 For Bonilla, see Mañas, ‘La escuela de pintura de Daroca’, pp. 42-43. Javier Marías alters the 

chronology of the artist in the text published in this volume, as he shows that died before 1487. Lafuente 

Ferrari proposed identifying him with the Maestro de la Florida, a painter of intense Valencian 

reminiscences (Enrique Lafuente Ferrari, Breve historia de la pintura española, [Madrid: Tecnos, 1953], 

p. 575), a hypothesis that Mañas adopted (Mañas, ‘La escuela de pintura de Daroca’, p. 42). 
171 Serrano, ‘Documentos’, XXXI (1914), pp. 457-458 y XXXIV (1916), pp. 482-485. For this altarpiece, 

see María del Carmen Lacarra Ducay, ‘Encuentro de Santo Domingo de Silos con el rey Fernando I de 

Castilla. Identificación de una pintura gótica aragonesa en el Museo del Prado’, Aragón en Edad Media, 

X-XI (1993), pp. 437-459; Ruiz, ‘La incidencia de las fuentes escritas’, pp. 33-53. 
172 Mañas, ‘La escuela de pintura de Daroca’, pp. 57-62, docs. X-XII. 
173 Quaderno de la Parroquia de San Gil de Saragossa (1476-1485), ed. by María C. García Herrero and 

María J. Torreblanca Gaspar, (Saragossa: Anúbar, 1991), pp. 34-39. 
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The relationship among this group of painters was complex, as shown by the fact 

that on 12th April 1478, Ximénez appears in Villadoz collaborating with Juan de Bonilla 

on an altarpiece, which, fortunately, has survived.174 A year later, in April 1479, Bernat 

and Bermejo again worked together when they contracted an altarpiece for the chapel 

that the merchant Juan de Lobera had in the church of El Pilar, of which some panels 

have survived, and that was finished in December 1484.175 One of these panels, of 

which we had had no news since Post’s time, when it was in the Lestieri collection in 

Madrid, appeared a few years ago for sale in Barcelona (fig. 4.15).176 It must be 

supposed that the set in El Pilar was finished (or almost) around 1481-1482, as, on 9th 

November 1481, Bernat and Ximénez contracted, for the sum of 8,450 sueldos, one of 

the most important altarpieces of their careers, the one in Blesa, nowadays mainly 

conserved in the Museum of Saragossa, and for which payments are documented until 

1486.177 A couple of months later, on 3rd January 1482, they took on another for the 

chapel of San Pedro in the cathedral, this one dedicated to Saints Peter and Paul.178 This 

commission may have opened the doors of the chapter for a more important order, the 

above-mentioned polychrome of the high altarpiece in the Cathedral, a task Bernat and 

Bermejo were engaged in from 6th May. A few days later (17th May), they were joined 

on the job by Miguel Ximénez, who worked there until 27th November.179  

                                                           
174 The document that shows this collaboration was first published in Fabián Mañas Ballestín, ‘Pintura 

gótica en el Campo Romanos. VII: retablo de la Virgen de la iglesia de Villadoz’, Zaragoza, 32 (1982), 

pp. 30-31. It was republished in Lacarra, ‘Encuentro de Santo Domingo de Silos Mañas’, p. 450, doc. IV, 

although without the necessary reference to Mañas. See also Mañas, ‘La escuela de pintura de Daroca’, p. 

64, doc. XIV. Lacarra sees Bonilla’s hand in the predella, a proposal that does not fit with the 

identification presented by Lafuente Ferrari and Mañas, who considered Bonilla the author of the works 

grouped under the epithet of “Maestro de la Florida” (see supra note 216). 
175 Lacarra publishes the documentation, ‘Encuentro de Santo Domingo de Silos’, pp. 450-454, docs. VI-

IX. For the surviving panels, see Judith Berg Sobré, ‘El Milagro de la nieve de Bartolomé Bermejo y 

Martín Bernat y el retablo de Juan Lobera para el claustro del Pilar’, Goya, 307-308 (2006), pp. 215-224; 

Nuria Ortiz Valero, ‘Retablo de la Virgen de la Misericordia’, in Fernando II de Aragón, el rey que 

imaginó España y la abrió a Europa, (Saragossa: Gobierno de Aragón, 2015), pp. 300-303. 
176 Post, A History of Spanish Painting, VIII, p. 164, fig. 70.  
177 Manuel Serrano Sanz, ‘El Retablo de Blesa’, Boletín del Museo Provincial de Bellas Artes, 8 (1922), 

pp. 1-9, published some receipts of payment that link the work to Bernat and Ximénez. Although we do 

not know the contract for this altarpiece, not many years ago, an agreement from 1482 between painters 

and promoters was published that mentioned the date of the contract. See María del Carmen Lacarra 

Ducay, ‘El retablo mayor de la iglesia de la Santa Cruz de Blesa (Teruel) 1481-1487’, in Antonio Beltrán 

Martínez, María del Carmen Lacarra Ducay and Concepción Lomba Serrano, Blesa. Patrimonio Artístico, 

(Teruel: Asociación Cultural El Hocino de Blesa, 2004) pp. 88-89, doc. 2. 
178 Serrano, ‘Documentos’, 1914 (XXXI), pp. 446-448, doc. VI. This is the document mentioned above 

that the German printer Pablo Hurus signed as a witness. 
179 While working in the cathedral, Bernat and Ximénez had other works underway in parishes in the city, 

such as painting the doors of the organ in the church of San Pablo, that occupied them between September 

1482 and November 1483 for which they were paid 2,200 sueldos. See Nuria Ortiz Valero, ‘El órgano de 

la iglesia de San Pablo de Zaragoza, obra de Johan Ximénez Garcés, realizado entre los años 1480 y 

1483’, Boletín del Museo e Instituto “Camon Aznar”, XCII (2003), p. 177. That may have forced them to 



After a certain moment, Bermejo’s excommunication and his continuous 

breaches of contract forced him to work in collaboration with painters like Martín 

Bernat, who took care to fulfil the contracts and perfected their art beside the master by 

copying his models.180 It is no surprise that he allied himself with Bernat, who enjoyed a 

certain social and economic standing as a minor noble, which he boasts about in various 

documents, including his will.181 The goods that Bernat contributed to his second 

marriage in 1492 were valued at 26,000 sueldos, a considerable amount. However, the 

marriage contract shows that he contributed something much more important to the 

marriage, his art, which implicitly implies a great degree of personal and professional 

self-recognition.182 

Bermejo had to flee Saragossa (and surely also Aragon) around 1484, but he left 

a lasting imprint on the painters in his surroundings. They, especially, Bernat and 

Ximénez, contributed to spreading some of his compositions, which means that he has 

become one of the axes around which late Gothic Aragonese painting revolves. The 

pictorial options of this group of artists passed through common models developed in 

Daroca and Saragossa. They set up a series of professional alliances, and a series of 

coincidences arose that are the basis for explaining the similarities seen. However, 

Bermejo’s art did not only mean the spread of some models, but also contributed to the 

consolidation of the “pure” Flemish language in Aragon as the style preferred by 

                                                                                                                                                                          
leave their work in the Cathedral, as can be deduced from a note about them stopping work to be able to 

do a pennon of Saint James (Lacarra, El Retablo Mayor, pp. 116-122). Still in 1482, Bernat and Ximénez 

contracted the high altarpiece of Pradilla de Ebro (Saragossa), which shows how busy that year was for 

commissions. However, the documents known to date seem to indicate that, from then on, they preferred 

to work independently. We again find them collaborating in 1489 on the disappeared high altarpiece of 

San Agustín in Saragossa, which meant them travelling to Barcelona to contemplate the altarpiece that 

Jaume Huguet had done in the church of San Agustín the Viejo (Serrano, ‘Documentos’, XXXI [1914], 

pp. 448-451, doc. VII). Finally, in 1496, when they worked together on an altarpiece for Salvatierra de 

Escá (Saragossa) (Serrano, ‘Documentos’, XXXI [1914], pp. 451-454, doc. VIII), some fragments of 

which have survived in situ, such as a Resurrection that takes the northern engravings as its model 

(Morte, ‘Del Gótico al Renacimiento’, pp. 350-351). For this altarpiece, see María del Carmen Lacarra 

Ducay, ‘El retablo mayor de la iglesia de San Salvador en Salvatierra de Escá (Saragossa): 1496-1498’, 

Boletín del Seminario de Estudios de Arte, 75, 2 (2009), pp. 63-74.  
180 Berg Sobré, ‘Sobre Bartolomé Bermejo’, pp. 23-24. For Martín Bernat, see Nuria Ortiz Valero, Martín 

Bernat, pintor de retablos, documentado en Zaragoza entre 1450 y 1505, (Zaragoza: Institución Fernando 

el Católico, 2013). 
181 Other times, Bernat appears as a “scudero” (Serrano, ‘Documentos’, XXXI [1914], p. 440, doc. III). 

Bernat’s will was first referenced by Carmen Morte, ‘Fernando el Católico y las artes’, p. 173, note 60. 

The full text of the document has recently been published by Núria Ortiz Valero, ‘Últimas voluntades de 

Martín Bernat, pintor de retablos, documentado en Zaragoza entre los años 1450 y 1505’, Boletín del 

Museo e Instituto “Camón Aznar”, 106 (2010), pp. 181-197.  
182 “Item trahe su art y saber, en que tiene, Dios mediante, su vida segura: lo qual estima mas que todo lo 

suso nombrado”. See Serrano, ‘Documentos’, XXXI (1914), p. 439; Fernández, ‘El mundo laboral’, pp. 

48-49. 



promoters and clients from the 1470s.183 Until he appeared on the Aragonese scene, the 

clientele had inclined for paintings by such artists as Pere García de Benavarri, Tomás 

Giner, Bernat d’Aras, Martín de Soria or the Master of the Saint George and the 

Princess (Arnau de Castellnou de Navalles). They were painters in line with the works 

produced in Catalonia in those years, where the figure of Jaume Huguet stood out. 

Bermejo’s Flemish style ended up taking root successfully after his work in Daroca, 

although it must be recognised that the tastes of the Aragonese differed from those of 

the Catalans, as it seems that Bermejo went on to fail in Catalonia, as Lluís Dalmau had 

done years earlier. The commercial and cultural links between Aragon and Castile 

generated greater taste for the northern aesthetic option, which, from a given moment, 

became the dominant model.  

Other painters, today still anonymous, followed Bermejo’s lead and also 

contributed to strengthening this type of painting. This is the case of the author of the 

altarpiece of Saint Sylvester, Saint Martin and Saint Susanna in the Collegiate Museum 

in Daroca, by a painter who has been directly linked to Bermejo, or the painter who did 

the processional cross with the Holy Face and Arma Christi in the same museum.184 In a 

somewhat different situation is the predella of the church in Lechón (Saragossa). Its 

quality means that direct intervention by Bermejo or one of his collaborators, like Juan 

de Bonilla, is suspected.185 Whatever the truth, behind these works there were painters 

working in the Daroca area who, although the documentation does not always indicate 

this, either collaborated with Bermejo, or had first-hand knowledge of his works. This 

was the case of Bonilla (bearing in mind that works have been attributed to him), Juan 

Cardiel, who is documented after 1473, and Domingo Gascón, documented from 

1484.186 

On the same aesthetic horizon, we find the author of a twill that depicts the 

Crucifixion conserved in the church of Alfajarín (Saragossa), originally from the 

                                                           
183 In 1479, the painter Tomás Giner was contracted to do an altarpiece for the town of Mainar, near 

Daroca, and it was proposed that “lo dicho pintor sia tobido de poner bien azur fino e colores finos tan 

buenos e bien acabados segunt el retaulo de Joan de Loperuelo questa en sant Francisco de Daroca”, 

which shows the recognition of the promoters of this work that had been done by Bartolomé Bermejo 

shortly before. The document has published in José Cabezudo Astraín, ‘Nuevos documentos sobre 

painters aragoneses del siglo XV’, Seminario de Arte Aragonés, 7-9 (1957), pp. 71-73. 
184 For these works, see Berg Sobré, ‘Sobre Bartolomé Bermejo’, pp. 22-23. 
185 For this work, see Ruiz, ‘La incidencia de las fuentes escritas’, pp. 38 and 51, n. 19, that includes the 

anterior bibliography and the different proposals from researchers about it, including the one that 

considers it part of the altarpiece of Santo Domingo in Silos of Daroca. 
186 For these painters, see Mañas, ‘La escuela de pintura de Daroca’, pp. 47 and 50. 



hermitage of the Virgen de la Peña, and in a style very close to Miguel Ximénez.187 

Given the technique, of which there are few surviving examples in Aragon, it must be 

related to the twills in the basilica of El Pilar in Saragossa, from the same period and 

that are also part of the fully Flemishising model. We must place the author of the 

altarpiece originally from Santaliestra (Huesca) (fig. 4.16), nowadays in the Museum of 

Lleida (inv. 63-64), in the same context. He was equally indebted to the models of 

Bermejo and Ximénez, especially regarding his human figures, the characterisation of 

the faces and the contrasted chromatic range, where the reds and greens stand out, 

which puts him especially close to Martín Bernat.188 

Another master in the aesthetic outlines set out by Bartolomé Bermejo and his 

Aragonese followers was Pedro Díaz de Oviedo (doc. 1487-1510), a painter known 

through documents and because some of whose works have survived. He did this kind 

of painting in the bishopric of Tarazona (where Martín Bernat also worked), and even in 

neighbouring kingdoms like Navarre. Díaz liked to work together with masons, leading 

to mixed altarpieces of painting and sculpture, as we see in the one of Santiago in the 

cathedral in Tarazona (1497), where he collaborated with the sculptor Gil of Brabant 

and that served as a model for other altarpieces of the time.189 His art, together with the 

style of the mentioned mason, gave that altarpiece an especially “Flemish” aspect. At 

the end of the 1490s, Pedro Díaz de Oviedo was working in Huesca, where, among 

other pieces, he did the high altarpiece for the church of San Lorenzo (1496-1499). 

From old descriptions, we know that this was also a mixture of sculpture and painting, 

and some of the surviving panels show that he used Schongauer’s prints to compose 

them, which again illustrates the northern essence of his art.190 

There were other painters in Miguel Ximénez’s circle or environment who must 

surely have participated in the same model. These included Jaime Serrat, the former’s 

son-in-law, who together with Juan Ximénez, Miguel’s son, seems to have taken over 

                                                           
187 Reproduced in Aragón. Patrimonio Cultural Restaurado. 1984/2009, 2 vols. (Saragossa: Gobierno de 

Aragón, 2009), II, p. 734. See also Ortiz, Martín Bernat, p. 205-207. 
188 For the altarpiece in Santaliestra, see Isidre Puig Sanchis, ‘Retaule de Sant Cristòfol’, in Museu 

Diocesà de Lleida 1893-1993. Catàleg. Exposició Pulchra, (Lleida: Generalitat de Catalunya, 

Departament de Cultura), pp. 109-110. 
189 Jesús Criado Mainar, ‘Los artes plásticas del primer Renacimiento en Tarazona (Zaragoza): El tránsito 

del <moderno> al <romano>’, Turiaso, X, 2 (1992), pp. 392-395. About Gil de Brabante and his Flemish 

affiliation, see Español, ‘La escultura tardogótica’, pp. 300-301 and 322-323; Pik, ‘La escultura 

Zaragozana’, pp. 163-165. 
190 For these panels, see María del Carmen Lacarra Ducay, ‘Pedro Díaz de Oviedo’, in Aragón y la 

pintura del renacimiento, (Saragossa: Museo e Instituto Camón Aznar, 1990), pp. 48-52. 



Miguel’s workshop on his death.191 We must suppose his work was of high quality as he 

ended up being appointed painter to Prince Juan in 1487, Archbishop Alonso de Aragón 

and also to the city of Saragossa.192 That is why Carmen Morte has suggested him as the 

possible author of the altarpiece of the Catholic Kings in the Chapel of the Corporales in 

the collegiate in Santa María de Daroca.193 Despite this hypothesis, we are seduced by 

the possibility that Serrat could have been the author of the central compartment of a 

triptych (102.4 x 130 cm) with the Crucifixion in a private Austrian collection,194 of 

which the lateral wings, with a bishop saint and Saint Michael, are undoubtedly the 

work of Miguel Ximénez (fig. 4.17).195 This is really an exceptional work. The 

difference in hands between the main and lateral compartments is very clear, not only in 

the style, but also in the greater Flemishness of the central panel. Its author deploys the 

figures in space much better than Ximénez, and manages this in an almost plausible and 

proportioned way compared to the geographic setting it is found in. The directional 

treatment of the light is absolutely Flemish: it enters from the viewer’s left and projects 

an interesting shadow on the classical architecture that serves as a window on the 

                                                           
191 In 1505, Serrat took on the job of finishing an altarpiece that Miguel Ximénez had contracted for La 

Almunia de Doña Godina (Abizanda, Documentos, II, pp. 6-7). 
192 De Salas, ‘Jaime Serrat’, pp. 269-271; Anselmo Gascón de Gotor y Pedro Gascón de Gotor, Zaragoza 

artística, monumental e histórica, 2 vols. (Saragossa: Ariño, 1890), II, p. 266. 
193 Morte, ‘Patrocinio artístico’, p. 149. About this altarpiece, see also María del Carmen Lacarra Ducay, 

‘Conjunto de tablas del milagro de the Sagrados Corporales’, in El espejo de nuestra historia. La Diócesis 

de Zaragoza a través de los siglos, (Saragossa: Arzobispado y Ayuntamiento, 1991), pp. 449-451; Jesús 

Criado Mainar, ‘Patronazgo artístico de Fernando II en la Corona de Aragón’, in Ferdinandus, Rex 

Hispaniarum: príncipe del Renacimiento, (Saragossa: Diputación Provincial de Zaragoza, Cortes de 

Aragón, 2006), pp. 171-172. 
194 We published it in Alberto Velasco Gonzàlez, ‘Aportaciones a los catálogos de pinturas de Miguel 

Ximénez (doc. 1462-1505) y Martín Bernat (doc. 1450-1505), pintores de Zaragoza’, in Ars & Renovatio, 

3 (2015), pp. 205-208, figs. 7-9, available online on http://www.artedelrenacimiento.com/mercado3/143-

aportaciones-a-los-cat%C3%A1logos-de-pinturas-de-miguel-xim%C3%A9nez-doc-1462-1505-y-

mart%C3%ADn-bernat-doc-1450-1505-,-pintores-de-zaragoza.html (consulted: march 2017). The 

triptych has a curious pedigree regarding the different attributions it has received. In 1981, in the sale of 

the collection by Marcel Boussac, it was attributed to Cornelisz Engelbertsz. In a recent auction (Paris, 

Thierry de Maigret, 15th June 2011, lot 48) it was catalogued as a Germanic work from the early sixteenth 

century, while, in another even more recent one, (Munich, Hampel, 20th September 2012, lot 211) it was 

linked to the Valencian Juan Reixach. See Hampel. September-Auktionen. Donnerstag, 20. Und Freitag, 

21. September 2012, (Munich: Hampel, 2012), pp. 136-143.  
195 We find various parallels in the catalogue of Miguel Ximénez’s works. For the bishop saint, we can 

refer to the Saint Fabian on the altarpiece from Sijena Monastery conserved in the MNAC (inv. 15858, 

cerca 1494), or the Saint Blaise in the Fundación Lázaro Galdiano (inv. 2541). See, respectively, María 

del Carmen Lacarra Ducay, ‘San Juan Bautista, San Fabián y San Sebastián’, in Signos arte y cultura en 

el Alto Aragón Medieval, (Saragossa: Diputación de Aragón, 1994), pp. 456-457; María del Carmen 

Lacarra Ducay, Pintura gótica aragonesa en la Fundación Lázaro Galdiano, (Madrid: Fundación Lázaro 

Galdiano, 2004), pp. 87-92. There is a perfect parallel to the Saint Michael in the same figure on the 

altarpiece of the Pieta, Saint Michael and Saint Catalina in Ejea de los Caballeros, nowadays in the Prado 

Museum (inv. P6895). See Rosa Donoso, ‘Algunas tablas aragonesas recuperadas por el estado’, in 

Homenaje a D. Federico Balaguer Sánchez, (Huesca: Instituto de Estudios Altoaragoneses, 1987), p. 457, 

fig. 3. 



episode. This is a completely unknown detail among Aragonese painters of the time and 

one that we do not see even in Bermejo’s work. It makes this work stand out especially 

and, at the same time, shows the artist had direct knowledge of Flemish painting.  

Despite these attempts at emulation, there are details that reveal this painter as a 

homegrown master. We refer, for example, to the decorations of the brocades on the 

gowns of the two church dignitaries, very typical in the Crown of Aragon, through the 

“carxofa” (artichoke) motif. In this sense, the gilded one is treated in an identical way to 

what we find in the background of the altarpiece from Sijena Monastery (Huesca) by 

Miguel Ximénez (MNAC, inv. 15858). Similarly, and although the landscape in the 

background is still clearly of northern origins, the blueness of its tone reminds us of 

Hispanic interpretations from the end of the fifteenth and early sixteenth century. The 

bright reflections on the armour worn by the soldiers seem to be from the northern 

model, and the same can be said of the depiction of some faces, like Mary’s. In contrast, 

other faces hark back to figures we find in works by Bartolomé Bermejo and those near 

Bernat-Ximénez, like the one who wears a reddish hood, or the one with a forced 

posture just behind the dignity in a cardinal’s cape. The golden reflections in Saint John 

the Evangelist’s hair also hark back to the Bernat-Ximénez binomial, a feature we find 

in countless works by both. Moreover, the reds and greens with which the garments are 

decorated are characteristic of the works by these painters, in whom we find fully 

analogous tones. It must be emphasised that these hues are concentrated in both the 

main compartment and lateral wings, which, together with other elements, like the 

frame, absolutely original, show that this was not a deliberate recomposition from the 

twentieth-century art market, but rather a production from a workshop where two 

different painters worked. This indicates that this triptych was probably done in the 

workshop of Miguel Ximénez,196 with him doing the side wings, but delegating the 

main compartment to a collaborator.  

That could have taken place late in his career (around 1500), when, given his 

age, he was helped by his son Juan, whose style we know from the altarpiece in 

Tamarite de Litera (Huesca), and his son-in-law Jaime Serrat. The latter’s profile is 

ideal to attribute the main compartment of this triptych to, as he was part of the structure 

of the workshop. Thus, one can think that, stylistically, he maintained some contacts 

                                                           
196 We do not know if Ximénez and Bernat specialised in this kind of works, but surely they executed 

more little triptychs like this one. An exemple could be the one formerly owned by Frenc & Co. (New 

York), with wings probably by Martín Bernat according to Post (Post, A History of Spanish Painting, 

VIII, pp. 57-61, fig. 19). 



with the painters he was among, such as his father-in-law. This is precisely what 

happened with the master who did the Crucifixion, with a colour palette like the one 

from the Bernat-Ximénez workshop, especially the reds and greens, and that displays 

other characteristics that link him to them. Moreover, Serrat was appointed court painter 

to Ferdinand the Catholic, so we must suppose he had a certain degree of skill and, why 

not, that Flemish ascendant that we know was so much to the king’s taste and 

characterised the master behind the work being analysed here. 

 


