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ABSTRACT

Gothic painting in the Catalan-speaking lands evolved over a dense fabric left by 13th century art, which had gradually shed its Byzan-
tine legacies. By the year 1300, the Byzantine model had clearly become a thing of the past, murals were still the primary technique and
panel and miniature paintings were beginning to gain ground. Over the magnificent backdrop of the reign of Jaume II, the second
quarter of the 14th century became a golden age for the Catalan Gothic and a foundational period for the subsequent painting tradi-
tion. The workshop of Ferrer Bassa, who was cognizant of the culture of Giotto and his Tuscan colleagues, received commissions from
the court, while the art cultivated in Pisa and Siena was being interpreted by several studios of extraordinary interest in the Kingdom
of Mallorca. The Italianising profile of painting survived the bubonic plague (1348), although painters like Destorrents, the Serra
brothers, Valldebriga and Lloreng Saragossa were taking numerous of its aspects in new directions. In the last few decades of the 14th
century, the expectations of local studios grew and the number of centres capable of producing quality painting multiplied. Barcelona
remained prominent with Lluis Borrassa, Guerau Gener, Joan Mates and Jaume Cabrera, but it lost its hegemony as Valencia sum-
moned an indisputable series of leading figures, including Pere Nicolau, Gherardo Starnina, Marzal de Sax, the Gongal Perises, Miquel
Alcanyis and Jaume Mateu, who gave prominence to the international Gothic, which was also practised by the schools and studios in
Castellon, Morella, Tortosa, Tarragona, Lleida, Girona, Perpignan and Mallorca. Based on the latest and most significant contribu-
tions to the subject, this article will survey the most famous painting from a highly creative period, which takes us from 1300 until the

early decades of the 15th century.

KeEYwoRrbDs: Gothic painting, altarpiece, mural, manuscript illustration, Catalonia, Valencia, Mallorca, 14th century painting

Just as happened with Romanesque painting, Catalan
Gothic painting converged with the new European artis-
tic trends without too much delay. After a trial period
when the old traditions remained in place, a solid tradi-
tion would coalesce with a rather original personality
which would branch out into different schools and em-
bark upon its own pathways in Valencian and Mallorcan
painting.! To highlight the most important moments in
Gothic painting in these lands, its history has traditionally
been divided into four main stages: linear Gothic or Fran-
co-Gothic (13th to 14th centuries), Italo-Gothic or the
Italianising period (14th century), international Gothic
(14th to 15th centuries) and Flemish Gothic, or Gothic
with generically Flemish roots (15th century).? This is not
the ideal place to review the suitability and content of
each of these descriptions, nor is it the moment to more
deeply explore how the styles are broken down into peri-
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ods despite the clear complexity found in the major cen-
tres in the Catalan-Aragon Crown. However, it is impor-
tant to appreciate the huge significance of the painting
projects during the reign of Alfonso the Chaste in order to
understand the subsequent dynamics. The works like
those coming from the ateliers of the Masters of Avia or
Sixena ushered in the great 12th century Anglo-Byzantine
creations while also paving the way for new Roman, Ger-
manic and Franco-Flemish painting models.> Upon the
groundwork laid by the different tendencies with Byzan-
tine roots, a new stage took shape which was described as
linear because of certain stylistic predispositions which
stress the contour of the figures and colour in isolation.
Given the time period chosen for this article, we shall
focus on the paintings from the second linear Gothic, de-
fined as a specific orientation of the style in 1300 and later.
Yet we should not ignore the fact that, within the second
quarter of the 14th century, Ferrer Bassa, a painter trained
in the new 14th century painting methods created by Gio-
tto and other Italian masters, demonstrated his esteem of
the art of 1200, which he displayed at least in the minia-
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tures of the Saltiri anglocatala de Paris, a work he com-
pleted and enhanced.* After focusing on the Italianising
Bassian and post-Bassian stages and examining their Mal-
lorcan and Valencian alternatives, we shall primarily ex-
amine the early international Gothic, a sophisticated art
form that absorbed the preceding formulas yet also, in
clear confluence with more northern traditions, would
spread unbridled within the geographic sphere encom-
passed by this article. Bearing in mind the earlier tradition,
it is not surprising that the Catalan-speaking lands would
be fertile ground for welcoming, adapting and showcasing
the prime values of this courtly current, which favoured
the stylisation of reality and striking chromatic forms.

THE LINEAR GOTHIC OF 1300

The first stage which fell fully within the Gothic, which
was open to all sorts of outside influences, took root in
Catalonia, the kingdom of Mallorca and Valencia in dif-
ferent episodes. At that time, the ties were solidifying with
northern Europe, where some of the more attractive solu-
tions to the new Gothic would leave their mark, as were
the ties with the Occitanian lands, Aragon and Navarra.
The linear Gothic shows us a rich, variegated artistic real-
ity which fills most of the 13th century and even stretches
into the early decades of the 14th century. Despite certain
continuities, the timespan assigned to the linear Gothic
enables us to distinguish between the early episodes (early
linear Gothic) linked to a gradual abandonment of the
Byzantine formulas and the development of an epic sub-
ject matter reflecting recent historical events, clearly up-
to-date and from the 13th century, and a later period (the
second linear Gothic), which after around 1300 fluctuated
between courtly stylisations very common to the north-
ern Gothic and a new narrative and formal density which,
especially in the Italian centres, led to a purposeful recon-
quest of the volume of figures and the creation of new
concepts of space, with a concomitant adaptation and up-
dating of the preceding painting techniques.> Catalonia
would remain in dialogue with the southern world, but in
those early years of the 1300s, the new developments from
the north were what truly came to the fore.

The experiments with the more advanced linear Goth-
ic, or the 14th century linear Gothic, offer us a wide range
of significant works in all spheres of painting, although
what truly stand out are murals, a creative sphere which
had been quite prominently present in the preceding peri-
ods but had lost prominence as the 14th century pro-
gressed and large altarpieces took over the walls of
churches. The painting from the first half of the century
shows a highly dynamic scenario in which royal commis-
sions led to the introduction of the major new currents.
During the reign of Jaume II (1291-1327), whose first
marriage was to Blanca of Anjou, some of the northern
formulas which had shaped the avant-garde in the king-
doms of France and England clearly started to penetrate,

although one could also note that their expression had
been adapted to the Mediterranean setting, where they
competed with other models. These trends were visible in
multiple productions that help us to understand the im-
portance not only of the major mendicant centres but also
of the royal monasteries like Sixena, the world of the Ben-
edictines and Cistercians and the canonical sees. Impor-
tant remains of a mural still exist in Sant Domeénec church
in Puigcerda; with its sophistications and expressive styli-
sations, it engenders very notable pictorial creations that
could be classified within this second linear Gothic. How-
ever, they may be nothing other than a vestige of other
similar undertakings, most of them lost, in the majority of
the Franciscan and Dominican foundations in Catalonia,
Valencia and Mallorca. A series of quality creations relat-
ed to the world of Languedoc and Provence also lead us to
the magnificent stained glass windows in the chancel of
the cathedral of Barcelona, which were rendered during
the time of the Bishop Pon¢ de Gualba (1303-1334) and
show fascinating commonalities with the art of Toulouse.®

After around 1300, Mallorca and Catalonia were recep-
tive to artistic expressions linked to Italian painting from
the same period. On the island of Mallorca, there is a
prominent panel with stories from the Passion of Christ
and Franciscan themes linked to Santa Clara convent of
Mallorca (Museu de Mallorca); this work has Roman sty-
listic roots reminiscent of some of the murals in the basil-
ica of Saint Francis of Assisi, among other sources.” On
the other hand, the works and models rendered by the
powerful crafters of illuminated manuscripts from the
city of Bologna spread in a highly peculiar artistic con-
text.® Therefore, the linear period brought to life an art
form that pleases us with varied experiments which often
give rise to hybridisation, either stylistic or iconographic,
based on its main referents. Thus, we cannot fail to men-
tion the Italianising styles, alternative to the discoveries of
Giotto and his colleagues, which were manifested in Tus-
can art from the studios and schools of Cimabue, Mem-
mo di Filippuccio and Duccio di Buoninsegna.® This must
be one of the reasons the Giottesque model reached here
late and conquered our land, as we shall see, throughout
the third decade of the 14th century.

The great books of the Usatges i Constitucions de Cata-
lunya, which outlined the Corts Catalanes (Catalan
Courts) and the customs and laws in force, shaped a
unique legal discourse which was illustrated by the top
miniaturists in the linear and Italianising Gothic. The
Golden Haggadah at the British Library in London is one
of the richest manuscripts from the period, a Hebrew
commission that expands the perspective on the courtly
context in which some of the copies of the Usatges were
promoted. They shape an exceptional corpus of noble and
royal codices which includes books like the one commis-
sioned by the Montcada family, a work which came to be
owned by the city of Lleida and is held at its ‘Paeria’ town
hall; or the rich example of ms. Lat. 4670 A at the BHF in
Paris, with three significant interventions by illustrators,
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one of which has been associated with the main master
behind the Golden Haggadah.' In this context, it is ap-
propriate to speak about the linear Gothic workshop of
the Montcada family in Lleida, which had an original style
that featured freehand drawing, created soft figures and
took an interest in borders. After all, over the course of
the 1330s and 1340s the new Italian culture was being im-
posed on the family’s commissions, as well as on the min-
iatures of the other great legal manuscripts, such as the
Llibre verd de Barcelona and Gratium’s Decretum of Lon-
don. We should not forget that Elisenda of Montcada
married Jaume II and in her widowhood was in charge of
the Clarissan monastery in Pedralbes, founded in 1326, a
key point of reference for understanding the development
of painting with Italian roots.!!

The handful of altarpieces that can be dated from the
first 25 years of the century are small in size,'* such as the
fragments from Sant Jaume de Frontanya or the altar-
piece of Santa Margarida in Vilobi d’Onyar, which was
actually rendered for the cathedral of Girona. We should
stress the importance conferred upon murals during this
entire period, as can clearly be seen in the ‘Seu Vella’ or
Old Cathedral of Lleida and the cathedral of Tarragona,
or in towns like Valencia, Perpignan, Puigcerda, L’Arbog
or Terrassa, and as also documented in the palaces and
monasteries of Barcelona. Some paintings on wooden
panels, including notably the prior’s chair from Sixena
(Museu Diocesa de Lleida), also remind us of the versatil-
ity of the studios which, in this case, point to some mural
remains from the cloister of the monastery of Pedralbes.
The panels from Vallbona de les Monges (MNAC), which
can be dated from sometime after the 1330s, are the out-
come of a controversial commission which gave rise to a
two-sided work, despite other viable hypotheses for re-
constructing the whole, and a style that reflects the linear
Gotbhic tinged with a rich Italian-Byzantine culture with
Tuscan roots that was well-known in Mallorca and quite
plausibly in Valencia as well.!* This current is represented
by the stained-glass windows in the leading cathedrals of
Catalonia (Barcelona, Girona, Tarragona) and can also be
found in the murals in the chapel of the Onze Mil Verges
(Eleven Thousand Virgins) in the cathedral of Tarrago-
na.'* The willows on the Saint Thecla reliquary in the ca-
thedral of Tarragona and the panel depicting the Virgin
Mary in Sant Lloreng church in Lleida pose unique prob-
lems which lead us first to two wonderful paintings on
canvas and secondly to an image of the Virgin Mary
which can also be associated with the world of the stained-
glass window makers and muralists working in Avignon
or Navarra, including Juan Oliver.

THE BASSAS AND THE NEW STYLES WITH ITALIAN
ROOTS

The painting that is the most similar to the Pisan and
Sienese models, and not foreign to the Franco-Flemish

world either, reveals a rich artistic vein in Mallorca, but in
this case what predominates is the Italian imprint. A new
world of painting unfolded on the island thanks to the
productions emanating from the Mestre dels Privilegis
(Master of the Privileges), an old name that described the
prime painting school on Mallorca in the 14th century
which encompassed the activity of numerous masters.
Even though these artists are difficult to single out given
the multiple problems inherent in distinguishing their in-
dividual contributions, the Sienese stained-glass window
maker Matteo di Giovanni and other painters were work-
ing on Mallorca, including primarily the figure of Joan
Loert or Lloert (Johannes de Luerts), the author of nu-
merous altarpieces meant for the cathedral of Mallorca.!®
Regardless of whether or not Joan Lloert was the most
outstanding of the possible Masters of the Privileges, the
fact is that we can witness the development of a fairly co-
herent style which characterises the second quarter of the
century on the island kingdom, with more than one re-
markable personality.'® This world can be seen in stained-
glass windows, panel painting, murals and manuscripts,
or on several of them together.!” This style, represented
by the Santa Eulalia and Santa Quiteria altarpieces in the
cathedral of Mallorca, must presumably have reflected
the centres on the continent, as we can see in some mural
fragments from the cathedral of Narbonne and assume
for Perpignan and Montpellier as well. The double chapel
in the palace of the kings of Mallorca'® still conserves trac-
es of murals with architectural, calligraphic and plant
motifs that prove the magnitude of the lost mural schemes
from earlier periods. They may be similar to the ones in
the royal chapel of Mallorca or Bellver castle painted by
Francesc Cavaller and other masters which the documen-
tation also mentions. The productions from 1300, either
murals or painted ceiling beams,' must have been pre-
ceded by creations similar to works like the ones in Barce-
lona by the workshop called the Mestre de la Conquesta de
Mallorca (Master of the Conquest of Mallorca), applied to
both religious and civilian themes, which evolved from
Anglo-Byzantine forms to forms that are more closely
similar to the northern culture developed in around 1300.

The creation of a series of coherent painting schools,
grounded upon the activity of powerful studios led by lo-
cal masters or painters from other places with their own
characteristic output, is one of the milestones which would
gradually gain visibility in different Catalan-speaking
lands after the second quarter of the 14th century, when
the arrival of Giottesque Italian styles was the primary
phenomenon worth noting. Yet this does not mean to
deny that this trend had been anticipated by previous peri-
ods, when the limited documentary references do not sup-
port the equally scant works that have reached us today.

In this new period, the policy of the Crown of Catalo-
nia-Aragén in the Mediterranean served the process of
updating the pictorial language based on direct dialogue
with the Italian centres. The relationship was intense and
had particular repercussions in the Catalan-speaking
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lands?® within a process that also promoted the trade
routes and ties with the kingdom of Naples, without for-
getting the Catalans’ opposition to the Genovese and
Pisan interests in the most important island locations.
Mallorca, Sardinia and Sicily all served as bridges consoli-
dating the traditional artistic ties with the Italian world or
creating new ones, especially with Pisa and Naples. At this
time of change, plentiful documentation reveals the
names of the most brilliant painters and enables us to sit-
uate and name a long series of productions either con-
served or lost.?! We learn that the ateliers accepted all
sorts of commissions and thus produced murals, altar-
pieces or illustrated books in the same workshops. This
trend, which still existed in the early Italianising period,
shifted after the second half of the 14th century, when the
commissions to great altarpiece specialists increased and
the world of the miniaturists began to become a more ex-
clusive, closed realm (Arnau de la Pena) which would
produce interesting works yet ones that were less ambi-
tious than the major commissions from the previous pe-
riod.?? As is logical, a highly relevant exception which re-
veals multiple activities should be taken into account,
namely king’s painter Ramon Destorrents, a miniaturist
as well who in 1361 was even commissioned to paint a
sphere constructed by Ramon de Planes with the themes
of the zodiac, the planets and the constellations.?®

In its late stages, the modalities of the linear Gothic,
which still adhered to the world of the parishes and some
canonical worlds, tended to coexist with the creations
generated by the art derived from Giotto and other Tus-
can painters, which the court promoted with its commis-
sions. The Italian model might have been a hallmark
then which ended up being a widespread form only in
the time after the bubonic plague. Ferrer Bassa is the
main figure in this innovative discourse. There were oth-
er important personalities in his orbit who acted in paral-
lel and independently, such as the Mestre de ’Escriva
(Master of the Scribe) of Lleida, or who were immersed
in the affairs of the workshop he directed, which leads us
to Arnau Bassa, a pseudo-Ferrer Bassa and the Catalan
Mestre de Baltimore (Master of Baltimore).?* Delimiting
the styles of all these painters is no easy job, and there are
still divergent theories regarding their real entity and
strict catalogues. Beyond the logical discussions on their
profiles, we can state that Ferrer Bassa was the main am-
bassador of the new Giottesque style after his apparent
sojourn in Italy. Until his death in the mid-14th century,
the painter accepted and supervised numerous commis-
sions from Alfonso the Benign and Peter the Ceremoni-
ous. The author of the illustrations in the lost Usatges
(1333), his work moves between the world of the great
luxury books promoted by the royalty (Saltiri anglocat-
ala de Paris, Llibre d’hores de Maria de Navarra),” with a
brilliant nearby context (Decretum Gratini de Londres)
which does not exclude the Jewish world (Maimonides de
Copenhaguen...), and the painting of the most important
altarpieces of his day, those which had presided over the

Palatine chapels in cities like Barcelona, Mallorca, Per-
pignan, Lleida and Zaragoza. Ferrer Bassa painted beau-
tiful and extraordinarily subtle figures for altarpieces, al-
though we cannot exclude the participation of his atelier
as well, just as we can note the participation of numerous
hands in the most important books he was commis-
sioned to illuminate.

Among the meagre remains of the royal altarpieces,
some panels conserved in Lisbon and Mallorca which
were part of the set meant for the main altar in the Saint
Anne chapel in Mallorca’s Almudaina have become the
cornerstone of our studies of this workshop. They must
have been part of a large altarpiece, today partly de-
stroyed, which the Bassas left unfinished upon their
death and was then concluded in Ramon Destorrents’ at-
elier (1358). In fact, for many years this output was con-
sidered the exclusive work of Ramon Destorrents, which
seriously complicated attribution of the Saint Mark altar-
piece (Santa Maria de Manresa) to Arnau Bassa, which
Gudiol had recognised as by Destorrents. Even though it
has been accepted that this was the commission from the
shoemakers of Barcelona to the son of Ferrer Bassa, ac-
cording to a document dating from 1346, and that the
altarpiece located in Manresa today was the one meant
for the shoemakers’ chapel in the cathedral of Barcelona,
the stylistic relationship with the panels in the Almudai-
na and the Barcelona set clearly demonstrate that the
Bassas’ intervention in the Mallorcan altarpiece was not
negligible.?® Therefore, in the design and facture of the
Mallorcan altarpiece, we can detect the Bassas’ interven-
tion and corroborate the fame that Arnau earned in his
father’s studio as a painter of altarpieces and illuminator.
What is more, the quality of the set on Mallorca is added
proof of the acknowledged importance of Ferrer Bassa’s
workshop during the early years of the reign of Peter the
Ceremonious.

However, for many years the only documented work
by Ferrer Bassa was the murals in the Saint Michael chap-
el in Pedralbes, commissioned for the first time in 1343
but not finished until 1346, after the contract was re-
newed and signed the same year.?” The particularities of
these paintings, which came at the end of the painter’s ca-
reer, had distanced the expert critics from the main codi-
ces illuminated by the workshop, with which no strict
correspondence had been established, not even a chrono-
logical one.?®

Fortunately, the discoveries made in the last few dec-
ades have enabled us to reconsider this point of view and
tend to integrate the Bassas’ works into a diversified range
of options within a dynamic atelier, from which we can-
not exclude the commission from the Clarissans or illu-
minated books either.?”” There are clear ties between the
murals and the panel depicting the Coronation in Bell-
puig, a dense work in its Italian referents and only known
today through black and white photographs, despite the
fluctuations in facture due to the workshop. Even though
it had given rise to the invention of an anonymous artist,
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FIGURE 1. One of the images of the Saltiri-anglocatala de Paris. It is a work by Ferrer Bassa, the Catalan representative of post-Giotto art with

a northern influence as well.

the Coronation can be regarded as a crucial item in Ferrer
Bassa’s catalogue of works, just like his miniatures in the
Saltiri anglocatala de Paris, the Maimonides de Copenha-
guen and part of the Llibre d’hores de Maria de Navarra,
in addition to the severely damaged remains of an altar-
piece of Saint Paul, plausibly identifiable as a commission
from the Montcada family, a Man of Sorrows known by
photographs and several other fragmentary expressions
which remain today.

The Llibre d’hores de Maria de Navarra is doubly inter-
esting because it interplays the art of Ferrer Bassa with
that of his workshop and shows us the personal pathways
he traversed, without ignoring his coordination of com-
plex works.*® The same can be said of the Morgan Polyp-
tych in New York, a portable altarpiece devoted to the joys
and sorrows of Mary in which Jesus is the main figure,
which shows the subtleties of which these masters were
capable in around 1340-1345.3!

Analysing Ferrer Bassa’s training leads us to the main
Tuscan and Adriatic schools. We should not lose sight of
the fact that the resemblances with the Coronation of
Bellpuig led works by Urbino or in the Mombaroccio
sanctuary to be attributed to him.* In the painter’s histo-
ry, which is ridden with uncertainties, we cannot omit the
fact that Giotto and his colleagues were active in Naples in
around 1328-1332,% a city that might plausibly have been
a stage in Ferrer Bassa’s journey around Italy at a time
near his return.* Alternatively, it is fairly clear that his
younger collaborators also necessitate an analysis of eve-

FIGURE 2. Miniature work by the Mestre de ’Escriba (Master of the
Scribe), Usatges of the ‘Paeria’, or town hall, of Lleida. Alfonso the
Magnanimous opened the Courts called in Montblanc in 1333.



34  Cart.Hist. REV. 8,2015

Rosa Alcoy

rything that happened in the non-Florentine Tuscan style
by Duccio, Simone Martini and the Memmis and the
workshops active in Pisa. Pisan painting and illuminated
manuscripts, not to mention the crucial importance of its
sculpture, explain the oeuvre of the Mestre de I’Escriva
(Master of the Scribe) of Lleida and, based on the crea-
tions of this wonderful painter, the output of the Catalan
Master of Baltimore, who is directly linked to the Bassas
for more than one reason.?

The 1340s must have been the time when these new di-
rections were gaining momentum, which requires us to
consider the proximity of Avignon, where Simone Marti-
ni and his more talented colleagues, including the Mestre
dels Angels Rebels (Master of the Rebel Angels), beckon us
to survey the discoveries from one of the top workshops
of the period. The school we refer to as Bassian created a
powerful, unique image for Catalan painting in the sec-
ond quarter of the 14th century. Works like the Saint
James altarpiece at the Jonqueres monastery in Barcelona
(Museu Diocesa de Barcelona), or the Saint Mark or Saint
Anianus altarpiece, or the Saint Anne and the Virgin
Child panels from the Almudaina altarpiece (Museu Na-
cional de Arte Antiga of Lisbon) give us a sense of the
models of courtly extraction that were the most highly
valued and followed by subsequent ateliers. The Catalan
triptych by the Master of Baltimore reveals a master simi-
lar to the Bassas who might plausibly have taken over fin-
ishing the main altarpiece in Santa Maria de Poblet, a
great work from which panels are conserved in Barcelona

FIGURE 3. Mural from St. Miquel chapel in the
Monastery of Pedralbes (Barcelona) by Jaume
Ferrer Bassa (1346). Jesus is being abused after
being condemned by Caiaphas and before his
death on the cross.

(MNAC) and the Fogg Art Museum in Cambridge. This
project must have coloured the royal pantheon that Peter
the Ceremonious promoted, which took shape in the 14th
century Cistercian monastery.3®

The death of Ferrer and Arnau Bassa, probably because
of the bubonic plague, left a major void that would pri-
marily affect the discourse of court painting. Nonetheless,
the Bassas had created a school of their own and left sev-
eral working disciples, which prevents us from positing a
radical break. In any event, we should not underestimate
the interpretative problems posed by the fact that royal
commissions and other types of orders merged whose
stylistic and iconographic schemas were adapted to new
needs and context. After 1350, we can imagine a renewal
of the spheres and destinations of the orders, which piv-
oted around two main areas: Ramon Destorrents’s atelier
and the Serra brothers.

PAINTING AFTER THE BLACK DEATH

The Black Death of 1348 affected Europe and European
art in general: the death of the leading masters is one un-
questionably important reason, but we should also note
in affairs of change the suffocation of some trends and the
imposition of a different view of reality. Some of the pre-
vious formal experimentations regarding space were halt-
ed, and there was a tendency to create more synthetic, ab-
stract episodes articulated so that they would quickly
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reach a public that was supposed to be able to easily ap-
preciate the essential meaning of the images.*” This pro-
cess arose without sacrificing the symbolism and the ar-
ticulation of several complex programmes that enabled
worship to grow and resized and expanded the circles de-
voted to the main figures in the parade of saints. This is a
pathway not bereft of exceptions, and yet nonetheless it
conferred more density on liturgical and symbolic pa-
rameters at the expense of narrative aspects or the cumu-
lative experience in other dimensions of the system of
representation.

Ramon Destorrents’ atelier took off where the Bassas’
left off, and we already know that he was commissioned
to complete several royal altarpieces that had been left un-
finished. As a master skilled in all fields of painting, it is
difficult to define Destorrents’ art,*® and his pictorial lan-
guage tended to resemble that of the early Serras, given
that Pere Serra was indeed an apprentice in his workshop
between 1357 and 1360.% His intervention in the Almud-
aina altarpiece, the predella or the panel devoted to Saint
Onuphrius and the hermitages, conserved in the cathe-
dral of Barcelona, perhaps a work begun by the Bassas
and finished in Destorrents’ atelier, in addition to several
richly illustrated manuscripts such as the Breviari d’amor
de Londres and some miniatures in the Pontifical de Nar-
bona,* are all key factors in connecting his output with
the catalogue of the so-called Mestre de Rubié (Master of
Rubid), the author of the large altarpiece depicting the
Coronation in Mare de Déu de Santa Maria in Rubi6 (in
situ and the Museu Episcopal de Vic). Destorrents’ paint-
ing and that of his workshop, as complex as the facture of
the London Breviari, shapes an original stylistic profile
that can be distinguished from that of the Serras without
entirely giving up the Bassian propositions which ground-
ed painting after the bubonic plague in the mid-14th cen-
tury. However, Destorrents also shows glimpses of his
closeness with Avignon and again the rising influence of
certain powerful French currents.*! In his creations, we
can detect the attraction he felt towards Matteo Giovan-
netti from the city of the Popes, without losing sight of the
brilliant school of painters and miniaturists in Paris.
These Parisian works, as they headed towards Normandy
or the English-speaking world, also recommend a com-
parative study of the creations of the stained-glass win-
dow maker Guillem de Letumgard, visible in Tarragona
and especially in the cathedral of Girona.*?

The courtly milieu must have been one of the Serras’
inspirations when they took the younger brother, Pere, to
the workshop of the king’s painter, Ramon Destorrents.
The start of the workshop that took shape in the atelier of
Francesc Serra (1350-1361) is not at all clear; numerous
theories coexist regarding its personality, but beyond
these issues we must posit a progression of his ambitions
and reach over the land which diverge from the initial dis-
course.®? The fact that Francesc Serra’s atelier could plau-
sibly accept a commission from Henry of Trastamara, the
bastard brother of Peter I of Castile, is also one way of re-

leasing Destorrents and concentrating him on the com-
missions from Peter the Ceremonious.** The develop-
ment of the atelier, despite occasional connections with
the world of the court and the enigmatic Bartomeu Bassa,
did not end up being centred around the court, and its
work was instead more prodigious in the context of the
cathedrals, parishes, canonical churches and monasteries,
creating altarpieces of renowned sweep and interest.*
Jaume Serra and (1358-1390) Pere Serra (1357-1406)
were the most famous of the brothers, with an attractive
personal output that can be established based on large
documented works. The Resurrection altarpiece in Sant
Sepulcre in Zaragoza (1381) by Jaume, and the altarpieces
depicting the Holy Spirit and Saints Bernard and Bartho-
lomew in Manresa by Pere (1394-1395)% enable us to dis-
cern the individual contributions of these painters in a
later era beyond the output of an atelier which encom-
passed all of Catalonia and other areas within the Crown.
Altarpieces like the ones in Sixena monastery (MNAC),
the ones devoted to Saint Stephen in Castellar del Vallés
and in Gualter (MNAC), and productions like the ones
meant for Tortosa, Sant Cugat del Valles, Abella de la
Conca, Sant Lloreng de Morunys and once again Sant
Sepulcre in Zaragoza shape a vast catalogue which must
be joined by a series of important fragments conserved in
different museums and collections, such as the panels in
Palermo, Syracuse and the Annunciation in the Pinacote-
ca di Brera in Milan, in addition to vestiges of a large al-
tarpiece of Christ and the Virgin Mary found in Curulla-
da (Museu Diocesa i Comarcal de Solsona)?*” and an
admirable panel devoted to Christ before Pontius Pilate
conserved in the Museu de Vic, in addition to other re-
markable panels in the Museu Maricel of Sitges. We are
able to reconstruct the scenario because enough works
are conserved, and those that remain reveal the coherence
and desires of the period.*® However, we must still under-
take a study of the whole and a critical revision of the es-
tablished catalogues.

From Barcelona, the Serras dominated the second half
of the 14th century as the most productive and influential
atelier of the period. In fact, the workshop left an impor-
tant mark on Valencia and Roussillon as well, where the
members of the Bar¢ family worked,*® as well as on mas-
ters who, like Jaubert Gaucelm, had been trained with
Pere Serra according to an apprenticeship contract from
1393. Yet we should not lose sight of other painters work-
ing in Catalonia in the 14th century, including the au-
thors of the Our Lady of the Star altarpiece in the cathe-
dral of Tortosa, Joan de Tarragona and the so-called
Mestre de Santa Coloma de Queralt (Master of Santa Co-
loma de Queralt).”® In Valencia, figures as disputed as
Lloreng Saragossa and Francesc Serra II reveal a particu-
lar Ttalianism with offshoots from the Barcelona school,
which left room for other painters and after 1400 must
have featured in a prolific, different end of an era®! en
route to a revamping that stormed onto the scene with
undeniable force.
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Despite this, the Serras were not the only prominent
masters in 14th century Barcelona. In addition to the
painters who furthered their careers in Valencia and Cas-
tellon, we should also mention Pere de Valldebriga, origi-
nally from Aragén and possibly the author of the Annun-
ciation altarpiece or the Saint Gabriel altarpiece in the
cathedral of Barcelona,* which is sometimes attributed to
Lluis Borrassa. We should also mention Francesc Comes,
who was working in Mallorca®® and may plausibly have
been from Valencia, and we can trace other Mallorcan
creations whose facture is not always identical, such as the
world shaped by the Master of Bishop Galiana, resem-
bling Pere Mar¢ol (1362-1410),>* whose activity should be
joined by that of yet other painters working in Girona
such as Joan Filell, Miquel Font, Ramon Gilabert and Joan
Daurer,> who signed various altarpieces. Valldebriga,
who had an atelier in Barcelona and hailed from Montso,
became prominent on the Catalan scene after 1368 and
remained active until 1406. His painting, which took
shape in contributions alien to the Serras’ school, reached
as far as Lleida and Aragon and once again leads us to
look to the Italian centres until a effortless convergence
with the early international Gothic, as the work of Pere
Serra would also achieve.

FIGURE 4. Holy Spirit altarpiece in the
cathedral of Manresa by Pere Serra
(1393-1394).

A GLIMPSE AT THE FIRST INTERNATIONAL
GOTHIC

While the demand rose and the works multiplied follow-
ing the schemas of a 14th century Italianism that was
drawing close to its end, Pere Nicolau (doc. 1390-1408)
became one of the spearheads of the new painting culti-
vated in Valencia, where his stylised, evanescent shapes
created a school. The city became a prime centre for altar-
pieces® where masters of diverse orientations and origins
congregated, including the Florentine Gherardo Starnina,
the creator of reflective, ponderous art over a fabric of
Giottesque roots, and the German-Flemish Marzal de
Sax, or Sas, who was expressive, bold in his approaches
and masterful with colour.”” They were joined by Jaume
Mateu, the nephew of Pere Nicolau, the presumptive
Gongal Peris and Gongal Peris Sarria,”® Miquel Alcanyis
and Guerau Gener, with their own, always multi-col-
oured, impetuous styles suggestive of fantastical worlds,
limited to subjects related to religiosity and to the de-
mands of the day, yet with an admirable potential and ar-
tistic brilliance. They were joined by a powerful Italian
tradition with a spirit more similar to what we find once
again in the great French-Flemish and Germanic courts.*
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The international Gothic created fascinating artistic
currents that were articulated by the different workshops
within the Catalan-Aragonese Crown in a profitable dia-
logue that took place both on the continent and at differ-
ent sites around the islands.®® Paradoxically, given the
plethora of local workshops, the international Gothic is
one of the times of strongest cohesion among the differ-
ent painting schools in the Catalan-speaking lands. This
sense of unity emerged over the backdrop of affinity with
the different European schools, which obligates us to con-
sider the major contributions to painting visible in the
best illuminated manuscripts from the period. For exam-
ple, it is easy to see the exchanges between the world of
the Valencia and Barcelona illustrators in a record of con-
nections that confirms what can also be seen in the world
of altarpieces. The proposals from the second Trecento,
still heavily borne by the Italian stylistic model, were left
behind as the often shocking or unexpected approaches
of the great international paintings gained ground. In
Barcelona, the Trecento cycle concluded without an acute
stylistic crisis, especially if we bear in mind the prime role
of Lluis Borrassa and the message of continuity promoted
by some of the collaborators in Pere Serra’s atelier, such as
Pere Vall and Jaume Cabrera, who became famous heads
of ateliers in this new period of the Gothic.®! Joan Mates,
too, seems to have been trained in this context, but his ca-
reer led him to cultivate a more intrepid style in his shapes
which resembles that of some Valencian masters and the
stained-glass maker Nicolau de Maraia.

Having survived the destruction wrought by the Black
Death (1348-1350), and after a period of partial changes,
the international Gothic reinforced the separation of spe-
cialities yet intensified collaborations between artists and
led to a stage known for its brilliant, spectacular results
which gives total priority to the altarpiece in all its possi-
ble formulations: painting, sculpture or mixed. Regard-
less of whether it was through the Catalan, Valencian or
Mallorcan schools, these structures serving religious
needs came to the fore as the preferred medium for Goth-
ic painting, although we should not forget the fate of oth-
er kinds of works which utilise miniature techniques,®
such as enamel, stained glass, embroidery and painted
fabrics.%® The dynamic fostered by the altarpieces gained
ground in late Gothic episodes in the Catalan-speaking
lands.

Starting in the waning decades of the 14th century,
there was an intense proliferation of local painting schools
with considerable artistic importance.®* After 1400, some
of the major Barcelona and Valencia ateliers had created
unique profiles within the new current and even managed
to project themselves all over the land, but we cannot
deny the competition from the ateliers that cropped up in
other places. New individuals with character sprang up,
and painters and stained-glass makers from elsewhere in
Europe, marked by the milieus from which they hailed,
even reached the main centres. Nicolau de Maraia and his
workshop updated trends within the Barcelona school

and then projected their output to other places around
Catalonia. Even though it did not lose importance, Barce-
lona did lose its hegemony in a period when Valencia be-
came the nerve centre of Gothic painting, while other
workshops active in the archbishopric of Tarragona or
the bishoprics of Lleida, Girona, Tortosa, Castellon, Per-
pignan, Elna and the City of Mallorca accepted important
commissions. Each zone had its own masters and work-
shops with characteristic circles that interacted with each
other and multiplied, and even sometimes linked up with
the worlds of sculpture and gold-work as well. While the
Borrassa clan remained active in Girona and a school was
created in Lleida with two key figures, Pere Teixidor and
Jaume Ferrer, the painting workshops along Spain’s en-
tire Mediterranean coast kept up intense correspondence
which did not marginalise inland centres and workshops
but did reveal the preponderant currents and sources
throughout the entire vast coastal and island region.®®
Painters like Guerau Gener and Bernat Despuig concate-
nated different Valencian and Catalan workshops during
a stage when Valencia was germinating one of the most
powerful painting schools in the international Gothic. Al-
tarpieces were still the main output of the ateliers, and the
bishoprics of Barcelona, Lleida and Tortosa and the arch-
bishopric of Tarragona were fed with local and foreign
commissions.

Lluis Borrassa reached Barcelona from Girona in the
1480s in the midst of a second Italianising period.®” He
left behind his family workshop, which would remain ac-
tive in Girona until the end of the international Gothic,
where the personality of Francesc Borrassa is also promi-
nent. Lluis’ first stage of activity may have filled the void
left by Ramon Destorrents and Lloren¢ Saragossa, al-
though the Serras’ workshop still continued to operate
full speed. The first Borrassa is known thanks to the altar-
pieces meant for Vilafranca del Penedés in a context
which provided him with commissions from the mendi-
cant orders, which were favoured by the monarchs. The
altarpiece of the Virgin Mary and Saint George in the Sant
Francesc convent in Vilafranca dates from this time, and
it fostered contacts with Mallorca and led the freed slave
Lluc Borrassa to join the atelier after he had finished his
stint on the island upon the death of the head of the atel-
ier. The most famous creations from the Barcelona atelier
date from a period which brings us into the 1400s, and
they primarily include large hagiographic altarpieces with
complex iconography; one of the best-conserved ones is
the Saint Claire altarpiece in Vic (Museu Episcopal de
Vic), a work that brings us back to the mendicant orders.
We should also note the predella from the set meant for
Sant Domeénec in Manresa and the Saint Peter altarpiece
in Terrassa, without forgetting the painter’s notable series
of creations for the dioceses of Barcelona, Girona and
Tarragona. Borrassa’s oeuvre filled the first quarter of the
century while the painter oversaw a complex atelier with
an intricate web of relationships with other paintings and
workers behind it. A skilled master of colour, Lluis Bor-
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rassa stood out for being an effective painter who com-
bined a sound Italianising base with the fresh ideas char-
acteristic of the art of 1400. The quality of Guerau Gener’s
mature output is on par; this painter had a short biogra-
phy and was probably trained in Valencia in the 1390s
and momentarily returned to Catalonia in around 1400 to
paint the Saint Bartholomew and Saint Isabel altarpiece in
the cathedral of Barcelona.®® His renewed collaboration
with the best Valencian painters largely explains the style
of the large Marian altarpiece on the main altar in Santes
Creus, whose primary parts are conserved in Tarragona
and Barcelona.®’

Barcelona was the home to other ateliers, including the
one owned by Joan Mates,”® a painter who shifted be-
tween the glorification of material wealth and an elegant
mysticism that can be glimpsed in the commissions re-
ceived from some nobles and especially the canons asso-
ciated with cathedrals like the ones in Barcelona and
Huesca.”! Jaume Cabrera was a bit more conventional,
but his catalogue is extensive and serves as proof of his
success.”? In Tarragona, the core made up of the circle of
Mateu and Pasqual Ortoneda and their family clan is rep-
resented by numerous Marian altarpieces, including the
large altarpiece in the chapel of Solivella castle and the set
conserved in Cabassers.”> With a radius of action that
reached La Segarra and Urgell, Ramon de Mur gained
prominence as the author of the large altarpiece in Santa
Maria de Guimera and a panel depicting the Virgin Mary
nursing Jesus from Cervera (MNAC). He was a fan of a
fairly peculiar colour range that he applied in a highly
personal style.”

We know that in the last phase of his career, Lluc Bor-
rassa returned to Mallorca, where he was commissioned
to paint the central panel in the vision of the deceased
Christ in Pollenga. After around 1400, the island was re-
vealing different artistic realities articulated within the
international Gothic, represented by anonymous painters
like the Mestres de Montsid and Santa Eulalia (Masters of
Montsi6 and Santa Eulalia). These painters were faithful
to the patterns of the new current” yet showed a strong
Italian dimension that softened some of the harsher di-
mensions of their style.

Despite the importance of the multiple centres located
in the Principality and the islands, when we speak about
the international Gothic, Valencia deserves to be spot-
lighted because of the discoveries by a series of painters
who were capable of rendering extraordinarily high-qual-
ity works. Indeed, they revived the artistic scene of that
city and other places, since their influence can be per-
ceived around the Crown and they received very impor-
tant commissions from centres outside of Valencia. The
larger Virgin Mary altarpiece for the cathedral in El Burgo
de Osma and others around Aragdn on the borderlands
evinced the potential of these painters. With Pere Nicolau
at the helm, who was known for being the author of the
altarpiece documented in Mare de Déu de Sarrion (Ter-
uel), they broke the moulds of 14th century art still ap-

pearing on some of the altarpieces from the late 14th cen-
tury in centres like Villahermosa del Rio.”® Despite its
flaws, the altarpiece in Sarrion, which dates from 1404,
shows the sophistication of Nicolau’s art as the indisput-
able master of contrasting tones and precisely executed
details.”” This art spread to royal productions such as the
recently-reconstructed polyptych of the Seven Joys of
Mary meant for the monastery of Valldecrist.”® He was
also a creator of surprising looks and attitudes and was
capable of extracting the materiality of his figures in order
to integrate them into a highly personal world without di-
luting the visual and narrative efficacy of the scenes,
which often show sweeping landscapes. By the late 14th
century, the altarpiece of the Joys of Mary, now conserved
in the Museo de Bellas Artes of Bilbao, shows episodes of
exceptional quality which proved to have a wide radius of
influence and revamped the iconographic schemes of the
day. The standard depiction of the Virgin of Humility
changed patterns after 1400 based on the proposals by
Nicolau and other masters working around him. Jaume
Mateu (1402-1453) was his nephew and the heir to his
workshop, but his figure still remains too obscure, even
though he has been associated with a panel in an altar-
piece that the painter had contracted in 1430 for the par-
ish church of Cortes de Arenoso in Castellén,”® and de-
spite the fact that several altarpieces have been attributed
to him, such as the Saint Michael altarpiece in the Museu
de Belles Arts of Valencia or the Saint Valery altarpiece in
the parish church of Vall d’Almonesir.

The altarpiece by Bonifaci Ferrer, or the Seven Sacra-
ments (1396-1398),%° helps us to recall Gherardo Starni-
na’s presence on the Iberian Peninsula and his ties to Va-
lencia, even though the authorship of this unique
altarpiece is somewhat confused as it involves art sources
from diverse origins and requires us to consider the Ital-
ian’s relationship with local painters, including most im-
portantly Miquel Alcanyis. Starnina’s workshop was also
involved in other works, like the predella depicting topics
from the Passion of Christ in El Collado d’Alpont, and es-
pecially the facture of the panel of the Final Judgement in
Munich,?! whose origin has been the subject of inquiry in
many recent studies.®?

Andres Marzal de Sax, in clear contact with Germanic
painting, was active in around 1390 to 1410 and must
have been the main painter of the Saint George altarpiece
in the chapel of the confraternity of Centenar de la Ploma
(Victoria & Albert Museum, London). This exceptionally
ambitious work, in which some of his fellow painters in
his atelier also participated, shows all his expressive ca-
pacities with a vivid sense of shapes and movement which
range from the harsher, more grotesque, tense registers of
the martyr to other scenes with the formal softness of the
faces of the princess, Saint George and the angels sur-
rounding the no less mild figures of the Virgin Mary and
Child. This expressive flexibility characterises the master
who, despite his taste for stylised forms, did not dilute
volumes and endowed the bodies of his figures with a life-
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like density. His collaboration with the Catalan Guerau
Gener is a fascinating question that affects how we can in-
terpret the Doubt of Saint Thomas in the cathedral of Va-
lencia, a documented panel which should point to the re-
sults of the altarpiece that Guerau Gener painted later for
the main altar in Santes Creus and which Lluis Borrassa
must have concluded after his death. The Saint George al-
tarpiece in Xeérica, which follows some of his stylistic pat-
terns, has been documented in a recent study.®* Marzal
would remain in touch with the Perises, Gongal Peris and
Gongal Peris Sarria (or Peris de Sarria), and he could not
have been unaware of the work of Pere Nicolau or Starni-
na, although his profile remained independent and confi-
dent, influencing Valencian painting and even some
Aragonese painters, including the one known as the Mes-
tre de Restacon (Master of Restacon, Zaragoza).

The Holy Cross altarpiece at Sant Domenec church in
Valencia (Museu de Belles Arts of Valencia), recognised
as the work of Miquel Alcanyis, once again stands out for
its precise facture, extraordinary drawing skill and pleas-
ant colouring, which dovetails perfectly with much of
what remains visible of the altarpiece of Centenar de la
Ploma. Starnina’s echoes are also clear, and allusion to
this is necessary when analysing works like the Saint Giles
altarpiece and its fabulous fragments conserved at the
Hispanic Society of America. Alcanyis was an integrative
painter capable of merging a variety of teachings in a
technically refined oeuvre with highly original icono-
graphic and stylistic approaches.

The problem of Gongal Peris has been reframed in re-
cent decades, until the existence of two different painters
with the same name has been established. The first was
the author of the Saint Mary and Saint Clement altarpiece
promoted in 1412 by Bishop Sapera (Museu de la Cate-
dral de Valencia) and it was identified as being by Gongal
Peris. His art seems to be indebted to the ribbing and
shadings that emerged from Marzal de Sax’s atelier, al-
though this work achieves a dense, striking majesty that is
common to its later counterparts. This stands in clear
contrast to the culture and refinement of the Veronica or
the Annunciation, a panel with two painted sides attrib-
uted to Gongal Peris Sarria, who is also attributed the au-
thorship of the Saint Barbara altarpiece of Puertomingal-
vo (MNAC) and the somewhat later altarpiece devoted to
Saint Martin, Saint Ursula and Saint Antony Abad (v.
1440) in the Museu de Belles Arts of Valencia.

I do not think that the issue of the distribution of works
between the two Perises® and Jaume Mateu can be re-
garded as fully resolved based on the information and
works available, but it is quite clear that sources of the
styles on these panels evince their indebtedness to Nico-
lau and the best painters of the preceding generations.
This leads to a painting that is rich in approaches and, in
the hands of this exceptional core of experienced painters,
generated admirable works, some of which are on par
with the best European paintings of the period. In this en-
tire issue, which questions the legacy of Pere Nicolau, the

fact that in 1418 Gongal Peris Sarria received payment for
the main altarpiece at the parish church in Rubielos de
Mora (Teruel) must be taken into account,® given that
the altarpiece conserved falls within schemes similar to
Nicolau’s style, and, more importantly, reveals a kind of
output that proves this painter’s direct ascendancy. The
role that Jaume Mateu played in this story should be de-
scribed without forgetting the partnerships and proximi-
ty of the Gongal Perises. Indeed, the fact that Gongal Peris
Sarria worked on an altarpiece of Saint Michael and an-
other of the Virgin Mary for Puertomingalvo (Teruel)
does not per se prove his authorship of the Saint Barbara
altarpiece (MNAC),%¢ a work of extraordinary sophistica-
tion and iconographic interest. However, it does lead us
directly to the epicentre of the same circle and core paint-
ing complex that must have acted in coordination, if
needed. The town of Puertomingalvo, which had ties with
the bishopric of Teruel, takes on particular prominence,
as proven by multiple commissions for altarpieces paint-
ed by the top Valencian masters of that period.

Antoni Peris, the author of the Virgin Mary nursing Je-
sus in Santa Maria in El Pego (1400-1405), among other
works, cultivated an Italianising style whose Tuscan-root-
ed values contrast with the output of the Mestre de Cinc-
torres (Master of Cinctorres), whose characteristics make
his work comparable to Lombardy and the Franco-Flem-
ish world that it harboured. The creamy density of his
painting and the clean projection of the sculptural depic-
tions give them a series of specific values that reveal his
sources. The debate on the identity of Pere Lembri led this
painter to be associated with the wonderful paintings re-
discovered in Cinctorres, the direct relatives of a lovely
altarpiece devoted to the Virgin Mary and Child con-
served in the Museu de la Catedral de Barcelona.?” Later,
this identification was revised in favour of the author of
the lost altarpiece of the church of Moquerola (Teruel),
but the importance of the Master of Cinctorres seems to
be clear within a framework in which it makes particular
sense to recognise the ascendant role of Pere Lembri, a
painter who worked in Morella from 1399 to 1412 and
then moved to Tortosa, thus expanding the territorial
conquests of the first and best international Gothic.

The art that was produced after 1425-1430, which is
described as the second international Gothic, had quite
a different figurative scene in the Catalan-speaking
lands than in the initial years of this style.®® Bernat Mar-
torell and Joan Antigd stand out in these new times as
the protagonists of an international current that was
transformed, and despite the excellence of some paint-
ers, they were not always able to emulate the great mile-
stones achieved in the decades around 1400. This seems
more obvious in Valencia than in Barcelona, which
could be explained by the pressure exerted by new mod-
els, fundamentally derived from the experiments of the
Flemish school, which reached Valencia with great vital-
ity and then radiated out to the entire Peninsula. This,
then, showcases the importance of the old tendencies
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which, partially anticipated by some of the best creators
in the second generations of the style, introduced the
new perspectives that would describe the last era of
Gothic painting.
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1350. Curial and Publicacions de I’Abadia de Montserrat,
1995. And more recently: Gaspar CoLL 1 ROSSELL. “Una
perspectiva catalana sobre manuscrits il-luminats de
‘Dret comt’ baixmedievals: mostra d’exemplars con-
servats a Catalunya”. In: Rosa ArLcoy (ed.). EI Trecento
en obres. Art de catalunya i art d’Europa al segle x1v.
Grup EMAC, Universitat de Barcelona, Barcelona 2009,
pp- 273-292; Alessandra BrLoTTA. “Itinerari di mano-
scritti giuridici miniati attorno al Mediterraneo occiden-
tale (Catalogna, Midi della Francia, Italia), mobilita uni-
versitaria, vie di pellegrinaggio fra il x111 e il X1V secolo:
uomini, manoscritti, modelli”. Orticvm. Revista d’estudis
medievals, no. 1v (2012), pp. 47-63.

Rosa Arcoy. “Impressioni bizantine nella pittura catala-
na del x1v secolo”. In: Medioevo Mediterraneo: 'Occiden-
te, Bisanzio e I'Islam dal Tardoantico al secolo x11. VII
Convegno Internazionale di Studi. Parma, Milan 2007,
pp. 658-676.

G. CorL 1 ROSELL. Manuscrits juridics i il-luminacio..., op.
cit.; Isabel ESCANDELL. “Los libros a través de la cancille-
ria real de Jaime IT de Aragén (1291-1327)”. In: Imdgenes
y promotores en el arte medieval. Misceldnea en Homena-
jea]. Yarza Luaces. Universitat Autonoma de Barcelona,
Bellaterra 2001, pp. 327-335. The issue of the Golden
Haggadah has also been examined by Alba BARCELO. “El
cicle de 'Exode en ’'Haggada d’Or, una obra catalana a
Anglaterra”. In: Rosa Arcoy (ed.). Art Fugitiu. Estudis
d’art medieval desplagat. Universitat de Barcelona, Barce-
lona 2013, pp. 411-422. Alba Barcelo is the author of a
Master’s thesis devoted to this manuscript (UB, 2012).
Regarding Pedralbes, a necessary reference is: Manuel
TRENS. Ferrer Bassa y las pinturas de Pedralbes. Institut
d’Estudis Catalans, Barcelona 1936.

A compilation can be found in Marisa MELERO MONEO.
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(21]

Pintura sobre tabla del gotico lineal. Universitat de Barce-
lona, Barcelona 2005.

Rosa ALcoy. “Impressioni bizantine...”, op. cit.

Rosa ALcoy. “L’evolucio estilistica del vitrall...”, op. cit.
In addition to the comprehensive studies of the Gothic
art of Mallorca by Marcel Durliat and the more specific
ones on painting by Gabriel Llompart, see the catalogue
Mallorca gotica, op. cit., and the synthesis by Joan Do-
MENGE, “L’art gotic a Mallorca”, in E. Belenguer (ed.):
Historia de les Illes Balears, vol. I, Barcelona, Edicions
62,2004, pp. 242-281.

Rosa ALcoY and Joan DOMENGE. “Mestre de Santa Mag-
dalena i Santa Llucia. Sis fragments del retaule de Santa
Magdalena i Santa Llacia”. Mallorca gotica, op. cit., pp.
131-135.

Jaime II1, rey de Mallorca. Leyes Palatinas. J. J. de Olafie-
ta, Palma 1991; Ricard URGELL HERNANDEZ (dir.). Llibre
dels reis: Llibre de franqueses i privilegis del regne de Mal-
lorca: codex niimero 1 de I’Arxiu del Regne de Mallorca. J.
J. de Olaneta and Edicions UIB, Palma 2010. Regarding
the recent mural discoveries linked to the Mestre dels
Privilegis (Master of the Privileges), see: Tina SABATER.
“Decoracion medieval en la catedral de Mallorca. Las
pinturas murales de la antigua capilla de San Pedro”. In:
Hortus artium medievalium, Zagreb-Monovux-Croatia
2009, pp. 355-364. See, too: Alessandro ToMEI. “Percorsi
della ‘pittura rinnovata’; artista e committenti tra Italia e
Francia nella prima meta del Trecento”. In: Rosa ALcoy
(ed.). El Trecento en obres..., op. cit., pp. 105-130 on the
Occitanian world and the murals in the cathedral of Besi-
ers, studied by Meiss as a Cavallinesque production.
These spaces were richly adorned with paintings which
are now lost. See the book: Un palais dans la ville. Col-
loque international, Perpignan 2013.

For Barcelona, we can refer to the doctoral thesis by
Monica MaspPOCH. Els embigats medievals i 'arquitectura
domeéstica barcelonina: tipologies estructurals i programes
pictorics. Universitat de Barcelona, Barcelona 2013. In-
cludes the preceding bibliography.

Rosa ALcoy. “Laricezione in Spagna della pittura giottes-
ca. De Ferrer Bassa a Starnina”. In: Giotto e il Trecento. 1l
piu Sovrano Maestro stato in dipintura. I saggi. Skira, Mi-
lan 2009, pp. 321-334. See, too, vol. 11 with different stud-
ies included in the catalogue; Rosa ALcoY. “Del Regnat de
Jaume IT a la Pesta Negra”. In: L’Art gotic a Catalunya, op.
cit., “Sintesi general. Indexs generals”, pp. 84-111.

In addition to their important documentary contribu-
tions in the field of manuscript illustration, compiled in
volumes not cited here, the contributions of the follow-
ing authors are essential: Josep M. MADURELL I MARI-
MoN in the field of murals and panel paintings in “El arte
en la comarca alta de Urgel”. Anales y Boletin de los Mu-
seos de Arte de Barcelona, vol. 1v (1946), and especially
the volumes he devoted to “El pintor Lluis Borrassa: su
vida, su tiempo, sus seguidores y sus obras”. Anales y Bo-
letin de los Museos de Arte de Barcelona, vol. viI (1949),
vi (1950) and x (1952). See, too, Jacobo VIDAL FRAN-

(22]

(23]

(24]

(25]

(26]

(27]

(28]

(29]

(30]

QUET. El pintor de la ciutat (Tortosa, segles x1v-xv). Cos-
setania, Valls 2011. For documentation on Mallorca, see:
Gabriel LLOMPART. La pintura medieval mallorquina...,
op. cit., vol. 4, and for Valencia: J. ALIAGA, L. ToLOsA
and X. CoMPANY. Documents de la pintura valenciana
medieval i moderna. Universitat de Valencia, Valencia
2007; L. ToLosa, X. CoMPANY and J. ALIAGA. Docu-
ments de la pintura valenciana medieval i moderna. Uni-
versitat de Valéncia, Valencia 2011; Joan ALIAGA. Els
Peris i la pintura valenciana medieval. Edicions Alfons el
Magnanim and Generalitat Valenciana, Valencia 1996,
which has an extensive bibliography.

Based on the contributions by Dominguez Bordona,
Pere Bohigas and Joan Ainaud, among others, we should
recall the 2005 studies by Gaspar Coll and Kim Dame in
Rosa ALcoy (coord.). “Pintura I...”, op. cit., and by Jests
ArTURO 1 PERUCHO. Historia del llibre manuscrit a Cata-
lunya. Generalitat de Catalunya, Barcelona 2003. Also:
Susanne WITTEKIND. “Las Ordenaciones de Pere el Ceri-
monids en Paris, adaptacion, transposicion y reorgani-
zacion artistica”. In: Rosa ALcoy (ed.). Art Fugitiu..., op.
cit., pp. 337-338.

Rosa ALcoy. “La Barcelona pictorica de Ramon Destor-
rents”. In: Rosa ALcoy (coord.). “PinturaL...”, op. cit., pp.
234-250; Rosa ALcoy. “El Mestre de Santa Maria de Ru-
bid. Una personalitat enigmatica del gotic catala”. Revis-
ta d’Igualada, second era, no. 22 (April 2006), pp. 6-21.
An extensive synthesis can be found in: Rosa ALcoy
(ed.). “Pintura I...”, op. cit., the chapters “Catalunya sota
el signe de Giotto”, pp. 134-139; “El Mestre de I'Escriva
de Lleida”, pp. 140-145; “Ferrer Bassa, un creador d’estil”,
pp- 146-170; “Arnau Bassa, hereu i interpret”, pp. 170-18
and “El Mestre de Baltimore”, pp. 188-205.

Rosa ALcoy. Pintures del gotic a Lleida. Col-legi Oficial
d’Aparelladors i Arquitectes Técnics de Lleida, Cercle de
Belles Arts de Lleida and Estudi General de Lleida, Barce-
lona 1990; Rosa ALcoy. “Ferrer Bassa allo specchio”.
Arte Medievale (Rome), new series, year 2, 1 (2003), pp.
107-127.

Rosa ALcoy. El retaule de Santa Anna de la capella del
castell reial de Mallorca i els seus mestres. Dels Bassa a Ra-
mon Destorrents. J.]. De Olafieta, Palma 2000.

Rosa ALcoy. “Clarisse, monarchia e mondo francescano,
nella capella di sant Michele, nel monastero di Pedralbes,
e oltre”. Ikon (Rijeka, Croatia), vol. 3 (2010), pp. 81-94.
Millard MEiss. “Italian Style in Catalonia and a Four-
teenth Century Catalan Workshop”. The Journal of the
Walters Art Gallery (Baltimore), vol. 4 (1941), pp. 45-87.
Rosa ALcoy. “Barcelona sota el signe de Giotto? Mirades
i arguments”. In: Rosa Arcoy (ed.), El Trecento en
obres..., op. cit., pp. 49-90.

We should recall the publication of the book of hours by
M. Moleiro publishing house and the debates sparked af-
ter its discovery (F. Avril, 1983). The main findings are
included in Rosa ALcoy. “Ferrer Bassa allo specchio”, op.
cit. See, too: Rosa ALcoy. “Dos Anunciaciones bassianas,
dos estilos y un cambio de criterio”. Boletin del Museo e
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Instituto Camon Aznar (Zaragoza), no. Xc (2003), pp.
7-37 and 309-334, among other contributions to a topic to
which the author devoted her doctoral thesis (UB, 1988).
Rosa ALcoy. “Obres mestres de la pintura gotica catala-
na a America: Del Poliptic Morgan a la Mare de Déu de
Filadelfia”. In: Rosa Arcoy (ed.), Art Fugitiu..., op. cit.,
pp- 139-2009.

Miklés Boskovirs. “Il Convento del Beato Sante e alcu-
ne osservazioni sulla pittura marchigiana del 300”. In: Il
Santuario del B. Sante a Mombaroccio di Pesaro. Santu-
ario del Beato Sante, Pesaro 1998, pp. 183-211.

D. THIEBAUT (ed). Giotto e compagni. Musée du Louvre,
Paris 2013, pp. 176-215.

G. Goddard King’s theories are surveyed in Rosa ALcoy.
“Los referentes de Ferrer y Arnau Bassa en la pintura
italiana: hipdtesis sobre sus viajes de formacién”. In: 20"
Annual International Scientific Symposium of the Inter-
national Research Center for Late Antiquity and Middle
Ages University of Zagreb, 2" to 6" of October, 2013.
Rosa ALcoy. Pintures del gotic..., op. cit.; Rosa ALcoOY.
“Obres mestres de la pintura gotica...”, op. cit.

Rosa ALcoy. “Obres mestres de la pintura gotica...”, op.
cit.

On this point, we should mention the theories of Millard
Meiss, a scholar who closely examined the Catalan paint-
ing with more convergences with the Italian styles: M.
Merss. “Italian Style in Catalonia...”, op. cit..

Rosa Arcoy. La il-lustracié de manuscrits a Catalunya.
In: Arts del Llibre. Manuscrits, gravats, cartellls. Barcelo-
na 2000, pp. 10-149, “Art de Catalunya” collection, no.
10, dir. X. Barral.

Known thanks to the major contributions of F.-P. Verrié
in numerous articles in the 1940s.

In December 2013, the following doctoral thesis was read
at the University of Toulouse: Emilie NADAL. Le miroir
d’un Archevéque. Etude autor du Pontifical de Pierre de la
Jugie (Narbonne, Trésor de la cathédrale, ms. 2).

Rosa ALcoy. “Avignone e la Catalogna dei Bassa”. In: E.
Brilli, L. Fenelli and G. Wolf (ed.). Immages and Words in
Exile. Avignon and Italy in the First Half of the 14th Cen-
tury (1310-1352). Florence, forthcoming.

Compared to Jean Pucelle and his school in Rosa ALcoy.
“Architectures habitées et édifices de représentation
dans le vitrail gothique catalan (1320-1430)”. In:
Représentations architecturales dans les vitraux. Dossier
de la Commission Royale des Monuments”, Brussels
2002, pp. 95-103; Rosa ALcoy. “Guillem de Letumgard y
el reflejo de Pucelle en Catalufia”. In: Patrimonio artistico
de Galicia y otros estudios. Homenaje al profesor Dr.
Serafin Moralejo Alvarez, vol. 1. Xunta de Galicia, Santia-
go de Compostela 2004, pp. 1-20. 3 vol.

Rosa Arcoy. “El retaule d’Iravals i la pintura del taller
dels Serra ala Cerdanya”. In: Michel Zimmermann (ed.).
Le Moyen Age dans les Pyrénées catalanes. Art, culture et
société, a la mémoire de Mathias Delcor. Etudes Roussil-
lonnaises. Revue d’Histoire et d’Archéologie Méditer-
ranéennes, vol. Xxx1, Prada 2005, pp. 209-235.

(44]

(45]

(46]

(47]

(48]

(49]

(50]

(51]

(52]

(53]

(54]
(55]
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Rosa ALcoy. “Pintura y debate dindstico: los retablos de
Enrique de Trastamara y Juana Manuel en Santa Maria
de Tobed”; R. ALcoy AND P. BESERAN (ed.). El romanic i
el gotic desplagats. Estudis sobre exportacid i les migra-
cions de l'art catala medieval. Grup EMAC, Universitat
de Barcelona, Barcelona 2007, pp. 153-246; Francesc
Ruiz 1 QUEsADA. “Els primers Trastamares. La legiti-
macié mariana d’un llinatge”. In: M. Rosa TEREs (dir.).
Capitula facta et firmata. Inquietuds artistiques en el qua-
tre-cents. Cossetania, Valls 2011, pp. 71-106.

Rosa ALcoy. “L’art de les canoniques agustinianes a
I'época gotica”. Lambard. Estudis d’art medieval (Collo-
quium: “Les canoniques catalanes. Arquitectura i art me-
dieval”), vol. x11 (1999-2000), pp. 21-54.

Joaquin YARZA. Retaules gotics de la seu de Manresa. An-
gle, Manresa 1993. See, to, the contributions by R. Alcoy,
M. C. Lacarra and F. Ruiz, in: R. ALcoy (coord.). Pintura
L., op. cit., pp. 254-296.

Rosa ALcoy. “Pere Serra. Fragments del retaule de Sant
Pere de la Curullada”. In: Patrimoni dispers. L’esplendor
medieval a la Segarra. Museu Comarcal de Cervera, Cer-
vera 2007, pp. 60-66.

They took on new forms and were consolidated while re-
jecting some earlier iconographic approaches: Teresa V1-
CENS I SOLER. “Els goigs marians: un programa
iconografic del gotic catala”. Butlleti del Museu Nacional
d’Art de Catalunya, no. 7 (2003), pp. 25-50; Guadaira
Macias. “La ascension de Cristo en el taller de los her-
manos Serra””. In: R. ALcoy (ed.). El Trecento..., op. cit.,
pp. 435-446.

Rosa ALcoy. “L’armari litargic de la catedral d’Elna i el
seu mestre pintor (la formacid, lestil, els models i el
cataleg)”; M. GrAU and Olivier PoissoN (ed.). Elne, ville
et territoire, Actes du deuxiéme Rencontre d’Histoire et
d’Archéologie d’Elne. Société des Amis d’Illibéris and
Ministere de Culture (Direction Régionale des Affaires
Culturelles du Languedoc-Roussillon), Elna 2003, pp.
287-304.

Each of them has generated a specific body of literature.
We refer to the general works already cited.

Within this context, the painter Guillem Ferrer enables
us to establish ties between Ferrer and Teixidor and the
Lleida School. See the studies on this topic included in
Francesc Ruiz 1 QUESADA (coord.), Pintura II..., op. cit.
Rosa ALcoy. “Pere de Valldebriga o el pintor dels an-
gels”. In: Rosa ALcoy (coord.). Pintura I.., op. cit., pp.
296-304.

See other themes in Mallorcan painting in the book Els
amics al Pare Gabriel Llompart. Miscel-lania in honorem.
Amics del Museu de Mallorca, Palma 2009.

T. SABATER, La pintura mallorquina..., op. cit., p. 41.
Bartomeu ROTGER LLABRES and Pere MARTINEZ OLI-
VER. Joan Daurer i la taula gotica de Santa Maria d’Inca,
1373. Lleonard Muntaner editor, Barcelona 2006.
Amadeo SERRA DEsFILIS and Matilde MIQUEL JuaN. “La
madera del retablo y sus maestros. Talla y soporte en los
retablos medievales valencianos”. Archivo de Arte Valen-
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ciano, 2010, pp. 13-38; Matilde MIQUEL JUAN. Retablos,
prestigio y dinero. Talleres y mercado de pintura en la Va-
lencia del gético internacional. Universitat de Valéncia,
Valencia 2008.

Matilde M1QUEL Juan. “El gético internacional en la ciu-
dad de Valencia, el retablo de san Jorge del Centenar de
la Ploma”. Goya, Revista de arte, no. 336 (2011), pp. 191-
213.

Joan ALIAGA MORELL. Els Peris i la pintura..., op. cit.

A wide repertoire of images can be viewed in the synthe-
sis by Ximo COMPANY. La época dorada de la pintura va-
lenciana (siglos xv y xvI). Generalitat Valenciana, Valen-
cia 2007.

The recent exhibitions that have surveyed different as-
pects of international painting in the Catalan-speaking
lands are important. In addition to the catalogues already
mentioned, we should now add: Una memoria concreta.
Pere Lembri. Pintura de Morella y Tortosa (1399-1421),
(Castellon, 2004); La luz de las imdgenes, Tortosa-Sant
Mateu (Castellon, 2005); La impronta florentina y fla-
menca en Valencia. Pintura de los siglos x1v-xvi (Valen-
cia, 2007); Espais de llum (Valencia, 2008); La edad de oro
del arte valenciano. Rememoracién de un centenario (Va-
lencia, 2009); Camins d’art (Alcoy, 2011); Catalunya
1400. El gotic internacional (Barcelona, 2012).

Rosa Arcoy. “Talleres y dindmicas de la pintura del goti-
co internacional en Cataluna”. In: Maria del Carmen
Lacarra Ducay (ed.). La pintura gética durante el siglo
XV en tierras de Aragon y en otros territorios peninsulares.
Course by the Catedra Goya. Institucién Fernando el
Catdlico (CSIC), Zaragoza 2007, pp. 139-205.

See Nuria RAMON MARQUES. La iluminacion de manuscri-
tos en la Valencia gotica (1290-1458). Generalitat Valenci-
ana, Valencia, 2007, including the preceding literature.
Nuria DE DALMASES (ed.). Arts de lobjecte. In: L’Art gotic
a Catalunya..., op. cit., “Sintesi general. Indexs generals”.
Rosa Arcoy. “Talleres y dindmicas...”, op. cit., pp. 139-
205.

Isidro Puig upholds the theories of Josep Gudiol: Ximo
CompaNy and Isidro PuiG (cur.). La pittura gotica dels
Ferrer i altres aspectes (in)coneguts al voltant de la Seu
Vella de Lleida, s. x11-xviir. Amics de la Seu Vella, Lleida
1998, and especially Isidro PuiG. Jaume Ferrer II. Pintor
de la Paeria de Lleida. Lleida 2005; Isidro Puig. “El re-
taule dels Sants Joans del convent de Sant Francesc de
Montblanc. Noves consideracions sobre el pintor Pere
Teixidor”. Aplec de Treballs (Montblanc), no. 17 (1999),
pp- 91-108. New points of view in Rosa Arcoy. “El taller
de Pere Teixidor i 'inici de I'Internacional a Lleida”. In:
Francesc Ruiz 1 QUEsADA (coord.). Pintura II..., op. cit.,
pp. 134-145; Rosa ALcoy. “La bottega in fabula nella scu-
ola pittorica di Lleida. Lavoro individuale e collettivo
nelle officine catalane tardogotiche”. In: Le Officine del
Medioevo. Electa, Milan 2010.

Francesc Ruiz 1 QUESADA. “Repercussions i incidéncies
del periple pictoric mallorqui per terres catalanes i valen-
cianes”. In: Mallorca gotica..., op. cit., pp. 21-43.
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Francesc Ruiz 1 QUESADA. Lluis Borrassa i el seu taller.
Doctoral thesis. Departament d’Historia de ’Art, Uni-
versitat de Barcelona, 1998. 2 vol. See, too, the studies in-
cluded in F. Ruiz QuEesaDpa (coord.), Pintura Il..., op. cit.
Regarding this altarpiece and Gener’s training in Valen-
cia, see Rosa ALcoy. “Guerau Gener i les primeres
tendéncies del Gotic Internacional en les arts pictoriques
de les catedrals catalanes”. Lambard. Estudis d’Art Medi-
eval (Barcelona, Institut d’Estudis Catalans), vol. viiI
(1995), pp. 179-213.

Rosa ALcoy. “Pere Serra, Guerau Gener i Lluis Borrassa
al’entorn del gran retaule gotic de Santes Creus”. Butlleti
de I’Arxiu Bibliografic de Santes Creus, vol. xv-xv1 (1992-
1993), pp. 65-98.

Rosa Arcoy and Montserrat MIRET. Joan Mates, pintor
del gotic internacional. Ausa, Sabadell 1998; Rosa ALcoy.
“Joan Mates i el retaule de Sant Jaume de Vallespinosa”;
F. ANGLEs and ]. FUGUET (ed.). Vallespinosa i el seu pat-
rimoni monumental i artistic (segles x11-xv1i1). Diputaci6
de Tarragona, Tarragona 2002, pp. 113-148.

M. Carmen LACARRA. “Una obra del pintor Joan Mates
(1391-1431) en el Museo Diocesano de Huesca”. Arti-
grama, no. 16 (2001), pp. 285-295.

Marta PiNoL. L’obra de Jaume Cabrera. Master’s thesis,
Universitat de Barcelona, Barcelona 2011.

Francesc Ruiz QUEsADA. “Revisio del cataleg artistic dels
Ortoneda, a partir d’un retaule de Cabra”. Retrotabulum.
Estudis d’art medieval, no. 19 (2013), pp. 2-44 (http://
www.ruizquesada.com/index.php/ca/ retrotabulum/
104-retrotabulum-10).

Joan DucH 1 Mas. “Ramon de Mur, autor del retaule de
Guimera (segle xv)”. Urtx, revista cultural de I’'Urgell, no.
22 (2008), pp. 46-79.

Tina SABATER. La pintura mallorquina..., op. cit.

César FAVA. “El retaule eucaristic de Vilafermosa i la
iconografia del Corpus Christi a la Corona d’Aragé”. Lo-
cus Amoenus (Bellaterra), no. 8 (2005-2006), pp. 105-121.
Carme LLANES DoMINGoO. L'obrador de Pere Nicolau i la
segona generacié de pintors del Gotic Internacional a
Valéncia. Doctoral thesis. Universitat de Valéncia, 2011.
Francesc Ruiz QUEsaDA. “Una obra documentada de
Pere Nicolau per al rei Marti 'Huma. El poliptic dels Set
Goigs de la cartoixa de Valldecrist”. Retrotabulum. Es-
tudis d’art medieval, no. 8 (2013), pp. 2-43.

Joan ALIAGA MoORELL. “El taller de Valencia en el gético
internacional”. In: Maria del Carmen LAcARRA DucAY
(ed.), La pintura gética durante..., op. cit., pp. 207-241.
Maria Laura PALuMBO. “Rappresentazione dei sacra-
menti e cicli cristologici nella pittura valenzana del goti-
co internazionale”. In: Rosa ALcoy and Pere BESERAN
(ed.). Imatges Indiscretes I. Art i devocié a ’Edat Mitjana.
Barcelona 2011, pp. 121-132.

Matilde M1QUEL JuaN. “Martin y la aparacion del gotico
internacional en el reino de Valencia”. Anuario de Estu-
dios Medievales, no. 33-2 (2003), pp. 781-807; Carl
BRANDON STREHLKE. “Starnina (profilo)”. In: Italian
Paintings 1250-1450 in the John G. Johnson Collection
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and the Philadelphia Museum of Art. Philadelphia Muse- rotabulum. Estudis d’Art Medieval, no. 5 (2012), pp.
um of Art, Continents Editions, Philadelphia 2004. 2-58.
[82] Theliterature on Starnina is quite extensive through oth- [85] Carmen NicorLau DoMINGO. L’obrador de Pere Nico-
er references: Maria Laura PALUMBO. “Una tavola miste- lau..., op. cit.
riosa: il Giudizio Finale di Monaco attribuito a Gherardo [86] Rafael CORNUDELLA CARRE. Gongal Peris y el Retablo
Starnina”. In: Rosa Arcoy (ed.). Art Fugitiu..., op. cit., de Santa Bdrbara. Un ejemplo del gotico internacional
pp- 87-108. valenciano. Fundacié Amics del MNAC, Barcelona
[83] While awaiting publication of this finding, see Christabel 2011.
BrackMAN and Josep A. FERRE PUERTO. Retaule de Sant [87] Rosa ALcoy and Francesc Ruiz QUESADA. “Pere Lembri
Jordi de Jérica. Generalitat Valenciana, Valencia 2001. i el Mestre d’Albocasser. Inici d’'una revisié sobre la
[84] Matilde M1QUEL JuaN. “El retablo de San Miguel Arcan- pintura castellonenca en temps del gotic internacional”.
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