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Foreword

With the eighth issue of the Catalan Historical Review,
this publication by the Institut d’Estudis Catalans is con-
solidating its place in the international dissemination of
Catalan historiography with the satisfaction of having re-
affirmed its classification in the first category of Carhus
Plus, the index of Catalan journals in the sciences and hu-
manities.

Tarraco was the major capital of the largest province in
Roman Hispania, and Octavius Augustus endowed it
with a territory that extended from most of the Mediter-
ranean coastline to the Cantabrian and Galician coastline,
along with half the central plateau. This imperial capital
offers one of the most important Roman archaeology sites
on the Iberian Peninsula and in the ancient Roman com-
plex that dominated the Mediterranean and much of Eu-
rope for eight centuries. In this issue we offer an overview
of the current state of research, with recent discoveries
and a view of a large urbs, Tarragona, during a long, influ-
ential period.

Catalan Gothic painting, including frescoes, panels
and miniatures, is one of the richest testimonies to medi-
aeval art as it engaged in early contact with the Italiani-
sing models in the 14th century, and after the internation-
al Gothic in the Principality of Catalonia, the Kingdom of
Valencia and the Kingdom of Mallorca. In this issue, we
present a comprehensive, detailed view of the leading stu-
dios in the Catalan-speaking lands from 1300 until the
early decades of the 15th century, before the currents that
heralded the 15th century Renaissance had appeared.

Banditry, intertwined with the political struggles
among factions in the 16th and 17th centuries, was a
Mediterranean phenomenon that was not exclusive to
Catalonia, a historical fact which has attracted the atten-
tion of historians and inspired literary works. This issue
analyses the complexity and involvement of different so-
cial classes in a manifestation which subverted the pre-
vailing order within the composite Spanish monarchy,
which had to go to great pains to control it. The bandits in
Catalonia were divided into nyerros and cadells prior to
the 1640 uprising against the authoritarianism of the
Hapsburg monarchs. This article attempts to ascertain
the roots of this phenomenon.

Another article examines a crucial topic in contempo-
rary civilisation: the Catalan-language press, which repre-
sents the popular expression of the revival of Catalan cul-
ture in its own language. In this issue, we survey the main
titles and the evolution in journalism from 1868 until
1939. In the first third of the 20th century, and especially
between the world wars, the mass media in Catalonia -
just like everywhere — experienced a major transforma-

tion, which is analysed here. The Franco dictatorship liq-
uidated the Catalan-language press, which had
contributed to shaping a culture that was in harmony
with the Europe of its day starting from the 19th century
literary Renaixenga and through period of greater free-
dom.

Women had contributed to manufacturing since be-
fore the Industrial Revolution, but with the advent of in-
dustrialisation they entered the factories and became the
majority of the workforce, especially in the cotton fabric
sector, without failing to mention the numerous women
who worked in their precarious home workshops for con-
tractors and eked out a living in even harsher conditions
than their counterparts in the factories. This is the subject
of the last article in the Catalan Historical Review, which
surveys the abundant historiography which joins what
has been written and is still being written in many coun-
tries. The topic of the greater submissiveness of female
workers is contradicted by historical facts. The first laws
to protect female workers as future mothers or troops
were full of ambiguities and hovered between social pro-
gress and gender discrimination in Catalonia, just like
everywhere.

Two conferences of historians captured much of the at-
tention at the Institut d’Estudis Catalans in 2014. First,
this was the third centennial of Catalonia’s defeat in 1714,
and it came precisely in a year when the political relations
between Catalonia and the Spanish State are undergoing
profound scrutiny. It was also the first centennial of the
establishment of the Mancomunitat in 1914 as the first
step towards self-governance in the 20th century. While
the first milestone represents the loss of the autonomous
governing institutions by the force of Spanish-French
Bourbon weapons, the second one marks the start of a po-
litical and cultural remedy, the prelude to its bumpy sub-
sequent evolution until today. In this issue, we are offer-
ing reports on the international conference on “Catalonia
and the Catalan-Speaking Lands before and after the
Eleventh of September 1714” held in February 2014 at the
IEC headquarters, and the symposium “The Mancomu-
nitat de Catalunya, (1914), Centennial of the First Step
towards Self-Governance”, which was held in October
2014. Both were organised in Barcelona by the Historical-
Archaeological Section of the Institut d’Estudis Catalans.

This issue also includes obituaries for Manuel Ardit,
Joaquim Molas and Gregori M. Estrada, members of the
History and Archaeology Section of the Institut d’Estudis
Catalans (IEC), and features biographical sketches of An-
toni Furid, Damia Pons, and Flocel Sabaté, new full mem-
bers of the History and Archaeology Section.
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Finally, we would like to thank our readers who peruse ing lands is and will continue to be the main goal of this
either the electronic or printed version of our journal for journal.
their emails that come to us from faraway countries. In-
forming scholars from all over the world on the historiog- ALBERT BALCELLS

raphy of major topics in the history of the Catalan-speak- Editor
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Tarraco, the first capital
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ABSTRACT

Without the shadow of a doubt, Tarraco was Rome’s gateway to the Iberian Peninsula and a crucial city for understanding the histori-
cal and ideological evolution of our classical past. Even today, the modern city of Tarragona is a fount of knowledge that constantly
provides new information and raises new scholarly questions. This document offers an overview of the current state of research,
stressing the new discoveries and reflecting the opportunities afforded by the new technologies to shape a new body of archaeological

research that spans humanistic knowledge and analytical experimentation.

Keyworbps: Tarraco, Second Punic War, Hispania citerior, Augustus, imperial cult, concilium Prouinciae, Fructuosus, metropolitan
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HISTORICAL RESEARCH IN TARRACO IN RECENT
YEARS

Archaeological research has recently provided a great
deal of information about Tarraco which has helped us to
understand the history and mechanisms of dissemination
and socialisation of a past which in certain urban areas
still reveals itself in the middle of the contemporary city of
Tarragona. From the strictly academic standpoint, this is
a positive process which benefitted from the intense ur-
ban development activity and territorial transformation
that happened at the turn of the century,' as well as the
dynamics generated by international recognition of the
city’s main monuments, which in 2000 were added to
UNESCO’s World Heritage List. The consolidation of the
city’s historical re-creation festival created in 1999, “Tar-
raco Viva”, and the location of the Institut Catala
d’Arqueologia Classica in Tarragona in 2002 have rein-
forced the tools needed to foster and stabilise research
and dissemination of classical studies both locally and na-
tionally and internationally.

* Contact address: Josep M. Macias. Institut Catala d’Arqueologia Classi-
ca. Plaga del Rovellat s/n. 43003 Tarragona. Tel. +34 977 249 133 (ext. 211).
E-mail: jmmacias@icac.cat

** Contact address: Isabel Roda. Universitat Autdnoma de Barcelona, De-
partament de Ciéncies de I’Antiguitat i de 'Edat Mitjana, Facultat de Lle-
tres, edifici B. 08193 Bellaterra. Tel. +34 935 812 515.

E-mail: isabel.roda@uab.cat

Even though this document focuses exclusively on the
urban nucleus, we cannot understand it without the con-
text of its territory, the ancient ager Tarraconensis. There,
another intense transformation has been undertaken,
spurred by tourist and industrial activity, which has un-
covered numerous archaeological remains, primarily wil-
lae, which clearly reflect the economic wealth of the an-
cient Roman city.? On the other hand, although the name
Tarraco identifies a Roman city, we have to be aware that
we are always referring to an urban nucleus where social
and economic realities converged which, from the stand-
point of the urban layout and historical reality, define nu-
merous cities that are conserved quite differently, despite
the distance caused by any historical retrospective.

Finally, today’s scholarly research is a debate in a con-
text stymied by a lack of economic resources and ongo-
ing institutional diversification with two endemic short-
comings: the difficulty of implementing the findings
made by private enterprise in the field of research and
institutional dissemination, and the absence of an overall
research and dissemination strategy that is stable over
time. Until now, the economic context has made it pos-
sible to have a rising number of separate resources and
means, yet given today’s reality and the future prospects,
the research on Tarraco needs a coordinated model of
action that brings together all the agents and links up sci-
entific needs with management and dissemination needs.
Another future challenge in the realm of raising increas-
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ingly difficult to secure, competitive funds is implement-
ing local research within the framework of large Europe-
an projects.

Despite the advances,’ there are still numerous un-
knowns that are not limited exclusively to strictly archae-
ological research but that also entail an interaction be-
tween the historical data and the urbanistic and material
reality — artistic productions, epigraphy, instrumentum...
- of the ancient capital of Hispania. This document focus-
es more on what we do not know yet, although its related
bibliography suffices to capture the current state of
knowledge about a Catalan city where the discovery of its
classic past is a perpetually unfinished process (Fig. 1).

THE ORIGINS AND THE REPUBLICAN CITY: THE
BIG QUESTIONS

We are largely aware of the geostrategic reasons behind
the possible location of the Scipiones’ praesidium* within
the context of the Second Punic War, ushering in the
Romanisation of the ancient Iberia.’> The location of the
hill that is now occupied by the upper part of Tarragona
made it a veritable platform from which to fight against
Carthaginian domination of the Iberian Peninsula
throughout the Second Punic War.® Indeed, after the dis-
embarkation in Emporion in 218 BC, the Romans headed
to the mouth of the Ebro River. This is fairly well estab-
lished by reliable literary sources such as Polybius (111, 76)
or Titus Livius (xx1, 60-61), and the archaeological re-
mains have only corroborated the classical historians’
texts. Rome saw Tarragona as a good base in relation to
the celebrated declaration by Pliny that described it as
Scipionum opus (111, 21).7

The favourable road conditions® and orography - the
availability of a costal hill measuring 82 m at its peak —
were compounded by the presence of a rich hydric subsoil
and an extensive underground lake that made it even
more feasible to set up a military port there. The new en-
campment was set up near an Iberian settlement which
has yielded archaeological evidence since the 6th century
BC, although it has not yet been precisely identified. In
recent years, the trend has been to identify the Tarrakon
mentioned in the distant work of Pliny the Elder (NH, 111,
4-21) as the Iberian capital of the region of Cessetania,
thus situating the mythical battle of Cissa around the mil-
itary encampment of Tarraco.” However, the most recent
archaeological research conducted on the archaeology of
the military settlements and the numerous findings
around the territory tend to locate the capital of Cesse-
tania in inland Catalonia thanks to the latest studies in
Valls (El Vilar), which seem to be pinpointing the loca-
tion of the battle of Cissa.!® This is a debate that has yet to
be resolved, but it is clear that the archaeology of the city
in recent years has not provided clear information on this
point. Even the scant archaeological evidence found in
the city leads us to believe that the geopolitical impor-
tance of Tarraco in the late Republican era has led to a
historical overstatement of the role of the Iberian nucleus
on the hill, which was subsequently occupied by the Ro-
mans. And in this context we could once again identify
the remains of Iberian housing on the lower part of Tar-
ragona as the Tarrakon from the written and numismatic
sources.!!

The Roman wall of Tarraco is an enormous vestige
from this period. It is the first wall that Rome built outside
Italy, and its Minerva Tower harbours the oldest inscrip-
tion and sculpture from the western provinces.!?

FiGure 1. Educational model
of Tarraco in the 2nd century.
Re-creation of the suburbium
and the port zone

(photo: J. M. Macias).
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The wall shows two different construction techniques
and a series of associated ceramological contexts which are
not bereft of scientific controversy (Fig. 2). The most wide-
spread theory holds that the first stretch of stone would
correspond to a wall planned during the Second Punic
War, which was later expanded between 150 and 125 BC.13
This opinion would enable us to understand the layout of
the walls as structures built after victorious military epi-
sodes: the wars against Carthage and the end of the Nu-
mantine campaigns. At the same time, each of Rome’s ad-
vances on the Peninsula strengthened the city’s geostrategic
role, yet as the “frontier” became further from the Mediter-
ranean, the military role of Tarraco inevitably diminished.
Despite these conclusions, we should note that there is no
absolute certainty and that lately the stable existence of the
praesidium and the encampment phase in this period has
been questioned, while the chronology and phases of its
cyclopic-based wall are also being debated.!* In any event,
we should consider the shift that might separate the theo-
retical phase of the project from its material execution be-
tween the late 3rd century BC and the early decades of the
2nd century BC, when the archaeological materials begin
to supply data on building activity. It should be borne in
mind that not even in Italy are there remains this monu-
mental in republican cities from the same period.

In addition to all of this, we should also bear in mind
that while the studies by T. Hauschild have shed light on
the constructive features of the walls, there are still many
questions remaining about their layout. The evidence ex-
tracted from the Minerva Tower and the Santa Barbara
bulwark sketch an initial hypothetical defensive area that
was quite small, which poses doubts regarding its capacity
to house the large number of troops that travelled through
the city during the 2nd century BC. Nor are we aware of
the internal structure of the praesidium, which must have
hosted numerous assemblies of the allied peoples in the
course of the Punic Wars, or the organisation of the port,
the veritable leitmotif of Tarraco as the gateway for the
military contingents in this process of conquest. In this
regard, a segment of cuniculus has been identified which
has been associated with the need to supply water to the
Augusti port zone, along with a substantial amount of ev-
idence showing how the ancient Iberian settlement
launched a process of urban expansion while adopting
Roman construction parameters.!>

If we can indeed continue to speak about a second
phase in the wall, it must have been built prior to the ur-
ban consolidation of the republican city, signalling a
break with the previous urban plan in the lower part of
the city and defining a model of city planning based on
insulae measuring 1 by 2 actus and viae 6 m wide.'® The
city was organised into cardines oriented at 31° with re-
gard to the geographic north, as some segments of the
wall were, and based on the identification of the augurac-
ulum,'” it marked the point on which the cadastral organ-
isation of the land was projected. We have included the
outline of the large wastewater collector and the construc-

tion of the city forum in this period, and it has been dem-
onstrated that Tarraco officially became an urbs at the
end of the 2nd century BC.'® The archaeological materials
begin to provide reliable information on this building ac-
tivity, and the so-called “font dels Lleons” (Lions Foun-
tain), excavated in the port zone, is an extraordinary ex-
ample of a Hellenistic-style utilitarian construction from
the late 2nd century BC." The republican forum with the
large Capitoline temple also stands out.?

Tarraco was yet another example of the incipient em-
pire’s process of urban consolidation, and there is a note-
worthy chronological overlap with similar processes in
Valencia, Narbonne, Palma and Empuries. This has been
related to the text by Apiano (Ib., 99), which mentions the
arrival of a ten-member senatorial commission to Hispa-
nia after the fall of Numantia to further the organisation
of a land which was clearly on the route to permanent as-
similation. Numerous questions still exist around this
process regarding the legal organisation and the forma of
the new city.

On the other hand, archaeology is seeking answers to
the organisation of the southern sector of the city, which
was heavily conditioned by the coastal orography and the
transformations experienced by the city’s port since the
Augustan era. The interpretative doubts show the diffi-
culty of interpreting an area that was urbanistically highly
dynamic yet which at the same time has been heavily af-
fected by the contemporary evolution of Tarragona. To-
day, there are still numerous doubts stemming from ex-
tensive “archaeological lacunae” and the pronounced
orographic unevenness of the coastal promontories. We
should contextualise the interpretations of the lower pe-
rimeter of the wall in the port area within this dynamic.
The latest analyses of the layout have been conducted by
following the Renaissance-era descriptions by Lluis Pons
d’Icart, identifying possible remains and geo-referencing
the historical cartography.?! There is no defensive seg-
ment in the lower part of the city with the same character-
istics as the ones conserved in the city proper, and the seg-
ments that have been identified as a wall still pose many
questions.??

The other major question is the size of the new city de-
signed as part of the expansion of the defensive quarters.
The analysis® performed in the “Planimetria Arqueologi-
ca de Tarraco” project (PAT) shows the projection of a
new topographic modulation from the forum area, in full
concurrence with the second phase of the wall and with
indications that lead us to believe that this “expansion”
also extended to the port area, such that the size of the
large public areas from the early imperial period was de-
termined by the late republican insulae (Fig. 3). Thus, the
location of the auguraculum (PAT-427) is coherent with
the orthogonality of the adjacent insulae, and the size of
the expanded municipal forum matches the sizes of the
residential blocks that had previously been appropriated.

Even the construction of the aedes Augusti in the new
forum basilica (PAT-439) dovetails with the transversal
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FIGURE 2. Minerva Tower sector; detail of the relief and two building techniques (photo: J. M. Macias).

axis of the insulae. In the port zone, we have found signs
of a republican roadway network under the Augustan
theatre, and the prolongation of the city’s collector
(PAT-832) shows the continuity of the cardo maximus as
far as the same bay where the port is located. Finally, we
can observe how the expansion of the Augustan theatre
matches the two late-republican insulae and how the ad-
jacent exedra of the nymph retains the longitudinal axis
of another block (PAT-83). With these elements, the lo-
cation of the porta marina has been considered in rela-
tion to the city’s cardo maximus, which was located in
1940 (PAT-351). This axis is assumed to be superim-
posed on the final stretch of the republican-era sewer
(PAT-832, sheet 14) and became the axis separating the
theatre compound from the city’s early imperial port
baths (PAT-355, fig. 43).

With regard to the northern boundary of this residen-
tial project, the known archaeological remains do not en-
able us to reproduce the model of 1 by 2 actus as far as the
upper part of the city. The modular projection of the in-
sulae does not match, and the northernmost segment of
the known cardo dates from the late 1st century BC
(PAT-297). For this reason, two urban expansion phases
inside the city have been hypothesised between the late
2nd century and late Ist century, the latter being when
the legal evolution of Tarraco led to the end of residential
occupation within the walls. For these reasons, we still do

not have full knowledge of the physiognomy of the re-
publican city, and with regard to the defensive perimeter,
different walled premises have been hypothesised with
different terrace walls based on poorly grounded archae-
ological signs from the 19th century.?*

In a complementary fashion, we should stress that the
restoration of the urban layout proposed for the republi-
can period, with the variations implicit in its orographic
reality, defines a centuria measuring 15 by 15 actus which
is also represented in its territory.?> This is yet another
argument leading us to consider the existence of an ur-
ban articulation as far as the coastline during the republi-
can era, with a walled enclosure that has yet to be located.
The landscape studies underway show the ritual relation-
ship between the founding, urbanisation and modula-
tion of the surrounding land. Thus, the republican city
planning dovetails with the cadastral Tarraco-III module
and the calculations of the topographic visuals between
the auguraculum and the centuria-based layout of the
land have also been established via GIS. Likewise, the
unitary nature of the urban and territorial planning has
been considered based upon the symbolic and topo-
graphic role of the auguraculum, and this has also been
related to the Caesarean colonial deductio. In this regard,
there are two questions that are currently unanswered:
first, the city’s road system is from the late 2nd century
BC, while the Tarraco-I11 stretch dates from the Augus-
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FIGURE 3. Archaeological
Planimetry of Tarraco, theatre
and public baths sector
(Macias et al., 2007).

tan period; secondly, just a few metres from the augurac-
ulum is the 12-metre tall republican wall, which would
hinder visibility and the capacity for topographical pro-
jection.

All of this activity reflects the importance of the city in
the incipient Roman provincial organisation as a whole.
Tarraco was not sheltered from the instability at the end
of the republic, and we know that before 71 BC it dedi-
cated an inscription to Pompeius Magnus which attests to
the use and exploitation of the stone from Alcover in that
period (Fig. 4).26

However, the city was capable of changing sides as
needed, as it leaned toward the Caesarean side, engraving
a tribute to Mucius Scaevola on the back of the plaque to
Pompeius and choosing as its patron the influential
Gnaeus Domitius Calvinus, a close collaborator of Julius
Caesar who had also been chosen as the patron of Empo-
riae.”” Thus, the two cities that had witnessed the landing
of the Romans in 218 BC during the Second Punic War
resumed a parallel history under Caesar. This seems to be
when Caesar granted Tarraco the legal category of colonia
whose deductor was Mucius Scaevola.?

TARRACO: THE MIRROR OF ROME. AUGUSTUS IN
TARRACO

With the new imperial regime there was an intense pro-
cess of restructuring the Peninsula; the new administra-
tive division turned the city into the capital of the largest
province in the entire Roman Empire,* launching a peri-
od of splendour which was sustained until the late 2nd
century AD. Based on the provincial division at the start
of the Empire, Tarraco was the seat of the governor who
bore the title of legatus Augusti pro praetore prouinciae
Hispaniae citerioris, who was assisted by several legati iu-
ridici. Thanks to the epigraphic sources, we are familiar
with around 50 of them.?® The governor was assisted by a
team of functionaries and soldiers. At the beginning of
the empire, the soldiers came from the units that had put
an end to the second phase of the Cantabrian Wars®' un-
der the command of Agrippa in 19 BC. After the reign of
Vespasian, the governor’s soldiers were the members of
the Hispanic legion par excellence, the VII Gemina (Sev-
enth Twin Legion), the successor to the fleeting legio VII
Galbiana (Seventh Galbian Legion).*
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From Tarragona, the governor ruled over a vast prov-
ince that encompassed more than half of the Iberian Pen-
insula. It was known by the name of Hispania citerior, the
Hispania that was closer to Rome, as it appears in the epi-
graphic sources; later it would be split and part of it would
become the Tarraconensis. During the early Empire, the
adjective Tarraconensis corresponded to the conventus,
the administrative region of which Tarraco was the capi-
tal; its neighbours were Caesaraugustanus to the west and
Carthaginensis to the south. The best guide for recon-
structing the historical process is unquestionably the ex-
traordinary collection of inscriptions, priceless documen-
tation that sheds light on the actual message directly
conveyed (CIL I1>/14). The honorific pedestals that filled
the forums provide us with a large amount of information
on the governing system and the magistrates that held the
top posts in the provincial administration.*

The literary sources also reported on the importance
of Tarraco in the early years of Augustus’ empire, as the
emperor himselflived in the city from 26-25 BC to moni-
tor first-hand the events in the first part of the Cantabri-
an Wars, which were erroneously assumed concluded in
25 BC. During this time period, we can say that Tarraco
was even the official capital of the empire, since Augustus
lived there for two years; wherever the emperor was, the
centre of the government’s decision-making and power
was. The written sources tell us of the diplomatic missions
from many lands which he welcomed in Tarraco, just as the
fragmentary inscription from Mytilene tells us about the
delegation of citizens from this polis devoted to the figure
of the emperor.** In Tarraco as well, Augustus embarked
upon his eighth and ninth consulates.>> Augustus liked be-
ing in Tarragona, where not only did he recover his health
but he also may have enjoyed more popularity than the ad-
ulation befitting any prince. This can be seen in an anec-
dote reported by Quintilian (Inst. orat., v1, 3, 77), although
we are uncertain whether it happened when Augustus was
in Tarraco or back in Rome: The Tarraco natives showed
the emperor the altar dedicated to him on which a palm
tree had “miraculously” grown; Augustus, with good hu-
mour and a refined sense of irony, responded that it was
not a “miracle” but simply due to the fact that they did not
use it much, otherwise the sacred fire would not have al-
lowed this plant to be born. This altar is most likely the one
that is depicted on the coins minted in the city.*

Setting aside anecdote and symbolism, we are unaware
of the location and characteristics of the Augustan altar in
Tarraco. Initially it was believed to be located near the fo-
rum coloniae, although lately it has been proposed that
it was situated in the upper part of the city, precisely in the
centre of what would later become the large administra-
tive square in the Flavian period. A theoretical calculation
of what the extensive reforms of the Flavian period might
have cost has been set forth.*® Neither hypothesis has
been confirmed archaeologically yet, but in the latter case
the location of the Augustan altar in the upper part of the
city poses numerous doubts which are difficult to resolve,

making it an unlikely location, in our opinion. Instead, we
still believe that the altar’s location around the colonial
forum makes more sense. The altar must have been in op-
eration during Augustus’ lifetime, and the urban develop-
ment plans for the upper part of the city have always been
established in architectural harmony with the subsequent
Temple of Augustus, which we know was built later, dur-
ing the reign of Tiberius. What is more, between the sup-
posed location of this altar and the residential area, in the
site where the circus was later built, there was a non-ur-
banised area where we are aware of the presence of a figli-
na (PAT-238). This does not seem like the ideal transi-
tional area to enter the altar enclosure.

Augustus’ second journey when he most likely stayed
in Tarraco took place during the years 16-15 BC, when
Cassius Dio (L1v, 23, 7 and 25, 1) said that he founded
many cities in Hispania and the Narbonnensis. This is
crucial to understanding the process of organising the
Iberian Peninsula, since it continues to confirm that eve-
rything was far from being wrapped up by the “mythic”
year of 27 BC. Indeed, the latest archaeological studies
and surprising epigraphic discoveries, such as the Bierzo
Edict from 15 BC, make it clear that it was actually after
the end of the second phase of the Cantabrian Wars, in 19
BC, when the political map of Hispania was finally
formed, with trials and rectifications, at a time when there
were also quite a few changes in Gallia as well.* One man
played a decisive role in this entire process: Agrippa.*’

According to Pomponius Mela (De chorographia, 11, 5),
Tarraco became an extraordinarily opulent city, and after
a programme to develop the urban periphery it might
have measured as much as 80 or 90 hectares in area. The
number of inhabitants is unknown, although it could be
pinpointed at between 15,000 and 20,000 bearing in mind
its constant ties with the inhabitants of the region and the
high demographic mobility stemming from its status as
both port and capital. The area inside the city walls occu-
pied around 55-60 hectares, 19 of which were in the upper
part of the city, which presumably remained public prop-
erty until the empire disappeared. This was joined by ex-
tensive port areas (10-15 hectares) and suburbs (10-15
hectares), primarily on the southwest side of the hill be-
cause of its proximity to water resources. In addition to its
status as a capital, the activity of the portus Tarraconis was
a prime urban and economic factor in the development of
the city and its region. After Augustus, the exploitation of
natural resources increased, as did the appearance of resi-
dential and productive settlements imitating Italic villag-
es, along with the spread of vineyards. The grapevine pro-
duction in these lands can be seen by studying the
amphorae.*! In this respect, Martial claimed that the
wines of Tarraco were better than those from Campania
and as good as those from Tyrrhenia (Epigrammata, X111,
18; vi1, 56, 3).

While attaining the rank of colony during Caesar’s
reign must have entailed a qualitative leap forward, it was
not until the Augustan period that the city experienced
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an overall transformation as it entered the golden age of
the Empire. Augustus’ stay in the city, its status as pro-
vincial capital and the local elites’ ability to climb the so-
cial ladder within the new legal framework were the caus-
es behind an urban and economic upswing which
continued into the subsequent reforms in the Flavian pe-
riod. The Augustan and Julio-Claudian periods equipped
Tarraco with the means befitting a large provincial city,
and within this framework the monumentalisation
around the figure of the emperor, which would later be-
come the provincial imperial cult, entered its early phase.
After Augustus, we can detect an intense reform of the
periurban roadway network, new entrances and the ur-
ban development of the suburbs and the port zone.*? This
may have been when one of the city’s aqueducts called
the Pont del Diable (Devils’ Bridge) or the Ferreres aque-
duct was built, and it might also have witnessed the com-
pletion of the urbanisation of the residential area inside
the walls designed during the enlargement of the republi-
can wall. A process of monumentalisation of the seafront
got underway with the construction of the theatre, the
nearby public baths and a forum adiectum next to the old
republican forum. Domestic architecture also shows evo-
lutionary features particularly based on mosaic decora-
tion, and the official statuary shows the development of
an iconographic programme from the Julio-Claudian dy-
nasty in the local forum.*?

Therefore, around the colony we also have constant
proof of the monumentality of the public architecture
near the forum.** The latest research seems to have identi-
fied the capitolium from the republican period, the oldest
architecture in the zone, as mentioned above.*’ The basil-
ica, which underwent a major refurbishment the age of
Tiberius, dates from the proto-imperial period; likewise,
the imperial cult hall* was opened there, and many epi-
graphic and sculptural remains have been found there.*’
What is more, elements of architectural decoration have
been interpreted as belonging to an arch from the Augus-
tan period and more recently have been related to the
decoration of the facade of the basilica which faces the
“Plaga de les Estatues” (Square of the Statues).* The near-
by theatre*® can be situated in relation to this forum area
with a circuit that connected both urban facilities, desig-
nating a route for the imperial cult processions. During
the Augustan and Julio-Claudian period, the theatre had
imposing sculptural decorations, the oldest element of
which is the large marble vessel.® The scaenae frons, or
background of the stage, must have been decorated with
images of the emperor Augustus and his family, making it
the first sculptural group, which was later expanded with
the subsequent emperors.™!

In the theatre zone, two other large structures were
prominent and related to each other, namely the baths
and the port, which were the main areas remodelled in the
peripheral southwest zone at the beginning of the Empire.
The public baths discovered on Apodaca Street are closer
to the theatre from the early imperial era, and the Roman

baths from the republican period have not yet been found
in Tarragona.> On the other hand, we know that Augus-
tus benefitted from the healing powers of the thermal
baths in Tarragona, following the instructions of his phy-
sician, Musa.>

We cannot lose sight of the importance of the port to
the city’s development, although its coastline was further
inland than it is today. After the Augustan period there
were major efforts to build new port premises and pro-
vide the city with a monumental seafront featuring the
theatre and baths. We should particularly mention the ex-
cavations in the zone known as PERI 2, which have re-
vealed a series of warehouses and a monumental Hellen-
istic-style republican fountain, one of the most unique
elements from republican Tarraco, as mentioned above.**

During this period, the main doubts revolve around
the process of transformation of the upper part of the city.
This is an area measuring around 19 hectares with a wan-
ing military function in republican times, where a trans-
formational process took place prompted by Tarraco’s
pioneering role in adopting the imperial cult and, of
course, based on the management and representational
needs of the capital of prouincia Hispaniae citerioris. The
availability of public land without the need to expropriate
existing insulae, the importance of the capital of an impe-
rial-ranked province and its equestrian elites’ desire for
promotion can be regarded as the factors behind projects
on par with those in Rome itself. In this way, during the
entire 1st century AD, the city’s acropolis experienced
constant transformations with the aim of building a prop-
agandistic front visible to the surrounding area and any-
one arriving by sea.

In recent decades, the exceptionalism of this area’s
heritage has prioritised the research carried out in the
city and attracted numerous international researchers
because of the very synchronous relationship between
the urban and ideological transformations of the ancient
Roman capitals after the changes experienced in Augus-
tus’ Principate. This has been a slow research process, al-
though it has begun to yield results more quickly in re-
cent years. Despite this, many of the conclusions are
grounded upon the epigraphic sources and fragments of
architectural decoration still remaining today, since in
our case the archaeological clues are not very plentiful
and very few extensive excavations have been performed
to date, for obvious reasons.* If we compare our research
with what has been conducted at other provincial capi-
tals of Hispania — Mérida and Cérdoba - we can see that
different spaces or sanctuaries of worship were revealed
to be scattered around their respective urban areas.>® In
contrast, Tarraco is characterised by the attraction of the
acropolis which, just like the cathedral today, acts as a
visual referent with enormous geographic impact. To-
day’s research claims that two monumentalisation pro-
jects were carried out which were so ambitious that they
even signalled a change in the orographic profile of the
hill of Tarraco.
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THE IMPERIAL CULT

Immediately after the death of Augustus, a diplomatic
mission of Tarraco residents travelled to Rome in AD 15
to ask the new leader for authorisation to build a large
temple in honour of the first emperor and adoptive father
of the current ruler. Tiberius willingly granted permis-
sion and, according to reports by the historian Tacitus
(Annals, 1, 78), this was held up as an example for all the
provinces in the empire, a phrase which has led many li-
tres of ink to spill but, given the emphasis on the process,
inclines us to think that the temple had to outstrip the cat-
egory of the city to enter the spheres of province. Howev-
er, we cannot yet talk about a well-organised imperial cult
on this level given that we do not have information.” In-
deed, the Tarraco natives whose diplomatic mission had
just returned from Rome decided to build a temple of ex-
ceptional proportions with an octastyle facade, that is,
one with eight columns, similar to the temple to Mars Ultor
(Mars the Avenger) from the Augustan forum in Rome.
This is an extraordinary building, since there are very few
octastyle temples around the Roman Empire, and those
that do exist are all singular constructions. Surely the con-
struction of such a large area of worship took many years,
but the Tarraco natives, diligent and wishing to build a
striking project, made an effort to coin sestertii depict-
ing the octastyle fagade of the temple and the image of
Augustus enthroned and deified, specifying Deo Augusto
for the sake of greater clarity.”® These coins probably cir-
culated for clearly propagandistic motives when con-
struction on the temple had barely begun.

For centuries, its location has been the topic of schol-
arly debate, and finally it was confirmed geophysically
and archaeologically as being under the cathedral of Tar-
ragona, thanks to the archaeological campaigns in 2007,
2010 and 2011. (Fig. 5).

This, then, confirms a common feature of Mediterra-
nean cities: the religious continuity of the most important
areas in historical cities. The presence of the Roman tem-
ple under the mediaeval temple of Tarragona also forges a
point of union with the construction of the Visigothic
episcopium in this same spot.> All of this scholarly activi-
ty is summarised in the identification of the Temple of
Augustus, built during the reign of Tiberius, on the city’s
upper platform right in the middle of a temenos that was
dismantled during the course of the definitive remodel-
ling of the acropolis in the Flavian period. The overall
analysis of the first monumental project establishes the
first adaptation of the site with little information and
questions as to the degree to which it was completed, and
with a series of indicators that point to the use of different
urban development patterns than in the second phase.*
The current hypotheses assert that the first sacred Augus-
tan area was part of an area defined by the golden ratio,
dovetailing morphologically with the coeval Hispanic
fora where this pattern of measurement has been identi-
fied more consistently. On the other hand, the hypotheses

FIGURE 4. Opistographic inscription with double dedicatory
(Pompeius Magnus and Mucius Scaevola), MNAT archive.

of a lower square next to the temple define an urban mod-
el whose main referent is the southern slope of the Pala-
tine Hill, with the pattern of the aedes Apollinis and the
portico of the Danaids. This composition is also reminis-
cent of the forum of the neighbouring Caesar Augusta, a
city founded by Augustus in around 15 BC, and it falls
within the same territorial organisation programme with-
in which Barcino was founded.

The Emperor Augustus’ stay in Tarraco two times in a
row unquestionably prompted the deep rootedness of one
of the governing institutions which showed its impor-
tance both organisationally and socially and propagan-
distically. The set-up around the figure of the emperor
and his family was clearly a cornerstone of the Roman
state, and its efficacy was constantly proven and repeated
in the different dynasties in the early Empire throughout
the extensive lands it encompassed. In Roman Tarragona,
one key institution was the concilium Prouinciae Hispa-
niae citerioris, which was headquartered in the upper city,
corresponding to the provincial forum.®! This concilium
brought together the delegations from the seven conven-
tus iuridici of the citerior province. It has been assumed
that this concilium had operated since at least AD 15,
when Tarraco residents requested Tiberius’ authorisation
to build a temple in honour of the deified Augustus which,
as mentioned above, presumably outstripped the colonial
category.

However, we have to confess that right now we have no
direct epigraphic proof of the provincial priesthoods pri-
or to the Flavian period. After that period, the flamen
prouinciae Hispaniae citerioris presided over the concili-
um Prouinciae Hispaniae citerioris, which was elected
each year among those who had usually had a brilliant
municipal career, and it thus opened the doors to the ordo
equester, that is, to the ascent to the knightly order, mean-
ing that once again the imperial cult is revealed to be an
asset in favour of social and personal promotion. The
number of personages from Tarraco who managed to en-
ter this social order is truly impressive in a city character-
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ised by being open compared to other cities like Sagunt,
which were much more closed, and this obviously also
benefitted the other classes in Tarraco’s society as well.®?
We should also consider that the presence of notable fig-
ures in proto-imperial Tarragona, like Licinius Sura in
the Augustan period and the homonymous ancestor of
the close collaborator with the emperor Trajan who or-
dered the Bera Arch built over Via Augusta, must have
unquestionably favoured this mobility.®*

One of the specificities of the epigraphy of Tarraco is
the high number of pedestals which we know were built
in honour of the provincial flamines,* whose standards
were engraved in the reliefs that surrounded the imperial
cult premises and are now partly visible on the walls of the
cloister of the cathedral (PAT-18). The statues in their
honour must have populated the public area, bearing wit-
ness to the royal power of the institution with a great deal
of influence over the central government. Next to the pro-
vincial flamen was the flaminica, usually his wife, the only
time the female estate was depicted.®® What is more, a
band of functionaries, subordinate staff and freedmen en-
sured stewardship of the cult as well as its dissemination
and omnipresence.

On a municipal scale, too, the cult of the emperor was
one of the engines of citizen life in both Tarraco and in
other cities in the empire, especially the coastal areas and
the zones which were more powerfully Romanised. The
role of flamen was the peak in the career of the municipal
magistrates, and the Augustal sevirate allowed individu-
als who had been born slaves and attained freedom to be
promoted, thus ensuring their representation and open-
ing up the door to posts within the colonia for their chil-
dren and descendants. In Roman Tarragona specifically,
the cult was organised around two fairly well-known pub-
lic complexes: the civil basilica in the colonial forum in
the lower part of the city, and the theatre, which is unfor-
tunately in an abhorrent state of conservation. In the ba-
silica, we have managed to locate a worship hall and a nu-
merous series of statues and inscriptions in honour of the
emperor and his family members, most of which can be
dated from the Julio-Claudian period.®® A route for cult
processions joined this hall with the theatre, just as in oth-
er cities in the province,*” and the bearer of the bronze
bell with the inscription which we believe solved the intri-
cacy must have participated in these celebrations.®® The
theatre, whose first phase can be dated from the Augustan
era, boasted sumptuous decoration, part of which re-
mains which is small but significant enough to attest to
the gradual process of ornamentation during the first two
centuries of the empire.*

One of the first elements in the theatre must have been
the large marble vessel from Turkey which we have men-
tioned above, with plant elements based on acanthus
leaves which can be dated from the mid-1st century BC.”
Another very early feature is the marble altar from Luni-
Carrara devoted to the numen or guardian spirit of the
emperor, which might date from the proto-imperial peri-

od. Even though it does not come from the altar of Au-
gustus mentioned in the sources and depicted on the
coins, it is faithful testimony of the importance of reli-
gious homage to the emperor.”

THE END OF THE JULIO-CLAUDIAN ERA AND THE
FLAVIAN ERA

The first project to monumentalise the public spaces in
the upper part of Tarraco was followed by the headquar-
ters of the concilium Prouinciae Hispaniae citerioris,
which was made up of a sacred area and a large adminis-
trative and representative square, with the circus separat-
ing the imperial area from the residential city. Thus, dur-
ing the Flavian dynasty a major imperial project 12
hectares large was defined which remained in use until
the early 5th century, when Christianity and the new po-
litical context led to its dismantlement. The temple of Au-
gustus remained standing’* within a second larger te-
menos — two hectares — whose upper end included a large
axial hall which made the urban sanctuary resemble
Rome’s forum Pacis, but with a portico decorated follow-
ing the iconographic pattern of the forum Augustum, fea-
turing large clipeus rendered with heads of Jupiter-Am-
mon. This project was located after the work of Vespasian,
who when he started governing rewarded the Roman cit-
ies of Hispania with the concession of Latin law (ius Latii)
for Hispania’s key role in what was called the “Year of the
Four Emperors” which followed the death of Nero (AD
68), as we shall discuss further on.

The lower square encompassed around six hectares
and contained a representative area which held most of
the monuments in honour of the most illustrious figures.
There we can find numerous pedestals of priests in charge
of the imperial cult which show the vitality of this institu-
tion in Tarraco and its importance as one of the driving
forces in the city’s life, and as a means of personal and po-
litical promotion, as mentioned in the section above. In-
deed, as Géza Alfoldy accurately stated, such a high level
of social mobility is documented in no other city as in
Tarraco, with spectacular influence of the knightly order,
the ordo equester. What is more, one of the specus of the
aqueduct reached this square, and recently a large pond
has been documented, which indicates how, just like the
forum Pacis, this is a monumental space decorated with
effigies, kraters, etc.”?

The circus, which was built during the reign of Domi-
tian and spread alongside the republican wall, delimited
the upper part of the city. Faced with a branch of Via Au-
gusta, its urban planning purpose was to separate the ur-
ban zone from the area used for imperial administration.
With its monumental fagade boasting 55 arches, it was
the perfect backdrop for those arriving in the city from
Barcino. The monumentalisation of Tarraco was con-
cluded in the first half of the 2nd century with the con-
struction of a stable amphitheatre financed by the priest
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FIGURE 5. Close-up of the archaeological excavations in the cathe-
dral of Tarragona, 2011 (photo: J. M. Macias).

of the imperial cult (CIL I1%/14, 1109). The building was
decorated by Elagabalus in the year 221 (Fig. 6), as we know
from the large inscription that crowned the podium and
was brilliantly restored by G. Alfoldy (CIL 11*/14, 921).

Hispania played a key role in what was known as the
“Year of the Four Emperors”, AD 68, when upon Nero’s
death Galba, Otho and Vitellius briefly occupied the im-
perial throne until Vespasian was definitely confirmed in
AD 69.7* And we know precisely who the governor of the
province of Hispania citerior was under the reign of Nero:
from AD 60 to 68, Galba ruled, the man who would be ap-
pointed emperor by the Senate as Nero’s successor.”” A
fragmentary epigraph found in the colonial forum shows
this: it is the honorific pedestal of Raecius Gallus, tribunus
militum Galbae imperatoris, the adoptive son of the Tar-
raco senator M. Raecius Taurus. The monument was built
at the end of Vespasian’s rule (AD 79) after he had served
as a praetor between AD 78 and 79, and it attests to Gal-
ba’s policy of supporting the notables of the province
when choosing the commanders of the Seventh Galbian
Legion.”®

In the late years of his government — or more accurately
lack of government — Nero sent them around tournée in
Greece, participating in a host of games and contests

which he naturally won. He was virtually unaware of the
seriousness of the situation until the end of his days, which
would lead him to a cowardly end.”” Indeed, while Nero
was living his bohemian life, in Gallia there was an upris-
ing led by Julius Vindex, who sought an alliance with
Sulpicius Galba in Hispania, where he was strong thanks
to his lengthy stint as provincial governor of the citerior
with the support of notable locals.”® After a failed attack
on his life, Galba revolted in April of AD 68 and the Senate
declared him a public enemy and confiscated all his assets
in Italy (Plutarch, Galba, v, 4-6). However, events took a
180-degree turn: in Clunia - Colonia Clunia Sulpicia, that
is — in July of AD 68 Galba, aged 73, received word from
the mouth of an Icelus that he had been proclaimed em-
peror, and the Tarraco residents took his side.”

However, Suetonius reports on a deed that diminished
the popularity of the new emperor. The Tarraco residents
offered him a golden crown weighing 15 pounds from the
temple of Jupiter, but Galba decided to melt it down, and
even he complained about a few ounces he believed were
missing (Suetonius, Galba, x11, 1). This gesture, which
verged on sacrilege, gave him a reputation for greed. Be-
fore leaving Hispania, Galba eliminated Nero’s support-
ers and abolished certain taxes, a deed he commemorated
by minting coins over which there have been debates as to
whether they were issued in Tarragona, a question which
is never more than conjecture and requires further study
in the future.® For this reason, the title of the article by F.
S. Kleiner is quite dangerous when he uses the image of
aces engraved on the reverse of a coin to reach the conclu-
sion that there used to be an arch of Galba Tarragona.®!
Galba then went to Italy by land, accompanied by his
faithful Seventh Galbian Legion and carrying a dagger
hanging from his neck over his chest on top of his military
garb (Suetonius, Galba, x1, 2). However, his reign was
only to last seven months: in early AD 69 he was assassi-
nated at the instigation of Otho, who was an even shorter-
lived emperor than Galba, as was Vitellius. Stability came
at the end of that same year when Vespasian became em-
peror.

THE END OF THE GOLDEN AGE

The second half of the 2nd century became a turning point
in classical Tarraco, whose evolution is a faithful example
of the economic, social and religious transformation expe-
rienced by the western cities of the Roman Empire.

The pathway to late antiquity within the conventus
Tarraconensis shows that cities 90 hectares large were un-
sustainable, both economically and demographically.
Even though Tarraco continued to be an active port, its
possibilities within the new economic context made the
old model of early imperial city unviable. There was a re-
gress in the productive system based on the villae with
surplus production, clearly associated with the decline in
the local and provincial oligarchies which had been essen-
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FIGURE 6. Aerial view of the amphitheatre of Tarragona with the two Christian basilicas. Desdedalt-ICAC-MHT archive.

tial in sustaining the operating costs of the urban and
free-time facilities. What is more, the spread of Christian-
ity influenced a disaffection towards traditional free-time
practices in Roman society and naturally towards every-
thing surrounding the imperial cult as a sense of belong-
ing to the Empire.

The regress of the city after the 2nd century is well
known,®? and the most recent archaeology has confirmed
the veracity of the historical sources regarding the partial
destruction of Tarraco by the Franks in the AD 260s.%?
The psychological impact of this episode must have been
enormous and decisive within a regressive process which
led to a point of no return in the wealthy early-imperial
city. The archaeological research clearly defines this pro-
cess in the residential and productive areas — the archae-
ology of everyday life — and captures it in the analysis of
the processes of urban contraction and disuse of the road-
way network, developed jointly with the waste elimina-
tion system and the potable water supply. They gradually
evolved toward the dismantlement of the hippodamus
city and the transformation of the urban rituals and sites.

In the new late-ancient city, the technological and pro-
ductive crisis, the disappearance of the local elites and the

rising influence of Christianity sowed the seeds of the
transition to the Middle Ages. This process is more diffi-
cult to date in relation to the archaeology of the public
spaces, where evidence of architectural preservation does
not necessarily imply continuity of the ancient pagan
practices. The monumentality of the late-imperial public
architecture would become an element of prestige in the
exhausted Hispanic cities, and we are not entirely sure
about their processes of functional substitution. In this
sense, we should bear in mind the importance of Tarraco
and the fact that by the 5th century, the city was the last
capital under imperial control on the Peninsula. In this
context, we should view the architectural transformations
detected by archaeology as the last consequence of a pro-
cess of evolution and functional substitution which, just
like all processes of evolution and/or ideological transfor-
mation, underwent a phase of syncretism and eclecticism.

Archaeology also reveals the abandonment of the sew-
age system of the Roman theatre after the late 2nd centu-
ry, although we are also aware of a mimographus during
the 2nd and 3rd centuries (CIL 11?/14, 857). For this rea-
son, we should wonder how long the ludi scaenici lasted
during the final period of the theatre area. By the 4th cen-



20  Cart.Hist. REV. 8,2015

Josep M. Macias and Isabel Roda

FIGURE 7. Aerial view of the northern funeral basilica in the suburb by the Francoli River (photo: Angel Rifa).

tury, the city’s forum seems to have been abandoned, and
some of its epigraphs began to be used on the funeral con-
tainers in the large suburban necropolis on the Francoli
River, called the Tulcis in ancient times. The disappear-
ance of the forum must be related to the crisis in the ur-
ban elites and shows how those who remained were no
longer organised around the ancient curia or basilica. In
this regard, the scarce epigraphic data point to the pro-
vincial governors’ contributions to financing the most
important public works, and the continuation of the
meetings of the concilium Prouinciae is documented until
the 3rd century at the latest (CIL I1%/14, 993). In contrast,
inscription CIL I1%/14, 837 from the late 2nd or early 3rd
century attests to the existence of a praetorium consulare
as the physical site of the emerging power of the praesides
prouinciae, or provincial governors, most of whom had a
military background and who acted as the increasingly
supervisory representatives of the Empire.

With regard to the amphitheatre or circus, we do not
know for certain until when their respective shows were
held. The restoration of the amphitheatre by Elagabalus
in 221 is an example of imperial euergetism®* in Tarraco,
and therefore it indicates the local elites’ difficulties in
maintaining such a prominent space. What is more, the
decoration of the marble in the amphitheatre dovetailed
in time with the elimination of the original service lift in-
stalled in the fossae. At that time, the commemorative
pedestal in the podium was reused (CIL I1?/14, 1014), and
after the late 3rd century the votive offerings disappeared

from the sanctuary of Nemesis located inside the sand pit.
Perhaps the munera disappeared in the 4th century as the
result of economic crisis, and especially because in 259
the building had become the site of the martyrdom of
Bishop Fructuosus and his two deacons. Despite this, the
amphitheatre remained intact until the mid-5th century,
but we cannot distinguish whether it remained in use as
an entertainment venue to host venationes or whether it
was a site of Christian worship through a small memo-
ria.%

These doubts are related to defining the degree of influ-
ence of Christianity in the city’s urban planning. Al-
though it is true that the funerary topography indicates a
deep-seated transformation after the second half of the
3rd century, the earliest signs of Christian architecture
come from the late 4th or early 5th century, only after
Theodosius’s Edict of Thessalonica. The first Hispanic
bishop is documented in Tarraco in the passio Fructuosi,
and this was fundamental in the formation of one of the
most important tumulationes ad sanctos in the western
Mediterranean, in addition to the construction of a large
Christian complex on the outskirts of town, of which to-
day we are aware of two basilicas and numerous buildings
with privileged, extraordinarily richly decorated tombs,
such as those covered with mosaic and the series of im-
portant sarcophaguses (Fig. 7).%

In 384 we have evidence from the Epistola 1. Siricii pa-
pae ad Himerium episcopum Tarraconensem. This docu-
ment sheds light on the metropolitan role of the bishop of
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Tarraco with regard to the other Hispanic churches.
However, while we do have clear historical evidence of
the first episcopacy in the city, mentioned in the corre-
spondence between Saint Augustine and Consencius in
419, we do not have any archaeological proof.?”

This document shows the influence of Christianity on
the citizenry and explains the temporal complexity of the
process of consolidating a faith which was already posi-
tioned with respect to the political power. By the 5th cen-
tury, Tarraco was a fully Christian city and had consum-
mated the transformation of the previous urban model.
This twofold nature was consolidated by urbanistically
absorbing its central part, while an extensive port sector
remained active and the central area of the upper grounds,
the former concilium Prouinciae, was gradually priva-
tised. That did not happen to the circus, which remained
unaltered until the last quarter of the century, just after
the city was occupied by the Visigoths. We have been un-
able to determine the fate of the Temple of Augustus and
the entire two-hectare sacred enclosure during this peri-
od. Despite the fact that Theodosius’ edict signalled the
definitive disappearance of the imperial cult, the ancient
temple remained standing throughout the entire 5th cen-
tury, and it was quite possibly reused to house Christian
worship. Within this context, a new architecture of power
emerged that restricted the most important constructions
to the new urban elites, and the disappearance of the mu-
nicipality was offset by the emerging power of the Church,
defining a new collective expressiveness that entailed the
disappearance of the old squares or fora and the establish-
ment of the ecclessiae as the ceremonial epicentres.

To conclude, the 6th century marked the definitive
consolidation of the Christianisation of the city’s topog-
raphy. Once the Roman administration had vanished and
the Church power had settled in, there were no limita-
tions to an urban transformation that led to a visible hier-
archy that has remained in place until today. The temenos
of the imperial cult built during the Flavian period was
deconsecrated in the second quarter of the 5th century, a
time when numerous urban waste dumps have been doc-
umented, although no evidence of the destruction of the
Temple of Augustus has been found. The main transfor-
mation took place, just like in the circus, at the end of the
5th or beginning of the 6th century. The latest excava-
tions performed inside the mediaeval cathedral®® show
how the temple of the imperial cult was totally demol-
ished during this period at a date near the construction of
a series of monumental halls nearby. Deposits of waste
with a great deal of marble debris have been found near it,
the outcome of the expert officinae marmorariae who dis-
mantled the architectural decorations, revealing the per-
manent disappearance of Roman art in view of the Chris-
tianisation of society in the Visigothic era.

This evidence, along with the remains of an ecclessia
inside the main axial hall of the temenos, have led to the
belief that a Visigothic temple was set up on the city’s up-
per platform.%? After the Temple of Augustus had been

dismantled, the former temenos kept its function as a
prestigious referent in the Visigothic city. Centuries later,
the construction of the mediaeval cathedral would affect
this: the episcopacy would become the city’s main square,
the backdrop of a new Visigothic religious and civil pow-
er. The portico around the perimeter of the Flavian te-
menos was dismantled, but the wall of its peribolus was
not and instead became a core feature of the new urban
design. On the northeast corner of the square, an impor-
tant complex has been documented consisting of at least
three halls whose construction yielded a new entrance to
the square. We believe that there is no clear archaeologi-
cal evidence leading to a precise identification - church
halls or alternatively palatium of the Visigothic comes -
but its construction shows a skilfully planned overall tem-
ple-building programme, and the hypothesis of a second
church area located a little over 30 metres away with a fu-
nerary area in the middle is highly likely.

With the arrival of Islam, the city lost the scant geostra-
tegic value it still had in the organisational model of Visig-
othic Hispania, whose epicentre was in Toledo. The surg-
ing importance of Barcino acted as a counterweight to the
ancient Roman provincial capital, such that with the dis-
appearance of the Visigothic organisation and that of its
Church, Tarraco or Tarracona witnessed the end of the
chances of survival of a common urban project. The cen-
turies of the city’s abandonment until the reconquest of
the Catalan countships were the outcome of the historical
context, yet also of the city’s meagre vitality during the
early Middle Ages.

NOTES AND REFERENCES
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ever, since the 1990s new heritage agents have joined
them and diversified the professional actions and the
channels for disseminating the results, most of which are
compiled in the Butlleti Arqueologic published since
1901 by the private organisation Reial Societat Arque-
ologica Tarraconense; the “Documents d’Arqueologia
Classica” collection promoted since 1993 by the Univer-
sitat Rovira i Virgili; and the “Documenta” and “Hic et
Nunc” series published by the Institut Catala d’Arqueo-
logia Classica since 2004, which include studies about



22

Cart. Hist. REV. 8, 2015

Josep M. Macias and Isabel Roda

Tarragona. Josep M. MAcias. “La musealizacion de Tar-
raco. De la realidad al posibilismo”. In: Rafael HIpALGO
(ed.). La ciudad dentro de la ciudad. La tutela y conser-
vacién del patrimonio arqueoldgico en el dmbito urbano.
Seville 2010, pp. 205-230.

This is an area measuring approximately 4,400 km?
where numerous studies have been conducted focusing
on the architecture and historical evolution of rural set-
tlements, as well as the patterns of economic exploitation
and territorial organisational based on the cadastral and
roadway networks. In this sense, see the “Ager Tarracon-
ensis” collection compiled in the “Documenta” series, 16,
published ICAC, supervised by Marta Prevosti and Josep
Guitart.

In this process, we would like to highlight the work by Jo-
sep M. Macias, Ignacio Fiz, Lluis P1¥or, Maria T. MIRO
and Josep GUITART. Planimetria Arqueologica de Tarra-
co. Institut Catala d’Arqueologia Classica, Tarragona
2007, “Documenta” series, 5 (PAT). This volume offers
the first exhaustive compilation of the archaeological
documentation on the city based on a geographic infor-
mation system (GIS), and it provides the scientific
groundwork to update subsequent archaeological discov-
eries by inserting them into the current cadastre. Hence-
forth, we shall cite the information from this compendi-
um as PAT-file no. What is more, it provides the
information needed to create the large reconstructed
model of the city, a municipal project which recreates the
Roman city from the early 2nd century AD on a scale of
1:500 (see Figure 1). A preliminary interpretative essay on
the city’s architecture was later published based on pro-
posals of three-dimensional analysis and on the informa-
tion presented in the “Planimetria Arqueologica de Tar-
raco” project (Ricardo MAR, Joaquin Ruiz DE ARBULO,
David V1ivo and José A. BELTRAN-CABALLERO. Tarraco.
Arquitectura y urbanismo de una capital provincial roma-
na. Vol. 1. URV-ICAC, Tarragona 2012, “Documents
d’Arqueologia Classica” 5). Recently Ricardo MAR,
Joaquin Ruiz pE ARBULO, David VIV, José A. BELTRAN-
CABALLERO. Tarraco. Arquitectura y urbanismo de una
capital provincial romana. Vol. II. URV-ICAC, Tarrago-
na 2015, “Documents d’Arqueologia Classica” 6. We also
wish to highlight the updating of the epigraphic corpus of
the city and its territory, which is crucial to the social and
historical analysis of Tarraco (Géza ALFOLDY. Corpus In-
scriptionum Latinarum. Vol. 2. Inscriptiones Hispaniae
Latinae, Pars 14: Conventus Tarraconensis, fasciculus 2,
fasciculus 3: Colonia Iulia Urbs Triumphalis Tarraco.
Walter de Gruyter, Berlin and New York 2011 and Berlin
and Boston 2012, respectively.) Henceforth we shall cite
these epigraphs as CIL II%/14, epigraph no.

See note 14.

Cf. the status of this issue in Isabel RopA. “Hispania en
las provincias occidentales del Imperio durante la
Republica y el Alto Imperio: una perspectiva arqueol6gi-
ca”. In: Javier ANDREU, Javier CABRERO and Isabel RoDA
(ed.). Hispaniae. Las provincias hispanas en el mundo ro-

(6]

(7]

(8]

(9]

(10]

(11]
(12]

mano. ICAC, Tarragona 2009, “Documenta” series, 11,
pp. 194-196; Isabel RopA. “Hispania: From the Roman
Republic to the Reign of Augustus”. In: Jane de R. Evans
(ed.). A Companion to the Archaeology of the Roman Re-
public. Wiley-Blackwell, Chichester, 2013, pp. 523-525.
Likewise the synthesis by Josep A. REMOLA and Esther
RaMmoN. “Tarraco, origine et évolution d’une ville”. In:
Pilar SApA and Daniel CAzEs (coord.). Tarraco. Capitale
de 'Hispania Citerior. Musée Saint-Raymond. Toulouse
2006, pp. 31-53.

Francois Cap10oU. Hibera in terra miles. Les armées ro-
maines et la conquéte de ’Hispanie sous la République
(218-45 av. J.-C.). Casa de Veldzquez, Madrid 2008, pp.
29-33.

Lately questioned by Ramon JARREGA. “Tarraco Scipio-
num Opus. ;Escipion Emiliano fundador de Tarraco?”.
Butlleti Arqueologic, no. 26 (2004), pp. 23-66. However,
this hypothesis is still uncertain.

We are referring to the mythic via Heraklea (via Egnatia)
/ "Odog "HpaxAeix mentioned by ancient geographers
and historians: Timeus of Taormina (De mirab. acus.,
85), Polybius (111, 39) and Strabo (111, 4, 9).

With regard to the equation of Kesse with Tarrakon, see
Ricardo MR et al. Tarraco..., vol. 1, op. cit., pp. 27-46 and
68-71. These authors estimate a city which occupied ten
hectares, but this is based on isolated archaeological data
located at different orographic levels which may corre-
spond to a port establishment more than reflect a specific
part of the city. Cf. M. Isabel PANOSA. De Kese a Tarraco.
Consell Comarcal del Tarragones, Tarragona, 2009, pp.
21-67.

Jaume NOGUERA, Eduard BLE and Pau VALDES. La Sego-
na Guerra Piunica al nord-est d’Ibéria: una revisié
necessaria. Societat Catalana d’Arqueologia, Barcelona
2013, pp. 72-96. The hypothesis of the location of the
battle of Cissa in the area of Valls has been put forth by
Jordi Lopez; see EI Vallenc (20-12-2013) and Archeonea.
Butlleti electronic de 'PICAC, no. 33 (February 2014). Cf.
M. Isabel PANOsA, De Kese..., op. cit., p. 69. With regard
to the latest Iberian finds, which reaffirm the value of this
enclave as a port, see Moisés Diaz. “Noves evidéncies de
I'urbanisme roma i ibéric a I'area portuaria de la ciutat:
les intervencions al solar nimero 18 del carrer Jaume I de
Tarragona”. In: Tribuna d’Arqueologia 2007. Generalitat
de Catalunya, Barcelona 2008, pp. 169-194.

M. Isabel PANOsA, De Kese..., op. cit., pp. 41-46 and 69.
In relation to the wall, see the latest contribution by its
lead researcher, Theodor HAauscHILD. “Die romischen
Tore des 2 Jhs. v. Chr. in der Stadmauer von Tarragona”.
In: Thomas SCHATTNER and Fernando VALDES (ed.).
Stadttore Batyp und Kunstform / Puertas de ciudades.
Tipo arquitecténico y forma artistica. Mainz, Toledo
2003, pp. 153-171. Regarding the historical evolution of
the monument and its influence on the urban structure
of the contemporary city, see Joan J. MENCHON. La mu-
ralla de Tarragona. Una aproximacié. Societat Catalana
d’Arqueologia, Barcelona 2009. For the relief of Minerva,



Tarraco, the first capital

Cart. Hist. REV. 8,2015 23

(13]

(14]

(15]

(16]

(17]

(18]

see: Wilhelm GRUNHAGEN. “Bemerkungen zum Miner-
va-Relief in der Stadtmauer von Tarragona”. Madrider
Mitteilungen, no. 17 (1976), pp. 209-225; Francisco PINA.
“Minerva, custos urbis de Roma y de Tarraco”. Archivo
Espariol de Arqueologia, no. 76 (2003), pp. 111-119. For
the inscription: CIL I1*/14, 841: Géza ALFOLDY. “Die al-
teste romische Inschrift der iberischen Halbinsel”.
Zeitschrift fiir Papyrologie und Epigraphik, no. 43 (1981),
pp. 1-12; Borja Diaz. Epigrafia latina republicana de His-
pania. Universitat de Barcelona, Barcelona 2008, pp.
146-148, no. C58.

Xavier AQUILUE, Xavier DUPRE, Jaume MAssO and
Joaquin Ruiz bE ARBULO. “La cronologia de les muralles
de Tarraco”. Revista d’Arqueologia de Ponent, no. 1
(1991), pp. 271-304.

Francois Cap1ovu. Hibera in terra miles..., op. cit., pp.
328-344. David HOURCADE. “Praesidium ou urbs? Ré-
flexions au sujet de la premiére phase de la muraille de
Tarraco (Tarragone)”. In: Franc¢ois Capiou and Mila-
gros NAVARRO (ed.). La guerre et ses traces. Conflits et
sociétés en Hispanie a I'époque de la conquéte romaine
(11e-1er 5. A.C.). Ausonius, Bordeaux 2014, pp. 319-340,
“Mémoires” collection, 36.

There have even been theories about the existence of an
early residential area in the lower part of the city, where
there is documentation of urban discordance with the
great reform from the late 2nd century BC. Moisés Diaz,
Josep M. MAcias and Imma TEIXELL. “Intervencions al
carrer Sevilla niims. 12-14. Noves dades per a 'evoluci6
urbana del ‘Casc Antic’ de Tarraco”. Butlleti Arqueoldgic,
no. 27 (2005), pp. 47-103.

Identified for the first time in Josep M. MACIAs.
“L’urbanisme de Tarraco a partir de les excavacions de
I'entorn del Forum de la ciutat”. In: Joaquin Ruiz DE
ARrBULO (ed.). Tarraco 99. Arqueologia d’una capital
provincial romana. Tarragona 2000, pp. 83-106, “Docu-
ments d’Arqueologia Classica” collection, 3. This urban
planning process has been dated from the late 2nd cen-
tury BC.

Cristofor SaLom. “El auguraculum de la Colonia Tarra-
co”. Archivo Espaiiol de Arqueologia, no. 79 (2006), pp.
69-87.

See Moisés Diaz and Josep M. PucHE. “El proceso de ur-
banizacion de la Tarraco republicana: los niveles con-
structivos del colector principal de la ciudad”. Revista
d’Arqueologia de Ponent, no. 11 (2003), pp. 291-319; Ri-
cardo MAR et al. Tarraco..., op. cit., vol. I, pp. 162-180.
Josep M. PALET and Héctor ORENGO. “The centuriations
of the Ager Tarraconensis: Spatial organisation and con-
ceptualisation”. In: Ager Tarraconensis 1. Aspectes historics
i marc natural. ICAC, Tarragona 2010, “Documenta” se-
ries, 16, pp. 121-154.

Josep A. REMoLA and César A. PociNa. “La font dels Lle-
ons”. In: Pilar SApa (dir.). Tarraco i ’'aigua. Exhibition
catalogue. MNAT, Tarragona 2004, pp. 53-66; Josep A.
RemoLA and Esther Ramon. “Tarraco, origine...”, op. cit.,
pp- 36-37; César A. PociNA. “La fuente monumental de

(20]

(21]

(22]

(23]

la parcela 30 del PERI 2 de Tarragona”. In: Jordi L6pEZ
and Oscar MARTIN (ed.). Actes del Congrés Internacional
en homenatge a Th. Hauschild (Tarragona 2009). Butlleti
Arqueologic, no. 32 (2010), pp. 619-638; PAT-588; Imma
TerIXELL. La font dels lleons: aproximacié a la circulacié
monetaria de Tarraco (segona meitat del segle 11 dC -
primer quart del v dC). Tarragona 2008, pp. 28-29.
Joaquin Ruiz DE ARBULO, David Vivé and Ricardo
MAR, “El capitolio de Tarraco. Identificacién y primeras
observaciones”. In: Desiderio VAQUERIZO and Juan F.
MuriLro (ed.). El concepto de lo provincial en el mundo
antiguo. Homenaje a Pilar Leon Alonso. Vol. I, Cérdoba
2006, pp. 391-417; PAT-434; Ricardo MAR, Joaquin Ruiz
DE ARBULO and David V1vo. “Las tres fases constructi-
vas del Capitolio de Tarragona”. In: Jordi L6PEz and Os-
car MARTIN (ed.). Actes del Congrés..., op. cit., pp. 507-
540; Ricardo MAR et al. Tarraco..., vol. I, op. cit., pp.
162-180.

Josep A. REMOLA. “Tarraco quanta fuit ipsa ruina docet”.
In: Joaquin Ruiz DE ARBULO (ed.). Simulacra Romae,
Roma y las capitales provinciales del Occidente Europeo.
Estudios Arqueoldgicos. Tarragona 2004, pp. 49-72. Igna-
cio F1z and Josep M. Macias. “El port modern i la nova
poblacié6 de la Marina”. In: Josep M. MAci1as (ed.). Les
termes publiques de I'area portudria de Tarraco. Carrer de
Sant Miquel de Tarragona. ICAC, Tarragona 2004, “Docu-
menta”, series, 2, pp. 14-20. Ignacio F1z and Josep M. Ma-
c1as. “Forma Tarraconis? GIS use for urban archaeology”.
In: A. FIGUEIREDO and G. VELHO (ed.). The World is in
your Eyes. Proceedings of the XXXIII Computer Applica-
tions and Quantitative Methods in Archaeology Confer-
ence. Tomar 2005, pp. 423-427. Ricardo MAR, Joaquin
Ruiz e ArRBULO and David V1v6, “El capitolio de Tarra-
co”. In: Toan P1so and Rada VARGa (ed.), Trajan und seine
Stddte, Cluj-Napoca 2015, pp. 37-68.

We are referring to the structures in opus quadratum
which do not show the usual megalithic foundation and
are positioned in relation with the wall itself (cf. PAT-
470 and 474; Ricardo MAR et al. Tarraco..., vol. 1, op. cit.,
pp- 92-95 and Fig. 46). More problematic is the hypothe-
sis of a porta marina just over the weak terraced struc-
tures of a ravine which housed the city’s main sewer (Ri-
cardo MAR et al. Tarraco..., vol. I, op. cit., pp. 107-112).
These walls are more than 4 metres deep and 60 cm wide;
they are made of small stones bonded by clay and laid out
to compartmentalise the ravine’s filled embankment, as
its excavators have revealed. What is more, the timeline
of these walls is situated at around the year 100, much
later than the final construction of the wall. Moisés Diaz,
Josep M. Macias and Imma TeIXELL. “L’entorn urba”.
In: Josep M. Macias (ed.). Les termes publiques..., op.
cit., pp. 76-78; Moisés Diaz and Josep M. PucHE, “El
proceso de urbanizacion...”, op. cit., pp. 291-319.

Ignacio F1z and Josep M. Macias. “L’urbanisme”. In: Jo-
sep M. Macias et al. PAT, op. cit., pp. 25-40. On the oth-
er hand, the use of georeferencing on the historical map
and its later superimposition on archaeological planime-



24

Cart. Hist. REV. 8, 2015

Josep M. Macias and Isabel Roda

(24]

[25]

(26]

(27]

(28]

try enables us to document the continuity of the Roman
roadway system, which was reconverted into a web of
roads after the late ancient period. This technique has
enabled us to identify the urban plots of land in the city’s
port area: Ignacio F1z and Josep M. Macias. “Forma
Tarraconis? GIS...”, op. cit., pp. 423-427.

Few stratigraphic remains have been found here because
of the transformations in the great Flavian project. This
is an area that extends between 50 and 80 m over sea level
and, depending on ancient information, possible walls of
opus siliceum similar to the base of the wall, functional
terraces have been hypothesised (Joan J. MENCHON. La
muralla de Tarragona..., op. cit., pp. 143-150; RICARDO
MaR et al. Tarraco..., vol. 1, op. cit., fig. 91).

As reported by Enrique ARINO, Josep M. GURT and Josep
M. PALET. El pasado presente. Arqueologia de los paisajes
en la Hispania romana. Universidad de Salamanca, Sala-
manca 2004, pp. 172-173. A more recent analysis can be
found in Josep M. PALET, Ignacio F1z and Héctor OREN-
Go. “Modelacién y conceptualizacién del paisaje romano
en el Ager Tarraconensis: Tarraco y la centuriacién del
territorio”. In: Cristina Corst and Frank VERMAULEN
(ed.). Changing Landscapes. The Impact of Roman Towns
in the Western Mediterranean. Proceedings of the Inter-
national Colloquium, Universidade de Evora, Evora
2010, pp. 167-184.

CIL 11%/14, 988, 991; Jaume Masso. “Inscripcid opisto-
grafa, dedicada a Pompeu i a Escevola”. In: Isabel RopA
(ed.). Tarraco porta de Roma. Exhibition catalogue. Bar-
celona 2001, p. 73, no. 30; Jaume Massé. “Plaque lapi-
darie d’un piédestal”. In: Pilar SADA and Daniel CAZEs
(coord.) Tarraco. Capitale..., op. cit., p. 86, no. 3.1; Borja
Diaz, Epigrafia latina...., op. cit., pp. 148-149, no. C59.
We learn this from the brilliant restitution of the frag-
mentary inscription in Tarraco CIL 11%/14, 977, made by
Géza ALFOLDY, “Wann wurde Tarraco romische Kolo-
nie?”. In: G. Paci (ed.). Epigrafai. Miscelanea Epigrafica
in onore di Lidio Gasperini. Macerata 2000, pp. 3-22. Cf.
Jaume Mass6. “Inscripcié dedicada al patré de la colonia
Tarraco”. In: Isabel RopA (ed.). Tarraco, porta..., op. cit.,
p- 79, no. 39; Borja Diaz, Epigrafia latina..., op. cit., pp.
149-150, no. C60. Regarding the patrons of Emptries:
Géza ALFOLDY, “Cnaeus Domitius Calvinus, patronus
von Emporiae”. Archivo Espaiiol de Arqueologia, no. 50-
51 (1977-1978), pp. 47-54; Isabel RoDA. “Els lloctinents
de Juli Cesar, primers patrons d’'Empuries”. Empuiries,
no. 48-50 (1986-1989), vol. 11, pp. 246-249; Borja Diaz.
Epigrafia latina.... op. cit., pp. 165-168, no. C80-82.
Ricardo MAR et al. Tarraco..., vol. 1, op. cit., pp. 216-220;
Jordi LOPEZ. “César contra Pompeyo. Glandes inscriptae
de la batalla de Ilerda (49 aC)”. Chiron, no. 43 (2013), pp.
431-457; Jordi LoPEZ. “Glandes inscriptae a lager Tarra-
conensis”. In: Jordi LoPEZ (ed.). Tarraco Biennal. Actes
del ler Congrés Internacional d’Arqueologia i Mén Antic.
Govern i societat a la Hispania romana, novetats epi-
grafiques. Homenatge a Géza ALFOLDY (Tarragona
2012). Tarragona 2013, pp. 175-184.

(29]

(30]

(31]
(32]

(33]

(34]

(35]
(36]

Géza ALFOLDY. “Introduccion histdrica”. In: Xavier Du-
PRE (ed.). Las capitales provinciales de Hispania 3. Tar-
ragona, colonia Iulia Urbs Triumphalis Tarraco. Rome
2004 (Catalan translation, Tarragona 2008), p. 8; Isafas
ARRAYAS. Morfologia histérica del territorio de Tarraco
(ss. r11-1 a.C.). Barcelona 2005, pp. 72-86. Cf. Géza
ALFOLDY. “Tarraco, capital de la Hispania Citerior”. Kes-
se, no. 28 (1999), pp. 7-12; Géza ALFOLDY. “Tarraco,
capital de la provincia més gran de I'Imperi roma”. In Is-
abel RopA (ed.). Tarraco, porta..., op. cit., pp. 26-28.
Géza ALFOLDY. Fasti Hispanienses. Wiesbaden 1969, pp.
3-66. In the excavations in Ca la Garsa (Plaga dels Angels
/ Plaga Rovellat) in Tarragona, the upper left corner of a
pedestal was found, which can be attributed to the gover-
nor Rutilius Pudens Crispinus whom until now we have
only known through an inscription in Rome: CIL I1%/14,
992a (Géza ALFOLDY, ibid, pp. 59-60).

See note 40.

Antonio GARrcia Y BELLIDO. “Nacimiento de la legion VI
Gemina”. In: Legio VII Gemina (Leon 1968). Leén 1970,
pp- 303-329; Albino GARZETTI. “Legio VII Hisp(ana)”.
In: Legio VILI.., op. cit., pp. 331-336; Patrick LE Roux.
L’armée romaine et 'organisation des provinces ibériques
d’Auguste a I'invasion de 409. Paris 1982, pp. 132, 140,
151-152 and 314; Juan J. PALAO, Legio VII Gemina (Pia)
Felix. Estudios de una legion romana. Universidad de
Salamanca, Salamanca 2006, pp. 44-51.

Géza ALFOLDY. “Introduccion historica”, op. cit., pp. 8-9;
Joaquin Ruiz e ArBULO. “Tarraco. Escenografia del
poder, administracién y justicia en una capital provincial
romana (s. 11a.C. - 1 d.C.)”. Emptiries, no. 51 (1998), pp.
31-61.

Duncan Fisuwick. “The Altar of Augustus and the Mu-
nicipal Cult of Tarraco”. Madrider Mitteilungen, no. 23
(1982), p. 223; Isaias ARRAYAS. “Tarraco, omphalds del
mon grecoroma. L’ambaixada de Mitilene a Tarraco”. In:
Marta PREVOSTI, Jordi LOPEZ and Josep GUITART (ed.).
Ager Tarraconensis 5. Actes del Simposi Internacional
(Tarragona 2010)., ICAC, Tarragona 2013, “Documen-
ta” series, 16, pp. 425-435.

Géza ALFOLDY. Tarraco..., op. cit., p. 38.

Andrew BURNETT, Michel AMANDRY and Pere Pau Rip-
oLLES. Roman Provincial Coinage I. From the Death of
Caesar to the Death of Vitellius (44 BC-AD 69). London
and Paris 1992, pp. 104-105, no. 218, 221, 225 and 231;
Pascal Capus. “Sesterce de I'atelier monétaire de Tarra-
co”. In: Pilar SADA and Daniel Cazgs (coord.). Tarraco.
Capitale..., op. cit., p. 91, no. 3.6; Duncan Fisauwick. “The
Altar...”, op. cit.; Duncan FIsHwWICK. Precinct, Temple, Al-
tar in Roman Spain. Studies in the Imperial Monuments
of Mérida and Tarragona. Abingdon 2013; Joaquin Ruiz
DE ARBULO, Ricardo MAR, Javier DomINGo and Ignacio
F1z. “Etapas y elementos de la decoracién arquitecténica
en el desarrollo monumental de la ciudad de Tarraco (s.
1ma.C.-1d.C.)”. In: Sebastidn F. RaMALLO (ed.). La deco-
racion arquitecténica en las ciudades romanas de Occi-
dente (Cartagena 2003). Murcia 2004, pp. 123-126;



Tarraco, the first capital

Cart. Hist. REV. 8,2015 25

(37]

(38]

(39]

[40]

[41]

[42]

Joaquin Ruiz pE ArBULO. “El altar y el templo de Au-
gusto en la Colonia Tarraco. Estado de la cuestion”. In:
José Miguel NOGUERA (ed.). Fora Hispaniae. Paisaje ur-
bano, arquitectura, programas decorativos y culto impe-
rial en los foros de las ciudades hispanorromanas. Murcia
2009, pp. 155-189, “Monogratias del Museo Arqueoldgi-
co de Murcia” collection, 3.

Joaquin Ruiz bE ArBULO. “El altar y el templo...”, op. cit.,
pp. 155-189.

With regard to the costs, cf. Ricardo MAR and Patrizio
PENSABENE. “Financiacion de la edilicia publica y calculo
de los costes del material lapideo: El caso del foro superi-
or de Tarraco”. In: Jordi L6PEZ and Oscar MARTIN (ed.).
Actes del Congrés..., op. cit., pp. 345-413, fig. 18. Regard-
ing the debateable location of the altar in front of the
temple to Augustus, this was discussed for the first time
in Patrizio PENSABENE and Ricardo MAR. “Il tempio di
Augusto a Tarraco. Gigantismo e marmo lunense nei
luogui di culto imperiale in Hispania e Gallia”. Archeolo-
gia Classica, vol. 61, no. 11 (2010), pp. 243-308, fig. 27.
Later the issue was revisted in Ricardo MAR and Patrizio
PENSABENE. “Financiacion de la edilicia...”, op. cit., fig.
18; RICARDO MAR et al. Tarraco..., vol. I, op. cit., pp. 345-
348, especially fig. 225, p. 369.

Jean-Pierre Bost, Manuel MARTIN-BUENO and Jean-
Michel Robpaz. “L’Aquitaine et le Nord de 'Hispanie
sous les empereurs Julio-Claudiens”. In: L’Aquitaine et
PHispanie septentrionale a I'époque julio-claudienne. Or-
ganisation et exploitation des espaces provinciaux. IV*
Colloque Aquitania (Saintes 2003). Bordeaux 2005, pp.
17-50. On the 15th and 16th of November 2007 there was
an interesting colloquium entitled “Hispania et Gallia:
deux provinces de 'Occident Romain” at the Colegio de
Espana in Paris. Cf. Isabel RoDA. “Hispania en las pro-
vincias...”, op. cit.; Isabel RopA. “Hispania: From the Ro-
man Republic...”, op. cit.

Isabel RoDA. “El papel de Agripa en la trama urbana dela
Hispania augustea”. In: Antonio RODRIGUEZ COLMENE-
RO (coord.). Los origenes de la ciudad en el noroeste his-
panico (Lugo 1996). Vol. 1. Lugo 1998, pp. 275-293; Isabel
RopaA “La figura de Agripa en Hispania”. In: Arqueologia
militar romana en Europa (Segovia 2001). Segovia 2005,
pp- 319-331; Jean-Michel RoppAz. “Agripa y la Penin-
sula Ibérica”. Anas, no. 6 (1993), pp. 111-126 (Spanish
translation of the French paper published in II bimille-
nario di Agrippa, Genova 1990, pp. 57-81). A good recent
synthesis on this stage is by Joaquin L. GOMEZ-PANTOJA.
“Hispania romana: de Escipion a los visigodos”. In: Ed-
uardo SANCHEZ-MORENO (coord.). Protohistoria y An-
tigiiedad de la Peninsula Ibérica. Vol. I1. La Iberia prerro-
mana y la Romanidad. Madrid 2008, pp. 450-469.

Marta PREVOsTI and Antoni MARTIN (ed.). El vi tarra-
conense i laieta: ahir i avui. ICAC, Tarragona 2009,
“Documenta” series, 7.

Judit CTurANA and Josep M. Macias. “La ciudad exten-
sa: usos y paisajes suburbanos de Tarraco”. In: Desiderio
VAQUERIZO (ed.). Las dreas suburbanas en la ciudad

(43]

(44]

(45]
(46]

(47]

(48]

(49]

histérica. Cérdoba 2010, pp. 309-334, “Monografias de
arqueologia cordobesa” collection, 18; Ricardo MAR et
al. Tarraco..., vol. 1, op. cit., pp. 242-326.

Ada CorrEs. “L’arquitectura domestica a Tarraco. Epoca
tardorepublicana i altimperial”. In: Jordi L6PEZ and Oscar
MARTIN (ed.). Actes del Congrés..., op. cit., pp. 569-594.
Xavier AQUILUE. “Arquitectura official”. In: Xavier Du-
PRE (ed.). Las capitales provinciales..., op. cit., pp. 42-46.
See note 20.

Ricardo MAR, Joaquin Ruiz DE ARBULO. “Tribunal/Ae-
des Augusti. Algunos ejemplos hispanos de la introduc-
cion del culto imperial en las basilicas forenses”. In: Ju-
lidan GoNzALEZ and Javier ARCE (ed.). Estudios sobre la
Tabula Siarensis. Madrid 1988, pp. 277-304, “Anejos de
Archivo Espanol de Arqueologia” collection, IX; Joaquin
Ruiz pE ARBULO et al., “El Capitolio de Tarraco...”, op.
cit.; PAT-439.

Eva Maria KoppEL. Die romischen Skulpturen von Tar-
raco. Berlin 1985, pp. 32-51, no. 44-74; Eva Maria Kop-
PEL. “El foro municipal de Tarraco y su decoracion es-
cultérica”. In: Actas del XVII CNA (Logrofio 1983).
Zaragoza 1985, pp. 841-857; Eva Maria KOPPEL. “Retra-
tos de Tiberio y de Nero Caesar en Tarragona”. In: Pilar
LeEON and Trinidad NoGALES (ed.). Actas de la III Re-
unioén sobre escultura Romana en Hispania (Cérdoba
1997). Madrid 2000, pp. 81-91; Eva Maria KopPEL. “La
escultura”. In: Xavier DUPRE (ed.). Las capitales provin-
ciales..., op. cit., pp. 117-118; Joaquin Ruiz DE ARBULO et
al., “Etapas y elementos...”, op. cit., pp. 135-138.

Eva Maria KoppEL. “Relieves arquitectonicos de Tarra-
gona”. In: Walter TRiLLMICH and Paul ZANKER (ed.).
Stadtbild und Ideologie. Die Monumentalisierung hispa-
nischer Stidte zwischen Republik und Kaiserzeit (Ma-
drid 1987). Miinchen 1990, pp. 327-340; Eva Maria
KoppEL. “La escultura”, op. cit., p. 118; Xavier DUPRE.
“Los arcos honorificos de Tarraco”. In: La ciudad en el
mundo romano. Actas del XIV Congreso Internacional
de Arqueologia Clasica (Tarragona 1993). Vol. 2. Tarra-
gona 1994, pp. 177-188; Joaquin Ruiz pE ARBULO et al.,
“Etapas y elementos...”, op. cit., pp. 138 and 398, fig. 8;
Marc LAMUA, David Vivé, Ricardo MAR and Joaquin
Ruiz pE ArBULO. “La fachada oriental de la basilica fo-
rense de Tarraco. El monumento de los cautivos y el
chalcidicum de culto imperial”. In: Trinidad NOGALES
and Isabel RoDA (ed.). Roma y las provincias: modelo y
difusion. Actas del XI Coloquio Internacional de Arte
Romano Provincial (Mérida 2009). Vol. II. Rome 2011,
pp- 863-872; Ricardo MAR et al., Tarraco..., vol. 1, op. cit.,
pp. 268-278.

Xavier DUPRE. “Edificios de espectaculo”. In: Xavier Du-
PRE (ed.). Las capitales provinciales..., op. cit., pp. 55-60;
Josep M. Maci1as et al., PAT, op. cit., pp. 119-127;
Joaquin Ruiz pE ARBULO, David Vivé and Ricardo
MAR, “El capitolio de Tarraco...”, op. cit., p. 392, fig. 1,
and p. 410, fig. 16; Joaquin Ruiz DE ARBULO et al., “Eta-
pasy elementos...”, op. cit., pp. 127-132 and 145; Ricardo
MaRr et al., Tarraco..., vol. 1, op. cit., pp. 286-317.



26

Cart. Hist. REV. 8, 2015

Josep M. Macias and Isabel Roda

(50]

(51]

(52]

(53]

(54]

(55]

Eva Maria KoppEL and Isabel RoDA. “Escultura decora-
tiva de la zona nororiental del conventus Tarraconensis”.
In: Jaume MAsso and Pilar SADA (ed.). Actes de la II Re-
unié sobre Escultura Romana a Hispania (Tarragona
1995). Tarragona 1996, pp. 135-139, fig. 1-3; Jaume
Massoé. “Fragments d’un vas monumental decorat”. In:
Isabel RoDA (ed.). Tarraco, porta..., op. cit., p. 81, no. 41;
Jaume MassO. “Morceau, en deux fragments, de la partie
supérieure d’'un vase monumental décorée de motifs vé-
gétaux”. In: Pilar SADA and Daniel CAZzESs (coord.) Tar-
raco. Capitale..., op. cit., p. 101, no. 4.6.

Eva Marfa KoppEL. “Esculturas del teatro romano de
Tarragona”. In: Actas del Simposio: El teatro en la Hispa-
nia romana. Badajoz 1982, pp. 139-152; Eva Maria Kop-
PEL. Die rémischen Skulpturen..., op. cit., pp. 13-32, no.
1-43; Eva Maria KoPPEL. “La escultura”. op. cit., pp. 116-
11; Ricardo MAR, Joaquin Ruiz bE ARBULO, David VIvo,
Javier DoMmINGO and Marc LAMUA. “La scaenae frons del
teatro de Tarraco. Una propuesta de restitucion”. In: Se-
bastian F. RAMALLO and Nicole RORING (ed.). La ‘scae-
nae frons’ en la arquitectura teatral romana (Cartagena
2009). Murcia 2010, pp. 189-197; Ricardo MAR et al.,
Tarraco..., vol. 1, op. cit., pp. 318-321.

Josep M. Macias. “Els banys termals a Tarraco: urbs i
otium”. In: Pilar SApA (dir.). Tarraco i laigua, op. cit., pp.
69-80; Josep M. MAcias. “L’arquitectura termal a Tarra-
co i el seu territori: reflexions sense resposta”. In: Jordi
L6pEz and Oscar MARTIN (ed.). Actes del Congrés..., op.
cit., pp. 541-567; Moisés Diaz, Montse GARCIA, Josep M.
Macias and César A. Pociva. “Elementos arqui-
tectonicos del area termal publica del puerto de Tarra-
co”. In: Sebastian F. RaAMALLO (ed.). La decoracion arqui-
tectonica..., op. cit., pp. 447-449; Josep M. MACIAS et al.
PAT, op. cit., p. 223 for the references baths and p. 102,
no. 355 for the baths on Carrer Apodaca.

SUETONIUS, Augustus 81; Enrique GozALBEs. “Los baios
y la curacion de Octavio Augusto en Tarraco”. In: Ter-
malismo antiguo. I Congreso Peninsular (La Rioja 1996).
Madrid 1997, pp. 241-246.

Maria ADSERIAS, César A. PociNa and Josep A. REMOLA.
“L’habitat suburba portuari de I'antiga Tarraco. Excava-
cions al sector afectat pel PERI 2 (Jaume I-Tabacalera)”.
In: Joaquin Ruiz pE ArRBULO (ed.). Tarraco 99..., op. cit.,
pp- 137-154; Josep A. REMOLA and Albert VILASECA.
“Intervencions arqueologiques al PERI-2, sector Taba-
calera, de Tarragona”. In: Tribuna d’Arqueologia 1997-
1998. Generalitat de Catalunya, Barcelona 2000, pp. 77-95;
César A. PociRa and Josep A. REMOLA. “Nuevas aporta-
ciones al conocimiento del puerto de Tarraco (Hispania
Tarraconensis)”. Saguntum, no. 33 (2001), pp. 85-96; Jo-
sep M. Macias et al. PAT, op. cit., pp. 221-222 for the ref-
erences to the port contained in the publication; Josep
Anton REMOLA. “El suburbi portuari de Tarraco”. In:
Jordi LopEZ and Oscar MARTIN (ed.). Actes del Congrés...,
op. cit., pp. 595-518. Cf. note 19 for the fountain.

The only important action in the upper part of the city
was the town square, where almost one-fourth of the

(56]

(57]

(58]

(59]

(60]

[61]

land was for the circus arena (PAT-238). The findings so
far include the decontextualised recovery of a set of ter-
racotta reliefs and antefixes decorated with characteristic
motifs from the Augustan era. Their quality enables us to
hypothetically associate them with the princeps’ resi-
dence in Tarraco (Jordi L6PEz and Lluis PiNoL. Terra-
cotes arquitectoniques romanes. Les troballes de la placa
de la Font (Tarragona). ICAC, Tarragona 2008, “Hic et
Nunc” series, 4); Jordi LOPEZ, Lluis PINoL and Victor
REVILLA. “La produccion tarraconense de lastras Cam-
pana”. In: Jordi LoPEZ and Oscar MARTIN (ed.) Actes del
Congreés..., op. cit., pp. 637-670.

Rocio AYERBE, Teresa BARRIENTOS and Félix PALMA
(ed.). El foro de Augusta Emérita. Génesis y evolucion de
sus recintos monumentales. Mérida 2009, “Anejos de Ar-
chivo Esparfiol de Arqueologia” collection, LIII; Desider-
io VAQUERIZO and Juan F. MuriLrLo. “Ciudad y suburbia
en Corduba. Una visién diacrénica (siglos 11 a.C. - vIiI
d.C.)”. In: Desiderio VAQUERIzO (ed.). Las dreas subur-
banas..., op. cit., pp. 455-522.

Géza ALFOLDY. “In omnes provincias exemplum: His-
panien und das Imperium Romanum”, Hispania Terra
Omnibus Felicior (Cividale 2001). Pisa 2002, pp. 183-
199; Duncan Fisawick. “The Temple of Augustus at
Tarraco”. Latomus, no. 58 (1999), pp. 121-138; Duncan
FisHwiICK. Precinct, Temple..., op. cit.; Isabel RODA.
“Documentos e imagenes de culto imperial en la Tarra-
conense septentrional”. In: Trinidad NoGALEs and Ju-
lidn GoNzALEZ (ed.). Culto Imperial: politica y poder
(Mérida 2006). Rome 2007, pp. 743-748; Isabel RODA.
“Espacios de representacion en los foros de Hispania”.
In: José Miguel NOGUERA (ed.). Fora Hispaniae..., op.
cit., pp. 69-87.

Andrew BURNETT et al. Roman Provincial Coinage..., op.
cit., pp. 104-105, no. 219, 222, 224 and 226; Pascal Ca-
pUSs. “Sesterce de l'atelier...”, op. cit., p. 90, no. 3.5.

The most important archaeological and museological re-
sults of the actions performed under the central nave of
the cathedral of Tarragona between 2007 and 2011 are
compiled in: Josep M. MAcCIAsS, Joan J. MENCHON, An-
dreu MuRoz and Imma TEIXELL. “La construccion del
recinto imperial de Tarraco (provincia Hispania Citeri-
or)”. In: Jordi Lé6pEZ and Oscar MARTIN (ed.). Actes del
Congrés..., op. cit., pp. 423-479; Josep M. MAc1AS, An-
dreu MuRoz, Antonio PENA, Miriam RAMON and Imma
TEIXELL. Praesidivm, Templvm et Ecclesia. Les interven-
cions arqueologiques a la Catedral de Tarragona (2010-
2011). Memoria d’una exposicié temporal. Tarragona,
2012. Regarding the costs of crafting the marble materi-
als, see Ricardo MAR and Patrizio PENSABENE. “Finan-
ciacion de...”, op. cit., pp. 345-413.

Josep M. Macias et al. “La construccion del recinto...”,
op. cit.; Josep M. PUCHE, Josep M. MAci1as and Ignazio
F1z. “Projeccions urbanistiques”. In: Josep M. MACIAS et
al., PAT..., op. cit., pp. 40-46.

Josep M. MAc1as etal. PAT, op. cit., p. 222 for the numer-
ous references contained in the book on the square and



Tarraco, the first capital

Cart. Hist. REV. 8,2015 27

[62]

[63]

[64]

[65]

[66]
(67]

(68]

[69]
(70]
(71]

(72]

space of worship of the concilium; Joaquin Ruiz DE ARB-
ULO et al. “Etapas y elementos...”, op. cit., pp. 142-143.
Géza ALFOLDY. “Drei stidtische Eliten im romischen
Hispanien”. Gerion, no. 2 (1984), pp. 193-238.

Xavier DUPRE. L’arc roma de Bera (Hispania Citerior).
Roma 1994, “Monografias de la EEHAR” collection, 20;
Géza ALFOLDY. “Der romische Bogen iiber der Via Au-
gusta bei Tarraco (Arc de Bera) und seine Inschrift”.
Klio, no. 78 (1996), pp. 158-170. CIL 112/14, 2332; Diana
GoRrosTIDI, Ager Tarraconensis 3. Les inscripcions ro-
manes, Tarrgona 2010. “Documenta” series, 16, p. 63; Is-
abel RopA, “Lucius Licinius Sura, hispanus”. In: Ioan
P1so and Rada VARGa (ed.), Trajan... op. cit., pp. 21-35.
Géza ALFOLDY. Flamines Provinciae Hispaniae Citerior-
is. Madrid 1973, “Anejos de Archivo Espafiol de Arque-
ologia” collection, 6; CIL I1*/14, 1109-1199. Isabel RODA.
“La promocion de las elites en las ciudades del conventus
Tarraconensis”. In: Francisco Javier NAVARRO (ed.). Plu-
ralidad e integracion en el mundo romano. Pamplona
2010, pp. 178-179.

Géza ALFOLDY. Flamines..., op cit., pp. 94-97; CIL 11%/14,
1176-1186.

Cf. notes 46 and 47.

The forum-theatre route has been skilfully reconstructed
in works like Bilbilis (Calatayud); see Manuel MARTIN-
Bueno. “El Culto Imperial en el Valle del Ebro”. In: Trin-
idad NoGaLEs and Julidn GONZALEZ (ed.). Culto Imperi-
al..., op. cit., pp. 731-734. See a more general overview in
Pierre Gros, “Théatre et culte imperial en Gaule Nar-
bonnaise et dans la Péninsule Ibérique”. In: Walter
TriLLMICH and Paul ZANKER (ed.), Stadtbild und Ideolo-
gie..., op. cit., pp. 381-390.

Rosa CoMEs and Isabel RoDA (ed.). Scripta manent. La
memoria escrita dels romans. Exhibition catalogue.
MAC, Barcelona 2002, p. 241; Isabel RoDA. “Documen-
tos e imagenes de culto imperial en la Tarraconense sep-
tentrional”. In: Trinidad NoGALES and Julidn GONZALEZ
(ed.). Culto Imperial..., op. cit., pp. 745-748; Isabel RODA.
“Espacios de representacion en los foros de Hispania”.
In: José Miguel NOGUERA (ed.). Fora Hispaniae..., op.
cit., pp. 69-87; CIL 11%/14, 1226.

Cf. note 51.

Cf. note 50.

CIL I1%/14, 851; Carmen CAsTILLO. “Un trienio de epi-
grafia latina en Hispania: logros y perspectivas”. In: Uni-
dad y pluralidad en el mundo antiguo. Actas del VI Con-
greso Espariol de Estudios Cldsicos (Sevilla 1981). Vol. 1.
Madrid 1983, pp. 101-124; Rosa CoMEs and Isabel RoDA
(ed.). Scripta manent..., op. cit., p. 228, no. 66.

Later the emperor Hadrian restored the aedes Augusti
(Spartianus, Hadrianus, 12, 3). After that, Septimius
Severus wrote that he dreamed that “primo sibi dici, ut
templum Tarraconense Augusti, quod iam labebatur, res-
titueret” (Spartianus, Septimius Severus, 3, 4-5).

Géza ALFOLDY. “Desde el nacimiento hasta el apogeo de la
cultura epigrafica de Tarraco”. In: Actas del I Congreso In-
ternacional de Historia Antigua. La Peninsula Ibérica hace

(74]

(75]

(76]

(771
(78]

(79]

(80]

(81]

(82]

(83]

2000 afios. Valladolid 2002, pp. 61-74; Géza ALFOLDY.
“Sociedad y epigrafia en Tarraco”. In: Sabine ARMANT,
Bénédicte HURLET-MARTINEAU and Armin StiLow (ed.).
Epigrafia y sociedad en Hispania durante el Alto Imperio.
Alcald de Henares 2004, pp. 159-176, “Acta Antiqua Com-
plutensia” collection, IV; Eva M. KoppEL and Isabel RODA.
“Escultura decorativa...”, op. cit., pp. 141-147.

Joaquin L. GOMEZ-PANTOJA. Hispania romana..., op. cit.,
pp. 447-449.

Géza ALFOLDY. Fasti Hispanienses, op. cit., p. 16. Isabel
RoDA, “La Tarragona de mitjan segle 1 dC”. In: Josep M.
GAVALDA, Andreu MuNoz and Armand Puic (eds.),
Pau, Fructuds i el cristianisme primitiu a Tarragona (se-
gles 1-v1r), Tarragona 2010, pp. 93-95.

CIL I1%/14, 992; Patrick LE Roux, L’armée romaine..., op.
cit., p. 151.

Eugene Cizek. Néron. Paris 1982, pp. 396-400.

Eugene Cizek. Néron, op. cit., pp. 393-395; Antonio
Garcia Yy BELLIDO. “Nacimiento de...”, op. cit., pp. 305-
318; Juan J. PaLao. Legio VII Gemina..., op. cit., pp. 51-
52; Jacques SANCERY. Galba ou armée face au pouvoir.
Les Belles Lettres, Paris 1983, pp. 47-56.

Cf. Joaquin L. GOMEZ-PANTOJA. Hispania romana..., op.
cit., pp. 447-449; Antonio GARrcia y BELLIDO.
“Nacimiento de...”, op. cit., pp. 318-321; Juan J. PALAO.
Legio VII Gemina..., op. cit., p. 51.

Antonio GARcia Y BELLIDO. “Nacimiento de...”, op. cit.,
pp- 325-328, attributes some of them to Tarraco. In turn,
in Carol HUMPHREY, Vivian SUTHERLAND and Robert
Andrew Glendinning CArsoN. The Roman Imperial
Coinage 1.2. London 1984, pp. 217-219 and 232-236,
when examining the issue of Galba’s coins, they always
leave the question of whether the mint was actually in
Tarraco, as questioned by H. Mattingly in BMC I. We
hope that the thesis on coins in Tarraco currently being
written by I. Teixell will shed further light on this issue
and help us to reach more definitive conclusions.

Fred S. KLEINER. “The Arch of Galba at Tarragona and
Dynastic Portraiture on Roman Arches”. Madrider Mit-
teilungen, no. 30 (1989), pp. 239-252. See, too, Xavier
DupRrE. “Los arcos honorificos...”, op. cit., pp. 185-187.
Josep M. MAci1as. “La ciudad arqueoldgica en el area cata-
lana ante la irrupcion del Islam”. Zona Arqueoldgica, no.
15 (2011), pp. 103-117; Josep M. MAcIAs. “La medievali-
zacion de la ciudad romana”. In: Josep M. MAcIAs and
Andreu MurNoz (ed.). Tarraco christiana ciuitas, ICAC,
Tarragona 2013, “Documenta” series, 24, pp. 123-147.
Josep M. MAc1as, Jaume MORERA, Oriol OLESTI and
Imma TEIXELL. “Crisi o invasié? Els francs i la destruccio
parcial de Tarraco al s. i1”. In: Jordi VipaL and Borja
ANTELA (ed.). Mas alla de la batalla. La violencia contra
la poblacién en el Mundo Antiguo. Pértico. Zaragoza
2013, pp. 193-214. For the report closest to the deeds, see
the chronicle by Eusebius, an early 4th century author
whose works we can still read through a translation by
Saint Jerome (Germanis Hispanias obtinentibus, Tarra-
con expugnata est, Breviarium, 8, 9, 2).



28  CAr. HisT. REV. 8,2015 Josep M. Macias and Isabel Roda

[84] Financing of a public facility by a notable when they land a suburbanas..., op. cit., pp. 309-334; Josep M. Mac1as and
job which bears the name of the donor with the inscription Andreu MuRroz (ed.). Tarraco christiana ciuitas, op. cit.,
“De sua pecunia fecit”. CILI1%/14, 921. Géza ALFOLDY. Las pp- 191-197.
inscripciones monumentales del Anfiteatro de Tarraco. [87] Which mentions the existence of a church and a secre-
RSAT. “Tarraco Archaeologica” series, 2. Tarragona 2012. tarium, in addition to a meeting hall with some sessions
[85] Judit CIURANA, Josep M. MAcias, Andreu MuRNoz, open to the public; they also mention the first monastic
Imma TEIXELL and Josep M. TOLDRA. Amphitheatrum, practices near the city. Josep AMENGUAL. “Vestigis
Memoria Martyrum et Ecclesiae. Les intervencions arque- d’edilicia a les cartes de Consenci i Sever”. In: III Reunio
ologiques a UAmfiteatre de Tarragona (2009-2012). d’Arqueologia Cristiana Hispanica (Mad 1988). Barcelo-
ICAC, Tarragona 2013. Taller Escola d’Arqueologia de na 1992, pp. 489-499.
Tarragona. L'amfiteatre roma de Tarragona, la basilica [88] Josep M. MAcias et al. “La construccion del recinto...”,
visigotica i l'eglésia romanica. “Memories d’excavacio” op. cit.; Josep M. Macias, Andreu MuRNoz and Imma
series, 3. Tarragona 1990. TEIXELL. “Arqueologia a la nau central de la Catedral de
[86] Jordi LOpEZ. Les basiliques paleocristianes del suburbi oc- Tarragona”. In: Tribuna d’Arqueologia 2010-2011. Gen-
cidental de Tarraco. El temple septentrional i el complex eralitat de Catalunya, Barcelona 2012, pp. 151-173.
martirial de Sant Fructuds, “Documenta” series, 4, [89] Theodor HauscHILD. “Algunas observaciones sobre la
ICAC, Tarragona 2006. Judit CIurRANA and Josep M. construccidn de la sala-aula situada detrds de la Catedral
Macias. “La ciudad extensa: usos y paisajes suburbanos de Tarragona”. In: Jordi LoPEZ and Oscar MARTIN (ed).
de Tarraco”. In: Desiderio VAQUERIZO (ed.). Las dreas Actes del Congrés...., op. cit., pp. 313-344.
BIOGRAPHICAL NOTES

Josep Maria Macias holds a PhD in Geography and History from the Universitat de Barcelona (1999). His scholarly research has fo-
cused on the territory and city of Tarragona from the classical period until the early Middle Ages, with studies centring on urban plan-
ning and architecture and ceramics, and the development of multimedia contents to document and disseminate the historical herit-
age. He has extensive experience in the field through private activity (1993-2002) and, since 2003 he has been a researcher at the
Institut Catala d’Arqueologia Classica and the coordinator of the Tarraco programme. He teaches in the Master’s in Archaeology
(URV/UAB/ICAC) and in programmes in other disciplines (ETSA/URV and INSAF/FTC).

Isabel Roda holds a Bachelor’s in Ancient History from the Universitat de Barcelona (1970) and a PhD in Ancient History from the
Universitat Autobnoma de Barcelona (1974). She has served as the conservator of the Museu d’Historia de Barcelona (1976) and is cur-
rent on leave from her post as Chair in Archaeology at the Universitat Autonoma de Barcelona, where she has been since 1993, and as
visiting professor at Harvard University (2004). She was the director of the Institut Catala d’Arqueologia Classica from 2007 to 2012.
She is the author of more than 200 studies published as articles, lectures and books.



CATALAN HISTORICAL REVIEW, 8: 29-44 (2015) “DESTVDIS %

Institut d’Estudis Catalans, Barcelona >

DOI: 10.2436/20.1000.01.106 - ISSN: 2013-407X E

http://revistes.iec.cat/chr/ 2
“MCMVIT*

Gothic painting in the Catalan-speaking lands between
the 14th and 15th centuries

Rosa Alcoy*
Universitat de Barcelona

Received 3 February 2014 - Accepted 20 April 2014

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-

* Contact address: Rosa Alcoy. Universitat de Barcelona, Faculty of Geog-
raphy and History. Carrer Montalegre, 6. 08001-Barcelona.
E-mail: rosaalcoy@ub.edu

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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ABSTRACT

This article is a synthesis of a phenomenon - banditry in Catalonia — which peaked in the century and a half between approximately
1500 and 1630. In this article, by ‘banditry’ we mean the kind waged by both the upper classes and nobility and the lower classes. With
forerunners in the late Middle Ages, banditry is ultimately part of a history of social transversality in all sectors, which seriously hin-
dered its official repression — from the Crown to the Diputacié del General (General Deputation) - because bandits had infiltrated all
the institutions, including the Reial Audiéncia (Appellate Court). This article then describes the most vivid periods of banditry, its

leading personalities or groups, including the nyerros and cadells, and the savage violence that it generated far and wide. Nonetheless,

a minimal comparison with broad swaths of the Mediterranean reveals that banditry is not unique to the history of Catalonia.

KEYWORDS: nyerros, cadells, viceroys, Courts, General Deputation

INTRODUCTION: A HISTORICAL MEMORY LITTLE
KNOWN OVER THE CENTURIES

As a disciple of my master, Joan Regla, a true pioneer in
the serious study of Catalan banditry, I am pleased that
by asking me for this synthesis which should be clear and
intelligible to everyone, the Institut d’Estudis Catalans
has shown that it still recognises Joan Regla’s presence in
Catalonia, especially when much of his university in-
struction took place in Valencia owing to the displace-
ment of university teaching positions. For 14 years, 1959
to 1972, Joan Regla promoted research in Valencia but
stopped it in Catalonia by stopping his initial studies on
banditry. These studies later evolved and revealed a com-
plexity, yet also questions, that even further complicate
my attempt to summarise the topic. The only way I can
find to approach this article is to present it from a per-
spective in which the knowledge and interpretation keep
shifting over time, and one which is comparative. Ulti-
mately, despite Catalan banditry’s prime role in literary
and historical memory, it was not exactly a unique phe-
nomenon from the past, nor was it solely centred in the
16th and 17th centuries. Another topic is banditry’s peak
in Catalonia, the now-classic century of somewhat un-
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bridled violence between at least 1539 and 1633, as I shall
explain.

However, factions and banditry had already existed
since the 14th century; they are not as well known, but
they have been studied to some degree and are the clear
forerunners of the subsequent peak in the Modern Age.
Without entering the debate on the meaning of these two
words right now, there is a common denominator that
joins them: armed violence, either with groups through-
out the entire country or more locally in nuclei in villages
and cities. The most solid knowledge from the Middle
Ages primarily stresses the latter - urban factions -
through the banding together of groups that managed to
connect the different estates in society on one side and
other opposing factions, be they bourgeois, noble or cler-
gy, on the other. Therefore, as the Latin expression says,
“Amicus inimici inimicus est”: the enemy of my enemy is
my friend. Flocel Sabaté has studied this issue in the late
mediaeval world, not only in Catalonia, and stressed that
at that time this kind of behaviour, and even vendettas,
were “quite clear to the people then, and a major inherit-
ance was woven for the subsequent centuries”.!He was
primarily discussing the 16th and 17th centuries, although
since the last third of the 14th century the consequences of
the Bubonic Plague and the 1388 uprising of the peasant-
ry, either serfs or otherwise (those linked to the mals usos
or bad customs of the lords), had also led to violence in the
rural world among people that until then had been living
under the heavy yoke of the Catalan seigniorial realms.
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Having said all that, it should be noted that Catalan
banditry reached its peak during the first century and a
half of the Modern Age. What is more, it was quite fa-
mous even in Castilian Golden Age literature.? Famous
Catalan bandits included Antoni Roca, the factional lead-
er who was executed in 1546 and brought to the theatre
years later by Lope de Vega, along with Rocaguinarda,
whom Cervantes mentioned in Don Quixote. In turn, the
bandits were also mentioned in popular Catalan songs
back in their day.’ Later, in 1858, the 19th-century histo-
rian and novelist Victor Balaguer wrote the play Don Juan
de Serrallonga or Los bandoleros de las Guillerias, and the
bandits even appear in several verses by Joan Maragall
from 1900. These are just a handful of examples of the
popularity of Catalan banditry in the country’s folklore,
regardless of whether it is treated in a more or less ideal-
ised fashion, as in Maragall, or more critically. In reality,
the bellicosity of the Catalans during that period was re-
ported beyond the country’s borders in Europe, and even
the Enlightenment philosopher Voltaire said in the 18th
century that Catalonia’s “inhabitants are always warring,
and the mountain-dwellers are particularly ferocious”.*

We are aware of important names among the ranks of
Catalan bandits and their clashes with each other, which
were interpreted differently by 19th-century Catalan Ro-
manticism and during the Renaixenca depending on
whether they were nyerros or cadells, as I shall explain be-
low. Victor Balaguer described the nyerros as “liberals or
progressives”, at odds with the absolutism of the Haps-
burgs and the most immediate political forerunners of the
Catalan Revolt in 1640, while the cadells represented con-
servatism and sought to collaborate with the monarchy.
Antoni de Bofarull viewed the cadells as the defenders of
the cities, while he viewed the nyerros as more feudal
groups from the petty nobility, Benedictine monasteries
and other more reactionary nuclei.” In short, at the dawn
of the 20th century, the banditry that was so familiar to
historical memory that it stimulated an idealisation or
condemnation of its deeds was, in fact, a virtually un-
known historical phenomenon.

FACTIONS, BANDITRY AND BANDITS:
SIMILAR YET DIFFERENT CONCEPTS

Since then, a great deal of headway has been made in
studies on banditry, either in the diverse concep