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Abstract

Studies on much of the Catalan sculpture from the Romanesque period have naturally been closely associated with studies on the ar-
chitecture from the same period. The historiographic story presented here is organised through a series of relevant themes that we 
believe have marked the research, especially on architectural sculpture: the eleventh century and the start of sculptural decoration of 
churches in both stone and stucco; the knowledge we have about the materials used and reused and aspects of the workshops’ work 
processes; the historiographic creations by the supposed masters, in a scene without the names of artists; the iconographic programme 
in its context; and the reality of many sculptural sets which at a some point were pillaged or disassembled and are now dispersed and 
decontextualised. This article ends with a section on furniture.
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The interest in Romanesque art in Catalonia began in the 
last few decades of the nineteenth century, considerably 
later than in other European territories. However, within 
the same context as in the rest of Europe, knowledge of 
the mediaeval legacy was a part of studying the national 
past, and Romanesque art—especially architecture—was 
the subject of particular attention because it was consid-
ered a national art in Catalonia.1 Lluís Domènech i Mon-
taner, Josep Puig i Cadafalch and Josep Gudiol i Cunill 
are considered the early leaders, and were later joined by 
August Brutails for Roussillon, France.2 In these early 
studies, sculpture is primarily a subsection within archi-
tecture, and most analyses of buildings were from the 
construction standpoint. Only a few portals and cloisters 
began to be examined individually.3 This is understanda-
ble, not only given the architectural nature of much sculp-
ture but also because it was the era when the first exami-
nations and systematisations of buildings were getting 
underway.4

Later on, despite its architectural nature, sculpture 
from the eleventh to early thirteenth centuries became an 
independent section within the historiography of Ro-
manesque art. Puig i Cadafalch himself is the author of 
one of the first syntheses, which is joined by another by 
Marcel Durliat on sculpture in Roussillon.5 The historio-
graphic overview of Romanesque sculpture presented in 

this text is organised according to the topics that we be-
lieve are relevant for what we call architectural sculpture, 
with the addition of other sections devoted to stucco 
sculpture and furniture.6

Sculpture’s subordination to architecture is one of the 
factors that has conditioned and continues to condition 
our knowledge of it. Setting aside what we could consider 
more significant sculptural units, such as portals and 
cloisters,7 the other decorative features of buildings have 
perhaps received less attention.

Dating Romanesque sculpture has been—and is still—
one of the core issues, because just as with architecture, we 
seldom have information directly related to the building’s 
construction process. When we do, it is often important 
references, which nonetheless must be compared to other 
indicators, one of which may be the date of the sculpture 
decorating it. In the arguments based on architecture, the 
criteria on dating sculpture have fluctuated between a ten-
dency heavily conditioned by the formal study of the 
style—which has been very important since the earliest 
studies of sculpture—and a more recent comprehensive 
approach to the work in which the timeline is closely con-
nected to the interpretation of the iconographic pro-
gramme and its purpose, along with its formal analysis.8

In churches, the portals still conserved did not neces-
sarily have to have been made at the time the church was 
built; in some cases, they were added to an earlier build-
ing to replace a previous portal. Therefore, their dates and 
circumstances are not necessarily the same. This holds 
true for two of the most prominent portals in the Catalan 
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Romanesque, the one in Ripoll and the one in Sant Pere 
de Rodes.

The study of sculpture has been conditioned by the cir-
cumstances that also affect much of Romanesque art re-
lated to the changes in buildings and reconstructions in 
later periods, along with the pillaging and sale of the works 
after their value came to be recognised in around 1900. 
The dismemberment and dispersion of portals and clois-
ters is particularly dire in monasteries like Sant Serni de 
Tavèrnoles, Sant Miquel de Cuixà (known as Saint-Michel 
de Cuxa in France) and Sant Pere de Rodes; cathedrals like 
the ones in Vic and Barcelona; and other important build-
ings like Santa Maria in Besalú. They are only some of the 
most significant examples, which are characterised by the 
dispersal of the fragments, often with major losses that 
hamper detailed knowledge of what they may have origi-
nally been like. Texts from the Modern Age, travellers’ de-
scriptions, drawings and old photographs are invaluable 
documents that help us learn about works which have suf-
fered from losses or have been disassembled.9

The beginnings of Romanesque sculpture

Sculpture from the eleventh century is manifested in 
structural elements of certain churches, like capitals and 
imposts, early façade decorations with lintels and door 
and window frames, and liturgical furniture.10 Our 
knowledge of the sculpted elements in churches’ support 
structures from the first half of the century, which were 
no longer reused capitals as they had been earlier, is con-
ditioned by the fact that not only are they only found in a 
handful of buildings but also has been tinged by Puig i 
Cadafalch’s definition of the early Romanesque, a per-
spective that was heavily based on morphological features 
and especially on the purported absence of both sculpture 
and the use of columns.11 Félix Hernández initially con-
sidered Corinthian capitals with smooth leaves or ribbed 
decoration, using a different canon than late-antique cap-
itals, to be examples of the caliphal type,12 and then sud-
denly, when they dated from the tenth century, they were 
considered pre-Romanesque.13 These are the capitals we 
find in the three centres overseen by Abbot Oliba (the ba-
silica of Ripoll, the crypt in the cathedral of Vic and Sant 
Miquel de Cuixà), as well as in Cornellà de Llobregat and 
Sant Benet de Bages.14

In a timeframe parallel to the works undertaken by Oli-
ba, the church of Sant Pere de Rodes was built and deco-
rated with quite different capitals and imposts whose char-
acteristics did not fit within Puig i Cadafalch’s definition 
of the early Romanesque, resulting in a wide range of pro-
posed dates. With the date of the consecration in 1022 and 
the monastery’s status as a reference centre, the sculptures 
in Rodes dates from the second quarter of the eleventh 
century and qualify and complete an architecture that is 
committed to the ancient legacy: the presence of a double 
order in the nave over pillars made with large ashlars and 

strategically placed Corinthian capitals that imitate classi-
cal capitals (Fig.1). The remaining capitals and cymatia 
have interlacing and plant motifs, following a widespread 
tendency in the Frankish world throughout the eleventh 
century.15 Examples from eleventh century drawing from 
the prestige of Rome have also been found in Girona, in 
fragments of cornices and imposts which are in the cathe-
dral’s lapidary deposit and in the imposts which are con-
served in the church in Sant Daniel monastery.16

While the consecration of Sant Pere de Rodes is an im-
portant time referent for church sculpture as a terminus 
post quem, the date contained in the inscription on the 
lintel of Sant Genís de Fontanes, which states that it was 
made in 1019-1020, has helped to sequence the early ex-
amples of sculpture, or the ‘first attempts’, as Durliat calls 
them, to decorate façades in Roussillon.17 The facture of 
these marble features should be associated with the hand-
iwork of the Pyrenean workshops specialised in liturgical 
furniture. In addition to the lintel and decorative ele-
ments on the frame of the second door, with its lintel and 
the doorposts, Sant Andreu de Sureda church (Saint-An-
dré-de-Sorède in French) conserves two pieces of furni-
ture which were also carved of marble and are contempo-
rary with the features on the façade: the altar and a basin. 

Figure. 1. Church in Sant Pere de Rodes, second quarter of the 
eleventh century. 
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The decorative features and repertoire of the lintels which 
are common in these pieces, as well as the fact that they 
were later moved to façades and doors that were reformed 
in the twelfth century, have sparked doubt as to their orig-
inal purpose and raised the possibility they were altar-
pieces associated with the altar which were later reused 
for architectural purposes.18 The iconography reveals a 
somewhat complex programme and the availability of 
models from the Carolingian tradition.19 In Sant Pere de 
Rodes, the decoration conserved on the window is joined 
by what was probably a door with sculptural reliefs simi-
lar to the ones on the window in Sureda, based on a frag-
ment identified.20 

The continuity of this type of sculpture made with bev-
elled carvings with plant and interlacing motifs and deco-
rating architectural features like capitals—including Co-
rinthian ones—and cymatia and imposts is found 
throughout the entire eleventh century in churches which 
are not only located strictly in the Pyrenean region, in-
cluding the crypt and church of Sant Pere d’Àger, the ca-
thedral of Barcelona and the church of Sant Pere de les 
Puelles monastery, among others. 21

In addition to architectural sculpture and furniture, 
there is also important evidence of stuccoed sculptural 
decoration from the eleventh century, although deter-
mining its dissemination has been severely limited by the 
fragility of the material and the works conserved, which 
are often quite fragmentary.22 The exhibition and confer-
ence on stucco in mediaeval art held in Poitiers in 2004 
revealed how the eastern Pyrenees are one of the geo-
graphic areas of interest for stucco sculpture in Europe.23 
Stucco was a material used as a system of architectural 
decoration applied on walls much more than the scant re-
mains might evidence, following a tradition that dates 
back to late antiquity. Its importance in the early Middle 
Ages in general and in Andalusian art in particular, as ex-
emplified by extraordinarily rich examples such as the Is-
lamic fragments from Castell Formós in Balaguer, must 
have contributed to its continued use as a wall decoration 
system in works from the eleventh (Sant Serni de 
Tavèrnoles) and twelfth centuries (Sant Joan de Ca-
selles).24

The materials and working methods

The lack of documentary information on the procedures 
and organisation of the work of the artisans and work-
shops in the Romanesque period is partly offset by infor-
mation on the provenance of the materials and everything 
this entails: reasons for the choice, the way of working, 
the place of work, etc. The quarries, some of which had 
been in operation since the ancient world, provided the 
raw materials for the works made in either a closer or 
more extensive geographic region.25 One example is the 
quarry on Montjuïc (Barcelona), the quarries by the same 
name near Girona and the marble quarries in the Pyre-

nees, the source of the material used to make different sets 
of sculpture in Roussillon.26

The planning of the work, from the removal of the 
stones to the final finishes; the materials’ suitability ac-
cording to the type of work, if there were choices between 
different types of stone; and the degree of detail of the re-
lief as permitted by the material are all issues that have 
been incorporated into the history of Catalan Roman-
esque sculpture.

The workshops in Girona that specialised in carving 
prefabricated materials using nummulitic calcareous 
stone, primarily for cloisters, and then exported them 
probably started in the last quarter of the twelfth century. 
Proof of this are the columns in the cloister in Sant Cu-
gat,27 along with the columns conserved in the cloister of 
Sant Pere de Rodes.28

The provenance of the different types of marble used in 
the sculpture in Roussillon is known. The possibility had 
been posited that the workshops primarily worked in the 
quarry and then transported the partly carved or almost 
finished pieces to the destination. Some problems regard-
ing their fit, such as the pulpit in Serrabona, had led to 
this assumption. In the case of the cloister of Cuixà, how-
ever, a painstaking study of the capitals have led this pos-
sibility to be rejected.29

Another facet related to materials and working proce-
dures is the reuse of ancient marble or indeed entire an-
cient pieces, a practice that is well known in both monu-
mental sculpture and liturgical furniture (baptismal fonts, 
altars, etc.). The provenance of these marble pieces and 
their original materials is one of the issues still being de-
bated; the other question, when exactly they were reused, 
becomes clearer when the pieces have been found re-
carved.30

The masters, workshops and promotors

Our knowledge of individual Romanesque artists is quite 
limited; in fact, we only know of one sculptor, Arnau 
Cadell, who made a self-portrait and signed his work in 
the cloister of Sant Cugat (Fig. 2) after working on the 
cloister of the cathedral of Girona.31 Years later he also 
made his last will and testament in Girona.32 Additional-
ly, based on two inscriptions on funerary slabs in Roussil-
lon, an artist named Raymond de Bianya or R. de Bia has 
also been identified; an extensive catalogue that includes 
the magnificent sculptures in Sant Joan Vell (Saint-Jean 
in French) in Perpignan and even some capitals in the 
chancel in La Seu Vella cathedral of Lleida have been at-
tributed to this sculptor or workshop.33

Given the almost total absence of artisans’ names, since 
the mid-twentieth century the historiographic creation of 
the figures of mestres (masters) has enabled Romanesque 
sculpture and painting scenarios to be organised, espe-
cially in Spain, including Catalan art.34 Thus, there are 
masters who have been attributed works with similar for-
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mal features. These names and corresponding catalogues 
have gradually taken shape with the inclusion of works or 
further details. In Catalan Romanesque sculpture, the 
clearest example is the one called the Mestre de Cabesta-
ny.35 This name, borrowed from the tympanum in Santa 
Maria (Sainte-Marie in French) of Cabestany church in 
Roussillon (Fig. 3), serves as an aegis for an important set 
of works on both sides of the eastern Pyrenees with mar-
ble as the primary material, a clear predilection for an-
cient tastes and models local to this artistic region, and 
with clear hallmarks that make them unmistakable.36 This 
artistic current occasionally extended into Navarra and 
even Tuscany, and some of its earliest works with sculp-
tural elements are found in the city of Girona.37 It has 

been the subject of study from the perspective of which 
artistic models and centres may have had the most influ-
ence in the development of the style.38 However, what 
iconography and available models were used in some of 
the most prominent works are questions that have not yet 
been exhaustively answered and may provide new infor-
mation about this set of sculptures.

Without actually defining individuals, currents or 
groupings of sculptural sets have been created based on 
evidence that the works at least share the same models in 
both their ornamental systems and their figuration. The 
application of a geographic criterion is ideal in the case of 
twelfth-century sculpture from Roussillon;39 this spans 
from after 1130, with the cloister and tribune in Cuixà, to 

 

Figure. 2. Cloister in Sant Cugat del Vallès, 
self-portrait and signature of the sculptor 
Arnau Cadell. 

 

Figure 3. Tympanum from Santa Maria de 
Cabestany church, which lent its name to the 
Mestre de Cabestany.
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the last quarter of the century, with the work of the church 
gallery in the cloister of the cathedral of Elne. The sculp-
tural works on the northern slopes of the eastern Pyrenees 
were made by workshops that shared the same models, 
many of them from Toulouse, which may have overseen 
more than one of the works still conserved.

The sculpture models of Roussillon were more or less 
widespread in the southern part of the Pyrenees.40 The 
models from Roussillon can be clearly detected, some-
times with quite similar features, in areas like Camprodon 
and its environs, Besalú, Girona and its environs, Ripoll 
and Vic, Sant Pere de Rodes, La Seu d’Urgell and others, 
while other times they are adapted and modulated to fit 
the new commissions. How did these models spread? One 
way must have been through the sculptors from Roussil-
lon themselves, who worked in some of these southern 
towns. The heavy impact of sculpture from Roussillon 
can also be detected in the fact that the Catalan Roman-
esque cloisters the most directly associated with this cur-
rent have no historicised biblical depictions on the capi-
tals, like those in Cuixà and Elne.

The indisputable coincidences between the sculpture 
in Ripoll, especially the Romanesque gallery of the clois-
ter,41 and that of the disassembled elements of the portal 
of the cathedral of Vic, as well as their spread both locally 
and internationally,42 as in the Romanesque gallery in the 
cloister of Elne,43 pose questions on how the models and 
artisans circulated in a relatively small territory where we 
can imagine networks with more than one- or two-way 
connections.

In La Seu d’Urgell, for example, the material used, 
granite, means that the details and finishes of the relief do 
not have the same delicacy that limestone or especially 
marble would allow. The workshop of sculptors who 
made the capitals on the portals and the cloister of the 
new cathedral44 must have also been in charge of impor-
tant works in the nearby monastery of Sant Serni de Tav-
ernoles and witnessed their dissemination within their 
sphere of influence in the church of the Gerri de la Sal 
monastery and in Santa Maria de Covet.45

Other times, the connections among works are attrib-
uted to the travelling bands of builders and sculptors 
whose presence can be perceived in both architecture and 
sculpture, such as in Sant Miquel de Camarasa and Sant 
Martí Sarroca churches, which have capitals that are very 
similar to those in the cloister of Sant Benet de Bages.46

The centres in Toulouse, from Saint-Sernin to La Dau-
rade, played a prominent role in southern and especially 
Catalan sculpture.47 The sculpture from Roussillon was 
fed by the models from Toulouse but was temporally al-
most three or four decades later. This delay compared to 
the artistic activity in Toulouse apparently characterised 
Catalan sculpture until well into the thirteenth century, 
although we should view it as the use and adaptation of 
widespread repertoires. One example is the sculpture in 
Lleida’s Seu Vella cathedral and its spread locally until al-
most 1300.48

The contacts with Toulouse were very close in the case 
of the sculpture in the cloisters of the cathedral of Girona 
and the monastery in Sant Cugat del Vallès,49 along with 
at least part of Sant Pere de Rodes.50 This entailed a major 
shift in cloister design in that depictions of biblical stories 
were added, which often occupy the southern gallery in 
particular; furthermore, the use of the repertoires from 
Toulouse is also quite extensive.51

In recent decades, studies focused almost solely on the 
masters or workshops, those travelling artisans who 
worked on assignments in different locations, which 
largely helps explain the dissemination of repertoires and 
formal similarities, have been joined by considerations of 
the promoters and ideologues behind the work. The goal 
is to try to understand the sets of sculpture within their 
context—just like paintings—as the outcome of a project 
that followed specific guidelines that the design had to 
meet. Formal and stylistic issues became further factors 
alongside the iconographic programme and models, the 
functions and the topography of the images.

Images, stories, contexts

Along with more formalist approaches, studies of iconog-
raphy have also played a prominent role in mediaeval art. 
In Catalan Romanesque sculpture, this includes both 
transversal research on a topic which clearly is not neces-
sarily limited solely to sculpture or Catalan sculpture,52 as 
well as monographs devoted to specific works. Also worth 
noting are iconographic case studies, whose contribu-
tions often go beyond the work which they examine.53

We shall focus on portals and cloisters, where the lit-
urgy and the setting of these sculptural works, along with 
the surrounding spaces and their uses, are topics that 
have been added to iconographic studies and enriched 
our knowledge of the objectives and intentions behind a 
certain programme of images. Among sculpted portals, 
those of the monastic churches in Ripoll and Sant Pere de 
Rodes stand out for their richness, while the one in Rodes 
can only be partly evaluated because of the pillaging and 
dispersion of the different elements and reliefs that com-
prised it.54 Depending on the case, both of them open to 
or are open to the galilee, a space whose purpose includes 
serving as a burial site for the counts’ families,55 and their 
respective iconographic programmes must have also been 
designed with this in mind.

The portal in Ripoll is one of the most complex ones, if 
not the most complex one, in Catalan Romanesque sculp-
ture.56 The examinations and interpretations of its rich 
iconographic programme have been heavily conditioned 
by the degradation of the surface of the relief, which has 
led to the disappearance of many of the abundant inscrip-
tions that it used to bear.57 Comprehensive studies of the 
portal, from the standpoint of its conservation and resto-
ration as well, recently reached a milestone in the Con-
gress held in 2013.58 Studies on the models59 have come 
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parallel to those on the different interpretations of the 
portal, many of them complementary.60

In cloisters, the use of columns to support the arcades 
of the galleries and their corresponding capitals, which 
became widespread at a later date in the Catalan count-
ships, after around 1130, are one of the innovations of the 
Romanesque. The introduction of sculpture in the capi-
tals and pillars of the arcade signalled a radical change in 
both the building process, because of the necessary in-
volvement and presence of sculptors in the workshop, 
who on occasion also served as master builders, and be-
cause of the enrichment and monumental transformation 
of this central space in monasteries, canonical churches 
and cathedrals. Few cloisters from the eleventh century 
have been conserved because they were gradually re-
placed in the twelfth century,61 but the buildings that de-
limit the spaces where the cloisters were built and later the 
new galleries with arcades on columns and capitals often 
date from the eleventh century. This explains why only 
one gallery was built in the cathedral of Elne and the mon-
astery of Ripoll in the twelfth century, the one next to the 
church, while the others are Gothic. It is not that the Ro-
manesque cloister is unfinished; instead, it is likely that 
there was already a previous one which was updated in 
successive campaigns. Therefore, we should stress the 
prospect that the Romanesque sculptural work in the 
church gallery coexisted first with the galleries of the pre-
ceding cloister and later with those made in the immedi-
ately ensuing centuries, which often showed attempts to 
harmonise with the Romanesque work.62

Iconographic studies of the sculpture in cloisters have 
gone from an approach focused on the themes represent-
ed on the capitals, with scant or secondary attention to the 
setting, to bearing in mind the specificities of the space in 
relation to its uses and users. Thus, the images and stories 
are also being analysed bearing in mind the place they oc-
cupy, their relationship with the space, the nearby doors 
or rooms and their association with the liturgy.63

The sculpture on the capitals and the reliefs on the pil-
lars in the cloisters cannot be perceived immediately. They 
reveal themselves to the visitor’s eyes, or—more impor-
tantly—to the users of these spaces, as one wends one’s 
way through the galleries. It is impossible to have a com-
plete view of the images, the way one can on a portal, no 
matter how wide and complex it is; in a cloister, they reveal 
themselves over time along the route taken. What is more, 
the view of the capitals also depends on one’s vantage 
point, whether it is from inside or outside the gallery. The 
sculptures in cloisters seldom have a single iconographic 
programme, and they are always physically fragmented. 
One must determine the routes taken, from what rooms to 
others, which scenes or stories were laid out in front of a 
given point in the cloister or a portal leading to a given 
space, possible relations between some scenes and the lit-
urgy, etc.64 Primarily the cloisters in the cathedral of Gi-
rona, the monastery of Sant Cugat65 and the cathedral of 
Tarragona have been studied from this perspective.66

Disassembled works, dispersed fragments

Numerous Romanesque complexes with sculptural deco-
ration have only survived partially either because at some 
point they were repaired, disassembled or pillaged, or be-
cause the architecture which they were part of has been 
torn down. Most of the decontextualised sculptural frag-
ments conserved in a more or less dispersed fashion re-
flect one of these situations, whose specific realities have 
been outlined in successive studies. The processes of dis-
entailment of assets and the consequent abandonment of 
canonical churches and monasteries, first in Roussillon 
with the French Revolution and later south of the Pyre-
nees after 1835, proved decisive in the subsequent fate of 
many complexes.

The sculptural reliefs of the monastery of Sant Pere de 
Rodes had been pillaged since the early nineteenth centu-
ry, coupled with the sacking of the monastery in the sev-
enteenth and eighteenth centuries and its temporary 
abandonment, which became definitive at the end of the 
eighteenth century. At the very least, the cloister and 
church portal suffered from the consequences, and very 
few sculpted fragments remain there.67 The portal, one of 
the best works by the group of the Mestre de Cabestany, 
was completely disassembled and the fragments suffered 
from major damages and losses. The attempts to recom-
pose it highlight the absences and the dearth of informa-
tion on the structure of the portal.68 With regard to the 
cloister, the capitals, columns and bases were disassem-
bled and are scattered among different museums and col-
lections. In this case, too, it is impossible to ascertain the 
original location of the different elements.69 The diverse 
range of capitals conserved, even in terms of their sizes, 
leads us to believe that some of them must have come 
from somewhere else in the monastery, such as the other 
portal that the church must have had on the southern arm 
of the transept.

In Roussillon, Géraldine Mallet’s studies have focused 
on the processes and causes of the disassembly of clois-
ters, like those in Sant Miquel de Cuixà, Sant Andreu de 
Sureda, Sant Martí del Canigó (Saint-Martin-du-Canig-
ou in French) and Santa Maria d’Espirà de l’Agly (Sainte-
Marie d’Espira-de-l’Agly in French), just to cite the Ro-
manesque ones; they include the degradation caused by 
their decline or abandonment in some cases, or by the 
consequences of the post-revolutionary secularisation in 
others. The inventory of the dispersed fragments; the 
different projects to assemble the works at the Cloisters 
Museum, in Cuixà or in Canigó; and the contribution of 
hypotheses on what these cloisters must have been like 
complete an updated view of their fate in northern Cata-
lonia.70 In the case of Cuixà, we have to add the issue of 
the tribune, which was disassembled in the modern era 
and part of the fragments exported to the United States, 
along with those of the Cloisters; in fact, some capitals 
mounted in the Cloisters may actually come from the 
tribune.71
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Other times, the actions and remodellings after the Ro-
manesque had similar practical consequences in terms of 
losses and dispersion. One example is the Romanesque 
cloister of Santa Maria de Solsona, which we know was 
disassembled and completely rebuilt in the eighteenth 
century. The sculptures recovered there (capitals, reliefs, 

large-format relief figures, columns, etc.) do not enable us 
to reconstruct their physiognomy, although they do show 
that it was a cloister with capitals, reliefs and large-format 
figures also in relief.72 One of the works conserved, the 
splendid image of the Virgin of the Cloister (Fig. 4), has 
prompted different hypotheses about its purpose.73 What 
is clear is the association between the sculpture from the 
cloister in Solsona and the workshops in Toulouse.74

Partial disassembly and repairs, which entailed replac-
ing capitals or changing their arrangement because of 
wars or the effects of natural phenomena, altered the 
physiognomy and original organisation of the cloisters, 
such as the ones in the cathedral of Girona75 and Santa 
Maria de l’Estany.76

The portals in Ripoll and Santa Maria de Covet are 
practically the only large Romanesque portals still con-
served with extensive sculptural decoration that extends 
beyond the strict frame of the door arch and the archi-
volts. This may lead us to think that they are exceptions, 
and it could give a false image of less complex Catalan Ro-
manesque portals. However, without negating the ex-
traordinary nature of the portal in Ripoll, this hypothesis 
is belied by the evidence of at least three other large por-
tals that had figurative reliefs surrounding the arcades, 
which have been conserved in only a very fragmentary 
fashion or are totally disassembled for different reasons. 
They include the portals in the cathedral of Vic, Santa 
Maria de Solsona and Sant Pere de Rodes, discussed 
above.

The old portal of the Romanesque cathedral in Vic dis-
appeared when the new cathedral was built in the eight-
eenth century. The different fragments and reliefs re-
vealed that it was not only a portal with archivolts, capitals 
and perhaps a tympanum, but that the sculpture must 
have clearly extended beyond this frame and spread along 
the plane of the façade closest to the door.77 The question 
of the precise provenance of each of the fragments has 
prompted different possible reconstructions of its origi-
nal composition.78 In parallel, it has been suggested that 
the reliefs were not from the portal but were part of other 
sets of sculptures inside the cathedral.79

Important architectural and sculptural vestiges remain 
from the Romanesque church of Santa Maria de Solsona, 
which was partially reintegrated into the current Gothic 
church in the chancel and what used to be the transept. 
On the northern side, on the current portal to the cathe-
dral, there are vestiges of the upper frame of the façade 
and what must have been a portal with large-format re-
liefs. It is in a very fragmentary state, which hinders us 
from ascertaining its main traits for the time being.80

The furnishings

Catalan sculpture, and more specifically sculpture from 
Roussillon, conserves some of the few sculptural sets 
found inside churches: tribunes.81 Based on the excep-

Figure 4. Virgin of the Cloister, Santa Maria de Solsona.
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tional tribune of Serrabona, conserved in its original loca-
tion,82 we have been able to analyse and propose a recom-
position of the pieces conserved in the tribune of Cuixà.83

The altar was often complemented by elements cover-
ing the front and sometimes the sides, from the tabletop 
to the floor, called antependia. The majority of antependia 
conserved are made of wood that is painted and stuccoed 
in places, especially the frames; stucco was also used to 
decorate the backgrounds of figures and painted scenes or 
for the entire representation on the antependia. Other an-
tependia are sculpted of wood, with the figures and ele-
ments of the architectural composition carved and at-
tached. In some cases, the furniture complementing the 
altar is a stone sculpture to confer monumentality. On the 
one hand, the bases with figuration in Ripoll seem to have 
perhaps been part of a canopy.84 On the other, the antepen-
dium of Saint Tecla is still conserved in place; exceptional-
ly, it is sculpted in marble for the altar of the cathedral of 
Tarragona. It has been identified as the handiwork of a 
highly skilled master dating from around 1200, with whom 
two sculptures of the Annunciation from the Anunciata 
portal in La Seu Vella cathedral are also associated. It is the 
work by a master with a strong classicist accent in which 
aspects from different sculptural traditions converge.85

The area around the altar was completed with the 
throne, like the one in the cathedral of Girona.86 The Phil-
adelphia Art Museum conserves a Romanesque throne 
carved of pink marble which is thought to be from 
Roussillon, although its exact provenance is unknown. 
Still, it has been hypothesised that it may be from Cuixà 
and related to Abbot Gregorius.87 The furniture made of 
stone also included basins, a type of piece that has hardly 
been studied.88

Finally, we should mention funerary sculpture from 
the Romanesque period, most notably the tombs of Ra-
mon Berenguer III and Ramon Berenguer IV, which were 
part of the pantheon of counts in Santa Maria de Ripoll.89 
Another noteworthy work is the tomb of Saint Raymond 
in Roda de Isábena which was made to transport the holy 
bishop’s remains almost 50 years after his death.90
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