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1 CATALOGUE  ENTRY 
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Pair of sculptures of the Apostles Saint Peter and Saint Paul, carved in walnut wood, 
free-standing statues, polychromed and hollowed out on the reverse side. Both figures 
are found in unbalanced equilibrium on a convex base. 

Measurements: 54 cm. high. 

Author: This is an autograph work by Alonso Berruguete (1488-1561), both in design, 
sculpturing and polychrome colouring.  

Dating: First third of the XVIth century, between 1529 and 1532. 

Style: Mannerist Renaissance. Castilian school  

����� !"���#��$��"� �� �

Carved walnut wood, water-gilt, decorated with “estofado” and “troquelado” techniques 
with outstanding execution of “corlas” ”esgrafiadas”. Human flesh is depicted in oil by 
means of a light, unfinished polishing technique evident in details such as eye sockets or 
fingers. In the painting of hair, eyes and lips, Alonso Berruguete combines a 
meticulously detailed effect in the hair of the beard and eyes with another technique 
which reveals a masterly “bravura” endowing the sculptures with the expressionistic 
style so characteristic of Berruguete and also his incomparable capacity for combining 
sculptural and painterly effects in a sculpture. The “estofados” are executed with 
pigments “al tempera”, in “cardenillo” green and “azurita”, employing the “esgrafiado” 
technique to represent very finished and stylized vegetal design but which do not follow 
faithfully a pre-established model. 
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The sculptures supposedly proceed from the bench of the altarpiece of the School of 
Santiago de Fonseca (Salamanca), executed by Alonso Berruguete by his own hand, 
according to Pons, referring to the contract signed in 1529 in Madrid between Alonso 
Berruguete and Don Santiago de Fonseca (see note on their historical provenance). 

·  Through several generations in the collection of the Garnica family. 
·  Gabriel Garnica Collection (Toledo) till 2015. 
·  Since 2015 Private Collection, Madrid 2015. 
·  Private European Collection. 
·  Bought by the Institute of Old Masters Research in 2017. 
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The sculptures, as Sara Cavero indicates in her detailed report after restoration, are in a 
specially good state of condition which is unique for sculptures of polychromed wood, 
dating from the first third of the XVIth century. The sculptures do not show any 
substantial loss or deterioration and their polychromy is entirely original and does not 
reveal any later overpainting except partial varnishing. This, together with the masterly 
execution of the carving and the great variety of combinations of polychrome 
techniques carried out in such a personal way and not following pre-established models, 
make this work, thanks to its well preserved condition, its authenticity and 
homogeneous quality, not only one of the best examples of the artistic genius of Alonso 
Berruguete, but also an authentic repertoire of the most advanced and best techniques of 
Castilian polychrome work of the first third of the XVI  th century (see Report on State of 
Condition). 

2. NOTES ON THE EXCEPTIONAL NATURE OF THIS PAIR OF 
SCULPTURES AND ON THE FACT OF THEIR BEING AN AUTOGR APH 
WORK MADE BY BERRUGUETE  

The uniqueness of this masterpiece of polychrome sculpture of the Spanish Renaissance 
is based, on the one hand, in that it is considered an autograph work of Alonso 
Berruguete who is without any doubt the most revolutionary artistic figure of Spanish 
XVI  th century sculpture. On the other hand, it reveals in its unsurpassable state of 
condition as an example of the most outstanding techniques in sculpture and 
polychromy ever achieved by the artistic circle of the Castilian Renaissance. 
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2.1 THE AUTOGRAPH NATURE OF THE DESIGN, THE CARVING OF THE 
SCULPTURES AND THEIR POLYCHROMY. 
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Alonso Berruguete brings, on his return from Italy (1508-1518)1, a wealth of artistic 
knowledge and experience renewed, to a great extent, under the influence of the 
“quattrocento” movements not only of Donatello2, Ghiberti and Giacopo della Quercia, 
but also by the most advanced painters as the “enfants terribles”3 of the time, the very 
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young Pontormo and Rosso Fiorentino. On the other hand, his contact with the circle of 
Michelangelo and the classical sculptures recently discovered in Rome amongst them 
notably the Laocoonte group4. According to Vasari, Berruguete, participated, together 
with Giacopo Sansovino and four other sculptors, in a contest to copy these sculptures. 

We must therefore, consider that in Alonso Berruguete’s work two tendencies co-exist: 
the purely Florentine tendency which follows an expressive mannerism typical of Gian 
Francesco Rustici and of the style of Leonardo represented in his painting of the battle 
of Anghiari, in a an ultra-modern manner, but continuing the natural evolution of the 
Florentine “quattrocento” style of Donatello and Pollaiuolo, emphasizing concentric 
movement and the nervous nature and psychological expressiveness of his compositions 
as the fundamental axes of his work. On the other hand, we have the Michelangelesque 
style in which can already be perceived incipient lines of escape, a more serene, and 
grave tempo, even more impressive and monumental, as expression of universal values, 
which shape the modern and progressively triumphant mannerism, integrated already at 
that time in the works of the Florentine artists Baccio Bandinelli and Giacopo 
Sansovino after their sojourn in Rome5.  
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Nevertheless, the greatest contribution of the Italian world to Berruguete is not 
essentially a question of technique or style, but rather of concept, that of having 
assimilated the importance of design in conceiving a work of Art This question 
Berruguete could have proved it in practice if, as Vasari reported, he participated 
actively in Rafael’s workshop which carried out the frescos of the Vatican Loggias. 
Berruguete assimilated all this inasmuch as it favoured his very personal and creative 
genius. A genius who expresses himself through sketches as does Pontormo, the most 
skilful and modern drawing artist of his time whose sketches combine sharp, angular, 
almost cubist shapes with recurrent rotatory lines which remind us of the nervous 
designs of many of the sculptural works of Alonso Berruguete. 

 Design and its expression in drawing implies a much more intellectual conception of 
the work of art and thus of the artist raising him up to a level above the figure of the 
artisan6. Design grants priority to drawing inasmuch as it is the artistic translation of the 
work conceived as a mental idea and gives a meaning to the new artistic devices often 
merely sketched which determine the guide lines of a style basically focused on 
expressiveness and on attracting the attention of the spectator. 

In view of all this, the very scarce drawings by Alonso Berruguete, many of which are 
conserved in the Uffizi Gallery7, are extremely important material if we are to 
understand the origin of his creative process. Some of these drawings have a soft, lineal 
carefully drawn execution, others are more spirited and lively, but they always seem 
unfinished, sometimes voiceless, occasionally strident, always leaving room for our 
imagination and displaying great artistic sensitivity8. In the drawing of Levi by 
Berruguete, directly related to the sculpture of the Levita by Gian Francesco Rustici, 
whose version as a sculpture we see in Berruguete’s Levi at San Benito, and in the 
drawing of “Christ tied to the Column”9 by Berruguete (Uffizi) we observe in both 
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drawings the position of the foot on tiptoe, an artistic figure frequently used in 
Berruguete’s autograph works, but in this case used in a similar way as the leg 
movements of our Saint Paul, which follows one of the most original amongst A. 
Berruguete’s designs10. 

Alonso Berruguete’s style, which is clearly defined in these sculptures of Saint Peter 
and Saint Paul, is based on a combination of unbalanced composition, asymmetric 
faces, deliberate lack of proportion in shapes, use of movement to denote expressive 
force and contrast in the lines, attitudes and emotions portrayed. All these questions are 
the corner-stones of a work of art which is tremendously unique as forerunner of future 
artistic trends. 

Unbalanced composition is evident at first sight due to placing these sculptures on a 
convex base which makes Saint Peter lean slightly backwards, giving the impression of 
instability and sliding, so typical of Berruguete. These convex bases are similarly 
observed at the Santiago de Fonseca altarpiece in Saint John, in the two angels and in 
the formerly incorrectly identified Saint Peter. The Saint Paul we are now studying has 
adopted a spiral, winding, and, almost helical movement which is quite unstable, 
tremendously forced and therefore absolutely manneristic, due to its unreal position. We 
appreciate this gesture inversely and more naturally in the figure of Levi at the San 
Benito sculpture and in the more restrained Saint John and Saint Andrew at Santiago de 
Fonseca. This movement is used by Berruguete for the first time in his “Ecce Homo” at 
Mejorada de Olmedo, inspired in the” Mercury” at present in The Uffizi which he could 
have viewed at the Belverere11. Nevertheless, only in the drawing of “Christ tied to the 
column” does Berruguete adopt a similar position, even though in a more natural and 
realistic way than with Saint Paul who twists and stretches his body slightly forward so 
that in the end his face is turned towards Saint Peter and not downwards as in the 
drawing of Christ tied to the column (Fig. 7). This design is an original interpretation by 
Berruguete of a gesture which was already treated in antiquity, was used by Rafael in 
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his School of Athens (1510), by Gian Francesco Rustici in his Levi in the Baptistery of 
Saint John in Florence (1506), by Sebastiano el Piombo in his Saint Peter in the 
Borgherini Chapel (1521), by Pontormo in his Saint John the Evangelist at Empoli 
(1528) and in his preparatory drawing of the Fine Arts Museum in Lille12 13 14. This 
instability, so characteristic of all Berruguete’s work, is in fact the fundamental stylistic 
feature which defines all the sculptures at Santiago de Fonseca in a more homogeneous 
way than at San Benito. We would like to point out especially his Saint Bartholomew 
who is virtually leaning forward in a position which reminds us particularly of sailors 
fighting against the wind; his Saint Christopher whose instability is caused by the frailty 
of his legs, contrasted with the sturdy boy who is pressing forward; and finally his Saint 
Roque, at present in the Marés Museum (Barcelona) who indicates decisive movement 
forwards15 16. 
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Asymmetry is caused by Berruguete’s inspired conception of transmitting different 
sensations to one single face, according to the angle or side from which it is observed: 
an idea which Michelangelo created in some of his sculptures and with which, five 
centuries later, Picasso coincided in his cubist portraits17 Thus Saint Peter’s head is on 
one side round when he utters his traditional lament, and is elongated on the other side 
when he shows himself to us as Prince of the Church. As for our Saint Paul, he appears 
with his left profile, corresponding to our vision of his firmly grasped sword, his 
furious, violent expression, his face out of joint, with a fiery gaze loaded with all the 
intellectual self-assurance inherent in the Apostle who originated the expansion of the 
Church. This was conveyed in 1526 with similar strength by Dürer. As for his right 
profile, we observe a more spiritual side, more in keeping with a person who lives a 
mystical experience on being selected by God for such a mission which is magnificently 
indicated by an outstretched and gradually ascending hand. Facing us, we see the saint’s 
expression is tormented and melancholic, with the typical anxiety of Saint Paul confined 
in the desert or exiled at the end of his life, conscious of his impotence and his trivial 
existence which reminds us in some measure of the work “Christ the Man of sorrows” 
(1493) by Albert Dürer. All these aspects are intrinsic and show up the contradictory 
nature of Saint Paul, violent, intellectual and imbued with a tragic sense of his destiny18. 

Lack of proportion together with asymmetry, are all features used by Berruguete to 
impress the spectator and enhance the rhythm of the composition. We observe 
disproportion in Saint Paul’s right leg which is too long and seems dislocated at the hip; 
and also in Saint Peter’s left leg which is bent slightly in a typical “quattrocento” 
movement revealing a tibia of a shorter size than would correspond to the saint’s body. 
These disproportions and asymmetries which may seem errors in design are, however, 
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made on purpose with a strong artistic intention and are, undoubtedly, signs of stylistic 
authenticity. They are frequently the result of expressive or aesthetic concepts due to the 
sculptures being often placed on high. This feature is similarly observed in the left 
shoulder of Saint Bartholomew at Santiago de Fonseca which is completely out of 
proportion to the Saint’s right shoulder. In fact we see the same treatment in various 
sculptures at San Benito19. 

Movement constitutes the fundamental axis of Alonso Berruguete’s expressive force20, 
which stamps the tempo and rhythm of the emotions which the artist wished to express 
in his sculptural compositions21. Thus, in our Saint Peter, we have a scene dominated by 
a restrained though nerve-racking intensity, expressed, on the one hand, by the 
conventional folds of the cloak derived, to a great extent, from the sculptures of 
Donatello and, on the other hand, by the fact that this cloak is hooked up by his left 
hand, sinewy as are mostly the Berruguete hands at San Benito and at Mejorada de 
Olmedo’s altarpiece. Under the draperies of our Saint Peter can be seen tough feet with 
high instep which are one of the most outstanding elements of the sculpture and which 
we see again in Saint John or in the Christ on Calvary and in other sculptures at 
Santiago de Fonseca and at San Benito, such as the feet of Saint Jerome or Abraham22. 
In the sculpture of Saint Paul, which is more spiritual, the movement is tremendously 
mannerist. Rendered by a winding movement which creates successively rotating folds 
inspired not only in the sculptures by Sansovino but also in the Greek bacchantes with 
their tunics whirling in the wind, subtly showing off their bodies. This sensation of wind 
which pervades these sculptures gives them life and is another of the characteristics of 
the Master which we see in many of his sculptures at Santiago de Fonseca, such as the 
Saint Christopher, or the Saint Bartholomew and even the San Roque (now in the Marés 
Museum, Barcelona). In the case of the Saint Paul, this wind makes his tunic cling to his 
body revealing his belly and his advancing right leg, as in his Levi or his Saint 
Bartholomew at Fonseca. In the case of Saint Peter, in accordance with the Saint’s 
psychological control mentioned above, this imaginary wind affects his instability 
creating an effect of resistance which recalls the relief works of the choir-stalls of the 
Cathedral of Toledo.  

This expressivity in constant movement is reinforced by the wish of the Master to 
contrast opposing emotions and attitudes which may surprise the spectator. On the one 
hand, we see Saint Peter with an expression of deep emotion appearing on his face, set 
in a conventional and natural composition, but nevertheless with clenched hands and 
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feet on edge, in opposition to Saint Paul’s exalted spirituality, a true reflection of his 
passionate temperament, with light appearance and elongated limbs in an extremely 
mannerist style23. We are equally surprised at San Benito by the aged Abraham’s 
unprecedented cry of pain, as if it were something issuing from Mother Nature, in 
confrontation with the deep and essentially human psychological suffering of such a 
beautiful youth as San Sebastian24 25 26. Thus Saint Paul’s left hand which grasps the 
sword, showing the strength of earthly power as opposed to the right hand which 
embodies divine power, much more in harmony with his spiritual strength and which is 
subtly held out as in his “Ecce Homo” in Mejorada de Olmedo or, in a lesser degree, in 
his Saint Bartholomew at Fonseca. St. Paul’s beautiful elongated feet, very similar to 
those of Saint Sebastian or even to those of San Roque of the Marés Museum in contrast 
with those of Saint Peter which are sinewy to the point of appearing like claws, as are 
similarly those of Abraham and Saint Jerome at San Benito, or those of Christ or Saint 
John of the Calvary at Fonseca. We could find many other contrasts, as in the depiction 
of flesh in stronger red tones in Saint Paul in opposition to the paler complexion of 
Saint Peter; in his blue eyes deeply concentrated on an uncontrollable suffering very 
similar to that of Saint Sebastian and different from Saint Paul’s brown eyes which are 
irate or mystical, depending on the profile visualized. Finally, in the rich design of the 
“estofados” of Saint Peter, Prince of the church, in contrast with Saint Paul’s less 
coloured brocades which, though rendered with an equally fine artistic technique, 
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appear unwilling to compete with his much more original design and its unsurpassable 
sculptural execution. 

This style culminates in the sculptural group of the Transfiguration, the crowning piece 
decorating the Archbishop’s Chair in the choir-stalls of the Cathedral of Toledo. 
Though losing their initial expressionism, it is here that all these characteristics are 
manifest, reminding us of El Greco whose Saints recall to us our Saints Peter and Paul. 
Furthermore, it appears to forestall the Baroque whose sculptural compositions show 
overwhelming movement and a deliberate capacity to surprise by means of continuous 
contrasts of attitudes, “contrapostos” and opposing forms. We only observe these 
artistic figures to the same extent in Berruguete’s contemporary artists such as Rustici 
or Pontormo and especially in Masters of the Baroque, such as Rubens or Bernini over a 
century later. Nevertheless, if we wish to find expressive strength of a comparable depth 
with that of the Abraham and the Saint Jerome at San Benito, we will have to wait until 
Goya, in his black paintings or even till Münch in his famous picture “The Cry”; and for 
the psychological suffering of the young Saint Sebastian at San Benito, we shall not find 
a comparably overwhelming expression till Picasso in his blue or pink period many of 
whose figures are circus puppets similar to Saint Sebastian, which make us tremble in 
the same way. 

��&' �) �

Alonso Berruguete, on not obtaining the commissions expected from the royal 
entourage which his return from Italy should have propitiated, devotes his attention to 
making sculptural works, taking advantage of the knowledge and practical experience 
he developed in Italy. As we have remarked earlier, Vasari relates that he participated in 
the contest to copy in wax the recently discovered Laocoonte, which gives us an idea of 
the esteem and relations enjoyed with other great artists by Berruguete27 28 29.  
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Alonso Berruguete is distinguished as a sculptor for combining precise and meticulous 
shapes attaining great technical virtuosity with apparent disregard in certain cases for 
finish. For him the “non finito”30 is inseparably and deliberately identified by his 
creative process as a designer, sculptor and painter, though he occasionally uses it in its 
most Michelangelesque way in order to emphasize the expressivity of shapes and 
movement. 

When Alonso Berruguete creates sculpture for the lower bodies of the altarpieces and 
specially for its bench he does it with his unique stamp, with carving showing great 
detail and care. Thus when he models Saint Peter’s feet he makes them as if he were 
shaping wax; He sculptures sinewy feet31 with a high instep, carving meticulously the 
heels and indicating clearly the toes which are rather like claws, as are those of the 
Abraham or the Saint Jerome at San Benito and the San Roque of the Marés Museum. 
In the arms he usually shows precisely the shape of bones and muscles, subtly focusing 
the light reflected on the wood so as to suggest their shape32. As occurs with El Greco, 
he centres in the hands a great part of the expressive strength of the work. In the upper 
parts of the altarpiece the hands are large, out of proportion and carved in much less 
detail; in contrast, in the lower parts of the altarpiece Berruguete strives intensely with 
his technique, making sometimes tense hands, as the case of Saint Paul’s right hand, 
thus showing an almost scientific knowledge of the human body. It is in these sculptures 
of smaller size and fine finish that we can appreciate the Italian artistic techniques and, 
paradoxically, fully understand this tendency towards the “non finito” so 
Michelangelesque, which Berruguete could only have known in its early outset, but 
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could develop later as his own style. Michelangelo, already in his first works, like the 
“Battle of the Centaurs”, the “Madonna of the Steps”  and, of course, in the Saint 
Matthew of the Duomo at Florence, experiments on this technique which gives greater 
expressivity to his works culminating in the slaves carved for the tomb of Julio II and in 
his “Day and Night” sculptures in the tombs of Giugliano de Medici. It is perhaps in the 
latter work that one observes more clearly the effect in the manner interpreted by 
Berruguete. That is to say, in the way Michelangelo alternates in this work very 
polished shapes which define a languid and melancholic movement with a finish 
deliberately blurred, giving the composition a halo of mystery, anxiety and melancholy. 
In Berruguete, however, the “non finito” is something inherent in himself, in the sense 
that more than the choice of an artistic resource, it is an intrinsic element of his creative 
process, or even, I might say, of his artistic needs and thus of his genius, essentially 
pictorial, even when he makes sculpture33. 

Following along these ideas, if we observe Saint Paul’s hands which are rendered with 
supreme delicacy, his elongated fingers, shown in perfect profile, are not completely 
carved. In his face, personalized and asymmetrical, his eye-sockets show evident 
wrinkles which we also find in the Saint Jerome and Abraham at San Benito and in his 
toes we can only imagine nails. Furthermore, the “Cristo della Pietà” at Santiago de 
Fonseca has apparently unfinished the side corresponding to the arm which hangs down 
from Christ and perhaps, due to its being on high, its shape is slightly simplified in 
contrast to the careful “esgrafiado” work of the Madonna’s cloak, as the Master wished 
to concentrate all one’s attention on the pathos imbued in the work and not on its 
details, favouring the profound sense of gravitas and natural movement which unite the 
Virgin and the recumbent Christ. In short, Berruguete’s sculptural technique, 
occasionally not refined, is thus, precisely because he does not wish to separate it from 
his facet as a painter. For this reason, when he carves the curl, so typical of Donatello, 
on the withered hair of Saint Peter, he leaves it unfinished and outlines it with the tip of 
his paint-brush. The same thing occurs with the tips of the hair, beard and nails of Saint 
Paul, or the frayed locks of Saint Sebastian at San Benito which are so similar to the 
strands of hair painted in our Saint Peter. In this way, the best sculptures of Alonso 
Berruguete can only be fully appreciated if we observe the artistic result of this 
incomparable symbiosis between what is sculptured and what is painted34. It is 
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fundamental in the technical valuation of his sculptures that the polychromy, specially 
the coloured flesh tones and hair, be original and not altered by later restorations. In this 
sense, as the restorer Sara Cavero points out, perhaps the most important contribution of 
the Saint Peter and Saint Paul we are studying, is not only their homogeneous and 
masterly sculpturing, as regards carving and polychromy, both worthy of Alonso 
Berruguete, but also their exceptional state of condition which allows us to study in 
depth the way he combines like no one else his artistic gifts. 

In the “cuerpos altos” of the altarpieces at San Benito and at Santiago de Fonseca, 
Alonso Berruguete simplifies surfaces, suppresses shading and is only interested in the 
outlines which give movement to the sculptures. At this point, his sculptural technique 
dries up and when he is dealing with the folds of robes, he does it in a sharp, angular 
way, with two or three straight lines combining sometimes with a centrifugal one. This 
is, without any doubt, the most essentially pure Berruguete, his most modern 
scenographic style and the one most similar to the artist’s own drawings. In this sense 
we are surprised to appreciate the stylistic coincidence of the sculptures of the Calvary 
at Santiago de Fonseca, Berruguete’s Saint Andrew and Saint Bartholomew, with the 
insuperably dynamic drawings of Pontormo. Both artists are very close in expressivity 
yet also distant forerunners of the “Demoiselles d’Avignon” of Picasso, whose 
challenging, angular and sculptural bodies, are probably the artistic manifesto of 
greatest transcendence in the XXth century35 36. 

One particular detail of these sculptures which appears in many of Berruguete’s works 
is that they are hollowed out and not carved at the back, so as to enable their placing or 
hanging in position, as in the statue of Levi, the Calvary at San Benito and the majority 
of the sculptures on their altarpieces, as well as various sculptures at Santiago de 
Fonseca, specially his well known Saint Bartholomew. Furthermore, many of his 
sculptures appear only carved or painted in detail on the side they would be seen, which 
demonstrates to us the innovative character of the Master centred on the scenographic 
sense of the altarpiece as a whole and not on the sculptural works themselves. Some of 
these even are carved flat at the top of their heads, as in the case of our Saint Paul and in 
the figure formerly identified as Saint Peter, or in the pair of angels at Santiago de 
Fonseca37. 

One of the key issues of the sculptural works of the Master and which appears in all its 
splendour in the Saint Paul is the way he treats the tunic which moves in a spiral curve, 
falls in a series of volute-shaped folds, very similar to the treatment given to Levi, and 
clings to his body when the Saint steps forward with his right foot revealing his thigh 
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and a flash of light on his belly subtly indicates his navel amongst rhythmically 
serpentine waves which remind us of some of the relief works in the choir-stalls of the 
Cathedral of Toledo. It is in fact absolutely masterly the way he carves the shoulders of 
the Saint Paul, emphasizing a line which favours the helical movement of the sculpture 
with the tunic falling on his back, clinging to his body as he twists himself moderately. 
All this is not only a design inspired in classical Greek sculptures, but rather an 
authentic “tour de force” of sculptural technique and purely artistic talent which we see 
in the sculptural works he makes with great care and detail. This special, tremendously 
elegant way of carving clothes, perfectly synchronized with the movement and stressing 
the basic lines of the design is one of the magical charms of Alonso Berruguete’s hand 
and is one of the hallmarks to distinguish the autograph nature of his work in sculpture. 

Finally, Alonso Berruguete has a special predilection for carving open, yearning 
mouths, marking clearly the corner of the mouth wherein can be seen teeth and tongue, 
sometimes painted and occasionally sculptured in absolute display combining sculptural 
and pictorial techniques. All this, added to frowning eyebrows and deep-set eyes, gives 
an expression of intense suffering to the persons portrayed who, in the case of the Saint 
Peter, shows a profound suffering in his sense of guilt and, in the Saint Paul, gives 
frontally an expression of anxiety and spiritual exhaustion, as also are the deeply 
expressed emotions by Saint Sebastian, Abraham and the Saint Jerome at San Benito. 
All these artistic features arose in ancient Greece with Skopas, and appear again in the 
“quattrocento” with the dramatic Donatello’s “Lament for the Death of Christ”, 1460, 
(Victoria and Albert Museum), Pollaiuolo’s “Hercules and Antaeus”, 1460, (Bargello 
Museum in Florence) and by Leonardo’s (drawing of a man deceived by gypsies), 
(Royal Collection, London). These artistic resources acquire all their influence with the 
discovery of the Laocoonte in 1506 when they were absorbed in a magnificent way by 
Gian Francesco Rustici in his “Terracotas” in 1510 (Louvre and Bargello Museum) 
inspired by Leonardo’s “Battle of Anghiari” (1504-1505). Finally they were made 
public with the “Bocca della verità” sculpture in Rome at the beginning of the XVIth 
century. In Santiago de Fonseca the medallions of the heads of the prophets remind us 
by their simplicity and the frontal way they look at us of the “Bocca della verità” and 
the Roman masks. Berruguete integrates these artistic techniques in a very personal 
way, giving them occasionally almost volcanic power. In this sense the Cry of Abraham 
or of Saint Jerome should doubtless be linked to the forerunners of many of the most 
heart-breaking religious and mythological paintings depicted by Caravaggio several 
generations later (Head of Medusa in Florence, Galeria Uffizi) and nearly five centuries 
afterwards to the Cry by Münch (1893). 

Other distinguishing characteristics of his sculpturing are the way he treats hair: That is, 
in light relief, differently from Juni’s curly way of arranging it and treating the hair as a 
compact mass giving the impression of being wet and almost always finished with a 
pointed paintbrush which El Greco echoes in his paintings of many of the apostles38 39. 
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The recognition obtained by Berruguete as polychromist is partly due to the remarkable 
fact that the cathedral of Oviedo40 was on the point of contracting him in 1522 for 
carrying out the polychromy for its principal altarpiece which in the end was 
commissioned to the most highly considered polychromist of the moment, León 
Picardo41. 

These sculptures, if they may for any reason be distinguished from the rest of Alonso 
Berruguete’s work, with the exception perhaps of the “Pietà” of Santiago de Fonseca42, 
is due to the exceptional state of condition of their polychromy which is so extremely 
good that it allows us to study much more deeply the techniques used by the Master, 
demonstrating his great care and precision in execution, due to these sculptures being 
destined to be viewed close up. In this sense, it is worth while halting a few moments at 
various points of the study disregarding the fact that the restorer, Sara Cavero, has 
analyzed these points in greater detail43. The first question which stands out in these 
works, both in the flesh tones and in the “estofados” and “troquelados” is the 
tremendously meticulous work combined, contrastingly, with an extraordinary freedom 
of execution which could only be carried out by a Master. In fact taking into account all 
Alonso Berruguete’s work, only on a few occasions have such coloured works survived 
to our times. No doubt this lack of exceptional polychrome designs is due to the 
successive restorations and cleaning which the great body of Spanish Renaissance 
sculptural works have suffered in the XIXth century. This has prevented deep study of 
its techniques so as to be able to distinguish between the different levels of quality and 
mastery44. 

Meticulousness and extreme delicacy are distinguished in the way Berruguete paints 
with fine strokes the hair of the beard and the wrinkles in Saint Paul’s face; in how he 
outlines the typically Donatellan curl in Saint Peter’s hair painting two tones, one 
brownish and on top, the other one white. The same occurs with his grey beard whose 
hairs can be distinguished and, in the space between the brows of both saints, he paints 
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a few fine ocre lines. In the “estofados” we can also appreciate his superb delicacy when 
all the shapes he depicts are lengthened and finished with a a fine curl. This work is 
extremely rich, specially that on Saint Peter where we find four different designs of 
“esgrafiado”, including the one done for the “corlas” and yet another design to show up 
the gold by means of the “troquelado”. The “esgrafiados” of Saint Paul are less rich, 
although a few very fine “corlas” stand out and are visible against the light spiral 
movement; none of the designs are the same although they follow the same style as 
Saint Peter`s. If we compare this polychromy with that of the sculptures at San Benito 
we perceive an evident connection with the way Berruguete paints “encarnaduras” 
(flesh tones), eyes and above all the tips of his hair and beard always have curved 
endings; nevertheless the “esgrafiados are much rougher and more recurrent at San 
Benito”. In this sense, the statues we are now studying can only be compared with the 
cloak of the “Pietà” at the Santiago de Fonseca altarpiece, due to its well preserved 
polychromy and to its great quality. This sculpture is doubtless the most trustworthy 
example with which to compare the magnificent work in “esgrafiado” specially 
regarding Saint Peter45. 

Freedom of execution is also inseparable from these works and is a vital characteristic 
showing that they have been made by a painter endowed with such special and unique 
qualities as are demonstrated by Alonso Berruguete. Therefore the autograph identity of 
his polychrome work is the same as that of his paintings whose remarkable examples 
we find in the altarpiece at the Santiago de Fonseca. The freedom of execution we find 
in it, not only in the courageous and determined way he depicts the eyes, hair and nails 
of the saint, but also we perceive it in the portrayal of the “esgrafiados” and the 
“troquelados” which, though they are based on a pattern, they are completed and 
modified without recourse to specific criteria. This makes these designs unique; as are 
the brocades of the cloak of the “Pietà” at Santiago de Fonseca altarpiece, and in the 
Saint Roque (Museo del Marés) although in a precarious state of condition. In this 
sense, we wish to stress the homogeneous quality of the work, the unity in its style and 
the way it coherently integrates with the rest of the sculptures and the decorations which 
compose this altarpiece at the Colegio de Santiago de Fonseca. The curls and locks of 
hair, the designs of the “estofados”, the “grutteschi” and even the painting reveal curved 
and rather frayed finish. Their lack of respect for pre-established models, their own 
errors, “las chapucerías” and, doubtless, as well as Berruguete’s wish not to finish 
certain details, all these are key elements which determine their autograph character46.  

We must, however, also admit the tremendous expressivity which is attained in these 
sculptures47 when, with the use of scarcely four touches of colours, the eyes are painted, 
both clearly asymmetrical, framed in rugged sockets, with a degree of strength in their 
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look which makes each one different from the other and transmits to us a profound 
sadness for Saint Peter and anxiety in the case of Saint Paul, when we contemplate him 
facing us. This capacity for transmitting a spiritual sentiment by means of the sincerity 
and realism exhaled by a gaze is something only the great Masters of painting can do, 
the only ones who with their natural talent give a significant touch which brings to life 
an eye or an iris. It is not merely by chance that in his Saint Sebastian Berruguete attains 
the level of a great genius when he conquers us with that look of a martyr who has lost 
his last ability to fight. Here, at this point, he reaches the height of a Velazquez, a 
Watteau or a Picasso, three geniuses, who, each in his epoch, knew how to transmit a 
sentiment of profound melancholy. 

We come now to the hallmark which reveals to us the autograph nature of his 
polychromy, that is the perfect fusion with his art of sculpturing and designing. His 
“non finito” is always accomplished with the tip of his paint brush when he treats the 
curl of Saint Peter or his nails with a light white stroke of his brush, sometimes 
emphasized by a black line, as can be seen in our Saint Paul and the San Roque, or in 
the way he leaves without sculpturing the last fingers and toes, or when he paints 
individually the hairs entwined in the curls of the wet beard, or the typically frowning 
eye-brows of Saint Paul, always traced by a single curved and falling line. This solid 
artistic effect, obtained by the use of a gouge or a paint brush, can only be the response 
to a specific talent, to a particular artistic conception and skill in carrying out the idea48. 

Finally both sculptures represent a repertoire of polychrome techniques which are 
unique in their state of condition and in their superb artistic quality. 

An incipient technique of polishing flesh with oil “técnica de pulimento”, used by 
Alonso Berruguete only in his sculptures for a “predella” such as his Saint Sebastian 
and his Abraham at San Benito, was considered in 1529 very innovative. For this reason 
their finish is executed in a rather uncouth way of polishing though Saint Paul’s right 
arm is admirably expressed. The shading of colour is superbly achieved and executed 
with a very natural gloss which appears to focus the light and define shapes. We also 
find these qualities in the “Ecce Homo” at Mejorada and in the magnificent San Roque 
at Santiago de Fonseca, with flesh equally well polished and coloured specially in his 
legs and though Saint Peter’s feet have a paler flesh tone than Saint Paul’s, his cheek 
bones are marked by evident red brush strokes which give him such a natural 
appearance, also found in the formerly incorrectly identified Saint Peter at Santiago de 
Fonseca49. 
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The “estofados”, executed in “tempera” are very innovative in their design on 
“cardenillo” green or “azurita” blue backgrounds, in contrast with the gold and reddish 
tone of the “corlas”. They are all very finely and sumptuously rendered, only shown to 
the same extent in the “Pietà” at Fonseca; they were certainly inspired by Alonso 
Berruguete’s memory of the Domus Aurea designs which were in this case even more 
stylized by the artist, adding fine lines to each bunch of vegetation and making them 
very original. The motives represented had, undoubtedly, a revolutionary effect on the 
Castilian school of brocade decoration and above all in the arrangement of horizontal 
sashes, reserving the most beautiful “estofados” for the borders of cloaks and tunics. It 
is worth while insisting on the original designs of the “esgrafiados”, closely connected 
not only to the “estofados” of the “Pietà” and San Roque, but also to the designs of 
much of the decorative relief work at Santiago de Fonseca. These all have an elegance 
and a stylized homogeneity which we do not find at San Benito and make this sculptural 
group a transition towards Alonso Berruguete`s work in Toledo50 51. 

The “corlas” are perhaps the most original element of the polychromy of this pair of 
sculptures and, above all, the rarest due to being “esgrafiadas” and in such a good state 
of condition. Hence they are worthy of a specialized study, in this case carried out by 
Sara Cavero, the restorer of these sculptures. They are situated in the interior of Saint 
Peter’s robe and Saint Paul’s cloak and executed in colophony as indicated in the 
stratigraphic analyses. Another example of “corlas” we may find in the red cloak of the 
“Ecce Homo”; although we have not found other examples of “corlas esgrafiadas” in 
Alonso Berruguete’s work except perhaps in the lining of San Roque de Fonseca, where 
we perceive a very original design based on silver clover leaves on an also reddish 
background which, in spite of its poor conservation state, could correspond to “corlados 
esgrafiados”. This scarcity of examples does not mean that Berruguete did not use this 
technique in other works, but that, in view of its extreme fragility and its difficulty in 
preserving at least a minimum good state of condition, these factors have caused the 
disappearance of the transparency which is an element inherent in this technique; it has 
therefore been difficult to distinguish between the translucent and almost kaleidoscopic 
effects of the “corlas” and the simple semi-transparent “estofados”. Thus explaining 
why worthy examples of this technique have not been found amongst the polychrome 
sculptures of other XVIth century Castilian sculptors. In fact, the best examples of XIVth 
century “corlas” are found at the “Christ of Cisneros” in Palencia and during the XVth 
century, but none of these are “esgrafiados” 52. 

The “troquelado” of gilt zones, a technique found on many panels of the XVth century, 
and of the first third of the XVIth Century, could have been learnt by Alonso Berruguete 
in his father’s workshop as in the latter’s Works; we observe this technique also 
perceived in Italy, Alonso Berruguete uses exceptionally this technique, on this 
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occasion, on account of the work being seen at close quarters, showing special care in 
its design and execution. The “troquel” (or metal punch) has 14 circumferences 
surrounding one at the centre which is bigger and richer than usual, containing eight 
circumferences and a freely inspired design, not bound to a pattern as occurs in the rest 
of the techniques used in these sculptures53. 

2.2 TRANSCENDENCE OF ALONSO BERRUGUETE’S WORK: INFLUENCES, 
CORRESPONDENCE AND COINCIDENCE WITH OTHER MASTERS 

Alonso Berruguete’s work, as much for the outstanding importance of his artistic figure, 
as for the innovative nature of his vigorous creative conception, exerts influence on 
many of the most inspired Spanish artists to the point that he may be considered the 
source of what has been named “the Spanish Genius” 54. On the other hand, his sense of 
movement, expressivity and scenographic nature are part of the evolution of an 
expressive mannerism towards the Baroque and hence one of the most evident 
forerunners of its greatest exponent Gian Lorenzo Bernini. 

The influence he exerted on the future of the Spanish XVIth century school of sculpture, 
though including distinguished figures such as Giralte, Villoldo or Jamete, 55 56 was 
���������������������������������������� �������������������

8%��

��,
�������
�
��3�5���J�
�
�6���/��.
.�����,
�2� ���*,�/,��������
����
��3��,
�
��.��
9����4
��1���� �
9�
1��?/,��0?� ��.� �,
��� ���
�1�
������� 2?� ����� ��4
��� ��� ,
�� �
1���� ��� �,
� �
����������� �

� �����
5���?/,��0
��/��1���
6�2?���,��
�����2
��9�1�7EF��� 9�)
��?�����
�4������ �������
����8� �

8( �,
�
� ��*� /�0
�� ��� 0��.� *,��� 0�?�2
� /����.
�
.� �,
� ���
��� �3� �,
� �1����,� )
����@� �,
� 1
����
���
*��.���3��;/L���
��7���1��(���.�3����*��
�1�

�9��
 
��.��
��,
��
������/
��3��,
��1����,�1
�1�
������� 
�
�,
���0
.�
4��� � ���.������ ���3�4���� �3� �,
� /���� �3� �,
�1�
��� �.
��� *,�/,� �.���;
.� �11��
���2
���?�� �,
 �
&
�������/
� ��� 3�/�� �11��
.� �,
� �
��
����� ��.� 1���� �/��� �.
��� *,�/,� *
�
� ��� 3��/
� ��� �,
� �1���� �3� �,
�
���,���/� S��
�� *,�/,� /����.
�
.� ���
�3� �,
� �
3
�.
� � �3� �,���������?�� �,��� �.
�� *,�/,� *��� *���
,��
�,���
,�����,
�/
�����
���,���������,
�.
�
�0������ ��*��,�*,�/,��,
�4��������1����,����
.�0��3��
,��
�
������ ���0���.�*,�/,�/��0����
.�����,
�/��J�
��� �3�)����.����.���������*����������������������.���
����
���,���0
������/��
���0
���/������
.�*��,��,
� 
4��

��;�������3��,
��
/
���?�.��/�4
�
.��0
��/���
�
�������
�9� �,��� /�����
� ��� ���
� �1� �� 3��.�0
����� ?� �,��������&
�������/
9� ��� �11�������� ��� �,
�  ���� ���
&
�������/
�*,�/,�*���2���/���?�1�
������ ���� ���
�� �� �,���0�4
0
��9�,�*
4
�9�,������� �,
�3��.�0
�����
�������
J���
.����
�4
���
�
����01���
�����,
������ ��/��
��4�������3��,
�0�.
����

�*,�/,�*���.��
�.�� ��
�,
� 0���
���0� �3� ��
���� ��.� 3�����?� ��� �,
� 	���J�
� � �,��� �1����,� &
�������/
9� *,��
� 
�
��
���
�
1�
�
�����4
�����/��1���
����	
���
�
�
9���.����
 �����)�
/�9�3����*��
����,������/��9��/�����
C�
��� ��3��0�
��.���2��.����
����������4�������������,
��
4
���3� ����
C1�
���4��?��������.
���
����0�4
������1
/���� �-�������
*,�/,�����
.�3��0��,
�4���2�
�����,
���4���2�
�2?�0 
�����3��,
����
��
/�����1
�/
1������3�
�
�����2
�� �?������
�,��� 1�������?� 
C1������ �,
� ���
��� ��33
���
� �3� ��� ��� �
��0
� ��.� �,
� 1��,
���0� �3� ,��� ������ �
2������� �
	
���
�
�
��

����
3�

�����,
�*���.��3��.
��9����� ,
����
��
/�����/��/
1�����*,�/,����/�,
�
���*��,�� ,
�
�
�1������/� /���
���� �3� �,��
,�9� �,��
,� �
4
�� ���
� � /����/��*��,� �
����?9�*��,� �,
� *���.� �3� �
�������� �
��.� �
���0
���9� *,�/,� ���1�
/��
�?� *,
�
� �,
�5	���� J���0�6� ��.� �,
�0�.
����?� �3� 	
���
�
�
� ,��� ����
�������  �� ��� �,��� *��3��� .
3��0������ �3� 4���2�
� 3�� 0�� ��� ��.
�� ��� /�
��
� �� �
*� *���.� �3� 3��0�� *,�/,�
�.4��/
�� 1�����
�� ��� �,
� �/,��0� �3� �,
� /�2���� ��.� � 2����/�� 1����
��� 3��0� �,
� �
������ 4������ �3� �,
�
�01�
���������� �

88��;/L���
��7���1��B���.��7���,
��01�����/
��3�	
��� 
�
�
���
�����,��������/
�.
�/?�����,
���.�2���2�
�
1����
�������3��,
��1����,�&
�������/
�*,����3��
�/ 
���������?������������/��1���
�.����
��,
�3������, ��.�
�3� �,
� $' �, � /
����?9� �,���
,� ,��� 3����� /����2������� #
��1
� 	�
 ����� ��.� ,��� 0�
��3�/
��� .��/�1�
�� )�����
9�
'�����.����.�:���
�� '�;J�
;9�2�������� ��� ���
���*�� ,���0�����#��0
����,���
,�*,�0�,������� �1�
�.��
���<���
�;�9���
�/�9�&��D����.���.�������2?�0
����� 3��,
���3��
�/
�,
�
C
�������	��������'�;J�
;�*,��
/��������
���,
�2������3��,
�
�
����
4��������/,��� ��



���

rapidly diverted due to the favouring of more Romanesque forms and to the success of 
Gaspar Becerra57 and Italian sculptors such as Pompeo Leoni; nevertheless he produced 
a great impact in the XVIIth century when the expressivity of his movement caused his 
spirit to gain a more lasting significance, specially on the Andalusian school and on its 
greatest figure, Martínez Montañés, as well as on the foremost figure of the XVIIth 
century Valladolid school, Gregorio Fernández. 

It is, however, in painting that the originality and modernity of his genius have left a 
greater and deeper impact, both individually and, in each case, differently. It is here that 
the authentic Alonso Berruguete in all his force, though it be indirectly and by means of 
the importance of other Spanish artistic geniuses, makes his art a renovating source of 
inspiration which flows into international artistic movements such as Mannerism, 
Baroque or, in the XXth century, Expressionism even in its most abstract form, that of 
Jackson Pollock. This makes Berruguete a timeless genius, but fundamentally and 
above all a modern one58. 

In this sense, Alonso Berruguete is, at the beginning of the XVIth century, one of the 
first artists who is considered nowadays a modern genius because his work, and 
specially what he does for the altarpiece at San Benito, is a true manifestation of his 
inner soul, his temperament, the oscillations of his sensitivity; in short, what we would 
now call his psyche59. Abraham’s cry, or that of Saint Jerome, is the cry of Mother 
Nature by means of which Berruguete expresses in a violent way a universal suffering 
whose roots are in one’s subconscious. His Saint Sebastian expresses a state of 
perplexity, of paralysis, almost of self-absorption caused by his suffering which 
prevents any rebellious action. It is the sickness of his age, melancholy, so well 
expressed by Dürer, and which we later see in the paintings of Velazquez and Watteau; 
that sense of an abyss, of chaos which is felt in times of upheaval or when men of 
genius perceive or know intuitively things which they themselves cannot explain60. This 
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need to express the innermost side of one another is found in other great creators who 
constitute a common line which cuts across the history of art, such as El Greco, Goya, 
Picasso, Münch or Jackson Pollock; they are all artists whom we perceive as geniuses 
due to their capacity for transmitting through their works in a violent, strident and 
disinhibited manner their individual and deeply concealed sentiments which they reveal 
as their reaction to the outer world in which they, by chance, are destined to live. 

As an example, I shall only indicate a few instances: Our Saint Paul’s hands and those 
of the “Ecce Homo” at Mejorada de Olmedo correspond with Saint Paul’s and Saint 
Peter’s hands in El Greco’s double Portrait at the Museo Nacional d’Art in Barcelona. 
The unsteadiness, the unreality of Berruguete’s sculptured forms, as well as the soft way 
he treats their beards are all details he shares in common with the Cretan artist 61 62.  

���������������������������������������� ���������������������������������������� ���������������������������������������� ���������������������������������������� ����������

.��2��
��� *��� �3� ��� ����
9� 2�.� �
01
�
.� �����
9� ��. � *,�9� ���,��
,� ,
� *��,
.� ��� 1����� ��

��� ��.�
������9�,��� �������� .��1�������� �����3��/
.� ,�0� ��
 4���2�?����1����� �
���2�
� ��.� ,
���F2�
����
� ������ �����6�
:��>�� 	���R��9� 1���� ����?�
�� .

1�?� �,
� /�����
� �3� 0
���/,��?9� �� �
3��
.� �1�������� ���

.?� *,�/,� ���
/��4
��
.� ��� �,
� ��
�� �3� �,
� 0
��1,?��/��� ���
��� �3 � �,
� 0�.
��� /�
����� �3� ,��� 0
����� 
�
�
?9� �3� �,���
51�;;��6� �3� *,�/,� :�/,
���

��9� ������0����� ��.� ��� �� 	
���
�
�
� ,�4
� �
3�� ��� 
4�.
�/
�� �,
� �1
/����
��
���,��,���
,�*,�/,������,
���������,�.������4
�� 3�
���,
���/���3�&�0
�����8�B���.�*,�/,��01��
.��,
 ���

C��
���9�.��2��
��9��,
�/���
� �3��,
�.
/���4
�
C1� ������ �3��,
�
C�


���
.�0���
����� �.
��� �,���
,��� �
 ���?9�	�,
0��9�#���/
� ��.� ����,
��� ����1
9�3��0��
 � �� �
/��.� 

�
������� �3� ��������*,��*���� 
��.����?�
���
� �,��� 1��3���.� �
�������� �3� ��33�/������ ��.� ��
 ���,� �3� �,
� 
���?� ?
���� �3� ������0�9� &����� ��.�
	
//�3�0�� ��� 3�4���� �3� �� 0��
� .
/�����4
� ��.� ��1
�3 �/���� �/��4��?�� �,
�
� ��?�
�� *
�
� /��4��/��
�?� ��.�

33
/��4
�?��
D
/�
.�2?��,
�5
�/�
����
0�������6��3 ��,
������//����.��,
�����4�

������
�� � �,
���3��
�/
�*,�/,�	
���
�
�
�/���.�,�4
�
C
��
.� ��� ���)�
/�����/����2����
.�2?����
��9��;/L���
�
�7��9� 1��8� ��.� 2?� ����L�� :��>��� *,�9� ,�*
4
�9� ���1� ��
�� ��� ��.�/����
� �,
� ��.�33
�
�/
� ��.� ��0����
�11��
��� .�����
� *,�/,� ��� )�
/�� �,�*
.� ��*��.�� 	
�� �
�
�
� ��� ,
� 0�.
� ��� 
�
��
�� ���
� ��� ,��� 2����
5+�4
�6� 2?� '������ �,��� D���� ��.�/����
� �,
� 1�
�
�/
 � ���  ���?� �3� ��� )�
/�� 5������?� �3� ��� 
C�


���
.�
1����
�6� ���%9�1��7��� ���� �
��
� /�00
���� ��� �,
� ��� ���� ����.� ���� ��� 2������� /�������� ��� �,
� *��.�� �3�
1����
� *,�/,� �������� ���/��2
�� ��� �,
� 2����� ��/,� /� �.�
��� 0�
,�� 1
�,�1�� 2
� D����3�
.� 2?� ��� )�
/�-��
1��C�0��?�����������/���?�
����	
���
�
�
�*,�/,�0�
 ,��,�4
�.�0����,
.����)�
/�-��3�0
�������
4�������� �?�
1����
�� ��.� ���������� �3� �
*�3��0�� �3� ���9� ���� �3� * ,�/,� *���.� ����� /���
01����?� /����/��0� ���3�4���� �3 �
	
���
�
�
�����)�
/�-��
�4?��3��,
��������/�
�3���� 3���,
��9����.
0�������
.�2?�,����11��
���/���
01�� 3���
�,
� 3�
�/��� �3� �,
� ��1
���� �������� ��
� ��33�/�
��� 1 ���3�� �,
� ��0
� �//���
.� ��� ��/����-�� /��
� *��,� ,���
���22�������
�/
�*,
��3�/��
�)�?�9�,���0�����00
.�� �
�1�
/
.
������������
4
��,
�
��9��,
�1�����
���0� �
2
�*

�� 	
���
�
�
� ��.� ��� )�
/�� ��
� 
4�.
��� ��� /,�� �/�
�9� 
.�/�����9� 
���
1�
�
���,�19� �,
� /��������
2�/�
����.�*,
�
��,
���/�
���4��?�
�
*��1���.��,
�� �.
�
�0�����������2�
���*��,��,
����.�������� ����� ��
0�.
��� .
4
��1
.�� �,
��� �
01
��0
��� ����
.� ��� �,
� � �.
�F�,��������*���.� ��� /����/��*��,� �,
�  ���0�/�
*���.9� �,
��� /�00��� /�02���4
� /,���/�
��� ���1��4
.� 2?��,
�3�/�� �,���2��,�*
�
� �//����0
.� ��� ���4
�
�,
���.��1��
��2?�0
�����3�����
�����9��,
��1
/���� �01�����/
�2��,�
�4
������2���.�
.�/�����9�2����3�
 ��
�,
��� ��D����� ���  ���?�2��,�0�������
.� �,
0�
�4
�� � 2�����
�?� �1���� .��
� �

��.��
�0�.
��� �
�.
�/�
�9�
�,
�
�
����01�����/
��,
?�2��,�
�4
�����,
������
�� ����/��������.��
���.��,
�����
,�������/�����
/�
�� ����9�
��/,���/�
�����/�������,��
.�2?�'
��;J�
;9��,
���0� ���/������������������2�/�
����.�0�C
.�*��,�3�����/ ��09�
�,
��� ���
� .
4
��10
��� ��� �������� �3� 

����9� /�02�� 
.� *��,� �� �1
/���� �
/,��J�
9� �,
��� /�1�/��?� ���

���
1�
�
���� ��� /�
��
� ��� 
C�
���4
�*����,�19� ��.9 � �2�4
� ���9� �,
��� �2�����
� �
/
����?� ���2�
��� *��,�
*,���*������.�������9�/�
����
� �
*�3��0��*,�/,�*��� .�/���0���,
��1
/�����-�����
�����@������,��� ��.�/
 ��
������/����.
���,
�
��*��:���
������/����������
��� �/��1����3���0������������/�/��������������.�1
�0�� �����
���4�
*� 	
���
�
�
� ��� ��� 
4�.
���1�
/������ �3� ��� )� 
/�9� 
4
�� �,��
,� �,���*���.� �
��
�� �,
� ����4���4
�
/,���/�
�� *,�/,� 3��� �,
� ����� /
����?� ��� �����2��
.� ��� �,
� ��
���� �������� �
4
��,
�
��9� �,
� 3�/�� �,���
	
���
�
�
-��1������
�*�����������
4���������?����, ����/��1���
9�*���.�
�����
C/����4
�?�������)�
/��� ,
�
0
���� �3� 2
��
� �,
� 3����� ��� �,
� ���� �3� 1������
� ��� 2�
��� ��.�/���?� *��,� �,
� 1���/�1�
�� *,�/,� 
��.
.� �, 
�
&
�������/
9��,�����9�2�
����
�1����/�����?�*��,��� �.��������1
��1
/��4
�3�/��
.����.
1�,���.��������� .�/
�
�����?1�/���5,������4�/��69�����J�
�������*,�/,���� )�
/��/���.�/���
01���
����	
���
�
�
-��*���9��1
/� ���?�



�(�

Velazquez who in temperament is considered the opposite of Berruguete and the 
supreme modern genius, but, at the same time, the painter with the greatest talent to 
depict the appearance of things, and also the most revolutionary in his technique, even 
to the point of forestalling the impressionists, was certainly inspired by the “Visitation 
of Saint Ursula” by Berruguete to compose the principal scene of the “Rendición de 
Breda” where he painted the scene of the spiritual clash of two forces which are united 
in a sentiment of noble uprightness63.  

Berruguete’s masterpiece, the Transfiguration, in the choir-stalls of Toledo cathedral, by 
its overwhelming movement, explosive energy and elegance in the sequence of 
opposing shapes anticipates Bernini’s best Baroque composition such as conceived for 
“La Fontana di Trevi” in Rome64. 

In Goya the roots of his “black painting” echo from Berruguete’s style of the San Benito 
period and specially in Goya’s “Chronos devouring his son” and in the heart-breaking 
expression of a dog drowning65. 

In the XXth century Picasso coincides with Berruguete in his Blue and Rose periods 
whose links with the Saint Sebastian at San Benito we have already mentioned and in 
his “Demoiselles d’Avignon” whose composition and simplicity of lines and surfaces 
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recall the sculptures of the altarpiece of Santiago de Fonseca. Furthermore, in his 
interlocking style which one sees in “Girl facing the mirror” (1927) and in “The painter 
and his model” (1926) Picasso is obsessed with the idea of reproducing curls and 
entwined curves very similar to Berruguete’s style and which will influence painters so 
widely diverse as Marc Ernst, Paul Klee, Georges Braque, and above all Jackson 
Pollock66. It is worth while mentioning specially his connection with Jackson Pollock 
and Edgar Münch67, turbulent persons in real life, challenging one another as artists, 
endowed with the same earthy strength and a similarly true creative violence. Jackson 
Pollock, in his works of the 1940 decade, as in his “Crucifixion” and in 1950, in his 
“Autumn rhythm” (Metropolitan Museum. New York), or in his “Number 1A (1948, 
Museum of Modern Art, New York) through the direct influence of Picasso and 
specially in his entwining style, reaches surprising coincidences with Berruguete’s art. 
Berruguete and Pollock, taken as a whole, have a similar choreographic rhythm, based 
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fundamentally on gestures and scenic representation. Furthermore if one studies their art 
individually, one may perceive coincidences, such as the obsession with frayed, often 
interrupted lines, spontaneous finishes, all of which are signs indentifying Alonso 
Berruguete’s work.  

2.3 HISTORICAL PROVENANCE OF THESE PAIR OF SCULPTURES: THE 
ALTARPIECE OF SANTIAGO DE FONSECA (SALAMANCA) 

The possibility that these sculptures proceed from the altarpiece of Santiago de Fonseca 
in Salamanca is based principally on stylistic reasons and on their execution, although it 
is important to indicate certain historical coincidences such as the size and proportion of 
these sculptures which support the thesis developed in detail by Professor Jesús Parrado 
del Olmo68. 

The altarpiece of the Colegio de Santiago de Fonseca, as indicated by Pons69, referring 
to documents of that period which now are lost, was commissioned under contract for 
Alonso Berruguete in 1529. Berruguete accepted the contract to make the sculptures and 
paintings by his own hand since the execution of this work contemporary with that of 
the convent of San Benito. Unlike the altarpieces at Mejorada de Olmedo and at San 
Benito, the altarpiece of Santiago de Fonseca has survived incomplete to our age; at 
least four sculptures of importance are missing, as well as the Santiago of the central 
niche and its original structure is partly modified. Its history has been marked by events 
which began with the extension of the chapel between 1540 and 1546, which forced the 
altarpiece to be modified; then the fire, occurred in 1638, affecting the higher zones of 
the altarpiece and its bench, and the abolition of the schools initiated in 1798 when the 
dispersal of some of the sculptures began; finally in 1830 and 1970 were effected the 
two important restorations of the altarpiece. Furthermore, we must add that in the 
altarpiece at San Benito, the other work stylistically related to this one, its sculptures are 
all completely identified and this is the reason why the sculptures discovered which 
correspond, due to style and quality, to the Alonso Berruguete of this epoch, are 
assigned to this altarpiece of Santiago de Fonseca, though, up to the present, there is no 
documentary proof to demonstrate it. Following these considerations Manuel Arias and 
Jesús María Parrado del Olmo have considered the Saint Jerome of the Diocesan 

Museum of Salamanca, or the San Roque of the Marés Museum as belonging to the 
altarpiece Santiago de Fonseca. In this sense, the pair of sculptures of Saint Peter and 
Saint Paul we are now studying correspond in style, carving, polychromy and even size 
to the Santiago de Fonseca altarpiece. Therefore, due to historical coincidences we are 
able to assert with almost absolute certainty that these sculptures have belonged to the 
bench of this altarpiece 70. 

�� �� ������� �����+������&����& �) �

The altarpiece of Santiago de Fonseca has a very homogeneous style which is easily 
recognizable and different from those at Mejorada de Olmedo, San Benito and the 
Epiphany altarpiece of Santiago in Valladolid inasmuch as it is, on the whole, more 
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Italianate. Its principal characteristic is that of being calmer and more elegant, 
corresponding to a transitional state of creativity between the San Benito work and the 
choir-stalls of Toledo. On the other hand, the quality of its execution is maintained 
uniformly both in the carving of the free standing sculptures and in the “grutteschi” 
work as well as in its exceptional polychromy considered among his finest coloured 
works.  

The pair of sculptures of Saint Peter and Saint Paul which indubitably proceed from its 
bench, due to their small size (54 cm high) and to the infinite care and detail in their 
finish, reveal to us a more restrained, and by no means strident Berruguete, following 
the style of the Fonseca altarpiece where the freestanding sculptures appear unbalanced, 
poised on convex, flimsy bases, caught in a spiral movement and buffeted by a 
mysterious wind. 

The correspondences between the Saint Bartholomew’s design and our Saint Paul, in 
the sense that both works recall to us Giacopo Sansovino, are evident in the way in 
which he carves the tunic which fits close to his body marking his belly, in the 
movement of his arms which evokes in us the “Ecce Homo” at Mejorada de Olmedo, 
his frowning brow, his deep-set and roughly finished eye-sockets and open mouth 
revealing surprise or expectation rather than suffering. Nevertheless this sentiment of 
suffering, we find it, though in a moderate way, in the expression of our Saint Peter, 
following the expressivity of the “Pietà”, of the Calvary or of the formerly incorrectly 
identified Saint Peter at the Santiago de Fonseca altarpiece. All this is rendered with a 
moderation we do not find in the altarpiece of San Benito where spiritual exaltation, 
opposition of contrast, search of the unexpected and a resounding monumentality, mark 
the impetuous rhythm of this altarpiece and the sculptures that compose it. 

The sensation of instability is another of the common characteristics of all the sculptures 
of this altarpiece and which we also find in our Saint Peter and Saint Paul. This 
instability is propitiated by the fact of having convex bases, as in the case of the Saint 
John, in some of the small angels and in the Saint Christopher and is due to almost all 
the sculptures moving in a similar “alegre ma non troppo” rhythm, stepping one leg 
forward and twisting their bodies, creating “contraposto” or serpentine postures, as done 
splendidly in our Saint Paul. This movement is very different from that which we 
perceive at San Benito where Berruguete, using the same resources and technique, 
achieves much more exaggerated results. 

Finally, perhaps the most singular facet of our pair of sculptures, and the most in 
accordance with those of Santiago de Fonseca, are their magnificent “estofados”, in 
view of the fact that we only find this level of refinement in the cloak of the “Pietà”. In 
both “esgrafiados” we appreciate the art of a Master, in which he demonstrates, on the 
one hand, a task executed with great care, detail and delicacy, but also carried out with 
all the freedom with which Berruguete endows his unique designs, so characteristic of 
his kind of mastery. These curved lines, in which each element is outlined with finely 
finished spiral scrolls; we also perceive them at Fonseca in the “grutteschi” of the 
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Friezes. Here Alonso Berruguete clearly demonstrates his capacity as a designer, 
sculptor, painter and decorator, in short, the authentic conductor of an orchestra71. 

�" ��	 + ����#�� <�������&���&� ��� ��������"+��"&� � �

The altarpiece of Santiago de Fonseca has a composition very like, though more 
simplified than that of San Benito, to the point that it is very similar in structure to its 
lateral “calles” which may have been inspired in models from Lombardy. All this may 
lead us to presume what must have been the structure of the bench which was partially 
destroyed in the fire of 1638 and reconstructed at the beginning of the XIXth century. 
This bench must have followed the design of the upper structures and contained the 
tabernacle placed just below the principal sculpture of Santiago now lost. On either side 
of the tabernacle were situated two niches decorated with columns similar to those in 
the upper structures and containing on the right the Saint Peter and on the left Saint 
Paul. On the outer edges of the bench were placed two angels as Atlas, sustaining 
directly the “entablamiento” as attested by their flat-topped heads. The height of 69 cm 
of the angels and the 54 cm of Saint Peter and Saint Paul, smaller due to being included 
in a niche, correspond perfectly to the 83 cm of the present day reconstructed bench, in 
descending proportion to the upper structure72.  

� ���& ��+��� �� ������ �

Although in the contract to which Pons refers, he only mentions a free-standing 
sculpture of Santiago, a crucifix and a “Piedad”, it is very significant that in 1830, on 
the occasion of the restoration of the altarpiece, Pedro Micó was commissioned to make 
two small sculptures of Saint Peter and Saint Paul which were missing from the lower 
niches (at present in the Diocesan Museum of Salamanca) just on top of the 
reconstructed bench73 74 75.  

The fact that these sculptures by Pedro Micó are so small and out of proportion to the 
two niches where they were situated in the “cuerpo” (see photograph) and that, even 
though they were not the same, they remind one, to some extent, of our statues, induces 
us to think that they must have been made at the indication of the canon of the chapel 
who would have remembered small sculptures by Alonso Berruguete situated equally 
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disproportionately in the said niches76. The reason for the disproportion of these 
sculptures must have been because they were originally placed on the bench of the 
altarpiece, as corresponded to their size and to the place where the Princes of the Church 
were usually situated, on each side of the “sagrario”. This bench, as we have already 
said, was very deteriorated by the fire occurred in 1638, which was the reason why 
these sculptures were removed from it, and has permitted them to be conserved in such 
an exceptional state, unlike the rest of the sculptures of the altarpiece which were 
repainted on other occasions in the 1830’s, with very poor results and losing the 
magnificent polychromy which they must have had and is attested by our sculptures and 
the “Piedad” of the second structure77.  

During the period which goes between the abolition of the religious schools in 1798 and 
their re-establishment in 1815, a time of great upheaval in the historical events leading 
to the dismantling of the patrimony of the Church, these sculptures, as a pair, passed to 
some private collection or to an antique dealer, as happened to other sculptures of the 
altarpieces, such as the Saint Jerome (Diocesan Museum of Salamanca) and the San 
Roque (Marés Museum of Barcelona) and where sold to the Garnica family were they 
remained for several generations.78 
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