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“When the people of Santiago saw for the first time the Portico by Master Mateo illuminated by
the sun, they turned their eyes away from that fascinating ensemble, perhaps dazzled by 2
clarity coated with the colours produced by a crystal glass prism or a drop of dew in the sun or
perhaps stunned with the changing effects of light that seemed to bounce off the statues of the
apostles and prophets. The Portico of Glory was a magical, dazzling, sparkling ensemble. The
embroidered robes, with gold pattern and fleur de lys shapes, revived the blue colour of the
blankets, and the matt gold of the mantles prolonged the reverberation of the golden flowers
of the green robes (...) the painter of this portico must have had some secret from the Arabs™.

(Antonio Neira de Mosquera, 1850



MASTER MATEOS CATHEDRAL
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B8 Master Mateo's project in the cathedral (1168-1211)

B Second construction phase of the Romanesque cathedral (Ca. 1088-1100)

© Francisco Javier Ocania

PORTICO-OF GEORY « TOUR GUIE

Master Mateo’s
cathedral

Between the years 1168 and 1211, Master Mateo directed an ambitious project in the cathedral of
Santiago de Compostela that involved the conclusion of the construction works, beginning around 1075 by
its western closure, and the spatial adaptation of the temple to hold ceremonies. It was at the same time
an apostolic sanctuary, a pilgrimage destination, an Episcopal See and a prominent cathedral for the
(alaico-Leonese monarchy, that strongly supported the project.

In the first place, Master Mateo carried out the construction of the last sections of the naves and the
(ribune, as evidenced by the decoration of the capitals. He also saved the slope in the land, in the
continuation of the cathedral towards the western side, with the construction of a crypt, on which the
Portico of Glory is settled and which is an essential part of it.

Then, he made his best known work, the Portico of Glory. It is today enclosed behind a barogue stone
hackdrop, the fagade of the Plaza del Obradoiro, even though it was originally opened to the outside by the
aforementioned facade, whose remains and sculptures are still preserved.

The project concluded, essentially, with the construction of a stone choir, which occupied the first sections
of the nave, from which important elements have been recovered and are preserved mainly in the
Cathedral Museum. It also concluded with the placement of the seated image of Saint James the Great on
(he high altar, which, despite being highly modified, remains the main reference in the temple for the

faithful and the pilgrims.
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Ferdmand Il grants Master Mateo a Lifetime pension. Santiago, 23 February, 1168. Archive of the Cathedral of Santiago.
© Fundacidn Catedral de Santiago. Photagrapher: Margen
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. Master Mateo

Despite his artistic relevance and his special significance for the cathedral of Santiago and for the art of
(Galicia, Master Mateo's origin, background and training are largety unknown.

Only two contemporary direct references of Master Mateo are preserved. The first one indicales his
presence in the cathedral and it s a privilege signed by King Ferdinand Il, granting him a lifetime pension
for the direction of the works in the cathedral. This document, dated February 23, 1168, is currently kept
in the Archive of the Cathedral of Santiago.

Ihe second reference can be found in the commemorative inscription of the placement of the lintels on
which the central tympanum of the Portico of Glory is settled, dated April 1, 1188. Mateo's nameis the only
one mentioned, something that was truly unique in the Middle Ages and that is proof of the importance of

Iis work as an artist. In this inscription it is stated that Mateo "directed the portico from the foundations”.

Master Matea's role in the project of the cathedral has been considered, throughout history, in a different
wiay, sometimes s an architect, sometimes as a sculptor or both. Nowadays experts agree in pointing him
ul as a great artist at the head of an important workshop that, under his responsibility, carried out a key
pioject for the cathedral of Santiago, with it is associated exclusively with his work and figure.
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MATIOS MYTH

Angel carrying the column of ﬂ39

© Fundacion Barrié
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ellation. Detail. Portico of Glory.
Fundacidn Catedral de Santiago
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Mateo’s myth

I1e Lack of biographical information about Master Mateo and the importance of his project, which, on one
land, began to be valued in the mid-nineteenth century within romantic and regionalist currents and,
also, with reviews of foreign visitors, British travelers mainly, created a kind of legend about his origins,
ackground and training. Not in vain, Matea’s figure appears somewhere in the northwest of the Iberian
Peninsula, introducing constructive and stylistic solutions typical of the most avant-garde places of the
moment, as it is the case of Burgundy, the Parisian area or Italy, adding other artistic influences, even
from the Muslim world.

Aware of the importance of his work and considering there were hardly any precedents at the time, Mateo
adied a representation of himself in the Portico of Glory. This is what the tradition says and what has been
collected by the first authors who studied his work since the mid-nineteenth century. Al this, together with
Ihe absence or loss of data about his biography and the influence of his wark capable of creating art with its
own identity, made him become a myth for the Galician peaple, who have granted him the title of “saint”.

1] |



SANTODOS CROO0ES

Santo dos Crogues. Portico of Glory,
© Fundacion Catedral de Santiago
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Santo dos croques

(1 image with curly hair that is portrayed kneeling and bringing his right hand to the chest located on
(e hack of the base of the mullion column of the Portico of Glory, looking towards the altar and offering
Al Apostle Saint James his masterpiece, is popularly known as Santo dos croques -head bump in
(Galicran-. In his left hand, he unfolds a long cartouche, now erased and in which, according to tradition,
{he word "architectus” can be read, which was completed with the word “fec (it)" that can still be seen
i one side of the base.

(1 Lradition -and recent studies- coincide in pointing out that this figure would correspond to Master Mateo's
Iealized self-portrait, represented as a paradigm of the “intellectual artist”, leading the way towards a
(hange in the social consideration of the artist that was consolidated since the [talian Renaissance.

Iiaditionally, even though the rite had to be suspended recently due to conservation reasons, the people
of Lompostela took their children to see Master Mateo's image so that, by rubbing their head against his,
I could transfer his wisdom to them; hence the name "Santo dos croques™.



THEPORTICO OF GIHORY

View of the ensemble of the Portico of Glory. Cathedral of Santiago.
© Fundacion Barrié / Fundacion Catedral de Santiago
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The Portico of Glory

A major work of the history of medieval art, the Portico of Glory is the best-known and most important
wirk of Master Mateo's project in the Cathedral of Compostela. It implied the westem closure of the
lemple, a subject that has stirred some debate among experts. One possibilityis that Mateo replaced, with
(e construction of the Portico, a hypothetical former fagade of the time of the Archbishop Gelmirez. The
olher possibility is that he may have replaced it because it seems more feasible, in view of the historical
an archaeological data and the logic of the history of art, that this fagade had not gone beyond an initial
pioject phase and remained pending, until the arrival of Master Mateo, who undertook the works “from
he foundations ", as it appears in the inscription of the lintels of the Portico.

[ Portico of Glory is usually thought to be only a cover with three arcades that, at present, is enclosed
liehind the barogue fagade of the Plaza del Obradoiro; however,itis much more, both from an architectural
i an iconographic point of view. The speech developed, focused on the apocalyptic story of the second
coming of Jesus Christ and the celestial Jerusalem, beging in the crypt, -the innovative architectural
stiucture on which the Portico is settled-, takes up the narthex of the cathedral, structured in three
arches plus the counter facade and presided by the central tympanum with the image of Christ in Majesty,
accompanied by the Evangelists and the blessed. Itis finished with the Lamb of God in the keystone of the
central vault of the tribune.

Ii the Portico of Glory, as Serafin Moralejo has pointed out, “we are witnessing the redemption of the
attors committed in the Old Covenant and the creation of a new one, which is carried out in the Last
Jidgment, evoked in the right arch and in the Glory of the central arch™.
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The outer facade

Ihe ensemble of the Portico of Glory was completed with a fagade that was opened to the outside, to
he current Plaza del Obradoiro, through a large central arch that had the same measures of the
lympanum of the portico that, in this way, could be seen from the outside, but protected by the space of
(e narthex, behind the aforementioned cover.

Master Mateo's facade underwent a first modification in the years 1520-1521, after the Cabildo’s
(ecision to place exterior doors that could close the cathedral, which until then remained always open.
[his intervention affected, mainly, the lower bady of the cover, from which its sculptural ensemble was
iemoved. This ensemble consisted of a series of statue columns and figures in relief of biblical
tharacters, probably related to the genealogy of Christ, thus complementing the speech of the Portico
and announcing in the inside what was about to come: the second coming of Christ. In these years, the
large central arch that opened the portico to the outside, which was replaced by a double door with a
curved facade on top, also disappeared. This way we can see the fagade, with some later additions, in a
(rawing made by the canon José Vega y Verdugo, in the year 1656-1657, which is conserved in the
Archive of the cathedral.

[aler on, between 1738 and 1750, the Baroque facade that replaced Matea's was carried out. However,
15 evidenced somehow on the back of the Latter and visible from the roofs of the cathedral, Fernando de
(sas, author of facade of the Plaza del Obradoiro, took advantage of the medieval structure, on which
the current and famous facade of the cathedral was settled, s if it was a baroque backdrop. Then, it
could be said, as Yzquierdo Perrin has pointed out, that "the fagade of the Plaza del Obradoiro is the fruit
of wisdom and good work of two genius of art: the structure belongs to Master Mateo; his baroque
(emodeling belongs to Fernando de Casas”.

Ii the Santiago Cathedral Museum, in other museums and in private collections, important vestiges of
{1 vanished outer facade of the Portico of Glory are preserved, of its architectural elements and the
stulptural ensemble that made it up. Some of the main pieces are exhibited in the Cathedral Museun,
41 part of the Master Mateo Space, located in the Palacio de Gelmirez.

Rose window. From the outer fagade of the Portico of Glory. Santiago Cathedral Museum
I " © Fundacion Catedral de Santiago. Photographer: Margen
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The counter facade

Ihe Portico of Glory is a hierotopy, a sacred space, inside another, with its own personality and, originally, with
specific uses that conditioned its interior iconographic program. its access, the communication with the rest
of the temple, etc. The counter fagade, which has the same structure of the Partico, thus allowing the
configuration of that sacred space, with a series of column statues and angels and seraphim, was allered
yilh the disappearance of Mateas fagade and the construction of the baroque one. However, it still maintains
4 special connection, regarding the looks, gestures and poses of the characters, with the main scene thal
lakes place n front of it in the three arches of the Portico and, in particutar, with the central tympanum.

s in the case of the column statues of the pillars of the Portico, except for the apostles and prophets that
flank the central arch, which preserve their attributes and, in some cases, their cartouches, the
identification of the characters of the counter fagade is complex, since the epigraphs have been deleted,
qiving rise to several hypotheses gathered by researchers. In this section, the connection established by
Serafin Moralejo between the characters represented in the Portico of Glory and the medieval liturgical
(ramas is especially relevant, primarily the Ordo Prophetarum of the cathedral of Limoges, with which the
sequence of the images of Compostela coincides.

Ihe identification of John the Baptist is clear considering the Agnus Dei that he carries in his hands, and,
probably, regarding the aforementioned hypothesis of the Ordo Prophetarum, on the other side, flanking
the main portal, he is accompanied by the Queen of Saba, that appears n the Gospel of Saint Matthew and
(hat would be connected to the image of Solomon that used to be n the outer fagade. O the other side of
(he Baptist, on one of the sides of the souther portal, we can see the post Virgilio, whose presence is
justified, like the Erythraean Sibyl on the side of the northern portal, -just after the Queen of Saba-, since
both characters had announced the coming of the Messiah. There are two images left at each end that
could be Balaam, on the north side, and, in the South, the apostle Jude Thaddaeus.

On the other hand, at the top level, at the stem of the arches, we can see the aforementioned angels and
seraphim. The first ones are different because they have a pair of wings, while the others have three pairs.
Al of them carry long cartouches that fall, getting unrolled, over their legs; and they can be seen with
puse of adoration, clasping their hands or taking their right hand to their chest, towards the image of
Clvist in Majesty that presides the tympanum of the Portico of Glory.

Balaam?. Detail. Counter facade of the Portico of Glory
I ‘ © Fundacion Catedral de Santiago
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The foundations

In the Portico of Glory, Master Mateo modified the architectural unit used in the rest of the Romanosquo
cathedral, something that is evident from the very foundations of the ensemble. He added, hetwoon the
plinth and the bases of the pillars, an intermediate body populated by real and fantastic animals, extraclod
from the medieval bestiary, in which each of them can have different meanings, as many experts have
pointed out when dealing with this part of the ensemble. The most common interpretation that has heon
given is that they would symbolize negative aspects of the earthly warld, oppressed by the Glory of God.

Among the animals represented, we can distinguish lions, bears, griffins and other fantastic beasts, in
some cases, with their jaws open, functioning as a ink with the crypt of the Portico, probably with a
functional meaning related to the ventilation of this space but, also, with a symbolic meaning, following
what it has been written about the connection between the figures of the foundations and the crypt with
the earthly world.

The scene depicted in the base of the mullion is outstanding because we can see a male figure with a
bushy beard, straddling two Lions that he holds tightly with his arms. Both animals have their mouths fully
open, while the character, who has been identified in different ways, mainly as Samson, Adam or
Gilgamesh, raises his head trying to see his own representation, resting his bust in a volute. Similar
scenes, such as the one of a character with a long beard fighting a lion with its mouth open, are
represented in each end of the bases. Perhaps, the three characters aforementioned are really
represented, being two on the sides and one under the mullion.

Finally, in relation to the characters of the Ordo Prophetarum, Manuel Castifieiras has pointed out the
presence of Nebuchadnezzar, king of Babylon, among the beasts, located in this case on the right base of
the central arch of the Portico.

Base of the mullion. Detail. Portico of Glory.
I © Fundacitn Catedral de Santiago




Mullion. Detail. Portico of Glory.
(©) Fundacion Barrié / Fundacion Catedral de Santiage
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The pillars and
the columns

As it happened in the foundations, the architectural unit followed in the rest of the Romanesque cathedral
was modified in the Portico of Glory, in its pillars and columns, using, except in the mullion, a double order.
In the upper order, new column statues were introduced.

The pillars of the central arch are formed by sequences of three columns on each side, while, in the lateral
arches, the columns are arranged in pairs. The columns present smooth shafts of granite on one side. The
columns located next to the jambs of the central arch, on the left, are marble columns and have a helical
shaped decorated with plant motifs and scenes in relief related, in each case, with the theme of the
adjacent lateral arches. Thus, for instance, the sacrifice of Isaac is represented in the left shaft, and the
resurrection of the dead s represented in the right one. On the other hand, the marble column on the right
side of the left arch has notable differences compared to the others, such as the type of marble, more
greyish, and the decorative style and the scenes represented in relief, showing a different moment in time
and authorship.

Warthy of special mention is the block that forms the mullion, formed by a group of columns in a single
piece of granite of enormous dimensions to which a new marble column has been attached, on its front, in
this case representing in its shaft, or the first time in the Iberian Peninsula, the Tree of Jesse - the human
genealogy of Christ - and, in its capital, the Trinity - the divine genealogy of Christ -.



THE MULLION

The image of Saint James seated on the mullion. Detail. Portico of Glory.
@© Fundacidn Barrié / Fundacion Catedral de Santiago
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. The mullion

Serving as a seat of the lintels of the central tympanum of the Portico, in a place of special prominence wilhin
the ensemble, we can see the mullion, formed by a large granite block from which a beam of stylized columns
emerges, which rests on the base that has a bearded figure between two lions with curly fur and, on the back,

the image of the so-called Santo dos Crogues, which is more likely to be Master Mateo's setf-portrait

In the central body of the aforementioned block, a marble column has been attached, originally polychromed
like the rest of the ensemble, in which the Tree of Jesse s represented, the human genealogy of Christ. The
aforementioned Jesse appears leaning on the lower part, initiating the speech, bottom-up, that includes other
characters of the aforementioned genealogy: David, Solomon and, in the upper part, the Virgin Mary. The capital
on top of the column represents the divine genealogy of Jesus. He is portrayed as a child on the Father's lap,
while the dove of the Holy Spirit is on the top and, on the sides, we can see angels with incense burners.

Under David's relief, who can he seen on the outer facads of the Portico playing a rotta, there is great wear on the
marble surface, caused by the popular rite of Laying the five fingers of the right hand, a tradition that, like the
"croques’”, that had to be interupted for fragility reasons and the preservation requirements of the Portico of Glory.

The seated image of Saint James the Great is settled on the column, immediately below, pointing out the
pre-eminence of the Christ in Majesty that presides the tympanum. It is an iconographic model that was
initiated at that moment by Master Mateo and that has had, from that moment on, a special relevance and
continuity. Undoubtedly, together with the seated image of the high altar, which s also a work within Mateo’s
roject, they constitute the quintessential representations of Saint James in his cathedral and form a
longitudinal axis, inside the temple, which must also appear in Master Mateo's contribution. Saint James can
be seen seated-on a throne, with lions at his feet, carrying, in his left hand, a tau-shaped crosier, typical of the
Compostela prelates and, in his right hand, displaying a cartouche in which it could be read, originally, “Misit
me Dominus" (the Lord sent me), in reference to his apostolic mission in Hispania and, thus, justifying the
Jacobean tradition.

On top of the ensemble of the mullion, above the image of Saint James, there is a large capital on which the
femptations of Christ are represented, which stands triumphiantly in the central part of the tympanum, right
after this capital.
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The left arch

The lateral arches of the Portico of Glory lack a tympanum and, above them, two separate oculus are
opened, very unique at the time, which, in line with the rose windows on the minor covers of the former
outer fagade, would bath the side naves of the cathedral in light.

“In the left arch, less polychromy has been preserved compared to other parts of the ensemble,
although, structurally, it is in better conditions of conservation than the right arch. This is due to an
intentional withdrawal of the polychromy from this area, as it has been proved in the restoration
process of the ensemble.

The interpretation of the two archivolts that make up the arch, completed by a superior profile with
plant motifs, has given rise to several hypotheses, always related to the People of Israel and, therefore,
to the 0ld Testament and the future of the chosen people prior to the birth of Jesus. Thus, in the major
archivolt, the tribes of Israel are represented, subject to the Mosaic Law, represented in the wide torus
that runs through the center of it. On the other hand, the lower archivolt, with Leafy leaves, is presided
by an image of Christ, the beardless and crowned figure that is located in the center, blessing with his
right hand and with a closed book in the left hand, accompanied, in the Lateral, by different figures,
most of them crowned, possibly representing the anastasis, the descent of Christ into Limbo, before his
resurrection, to save those who ive right in accordance with the Messianic promise.

In the pillar that connects the left arch with the central one, we can see an angel helping the blessed
to pass towards the Glory, giving them, in their way, a crown that identifies them as such.

P - Left arch. Portico of Glory.
© Fundacion Barrié / Fundacion Catedral de Santiago. Photographer: Pigi Arnogyo 8 I




THE RIGHT ARCH

o 3 Right arch. Portico of Glory.
®© Fundacion Barrié / Fundacidn Catedral de Santiago. Photographer: Pixi Arnoso
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' The right arch

The right arch is also organized in two archivolts, with a third semicircle on top, inthis case, full of figures
of angels that adapt to its form and dimensions.

The Final Judgment is represented with images in the keystones of both archivolts. The large one shows

" the head of Christ, bearded, while the lower one shows Saint Michael, beardless. Both appear holding

partially unrolled cartouches in their hands, which have lost their epigraphs and serve to frame their heads
and separate them from the scenes that are represented on the sides.

On the Left side of the arch, we can find the blessed connected to the central arch and represented as
naked children, who, as in the case of the arch on the north side, are helped by angels to reach the Glory.

On the other hand, the condemned are represented with high severity, since they are suppressed by
demans of henious traits to harsh punishments. Depending on the damage that is being caused to each of
them, Master Mateo refers to a specific sin, which symbalizes the cause of the character's sentence; all
with an evident moralizing and exemplary meaning for the medieval viewer.



THE ANGELS WITH THE INSTRUMENTS OF THE PASSION

The angels with
the instruments of the Passion

A cortege of angels carrying the instruments of the Passion of Christ i i
\ _ rist is represented in a numb
figures aligned at the bottom of the tympanum, on the lintels; probably, frorﬁ an artistic point of \(/alza\(:/f

this is the part that pr i i - - ; . et
e Portico%f by presents less innovative features in the plastic conception of the images within

The disposition, gestures -for instance, the hands of thos

A . : e angels that carry elements that touch
Jesus body covered by a veil- and the placement of the images, are relatedyto processions, ;:Jg a?g
integrated into the stone scenery of the Portico. '

.
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Central tympanum. Angels carrying the instruments of the Passion of Christ. Details. Portico of Glory.
© Fundacion Barrié / Fundacidn Catedral de Santiago

On the Left end we can see the figure of the angel, kneeling, holding the column of the Flagellation, a
piece that has a special personality in the ensemble and which, according to tradition, was collected
by Antonio Neira de Mosquera in the mid-nineteenth century and could be Master Mateo's
self-portrait, something somehow improbable but, undoubtedly, intriguing. Then, before Saint Luke, a
pair of angels grab the crosspiece of the cross, and another angel wears the crown of thoms.

On the right, after the figure of Saint Mark, an angel carries four nails in his right hand and a spear in
his left hand: finishing the procession with the angels that carry, respectively, the amphora for the
vinegar, the whips that were used to scourge Christ and the cane and the sponge used to give him

vinegar to drink.



.

LHRIST ™ MAJESTY AND THE FOUR EVANGELISTS

Maiestas Domini. Central tympanum. Detail. Portico of Glory.
© Fundacin Barrié / Fundacidn Catedral de Santiago
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Christ in Majesty and
the four Evangelists

Inside the tympanum there is a representation of Saint John's apocalyptic vision -fourth chapter-: |
saw that there was a throne in heaven, and One seated on the throne... and around the throne, four
Beings... The first Being is like a Lion; the second Being, like a bull; the third Being has a face as a
man; the fourth being is like an eagle”.

The first part of the aforementioned text clearly alludes to the Christ in Majesty that presides the
fympanum. He appears represented in a size considerably larger than that of the other images, due to
the use of the usual hierarchical perspective in the Middle Ages, and is seated on a throne, which is
settled, on each side, on two lions, in reference to the throne of Solomon. It is an image characterized
by frontal takes, which encircles his head with a crown and presents a serene face, with careful
attention to detail, and a full beard and Long hair. On each side of the head, we can see angels holding
incense burners.

Christ extends his hands showing the wounds caused by the nails of the crucifixion in his palms and
shows the right half of his torso and the wound caused by the spear in his side. Also, on his feet, bare,
resting on large leafy Leaves of apocalyptic symbolism, we can see the wounds caused by the nails
stand out, showing, with all this, as indicated by certain spiritual trends of the time, the suffering of
Jesus, as Man, on the cross. Undoubtedly, this piece constitutes the conclusion and the main point of
the message developed by Master Matea in the Portico of Glory.

The second part of the selected text of the Apocalypse refers to the images and symbols of the four
evangelists surrounding the Maiestas Domini. In the upper part, on the left, Saint John is represented,
writing about the eagle he holds on his Lap; on the right, we can see the delicate sculpture of Saint
Matthew, with a calamus pen in his eft hand, with which he writes on a small desk resting on his
knees. In the Lower part, on the left, we can see Saint Luke, with a bull on his lap and, on the other
side. Saint Marcus, with the ion at his feet. These four are the most exquisite images of the ensemble
of the Portico of Glory.
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The blessed

The blessed complete the interior of the tympanum, organized in two choirs, one on each side. They
represent the Holy Peaple who, as the Apocalypse of Saint John points out, “sing a new song before the
throne and the four Beings and the Elders (.. These are the ones who come from the great tribulation and

 washed their clothes and bleached them in the blood of the Lamb. That s why they stand before the throne
of God and worship him day and night in his temple”.

The innocence of the blessed is the reason they are portrayed as children, all of themina prayerful posture
and crowned. They correspond to those that have been arriving from the lateral arches, helped by angels;
and that are now ready to sing along with the music that the twenty-four elders of the archivolt play.

The complicity, dialogues, looks and gestures that are established between the figures are remarkable,
another proof of the naturalism of Master Mateo's work.

) The choir of the blessed on the central tympanum. Detail. Portico of Glory,
I i © Fundacidn Barri¢ / Fundacicn Catedral de Santiagd




THE ELDERS HOLDING INSTRUMENTS

;  Elderly musicians. Detail. Portico of Glor
IAZ © Fundacion Barrié / Fundacion Catedral de Sanﬂagyd
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The elders
holding instruments

The great archivolt framing the tympanum is characterized by the presence of the figures of the
twenty-four elders, also present in the fourth chapter of the Apocalypse: I saw twenty-four thrones
around the main throne, and twenty-four Elders with white robes and gold crowns on their heads silting
on the thrones.” It is a theme introduced, in Galicia, by Master Mateo and will have a special continuation,
in later decades, in other places.

Grouped in pairs, from the two central figures that hold the organistrum in their laps, dialogues and
glances are established between them in the moments before the start of their celestial concert, with
lass flasks and some instruments: psalteries, violas, zithers, harps, utes, etc. sculpted in such a careful
and realistic way that their reconstruction has been possible, as well as the recovery of the music
associated with the era of the Portico of Glory.



THE RESTORATION OF THE PORTICO OF GLORY

Virtual reconstruction of the three main la i i
n yers of polychromy in the Portico of Glory: upsi :
1.@(%ng|nal (ayer. Ca. 1200 | 2. Second layer. Ca. 1520 | 3.Thir(r}y [al)]/z?dtezad?éanU
Fundacidn Barrié/Fundacion Catedral de Santiago. Produced by Petra S.-Coop.
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Detail of the image of saiah, before (left) and after (right] the restoration. Portico of Glory
® Fundacion Barrié / Fundacion Catedral de Santiago

The restoration of the
Portico of Glory

Between 2008 and 2018, the Portico of Glory underwent a deep and complex restoration, sponsored by the
Fundacion Barrié. After a phase of previous studies on the state of conservation and causes of the
deterioration of the work, some interventions on the ensemble were carried out, focusing, mainly, on two
aspects: the damp by filtrations repair and the problems of condensation in the Portico of Glory and the
recovery of the polychrome that was preserved under dust and dirt. In this way, a masterpiece of medieval
art that has recovered part of its splendour has been preserved.

Remains of up to three layers of complete polychrome can be seen; the first of these would be the original
painting applied by Master Mateo's workshop staff, with a predominance of gold and lapis lazul. It is
followed by a second layer, made in the first decades of the sixteenth century, possibly at the time the
facade was remodeled to place doors tothe outside, which stands out for the use of the brocade technique
applied to the characters clothing. Finally, in the Baroque era, the Portico was repainted, simulating an
altarpiece of that period in the stone images. Likewise, other partial actions can be noticed, fundamentally
in the flesh-coloured hands and faces of the figures.

The delicate nature of the work and the need to preserve itin the best possible way require the application
of preventive conservation measures that can stop further deterioration of the Portico of Glory, which is
why itis necessary to maintain stable conditions of humidity and temperature, as well as limit the number
of people who can be, at the same time, within the area of the ensemble.

i |
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VWHO IS WHO IN THE PORTICO OF GLORY
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“The Portico of Glory of the Basilica of Compostela, for the unigueness of the plan, the life and
expression of the figures, the omamental richness, the august serenity and the harmony of the
ensemble, for the delicacy of the execution and the sophrosyne that it can be felt when admiring
it, is universally considered one of the first iconographic monuments of the world and one of the
wonders of Christian art during the Middle Ages”.

(Manuel Vidal Rodriguez, 1926)
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