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Abstract 

My doctoral work examines the reception, imitation, appropriation, and transformation of 

Netherlandish painting in Portugal around the turn of the sixteenth century through a study of 

surviving documents, visual evidence, and available (technical) studies. In chapter two, I discuss 

the limitations of the existing literature concerned with the painting production in Portugal in the 

fifteenth and sixteenth centuries, caused by its political seclusion from the nineteenth century 

until the 1970s. Diplomacy, trade, and immigration were the most important points of contact 

with Netherlandish painting in the fifteenth and sixteenth centuries and are the focus of chapter 

three and four. Chapter three reveals how Netherlandish luxury goods became part of Portuguese 

collections, while chapter four focuses on Lisbon artists that were a part of the network of court 

painter Jorge Afonso (c. 1470–1540). These artists were responsible for the production of some of 

the most prestigious royal altarpiece commissions of the first decades of the sixteenth century.     

Chapter five centres around the Évora Altarpiece, a nineteen-panel Netherlandish altarpiece 

produced around 1500. Here, I tentatively argue that the altarpiece was commissioned from 

Gerard David and then shipped to Portugal. David might have subcontracted several painters to 

complete the commission. In chapter six, I discuss three paintings that hung in two Colettine 

convents and depict the same unique iconography, an angel appearing before three kneeling 

Clarisse saints. Two paintings stylistically relate to Quinten Metsys, while the other was part of 

an altarpiece and is attributed to Jorge Afonso. The paintings were probably commissioned by 

Queen Eleanor who founded the convents and instigated the Colettine reform movement in 

Portugal. She might have been inspired by her contacts in Burgundy, perhaps Margaret of 

Austria, who was an active promoter of Colette’s reform. The paintings discussed in this 

dissertation exemplify how the import of Netherlandish paintings, the arrival of Netherlandish 

painters, and the favourable artistic climate in Portugal impacted the local production of 
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altarpieces. Collaboratively produced by local master painters and their workshops, these 

heterogeneous altarpieces combine elements of Netherlandish (style, technique), Portuguese 

(cultural references, colour use), and Spanish (format) origin. 
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Chapter 1 

Introduction 

In a letter dated 22 September 1500, bishop Dom Fernando Gonçalves de Miranda († 

1505) addressed the commission for an altarpiece for the main altar of the cathedral of Viseu. 

After expressing a desire for Flemish art, he wrote: “I am in a rush to be able to finish the 

altarpiece […] and I would like to know what you think, whether we should do it in silver or in 

paint, for whichever we choose, we will get better and cheaper from Flanders.”2 It is widely 

assumed that this letter refers to the monumental, eighteen panel altarpiece dedicated to the lives 

of the Virgin and Christ, finished around 1506 and currently in the Grão Vasco Museum in Viseu 

(fig. 4.31). The altarpiece was originally installed behind the main altar of the cathedral in an 

elaborate sculpted frame, where it must have left an impression of richness and extravagance on 

its contemporary viewers. Although attribution is uncertain, it is thought to have been produced 

by Flemish painters living in Portugal, with the assistance of Portuguese painters, perhaps under 

the supervision of Francisco Henriques († 1518), who came from Flanders.3 Although not fully 

explained in the letter, one can imagine that the bishop decided to have a Flemish master paint the 

                                                      

2 “[…] e nam tam somente tenho este desejo pera estas cousas mes [sic] ajnda me apreso muyto a poder 

acabar ho retavollo pera esa see como vos tenho escripto ja e escrepueime ho que vos parece se ho faremos 

de prate ou de timtas poque de quall quer maneira que quisermos de frandes se ha de trazer mjlhor e mays 

barato.” See: Dagoberto Markl, “Francisco Henriques e o Mestre do Retábulo da Sé de Viseu. Fontes 

Comuns,” in Francisco Henriques. Um Pintor em Évora no Tempo de D. Manuel I, ed. António Camões 

Gouveia (Lisbon: Comissão Nacional para as Comemorações dos Descobrimentos Portugueses, 1997), 55. 
3 Fifteen of the eighteen panels have survived and are installed in the Museum of Viseu. For a discussion 

on the commission and potential authorships, see: Ibid, 53–61; Dalila Rodrigues, Grão Vasco. Pintura 

Portuguesa del Renacimiento, c. 1500-1540 (Salamanca; Viseu: Consorcio Salamanca; Museu Grão Vasco, 

2002), 51–54; Joachim Oliveira Caetano, “Maestro del Retablo de la Catedral de Viseo,” in El Arte en la 

Época del Tratado de Tordesillas. Monasterio de Prado, Valladolid, 20 de Abril - 30 de Junio, 1994, ed. 

Eloísa García de Wattenberg (Valladolid; Lisbon: Sociedad, V. Centenario del Tratado de Tordesillas 

Consejería de Cultura y Turismo de la Junta de Castilla y León, Commissão Nacional para as 

Comemorações dos Descobrimentos Portugueses, 1994), 207–208. 
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altarpiece in Portugal, rather than import it from Flanders directly, in order to oversee its 

execution and its production stay on schedule. The commission of this altarpiece exemplifies the 

complex artistic relationship between Portugal and Flanders, since in addition to those works that 

were exported from Flanders, we need to consider the effects of Flemish painters actively 

working in Portugal, possible collaborations between Portuguese and Flemish painters in both 

countries, and the impact of Netherlandish art on local production. 

The bishop’s predilection for Flemish art, as well as the altarpiece’s assumed 

collaborative production among Flemish and Portuguese painters, is typical for this period. Since 

the late-fifteenth century, Netherlandish artworks, such as tapestries, illuminated manuscripts, 

sculptures, and paintings— on panel, and possibly also on cloth—, were collected by members of 

the courts, nobility, clergy, and the burgeoning urban elite. The popularity of Netherlandish 

paintings in Portugal led to the arrival of several immigrant painters from Flanders and Holland. 

This in turn, resulted in the broad circulation of Netherlandish styles, as well as associated motifs 

and painting techniques in Portugal, which were used for the local production of large altarpieces, 

such as the one in Viseu, until at least the 1540s. 

The dissemination of Netherlandish luxury goods in Portugal was facilitated by the 

diplomatic and commercial relations with the Low Countries, which had been in place since the 

thirteenth century. The assistance of the Burgundian army in Portugal’s war against Castile 

(1383–1385), strengthened the bonds between the Dukes of Burgundy and the Portuguese court. 

On 6 April 1385, John of Aviz was appointed King of Portugal, the first member of the Aviz 

dynasty—a Portuguese branch of the House of Burgundy—on the kingdom’s throne.4 The House 

of Aviz would continue to rule Portugal until 1580, when the Spanish and Portuguese crowns 

                                                      

4 The Portuguese House of Burgundy is a branch of the House of Burgundy through descendent Henry, 

Count of Portugal (c. 1066 – 1112). Henry was a younger son of Henry of Burgundy (c. 1035–1070/1074). 
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were united following the Battle of Alcântara, and King Philip II (1527–1598) became the King 

of both Spain and Portugal.5  

In the late-fourteenth century, soon after the war against Castile, the first Portuguese 

merchants permanently settled in Bruges—the main commercial centre of the Burgundian 

territories—where they marketed goods like oil, wine, cork, salt, and honey.6 New products were 

added in the mid-fifteenth century, when the Portuguese commenced their overseas explorations. 

Portugal’s geographic position along the Atlantic coast, and the absence of significant domestic 

natural resources, encouraged the Portuguese to become masters in navigation and shipbuilding. 

Portuguese seamen explored the coastlines of Europe and West Africa, leaving a line of 

settlements; they expanded the nation’s territory from the narrow strip of land on the Iberian 

Peninsula to include the western coast of Africa and four island groups in the Atlantic Ocean.7 

Sugar from the fertile islands of Madeira, and gold and ivory from Africa were popular goods in 

the Bruges markets. When, around of the turn of the sixteenth century, Antwerp became the 

leading centre for trade, the Portuguese moved their business there. After Bartolomeus Dias (c. 

1450–1500) rounded the cape in 1488, opening a sea route to Asia, and Álvares Cabral (1467/68–

                                                      

5 A. H. de Oliveira Marques, History of Portugal (New York: Columbia University Press, 1976), 1:118–

132; Joaquim Veríssimo Serrão, História de Portugal (Lisbon: Editorial Verbo, 2000), 1:290–312. 
6 The first merchants settled in Bruges after the establishment of a commercial treatise, signed in 1389. For 

an overview of Portuguese presence in Bruges, see Jacques Paviot, “Les Portugais à Bruges au XVe 

Siècle,” Arquivos do Centro Cultural Calouste Gulbenkian 38 (1999): 1–122. 
7 During their explorations, the Portuguese were in constant battle with the Castilians, whose sailors 

followed the Portuguese in their exploration of the islands along the African coast. After the Treaty of 

Tordesillas (signed on June 7, 1494), which divided the newly explored territories between the two 

kingdoms, both regions successfully prevented other countries from directly participating in the 

explorations of the New World and the commerce with Asia. To further cement their relations, the 

monarchs continued to unite the kingdoms through marriages. In 1497, King Manuel I (1469–1521) 

married the widow of Prince Afonso, Isabella of Aragon (1470–1498), the eldest daughter of Ferdinand II 

of Aragon (1452–1516) and Isabella I of Castile (1451–1504). Their son, Miguel da Paz, was the 

recognized heir of his father's kingdom of Portugal, and of the kingdoms of Castile, León, and Aragon, but 

he died at the age of two. It was not until 1580 that Portugal fell under the rule of Spain during the reign of 

King Philip II. See: Malyn Newitt, Portugal in European and World History (London: Reaktion Books, 

2009), 44; 58–64. On the Portuguese settlement in Madeira, see: Rui Carita, História da Madeira (1420-

1566) - Povoamento e produção açucareira (Funchal: SREJE, 1989), vol. 1; Rui Carita, História da 

Madeira (1566-1600) - A crise açucareira da 2ª. metade do século XVI (Funchal, SREJE, 1991), vol. 2. 
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1520) discovered the coast of Brazil in 1500, spices became Portugal’s most important 

commodity.8 The country’s control of the spice market was further cemented between 1503 and 

1515, when Afonso de Alberquerque (c. 1453–1515) achieved a monopoly on all maritime routes 

in the Indian Ocean and Persian Gulf.9  

The Royal Factories—commercial institutions from which the Portuguese kings 

distributed spices and other wares—were crucial for the Portuguese’s central role in international 

trade, especially in Antwerp.10 The Factors, Portuguese noblemen who acted as the emissaries of 

the crown’s monopoly, traded spices for copper from Central Europe, and for gold and silver 

from Germany, and provided Portugal with considerable wealth.11 Some of the revenues from the 

spice trade went towards the purchase of Netherlandish luxury goods; until the dismantling of the 

Portuguese Factory in Antwerp in 1549, the Factor was the main buyer of these goods for the 

Portuguese court.12 Letters of receipt attest to the acquisition of weaponry, personal adornments, 

furniture, books, tapestries, sculpture, and paintings. Surviving inventories in Portugal reveal that 

large quantities of these Netherlandish luxury goods ended up in royal and religious collections. 

                                                      

8 Goris’s Etude sur les Colonies Marchandes Méridionales (Portugais, Espagnols, Italiens) à Anvers de 

1488 à 1567 is a standard work on the international merchants in Antwerp, focussing on Portuguese, 

Spanish and Italian merchants in the period 1488–1567. Goris sees the spice trade as the base of 

commercial development in Antwerp, as its concentration in Antwerp was the reason Bruges had to 

surrender to its opponent. The concentration of the spice trade and alum trades in Antwerp attracted many 

merchants from several nations to the city, and put an intricate financial system into place. See: J. A. Goris, 

Etude sur les Colonies Marchandes Méridionales (Portugais, Espagnols, Italiens) à Anvers de 1488 à 

1567. Contribution à l'Histoire des Débuts du Capitalisme Moderne. (Louvain: Uystpruyst, 1925). 
9 C.R. Boxer, The Portuguese Seaborne Empire, 1415–1825 (London: Hutchinson, 1969), 15–38. 
10 Fernando António Baptista Pereira, and Luiza Clode, Museu de Arte Sacra do Funchal. Arte Flamenga 

(Lisbon: Edicarte, 1997), 8–9; Maria do Rosário Themudo Barata, “A Feitoria Portuguesa em Antuérpia. 

Actividade Mercantil e Mecenatismo no Tempo de Dürer,” in Ao Modo da Flandres. Disponibilidade, 

Inovação e Mercado da Arte (1415–1580), eds. Bernando J. García and Fernando Grilo (Madrid: Fernando 

Villaverde Ediciones, 2007), 47–52. 
11 The earliest recorded Factor is Vasco Afonso, who acted in this position from 1416–17, but only an 

incomplete list of Portuguese Factors active in Bruges has survived. See: Jacques Paviot, “Les Portugais à 

Bruges au XVe siècle,” 15. 
12 For the Portuguese presence in Antwerp in the second half of the sixteenth century, see: Florbela C. 

Veiga Frade, “A Actividade Mecenática da Nação Portuguesa em Antuérpia na Segunda Metade do Século 

XVI, ” in Ao modo da Flandres, 53–66. 
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In Antwerp, the Feitoria de Flanders (Portuguese Factory) and the Casa de India 

(colonial warehouse) were situated in the centre of the city, in Kipdorp, close to many painters’ 

workshops, and the Schilderspanden, the main location to purchase paintings made “on spec,” for 

the open art market.13 Although only a small percentage survives today, export registers and 

inventories reveal that large numbers of paintings, especially altarpieces, were shipped back to 

Portugal to adorn the walls of churches, chapels, and private homes.14 Some of these surviving 

altarpieces differ from their winged Netherlandish counterpart, both in terms of size and format 

(see, among others discussed in this dissertation, the Évora Altarpiece [chapter 5], and the 

Altarpiece of the Seven Sorrows of the Virgin [chapter 6]).15 

In addition to imported Netherlandish altarpieces, large non-foldable multi-paneled 

altarpieces with large, elaborate frames—referred to as retábulos—adorned the high altars in 

Portuguese churches and cathedrals. The format is thought to have originated in Spain and likely 

gained popularity in Portugal in the late-fifteenth or early sixteenth century.16 Most of these 

altarpieces were painted collaboratively by local painters and their workshops; their sheer size 

must have necessitated multiple hands, each able to work in a similar style to maintain a sense of 

continuity. Initial studies suggest that these painters had a knowledge of Netherlandish style and 

technique. Besides their exposure to Netherlandish paintings in churches, they might have 

possessed Netherlandish models in the form of drawings or prints that circulated on the market. 

                                                      

13 On the history of the panden, see Dan Ewing, “Marketing Art in Antwerp, 1460-1560: Our Lady's Pand,” 

The Art Bulletin 72, no. 4 (1990): 558–84. 
14 These registers are discussed in chapter three. For an overview of the export registers for paintings, and 

other luxury goods, to Portugal, see: Filip Vermeylen, “Paintings for Portugal: The Export of Flemish Art 

from Antwerp to Lisbon during the Sixteenth Century,” in Ao Modo da Flandres, 67–72. 
15 On the different types of altarpieces found on the Iberian Peninsula, see: Didier Martens, Peinture 

Flamande et Goût Ibérique Xve-Xvie Siècles (Brussels: Le Livre Timperman, 2010). 
16 On the development of the painted retable in Spain, see: Judith Berg–Sobré, Behind the Altar Table: The 

Development of the Painted Retable in Spain, 1350–1500 (Columbia: University of Missouri Press, 1989), 

3–11. 
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At the same time, these altarpieces are also distinct from their northern counterparts; in addition 

their large size, they also reference local traditions, such as the focus on the lives of locally 

worshipped saints. 

This dissertation examines the artistic relationships between the Low Countries and 

Portugal around the turn of the sixteenth century, a time when Portugal’s economy and cultural 

climate was at its peak, stimulated by the revenues from their overseas explorations. I discuss the 

reception, imitation, and transformation of Netherlandish painting in Portugal in six chapters; four 

provide context, and two focus on specific examples. The latter two chapters are intended to lay a 

foundation for further research; as will become apparent, very little is known for certain about 

most of the paintings in Portuguese collections. The study of these paintings could greatly benefit 

from further technical analysis, using a combination of infrared reflectography,  

x-radiography, and chemical analyses.  

Chapter two provides an overview of the literature on the painting production in Portugal 

in the fifteenth and sixteenth centuries. Initial studies that dealt with Portuguese paintings 

appeared in the nineteenth century, when foreign travelers went to Portugal to examine the 

architecture built during the reign of King Manuel I (r. 1495–1521).17 Their descriptions often 

included short commentaries on the interiors of these churches, including paintings and 

altarpieces still in situ, stimulating the interest in sixteenth-century Portuguese paintings. In these 

writings, observations and comparisons were made between the artistic production of the Low 

Countries and that of Portugal.18 In the twentieth century, few art historians showed active 

                                                      

17 See, for example: Luís de Sousa and James Cavanah Murphy, Plans, Elevations, Sections and Views of 

the Church of Batalha: In the Province of Estremadura in Portugal (London: I & J. Taylor, 1795); 

Francisco Adolpho de Varnhagen, Noticia Histórica e Descriptiva do Mosteiro de Belém (Lisbon: Na 

Typographia da Sociedade Propagadora dos Conhecimentos Uteis, 1842); Albrecht Haupt, A Arquitectura 

da Renascença em Portugal (Lisbon: J. Rodrigues, 1890). 
18 See, for example: John Charles Robinson, The Early Portuguese School of Painting. With Notes on the 

Pictures at Viseu and Coimbra, Traditionally Ascribed to Gran Vasco (London: John Childs and Son, 

1866); Atanazy Raczynski, Les Arts en Portugal. Lettres Adressées à la Société Artistique et Scientifique de 
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interest in Portuguese art and the surviving body of paintings, both those imported and locally 

produced, which, await a more comprehensive study. This relatively slow and isolated 

advancement of research is, in part, due to Portugal’s long seclusion from the world, due to its 

troubled political climate in the late-nineteenth and twentieth centuries, a time when the analysis 

and cataloging of works of art developed in most other western countries. Further, the inability of 

international scholars to read Portuguese, and the seemingly limited use of foreign publications in 

Portugal, also caused a setback in related research. Only after 1986, when Portugal joined the 

European Union and received international research funds, has a broader audience been exposed 

to Portuguese art and culture. The second chapter situates the relatively limited existing literature 

in the context of Portugal’s unstable political situation from the nineteenth century until the 

present.  

Diplomacy, trade, and immigration were among the most important points of contact 

between Portugal and the Low Countries, and they provide the point of departure for chapters 

three and four. Chapter three considers how Netherlandish luxury goods arrived in Portugal 

through courtly and commercial mechanisms. This chapter is above all a study of surviving 

documents, such as inventories and purchase letters, in addition to visual evidence. Netherlandish 

paintings, either commissioned or bought in one of the commercial centres in the Low Countries 

or Portugal, were often installed in religious institutions, where Portuguese artists were probably 

able to study them in person. Some Portuguese painters traveled to the Low Countries to train 

there, while, in turn, several Netherlandish painters moved to Portugal, seeking to take advantage 

                                                      

Berlin, et accompagnés de Documens (Paris: J. Renouard et cie, 1846); Joaquim de Vasconcelos, Albrecht 

Dürer e a Sua Influência na Peninsula (Coimbra: Imprensa da Universidade, 1929); Jaoquim de 

Vasconcelos, Theoremas para o Estudo da Historia da Arte na Península e Especialmente em Portugal 

(Porto: Arcádia, 1913); Carl Justi, “Die Portugesische Malerei des XVI Jahrunderts,” Jahrbuch Der 

Königlich Preussischen Kunstsammlungen 9, no. 3 (1888): 137–59.  
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of the growing demand for their art. Some of these painters worked in Portugal only temporarily, 

while others sought employment in existing workshops, or set up their own, further increasing the 

visibility and popularity of Netherlandish painting.  

Immigrant painters are discussed in chapter four, where I focus on the painters’ 

corporation in Lisbon and on the workshop organization of local artists. During the reign of King 

Manuel I, advantageous conditions attracted Netherlandish craftsmen to Portugal. Further, 

Manuel hired several court artists for the production of large altarpieces for new, royally founded 

religious institutions. Some of the surviving contracts for these commissions are discussed in this 

chapter. I focus specifically on court painter Jorge Afonso (c. 1470–1540), as he played a central 

role in a large network of artists responsible for the production of some of the most prestigious 

royal commissions of the first decades of the sixteenth century in Portugal. 

Chapter five concerns the Évora Altarpiece, a multi-panel altarpiece produced around the 

turn of the sixteenth century. It was probably made by Netherlandish painters, likely by a group 

of artists in the circle of Gerard David, and is of an exceptional quality and size, measuring 

almost thirty square meters. It is also one of the few altarpieces that non-Portuguese scholars have 

frequently discussed. Due to the absence of documents relating to its commission, various 

hypotheses regarding its authorship and place of production have been published in the past 

century. In this chapter, I discuss the altarpiece’s historiography, the results of the most recent 

restoration report, as well as available technical studies, including new IRR’s that were made at 

my request. Further, the Évora Altarpiece is compared with the Saint Anne Altarpiece, a work 

attributed to Gerard David and his workshop, and produced around the same time for an 

unidentified location in Spain. Both altarpieces illustrate the preference for Netherlandish 

painting on the Iberian Peninsula, possible collaboration among artists, and the flexibility and 

skill of Netherlandish artists to alter their usual formats to cater to stylistic preferences of their 

Iberian clients.  
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Chapter six explores three paintings that hung in two royal Colettine convents and all 

depict the same, highly unusual topic: an angel appearing before three kneeling Clarisse saints. In 

this chapter, I discuss this unusual iconography and link the paintings to possible patrons. Two of 

the works reveal a knowledge of the style of the Antwerp painter Quinten Metsys, a painter 

popular among the Portuguese nobility. In Portugal, several paintings have survived that are 

attributed to Metsys, painters in his immediate circle, or to (Portuguese) painters who replicated 

his style. Initial study suggests that the two paintings fall in the latter category. The third panel 

depicts the same theme but was part of a multi-panel altarpiece, made in Portugal by Jorge 

Afonso and his workshop. This painting includes more personal elements related to Portuguese 

culture. 

This dissertation forms part of a broader movement in art history that is concerned with 

international artistic relationships and exchange in the early modern period. In the past few 

decades, greater attention has been paid to the exchanges through art across geographical borders, 

challenging established art historical categories that often defined certain developments as 

specifically regional or national phenomena. This field has moved well beyond its Eurocentric 

research, and studies have been published related to the dynamic interactions with other parts of 

the world.19 With respect to early Netherlandish painting, a growing number of scholars are 

studying its impact beyond territorial borders. As Paula Nuttal states in her publication on 

                                                      

19 Often referred to as ‘Global Art History,’ studies on the influence of Renaissance art outside Europe 

include, but are not limited to: Gauvin Alexander Bailey, The Jesuits & The Grand Mogul: Renaissance Art 

at the Imperial Court of India (1580-1630) (Washington: Smithsonian Institution, 1998); Gauvin Alexander 

Bailey, Art on the Jesuit Missions in Asia and Latin America, 1542-1773 (Toronto: University of Toronto 

Press, 1999); Gauvin Alexander Bailey, Art of Colonial Latin America (London: Phaidon Press, 2005); 

Joseph J. Rishel, and Suzanne Stratton-Pruitt, eds., The Arts in Latin America, 1492–1820 (New Haven: 

Yale Univeristy Press, 2006); Donna Pierce and Ronald Otsuka, eds., Asia & Spanish America: Trans-

Pacific Artistic and Cultural Exchange, 1500-1850: Papers from the 2006 Mayer Center Symposium at the 

Denver Art Museum (Denver: Denver Art Museum, 2006); Suzanne L. Stratton-Pruitt, Mark A. Castro, and 

Luisa Elena Alcalá, Journeys to New Worlds: Spanish and Portuguese Colonial Art in the Roberta and 

Richard Huber Collection (Philadelphia, PA: Philadelphia Museum of Art, 2013); Mari-Tere Álvarez and 

Charlene Villaseñor Black, “Introduction: Art and Trade in the Age of Global Encounters, 1492–1880,” 

Journal of Interdisciplinary History 41, no. 3 (2015): 267–275. 
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Flemish painting in Florence: “Appropriately, in the more global society of the twenty-first 

century, the traditional tendency to compartmentalise ‘North’ and ‘South’ has begun to yield to a 

more Pan-European view.”20 By studying contemporary documents and remaining visual 

evidence, scholars have published on three main aspects of Netherlandish exchange: the practices 

of international patronage, the mechanisms through which these artworks became available, and 

the extent to which local artists were influenced by Netherlandish motifs, styles, and techniques. 

While such studies are readily available for Italy, Spain, and Central and Eastern Europe, studies 

related to early modern Portuguese painting are far less plentiful.21 A relatively small group of 

Portuguese art historians has addressed the relationship between the Low Countries and Portugal, 

but the international scholarly community has shown surprisingly little concern with this country, 

which was, until the end of the sixteenth century, a global political and economic power. 

This dissertation aims to provide a coherent overview of the current state of research on 

the cultural transfer between the Low Countries and Portugal, on which it provides an extensive 

bibliography. My approach has been inspired by studies that are concerned with cultural transfer 

in other regions, including Kim Wood’s, Nutall’s, and Ronda Kasl’s publications on the Italian 

Peninsula and Castile respectively.22 This dissertation focuses on acquisition, ownership, and the 

visual manifestation of this influence on Portuguese painters. My research draws on inventories, 

trade and guild documents, and contracts for altarpieces, in addition to a first-hand observation of 

                                                      

20 Paula Nuttall, From Flanders to Florence: The Impact of Netherlandish Painting, 1400-1500 (New 

Haven: Yale University Press, 2004), IX.  
21 Extensive lists of bibliographical references related to the study of Netherlandish painting in Europe can 

be found in publications such as: Till Holger-Borchert, and Andreas Beyer, The Age of Van Eyck, The 

Mediterranean world and Early Netherlandish Painting 1430–1530 (London: Thames & Hudson, 2002); 

Till Holger-Borchert, and Julien Chapuis, eds., Van Eyck to Dürer: The Influence of Early Netherlandish 

Painting on European Art, 1430-1530 (London: Thames & Hudson, 2011).  
22 Kim W. Wood, “Netherlandish Networks,” in Locating Renaissance Art, ed. Carol M. Richardson (New 

Haven; London: Yale University Press, 2007), 65–99; Nuttall, From Flanders to Florence; Ronda Kasl, 

“The Making of Hispano-Flemish Style: Art, Commerce, and Politics in Fifteenth-Century Castile” (Phd. 

diss., New York University, 2012). 
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surviving Netherlandish and Portuguese paintings on the mainland and Madeira. The paintings 

that are the subject of chapter five and six are illustrative examples of the Iberian-Netherlandish 

exchanges and are chosen based on their availability for study with new infrared reflectography, 

using the Osiris camera of the Hercules Laboratory in Évora. I relied on the expertise of former 

photographer of the institute, Sónia Catarina Lopes da Costa, who provided these images per my 

request. Chapters five and six do not, however, provide solutions to the many problems posed, 

but rather encourage further in-depth study. My hope is that this dissertation will place Portugal 

more prominently among the other European countries that were receptive to the painting style, 

motifs, and techniques from the Low Countries in the fifteenth and sixteenth centuries. 
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Chapter 2 

Studying Early Modern Portuguese Painting  

Towards a Status Quaestionis 

Scholarship on Portuguese painting of the fifteenth and sixteenth centuries has been a 

predominantly national affair. While art production in this period—often referred to as “the Age 

of Discoveries”— is considered a highpoint in Portuguese art, it has not received much attention 

from the international scholarly community. Various reasons explain this hiatus in scholarship: 

Portugal’s unstable economy and mostly local politics in the nineteenth and twentieth centuries—

when most western countries saw the proliferation of academic institutions, art museums, and 

galleries dedicated to the analysis and cataloging of works of art—led to a relatively slow and 

isolated advancement of the study of Portuguese art and architecture. Nineteenth century writers 

predominantly compiled oeuvres based on their own judgement, only occasionally turning to 

archival documents.23 Although the field has become less marginalized since the early twentieth 

century, due to the efforts of scholars such as Joaquim de Vasconcelos and Francisco Marques de 

Sousa Viterbo, the art historical field in Portugal only truly began to develop after the 1974 

Revolution, when other countries ended their cultural and intellectual boycott and the circulation 

of international theoretical writings increased. Since then, many Portuguese universities opened 

their doors to foreign students and faculty.24 

Because of this relative isolation, most of the publications concerned with Portuguese 

paintings are written in Portuguese, limiting their circulation in the international community. At 

                                                      

23 Fernando Guimarães, Paulo Pereira, José Alberto Seabra Carvalho, and Marta Barreira Carvalho, “Em 

Torno da História da Arte,” in Arte Portuguesa, Da Pré-História ao Século XX, ed. Dalila Rodrigues 

(Lisbon: Fubu, 2009), 20: 40. 
24 Ibid. 



13 

 

 

the same time, international scholars concerned with art and architecture of the Iberian Peninsula 

prioritize Spanish art and culture, often disregarding Portugal’s separate identity.25 Finally, 

another complication is the relatively small surviving body of works and the limited number of 

documents related to their patrons or functions. Many artworks and documents were probably 

destroyed during one of the many earthquakes that affected the country, most importantly the 

earthquake in Lisbon, in 1755. Not only did this natural disaster leave large parts of the historic 

center of the city in ruins, it also destroyed parts of the royal archives where many relevant 

commission documents were housed.  

Unlike in Italy, no known contemporaneous treatises consider Portuguese art in the 

fifteenth and sixteenth centuries. Indeed, the Portuguese writer, painter, and architect Francisco 

de Holanda notably omits descriptions of his national contemporaries in his most famous work, 

Da Pintura Antiga (1548–49).26 A follower of the “antique mode,” Holanda detested his 

country’s painting tradition with its heavy reliance on Flemish examples.27 Instead, in his two-

                                                      

25 General surveys on art of the Iberian Peninsula predominantly describe Spanish art and architecture, 

marginalizing Portugal’s cultural heritage to small sections in their publications. They consider art from 

Spain and Portugal of the fifteenth and sixteenth centuries in light of the ‘grand discoveries,’ when 

commercial contact with Northern Europe intensified and resulted in increased cultural exchange. These 

surveys predominantly use stylistic analysis to describe the most important artworks and architecture of the 

Iberian Peninsula in a chronological order. See, for example: Marcel Dieulafoy, Art in Spain and Portugal 

(New York: C. Scribner's Sons, 1913) and George Kubler and Martin Soria, Art and Architecture in Spain 

and Portugal and their American Dominions, 1500-1800 (Middlesex, Maryland, Victoria: Penguin Books, 

1959). 
26 Francisco was the son of the North-Netherlandish illuminator for the Portuguese court, António de 

Holanda (see chapter 3). In Da Pintura Antiga, Holanda only includes one Portuguese painter, Nuno 

Gonçalves, as he felt that the painter deserved to be remembered. See book I, chapter XII in Francisco de 

Holanda, On Antique Painting, eds. Alice Sedgwick Wohl, Joaquim Oliveira Caetano, Charles Hope, and 

Hellmut Wohl (University Park, PA: Pennsylvania State University Press, 2013), 90–91. 
27 When António arrived in Portugal, he was appointed Pursuivant at Arms, a position promised to painter 

Garcia Fernandes (see chapter 4, page 129). António’s appointment was not well received by his fellow 

painters; Caetano has suggested that this issue might have prevented Holanda and his family, including his 

son, Francisco, from being accepted into these circles. No documents are known suggesting that either 

António or Francisco had any connections with other painters. Francisco might have resented his 

Portuguese colleagues which might in turn has resulted in his negative comments on Portuguese painters in 

his treatise. On Spanish and Portuguese art, Holanda remarks: “…there is one thing, however, for which 

Spain and Portugal have a bad name: and it is in Spain or in Portugal they do not know painting, neither do 

they do good painting, nor does painting enjoy its due honor.” More familiar is Holanda’s discussion on 

Flemish painting, upon which many Portuguese (and Spanish) paintings were based. Flemish painting, he 
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part treatise, he praises the aesthetic values of the Italian Renaissance alone, and in his (fictional) 

dialogues with the “character” Michelangelo, his passion for Classicism is made abundantly clear. 

The frequent use of Holanda’s treatise by scholars may perpetuate the negative view of 

Portuguese painting. 

While Portugal played a major role in world politics and economics in the fifteenth and 

sixteenth centuries, its status rapidly declined after the sixteenth century with the loss of its 

colonies and attendant revenues to the Dutch.28 After Portugal regained independence from Spain 

in 1640, it struggled financially, especially after the earthquake of 1755. It remained a relatively 

poor country, lacking major natural resources and heavy industry.29 As a result, Portugal’s 

cultural heritage suffered throughout the eighteenth and nineteenth centuries. In spite of the 

efforts of some writers, such as Alexandre Herculano and Francisco Varnhagen, to raise 

awareness to this degraded state, it was not until the twentieth century that serious efforts were 

undertaken to renovate the historic monuments in Lisbon and beyond.30 

Despite the various despicable events that occurred during his dictatorial regime, António 

de Oliveira Salazar (1933–1974) initiated the promotion of Portuguese heritage and culture 

outside its own borders, an issue that received increasing attention after the establishment of the 

                                                      

says, “will…please the devout better than any painting of Italy, which will never cause him to shed a tear, 

whereas that of Flanders will cause him to shed many. Not because of the vigor and good quality of that 

painting, but because of the goodness of that devout person […] And all this, even though it may look well 

to some eyes, it [is] in truth executed without reason or art, without symmetry or proportion, without 

judiciousness of selection or freedom from encumbrance, and finally, without any substance or vigor.” See 

the introduction to On Antique Painting by Caeatano, 10–11; Book II, first dialogue, in: De Holanda, On 

Antique Painting, 179–180. 
28 During the Dutch-Portuguese War (1602–1666), the Dutch sought to conquer the Portuguese colonies in 

the Americas, Africa, India, and the Far East. Eventually, Portugal kept its colonies in America and Africa, 

but lost them in the Far East and South Asia. See: C. R. Boxer, The Portuguese Seaborne Empire 1415–

1825 (New York: A.A. Knopf, 1969). 
29 The majority of the population earned their living in the agricultural sector; the country’s export products 

predominantly consisted of wine, cork, and fruit. See: R.A.H. Robinson, Contemporary Portugal: A 

History (London: George Allen & Unwin, 1979), 128. 
30 For a list of renovated monuments, see: “Património Cultural,” 

http://www.patrimoniocultural.gov.pt/en/museus-e-monumentos/dgpc/. Accessed 24 May 2017. 
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Portuguese Republic, in 1974. Further growth occurred after 1986, when Portugal joined the 

European Union; with the help of European funds, large international exhibitions were organized 

by Portuguese curators, highlighting the masterpieces of Portuguese collections. Many 

Portuguese heritage sites were renovated and made accessible to the increasing numbers of 

international tourists that find their way to Portugal each year.31 

This chapter aims to provide an overview of existing scholarship on fifteenth and 

sixteenth centuries Portuguese painting. The relatively limited existing literature will be placed in 

context by discussing Portugal’s political situation from the nineteenth century until the present.  

 

Early Scholarship 

The study of Portuguese art and architecture developed in the nineteenth century when 

scholars from Poland, Germany, and England, travelled through the country to study local 

variations of Gothic architecture and record extant religious structures. They were especially 

interested in the unusual architectural style that developed during the reign of King Manuel I 

(1495–1521), often referred to as the “Manueline style.” From the study of architecture, scholars 

expanded their attention to include paintings as they were mostly part of larger decorative 

programs in churches.  

Early publications, such as the monograph dedicated to the Batalha Monastery by the 

Irish academic James Murphy and Portuguese scholar Luís de Sousa, inspired foreigners to travel 

to Portugal and study its architecture. De Sousa and Murphy’s richly illustrated Plans, Elevations, 

Sections and Views of the Church of Batalha (1795) records this building—one of the more 

famous examples of Portuguese Gothic Architecture and the burial place for the Portuguese 

                                                      

31 See: OECD Tourism Trends and Policies 2016 – Portugal: 

http://ec.europa.eu/DocsRoom/documents/17561/attachments/39/translations/en/renditions/native&usg=AF

QjCNG4EbNxw8J6L7CnQyvtfbebdnOAXg&sig2=MQZZpInuxt0JbEM1-VMUNg. Pdf. Accessed 13 

November 2017. 
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Royal House of Aviz—in great detail.32 Despite the inclusion of misconceptions regarding Gothic 

and Manueline architectural styles, such as pointing to Egyptian origins of Gothic architectural 

elements like the pointed arch and spires, the publication familiarized a wider public with this 

monument, encouraging further visits and study.33 According to Guimarães and Pereira, the 

publication had a definite impact on the scholarly field and played a key role in augmenting the 

general awareness of post-Enlightenment scholars, as they developed a more positive attitude 

towards Gothic architecture. In the following decades, an increasing number of contributions on 

Gothic and Manueline architecture in Portugal were published.34 

A major goal of some of these early recordings of Portuguese architecture was not only to 

point out the existence of these unique monuments, but also to raise awareness of their degraded 

state. In the 1830s, historian and novelist Alexandre Herculano wrote several articles on 

Portuguese history in his journal, Panorama.35 Herculano was deeply concerned with the current 

state of many of Portuguese monuments and tried to educate both general and scholarly 

communities through a series of articles and historical novels. In his publications, which reached 

a large international audience, Herculano explained the importance of preservation.36 

In 1842, the German scholar Francisco Varnhagen, whose mother was Portuguese, 

published Noticia Histórica e Descriptiva do Mosteiro de Belém.37 Here, he defined the 

                                                      

32 Luís de Sousa and James Cavanah Murphy, Plans, Elevations, Sections and Views of the Church of 

Batalha: In the Province of Estremadura in Portugal (London: I & J. Taylor, 1795). 
33 Ibid., 2–4; 13–16; Guimarães, Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno da História 

da Arte,” 42–43. 
34 Guimarães, Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno Da História da Arte,” 42. 
35 See: Alexandre Herculano, dir., O Panorama: Jornal Litterario e Instructivo da Sociedade Propagadora 

dos Conhecimentos Uteis, 1837; 1838; 1839. 
36 Herculano on Portuguese history and monuments, see: “History of Portugal from the Beginning of the 

Monarchy to the End of the Reign of Afonso III” (História de Portugal: 1.ª época, Desde a Origem da 

Monarquia até D. Afonso III) (1846–1853); “History of the Origin and Establishment of the Inquisition in 

Portugal” (História da Origem e Estabelecimento da Inquisição em Portugal) (1854–1859); Historical 

Monuments of Portugal (Portugaliae Monumenta Historica) (1856–1873). These publications are digitized 

by the National Library in Lisbon: http://purl.pt/index/geral/aut/PT/22536.html. Accessed 24 May 2017. 
37 Francisco Adolpho de Varnhagen, Noticia Histórica e Descriptiva do Mosteiro de Belém (Lisbon: Na 

Typographia da Sociedade Propagadora dos Conhecimentos Uteis, 1842). 
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architectural style of the Monastery of Belém as the true representation of Portugal’s deep 

spiritual state in the early sixteenth century.38 Moreover, Varnhagen argued that King Manuel I, 

who commissioned the monastery, deliberately incorporated stylistic elements that alluded to his 

maritime discoveries. Later authors, such as the widely read Romantic poet Almeida Garret,39 

quickly followed Varnhagen’s invention of the term “Manueline Style.”40Albrecht Haupt’s A 

Arquitectura da Renascença em Portugal (1890) similarly took inspiration from Varnhagen’s 

ideas.41 This book, which includes 288 hand-drawn illustrations, describes some of Portugal’s 

most important monuments in detail, focusing on the exotic and antique references in the 

ornamental architecture of the Manueline period. This particular reading of Manueline 

architecture, characterized by a combination of foreign and prevailing national styles, remains 

prevalent, although it is now considered redundant. By solely pointing to the maritime and 

foreign connotations in the buildings’ decorative schemes, roots in northern European Gothic 

forms were ignored,42 as well as its analogies with Spanish architecture, which came from the 

strong royal bonds between the kingdoms of Spain and Portugal.43 

                                                      

38 Guimarães, Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno Da História da Arte,” 44; 

Myron Malkiel-Jirmounsky, Pintura à Sombra dos Mosteiros: a Pintura Religiosa Portuguesa nos Séculos 

XV e XVI (Lisbon: Edições Ática, 1957), 26. 
39 In 1843, Garret published an article in the Jornal das Bellas Artes in which he discussed the various 

periods of Portuguese art under certain monarchs, the third being the “Manueline” period. See Guimarães, 

Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno Da História da Arte,” 46. 
40 Varnhagen, Noticia Histórica e Descriptiva do Mosteiro de Belém, 9–11. 
41 Albrecht Haupt, A Arquitectura da Renascença em Portugal (Lisbon: J. Rodrigues, 1890). 
42 In 1885, Joaquim de Vasconcelos had already discussed the influence of northern European and Spanish 

architecture in: Da Architectura Manuelina (Coimbra: Imprensa da Universidade, 1885). Later survey 

studies follow De Vasconcelos’s idea, for example in the first chapter of Paulo Pereira ed, História da Arte 

Portuguesa (Lisbon: Editorial Estampa, 1995), 2:11–115. For more recent discussions of these influences, 

see: María Jesús Caamaño Martínez, “Conexiones entre el Hispano-Flamenco y el Manuelino,” in Actas do 

Simpósio Relações Artísticas entre Portugal e Espanha na Época dos Descrobimentos (Coimbra: Minerva, 

1987); Julían Álvarez Villar, “Ecos Hispánicos del Manuelino,” in Actas do Simpósio Relações Artísticas 

entre Portugal e Espanha na Época dos Descrobimentos (Coimbra: Minerva, 1987); Pedro Dias, “A 

Arquitectura Manuelina,” vol. 5 of Arte Portuguesa. Da Pré-História ao Século XX, ed. Dalila Rodrigues 

(Lisbon: Fubu, 2009). 
43 The bond between the kingdoms of Spain and Portugal continued to be strong, also after the 

independence of Portugal in 1139. Both commercial and royal alliances resulted in lively interactions 
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In these early publications on Portuguese architecture, one finds only short commentaries 

on the sculptures and paintings in the buildings. In 1815, however, José da Cunha Taborda, in his 

Regras da Arte da Pintura com Breves Reflexões Criticas sobre os Caracteres Distinctivos de 

suas Escolas, compiled a list of Portuguese painters.44 After discussing “the Rules of Painting” —

although it is unclear from which treatises these rules were derived—Taborda included short 

comments on famous Italian, Netherlandish, and French painters, before turning to the most 

renowned Portuguese painters and their works.45 However, the provided information is limited 

and seemingly based solely on personal observations; he referenced no documents or existing 

literature. 

A more systematic survey of Portugal’s artistic heritage, containing a detailed list of 

Portuguese artists, was published in 1823 by the artist and historian Cirilo Volkmar Machado. His 

Collecção de Memorias, Relativas ás Vidas dos Pintores, e Escultores, Architetos, e Gravadores 

Portuguezes, e dos Estrangeiros que Estiverão em Portugal recorded the oral and written 

memoirs of 145 artists in Portugal, including records on Vasco Fernandes (c. 1475–c.1542), the 

leading painter of Viseu of the early sixteenth century.46 Fernandes, who is commonly referred to 

as “Grão Vasco,” became one of the principal painters discussed in both nineteenth- and 

twentieth-century publications.47 

                                                      

throughout the Iberian Peninsula. For a general survey on cultural exchange on the Iberian Peninsula, see: 

Kubler and Soria, Art and Architecture. 
44 José da Cunha Taborda, Regras da Arte da Pintura com Breves Reflexões Criticas sobre os Caracteres 

Distinctivos de suas Escolas (Lisbon: Eduardo José Pires, 1815). The book was republished in 1922 in 

Coimbra: José da Cunha Taborda, Regras da Arte da Pintura com Breves Reflexões Criticas sobre os 

Caracteres Distinctivos de suas Escolas (Coimbra: Imprensa da Universidade, 1922). 
45 Ibid., 1–28. 
46 Cirilo Volkmar Machado, Collecção de Memorias, Relativas ás Vidas dos Pintores, e Escultores, 

Architetos, e Gravadores Portuguezes, e dos Estrangeiros que Estiverão em Portugal (Lisbon: Imprensa de 

Victorino Rodrigues da Silva, 1823). 
47 See, for example: John Charles Robinson, The Early Portuguese School of Painting. With Notes on the 

Pictures at Viseu and Coimbra, Traditionally Ascribed to Gran Vasco (London: John Childs and Son, 

1866); Vergílio Correia, Vasco Fernandes. Mestre do Retábulo da Sé de Lamego (Coimbra: Imprensa da 

Universidade, 1924); Luís Reis-Santos, Vasco Fernandes (Lisbon: Artis, 1962); Dalila Rodrigues ed., Grão 

Vasco e a Pintura Europeia do Renascimento (Lisbon: Commissão Nacional para as Comemorações dos 
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Several foreign authors, often of noble descent, travelled throughout Portugal between 

the second half of the eighteenth and the mid-nineteenth centuries, and published their 

impressions in travel guides, novels, and academic publications. The Prussian diplomat and count 

Athanasius Raczynski is a representative example of such travelers; his compiled inventory 

offered other writers a foundation for further research.48 Raczynski travelled throughout Portugal 

between 1842 and 1845, during which he visited royal, private, and religious institutions, and 

gathered written information on the artworks he encountered. His findings were sent back to the 

Berlin Society of Arts and Sciences in the form of letters, which were then published in 1846 in 

French as Les Arts en Portugal. Lettres Adressées à La Société Artistique et Scientifique de 

Berlin, et Accompagnées de Documents par le Comte A. Raczynski.49 German and English 

translations followed soon after.50 A year later, Raczynski published Dictionnaire Historico-

Artistique du Portugal pour faire suite à l'Ouvrage avant pour Titre: Les Arts en Portugal. This 

dictionary included an alphabetical list of artists active in Portugal until the nineteenth century. In 

contrast to Taborda’s published list, the dictionary offered a short overview of the life and work, 

and references to other literature, for each artist.51 Both Les Arts en Portugal and the Dictionnaire 

include discussions on painters, sculptors, and architects. Raczynski’s time in Portugal coincided 

with that of Herculano and Varnhagen, and their influence can be felt in his ideas about 

                                                      

Descobrimentos Portugueses, 1992); Dalila Rodrigues, Grão Vasco. Pintura Portuguesa del Renacimiento, 

c. 1500-1540 (Salamanca: Consorcio Salamanca; Museu Grão Vasco, 2002). 
48 Over the course of his diplomatic career, Raczynski was sent to various countries, where he collected 

about 190 works by Italian, Flemish, Spanish, and German artists for his personal collection. See: Paulo 

Simões Rodrigues, “O Conde Athanasius Rackzynski e a Historiografia da Arte em Portugal,” Revista de 

História da Arte 8 (2011): 263–265. 
49 Atanazy Raczynski, Les Arts en Portugal. Lettres Adressées à la Société Artistique et Scientifique de 

Berlin, et accompagnés de Documens (Paris: J. Renouard et cie, 1846). 
50 Rodrigues, “O Conde Athanasius Rackzynski,” 263–265. 
51 Atanazy Raczynski, Dictionnaire Historico-Artistique du Portugal pour faire suite à L'Ouvrage avant 

pour Titre: Les Arts en Portugal (Paris: J. Renouard et cie, 1847). 
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architecture, including comparable notions on the poor state of preservation of the Portuguese 

architectural heritage, and similar readings of Portuguese Gothic architecture.52 

Les Arts en Portugal also includes a translation of Holanda’s treatise and a list of works 

created during the reign of King John II. Further, Raczynski described the Évora Altarpiece in his 

fifteenth letter which is dedicated to his trip to Évora. As I will discuss in chapter five, he 

commented on the influence of Jan van Eyck (before c. 1395–before July 9, 1441) and 

erroneously attributed the altarpiece to Christoph van Utrecht (c. 1498–1557), as he thought he 

had found his initials on one of the panels.53 Raczynski’s inclusion of the Évora Altarpiece in his 

text drew attention to the presence of Netherlandish painting in Portugal and its impact among 

local painters. 

Four of Raczynski’s letters concern the work of Grão Vasco. With the Viscount of 

Balsemão, he compiled an initial list of works that were attributed to the master by previous 

authors. This list consisted of more than 200 paintings scattered around the country, even though 

many were stylistically different and were presumably produced in different periods.54 Raczynski 

reduced the list with the help of Portuguese archivists, as well as documented references that he 

obtained from other researchers who shared his concern regarding the size of Grão Vasco’s 

oeuvre. By studying existing archival documents and through visual comparison, the resulting list 

records forty-one works attributed to Grão Vasco and fifty-three to his school.55 

                                                      

52 Rodrigues, “O Conde Athanasius Rackzynski,” 267–268. 
53 Raczynski, Les Arts en Portugal, 4–78; 79–80; 353–355. 
54 Simões Rodrigues, “O Conde Athanasius Rackzynski,” 271–274. 
55 Raczynski, Les Arts en Portugal, 117–158. Initially, a 1522 baptismal register of a different Vasco 

Fernandes caused some confusion, forcing Raczynski to place the painter’s activity around the reign of 

King Sebastian rather than during the reign of King Manuel I and John III. He later corrected this mistake. 

Simões Rodrigues, “O Conde Athanasius Rackzynski,” 271–274. 
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Today, only a small percentage of this body of paintings are still considered to be works 

by Grão Vasco and his workshop.56 Despite inaccuracies in Raczynski’s original assessment of 

these works, his thorough categorization of Portuguese painting was a significant contribution to 

the field of Portuguese art history. His division of paintings into chronologically organized groups 

that shared stylistic commonalities helped shape the study on Portuguese painting for many 

decades; since then, many scholars have based their research on his categories. Overall, 

Raczynski shed light on several important matters, notably the originality of Manueline 

architecture, paintings by the Viseu School, and Holanda’s treatise. Most notably, his publications 

brought Portuguese art and architecture to the attention of a broader international public.57 

In the 1866 Fine Arts Quarterly Review, J. C. Robinson published an early survey in 

English of Portuguese painting. The article, “The Early Portuguese School of Painting, With 

Notes on the Pictures at Viseu and Coimbra, Traditionally Ascribed to Gran Vasco,” addressed 

the fine arts in Portugal and emphasized their relation to the country’s history. He recognized the 

lack of research on the topic, noting that “Portuguese history […] is a neglected theme; and art-

literature here, with one solitary exception, in recent times, is almost a blank.”58 While not 

specifically stating who embodied this exception, he most probably referred to Raczynski, as 

Robinson mentioned his work and literally followed in his footsteps, travelling to the north of 

Portugal to personally study the paintings of the school of Viseu.59 In “The Early Portuguese 

School of Painting,” Robinson commented on Raczynski’s findings, and agreed with his 

observations. Most importantly, he accepted his hypothesis regarding the many different hands 

                                                      

56 For a more recent overview of attributed works, see the exhibition catalogue written by Dalila Rodriques, 

Grão Vasco. Pintura Portuguesa del Renacimiento, c. 1500-1540 (Salamanca: Consorcio Salamanca 2002; 

Museu Grão Vasco, 2002).  
57 On Raczynski’s contributions and impact on the study of Portuguese art and architecture, see: Sylvie 

Deswarte-Rosa, “Athanase Raczynski au Portugal, 1842–1848: Luz e Sombra,” Artis 9/10 (2010–2011): 

19–91. 
58 Robinson, “The Early Portuguese School of Painting,” 375. 
59 Ibid., 375–400. 
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that make up Grão Vasco’s oeuvre. Further, Robinson includes a new list of potentially authentic 

works.60 Rather than making ground-breaking discoveries himself, Robinson’s main contribution 

to the field is that he made existing research accessible in English.  

Joaquim de Vasconcelos, a professor at the Porto Lyceum, is considered by some as the 

“father” of art history in Portugal. He studied at the University of Berlin where he familiarized 

himself with the then current art historical methodologies.61 Art history was still considered to be 

a marginal field in Portugal; De Vaconcelos attempted to change this negative image and 

dedicated his life to the study of Portuguese art and architecture through teaching and publishing. 

He was the editor of A Arte Portuguesa (1882–1884), a journal dedicated to the promotion of art 

and culture. Among his more famous publications on paintings are Theoremas para o Estudo da 

Historia da Arte na Península e Especialmente em Portugal (1913) and A Pintura Portuguesa 

nos Séculos XV e XVI (1929).62  

In 1875, he wrote about the influence of Albrecht Dürer on Portuguese painters; the text 

was republished in 1929 at the University of Coimbra.63 After a short overview of the state of the 

field, often referring to Raczynski’s work, Vasconcelos included a survey of the Portuguese 

presence in Bruges and Antwerp. In the remaining chapters, he laid out the relations between 

Dürer, the Portuguese Factors (this relation is explained in more detail in chapter 3, page 78), and 

the German merchants. Further, he discussed Dürer’s influence in the Iberian Peninsula—

specifically focusing on Portugal. Although he does not provide specific examples of Dürer prints 

                                                      

60 Ibid., 384–400. 
61 Guimarães, Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno da História da Arte,” 49. 
62 Rita Correia, “Arte Portuguesa,” http://hemerotecadigital.cm-

lisboa.pt/FichasHistoricas/ArtePortuguesa.pdf. Accessed 11 May 2017. 
63 Joaquim de Vasconcelos, Albrecht Dürer e a Sua Influência na Peninsula (Coimbra: Imprensa da 

Universidade, 1929). 
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that were used as a model in Portuguese workshops,64 the book inspired later scholars, such as 

Manuel Batoréo, to study how Netherlandish prints were used by Portuguese artists (see chapter 

4, page 119).65 

In Theoremas, Vasconcelos argued that three agents were crucial for the development of 

Portuguese art: the church, artists’ workshops (independent and linked to monasteries), and the 

Factories. Vasconcelos noted that the Netherlandish influences were linked by political and 

economic alliance, pointing to the crucial role of the Factories; a topic he already explored in his 

1875 publication. Vasconcelos also acknowledged the Italian influence, although he argued that 

the influence ran parallel to that of the Low Countries rather than in competition. Further, he 

argued that the late development of Portuguese art—especially compared to Aragon, Catalonia, 

and Valencia—was caused by the lack of organization of the workshops and slow development of 

guild structures.66 

Following this discussion, Vasconcelos included various letters he sent to the director of 

the Academy of Fine Arts in Porto in which he elaborately discussed proposals for art history 

courses. Additionally, he provided summaries of conferences on art historical topics held between 

1907–1908. Most interesting, however, are his critical reflections on the writings of his 

contemporaries, indirectly pointing to their poor observations, erroneous attributions, and lack of 

connoisseurship. For example, in his discussion on Grão Vasco, he included and corrected the 

findings of Raczynski, Robinson, and Justi.67  

                                                      

64 Ibid., 63–64. Instead, he corrects Raczynski’s observations on the Viseu School, who erroneously argued 

that these masters were not aware of prints by German and Netherlandish artists. Unfortunately, 

Vasconcelos does not provide examples that illustrates that they, indeed, were.  
65 Manuel Batoréo, Moda, Modelo, Molde. A Gravura na Pintura Portuguesa do Renascimento (Lisbon: 

Faculdade de Letras, Universidade de Lisboa, 2004); and Manuel Batoréo, Os Primitivos Portugueses e a 

Gravura do Norte da Europa: A Utilização Instrumental de Fontes Gráficas (Casal de Cambra: 

Caleidoscópio, 2011). 
66 Jaoquim de Vasconcelos, Theoremas para o Estudo da Historia da Arte na Península e Especialmente 

em Portugal (Porto: Arcádia, 1913). 
67 Ibid.; 96–129. 
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 In A Pintura Portuguesa nos Séculos XV e XVI, his dissatisfaction with the writings on 

Grão Vasco are again highlighted. Vasconcelos stated that too much focus has been given to one 

artist; one documented name could not be used to sum up the artistic movement of two centuries. 

For Vasconcelos, this was a major misconception, born in a period where the lack of art historical 

criticism obstructed any objective judgement.68 The remainder of the book critiqued the 

Portuguese translation of Robinson’s article, written by Marques de Sousa, and included a 

corrected version. 

Although Vasconcelos’s main focus was painting, he published books on a variety of 

related subjects, such as Manueline architecture (1885), Damião de Góis (1897), Portuguese 

religious art (1914), and a commentary on Holanda’s Arte Antiga (1918), among others.69 

Interestingly, when discussing Manueline architecture, he distanced himself from other scholars 

in this area of study, as he described it as a culmination of late-Gothic architectural styles, 

specifically those of Spain and Northern Europe.70 Unlike his contemporaries, Vasconcelos did 

not focus on the “exotic” ornamentation of Manueline architecture, which had dominated the field 

since Varnhagen’s publication. Instead, he studied the basic structures of Portuguese buildings, 

and argued that they were not so different from other Gothic architecture in Europe. To illustrate 

this point, he drew comparisons with the late-Gothic Spanish churches of Salamanca, Valladolid, 

Segovia, Toledo, and Burgos.71 Perhaps Vasconcelos’s training in Berlin, one of the major centres 

for art history in Europe, provided him with tools to critically reflect upon the art of his home 

country. 

                                                      

68 Joaquim de Vasconcelos, A Pintura Portuguesa nos Séculos XV e XVI (Coimbra: Imprensa da 

Unversidade, 1929), VI–VII. 
69 Joaquim de Vasconcelos, Da Architectura Manuelina (Coimbra: Imprensa da Universidade, 1885); 

Damião de Góis. Novos Estudos (Porto: Renascença Portugueza, 1897); Arte Religiosa em Portugal (Porto: 

Emilio Biel, 1914); Da Pintura Antigua. Tratado de Francisco de Holanda (Porto: Renascença Portuguesa, 

1918). 
70 De Vasconcelos, Da Architectura Manuelina, 5–16. 
71 Guimarães, Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno da História da Arte,” 48–50. 
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 These early publications share a positive approach to Portuguese art and architecture 

while simultaneously attempting to raise awareness among their national and international 

readers. The call for the preservation of national monuments (Herculano, Varnhagen, and Haupt), 

the acknowledgement of the lack scholarship (Robinson), and the critiques on the existing 

scholarship (Vasconcelos), came at a time when Portugal’s political climate developed more 

nationalistic tendencies, especially towards the final quarter of the nineteenth century. There was 

a great dissatisfaction with the constitutional monarchy, which had placed most of the country’s 

power and wealth in the hands of a small, elite group that had failed to resolve the lasting 

economic and social problems. This discontent culminated, after years of protests and 

unsuccessful coups, with the ascension of the First Republican Party on 5 October 1910.72 

The First Portuguese Republic lasted for sixteen years, until 1926, during which as many 

as nine presidents and 44 ministries ruled, each burdened with continuing shortages, internal 

strikes, and coups.73 Most importantly, the First Republic failed to regenerate the country’s 

economy; Portugal’s participation in WWI had left the country in great debt. Between 1916–

1918, Portugal assisted the allies after Britain’s request for their participation as both countries 

were bound under the Anglo-Portuguese Alliance.74 

While the First Republic invested heavily in education, trying to reduce illiteracy and 

unemployment rates, its attempts were only partly successful.75 The Republic established 

universities in Porto and Lisbon in 1911, which ended the monopoly of the University of 

Coimbra, the only university in Portugal, established in 1290.76 Leaving out a large portion of the 

                                                      

72 These protests culminated in the assassination of King Carlos and the Crown Prince in 1908, the 

monarchy’s official collapse on 5 October 1910, and eventually the instalment of the First Portuguese 

Republic. See: Robinson, Contemporary Portugal: A History, 34–35. 
73 Ibid. 
74 Ibid., 84.  
75 Between 1911 and 1930, illiteracy only declined a little bit: from 75% to 68%. Ibid., 38. 
76 On the history of the University of Coimbra, see: http://worldheritage.uc.pt/attributes/#section3. 

Accessed 2 June 2017. 
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populatation, however, these institutes were primarily accessible to the upper strata of society, 

such as the bourgeoisie, high ranking military, and political authorities, who had sufficient funds 

to pay for tuition.77 

In addition to its investment in education, the government was also concerned with the 

renovation and reorganization of museums, archives, and libraries, making them more readily 

accessible to the public. It appears that the new government intended to facilitate a growing sense 

of cultural patrimony in Portugal. Further, the Republic’s intense anticlerical sentiments resulted 

in the expulsion of the many religious orders, forcing the closure of religious houses, colleges, 

and charity centres. Those properties were given to the state, thus, many religious artworks 

became part of public collections and were installed in the recently-renovated museums.78 

Initially, the artworks from religious institutes around Lisbon were installed at the Academy of 

Fine Arts in Lisbon, which opened in 1836. After 1884, they were moved to an old city palace 

inaugurated as the Museu Nacional de Belas Artes e Arqueologia. In 1911, the collection was 

moved again and installed in the city palace of Alvor-Pombal, now known as the Museu Nacional 

de Arte Antiga (MNAA). Today, the MNAA has the largest collection of old master paintings in 

Portugal.79 As will be discussed below, the publications by José de Figueiredo, one of the 

directors of the MNAA, exemplify the type of research that resulted from the relocation of 

religious paintings to museums, enabling scholars to study the works next to each other. 

During the First Portuguese Republic, the government established public archives in 

major cities to centralize important documents that had been dispersed in local depots around the 

                                                      

77 Only after the 1974 Revolution has secondary and university education experienced an enormous growth. 

See: Guimarães, Pereira, Seabra Carvalho, and Barreira Carvalho, “Em Torno da História da Arte,” 40. 
78 Ibid., 131.  
79 Alexandra Curvelo and Petra Kruse, Museu Nacional de Arte Antiga, Lissabon: Anlässlich der 
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country. Many of the most valuable documents were housed in the National Archives in Lisbon, 

the Torre de Tombo, which has become an invaluable source for art historical research.80 The 

work of Francisco Marques de Sousa Viterbo, in particular, should be mentioned here since he 

published many relevant documents. Two of his publications, Dicionário Histórico e Documental 

dos Arquitectos, Engenheiros e Construtores Portugueses (1899–1922) and Notícia de Alguns 

Pintores Portuguezes e de Outros que, Sendo Estrangeiros, Exerceram a Sua Arte em Portugal 

(1903) serve as essential reference sources.81 In fact, the increase in monographic studies in the 

early twentieth century was a direct result of the biographical information that Sousa Viterbo 

uncovered.82 

Travelling foreign scholars continued to publish on Portuguese paintings into the first 

decades of the twentieth century. The German art historian Carl Justi travelled through Portugal 

for six weeks, and then published his findings in Die Portugesische Malerei des XVI Jahrunderts 

(1888), and in the two-volume Miscellaneen Aus Drei Jahrhunderten Spanischen Kunstleben 

(1908).83 Furthermore, he dedicated parts of the second volume of Estudios de Arte Español 

(1914–1915) to Portuguese art. In each book, Justi included similar information, discussing the 

national character of Portuguese painting, the influence of Flemish artists, and his personal travel 
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Henry James,” Dictionary of Art Historians, https://dictionaryofarthistorians.org/wealew.htm. Accessed 26 

July 2017. 
83 Carl Justi, “Die Portugesische Malerei des XVI Jahrunderts,” Jahrbuch Der Königlich Preussischen 

Kunstsammlungen 9, no. 3 (1888): 137–159. 
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account.84 Like his predecessors, he focussed specifically on the art produced during the reign of 

Manuel I and John III, housed in cities such as Coimbra, Tomar, Setúbal, Viseu, and Porto. 

According to Justi, the artistic quality rapidly declined after the sixteenth century. He discussed 

previous scholars, including Holanda’s negative opinions on Portuguese painting, and elaborated 

on the Netherlandish artists in Portugal, Portuguese painters in Antwerp, anonymous painters, and 

Vasco Fernandes.85 The Évora Altarpiece, discussed in more detail in chapter five, is among the 

artworks Justi includes in his writings. Notably, he was one of the first scholars to attribute the 

altarpiece to a group of painters that had previously worked in Gerard David’s workshop.86 Many 

scholars still agree with this attribution today.  

Marcel Dieulafoy’s Art in Spain and Portugal (1913) can be considered in the same light 

as Justi’s work, as both authors predominantly used stylistic analysis to developd a chronological 

assessment of the most important artworks and architecture of the Iberian Peninsula.87 Further, 

both authors regarded Portuguese art as a subsection of Spanish culture, rather than seeing it as its 

own separate genre based on a unique cultural identity. This is most clearly reflected in 

Dieulafoy’s publication, where eight chapters discuss the development of Spanish art since 

antiquity, leaving only the final chapter dedicated to the development of Portuguese art. Starting 

with the Romanesque and Gothic periods, Dieulafoy included a short description of the main 

Portuguese architectural structures before discussing paintings and decorative arts from the 

Middle Ages until the nineteenth century.  

                                                      

84 Carl Justi, Estudios de Arte Español. 2 vols. (Madrid: La España Moderna, 1914), 1:296–299; 303–306; 

II:135–172; Carl Justi, Miscellaneen Aus Drei Jahrhunderten Spanischen Kunstleben (Leipzig: 

Fischer&Wittig, 1908), 2:95–132. 
85 Justi, Estudios De Arte Español, II:135–172; Justi, Miscellaneen Aus Drei Jahrhunderten Spanischen 

Kunstleben, 2:95–132. 
86 Ibid., I:305–306; II:146. 
87 Marcel Dieulafoy, Art in Spain and Portugal (New York: C. Scribner's Sons, 1913), 302–354. 
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 In 1912, the recently restored Saint Vincent Panels were installed at the MNAA. Painted 

by court painter Nuno Gonçalves (active c. 1450–1471), these panels occupy a central place in 

scholarship on Portuguese painting. Numerous scholars have tried to decipher their function, 

unprecedented appearance, original location, and iconography, often leaving more questions than 

answers.88 José de Figueiredo, remembered for his significant contributions to the MNAA and his 

publications on Portuguese art, dedicated many years of research to these six panels.89 After he 

was appointed director of the MNAA in 1911, De Figueiredo reorganized the display of the 

collection, and designed a special room for the recently restored Saint Vincent Panels.90 When the 

museum first opened in 1885, the collection was divided by schools. De Figueiredo reorganized 

the museum, opting for a more chronological display to highlight the artistic process. More 

importantly, he dramatically decreased the number of paintings shown in the galleries.91 The new 

room that showcased the Saint Vincent Panels, as well as a number of other paintings attributed 

to Gonçalves, occupied a central place in the museum, highlighting Gonçalves’s importance 

among the “Portuguese Primitives.”92 De Figueiredo, like many other scholars around this time, 

                                                      

88 Seruca has sought to collect and answer as many of these questions as possible by combining research 

completed over the last four decades. Fifteen chapters deal with various issues, such as the attribution, date 

of execution, persons depicted, and the various locations of the artwork. Previous scholarly research has 

been reviewed and new research added, such as the technical examinations of the wooden panels and 

painting materials. See: Henrique Seruca, Os Painéis de Nuno Gonçalves, Religião e Política (Lisbon: 

Scribe, 2013). For a comprehensive bibliography on the panels, see the object file on the website 

“Matriznet,” 

http://www.matriznet.dgpc.pt/MatrizNet/Objectos/ObjectosConsultar.aspx?IdReg=252075&EntSep=3#got

oPositio. Accessed 27 February 2017. 
89 José de Figueiredo, Algumas Palavras Sobre a Evolução da Arte em Portugal (Lisbon: Livraria Ferreira, 

1908); José de Figueiredo, Arte Portuguesa Primitiva: O Pintor Nuno Gonçalves (Lisbon, 1910). 
90 In 1909, the panels were restored by Luciano Freire at the Academia das Belas Artes. José de Figueiredo 

was closely involved in the process, allowing him to publish his findings soon thereafter. After being 

displayed at the academy, the panels were installed at the MNAA in March 1912. De Figueiredo hired 

Freire at the laboratory of the museum after he completed the restauration. Fernando Baptista Pereira, in 

conversation with the author, 19 June 2017. 
91 José Alberto Seabra Carvalho and Marta Barreira Carvalho, “Museus e Exposições: Ideias, Formas, e 

Discursos de Representação e Celebração da Arte Portuguesa (do Liberalismo ao Estado Novo),” in Arte 

Portuguesa, Da Pré-História ao Século XX, ed. Dalila Rodrigues (Lisbon: Fubu, 2009), 20:103. 
92 The term “Primitives” was used by Romantic scholars in the 1800s to describe their national painters 

who had, according to them, formed their painting tradition. Since the 1902 Exposition des Primitifs 
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used this term to define the Portuguese painting school of the mid-fifteenth to the early sixteenth 

centuries. Due to the visual and personal connections with the “Flemish Primitives,” Portuguese 

paintings from the fifteenth and sixteenth centuries were referred to as “Portuguese Primitives.”93 

However, within this group of paintings, De Figueiredo saw the Saint Vincent Panels as unique, 

aligning their quality with the works of Netherlandish painters such as Jan van Eyck and Hans 

Memling. According to him, these panels were of such technical originality and aesthetic appeal 

that they differed from the rest of fifteenth-century northern European painting production.94 

While his opinion is no longer shared by most scholars, De Figueiredo’s research did encourage 

others to pursue the study of Gonçalves and his generation.  

 In Algumas Palavras Sobre a Evolução da Arte em Portugal (1908), De Figueiredo made 

a somewhat peculiar differentiation between Spanish and Portuguese painting based on national 

characters. He argued that the Spanish artists used the stylistic languages of both Italy and 

Flanders because of their violent temperament, a holdover from the once-dominant Arab 

civilization in Spain. In his judgment, the Spanish would never be fully satisfied with the 

sweetness and tranquility of Flemish painting. He contrasted this view to the artists of Portugal, 

who chose only to follow the Flemish style.95 Overall, De Figueiredo predominately discussed 

                                                      

Flamands et d’Art, the term les primitives flamands or “Flemish primitives,” became the most common 

designation for paintings produced in the fifteenth and sixteenth centuries in the Low Countries. Today, the 

term early Netherlandish painting is more commonly used. See: Bernhard Ridderbos, ed., Early 

Netherlandish Paintings, Rediscovery, Reception, and Research (Amsterdam: Amsterdam University Press, 

2005), 236; 275–278; 283–289; Vanessa Paumen, “The Flemish primitives: What's in a name?,” 

http://vlaamseprimitieven.vlaamsekunstcollectie.be/en/research/webpublications/the-flemish-primitives-

whats-in-a-name. Accessed 30 May 2017.  
93 Alternatively, scholars refer to Portuguese-Flemish paintings. While it is unclear who invented the term 

“Portuguese Primitives,” it was most likely José de Figueiredo, who used the term in his 1910 publication 

on Nuno Gonçalves. De Figueiredo had contacts with other museum directors in Spain, France, and 

Belgium. It is possible that he made this analogy between the art in Portugal and the Low Countries 

through his close study of their large collections of early Netherlandish art. Fernando Baptista Pereira, in 

conversation with the author, 19 June 2017. 
94 José de Figueiredo, Arte Portuguesa Primitiva: O Pintor Nuno Gonçalves, 87–101; 114. 
95 De Figueiredo, Algumas Palavras, 14–20. 
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painters from the Lisbon school, which he studied using stylistic analysis; the minimal survival of 

related documents prevented him from investigating their production through archival research. 

 

Exhibitions, Monographs, and Surveys 

After the First Portuguese Republic, the Estado Novo (New State), under the leadership 

of António de Oliveira Salazar, took over on 28 May 1926. The Estado Novo was a supreme 

corporatist authoritarian regime that lasted until the Carnation Revolution in 1974. First as 

minister of finance, and later as Prime Minister, Salazar profiled himself as a strong political 

force.96 His goal was to unify the Portuguese through the elimination of the country’s enormous 

public debt and placed emphasis on the importance of a united nation. He often used art and 

culture, highlighting Portugal’s rich cultural heritage, to achieve this unification. 

While life for the average Portuguese citizen did improve under his regime, and Portugal 

was kept safe from the Communist threat, Salazar took extreme measures maintain his power, 

going as far as to establish a violent secret police force that arrested and held suspected enemies 

of the state. In addition, Salazar’s desire the keep Portugal’s international relevance resulted in a 

strong enforcement of Portugal’s overseas colonial policies.97 Between 1936–1947, Salazar acted 

as his own Foreign Minister. Despite Salazar’s nationalist ideology, he understood the importance 

of Portugal’s alliances with other European countries. For example, he recognized Portugal’s 

need for the Anglo-Portuguese Alliance which existed since 1373, seeing it as especially vital 

                                                      

96 Through the new constitution of 1933, Salazar gained full rule of Portuguese government without much 

involvement of the parliament. The constitution gave supreme authority to two executives: the president of 

the republic and the prime minister. But, as the function of the president was mainly ceremonial, Salazar, as 

prime minister, became the sole leader of the country. For more information on the power of Salazar under 

the 1933 constitution, see: Walter C. Opello, Jr., Portugal: From Monarchy to Pluralist Democracy 

(Boulder, San Francisco, Oxford: Westview Press, 1991), 64–66. 
97 In the 1960s, Portugal’s colonial policies, resulting in terrible conditions especially in Africa, were 

heavily criticized by many international leaders and fractions of the Portuguese elite. The 1974 Carnation 

Revolution brought retreat from the colonies and acceptance of their independence. See: Filipe Meneses, 

Salazar: A Political Biography (New York: Enigma Books, 2009), 544–597. 
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since Britain was the primary naval force on the Atlantic Ocean capable of protecting Portugal 

during potential wars.98 Furthermore, he strengthened relations with France, whose former rich 

culture of nobles shared numerous family ties with Portugal’s aristocracy. Salazar also reached 

out to Spain, concluding the Treaty of Friendship and Non-Aggression with Spain on 17 March 

1939 to increase Portugal’s prestige and security. In this treaty, the Iberian countries agreed to 

respect each other’s borders and to refuse to aid any other power that would attack either country. 

In this way, Portugal positioned itself as a neutral zone between Anglo-Spanish relations.99 

During the Second World War, Salazar’s main goal was to keep the war out of the Iberian 

Peninsula; in 1939, with Britain’s approval, Portugal declared its neutrality.100  

After 1945, Salazar was, together with Franco, the last pre-war dictator. However, 

Portugal was never under the same pressure as Spain because it was thought that Salazar’s rise to 

power had domestic roots and had no connection to the Axis powers.101 Moreover, the geographic 

position of Portugal’s mainland and islands was an enormous advantage during the Cold War, 

when the United States sought to keep its naval bases on European shores.102 Thus, despite his 

                                                      

98 This Anglo-Portuguese Alliance remains intact today, although the relations are now largely coordinated 

through NATO. See: Robinson, Contemporary Portugal: A History, 85.  
99 Ibid., 86–87. 
100 Salazar hoped that the Second World War would keep Communism out of Europe. As a leader of a 

small state, he took care not to offend either side: thus, in 1941, Salazar assured the German Ambassador 

that he approved of the reorganization of Europe and he would resist British pressures. But despite this 

diplomatic politeness, Salazar did not desire a German victory; while he admired Hitler’s practices, he 

despised his racist ideologies. Ibid., 89. 
101 In contrast, Franco had given moral, economic, and military assistance to the Axis powers, while 

nominally maintaining neutrality. Ibid., 91. 
102 Portugal and the United States signed various agreements that prolonged American usage of the Lajes 

Base in the Azores; the maritime link between North America and Western Europe. Britain used the 

military bases in Lisbon and the Azores. Further, the International Red Cross was based in Lisbon and its 

airport was used as the main air transit point between Britain and the United States. See: Ian Dear, and 

M.R.D. Foot, eds., The Oxford Companion to World War II (Oxford: Oxford University Press, 1995), 910–

911. 
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undemocratic rule, Salazar’s Portugal was among the twelve founding members of the NATO 

agreement, leaving its Atlantic harbours open to American and English naval forces.103 

It is not surprising that these political alliances profoundly affected the international 

exposure to Portuguese art. In fact, several exhibitions were organized in countries with whom 

Portugal shared special agreements. During the first years of Salazar’s regime, international 

exhibitions were organized in Spain, Paris, and England to display some of the highlights in 

Portuguese collections. The goal was to familiarize the broader public with Portugal’s artistic 

history, promoting the country’s “glorious” past.104 For example, a Portuguese pavilion at the 

1929 Ibero-American Exposition in Seville, planned by De Figueiredo, showcased the most 

prominent examples of the “Portuguese Primitives,” by then readily understood as the most 

illustrious examples of artistic production in Portugal. At the 1931 International Exhibition in 

Paris, a similar display vaunted the country’s artistic heritage. Through these exhibitions, 

Portugal aligned itself with other European countries who had also organized focused exhibitions 

that, in the age of increasing nationalism, included the best examples of their national “primitive” 

schools.105 Perhaps the most famous example is the earlier Exposition des Primitifs Flamands à 

Bruges, organized in Bruges in 1902.106  

 The goal of the 1940 Exposição do Mundo Português in Lisbon was to celebrate the 

country’s 1140 foundation, colonies, and independence from Spain since 1640. Further, the 

exhibition sought to legitimatize and disseminate Salazar’s dictatorial ideologies and values; its 

goal was to reconstruct the idea of nationhood through carefully planned propaganda, images, and 

                                                      

103 In addition to allowing the United States to maintain its naval basis, Portugal’s participation was 

primarily tolerated due to Salazar’s anti-communist stance. However, Salazar continuously challenged 

NATO with threats and provocation with the sole goal of self-preservation. See: Robinson, Contemporary 

Portugal: A History, 92–94. 
104 Seabra Carvalho and Barreira Carvalho, “Museus e Exposições,” 106–118. 
105 Ibid. 
106 Ridderbos, ed., Early Netherlandish Paintings, 236; 275–278; 283–289. 



34 

 

 

symbols.107 The celebrations included the exhibition Primitivos Portugueses, organized by 

Reynaldo dos Santos at the MNAA.108 It showcased more than 300 works of art and coincided 

with a major restoration project that continued after the exhibition’s opening. In addition to 

paintings, a room with fifty-five casts of late-medieval Portuguese sculptures was installed in the 

lobby. Additionally, there was a room that contained the full group of Flemish tapestry cycles 

from Lamego.109 

Maria José de Mendonça, the first female curator in Portugal at the MNAA, was closely 

involved with the 1940 exhibition.110 Her manuscript for the exhibition catalogue, which was 

already proofed by the publisher, was rejected in favour of Reynaldo dos Santos’s catalogue 

Primitivos Portugueses. The latter published his texts in an ornate luxurious edition, however, the 

text remained limited to a short overview of the exhibited art and artists and did not include 

separate catalogue entries. This in contrast to Mendonça’s manuscript, which included entries, 

with a bibliography, for each artwork. Apparently, the museum preferred a nationalist product as 

opposed to one that was scientific and methodical. As one can expect, many of the later published 

smaller catalogues of the MNAA are based on Mendonça’s work rather than Santos’s.111  

                                                      

107 Brazil was the only foreign nation participating in the exhibition, see: Margarida Acciaiuoli, “A 

Exposição de 1940: Ideias, Críticas e Vivências,” Colóquio, no. 87 (1990): 18–25; José Alberto Seabra 

Carvalho, “A Invenção de Uma Identidade para os Primitivos Portugueses,” in Primitivos Portugueses, 

1450-1550, O Século De Nuno Gonçalves, ed. by Ana de Castro Henriques (Lisbon: Museu Nacional de 

Arte Antiga, 2010), 29–33. 
108 An overview of Portuguese art was given by the same author during an international congress in 1949, 

see: Reynaldo dos Santos, L’Art Portugais (Lisbon, Academia Nacional de Belas Artes, 1949). 
109 Seabra Carvalho and Barreira Carvalho, “Museus e Exposições,” 112–113. 
110 After her appointment as curator at the MNAA, Mendonça left for the Gulbenkian Museum, and later 

became director of the National Coach Museum. In 1967, she was appointed director of the MNAA. 

Mendonça devoted her career to modernizing Portuguese museums through critical publications, 

organizing a program for the training of future curators, and by leading the Portuguese branch of ICOM. 

Further, she was responsible for the establishment of the Department of Textile Conservation at the José de 

Figueiredo Laboratory. She was particularly interested in tapestries and published various articles on the 

topic. For an overview of the activities of Mendonça in the Portuguese museum world, see: Madalena Braz 

Teixeira, From Strength to Strength: A Short Story of Museums and Women in Portugal.” Museum 

International 43, no. 3 (1991): 126–128.  
111 Fernando Baptista Pereira, in conversation with the author, 19 June 2017. 
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In 1955, an exhibition and accompanying catalogue was organized at the Royal Academy 

in London entitled 1000 years of Portuguese Art (800–1800).112 Dos Santos’s English monograph 

on Nuno Gonçalves, Nuno Gonçalves: The Great Portuguese Painter of the Fifteenth Century 

and his Altar-piece for the Convent of St. Vincent, was released during the exhibition.113 This 

presentation at the Royal Academy provided an overview of Portuguese art up to the nineteenth 

century, and included numerous national and international treasures, linking the mainland to its 

colonies in present-day Asia. Much like the 1940 exhibition in Lisbon, 1000 years of Portuguese 

Art was intended to propagate Portugal’s importance as a nation among international audiences. It 

is no coincidence that the exhibition was organized in Britain, Salazar’s important ally. 

Coinciding with these exhibitions were the various publications by Luís Reis-Santos, who 

travelled to several European countries—particularly France and Belgium—to compare the 

Portugal’s artistic production to that of other regions.114 Reis-Santos was appointed deputy 

conservator of Portuguese museums in 1944, and then director of the Museum Machado de 

Castro in Coimbra in 1951, where he also held the position of chair of the art history department 

of the city’s university. His studies further cemented the importance of the influence of Flemish 

style on Portuguese painting. Most of his monographs on Portuguese and Flemish painters and 

general surveys were published in Portuguese, although some were also later translated into 

English.115 Reis-Santos’s archive was transferred to the Gulbenkian Foundation in Lisbon in 1972 

                                                      

112 Royal Academy of Arts (Great Britain), Portuguese Art, 800-1800: Exhibition at the Royal Academy of 

Arts, London, 1955-1956 (London: The Academy, 1955). 
113 Reynaldo dos Santos, Nuno Gonçalves: The Great Portuguese Painter of the Fifteenth Century and His 

Altar-Piece for the Convent of St. Vincent (Lisbon: Phaidon Press, 1955). 
114 See: “Colecção Reis-Santos,” 

http://biblarte.gulbenkian.pt/Biblarte/pt/Coleccoes/ColeccoesEspeciais/BibliotecasParticulares. Accessed 5 

April 2016. 
115 Reis-Santos published monographs on the following artists: Frei Carlos (Lisbon, 1940), Gregório Lopes 

(Lisbon: Artis, 1949), Cristóvão de Figueiredo (Lisbon: Artis, 1960), Vasco Fernandes (Lisbon: Artis, 

1962), the Master of Lourinhã (Lisbon: Artis, 1963), Quinten Metsys (Lisbon, 1949) / (Lisbon: Academia 

Nacional de Belas Artes, 1958), and Eduardo o Português (Lisbon: Artis, 1966)). He also published three 

general surveys: Os Processos Científicos no Estudo e na Conservação da Pintura Antiga (Porto: Imprensa 

Social, 1939); Obras-Primas da Pintura Flamenga dos Séculos XV e XVI em Portugal (Lisbon: Livraria 

http://biblarte.gulbenkian.pt/Biblarte/pt/Coleccoes/ColeccoesEspeciais/BibliotecasParticulares


36 

 

 

and it remains a valuable source for the study of Portuguese-Flemish painters and their 

production. 

His Masterpieces of Flemish Painting of the Fifteenth and Sixteenth Centuries in 

Portugal (1962) was printed in a luxury limited edition with large illustrations and purchased by 

various foreign institutions.116 In the foreword, Ricardo R. de Espirito Santo Silva praised Reis-

Santos’s for his immense dedication to the study of Portuguese-Flemish painting, stating that the 

book is his most important publication to date and the fruit of a lifetime of dedicated study, 

“exhausting the bibliography on the subject by revisiting the museums of Europe in the search of 

material for comparison and study.”117 Max J. Friedländer wrote the preface, also acknowledging 

Reis-Santos’s contributions, affirming that he had “intimate knowledge of the works of art in his 

own country and at the same time […] first-hand knowledge of the works of the Flemish masters 

which exist in others.”118 While Friedländer never visited Portugal, he included a short comment 

on the style of Flemish-Portuguese masters, “not purely Flemish because they were masters who, 

while in the South, came to appreciate the tendencies and needs of the country, or else because 

the exporters from the North took into consideration, up to a point, the emotional reactions of the 

Latin nation.”119 Friedländer’s contribution to the book illustrates Reis-Santos’s close contact 

with other European scholars, and signals a growing familiarity with Portuguese art outside its 

own borders.  

                                                      

Portugália, 1953); Masterpieces of Flemish Painting of the Fifteenth and Sixteenth Centuries in Portugal 

(Lisbon, 1962); and Catálogo de Arte Flamenga do Século XVI (Coimbra: Museu Nacional de Machado de 

Castro, 1954). 
116 Luís Reis-Santos, Masterpieces of Flemish Painting of the Fifteenth and Sixteenth Centuries in Portugal 

(Lisbon, 1962). Original publication: Obras-Primas da Pintura Flamenga dos Séculos XV e XVI em 

Portugal, 1953. Several North-American institutes and universities, as well as most European countries, 

own the English version. The copy at the University of Toronto was a gift of the Portuguese Community on 

the occasion of the 25th anniversary of the first immigrants, in 1978.  
117 Ricardo R. de Espirito Santo Silva, foreword to Masterpieces of Flemish Painting, 9. 
118 M.J. Friedländer, preface to Masterpieces of Flemish Painting, 11. 
119 Ibid.  
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Masterpieces of Flemish Painting of the Fifteenth and Sixteenth Centuries in Portugal 

first introduced the political relationship between Portugal and the Low Countries in the fifteenth 

and sixteenth centuries, emphasizing the importance of the marriage between Philip the Good and 

Isabella of Portugal (see chapter 2, page 62).120 Further, the publication included short 

biographies of artists known to have worked in Portugal, in addition to a discussion on their 

artistic production. Related archival sources are provided, followed by a bibliography. The book 

was, and remains, crucial to the exposure of a larger public to Portuguese-Flemish painting. 

Despite the somewhat generous attributions, the book remains an important referential source and 

is often one of the first publications non-Portuguese scholars consult to familiarize themselves 

with the topic. 

 

Surveys 

The growing knowledge and increasing number of publications on Portuguese art gave 

rise to several multivolume surveys beginning in the middle of the twentieth century, such as 

História da Arte em Portugal (1942–53), which contains three volumes.121 In this early survey, 

the increasing sense of nationalism, promoted under Salazar’s regime, is reflected throughout the 

text.122 The first volume included a short historiography followed by a thematically organized, 

chronological discussion of artworks until the fourteenth century. For example, the first chapter, 

“Prehistoric Times and the Foundation of the Nation,” related the importance of the Portuguese 

nation and the country’s individuality.123 The other two volumes summarized Portugal’s artistic 

                                                      

120 Reis-Santos, Masterpieces of Flemish Painting, 15–17. 
121 The three volumes were edited by different authors: the first volume by Aarão de Lacerda, who died in 

1947; the second volume by Mario Tavares Chico, Maria José de Mendonça, Fernando de Pamplona, and 

Damião Peres and published in 1948; the third volume by Reynaldo dos Santos and published in 1953. The 

latter individually published another version in Spanish; Reynaldo dos Santos, Historia del Arte Portugués 

(Barcelona: Editorial Labor, 1960). 
122 After the 1974 Revolution, surveys lost some of these nationalist tendencies. 
123 Seabra Carvalho and Barreira Carvalho, “Museus e Exposições,” 63–64. 
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production from the fifteenth until the nineteenth centuries, in which various media are separately 

discussed. As mentioned, initial writings from the nineteenth century were mostly concerned with 

architecture rather than other media, and this preoccupation can still be felt in these volumes. 

What is noteworthy is the integration of popular culture and the discussion of pottery.124  

História da Arte em Portugal was published just before the 1974 Carnation Revolution 

which ended the authoritarian regime of the Estado Novo as well as the infamous war in the 

colonies. A new constitution was passed on 2 April 1976, turning the Portuguese Republic into a 

democratic state based on popular sovereignty; elections followed in the same month.125 The new 

state slowly broke down ideas of nationalism, changing the ways in which art and culture were 

studied and valued. As will be discussed, in the following decades, more emphasis was placed on 

the international connections and their influence on the artistic production of the fifteenth and 

sixteenth centuries.  

In its first years, the new government suffered from severe budget deficits due to the 

various newly established welfare policies in addition to a decline in industrial production, as 

well as a loss of the overseas markets.126 In response, Western European countries supplied 

Portugal with numerous monetary loans, in addition to financial assistance through international 

agencies seeking to encourage a democratic Portugal.127 A pivotal moment was Portugal’s 

acceptance into the European Economic Community (EEC), later the EU, in 1986.128 Since its 

admission, the Portuguese economy has grown significantly, assisted by substantial grants from 

the EEC’s regional development fund, in addition to foreign investments from companies based 

                                                      

124 Ibid., 64. 
125 Opello, Portugal: From Monarchy to Pluralist Democracy, 98; 102. 
126 Ibid., 133. 
127 Most of the support came from the European Free Trade Association (EFTA), of which Portugal was a 

founding member. Ibid.,135. 
128 Portugal applied in 1977 but was only accepted nine years later. Ibid. 
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in the United States and Japan.129 As one might expect, the broad support for the new democracy 

and improved economic situation positively affected investments made in art and culture, 

resulting in an increasing number of exhibitions, research facilities, and publications.  

Coinciding with the improving economic climate, the number of Portuguese universities 

grew significantly, resulting in an influx of art historical research. After 1973, universities in 

Aveiro, Évora, Braga, and two new universities in Lisbon were established.130 Consequently, 

several surveys on Portuguese art and monographs on Portuguese painters were published, in the 

early 1980s and beyond, by graduates from various art history departments.131 The fourteen-

volume survey História da Arte em Portugal (1986–87), for example, included the writings of 

some of the first students to train at Portuguese universities.132 Volumes five and six contain 

chapters by scholars such as Vítor Serrão, Pedro Dias, Dagoberto Markl, and Fernando António 

Baptista Pereira, and present insightful overviews on the development of various art forms from 

the late Gothic period until the 1550s. The chapters are richly illustrated and contain various 

references to relevant literature. The organization of the books followed the traditional division of 

artistic genres, but included more discussion on the narratives and iconography. Despite the 

surveys’ increasing attention to some of the “less popular” artistic movements, such as 

Mannerism, Baroque, and Rococo, their focus remained on art from the Manueline period, as 

scholars have continued to recognize its high quality and large production. Volume seven, written 

by Vítor Serrão, is based on his published doctoral dissertation, O Maneirismo e o Estatuto Social 

                                                      

129 Ibid., 138. 
130 In 1931: Technical University of Lisbon; 1973: Universities in Aveira, Évora, and Braga; 1973: the New 

University of Lisbon; 1974: Catholic University of Lisbon. 
131 José Agusto Franca, who received his history degree from the University of Paris, created the first 

master’s degree in art history at the Universidade de Nova, in 1978. Vítor Serrão, Pedro Dias, Dagoberto 

Markl, and Fernando António Baptista Pereira, among others, were the first generation to receive their 

degrees there. Most of them later received a PhD degree and were hired as professors or curators. 

According to Fernando Pereira, up to the early 2000s, only 20 doctorates in art history were rewarded to 

Portuguese scholars. Fernando Baptista Pereira, in conversation with the author, 19 June 2017. 
132 Various authors, História da Arte em Portugal (Lisbon: Alfa, 1986–87), 14 vols. 
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dos Pintores Portugueses (1983).133 Both the chapter and the dissertation included research into 

the workshop practices and social status of artists in Portugal, based on related documents from 

the sixteenth and seventeenth centuries. Serrão’s findings are used in chapter four of this 

dissertation. 

The three-volume História da Arte Portuguesa, edited by Paulo Pereira, was published in 

1995.134 The survey built upon História da Arte em Portugal. It included elaborate discussions on 

commissions and patronage, workshop organization, and the import of artworks and artists until 

the seventeenth century. By incorporating knowledge gained through the scientific examinations 

of the artworks, greater emphasis is placed on how paintings were produced. For example, Dalila 

Rodrigues, continuing the work of Markl and Pereira, argued that in the fifteenth and sixteenth 

centuries, workshops became better organized by sharing ideas and peoples among them, which 

was necessary to meet the increasing demands from the court and the church. She added that, 

when studying the Manueline period, the improving technical abilities of the artists and their 

understanding of aesthetic preferences need to be taken into consideration.135 Rodrigues 

considered the stylistic mix of late Gothic and Renaissance elements in Manueline painting, the 

impact of the Devotio Moderna on the iconography, and the adaptation of Flemish painting 

techniques.136 

 In 2009, Rodrigues also edited the twenty-volume, Arte Portuguesa: Da Pré-História ao 

Século XX.137 Each volume is richly illustrated and can be seen as the current status-quo of the 

knowledge on Portuguese art. While each volume has a bibliography at the back, the text does not 

                                                      

133 Vítor Serrão, O Maneirismo e o Estatuto Social dos Pintores Portugueses (Lisbon: Imprensa Nacional-

Casa da Moeda, 1983). 
134 Paulo Pereira, História da Arte Portuguesa (Lisbon: Temas e Debates, 1995), 3 vols. 
135 Dalila Rodrigues, “A Pintura no Período Manuelina,” in História da Arte Portuguesa, ed. Paulo Pereira 

(Lisbon: Temas e Debates, 1995), 2:200–213. 
136 Rodrigues, “A Pintura no Período Manuelina,” 2:199–200. 
137 Dalila Rodrigues ed., Arte Portuguesa: Da Pré-História ao Século XX (Lisbon: Fubu, 2009), 20 vols.  
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include many footnotes, complicating further research. Of note is the inclusion of a separate 

volume on the historiography of the study of Portuguese art which was used to compile the 

current chapter.138 

 While these surveys provide a wealth of information, their impact on the international 

scholarly community is limited. Unfortunately, to date, none of these surveys have been 

translated into English. Furthermore, most exhibition catalogues and monographs are published in 

Portuguese; only a few include English or Spanish summaries.139 One could argue that this gap in 

the literature has often resulted in an isolated, or nationalistic, approach by Portuguese scholars.  

The limited accessibility of these studies has hindered the number of publications on 

Portuguese painting by international scholars. Despite a few exceptions since the nineteenth 

century, when Raczynski and Justi published their works in French and German, very few have 

studied Portuguese painters in the Manueline period. When discussing art in Portugal, foreign 

scholars predominantly investigate paintings that were made by immigrant artists, or paintings 

that were imported from the Low Countries.140 For future research, a collaborative effort from 

                                                      

138 Volume 20, “Em Torna da História da Arte,” is written by Fernando Guimarães, Paulo Pereira, José 

Alberto Seabra Carvalho, and Marta Barreira Carvalho and published in Arte Portuguesa, Da Pré-História 

ao Século XX, ed. Dalila Rodrigues (Lisbon: Fubu, 2009). 
139 An English survey was published by Robert C. Smith, The Art of Portugal: 1500–1800 (London: 

George Weidenfeld and Nicolson Ltd, 1968). English summaries and translations are included in some 

exhibition catalogues, such as: Matthias Weniger, “Early Portuguese Painting,” in Museu Nacional de Arte 

Antiga, ed. José Luís Porfírio (Lisbon: Museu Nacional de Arte Antiga, 2011), 124–137; Dalila Rodrigues, 

Grão Vasco: Pintura Portuguesa del Renacimiento, c. 1500-1540 (Salamanca; Viseu: Consorcio; Museu 

Grão Vasco, 2002); Casa Perfeitíssima: 500 Anos da Fundação do Mosteiro da Madre de 

Deus/Celebrating 500 Years of the Foundation of the Convent of Madre de Deus: 1509-2009, ed. 

Alexandra Curvelo (Lisbon: Museu Nacional do Azulejo, Ministério da Cultura, Instituto dos Museus e da 

Conservação, 2009), 304–415; A Cidade Global: Lisboa no Renascimento/The Global City: Lisbon in the 

Renaissance, eds. Annemarie Jordan-Gschwend, K. J. P. Lowe, Miguel Soromenho, and Paula Brito 

Medori (Lisbon: Imprensa Nacional Casa da Moeda; Museu Nacional de Arte Antiga, 2017), 329–348. The 

1997 exhibition catalogue, Francisco Henriques: A Painter in Évora During the Age of King Manuel I, 

written by António Camões, is published in English and Portuguese.  
140 Among them are: Didier Martens, Peinture Flamande et Goût Ibérique Xve-Xvie Siècles (Brussels: Le 

Livre Timperman, 2010); Matthias Weniger, “Provost and Portugal,” in La peinture dans les Pays–Bas au 

16e Siècle: Pratiques d'Atelier, Infrarouges et autres Méthodes d'Investigation. Colloque pour l'Étude du 

Dessin sous–jacent et de la Technologie de la Peinture, eds. H. Verougstraete, R. van Schoute, A. Dubois, 

Louvain: Peeters, 1997, 49–62; Maximiliaan P. J. Martens and Annick Born, “A Polyptych by Quinten 
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both national and international scholars would be extremely fruitful, combining expertise and 

individual approaches towards a more encompassing knowledge of Portuguese, Portuguese-

Flemish, and Flemish painters active in Portugal. I can imagine that this will lead towards a new 

and inspiring discourse. 

 

Dissertations 

Several doctoral dissertations have further aided our understanding of the Portuguese 

painting production and some of their findings and conclusions have been used in the above-

mentioned surveys, monographs, and exhibitions. For example, Dalila Rodrigues used research 

from her doctoral work on Vasco Fernandes141 for the exhibition Grão Vasco: Pintura 

Portuguesa del Renacimiento, discussing the painters active around Viseu and in Fernandes’s 

workshop.142 As mentioned, she built upon the initial fieldwork of her predecessors, such as 

Raczynski and Robinson, but focussed more attention on the multiple hands involved in the 

production of these large paintings and altarpieces.143 

 In 2001, Fernando António Baptista Pereira defended his dissertation, Imagens e 

Histórias de Devoção, Espaço, Tempo e Narrativa na Pintura Portuguesa do Renascimento 

(1450-1550).144 Here, Pereira suggested that the overseas explorations changed the artistic climate 

after 1450. While the Saint Vincent Panels celebrated the “internal” victory of the Portuguese, by 

                                                      

Metsys for the Convent of Madre De Deus. Notes on Technique,” in Casa Perfeitíssima, 373–377; Maryan 

Wynn Ainsworth and Catherine Metzger, “The Évora Altarpiece: A Preliminary Report,” in The Quest for 

the Original, Underdrawing and Technology in Painting. Symposium XVI, Bruges, September 21st, 22nd 

and 23rd, 2006, eds. Hélène Verougstraete, and C. Janssens de Bisthoven (Leuven: Peeters, 2009), 10–20. 

Their research will be discussed in the following chapters. 
141 Dalila Rodrigues, “Modos de Expressão na Pintura Portuguesa: O Processo Criativo De Vasco 

Fernandes (1500–1542)” (PhD. Diss. University of Coimbra, 2000). 
142 An accompanying catalogue was written by Dalila Rodrigues, Grão Vasco:Pintura Portuguesa del 

Renacimiento, c. 1500-1540 (Salamanca; Viseu: Consorcio Salamanca; Museu Grão Vasco, 2002). 
143 Ibid. 
144 Fernando António Baptista Pereira, “Imagens e Histórias de Devoção, Espaço, Tempo e Narrativa na 

Pintura Portuguesa do Renascimento (1450-1550)” (PhD. Diss. University of Lisbon, 2001). 



43 

 

 

portraying the forefathers of the overseas explorations, the integration of international artists 

within the workshop structure in the early sixteenth century caused a more “external” view 

among commissioners.145 The devotional function of paintings shifted from private to public as a 

result of the growing number of commissions for churches, monasteries, and convents. This also 

caused an increase in size. The emergence of a group of Portuguese–Flemish and Portuguese 

workshops, modelled after Netherlandish examples, could accept commissions for large 

altarpieces that stood out for their compositions and narrative sequences.146 

 In 2011, Luís Urbano Afonso published his dissertation on Portuguese mural paintings 

from c. 1400 to c. 1550.147 Afonso was one of the few scholars to study the remaining murals 

from this period, integrating them into the scholarly debate. Afonso compiled a corpus of two 

hundred murals, predominantly located in Northern Portugal and the “Beira Interior” region. He 

discovered that the development in style ran parallel to that of panel paintings, and the use of 

some materials overlapped. For mural paintings, popular topics include individual saints, the 

Annunciation, and the Calvary. Narrative cycles are extremely rare, in contrast to the painted and 

sculpted altarpieces of the time.148  

Joaquim Oliveira Caetano, currently the curator of Portuguese Painting at the MNAA, 

dedicated several publications to the so-called Lisbon School; his thesis focussed on one painter 

specifically, Jorge Afonso (1470–1540), a master painter of the so-called “Lisbon workshop.”149 

Caetano’s research will be discussed in chapter four. 

                                                      

145 Ibid. 464–469. 
146 Ibid. 
147 Luís Urbano Afonso, A Pintura Mural Portuguesa entre o Gótico Internacional e o Fim do 

Renascimento: Formas, Significados, Funções (Lisbon: Fundação Calouste Gulbenkian, 2011). Related 

publications by Afonso include: The Materials of the Image / As Matérias da Imagem (Lisbon: Campo da 

Comunicação, 2011); Out of the Stream: Studies in Medieval and Renaissance Mural Painting (Newcastle: 

Cambridge Scholars Publishing, 2007). 
148 Afonso, A Pintura Mural Portuguesa, XVI. 
149 Joaquim Oliveira Caetano, Garcia Fernandes: Um pintor do Renascimento. Eleitor da Misericórdia de 

Lisboa (Lisbon: Museu de São Roque, 1998); “Grégorio Lopes. Pintor Régio e Cavaleiro de Santiago” in 
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Exhibitions 

With the membership of the EEC and incoming money from European funds, Portugal 

introduced itself to the public with a series of international events that promoted a larger 

awareness of Portugal’s European identity. In 1983, together with the Council of Europe, 

Portugal organized the 17th European Exhibition of Art, Science and Culture: Portuguese 

Discoveries and Renaissance Europe, in Lisbon. Eight years later, in 1991, the Europalia, the 

international arts festival with accompanying series of exhibitions, celebrated the cultural heritage 

of Portugal. During the Europalia, the Royal Museum for Fine Arts in Antwerp organized an 

exhibition that featured Portuguese art from the period 1400–1550: Feitorias: Kunst in Portugal 

ten tijde van de Grote Ontdekkingen (einde 14de eeuw tot 1548) (The Factories: Art in Portugal 

during the Age of Discoveries (end of the 14th century until 1548). The accompanying catalogue 

contains essays by economists, historians, and art historians.150 The purpose of the exhibition was 

to showcase the importance of the Portuguese Factory in Bruges and Antwerp for the artistic 

exchange between Flanders and Portugal (see chapter 3). The exhibition and its accompanying 

catalogue familiarized a broad audience with Portuguese art and emphasized the relationship 

between economic development, courtly relationships, and cultural transfer.  

In 1994, Lisbon was elected “European City of Culture”; Porto followed in 2001. 

Furthermore, in the 1990s, a series of exhibitions were organized by the Comissão dos 

Descobrimentos, which emphasized artistic production during the Age of Discoveries. These 

                                                      

As Ordens Militares em Portugal e no Sul da Europa: Actas do II Encontro sobre Ordens Militares, 

Palmela, 2, 3 e 4 de Outubro de 1992, eds. Isabel Cristina Ferreira Fernandes and Paulo Pacheco (Lisbon: 

Colibri, 1997); and Jorge Afonso, uma Interrogação Essencial na Pintura Primitiva Portuguesa (PhD diss., 

Universidade de Évora, 2013). 
150 Koninklijk Museum voor Schone Kunsten, Feitorias: Kunst in Portugal ten Tijde van de Grote 

Ontdekkingen (einde 14de eeuw tot 1548): Koninklijk Museum voor Schone Kunsten, Antwerpen (Belgium: 

Stichting Europalia International, 1991). 
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include: “The Northern Brightness”; O Brilo do Norte (Lisbon, 1993), “Art at the Time of the 

Treaty of Tordesillas”; El Arte en el Tiempo del Tratado de Tordesillas (Valladolid, 1994), 

“Francisco Henriques, a Painter in Évora During the Reign of King Manuel I”; Francisco 

Henriques, um Pintor em Évora no Tempo de D. Manuel I (Évora, 1997), and “From the Ancient 

to the New Worlds”; Do Mundo Antigo aos Novos Mundos (Évora, 1998). 

In Bonn, the Kunst- un Ausstellungshalle der Bundesrepublik organized an exhibition 

with masterpieces from the MNAA, in 1999. The exhibition was part of their series “Die Großen 

Sammlungen,” for which large European museums sent highlights of their collections to 

Germany. A total of twenty-two artworks were sent per ship from Lisbon to Bonn. The 

accompanying catalogue discussed the artistic production in various centuries, as well as the 

history of the MNAA.151 Meant as a broad introduction for the general public, the catalogue, 

published in German, is written by Portuguese, German, and American scholars.152  

In 2002, the Groeningemuseum in Bruges organized an exhibition titled The Age of Van 

Eyck: The Mediterranean World and Early Netherlandish Painting, 1430-1530. Several 

Portuguese paintings were loaned to the exhibition to be placed next to paintings from other 

regions, thus revealing their relationship to art from the Low Countries. The organizers 

predominantly included paintings from Flemish artists that moved to Portugal, such as from the 

workshop of Francisco Henriques, Frei Carlos, and the so-called Master of Lourinhã.153 Two 

panels of the Évora Altarpiece were also included. An exception was the inclusion of a panel 

attributed to the workshop Nuno Gonçalves. The accompanying catalogue is divided into 

                                                      

151 For the history of the MNAA, see: José Luís Gordo Porfírio, “Das Museum- Gebäude und 

Austellungen,” in Museu Nacional de Arte Antiga, Lissabon, eds. Curvelo and Kruse, 36–43. 
152 Curvelo and Kruse, Museu Nacional de Arte Antiga. 
153 The Groeningemuseum owns a painting that is attributed to Frei Carlos, depicting a Crucifixion, 

supposedly produced before his immigration to Portugal (Frei Carlos (?), Crucifixion, c. 1500, oil on wood, 

inv. 89.1) 
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geographical sections: the Netherlands, France, Italy, Spain, and Portugal.154 Although the 

publication covers various geographical regions, it merely provides some tendencies rather than 

any in-depth analysis of the transfer of styles and materials. Therefore, this source functions as an 

introductory text, especially as the extensive bibliography provides ample resources to facilitate 

further research. 

 

Restoration and (Scientific) Examination of Paintings in Portugal 

As mentioned, in 1836, during the First Republic, the Academia de Belas Artes was 

opened. The Academy gave rise to the initial structural organization for painting restoration in 

Portugal, focusing on the study of historic painting techniques and materials in addition to 

providing special training for artists wishing to become restorers to preserve Portugal’s national 

heritage.155 In other European countries, until the 1930s, most restorations were performed at the 

Academy by these artist-restorers. Slowly, some restoration projects were moved to the 

restoration laboratory located at the MNAA until 1965 when the laboratory was moved to a 

building next to the museum. At the MNAA laboratory, artists who had finished their studies at 

the Belas Artes were hired and received additional training in restoration. The dominance of the 

artist–restorer would last until the mid-twentieth century.156 

                                                      

154 Till-Holger Borchert, and Andreas Beyer, The Age of Van Eyck: the Mediterranean World and Early 

Netherlandish Painting, 1430-1530 (London: Thames & Hudson, 2002). 
155 See: Vanessa Henriques Antunes, “Técnicas e Materiais de Preparação na Pintura Portuguesa dos 

Séculos XV e XVI” (PhD diss., Universidade de Lisboa, 2014), 25–26.  
156 According to Maria da Conceição Lopes Casanova, who studied the history of restoration in Portugal, 

Portuguese scholars and restorers of the late-nineteenth and first half of the twentieth centuries were aware 

of the various European trends in conservation and restoration. However, depending on the restorer, they 

followed different tendencies discussed in treatises and manuals. Furthermore, she argues that there was a 

relative lack of weight of scientific culture in these circles; a reason for the long-lasting dominance of the 

artist-restorer in Portugal. See: Maria da Conceição Lopes Casanova, “Luciano Freire: Between Tradition 

and Novelty,” CeROArt (2013), http://ceroart.revues.org/3606. Accessed 30 May 2017. 
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Around the turn of the twentieth century, several important paintings in Portuguese 

public collections were restored. An early example was the 1890–1891 restoration of Fons Vitae 

(c. 1515–1517), a Flemish painting likely commissioned by King Manuel I (see chapter 2, page 

77). Restorer Manuel de Moura produced a photographic record of his working process, a method 

that was then followed by many others, among them, Luciano Freire, who documented his 1909–

1910 restoration of the Saint Vincent Panels.157 Freire completed his Fine Arts degree in 1886 and 

taught at the Belas Artes since 1896.158 One of Freire’s important contributions during the 

restoration was his recognition and description of three previous restoration campaigns on the 

Saint Vincent Panels.159 As mentioned earlier, the study of the Saint Vincent Panels not only 

initiated further research into Portuguese painting of the fifteenth and sixteenth centuries, but it 

also specifically stimulated the study of materials and techniques.160 The photographic records 

and written reports of Freire allow present-day scholars to trace earlier interventions and to study 

the general history of restoration practices in Portugal. The files, and those of other restoration 

projects, are currently housed in the library of the archives of the Direção-Geral do Património 

Cultural (DGPC).161  

 José de Figueiredo opened a restoration atelier at the MNAA in 1911, appointing Luciano 

Freire, who had just finished his restoration of the Saint Vincent Panels at the Academy, as the 

                                                      

157 Património Cultural, “The History of Conservation and Restoration in Portugal,” 

http://www.patrimoniocultural.pt/en/patrimonio/conservacao-e-restauro-laboratorio-jose-de-

figueiredo/apontamentos-para-historia-da-conservacao-e-restauro-em-portugal/. Accessed 18 April 2017. 

José de Figueiredo followed the restoration of the Saint Vincent Panels, which allowed him to write his 

famous publication on Nuno Gonçalves in 1910. 
158 Casanova, “Luciano Freire: between tradition and novelty.”  
159 The first restoration was probably done a few decades after its initial production by a painter trained in 

the “Portuguese School”; the second in the seventeenth century, perhaps after the panels were damaged by 

the 1579 earthquake, and the third campaign in the early nineteenth century. According to Freire, during the 

last restoration, large areas were overpainted by a craftsman who lacked historical awareness. In 1910, 

Figueiredo noted that Freire kept the patina and removed all of these restorations, except the oldest, which 

correspond to the first restoration. See: Casanova, “Luciano Freire: between tradition and novelty.” 
160 Antunes, “Técnicas e Materiais,” 33. 
161 Património Cultural, “The History of Conservation and Restoration in Portugal.” 
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head of restoration. During the 1930s and 40s, expansions were made to improve the conditions 

of the atelier. Further, several restorers were sent to France and Belgium to receive additional 

training.162 Under the supervision of João Couto, and in collaboration with physicist Manuel 

Valadares (a pupil of Marie Curie), the atelier was equipped with an x-ray machine and a 

laboratory for the analyses of pigments.163 The laboratory, called Laborátorio de Exames e 

Análises de Obras de Arte, was modelled after the laboratory at the Musée du Louvre.164  

 João Couto became the second director of the MNAA in 1938. Couto believed that the, 

“scientific examination of works of art has, apart from helping the restorer, a much wider reach in 

the objective study of those pieces.”165 Under his influence, information on the restorations and 

studies performed at the laboratory were added to the existing documents stored at the Centre for 

Photography in the museum. Additionally, in 1944, Couto founded the journal Boletins do Museu 

Nacional de Arte Antiga where studies on the MNAA collection were included. Under Couto’s 

directorship, the ground floor of the museum was expanded to include a library and a conference 

room, where international events were regulalrly held.166 Influential individuals such as Couto 

helped stimulate scientific examinations and modernized restoration laboratories. Due to the lack 

of adequate space for study rooms and proper training facilities, a new building for restoration, 

located next to the MNAA, was inaugurated in 1965. The laboratory was named after the first 

director of the museum, José de Figueiredo. Since the 1980s, the integration of scientific 

                                                      

162 Fernando Baptista Pereira, in conversation with the author, 19 June 2017. 
163 Ibid.  
164 Antunes, “Técnicas e Materiais,” 44: fn. 48. 
165 Cited in: Raquel Henriques da Silva, Joana Baião, and Leonor Oliveira, eds., Sources for the History of 

Art Museums in Portugal (Lisbon: Institute of Art History, Faculdade de Ciências Sociais e Humanas da 

Universidade Nova de Lisboa), 44, 

https://institutodehistoriadaarte.files.wordpress.com/2013/07/projetha_art-museums-in-

portugal_english.pdf. Accessed 27 February 2017. 
166 Ibid., 40–43. 
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examination was further stimulated by the collaboration between the laboratory and the Faculties 

of Science, specifically Physics and Chemistry, at the Universidade de Nova.167  

 The Instituto de José de Figueiredo, today operated by the state, specializes in “the 

conservation and restoration of movable cultural heritage,” conserving and restoring from both 

national and private institutions.168 Restoration projects are documented and otherwise made 

available for international scholars. The importance of the institute’s education program was 

recognized by the Portuguese government in 2007, integrating the institute into the larger 

Instituto dos Museus e da Conservação (IMC). In 2012, the institute was placed under the direct 

supervision of the Direção-Geral do Património Cultural (DGPC).169 

Due to an increase in the number of collaborative projects within the international 

scholarly community, the collection of early Netherlandish painting in Portugal became much 

better known outside of the country. In 1991, the collection of Netherlandish paintings at the 

MNAA was included in the sixteenth volume of Corpus de la Peinture des Anciens Pay-Bas 

Méridionaux au Quinzième Siècle, published by the International Research Centre “Primitifs 

Flamands” in Brussels, the same year as the Europalia.170 However, initial plans dated back to 

1952, when Paul Coremans and Jacques Lavalleye proposed to incorporate the collection into the 

Corpus. Reis-Santos was asked to write the texts, but it was eventually published in 1991 by the 

                                                      

167 Fernando Baptista Pereira, in conversation with the author, 19 June 2017. 
168 Património Cultural, “The José de Figueiredo Laboratory,” 

http://www.patrimoniocultural.gov.pt/en/patrimonio/conservacao-e-restauro-laboratorio-jose-de-

figueiredo/conservacao-e-restauro-laboratorio-jose-de-figueiredo/. Accessed 28 July 2017. 
169 Património Cultural, “The History of Conservation and Restoration in Portugal.” 
170 The Centre for the Study of the Flemish Primitives is specialised in fifteenth-century painting of the 

Southern Netherlands. The centre collects related art historical documentation, carries out scientific 

research, and publishes three series of publications: Corpus, Repertory, and Contributions. The 

documentation centre is currently housed at the KIK-IRPA. See: 

http://www.kikirpa.be/EN/237/0/Primitifs+flamands.htm. Accessed 7 June 2017. 
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Centre for the Study of the Flemish Primitives and written by Marie-Léopoldine Lievens-De 

Waegh.171  

Lievens-De Waegh, a scientific collaborator of the Centre in Brussels, studied twelve 

paintings using the template of the corpus series.172 If available, she included the results of 

material analyses in addition to detailed photographic records, including infrared photos (IRP) 

and radiographs. Not all IRP’s are very legible, but the publication introduced scholars to the 

Portuguese collection of early Netherlandish painting and pushed them towards further technical 

examinations. This Corpus volume functions as a key referential source for further research.  

In 2009, the University of Évora opened a new research facility, the Hercules Laboratory. 

The laboratory has a similar educational purpose as the José de Figueiredo Laboratory, but is 

specifically concerned with integrating science into the study of cultural heritage, often 

employing an interdisciplinary approach. Hercules provides a location for the education of 

students who come from different scientific backgrounds and want to apply their knowledge to 

artifacts using the latest scientific techniques.173 Since 2010, Hercules has collaborated with the 

Academy of Fine Arts, receiving students trained in both fine arts and art history who take an 

interest in the scientific examination of cultural heritage. The latter, after almost a century of 

silence, now promotes the integration of scientific, artistic, and humanistic training, providing 

students with an all-encompassing restoration degree.174 The Hercules Laboratory also worked 

                                                      

171 After various attempts by different authors, Maria José de Mendonca, curator and restorer at the José de 

Figueiredo Laboratory, was asked to take x-rays of the paintings and perform sample analysis, so the 

Corpus would be a collaboration between Belgium and Portugal. Due to various economical setbacks, the 

book was only completed in 1991. See: Marie-Léopoldine Lievens-De Waegh, “Le Musée National d'Art 

Ancien et le Musée National des Carreaux de Faïence de Lisbonne,” Corpus de la Peinture des Anciens 

Pays-Bas Méridionaux au Quinzième Siècle (Ghent: Institut royal du Patrimoine Artistique, 1991), 16:VII–

X. 
172 Lettered A–J, each section deals with a specific topic: the painting’s place within the corpus of 

Netherlandish painting, current attributions, material descriptions, iconography, historiography, 

comparisons, personal opinion of the author, and bibliography and archival sources.  
173 “The Mission of Hercules Laboratory,” http://www.hercules.uevora.pt/missao.php. Accessed 18 April 

2016. 
174 Fernando Baptista Pereira, in conversation with the author, 19 June 2017. 
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together with the University of Ghent on the project entitled ONFINARTS: On the Flemish 

Importance for National Arts in the Sixteenth Century, under which umbrella some articles were 

published that relate to the topic of this dissertation.175 

 Mercês Lorena’s master’s thesis on the Évora Altarpiece, which coincided with a larger 

research and restoration project between 2007 and 2011, is a material and technical analysis. Her 

findings will be discussed in chapter five. In her doctoral work, Pintura Flamenga em Portugal, 

Os Retábulos de Metsys, Morrison e Ancede; Estudo Técnico e Material, Lorena studied the 

painting techniques of some Flemish paintings housed in Portuguese collections, arguing that 

there were no significant differences in technique between those paintings commissioned in 

Flanders—and exported to Portugal and Madeira— and those destined for local markets in the 

Low Countries. Lorena’s study of two altarpieces commissioned from (the workshop of) Quinten 

Metsys, the Altarpiece of the Seven Sorrows of the Virgin and the Passion Triptych, is used in 

chapter six.  

 In Técnicas e Materiais de Preparação na Pintura Portuguesa dos Séculos XV e XVI 

(2014), Vanessa Antunes discussed the materials used in the ground layers in a selection of 

Portuguese paintings.176 It is commonly believed that calcium carbonate (chalk) was the primary 

material used for the ground layers in Northern Europe during the fifteenth and sixteenth 

centuries, while calcium sulfate (gypsum) was commonly used in Southern Europe, specifically 

in Italy, Spain, and Portugal. The divide between “north-chalk” and “south-gypsum” was 

probably based on the availability of the materials and is, until this day, the prime indicator for a 

specific production location. Therefore, Antunes’s discovery of gypsum, chalk, or a mixture of 

the two in her studied paintings was noteworthy, especially in the Évora Altarpiece, where its 

                                                      

175 The list of articles can be found at “Indicadores,” 

http://www.hercules.uevora.pt/onfinarts/indicadores.html. Accessed 18 April 2016. 
176 Vanessa Antunes, “Técnicas e Materiais de Preparação na Pintura Portuguesa dos Séculos XV e XVI” 

(PhD diss., Universidade de Lisboa, 2014). 

http://www.hercules.uevora.pt/onfinarts/indicadores.html
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place of production is unknown. A more elaborate discussion of her research is included in 

chapter five (page 193). Related to her Ph.D. research, Antunes organized a symposium to which 

various scholars contributed. The proceedings, As Preparações na Pintura Portuguesa, Séculos 

XV e XVI– Actas do Colóquio Internacional, edited by Vítor Serrão, Vanessa Antunes, and Ana 

Isabel Seruya (2013), offer valuable insights into the study of preparatory layers in Portuguese 

paintings from the fifteenth and sixteenth centuries.177 

 

Flemish Painters Active in Portugal 

While the development of Portuguese painters was the initial focus of scholarly study in 

the nineteenth century, immigrant artists were soon included in the general debate, as evidence 

arose pointing to their prominent place within the Portuguese artistic communities. Over the 

years, information has surfaced on Flemish immigrant painters active in Portugal in the fifteenth 

and sixteenth centuries. As noted above, Viterbo’s archival research was crucial in this discovery, 

as he uncovered many primary source documents related to foreign painters. As in the Low 

Counties, the information on these artists is fragmented; yet, in many cases where documents 

exist, no artistic production has survived, and vice versa. Nonetheless, much work focuses on 

three Flemish painters active in the first decades of the sixteenth century, namely, Francisco 

Henriques († 1518), Frei Carlos († 1540), and the anonymous painter with the sobriquet name the 

Master of Lourinhã (dates unknown). 

 One of the artists mentioned in both documents and recognized through his artistic 

production is Francisco Henriques, a court painter to King Manuel I. His production has been 

discussed in many publications, but the 1997 exhibition catalogue, Francisco Henriques: A 

                                                      

177 Vítor Serrão, Vanessa Antunes, and Ana Isabel Seruya eds., As Preparações na Pintura Portuguesa, 

Séculos XV e XVI– Actas do Colóquio Internacional (Lisbon: Torreana, 2013). 
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Painter in Évora During the Age of King Manuel I, provides a detailed overview of his life and 

work.178 It is unknown when Henriques arrived in Portugal—most scholars assume around 

1500—or whether he was recruited from Flanders to work as a court artist. Interesting in this 

regard is his familial relationship with the prominent court painter Jorge Afonso (c. 1470–1540), 

a Portuguese painter who was married to Henriques’s sister, and who ran the largest workshop in 

Lisbon (see chapter 4). Henriques was involved in several important royal commissions in Évora, 

Tomar, and Lisbon, and produced monumental multipaneled non-folding altarpieces that reveal 

both his Netherlandish roots and his sensitivity toward Portuguese fashions.179 

 Another documented Flemish painter, Frei Carlos, is mentioned as “Frey Carlos de 

Lisboa, framengo” in a book that recorded the various professions at the Espinheiro Convent, 

Livro do Profissões do Convento do Espinheiro of 1517. Carlos worked and lived in this 

monastery located just outside of Évora until his death.180 Restorer João Couto and art historian 

José Alberto Seabra Carvalho (adjunct director of the MNAA) published extensively on Carlos.181 

                                                      

178 António Camões Gouveia, Francisco Henriques: A Painter in Évora During the Age of King Manuel I. 

(Évora: Câmara Municipal de Évora, 1997). Information on the life and work of Francisco Henriques is 

also included in publications and surveys such as: Reynaldo dos Santos, O Pintor Francisco Henriques: 

Identificação da Obra e Esboço Crítico da Sua Personalidade Artística (Lisbon: Boletim da Academia 

Nacional de belas Artes, 1938); Reynaldo dos Santos, Os Primitivos Portugueses (Lisboa: Academia 

Nacional de Belas Artes, 1957); Dalila Rodrigues, “A Pintura no Período Manuelina: O Primeiro Ciclo da 

Pintura Portuguesa do Renascimento,” História da Arte Portuguesa, vol. 1, ed. Paulo Pereira (Lisbon: 

Editorial Estampa; Círculo de Leitores, 1995); Dalila Rodrigues, A Pintura num Século de Excepção, vol. 6 

of Arte Portuguesa: Da Pré-História ao Século XX, ed. Dalila Rodrigues (Lisbon: Fubu, 2009); Ana de 

Castro Henriques, ed., Primitivos Portugueses, 1450-1550, O Século De Nuno Gonçalves (Lisbon: Museu 

Nacional de Arte Antiga, 2010). 
179 Gouveia, Francisco Henriques, 17–34; 53–67. 
180 Referenced in Sara Valades, “Variedades e Estilos na Obra Atribuída a Frei Carlos: Novas Perspectivas” 

(Ph.D. diss. Universidade de Évora, 2015), 15. 
181 João Couto, “A Pintura Flamenga em Évora no Século XVI:Variedade de Estilos e de Técnicas na Obra 

Atribuída a Frei Carlos,” Cidade de Évora (Évora: Câmara Municipal de Évora, 1943), 3–19; A Oficina de 

Frei Carlos (Lisboa: Artis, 1955); J.A.S. Carvalho, “Pintura Luso-Flamenga em Évora no Início do Século 

XVI: O Mestre da Lamentação da Oficina do Espinheiro,” A Cidade de Évora (Évora, Câmara Municipal 

de Évora, 1988–1993), 75–104; “Frei Carlos e o Outro: Proposiccões Sobre a Pintura da Oficina do 

Espinheiro,” in Do Mundo Antigo aos Novos Mundos. Humanismo, Classicismoe Notícias dos 

Descobrimentos em Évora 1516–1624, eds. Fernando António Baptista Pereira, Mafalda Soares da Cunha, 

and Rita Garnel (Lisbon: Comissão Nacional para as Comemorações dos Descobrimentos Portugueses, 

1998), 155–169; “Dois Mestres Luso-Flamengos: Mestre da Lourinhã e Frei Carlos,” in Primitivos 
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Couto believed that Carlos and his workshop produced several paintings for churches and 

convents in the Évora area and used infrared photography (IRP) and radiography to justify his 

attributions. Using Couto’s infrared material, Carvalho identified two types of preparatory 

drawings within Carlos’s attributed oeuvre, arguing that Carlos worked with another, more 

mature, apprentice, for their execution.182 Both Couto and Carvalho stressed the importance of 

future scientific analysis, specifically focussed on the materials used, to further address the 

collaborative nature of the workshop and the extent to which Frei Carlos remained working in a 

Flemish technique once in Portugal.183 

 More recently, Sara Valadas studied the painting techniques of Frei Carlos and his 

workshop in her dissertation (2015). Based on Couto’s and Carvalho’s work, Valades discussed 

documental sources, surface examinations with IRR, UV, X-rays, and material analysis 

undertaken at the Hercules Laboratory.184 She also collaborated with the scientific department of 

the National Gallery in London to investigate a painting tentatively attributed to Frei Carlos and 

workshop, entitled the Mystic Marriage of Saint Catherine.185 Valades attributed several paintings 

to a follower of Carlos and not, as Carvalho previously argued, to a more mature apprentice 

within Carlos’s workshop. The varying pictorial quality of Carlos’s attributed oeuvre is, 

according to Valades, caused by the large involvement of the workshop. Some of these assistants 

might have trained in Flanders, which would explain the different extent to which Flemish 

painting techniques are used within his attributed oeuvre. She further argued that some 

adaptations of Portuguese techniques are the result of possible collaborative processes with other 

                                                      

Portugueses, 156–173; “O S. Vicente de Frei Carlos: Estudo comparativo,” in Frei Carlos da América: 

Investigação e Crítica, ed. José Alberto Seabra Carvalho (Lisbon: DGPC/MNAA, 2013), 40–55. 
182 Carvalho, “Frei Carlos e o Outro,” 164–169. 
183 Valades, “Variedades e Estilos na Obra Atribuída a Frei Carlos,” 26.  
184 On the methods used, see: Ibid., ii. 
185 Portuguese School, the Mystic Marriage of Saint Catherine, early-sixteenth century, oil on wood, 33 x 

25.7 cm, National Gallery London, inv. nr. NG5594. 
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painters active in Portugal in the first decades of the sixteenth century.186 Based on her research, 

the panel at the National Gallery was deattributed.187  

 The so-called Master of Lourinhã, a supposedly Flemish painter, was a contemporary of 

Frei Carlos. Over the years, a somewhat coherent group of paintings has been attributed to him, 

solely based on similar visual qualities.188 His name refers to the discovery of two paintings, Saint 

John the Baptist in the Desert and Saint John the Evangelist at Patmos, in the Misericórdia 

Church of Lourinhã, about 60 kilometers north from Lisbon, which reveal a different aesthetic 

than other known paintings of the time. In 1963, these two key works were used to create a 

potential oeuvre around the artist by Reis-Santos.189 

In 2004, Manuel Batoréo published the first extensive monograph on the Master of 

Lourinhã, studying nearly fifty works that were initially placed in his oeuvre by Reis-Santos. 

With the help of infrared reflectography, Batoréo reduced the number of works to just over 

twenty based on their similar underdrawing style, consisting of confident lines limited to the 

delineation of the contours of the figures. Volumes and shadows are only occasionally marked 

out and few alterations were made between the underdrawing and painted layers.190 Further, 

Batoréo argued that he might have worked as an illuminator too, as some of the works are 

stylistically close to those of Bruges illuminators Alexander and Simon Bening († 1519; c. 1483–

1561). In addition, according to Batoréo, the organization of space and the figures reveal an 

                                                      

186 Valades, “Variedades e Estilos na Obra Atribuída a Frei Carlos,” 381. 
187 Ibid., 370. 
188 See: Reynaldo dos Santos, Os Primitivos Portugueses (Lisboa: Academia Nacional de Belas Artes, 

1957); Luís Reis-Santos, O Mestre da Lourinhã (Lisbon: Artis, 1963); Manuel Batoréo, A Pintura do 

Mestre da Lourinhã. As Tábuas do Mosteiro das Berlengas na Evolução de Uma Oficina (Lisbon: 

Faculdade de Letras da Universidade, 1995); Manuel Batoréo, Pintura Portuguesa do Renascimento. O 

Mestre Da Lourinhã (Casal de Cambra: Caleidoscópio, 2004). 
189 Reis-Santos, O Mestre da Lourinhã. 
190 Batoréo, Pintura Portuguesa do Renascimento. O Mestre da Lourinhã, 10–11. 
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awareness to the work of Hugo van der Goes († 1482) from Ghent; some iconographic sources 

seem to relate to works of Gerard David from Bruges and Antwerp.191 

 Batoréo concluded that the Master of Lourinhã might have been a Flemish painter and/or 

illuminator that took on a Portuguese name once he arrived in the country, much like a number of 

other immigrant artists from the Low Countries. This assumption is based on the artist’s technical 

skill, attention to detail, especially in the landscapes, and use of some models that derived from 

both Schongauer and the Master E.S.192 In accordance with the findings discussed in his master’s 

thesis, Batoréo suggested that the Master of Lourinhã could be identified as the court painter 

Álvaro Pires (not to be mistaken with the fifteenth-century artist Álvaro Pires of Évora), who was 

active as a painter, goldsmith, and illuminator—hired to work on the Leitura Nova (New 

Literature)193—from 1510 until his death in 1539.194 Pires was authorized by the king to collect 

alum, a material often used for the illumination of manuscripts. Alum was also found when 

Batoréo investigated the paintings. Most of the painted works attributed to the Master of Lourinhã 

were distributed around Lisbon, apart from his presumed collaboration on the Funchal Altarpiece 

(c. 1514–1517), and commissioned by nobility and religious brotherhoods who had a taste for 

northern European painting.195 

 

 

                                                      

191 On the relationship between the Bening Family, Hugo van der Goes, and Gerard David, see chapter 5, 

page 165. 
192 Batoréo, Pintura Portuguesa do Renascimento. O Mestre da Lourinhã, 60–62. 
193 The Leitura Nova is a set of manuscripts that consists of a compilation of Portuguese laws that were 

rewritten in the beginning of the sixteenth century. The frontispieces of these manuscripts were illuminated 

by court artists. Copies were disseminated throughout the various municipalities, together with “forals,” the 

charters of that specific municipality. See: Sylvie Deswarte-Rosa, Les Enluminures de la "Leitura nova": 

1504-1552, Étude sur la Culture Artistique au Portugal au Temps de l'Humanisme (Paris: Fundação 

Calouste Gulbenkian, 1977). 
194 Batoréo, A Pintura do Mestre da Lourinhã, 30–31. 
195 Ibid. 
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While advanced degrees in Art History have only recently been offered in Portugal, interest in 

Portuguese art and architecture already flourished in the nineteenth century. At the time, foreign 

scholars visited the country, stimulating the Portuguese to study their own artistic production of 

the fifteenth and sixteenth centuries. Despite the undemocratic nature of Salazar’s regime, his 

interest in national art and culture did spur the further development of the art historical field, 

creating a platform in the form of large international exhibitions. After the 1974 revolution, and 

especially after Portugal’s admission to the EU, the study of art history developed rapidly, often 

with the assistance of international funds.  

However, much work remains to be done, and many oeuvres of early modern Portuguese 

painters remain problematic as they are still based on personal observations; only some of the 

assumed oeuvres have been investigated with the help of archival research and technical 

examination. This lack in scholarship has also complicated my own research; I did not have 

access to complete and reliable data sets upon which I could built my work further. Another 

factor that complicated my research was caused by the fact that local painting production in 

Portugal has received little attention from international scholars, who predominantly study early 

Netherlandish paintings available in Portuguese collections. Collaborations between national and 

international experts could greatly advance the field of Portuguese art history. 

 In the next two chapters, I discuss the ways through which Netherlandish paintings were 

available to Portuguese patrons and artists. These chapters are meant to provide a general context 

before I turn to two specific examples in chapter five and six. In chapter three, focus is laid on the 

commercial and diplomatic contacts between the Low Countries and Portugal, resulting in the 

dissemination of large amounts of Netherlandish luxury goods in Portugal. In chapter four, I 

emphasize the developments within the Portuguese painters’ workshops, the favourable artistic 

climate introduced by King Manuel I, and the network of artists surrounding court painter Jorge 

Afonso. My aim is to shift the attention towards an understanding of Portuguese paintings in an 
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international context, drawing parallels with the artistic centres of the Low Countries, specifically 

in regards to their workshop practices and collaborative efforts in the production of large painting 

commissions. 
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Chapter 3 

 Portugal and Flanders 

In the fifteenth and sixteenth centuries, luxury goods from the Low Countries played a 

prominent role in Portuguese visual culture and were desired items in the collections of the 

nobility, clergy, and urban elite. The prestige of these luxury goods was initiated by the dukes of 

Burgundy who maintained strong bonds with the Royal House of Portugal. The dukes used art 

and culture for propaganda purposes, sending metalwork, tapestries, armour, manuscripts, 

paintings, and sculptures throughout Europe.196 Following the Burgundian example, other courtly 

houses started to collect these items, and the Portuguese royal house—keen to position 

themselves amongst the European elite—developed similar collection preferences. The assistance 

in wars and the establishment of the Portuguese merchant colony in Bruges, and later, Antwerp, 

created a strong relationship between the Burgundian regions and Portugal and provided an 

opportune climate for the transfer of art and artists.  

The Portuguese elite purchased luxury goods in the cosmopolitan cities of Bruges and 

Antwerp using the revenues from the sale of exotic wares obtained from Portuguese overseas 

explorations. The Portuguese Factories in Bruges and Antwerp, the commercial institutions from 

where the Portuguese kings distributed wares on the market, played an essential role in the 

distribution of Netherlandish luxury goods in Portugal.197 The representative of the Factory, the 

                                                      

196 On the use of art for propaganda purposes at the Burgundian court, see: Marina Belozerskaya, 

Rethinking the Renaissance. Burgundian Arts across Europe (Cambridge: Cambridge University Press, 

2002); Larry Silver, Marketing Maximilian: The Visual Ideology of a Holy Roman Emperor (Princeton: 

Princeton University Press, 2008); Susan Marti, Till Holger-Borchert, and Gabriele Keck, Splendour of the 

Burgundian Court: Charles the Bold: 1433-1477 (Brussels: Mercatorfonds, 2009), Dagmar Eichberger, 

Anne-Marie Legaré, and Wim N. M. Hüsken, Women at the Burgundian Court: Presence and 

Influence/Femmes à la Cour de Bourgogne: Présence et Influence (Turnhout: Brepols, 2010). 
197 On the commercial relationship between the Low Countries and Portugal, see for example: Anselmo 

Braamcamp Freire, Noticias da Feitoria de Flandres (Lisbon: Edição do Archivo Histórico Português, 

1920); J.A. Goris, Etude sur les Colonies Marchandes Méridionales (Portugais, Espagnols, Italiens) à 
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Factor, acted as an agent for the commission of artworks for the Portuguese royals. The Factors’ 

proximity to these centers of artistic production allowed them to obtain the most fashionable 

goods directly from the artists, the market, or from specialized agents. Additionally, a number of 

the Factors were avid collectors themselves.  

In this chapter, I discuss the various channels through which Netherlandish art and luxury 

goods arrived in Portugal. Here, I use surviving documentary evidence, such as inventories and 

recorded commercial privileges, as well as visual evidence to explore some of the ways in which 

Flemish art was used and collected. Additionally, the purchase lists of the Portuguese royals, 

drafted by merchants active in the foreign merchant colonies, provide insight into the collecting 

preferences of the elite.198  

 

Initial Contacts 

Luxury goods originating from the Burgundian territories were highly fashionable in late-

medieval Europe, favoured by the English, Spanish, and Portuguese court, among others. The 

Burgundian Dukes used their own art collections to, “project, justify, and cement their 

multifaceted ambitions in the eyes of their subjects, peers, and foes,”199 many of whom 

frequented Burgundy during diplomatic missions.200 Using art as expressions of power, the Dukes 

                                                      

Anvers de 1488 à 1567. Contribution à l'Histoire des Débuts du Capitalisme Moderne (Louvain: 

Uystpruyst, 1925); Hans Pohl, Die Portugiesen in Antwerpen (1567-1648): Zur Geschichte einer 

Minderheit (Wiesbaden: Steiner, 1977); John Everaert, Eddy Stols, and Luís Filipe Barreto, Vlaanderen en 

Portugal: Op de Golfslag van Twee Culturen (Antwerpen: Mercaterfonds, 1991); Koninklijk Museum voor 

Schone Kunsten, Feitorias: Kunst in Portugal ten tijde van de Grote Ontdekkingen (einde 14de eeuw tot 

1548): Koninklijk Museum voor Schone Kunsten, Antwerpen (Belgium: Stichting Europalia International, 

1991); Jacques Paviot, ed., Portugal et Bourgogne au XVe siècle. Recueil de Documents Extraits des 

Archives Bourguignonnes, 1384–1482 (Lisbon: Commission Nationale pour les Commémorations des 

Découvertes Portugaises; Paris: Centre Culturel Calouste Gulbenkian, 1995). 
198 A portion of this chapter will be included in Jacques Paviot and Carolyn Mensing, “O dito alltar hũu 

retauollo pequeno que veyo de Frandes: Art from Flanders during the Age of Discovery,” in The Books of 

Hours in Royal Libraries, ed. Ana Lemos. The book is scheduled to be published in 2018.  
199 Belozerskaya, Rethinking the Renaissance, 48. 
200 Several publications discuss the culture of gift exchange in early modern Europe, for example, see: 

Natalie Zemon Davies, The Gift in Sixteenth-Century France (Madison: University of Wisconsin Press, 
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disseminated a variety of luxury goods, such as metalwork, tapestries, armour, manuscripts, 

paintings, and sculptures, either as courtly gifts, or via the art market.201 It was likely through 

these mechanisms that the Portuguese nobility and bourgeoisie came into contact with these 

artworks, which became part of private collections in palaces, monasteries, and churches. 

Surviving inventories of the fifteenth and sixteenth centuries in Portugal, records of events, and 

travel accounts also include artifacts from the Low Countries. Many Portuguese museums hold a 

large number of objects that once belonged to royal collections.202 

 Some of the earliest surviving records of courtly exchange between the Burgundian dukes 

and the House of Aviz concern the donation of portraits. The first documented exchange dates 

back to 1412 and concerns a now-lost portrait of Duke John the Fearless (1371–1419), painted by 

Jan Maelwael (c. 1370/75–1415), which was sent as a diplomatic gift to King John I of Portugal 

(1357–1433). Only the description of the frame has survived.203 The portrait of King John I of 

                                                      

2000); Mario Damen, “Princely Entries and Gift Exchange in the Burgundian Low Countries: A Crucial 

Link in Late Medieval Political Culture,” Journal of Medieval History 33, no. 3 (2007): 233–249; Ilana 

Krausman Ben-Amos, The Culture of Giving: Informal Support and Gift-Exchange in Early Modern 

England (Cambridge, Cambridge University Press, 2008). 
201 Belozerskaya, Rethinking the Renaissance, 2–4. 
202 In the accounts I studied, references are made to specific cities, regions, or countries. Frequently 

mentioned are Flanders, Bruges, France, Paris, Florence, Genoa, Rome, Castile, Valencia, Burgos, Seville, 

and Aragon. Outside of Europe, I found references to Peru, China, India, Bengali, Calcutta, and Ceuta. 

Numerous objects from Flanders appear on these lists, reaffirming their early popularity in Portugal. The 

most commonly mentioned objects correspond with popular goods manufactured in larger Netherlandish 

cities, including cloth, textiles, retables, tapestries, liturgical dresses, and books. A list of transcribed 

inventories includes, but not limited to: A. Braamcamp Freire, “Inventário da Guarda-roupa de D. 

Manuel,”Archivo Historico Portuguez, vol. II (1904): 381–417; A. Braamcamp Freire,“Inventário da casa 

de D, João III em 1534”, Archivo Historico Portuguez, vol. VIII (1910): 261–280, 367–390; Pedro de 

Azavedo, “O inventario da Infanta D. Beatriz: 1507,” Archivo Historico Portuguez, vol. IX (1914): 64–

110; Raul Lino, and Luís de Silveira, eds., Documentos para a História da Arte em Portugal: Arquivo 

Nacional da Torre do Tombo: Visitações de Alvalade, Casével, Aljustrel e Setúbal (Ordem de São Tiago) 

(Lisbon: Fundação Calouste Gulbenkian, 1969), vol. 7; Raul Lino, Luís de Silveira, eds., Documentos para 

a História da Arte em Portugal: Arquivo Nacional da Torre do Tombo: Visitações de Palmela e Panóias 

(Ordem de São Tiago) (Lisbon: Fundação Calouste Gulbenkian, 1969), vol. 11; Alexandre M. Flores, and 

Alice Borges Gago, “Visitações da Ordem de Santiago a Almada (século XVI),” Anais de Almada, vol. 17 

(2014); 125–194. I am very grateful for the assistance of archivist Pedro Pinto, who kindly provided me 

with an extensive list of publications that include transcribed inventories of the fifteenth and sixteenth 

centuries. 
203 The frame was adorned with seventy–two hanging rabotures (metal specks in the form of chips) of 

gilded silver. For the panel, Maelwael had to use gold leaf and azurite. The documents are published in: 
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Portugal (fig. 3.1) in the collection of the National Museum of Ancient Art (MNAA) in Lisbon, is 

a sixteenth century copy of a painting that was most likely painted in Burgundy.204 This is thought 

to be the case because the name of the Portuguese city Aljubarrota is inscribed on the frame in 

French (Juberot).205 The French inscription could suggest that the person who commissioned the 

portrait was someone within Burgundian courtly circles, perhaps King John’s daughter, Isabella 

of Portugal (1397–1471).206 However, as the provenance of the sixteenth-century copy goes back 

to Vienna, it is uncertain whether or not the portrait was ever part of Portuguese royal collections 

before moving into the collection of the MNAA. 

 Isabella’s now-lost portrait is a well-known example of a portrait with a specific 

diplomatic function. It was painted by the famous painter Jan van Eyck (before c. 1390–1441) 

during his travels through Spain and Portugal in 1429, and was commissioned by Duke Philip the 

Good (1396–1467) who desired a portrait of his potential future wife.207 He sent a diplomatic 

                                                      

Jacques Paviot, ed., Portugal et Bourgogne au XVe siècle. Recueil de Documents Extraits des Archives 

Bourguignonnes, 1384–1482 (Lisbon: Commission Nationale pour les Commémorations des Découvertes 

Portugaises; Paris: Centre Culturel Calouste Gulbenkian, 1995), 36:171; Pieter Roelofs, “Johan Maelwael, 

Court Painter in Guelders and Burgundy,” in The Limbourg Brothers. Nijmegen Masters at the French 

Court 1400–1416, eds. Rob Dückers and Pieter Roelofs (Antwerp: Ludion, Nijmegen; Museum Het 

Valkhof, 2005), 45. The portrait may have been part of a diptych, possibly depicting a Virgin with Child—

with the king painted in profile, his hands folded in prayer. It has been suggested that Maelwael painted a 

similar diptych with a half-length portrait of John the Fearless (of which an eighteenth century drawing 

survived) next to the Virgin and Child with Angels (now in Berlin). Schmidt, however, has rejected this 

proposal. See: Roelofs, “Johan Maelwael, Court Painter in Guelders and Burgundy,” 48–49; Pedro Flor, A 

Arte do Retrato em Portugal nos Séculos XV e XVI (Lisbon: Assírio & Alvim, 2010), 168–169; Victor M. 

Schmidt, “Diptychs and Supplicants: Precedents and Contexts of Fifteenth-Century Devotional Diptychs,” 

in Essays in Context: Unfolding the Netherlandish Diptych, eds. John Oliver Hand and Ron Spronk, 21–22. 

In the latter article, one earlier example of a diptych is included. A description of it can be found in the 

1405 inventory of Philip the Bold. It depicted the Duke together with his father-in-law, Louis de Mâle, on 

one side, and an image of Our Lady, on the other. Ibid., 18. 
204 José Alberto Seabra Carvalho, “O Retrato de D. João I. Revisão Crítica,” Revista de História da Arte 5 

(2008): 67–75; Flor, A Arte do Retrato, 171–172. 
205 The use of the same French form can also be found in Jean Froissart’s Chronicles; see: Carvalho, “O 

Retrato de D. João I,” 69. 
206 Portuguese was the primary language at the Portuguese court. Queen Philippa (1360–1415) might have 

introduced English as well. Jacques Paviot, email conversation with author, September 28, 2017. 
207 Jan van Eyck’s function as diplomat-painter and his connections to the Aviz court has recently been 

discussed by Barbara von Barghan. She suggested that Van Eyck included portraits of the Portuguese 

royals in several of his paintings, including the Fountain of Life, a painting that is only known through 

replicas, and which arguably hung in the Lisbon Castle of Saint George until the building was destroyed in 
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mission to Portugal to negotiate the nuptials, and asked Van Eyck, the duke’s court painter, to 

join the diplomats during their journey.208 The mission stayed in Portugal between 14 January and 

12 February 1429, during which time Van Eyck might have quickly produced two versions, as a 

record indicates that two messengers were sent to the Duke via two different routes.209 Although 

the portraits no longer exist, it has been suggested that Isabella may have been portrayed later on 

a seventeenth-century drawing on paper (fig. 3.2) or that her likeness was used for the Sibyl of 

Cumae in the Ghent Altarpiece (1432), whose appearance is similar to the sitter in the drawing.210 

The lack of visual evidence of Van Eyck’s artistic activities in Portugal is intriguing; no 

work by Van Eyck has survived in Portugal, nor did his artistic language have much impact on 

the works by contemporary Portuguese artists.211 This is especially surprising considering his 

influence in other European artistic centres.212  

                                                      

the earthquake of 1755. She argued that the Holy Knights in the Ghent Altarpiece could have been 

representations of Portuguese princes. Based on the inventory of Princess Beatrix (1504–1538), in which 

several reliquaries are identified, including two that depict the theme of the Calvary and the Last 

Judgement, she argued that they could have been the wings of the previously mentioned Fountain of Life or 

part of a reliquary diptych that contained portraits of King John I’s family. Barghan connected these wings 

to the two small panels currently found at the Metropolitan Museun in New York, as they were purchased 

by a diplomat in the nineteenth century from a convent near Madrid. It appears to me, however, that such 

an argument cannot be made based on the sole provenance of these panels. See: Barbara von Barghan, Jan 

Van Eyck and Portugal's "Illustrious Generation" (London: Pindar Press, 2013), 1:XI–XII. 
208 “lesdits ambaxadeurs, par ung nommé maistre Jehan de Eyck, varlet de chambre de mondit seigneur de 

Bourgoingne et excellent maistre en art de painture, firent paindre bien au vif la figure de madite dame 

l’infante Elizabeth.” Published in: Paviot, ed., Portugal et Bourgogne au XVe siècle, 92, 208. 
209 Ibid. 
210 The drawing is part of the collection of the Arquivo Nacional Torre do Tombo in Lisbon. See: Flor, A 

Arte do Retrato, 169–170. 
211 In contrast, Fransen has convincingly argued that Jan van Eyck influenced a group of painters in 

Valencia, Spain. Van Eyck was possibly part of a diplomatic mission to Valencia in the winter of 1426–

1427, perhaps to paint a wedding portrait of Eleanor of Aragon, the sister of Alfonso V. Some Valencian 

painters owned some of his paintings and drawings, further, Lluis Dalmau, court painter of Alfonso V, 

probably visited Van Eyck’s Bruges’ studio somewhere between 1431–1435. See: Bart Fransen, “Van Eyck 

in Valencia,” in Van Eyck Studies. Papers Presented at the Eighteenth Symposium for the Study and 

Underdrawing and Technology in Painting, Brussels, 19–21 September 2012, eds. Christina Currie, Bart 

Fransen, Valentine Henderiks, et.al. (Louvain: Peeters, 2017), 467–478. 
212 The influence of Jan van Eyck in the Mediterranean countries was the topic of a 2002 exhibition and 

accompanying catalogue. See: Till-Holger Borchert, The Age of Van Eyck, The Mediterranean World and 

Early Netherlandish Painting, 1430-1530 (London: Thames & Hudson, 2002). 
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That said, some Portuguese scholars point to Van Eyck’s influence on court painter Nuno 

Gonçalves (active c. 1450–1471), a fifteenth-century court artist of Afonso V (1432–1481) (see 

chapter 2, page 29).213 Gonçalves seemingly shares some of Van Eyck’s qualities in the detailed 

rendering of his portraits, especially apparent in his famous Saint Vincent Panels (fig. 3.3).214 

Compared to the few surviving contemporaneous examples, the panels are amongst the most 

technically accomplished examples of Portuguese paintings from the mid-fifteenth century.215 

While it is possible that Gonçalves studied Van Eyck’s work, it seems unlikely that, based on his 

presumed active years, he met the artist personally.  

It is also possible that the former developed his technical skills by studying other 

Netherlandish artists, or artworks, present at Afonso’s court. At least one Flemish painter is 

recorded to have worked as a court painter around this time, Vitor Visete, of whom nothing is 

known apart from the set of privileges (carta da privilégio) he received from the King in 1452, 

which included exemptions for both military duties and taxes.216 It is quite possible that 

Gonçalves knew or worked with this Netherlandish master.  

                                                      

213 José de Figueiredo, Arte Portuguesa Primitiva: O Pintor Nuno Gonçalves (Lisbon, 1910), 88–99. De 

Figueiredo was among the first to publish a monograph on the Saint Vincent Panels. As mentioned in 

chapter two, his publication initiated further studies by various Portuguese scholars. These contributions are 

discussed in Henrique Seruca, Os Painéis De Nuno Gonçalves, Religião e Política (Lisboa: Scribe, 2013). 
214 Per Dos Santos, Gonçalves may have received training in Flanders or would have been formed under the 

influence of Flemish art. However, his “manner of revealing the men and women of this time […] were as 

much a personal achievement as Van Eyck’s art.” See: Reynaldo dos Santos, Nuno Gonçalves: The great 

Portuguese Painter of the Fifteenth Century and his Altar-Piece for the Convent of St Vincent (London: 

Phaidon Press, 1955), 14. See also: Seruca, Os Painéis De Nuno Gonçalves, 144–145. 
215 See, for example, the Triptych of Prince Ferdinand (c. 1450–60, MNAA, inv. nr. 1877 Pint), formally 

housed at the Santa Maria da Vitória Monastery in Batalha, and the Senhora da Rosa (c. 1450, Museu 

Nacional Machado de Castro, inv. nr. 11266; P51), probably part of a collection of a now-destroyed 

monastery in the city. 
216 His Flemish origin is mentioned in the letter of privileges, published in Francisco de Sousa Viterbo, 

Notícia de Alguns Pintores Portuguezes e de Outros que, Sendo Estrangeiros, Exerceram a sua Arte em 

Portugal (Lisbon: Academia Real das Sciencias, 1903), 176–177; Joachim Oliveira Caetano, “Privilégio e 

Ofício nos Começos de uma Profissão Artística. Um Pintor, O que é?,” in Primitivos Portugueses, 1450-

1550, O Século De Nuno Gonçalves, ed. Ana de Castro Henriques (Lisbon: Museu Nacional de Arte 

Antiga, 2010), 52. 
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In addition to the initial gifting of portraits, several other artworks were commissioned by 

the Portuguese court from the artistic centers of the Low Countries. Many of these commissions 

were placed by women at the Portuguese court, including Isabella of Portugal, Eleanor of Viseu 

(1458–1525), and Catherine of Austria (1507–1578). These women played a prominent role in 

the dissemination of Netherlandish objects in Portugal since these goods were distributed among 

their various properties.217  

After her marriage to Philip the Good, Isabella supplied many paintings from Burgundy 

to the Portuguese Court.218 The now-lost panel by Rogier van der Weyden (c. 1399/1400–1464) is 

one of Isabella’s most famous acquisitions.219 A drawing by Domingos António de Sequeira 

(1768–1837) provides us with an idea of the composition, which depicted Duke Philip the Good, 

Isabella, and their son, Charles the Bold (1433–1477), kneeling in prayer in front of the Virgin 

Mary and Child (fig. 3.4). The painting originally hung in a chapel of the Batalha monastery, the 

burial church of the Aviz dynasty.220 Isabella was involved in the foundation of the Hieronymite 

Monastery of Penha Longa, near Sintra, where she sent various artworks; sadly, no specific 

                                                      

217 Annemarie Jordan Gschwend has written extensively on the collections of the Portuguese court, 

specifically on those of Catherine of Austria and Mary of Hungary. See: “Portuguese Royal Collecting after 

1521: The Choice between Flanders and Italy,” in Cultural Links between Portugal and Italy in the 

Renaissance, ed. K J. P. Lowe (Oxford: Oxford University Press, 2000), 265–293; “Pietas Austriaca at the 

Lisbon Court: The Monumental Chapel and Funerary Tombs built by Catherine of Austria in the San 

Jerónimos Monastic Complex in Belém,” in The Habsburgs and their Courts in Europe, 1400–1700: 

Between Cosmopolitism and Regionalism, eds. Herbert Karner, Ingrid Ciulisová, and Bernardo J. García 

(Palatium e–Publications www.courtresidences.eu, 2014), 207–240; “The Manufacture and Marketing of 

Flemish Tapestries in Mid–Sixteenth Century Brussels: Two Habsburg Patrons and Collectors: Mary of 

Hungary and Catherine of Austria,” in Ao modo da Flandres. Disponibilidade, Inovação e Mercado da 

Arte (1415–1580), eds. Bernando J. García and Fernando Grilo (Madrid: Fernando Villaverde Ediciones, 

2007), 91–113. 
218 For her role as patron, see Maria João Grilo, “A Acção Mecenática de D. Isabel de Portugal, Duquesa da 

Borgonha (1397–1471). Uma Princesa entre Portugal, a Flandres e a Itália,” in Ao modo da Flandres, 75–

90. 
219 The donation is discussed in: Lorne Campbell, ed., Rogier van der Weyden y los Reinos de la Península 

Ibérica (Madrid: Museo Nacional del Prado, 2015), cat. nr. 20, 173–175. 
220 Domingos António de Sequeira, Copy of a Painting by Rogier van der Weyden in the Batalho Convent 

(Portugal), 1808, Museu Nacional de Arte Antiga, Lisbon, inv. nr. 3125 Des. Ibid.; Flor, A Arte do Retrato, 

172. 
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details of these works are known.221 As Isabella also supported the Franciscan Order, she may 

have sent artworks to the Franciscan houses in Portugal,222 among them could have been Van 

Eyck’s paintings, Saint Francis Receiving the Stigmata, which has a Portuguese provenance.223 

Although Isabella lived in Burgundy, she maintained strong ties with her family in 

Portugal. Between 1468 and 1471, the duchess paid the Saint Anthony Church in Lisbon for a 

daily and an annual mass, to be held for the soul of her brother, Ferdinand the Holy Prince (1402–

1443). Isabella paid 24,200 reais for these masses through the merchant Vicente Gil, and put 

Brother João Álvares († c. 1490), former secretary of the duchess, commendatory, and Abbot of 

the Paço de Sousa monastery, in charge of overseeing the religious service.224 Isabella likely 

provided liturgical books, as well as possibly sending the antependium—an elaborate fixed altar 

frontal—to the chapel.225 It has been suggested that she also commissioned the Life of Ferdinand 

the Holy Prince, written in the 1470s,226 and the Book of Hours of Edward, King of Portugal, 

made in Bruges between 1430 and 1433.227 These examples reveal Isabella’s use of her family 

                                                      

221 Monique Sommé, Isabelle de Portugal, Duchesse de Bourgogne. Une Femme au Pouvoir au XVe Siècle 

(Villeneuve d’Ascq: Presses Universitaires du Septentrion, 1998), 467–468. 
222 Ibid., 470–472. 
223 Dated c. 1428–1432. The Philadelphia copy of the two existing paintings that depict Saint Francis has a 

Portuguese provenance. See: Joseph J. Rishel, “The Philadelphia and Turin Paintings: The Literature and 

Controversy over Attribution,” in Jan van Eyck: Two Paintings of Saint Francis Receiving the Stigmata, 

ed. J.R.J. van Asperen de Boer (Philadelphia: Museum of Art, 1997), 3–4. 
224 Anselmo Braamcamp Freire, Noticias da Feitoria de Flandres (Lisbon: Edição do Archivo Histórico 

Português, 1920), doc. XIV (18 November 1471), 149–153. Frei João Álvares sojourned in Bruges and 

Brussels in 1467 and 1468; his letters are published in Adelino de Almeida Calado, ed., Obras (Coimbra: 

Universidade de Coimbra, 1959), 2:95–101, 2:157–161. 
225 The triptych above the altar was painted by the otherwise unknown painter Diogo Gomes da Rosa. It 

depicted King John I with Prince Ferdinand on the left wing, and Philippa of Lancaster on the right wing. 

See: Flor, A Arte do Retrato, 172–173. 
226 António Manuel Ribeiro Rebelo, ed., Martyrium et Gesta Infantis Domini Fernandi. A Biografia Latina 

de D. Fernando, o Infante Santo (Lisbon: Fundação Calouste Gulbenkian/Ministério da Ciência e do 

Ensino Superior, 2007). 
227 Ana Lemos, “O Livro de Horas de D. Duarte. Estudo da Arte, Percurso e Caracterização de um 

Manuscrito,” in D. Duarte e sua Época. Arte, Cultura, Poder e Espiritualidade, eds. Catarina Fernandes 

Barreira and Miguel Metelo de Seixas (Lisbon: FCSH/Universidade Nova de Lisboa; Universidade Lusíada 

de Lisboa, 2014), 211–239. 
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network to send Netherlandish objects to Portugal on various occasions, certainly leaving an 

impact on the cultural life of her home country. 

Queen Eleanor of Viseu (1458–1525), the widow of King John II (1455–1495) and the 

sister of King Manuel I (1469–1521), possessed a prominent collection of Netherlandish 

paintings and textiles. The collection was presumably commissioned for her recently founded 

Clarisse Convent, Madre de Deus, in Xabregas, near Lisbon. A polyptych by Quinten Metsys 

(1466–1530) depicting Altarpiece of the Seven Sorrows of the Virgin228 (fig. 6.4) is thought to 

have been part of this gift, and adorned an altar there. In addition, there was another panel that 

reveals knowledge of Metsys’s style and depicts the Appearance of the Angel to Saints Clare, 

Agnes, and Colette (fig. 6.1).229 These paintings will be discussed in detail in chapter six. A  

Flemish panel depicting the Passion of Christ (fig. 3.5) hung in one of the convent chapels.230 

This last panel is particularly noteworthy as the Passion is set within a panorama of Jerusalem and 

includes a depiction of the Queen—possibly added after the painting’s arrival in Portugal—in the 

lower left corner.231 Records show that Emperor Maximilian sent the relics of Saint Auta to 

Xabregas, in 1517.232 He, or another member of his court, might have also gifted several paintings 

to the Queen. The Presentation in the Temple, with Saints Anthony and Francisco on the wings 

(fig. 3.6), attributed to Goswijn van der Weyden (c. 1465–after 1538), is also thought to have 

                                                      

228 The panels are dated c. 1509–1511 and divided between the MNAA, Worcester Art Museum, and 

Escola Nacional de Belas Artes in Rio de Janeiro. 
229 Anonymous, Appearance of the Angel to Saints Clare, Agnes, and Colette, c. 1515, Museu de Setúbal, 

inv. nr. MSCJ0001/PR001. 
230 Anonymous, Passion of Christ, first quarter sixteenth century, the National Tile Museum, Lisbon, inv. 

nr. Pt. 1. This painting belongs to a tradition that has been linked to Hans Memling, in which the main 

events from Christ’s life are presented in a single pictorial sequence. In a 1755 chronicle, the monk 

Jeronimo de Belém, mentioned that Maximilian had presented the work to his cousin. This information 

might have derived from an oral tradition, although it is not mentioned in an anonymously authored 

chronicle from 1639, which came from the same convent. See catalogue entry nr. 3 in Till-Holger Borchert, 

and Andreas Beyer, The Age of Van Eyck, 228. 
231 Alexandra Curvelo, ed., Casa Perfeitíssima. 500 Anos da Fundação do Mosteiro da Madre de Deus / 

Celebrating 500 Years of the Foundation of the Convent of Madre de Deus: 1509–2009 (Lisbon: Museu 

Nacional do Azulejo; Ministério da Cultura, Instituto dos Museus e da Conservação, 2009), 342–343. 
232 Ibid., cat. nr. 15, 396. 



68 

 

 

been part of the gift.233 Finally, Eleanor donated several tapestries and textiles to the convent, and 

she personally possessed a breviary of Netherlandish origin. It was made around the turn of the 

sixteenth century and had been attributed of the workshop of the Master of the First Prayer Book 

of Maximilian and the Master of James IV of Scotland.234 In general, the paintings she 

commissioned from the Portuguese workshops clearly reflected her taste for Netherlandish 

painting, both in style and in technique.235 

The acquisition of Netherlandish artworks by Portuguese female royals continued well 

into the sixteenth century. The 1525 dowry of Catherine of Austria, sister of Emperor Charles V 

(1500–1558) and wife of King John III of Portugal (1502–1557), lists manuscripts, tapestries, 

paintings, and jewels from Flanders.236 In 1532, shortly after her arrival in Portugal, she probably 

bought one of the earliest replicas of the tapestry series depicting the history of Romulus and 

Remus, the originals woven for Charles V between 1525–1532.237 During her time in Portugal, 

Catherine expanded her tapestry collection, and purchased large quantities of rare, foreign objects 

which became part of the first Kunstkammer in Renaissance Portugal.238 

Catherine’s sister-in-law and niece, Mary of Portugal (1521–1577), also amassed a large 

collection of Flemish tapestries, paintings, furniture and jewelry, and donated Netherlandish 

devotional panels to the São Bento Church and tapestries to the church of Santa Maria de 

                                                      

233 Attributed to Goswijn van der Weyden, Presentation at the Temple, first quarter sixteenth century, 

MNAA, inv. nr. 1207 Pint. 
234 This breviary came into the possession of the Portuguese court early on, but was probably originally 

intended for another Portuguese patron. Queen Eleanor is portrayed in prayer on the frontispiece. See: 

Thomas Kren and Scot McKendrick, eds., Illuminating the Renaissance. The Triumph of Flemish 

Manuscript Painting in Europe (Los Angeles: The J. Paul Getty Museum, 2003), 91:321–24. 
235 A good example is the retable depicting the Life of Saint Auta, made by an anonymous Portuguese 

painter after 1517. See: Curvelo, Casa Perfeitíssima, 342. 
236 Jordan Gschwend, “Portuguese Royal Collecting after 1521,” 265. 
237 Per Jordan Gschwend, this version must have been one of the earliest copies of the Edition Princeps 

(Palacio Real, Madrid), woven in Brussels sometime between 1525–1532 and based upon drawings by 

Bernaert van Orley. The fact that Catharine ordered a copy illustrates her desire to emulate and compete 

with the Habsburg court and her brother, Charles V. Ibid., 287. 
238 Ibid., 268. 
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Marvila, both in Santarém.239 Maria bought a replica of Charles V’s series of the Conquest of 

Tunis, commissioned in Flanders between 1555 and 1560, and gifted them to Sebastian of 

Portugal, in 1577.240 She also commissioned twenty-nine portraits of her Burgundian, Habsburg, 

and Portuguese ancestors, which were hung in a portrait gallery in the Lisbon palace.241 In both 

content and scale, the collections of Catherine and Mary can be compared to the prestigious 

Habsburg collections in other European cities.242 

The Portuguese court was an important centre for the collection of manuscripts, which 

aligned with the collecting practices of the Burgundian court. A large number of illuminated 

manuscripts from the best workshops in Bruges and Ghent can be connected to the House of 

Aviz. In the first decades of the sixteenth century, when most courts began to circulate and collect 

printed books, the Portuguese continued to commission illuminated manuscripts, providing ample 

opportunities for Netherlandish illuminators to work for the Portuguese Court, especially after the 

market in Flanders collapsed.243 These favourable conditions might have attracted some 

illuminators to Portugal, although we do not have records for most. Additionally, the lack of 

surviving signed work does not allow us to connect the names mentioned in archival documents 

to surviving manuscripts.244 One exception is António de Holanda (1480–1571), who is among 

the few recorded North-Netherlandish illuminators that settled permanently in Portugal. 

António de Holanda arrived in Lisbon around 1500 to work for King Manuel I in the 

workshop of the royal archives. He is best known for his illuminations of the Leitura Nova (New 

                                                      

239 Ibid., 269. 
240 Ian Buchanan, “The Conquest of Tunis,” in Grand Design: Pieter Coecke van Aelst and Renaissance 

Tapestry, ed. Elizabeth Cleland (New Haven: Yale University Press, 2014), 331; Jordan Gschwend, 

“Portuguese Royal Collecting after 1521,” 269. 
241 Ibid. 
242 Ibid., 273. 
243 Maria Adelaide Miranda, ed., A Iluminura em Portugal. Identidade e Influências (do Séc. X ao XVI). 

Catálogo da Exposição, 26 de Abril a 30 de Junho’99 (Lisbon: Biblioteca Nacional, 1999). 
244 Ibid., 87. 
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Literature),245 but De Holanda was also responsible for a Book of Hours for King Manuel I,246 a 

Breviary for Queen Eleanor, and various illumination projects for Queen Catherine between 

1541–55. Dom Manuel Pereira, the third count of Feira, ordered a Genealogy, which De Holanda 

signed in 1534.247 António’s son, Francisco de Holanda (c. 1517–1585) trained with his father at 

the Portuguese court before travelling to Italy to study antiquity. Upon return, Francisco resided 

at court where he spread the ideas of the Renaissance through his drawings, architectural designs, 

and paintings.248 In 1548, he wrote his famous treatise, Da Pintura Antiga. 

 Although the painter and illuminator Simon Bening (c. 1483–1561) never worked in 

Portugal, his highly popular illuminations were collected by several Portuguese nobles. Even 

Francisco de Holanda, who did not think highly of Netherlandish painters, praised Bening, stating 

that “among the Flemish, he was the most pleasing colourists who best painted trees and far 

distances.”249 Bening’s Da Costa Hours, was probably made for the Sá family, and was later 

owned by Don Alvaro da Costa, chamberlain of King Manuel I; 250 the Da Costa shield is painted 

over what appears to be a coat of arms of a member of the Sá family, possibly that of João 

Rodrigues de Sá.251 Another manuscript in the collection of the Morgan Library and Museum 

belonged to Eleanor of Portugal (1498–1558), and is also commonly attributed to Bening.252  

                                                      

245 Dated early sixteenth century, currently housed in the National Archive, Lisbon. 
246 This is perhaps the Book of Hours in the MNAA collection, inv.nr. Ms.14. 
247 Kren and McKendrick, eds., Illuminating the Renaissance, 463. 
248 J. B. Bury, “Francisco de Holanda and his Illustrations of the Creation,” Portuguese Studies 2 (1986): 

15–48. 
249 Francisco de Holanda, as quoted in Kren and McKendrick, eds., Illuminating the Renaissance, 468. 
250 Dated c. 1520, The Morgan Library, New York, inv. nr. MS M.399. Additionally, Pedro Dias attributed 

some of the illuminations in the Da Costa Hours to Gerard Horenbout (c. 1465–c. 1541), Jan Provoost 

(1462/65–January 1529), and the Master of the Maximilian Hours. See: Pedro Dias and António Gouveia, 

O Brilho do Norte. Escultura e Escultores do Norte da Europa em Portugal. Epoca Manuelina (Lisbon: 

CNCDP, 1997), 35. 
251 Kren and McKendrick, eds., Illuminating the Renaissance, 326, 2n. 
252 Ibid.  
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Prince Ferdinand of Portugal commissioned a genealogy of the Royal Houses of Spain 

and Portugal from Bening’s workshop in the 1530s, but this work was left unfinished after 

Ferdinand’s sudden death in 1534.253 This particular commission came about through the 

intermediary of the royal secretary in Antwerp, Damião de Góis (1502–1574), who stated that the 

Kings’ brother had, 

“ordered me to find whatever chronicles [manuscripts?] I could, 

either manuscript or printed, in whatever language, so I ordered 

them all. And to compose a chronicle of the kings of Hispanha 

since the time of Noah and thereafter, I paid a great deal to 

learned men: salaries, pensions, and other favors. I ordered a 

drawing of the tree and trunk of this line since the time of Noah 

to King Manuel I, his father [Ferdinand, Duke of Viseu] ordered 

it illuminated for himself by the principal master of this art in all 

of Europe, by name of Simon of Bruges in Flanders. For this tree 

and other things I spent a great deal of money.”254  

Lastly, Bening was asked to include fifteen drawings in a book of hours for Isabella of 

Portugal, which had been written in Toledo, Spain. The drawings were sent to Toledo to be 

pasted onto the leaves and were to be finished by Iberian illuminators.255  

These examples illustrate the considerable involvement of Netherlandish illuminators in 

the production of books for Portuguese patrons until at least the 1540s, either patronized in 

Burgundy or active as court painters in Portugal. The desire to collect large amounts of 

illuminated and printed books is beautifully illustrated in De Góis’ letter. Most of these books are 

still part of collections in museums, archives, and libraries in Portuguese and international 

collections. 

                                                      

253 The genealogy is part of the collection of the British Library, London, inv. nr. Add MS 12531. 
254 Quoted in: Kren and McKendrick, eds., Illuminating the Renaissance, 460. The drawings and 

instructions for the genealogy were supplied by António de Holanda, but were not sent to Bruges, as he 

stated in a progress report dating 15 August 1530 that Simon was disappointed because not a single 

drawing by António had arrived. Five years later, António still had not been paid for his work on seven of 

the illuminated drawings, and Bening had only illuminated five leaves of the surviving thirteen that 

Holanda had drawn. Ibid., 460–64. 
255 Ibid., 470–71. 
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The Portuguese Colony in Bruges 

The diplomatic ties between the Burgundian and Portuguese courts triggered and 

facilitated the development of the commercial networks through which artworks could be 

disseminated. While the Portuguese presence in Bruges is documented as early as the thirteenth 

century, other events, such as the assistance of the Burgundian court in the war against Castile 

from 1383–1385, consolidated both the diplomatic and commercial ties between the two 

nations.256 In 1387, two years after this war, the Portuguese merchants in Bruges received their 

commercial protection from Philip the Bold (1342–1404), which was renewed in 1389.257 Official 

privileges followed in 1411, and the Portuguese “nation” was officially recognized by the city in 

1438.258 A nation consisted of a group of merchants from a certain country that received official 

recognition through privileges, allowing them to self-govern during disputes and crimes among 

members. For the Portuguese, these privileges also included the utilization of the Chapel of the 

Holy Cross in the church of the Dominican convent from 1410 or 1411 onward. Most of the 

foreign merchant colonies owned a “nation’s” house in the city, often obtained shortly after their 

arrival, but the Portuguese only received theirs at the end of the fifteenth century. In 1491, after 

lengthy negotiations, the Portuguese successfully bargained for extended business privileges and 

a house in the Ridderstraat. The official statutes of the Portuguese community have not survived, 

but the recorded numbers reveal a relatively limited permanent merchant presence in the city at 

the end of the fifteenth century.259 By then, the exodus to Antwerp was already well underway; 

                                                      

256 Jacques Paviot, “Les Portugais à Bruges au XVe Siècle,” in Arquivos do Centro Cultural Calouste 

Gulbenkian, XXXVIII (Lisbon; Paris, Arquivos do Centro Cultural Calouste Gulbenkian, 1999), 1–2. 
257 Ibid. 
258 Ibid., 2. 
259 The following number of Portuguese merchants are recorded in Bruges: 8 (between 1441–1450), 23 

(between 1451–1460), 26 (between 1461–1470), 19 (between 1481–1490), and 10 (between 1491–1500). 

These figures do not say much, however, as most Portuguese merchants only stayed in Bruges for a couple 

of weeks before returning to Portugal. The fact that, unlike the Italians, Castilians, and Hanse, they were 
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most of the Portuguese had left Bruges before 1510. The last Portuguese merchant in Bruges was 

recorded in 1518.260 It appears that the Portuguese merchants gained true prominence in Antwerp, 

when they could trade their exotic wares on the markets in large quantities. 

Wine, olive oil, and dried fruits were the first products sold by the Portuguese in Bruges, 

but after their exploration of the African coastline toward the end of the fifteenth century, they 

also became prominent sellers of ivory and sugar. The first Portuguese pioneers settled in 

Madeira after 1425, and they introduced sugar cane to the islands’ fertile soil, soon dominating 

the economic life on the islands. The first sugar cargo was shipped to Lisbon in 1433, and then 

distributed along existing land routes; it was not until the 1470s that the sugar was directly 

transported overseas to Bruges.261 The established relationship with Flanders provided an 

excellent opportunity to bring sugar and molasses to the Bruges markets, and one-third of 

Madeira’s total revenue was traded there. Flemish merchants settled in the Madeira Islands, and 

some of them imported artworks to adorn their chapels. It is for this reason that a prominent 

collection of Netherlandish sculptures and paintings can now be found in the Sacred Art Museum 

in Funchal.262 The collection in Funchal includes paintings by followers of Bruges masters such 

as Dieric Bouts (c. 1415–1475) and Jan Provoost (c. 1465–1529), but the majority was probably 

produced in Antwerp workshops that worked in the style of masters such as Joos van Cleve († c. 

1541) and Pieter Coecke van Aelst (1502–1550). Remarkable is the large size and relatively high 

quality of these altarpieces—panels of three or four meters high are not an exception—which 

                                                      

not in desperate need of their own nation house, attests to a limited permanent presence in the city. See: 

Paviot, “Les Portugais à Bruges au XVe siècle,” 38. 
260 Ibid., 2–4. 
261 Ibid., doc. VIII, 41–42; 67–68. 
262 Fernando António Baptista Pereira, and Luiza Clode, Museu de Arte Sacra do Funchal. Arte Flamenga 

(Lisbon: Edicarte, 1997), 8–9. According to Micha Leeflang, at least five altarpieces in Funchal are 

associated with Joos van Cleve and his workshop, but the triptych depicting Saints Peter, Paul, and André 

(inv.nr. MASF 27) reveals the closest affinity with Van Cleve’s work. See: Micha Leeflang, Joos van 

Cleve: A Sixteenth-Century Antwerp Artist and His Workshop (Turnhout: Brepols, 2015), 120–122. 



74 

 

 

could suggest that they were specifically commissioned before they were exported to the island. 

The collection as a whole, and the unusually large sizes of the panels, would be an interesting 

topic for further exploration. 

 

Patrons in Bruges: The Royal Factors 

An important Portuguese presence in Bruges, and later Antwerp, was the royal Factor, 

who was the ambassador of the Portuguese king; his main role was to oversee or promote the 

King’s commercial interests. Often of noble descent, the Factor was responsible for the purchases 

of the court and defended the royal monopoly on certain products.263 His role became especially 

prominent after Bruges became the primary distribution market of products from the African 

coasts in the second half of the fifteenth century.264 The earliest recorded Factor is Vasco Afonso, 

who acted in this position from 1416 to 1417, but only an incomplete list of Portuguese Factors 

active in Bruges has survived.265 

 A large variety of goods were purchased for the kings of Portugal through the 

intermediary of the royal Factors. Until the dismantling of the Portuguese Factory in Antwerp in 

1549, the Factor was the main supplier of Netherlandish products to the court. The purchases for 

the Portuguese crown are known through letters of receipt and included weaponry, personal 

adornments, furniture, books, tapestries, and paintings. For example, the letters of the royal 

Factor Pedro Eanes list his expenses between the years 1441 and 1443. They mention the 

purchase of military equipment and some jewels: two necklaces, a gold bracelet, and two golden 

                                                      

263 Patrick O’Flanagan, Port Cities of Atlantic Iberia, c. 1500-1900 (Hampshire: Ashgate, 2008), 132. 
264 On the Portuguese Factors in Bruges, see: Paviot, “Les Portugais à Bruges au XVe Siècle.” 
265 Known to have served as Factors are: Vasco Afonso (1416–1417), Pe(d)ro Eanes Encerrabodes (?–

1433; 1441–1443), João Rodrigues Carvalho (1451–1452), Martim Goncalves (?–1455; 1456–1465), João 

Esteves (1466–1470), Álvario Dinis (1470), Diogo Fernandes Correia (1491), and Afonso Martins (1491–

1498). See: Jacques Paviot, “Les Portugais à Bruges au XVe siècle,” 15.  
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rings fitted with diamonds.266 A 1452 letter addressed to Factor João Rodrigues Carvalho 

recorded a list of fabrics, cloth, women’s garments, canvas, five tapestries from Tournai and 

Lille, furniture, and 1,200 sheets of parchment for the chronicler Gomes Eanes de Zurara (1410–

1471).267 Another letter, this one dated 19 February 1471, and delivered to João Esteves, lists 

various goods, such as two missals, a book for a lectern, “a Book of Hours on the Virgin 

Mary,”268 a bedspread, six embroidered cushions, and various tapestries; it has been suggested 

that the History of Trajan and a Last Judgement, mentioned in 1483, were among these 

tapestries.269  

Commissioned Works 

The few surviving references regarding specific commissions from the Portuguese elite 

through the commercial system in Burges reveal the prestigious nature of these objects. The 

Pastrana Tapestries, probably commissioned by Afonso V in the 1470s, are amongst the more 

famous examples and are part of the many tapestries that were commissioned in surrounding 

cities and sent via the networks in Bruges, and later, Antwerp.270 The Pastrana Tapestries depict 

the capture of the Moroccan cities of Arzila (Asilah) and Tangier by King Afonso V of Portugal, 

in 1471. They were probably commissioned through the Factor, who was likely sent to the 

Burgundian Court with topographical drawings and detailed descriptions of the events.271 

                                                      

266 Freire Braamcamp, Noticias da Feitoria de Flandres, doc. VII, 60–62, 64–66, 136–41. 
267 Ibid. 
268 “E duas liuras quatro solldos por huu liuro de oras de samta maria.” Ibid., doc. XIII, 148–149, 74–76. 
269 Roza Huylebrouck, “Portugal e as Tapeçarias flamengas,” Revista da Faculdade de Letras. História, 

Universidade do Porto 3 (1986), 165–98. It has been suggested that the cartoons of the History of Trajan 

could have been designed by Rogier van der Weyden, see: André von Mandach, Der Trajan– und 

Herkinbald–Teppich. Die Entdeckung einer Internationalen Portraitgalerie des 15. Jahrhunderts (Berne: 

Éditions Benteli, 1987). 
270 Miguel Angel de Bunes Ibarra, ed., The Invention of Glory. Afonso V and the Pastrana Tapestries, trans. 

Philip Sutton (Madrid: Fundación Carlos de Amberes; Ediciones El Viso, 2011). 
271 Paviot, ed., Portugal et Bourgogne au XVe Siècle, appendix III, 515–520. 
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Nuno Fernandes Cardoso, a wealthy Portuguese merchant of the lower nobility in 

Madeira, commissioned an altarpiece depicting a Virgin Enthroned from Jan Provoost, destined 

for his funerary chapel that he built on his land (fig. 3.7).272 In 2009, the triptych was studied with 

infrared reflectography, revealing Dutch colour notations. This suggests a manufacturing date 

after 1494, the year Provoost moved to the Flemish speaking city, Bruges.273 Cardoso’s family 

activities as sugar traders probably brought him, or a family member, to Bruges on a few 

occasions, enabling them to commission the triptych directly from Provoost’s studio or with the 

help of the Factor. 

Initially, the triptych was thought to have been ordered by the Misericórdia Brotherhood 

in Funchal, but recent archival research proved its location in the private chapel of the Cardoso 

family. The instructions Cardoso left for the construction of the funerary chapel provided 

essential clues for the provenance of the triptych. In the instructions for the chapel’s decoration, 

Cardoso dedicated, “ten thousand reais more or less,”274 for a retable that had to be dedicated to 

Our Lady of Mercy and St. John the Baptist, the latter to be depicted on the wings. Moreover, the 

instructions also dictated that the masses were to be held on specific days of week, and were to be 

dedicated to Our Lady of Mercy, St. John the Baptist, St. Christopher, and St. Sebastian. Because 

these aforementioned saints are depicted in the triptych, it is likely that this work was meant for 

the Cardoso family, and not, as previously thought, for the Misericórida brotherhood.275 

                                                      

272 Jan Provoost, The Virgin Enthroned, c. 1500, MNAA, inv. 697 Pint. 
273 Joachim Oliveira Caetano and José Alberto Seabra Carvalho, “Uma Revisão à Luz de Novos 

Documentos,” in Jan Provoost, O Tríptico de Nossa Senhora da Misericórdia: 22 de Junho-16 de 

Setembro 2012, ed. Ana de Castro Henriques (Lisbon: Museu Nacional de Arte Antiga, 2012), 56–82; Ron 

Spronk, “Jan Provoost,” in Brugge en de Renaissance: Van Memling tot Pourbus, ed. Maximiliaan P.J. 

Martens (Antwerp: Stichting Kunstboek Ludion, 1998), 94–95.  
274 Celina Bastos et al., “A Incorporação do Tríptico de Provoost no Museu Nacional de Arte Antiga e a 

Sua Origem”, in Henriques, ed., Jan Provoost, 47. 
275 Ibid., 47–50. 
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While production in Bruges is likely, it is also possible that Provoost met the Cardoso 

family during his sojourn in Italy, where he stayed for a period of time as a part of his pilgrimage 

to Jerusalem between 1498 and 1501; the Cardoso’s were international traders with various 

outposts in Europe.276 Alternatively, Provoost may have found himself in Madeira at some point 

during his pilgrimage to the Holy Land. Dendrochronological research has revealed that the 

painting could have been painted during Provoost’s pilgrimage.277 Provoost might have then 

travelled via Genoa to Jerusalem and back via the Strait of Gibraltar and Madeira, before heading 

north. This journey would not only explain the triptych’s presence but also the other paintings on 

Madeira that can stylistically be connected to Provoost. However, no subsidiary documentation 

has been found to support this possibility, and further research would have to be undertaken to 

reveal Provoost’s influence on Portuguese art. 

 King Manuel I might have commissioned the Fons Vitae (fig. 3.8), a painting that 

adorned the altar in the Church of the Misericórdia Brotherhood in Porto. The author and date of 

production is unknown, which has led authors to attribute the painting to various painters, 

including Colijn de Coter (c. 1480–1525), Bernaert van Orley (between 1487 and 1491–1541 or 

1542), the circle of Jan Provoost, or even a Portuguese painter working in a Netherlandish 

style.278 In the panel, King Manuel is depicted with his second wife, Maria of Aragon (1482–

1517), and their children, kneeling in front of a large basin filled with the holy blood. A crucifix 

                                                      

276 On Provoost’s connection to the ‘Jerusalemvaarders’ and his journey to the Holy Land, see: Ron 

Spronk, “The Reconstruction of a Triptych by Jan Provoost for the Jerusalem Chapel in Bruges,” The 

Burlington Magazine 147, no. 1223 (2005): 109–111. It would be worth exploring whether one of the 

members of the Cardoso members was also a Jerusalemvaarder; perhaps they would have met in this 

context. This might also explain the iconography of the triptych. For a discussion on the relationship 

between the iconography and Provoost’s position in the Brotherhood of the Holy Blood, see: Joachim 

Oliveira Caetano and José Alberto Seabra Carvalho, “Uma Revisão à Luz de Novos Documentos,” in 

Henriques, ed., Jan Provoost, 64. 
277 A report by Peter Klein informs us on the youngest ring found, which was formed in the year 1485. 

Accounting for the years of drying and transport, the panel was presumably painted after 1495. See: Ibid., 

89.  
278 Regina Andrade Pereira and José Ferrão Afonso, Fons Vitae. Misericórdia do Porto (Porto: Santa Casa 

da Misericórdia do Porto, 2015), 52–55. 
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with Christ is standing in it with Mary and Saint John the Evangelist standing on either side. 

Around the time of the panel’s production, a cult surrounding the holy blood of Christ did not 

exist in Portugal.279 The rarity of this theme in Portugal suggests that a patron who was probably 

familiar with this Christian iconography, through connections with Humanist or Franciscan 

circles, may have connected this iconography to the Misericórdia Brotherhood. This is a 

connection that could be further explored.280  

A recent examination of the Fons Vitae revealed that the painting was likely produced in 

a workshop in the Low Countries. This assumption was based on the use of oak panels, in 

addition to the presence of chalk (calcium carbonate) in the ground layer, as well as the use of 

generic portraits for the royal family, suggesting that the painter was physically far from the royal 

family or did not have access to sketches of their likenesses. Moreover, scholars have pointed to 

the stylistic affinities with Colijn de Coter, an artist active in Brussels, specifically, in the 

treatment of the hands and brocades, as well as the style of underdrawing.281 

The bishop of Évora, Dom Afonso (r. 1485–1522), probably commissioned the Évora 

Altarpiece (fig. 5.1–5.20), a multi-panel altarpiece that is attributed to painters from the circle of 

Gerard David. It was probably installed in the chancel of the Cathedral around the turn of the 

sixteenth century. The high quality of the paintings is unique in Portugal. The altarpiece is 

frequently cited by scholars and will be discussed in further detail in chapter five. 

 

                                                      

279 Ibid., 37. 
280 Ibid., 37–45. 
281 Ibid., 47–51. The authors of the book base the similarities of the underdrawing style on a comparative 

study with the infrared reflectograms published in C. P. D’Ieteren, Colyn de Coter et la Technique 

Picturale des Peintres Flamands du XVe Siècle (Belgium: Lefebre & Gillet, Éditions d’ Art, 1985), 9–12, 

53–128, 131–137. 
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Portuguese Artists in Bruges 

The importance of Bruges as an artistic centre developed simultaneously with the 

commercial advances within its city walls. The presence of the Burgundian court, as well as 

international merchants, attracted numerous artists to the city, who would sought opportunities to 

work for the wealthiest and most renowned patrons of the time. Even after Bruges’ economy 

declined in the sixteenth century, artistic production in the city maintained its importance, and the 

demand amongst the international clientele remained, although, perhaps, not to the extent that 

there had been a century earlier.282 Bruges’ artists of the late fifteenth and early sixteenth 

centuries, capitalized on the glory and fame of the city’s rich artistic heritage and worked within 

its established infrastructure of workshops, guilds, and international markets. Painters such as 

Hans Memling (1430/1440–1494) and Gerard David (c. 1460–1523) were still highly influenced 

by their predecessors in terms of style, motif, and execution. However, as the sixteenth century 

progressed, artists began to blend domestic motifs and Netherlandish style with stylistic 

hallmarks of the Italian Renaissance in order to meet the demands of their patrons and the open 

market.  

  The Portuguese were prominent buyers on the Bruges markets. The paintings they 

brought back reflected the changing style in Bruges, which was in turn used as a source of 

inspiration by Portuguese painters. It appears that Portuguese buyers who consumed these 

paintings, were seemingly unaware of their changing style; they merely tried to keep up with the 

growing demand in their home country. As a result, the mixture of an early Netherlandish style 

with Italian Renaissance motifs was also increasingly visible in Portugal in the early sixteenth 

century, as local artists would adapt these changes into their own work. 

                                                      

282 For a discussion of these artists in Bruges, see: Maximiliaan P. J. Martens, ed., Bruges and the 

Renaissance: Memling to Pourbus. 2 vols. (Antwerp: Stichting Kunstboek Ludion, 1998). 
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 Amongst the numerous foreign artists who established themselves in Bruges might have 

been a number of Iberian painters, but no hard evidence exists. De Figueiredo, who searched 

through the registration records of the Saint Luke Guild, attempted to list a number of artists that, 

based on their Iberian-sounding family names and their record “as foreigner,” might have come 

from the Iberian Peninsula.283 For example, a certain Aelbrecht Sol (Sun?), son of Willem, 

received his status as master in the guild on 12 September 1470, stating that he came “as a 

foreigner” and paid a registration fee.284 His brother, Neelkin (Cornélio?), was registered as an 

apprentice in the same year. Joaskin van Hille, painter on cloth, entered as an apprentice between 

1472–1473; his son, Aelbrecht, of the same profession, is recorded as vinder, between 1507–

1508, just as his father before him.285 Apprentice Jooskin Solle (Sun?), son of the master Joos 

Sollena, worked for the master Jan van Winghens, a painter of cloth, from 1468 onward.286 De 

Figueiredo estimates that a total of six “Iberian” painters were active in Bruges in the fifteenth 

century, and eight were active in the sixteenth century. 

 

The Portuguese Merchant Colony in Antwerp 

In the course of the sixteenth century, Antwerp replaced Bruges at the centre of 

international commerce. Its transnational character is described in various historical accounts. In 

1438, Pero Tafur (1410–1487) commented on the multicultural atmosphere, specifically 

regarding the Antwerp fair, which was, according to the traveler, the largest in the whole 

world.287 Ludovico Guicciardini (1521–1589) also gave an account of the city, revealing a sense 

                                                      

283 For a complete list of Iberian painters that De Figueiredo believed were active in Bruges and Antwerp,  

see Os Peninsulares nas Guildas de Flandres (Bruges e Antuérpia) (Lisbon, 1942), 123–200. 
284 “als vreemde, en gaf III lb. ende de XXIIIst scale.” Ibid., 123. 
285 Ibid.  
286 Ibid., 124. 
287 Pedro Tafur, Andanças e Viajes de Pedro Tafur por Diversas Partes del Mundo Avidos, ed. M.J. de la 

Esplade, 1874. (Version read: M. Letts, Pedro Tafur. Travels and Adventures 1435-1438, London, 1926.) 
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of its grandeur and international atmosphere; he even moved to Antwerp in 1542.288 Within this 

diverse climate in Antwerp, the Portuguese played a more prominent role than they had in 

Bruges. The Portuguese left Bruges before 1498 when a new Factory was established in Antwerp, 

receiving similar trading privileges as in Bruges.289 The Factors were responsible for distributing 

exotic wares from the Portuguese colonies overseas among the national and international 

merchants residing in the city and representing Portuguese merchants in the event of legal 

disputes.290 The Portuguese fleet typically arrived twice a year in Antwerp, usually bringing 

around 20,000 quintals (about one million kilograms) of spices.291 The Factor was responsible for 

setting the price, and he made sure that the Portuguese merchants had a local monopoly in the 

spice trade.292 However, the price of spices was also affected by several other aspects, such as the 

arrival of ships in Marseilles importing spices from Alexandria, as well as spices that were 

brought over the old overland spice routes.293 

 

                                                      

288 Ludovico Guicciardini, Descrittione di m. Lodouico Guicciardini patritio fiorentino, di tutti i Paesi 

Bassi, altrimenti detti Germania inferiore: con piu carte di geographia del paese, & col ritratto naturale di 

piu terre principali: con amplissimo indice di tutte le cose piu memorabilia (Antwerp: Guglielmo Siluio, 

1567); Michael Limberger, A Merchant Describing the City: Ludovico Guicciardini's Descrittione di tutti I 

Paesi Bassi as a Source for the Urban History of the Low Countries (Gent: archive.ugent.be, 2009), 1–14. 
289 In 1488, Maximilian had called for the nations to go to Antwerp, but they did not leave for Antwerp 

until 1498. By then, the Portuguese Factory in Bruges was closed, despite the efforts of the city to keep the 

Portuguese in the city by giving them new privileges in 1493. See: Paviot, “Les Portugais à Bruges au XVe 

Siècle,” 3–4. 
290 Jacques Paviot, “Trade between Portugal and the Southern Netherlands in the 16th Century,” in Ernst 

van Veen, and Leonard Blussé, eds., Rivalry and Conflict. European Traders and Asian Trading Networks 

in the 16th and 17th Centuries (Leiden: CNWS Publications, 2005), 24–34. 
291 One quintal is about 51,4 kg, see: Jean-Pierre Poussou, Rivalités Maritimes Européennes: XVIe-XIXe 

Siècles (Paris: Presses de l'Université Paris-Sorbonne, 2005), 72; note 4. 
292 Goris sees the spice trade as the basis of commercial development in Antwerp, as its concentration in 

Antwerp was the reason that Bruges had to surrender to its opponent. The monopoly of the spice trade, as 

well as the alum trade, attracted many merchants from several nations to the city and put an intricate 

financial system into place. See: J. A. Goris, Etude sur les Colonies Marchandes Méridionales (Portugais, 

Espagnols, Italiens) à Anvers de 1488 à 1567. Contribution à l'Histoire des Débuts du Capitalisme 

Moderne (Louvain: Uystpruyst, 1925). 
293 Florence Edler-De Roover, “The Market for Spices in Antwerp, 1538-1544,” Revue Belge de Philologie 

et d'Histoire 17 (1938): 212–221, fasc. 1–2. 
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Patrons in Antwerp: The Royal Factors 

The Factors’ important role as the agent for commissioning luxury goods for Portuguese 

royals became especially apparent in Antwerp. They took up residence in the Casa de Portugal, 

located near the Church of Saint James in Kipdorp; the main street where painters had their 

workshop.294 Among the many purchases made in Antwerp for King Manuel I between 1495 and 

1521,295 148 tapestries are listed.296 The sheer quantity of tapestries is, in itself, noteworthy. 

Tapestries from Flanders would remain the prime product imported for the Portuguese court until 

at least the second-half of the sixteenth century. 

Even though several of the Portuguese Factors had contacts with, and bought art from, 

more prominent painters of the time, most importantly, Albrecht Dürer (1471–1528), only a 

relatively limited number of paintings are known to have been ordered by the Portuguese royals 

through the mediation of the Factors in Bruges and Antwerp. Most of these paintings will be 

discussed in chapter four and six. When Dürer travelled in the Low Countries between 1520 and 

1521, he frequently visited some Portuguese officials, including the Factors and secretary, 

“Signor Rodrigo”, Factor Rui Fernandes de Almada, the “little Factor”, Francisco Pessoa, João 

Brandão, and “Lord Lopes”, Lourenço Lopes.297 He also attended banquets thrown in his honour. 

                                                      

294 Maximiliaan Martens, “Antwerp Painters: Their Market and Networks,” Jaarboek Koninklijk Museum 

voor Schone Kunsten/ Antwerp Royal Museum Annual, 2004–2005, 69–71. 
295 The letters of receipt from the Portuguese Factors list: 200 copper bowls–or basins–for churches, 50 

silver chalices, 50 bells for the mass, 50 brass crosses, 50 brass thuribles, 99 church manuscripts, 18 silver 

spoons, a silver pot, 4 silver salt cellars, 28 silver cups, 3 silver vases, 7 pewter pots, 117 pewter 

candelabras, 18 silver necklaces, 31 tapestries with figures and plantations, 117 tapestries depicting 

historical scenes, 700 portières, 6 paintings, and 12 chests. The complete list can be found in Goris, Étude 

sur les Colonies Marchandes Méridionales, 240–243. 
296The letters list 31 tapestries with figures and foliage, and 117 tapestries depicting historical and religious 

scenes. See: Pedro Dias, “La Tapisserie Flamande au Portugal” in Vlaanderen en Portugal: Op de Golfslag 

van twee Culturen, eds. J. Everaert and E. Stols (Antwerp: Fonds Mercator, 1991), 177–182; Huylebrouck, 

“Portugal e as Tapeçarias flamengas,” 167–170; João Martins da Silva Marques, ed., “Inventário de Armas 

e Tapeçarias Reais, Ano de 1505, A.N.T.T., N.A., N° 756.” in [Actas do] Congresso do Mundo Português, 

vol. V, t. III, 1940, 555–605. 
297 The edition used for Dürer’s travel accounts is that of Jeffrey Ashcroft, Albrecht Dürer: Documentary 

Biography (New Haven: Yale University Press, 2017), 1: 589–586. See also: Hans Rupprich, Dürer 

Schriftlicher Nachlass, (Berlin: Deutscher Verein für Kunstwissenschaft, 1956), 1:146–85; Albrecht Dürer, 
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In August 1520, Dürer drew Pessoa’s portraits in charcoal, gave him a small carved Jesus as a 

child, and provided him with a number of prints.298 In September, Dürer presented Pessoa with a 

painting of a child’s head.299 In January 1521, Dürer drew the portrait of the Factor’s servant in 

charcoal on panel as a New Year’s gift and did another charcoal portrait of the Factor himself.300 

In the following months, he gave Pessoa a “canvas of a child” and a “good Veronica face in oil”; 

he gifted Brandão with an oil painting of the Holy Veronica, which was “better than the previous 

one,” and a charcoal drawing of his clerk and a silverpoint drawing of his “Moorish woman.”301 

For Factor Rui Fernandes de Almada, he painted “a Jerome in oil.”302  

An important advocate for Netherlandish art, Damião de Góis, became the secretary of 

the Antwerp Factory in 1523. In this role, he offered various commissions for King John III, such 

as a tapestry series with the Twelve Months, and a number of illuminated books for the royal 

household.303 As mentioned, Góis acted as an agent for Ferdinand of Portugal for the commission 

of the illuminated genealogy of the House of Portugal, executed by António de Holanda and 

Simon Bening.304 Góis also purchased artworks for his personal collection, such as paintings by 

                                                      

Diary of his Journey to the Netherlands 1520–1521, eds. J.A. Goris and G. Marlier (London: Lund 

Humphries, 1971); Gerd Unverfehrt, Da sah ich viel Köstliche Dinge. Albrecht Dürers Reise in die 

Niederlande (Göttingen: Vandenhoeck & Ruprecht, 2007). Most editions of Dürer’s diary give erroneous 

identifications of the names of the Factors. When Dürer referred to the “Portuguese Factor,” before January 

1521, he meant Francisco Pessoa, who was the Factor until that month. In later diary entries, he referred to 

“Factor Brandão of Portugal”; João Brandão who took over from Pessoa. Lord Lopes most certainly refers 

to Lourenço Lopes, not Tomé Lopes, as the latter died in 1516. Lourenço Lopes was a merchant living in 

Antwerp. On the life of Rui Fernandes de Almada, see: Maria do Rosário de Sampaio Themudo Barata, Rui 

Fernandes de Alamada, Diplomata Português do Século XVI (Lisbon: Instituto de Alta Cultura, 

Universidade de Lisboa, 1971). 
298 The engravings included Adam and Eve, St Jerome in his Study, Hercules, St. Eustace, Melencolia I and 

Nemesis. From his “half sheets,” he gave the “three new” Virgin Mary’s, St Veronica, St Anthony, the 

Nativity and the Crucifixion. He also gifted books with prints: the Life of Our Lady, the Apocalypse and the 

Large Passion, the Small Passion and the Engraved Passion. See: Ashcroft, Albrecht Dürer, 559. 
299 Ibid., 563. 
300 Ibid., 572. 
301 Ibid., 573; 577. 
302 Ibid., 576. 
303 Elisabeth Feist Hirsch, Damião de Gois: The Life and Thought of a Portuguese Humanist, 1502–1574 

(The Hague: Martinus Nijhoff, 1967), 46–49. 
304 Jordan Gschwend, “Portuguese Royal Collecting after 1521,” 268. 
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Hieronymus Bosch (c. 1450–1516) and Quinten Metsys (see chapter 6, page 275).305 He probably 

met the latter during his stay in Antwerp, and he is believed to have been a great admirer of his 

work.306 Despite the absence of supporting documents, Góis probably also owned works by Dürer 

because he expressed his familiarity with the artists’ oeuvre in correspondence with Jerónimo 

Cardoso (c.1508–1569).307 

 The inventory of the 5th Duke of Braganza, D. Teodósio I (c. 1510–1563), includes large 

amounts of luxury goods, which may have been purchased in Antwerp. At the time of Teodósio’s 

death, an inventory of his belongings was prepared which contained 6303 very detailed entries on 

1300 pages, revealing a household of magnificent wealth and opulence.308 Among his 

international collections of gold, silverware, jewellery, arms and armour, clothing, textiles, 

furniture, books, and works of art, are sixty-two entries that are referred to as “from Flanders” (de 

Frandes or Framdes). In fact, Flanders is the most frequently cited geographical location in the 

inventory, followed by India and Castile.309 Objects from Flanders included clothing, furniture, or 

weaponry, further, it is quite likely that much of his large tapestry collection was also produced in 

the Low Countries, not to mention the numerous printed books that appear in the inventory, as 

                                                      

305 Góis purchased a painting depicting the Crowning of Christ and two other paintings by Jheronimus 

Bosch. Until recently, scholars assumed that he also bought the Saint Anthony Triptych (MNAA), however, 

Joachim Caetano has successfully proven that the painting only entered the collection of the MNAA in 

1872. See: Joaquim Caetano, “A Historical Survey of Lisbon’s Bosch,” in Jheronimus Bosch: His Patrons 

and his Public, 3rd International Jheronimus Bosch Conference. September 16–18, 2012, ed. Jo 

Timmermans (’s-Hertogenbosch, Jheronimus Bosch Art Center, 2014), 72–81; Matthijs Ilsink, Jos 

Koldeweij, Ron Spronk et al., Jheronimus Bosch, Painter and Draughtsman: Catalogue Raisonné 

(Brussels: Mercator Fonds, 2016), 36, 156–157. 
306 In a poem by Cornelis Grapheus, a friend of Damião de Góis, Góis’s emotional reaction to a Crucifixion 

by Metsys is described: Góis is kneeling in front of the painting that hung in his study, uttering some pious 

words. See: Hirsch, Damião de Gois, 46–47. 
307 Ibid., 45, 72. 
308 Jessica Hallet, “De Todas as Partes do Mundo. Flandres no Património do 5º Duque de Bragança, D. 

Teodósio I,” in Da Flandres. Os Azulejos Encomendados Por D. Teodósio I, 5º Duque De Bragança (c. 

1510-1563) / From Flanders: The Azulejos Commissioned by D. Teodósio I, 5th Duke of Braganza (c. 

1510-1563), ed. Antónia Pinto de Maria (Vila Viçosa; Lisbon: Fundação da Casa de Bragança; Museu 

Nacional do Azulejo, 2012), 14–19. 
309 However, here, it is impossible to ascertain if the goods were made or bought in Flanders. 
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well. Moreover, in the long list of the contents of Teodósio’s library—containing almost 1600 

items—several texts by Netherlandish authors are included, as well as important editions of 

works by foreign authors published in Antwerp and Louvain.310 

 

Commissioned Tapestries and Monumental Brasses 

The popularity of Netherlandish tapestries is also visible through specific commissions 

placed in Antwerp, the centre for the export of tapestries.311 The tapestry series À Maneira de 

Portugal e da Índia (in the manner of Portugal and India) was very popular in the early sixteenth 

century and copies were commissioned by several rulers and noblemen.312 King Manuel probably 

ordered his series in Tournai. He dictated the iconographical program to his secretary, António 

Carneiro (dates unknown), who acted as an agent for the commission. One of these tapestries may 

have been the Discovery of India, which depicts a triumphant procession of giraffes, dromedaries, 

camels, elephants, and a lively fight between men and lions.313 A record of 1551 reveals that King 

John III spent an average of 40,000 cruzados per year for tapestries he bought in Flanders, 

although it is unknown whether they were all specifically commissioned.314 

 Tapestries were commonly used by male Portuguese royalty to be sent as courtly gifts 

around the world. For example, King John II ordered tapestries from Flanders as a gift for the 

                                                      

310 Hallet, “De Todas as Partes do Mundo,” 14–19. 
311 Tapestry workshops in Oudenaarde, Brussels, Tournai, and St. Truiden sent representatives to Antwerp 

to act as dealers, while production took place at their own workshops. See: Allison Celia Evans, “Het 

Tapissierspand: Interpreting the Success of the Antwerp Tapestry Market in the 1500s” (PhD. diss., 

University of Michigan, 2012), 11–12. 
312 Among them were Philip I of Castile (or the Fair) (1478–1506), who presumably owned two copies, and 

Emperor Maximilian. Of these editions, about twenty tapestries have survived in public and private 

collections. See: Paul Vandenbroeck, “Sharing a Table with Strangers. The Man, Behavioural Codes and 

Alterity in the New Iconography in Tapestries from the Southern Netherlands around 1500,” Jaarboek 

Koninklijk Museum voor Schone Kunsten Antwerp 2007, 120–153. 
313 Documents with specific instructions related to this commission have survived. See: Pedro Dias, À 

Maneira de Portugal e da Índia. Uma Tapeçaria Inédita (Porto: Pedro Aguiar Branco, 2007); Maria 

Antónia Gentil Quinta, À Maneira de Portugal e da Índia. Uma Série de Tapeçarias Quinhentista (Lisbon: 

Meribérica; Líber, 1998). 
314 Huylebrouck, “Portugal e as Tapeçarias flamengas,” 168. 



86 

 

 

1490 marriage of his son Prince Afonso (1475–1491) to Isabella of Aragon, future Queen of 

Portugal (1470–1498), in Évora.315 We also find references to King Manuel I ordering a large 

number of tapestries and sending them to foreign kingdoms. In 1498, Manuel loaded Vasco da 

Gama’s ships with numerous tapestries from Flanders, destined for the sovereigns he would 

encounter on his way to India, such as the king of Melinde (Malindi) on the eastern coast of 

Africa. Upon their return to Portugal, the captains themselves received tapestries adorned with 

various figures.316 In 1521, King Manuel I sent his daughter, Beatrice (1504–1538), along with a 

tapestry series depicting the stories of Absalom, Ahasuerus, and Helen, as a gift to her husband, 

Duke Charles II of Savoy (1485–1553), and in 1537, he sent a tapestry with the story of Aeneas 

to the King of Cambay (present-day Gujarat).317 In 1505, when the viceroy of King Manuel, 

Francisco de Almeida (c. 1450–1510), received an embassy from the king of Bisnagá in Kannur 

(formerly known as Cannanore), he was ordered to hang some tapestries on his ships. Ten years 

later, the Portuguese embassy sent tapestries to Prester John, the legendary ruler of the East, 

including one depicting the Virgin Mary. It is unknown where these tapestries ended up. Finally, 

in 1520, twelve tapestries were brought to present-day Asia by another Portuguese envoy.318 

Monumental brasses were another frequently commissioned product from the Low 

Countries. Portuguese nobility and the mercantile elite ordered a few of these brasses to adorn 

their graves and funerary chapels in Portugal. For instance, Rui de Sousa (1423–1498), counsellor 

for King Afonso V, John II, and Manuel I, was buried in Évora in 1497 alongside his second 

wife, Branca de Vilhane (c. 1430–?), under a brass memorial produced in Flanders. Around 1550, 

the Flemish merchant and sugar baron João Esmeraldo († 1536) ordered a brass funerary 

                                                      

315 Isabel dos Guimarães Sá, “The Uses of Luxury: Some Examples from the Portuguese Courts from 1480 

to 1580,” Análise Social 44 (2009), 589–604. 
316 Huylebrouck, “Portugal e as Tapeçarias flamengas,” 167–68. 
317 Ibid. 
318 Ibid.  
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monument for himself and his wife, Agueda de Abreu, to be placed in the cathedral of Funchal. A 

total of five brass monuments dating between 1497 and 1550 are still kept in Portugal today.319  

 

The Open Art Market 

Both Bruges and Antwerp were home to the most prominent art markets in the Low 

Countries in the fifteenth and sixteenth centuries. These markets provided ample opportunities for 

the Portuguese to purchase luxury goods for their own collections. In fact, it is quite possible that 

most of the goods that appear in the inventories mentioned above were bought at these markets. A 

large variety of luxury goods were produced for the open market and sold in one of the Panden, 

specialized sales points for which artists made their goods on spec.320 Though there seems to be 

little documentation regarding the purchases of Portuguese merchants in the Panden, the sheer 

quantity of Netherlandish artworks in Portuguese collections without a clear provenance attest to 

an active acquisition practice. For instance, a number of small devotional paintings that were 

produced in series in Antwerp, as well as wooden sculptures from Brussels, Mechelen, and 

Antwerp, currently adorn the halls of Portuguese museums, and some of these devotional 

paintings are discussed in chapter six. 

There are some records of Netherlandish artworks that were probably bought on the 

market and were part of specific collections that no longer exist. The inventories of the churches 

of religious orders, drawn up by visiting delegates, are an interesting referential source for the 

                                                      

319 Roland A.E. op de Beeck, “Flemish Monumental Brasses in Portugal,” in Transactions of the 

Monumental Brass Society, 10, part III, No. 81 (December 1965): 151–166. 
320 Dan Ewing, “Marketing Art in Antwerp, 1460–1560: Our Lady’s Pand,” The Art Bulletin 72 (1990): 

558–584; Filip Vermeylen, Painting for the Market: Commercialization of Art in Antwerp’s Golden Age 

(Turnhout: Brepols, 2003); Katlijne van der Stighelen and Filip Vermeylen, “The Antwerp Guild of Saint 

Luke and the Marketing of Paintings, 1400–1700,” in Mapping Markets for Paintings in Europe, 1450–

1750, eds. Neil de Marchi, and Hans J. van Miegroet (Turnhout: Brepols, 2006), 189–208; Filip 

Vermeylen, “Paintings for Portugal: The Export of Flemish Art from Antwerp to Lisbon during the 

Sixteenth Century,” in García and Grilo, eds., Ao modo da Flandres, 67–72. 
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presence of such artworks. Some inventories mention the origins of the listed items, and from 

these inventories, we see that the most common objects of Netherlandish origin were textiles, 

books, and liturgical objects. A rare reference to a Netherlandish retable can be found in a 

visitation record of the church of Saint Peter in Palmela in 1543. The inventory lists a “small 

retable coming from Flanders […],” that depicts the Adoration of the Magi, Joseph, and a King 

from India.321 The Adoration of the Magi was one of the more popular subjects depicted in 

retables, produced in large numbers in Antwerp by the so-called Antwerp Mannerists during the 

first decades of the sixteenth century. The subject allowed artists to use familiar fifteenth-century 

compositions while introducing their personal aesthetic preferences in the ruinous architecture, 

ornamentation, and extravagant dress. Some of these elements were borrowed from Dutch and 

German examples, disseminated through prints.322 This eclecticism is also visible in Portugal, as 

local painters seem to have copied these new stylistic characteristics in their own works to appeal 

to their clientele (see chapter 4). 

Two export registers from 1553 introduce us to the variety of (artistic) products exported 

to the Iberian Peninsula. A cargo load of items that was sent by ship from Antwerp to Spain, 

Portugal, and the Canary Islands included tapestries from Oudenaarde (8 items), Brussels (84 

items), and Tournai (1 item), as well as wood (oak and undefined wood), pigments,323 oil, and 

                                                      

321 In 1534, a delegate of the Order of Saint James (Sant’Iago) visited the Saint Peter Church in Palmela. In 

the inventory, find the following record: “Fl. 98 v.: Item. Estaa sobre o dito alltar hũu retauollo pequeno 

que veyo de Frandes tera de llargura cinco palmos e de allto tres e meyo e no paynell do meyo estaa Nosa 

Senhora som sseu filho e ho oferycimento dos Reys Magos e no outro paynell estaa a jmmagem de Josep e 

em outro a jmmagem de Rey Mago da Jndia”; published in: Raul Lino and Luís Silveira, eds., Documentos 

para a História da Arte em Portugal: Arquivo Nacional da Torre do Tombo: Visitações de Palmela e 

Panóias (Ordem de São Tiago) (Lisbon: Fundação Calouste Gulbenkian, 1972), 11:40. 
322 Annick Born, “Antwerp Mannerism: A Fashionable Style?,” in ExtravagAnt! A forgotten Chapter of 

Antwerp Painting: 1500–1530, eds. Kristin Lohse Belkin, and Nico van Hout (Antwerp; Maastricht: 

Koninklijk Museum voor Schone Kunsten; Bonnefantenmuseum, 2005/2006), 11. 
323 Before the eighteenth century, painting materials were bought from pharmasists in Lisbon and a few 

other cities. Most materials were imported primarily through markets in the Netherlands and, to a lesser 

extent, from England and Genoa; rare pigments or those of exceptional quality were sometimes purchased 

directly abroad. Besides a limited number of natural pigments and the azurite from the Ajustrel mine, not 

many pigments had a national origin. See: António João Cruz, “A Proveniência dos Pigmentos Utilizados 
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varnishes. Additionally, numerous paintings—although it is unknown whether these were painted 

on panel or on cloth— were sent in different shipping containers of which some are vaguely 

described and thus difficult to define: boxes (37 items), chests (26 items), barrels (4 items), 

bundles (25 items), pacs (6 items), cassettes (4 items), fardelet (1 item), and laye (1 item).324 A 

comparable number of books were shipped in similar containers.325 The shipment also included 

numerous chests containing sculptures: one chest full of crucifixes, four chests with Christs, three 

barrels with the Christ Child, and one barrel with various “pious” sculptures.326 When looking at 

the surviving sculptures found in Portugal, one notices the numerous large-size sculptures that 

depict a freestanding Christ, the Ecce Homo, or the Carrying of the Cross, as well as the presence 

of completely carved retables; this is quite remarkable considering their overseas export to 

Portugal. These sculptures were often placed in private chapels; Damião de Góis, for example, 

brought a sculpted Ecce Homo back from Antwerp to adorn his private chapel.327 These 

sculptures were also shipped to Madeira: many smaller statuettes from Mechelen are currently on 

display in the Sacred Art Museum in Funchal, in addition to the larger busts and full-size 

polychrome holy figures.  

An export register of a shipment destined solely for Portugal lists the various goods and 

total amount spent on each item (table 2.1).328 In terms of value, tapestries are, as can be 

expected, the major export product. Although this is only the content of just one shipment it does 

                                                      

em Pintura em Portugal antes da Invenção dos Tubos de Tintas: Problemas e Perspectivas”, in As 

Preparações na Pintura Portuguesa, Séculos XV e XVI, eds. Vítor Serrão, Vanessa Antunes, and Ana 

Isabel Seruya (Lisbon: Torreana, 2013), 297–306. 
324 The export register is published in: José de Figueiredo, Os Peninsulares nas "Guildas" de Flandres 

(Bruges e Antuérpia) (Lisbon: Instituto para a Alta Cultura, 1941), 76–79. 
325 Books: 23 boxes, 19 small boxes, 84 chests, 3 yards, 3 bales, 10,5 barrels, 1 bag and 23 pacs. See: De 

Figueiredo, Os Peninsulares nas "Guildas" de Flandres, 76–79.  
326 Pedro Dias, “O Brilho do Norte, Portugal e o Mundo Artístico Flamengo, entre o Gótico e a 

Renascença,” in Dias and Grilo, eds. O Brilho do Norte, 44–45. 
327 Ibid. 
328 The table is based on information in: Filip Vermeylen, “Paintings for Portugal,” 69. 
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give a good impression of the diversity and value. One can imagine that such shipments were sent 

frequently, especially before 1553, since by that point, Antwerp’s market was already well past 

its peak. 

Some museum collections in Portugal house—often smaller—devotional panels without 

clear provenances that are regularly attributed to (the circle) of famous Bruges and Antwerp 

painters from the first decades of the sixteenth century. These panels were probably bought on the 

open art market and shipped to Portugal, or purchased at one of the Portuguese markets. The 

original number of such panel pieces was probably much higher, but the ones in the important 

collections had a better chance of survival; devotional objects of daily use only occasionally 

survived the ravages of time. 

One well-known example is a small triptych attributed to Jan Gossaert (c. 1478–1532) 

that depicts the Holy Family with Saints Catherine and Barbara (fig. 3.9).329 Its size points to the 

purchase on the open art market, but the depiction of these particular saints might have been 

requested by the commissioner. The triptych originated from the Madre de Deus Convent and 

could have been gifted to Queen Eleanor (see chapter 6, page 267). In Coimbra, a Virgin and 

Child, dated circa 1505-1510 and attributed to Adrien Ysenbrandt, is thought to have been part of 

the collection of Bishop-Count Jorge de Almeida in his episcopal palace. As Ysenbrandt made 

numerous panels depicting similar scenes, one can imagine that the Coimbra panel was bought 

from his stock collection.330 In the Convent Museum of Setúbal are several smaller sixteenth-

century paintings that are attributed to the workshop of Joos van Cleve (1484–1541), Quinten 

Metsys, and Pieter Coecke van Aelst (see chapter 6, page 261). How these paintings came to be in 

the collection of the Setúbal convent is still unknown.  

                                                      

329 Jan Gossaert, The Holy Family with Saints Catherine and Barbara, c. 1500, oil on wood, 48 x 32 cm 

(central panel); 48 x 16 cm (wings), MNAA, inv. 1479 Pint. 
330 For an overview of Isenbrant’s attributed oeuvre, see: Max J. Friedländer. Die altniederländische 

Malerei. Vol. 11, Die Antwerpener Manieristen; Adriaen Ysenbrant (Berlin, 1933). 
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Portuguese Artists in Antwerp 

Similar to the earlier situation in Bruges, a number of Iberian artists moved to Antwerp to 

work in one of the many painters’ workshops in the city. While only one record from the 

fifteenth-century points to a possible Iberian artist, a certain Jan Bras, apprentice of illuminator 

Merten Hermans, De Figueiredo argued that, based on their names, thirty were registered in the 

sixteenth century.331 For example, the painter Hannekens Valasco, who registered as an 

apprentice in the Antwerp guild records, the Liggeren, in 1540, trained in the workshop of 

otherwise unknown painter Jacob Spueribol.332 Only two records, those of Eduardo and Symon, 

specifically list the artists’ Portuguese heritage.333 Eduardo and Symon worked in the workshops 

of Quinten Metsys and Goswijn van der Weyden, both located in the Huidenvetterstraat in 

Antwerp.334 While one painting in the MNAA, depicting the Presentation in the Temple (fig. 3.6) 

is attributed to Goswijn van der Weyden, none are attributed to his apprentice. In 1504, “De 

leerjongen schilder Eduwart Portugalois, geleert by Quinten Massys schilder,” registered in the 

Antwerp guild; he left the master’s studio four years later as a master painter.335 The presence of a 

Portuguese artist in Metsys’s workshop is not surprising considering his popularity in Portugal 

around this time; his paintings were commissioned by the Portuguese elite. These commissions, 

as well as Eduardo’s life and assumed oeuvre, will be discussed in chapter six.  

                                                      

331 De Figueiredo, Os Peninsulares nas guildas de Flandres, 172; 200. 
332 Ibid., 200. 
333 P.F. Rombouts, and T. Van Lerius, De Liggeren en Andere Historische Archieven der Antwerpsche Sint 

Lucasgilde, Afgeschr. en Bewerkt door P. Rombouts En T. Van Lerius. 2 Deelen (Antwerp: Feliciaen 

Baggerman, 1872–1876, 1:60; 68. 
334 Goswijn an der Weyden ran a large workshop, taking on ten documented apprentices between 1503–

1522. Symon was registered as an apprentice in Van der Weyden’s workshop in 1505; “Symon Portugalois 

geleert by Goosen vander Weyden, schilder.” He was never registered as a master painter in the guild. See: 

Rombouts and Van Lerius, De Liggeren, 1:60; De Figueiredo, Os Peninsulares nas guildas de Flandres, 

193. 
335 Rombouts, and Van Lerius, De Liggeren, 1:192. 



92 

 

 

 Some documents indicate that Iberian court painters were occasionally sent to the Low 

Countries to receive training. In 1431, Afonso of Aragon (1396–1458) sent his court painter, 

Lluis Dalmau (c. 1400–1461), to Flanders to train there or perhaps to work on a specific 

painting.336 Mary of Portugal, who owned a substantial collection of Netherlandish luxury goods, 

sent both Gregório Lopes (1490–1550) and António Leitão (dates unknown) on a study trip to 

Flanders and Italy.337 Their presence in either country has not been recorded, nor do we know 

which paintings were made after their assumed travels. Lopes, for example, trained in the 

workshop of Jorge Afonso, a painter who adopted the Netherlandish aesthetics (see chapter 4 and 

6), thus complicating the distinction between his artistic output from before and after his trip. In 

any case, the intention to send court artists for training in the Low Countries, or the act of hiring 

Netherlandish artists at court, reflects the preference of Portuguese royals for Netherlandish 

paintings. 

 

The Flemish Community in Lisbon 

Records of privileges granted to foreign merchants who resided in Portugal date from the 

fourteenth century.338 One can imagine that immigration from the Low Countries was stimulated 

in the early decades of the fifteenth century, taking advantage of the recently established 

commercial networks between Bruges and Portugal. Documents from the second half of the 

fifteenth century inform us of the varied professions of these immigrants—blacksmiths, masons, 

                                                      

336 Paula Nuttall, From Flanders to Florence: The Impact of Netherlandish Painting, 1400-1500 (New 

Haven: Yale University Press, 2004), 4. 
337 As mentioned above, Mary of Portugal collected Flemish tapestries, paintings, furniture, and jewelry, 

but little information is available on the precise contents of her holdings. See: Jordan Gschwend, 

“Portuguese Royal Collecting after 1521,” 265–294, 269. 
338 Virginia Rau, “Privilégios e Ligislacão Portuguesa Referentes a Mercadores Estrangeiros (Séculos XV e 

XVI),” in Fremde Kaufleute Auf Der Iberischen Halbinsel, ed. Hermann Kellenbenz (Köln: Böhlau, 1970), 
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weavers, tailors, miners, and artists—and their settlement on the mainland, predominantly in 

Lisbon, but also one of the islands of Madeira or the Azores.339 

With the overseas discoveries, new products were distributed at the international markets. 

Merchants active in this trade were able to amass great wealth precisely because these products 

were expensive and in high demand amongst the (urban) elite. In the sixteenth century, the Rua 

Nova dos Mercadores (fig. 3.10) was the main commercial street in Lisbon and home to most 

foreign residents; Seville, Barcelona, Valencia, Genoa, Venice, Rome, Palermo, and Antwerp are 

among the more common recorded places of origin.340 The street ran parallel to the Tagus 

waterfront and docks, and was the ideal location to sell a large variety of wares that arrived by 

ship in the cities’ harbour. Rua Nova, which was destroyed in the 1755 earthquake, was around 

the corner from the Royal Palace, as well as the square Terreiro do Paço, which was the main 

location for all festivities, entries, and parades (fig. 3.11).341 The street’s construction was part of 

a large urbanization campaign during King Manuel’s reign, and it reflected his desire to present 

Lisbon as a world capital and the gateway to newly explored lands.342 Its location and 

international character would have surely have provided plenty of opportunities for Flemish 

merchants to create profitable businesses. 

Much like the Portuguese merchant colonies in Bruges and Antwerp, the merchants from 

Flanders in Lisbon were also organized as a nation. They received a number of civic privileges 

from the Portuguese king in 1433, such as exemptions from tax payment and military service, and 

                                                      

339 Jacques Paviot, “Les Flamands au Portugal au XVe Siecle (Lisbonne, Madere, Acores),” Anais de 

História de Além-Mar 7 (2006), 7–40, 19–21. 
340 The Rua Nova dos Mercadores has been the subject of an exhibition and two (accompanying) 

publications: Annemarie Jordan Gschwend and K. J. P. Lowe, The Global City: On the Streets of 

Renaissance Lisbon (London: Paul Holberton Publishing, 2015); Annemarie Jordan-Gschwend, K. J. P. 

Lowe, Miguel Soromenho, and Paula Brito Medori, A Cidade Global: Lisboa no Renascimento/ The Global 

City: Lisbon in the Renaissance (Lisbon: Imprensa Nacional Casa da Moeda; Museu Nacional de Arte 

Antiga, 2017). 
341 Jordan Gschwend and Lowe, The Global City, 29. 
342 Ibid., 30, 57. 



94 

 

 

the assistance of their own chosen consuls in the event of legal disputes.343 Two decades earlier, 

in 1414, they founded a chapel in the Dominican convent in the centre of Lisbon, situated close to 

Rossio square, a couple of blocks from the Rua Nova, where the main markets and auctions were 

held (fig. 3.12).344 The chapel was described in 1514 by the Netherlandish pilgrim, Jan Taccoen 

(c. 1454-1532), as containing tapestries bearing the arms of Flanders and beautiful jewels, and 

that it was “closed (off) with metal,”345 probably referring to a gate protecting the chapel space. 

Another description of the same chapel was given one century later, in the História de 

S. Domingos, written by Friar Luís de Cácegas (1540-1610), and edited by Friar Luís de Sousa 

(1555-1632). Although the initial chapel was destroyed in the earthquake of 1531, it was rebuilt 

in 1536. Friar Cácegas described the well-wrought silver veneer, reliquaries of saints—among 

them Saint Andrew, the patron saint of Burgundy, and Saints James and Philip— the numerous 

altar ornaments, chasubles of gold and silver thread, and seats made of leather.346 No altarpieces 

were mentioned in these documents. 

A number of travel accounts discuss the interiors of Lisbon houses owned by Flemish 

merchants, and it is in these documents that their preferences for objects from their home country 

become apparent. In the aforementioned travel account of 1514, Taccoen included a description 

of the house of a certain Flemish merchant, Giles de Backere, which contained a room full of 

tapestries and, following the Netherlandish fashion, a dressoir for the display of his silver and gilt 

plates.347 The study of Damião de Gois, described by visitors, contained, among other things, 

                                                      

343 Eddy Stols, “Lisboa: um Portal do Mundo para a Nacão Flamenga,” in Lisboa em 1514. O Relato de Jan 

Taccoen van Zillebeke, Cadernos de Cultura, ed. Jorge Fonseca, 2nd serie, n° 8 (2014), 55. 
344 The Saint Andrew Brotherhood was established to take care of the chapel. Ibid. 
345 Ibid., 120, 128–29. 
346 Luís de Cácegas, and Luís de Sousa, Primeira parte da História de S. Domingos, Particular do Reino, e 

Conquistas de Portugal (Lisbon: António Rodrigues Galhardo, 1767), 345–346. 
347 Fonseca ed., Lisboa em 1514. O relato de Jan Taccoen van Zillebeke, 120, 128–129. 
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paintings by Bosch and Metsys.348 In the 1565 record of the wedding between the Princes Maria 

of Guimarães (1538–1577) and Alexander Farnese, Duke of Parma (1545–1592), the interior of a 

house from a merchant from Flanders is described as being entirely filled with tapestries. 

According to the documents, they were particularly eye-catching due to their finely woven figures 

taken from ancient history.349 

While most Netherlandish merchants in Lisbon were involved in the sale of cloth, some 

were active in other trades.350 In 1456, the merchant Martim (Maerten) Lem (?–1487), the prime 

exporter of cork, received a ten year monopoly for the purchase and export in 1456 from King 

Afonso V. Due to this privileged status, numerous contracts between the Lem family and the 

Portuguese king have survived, most of which concern taxes, shipments, and privileges, but they 

also provide evidence of the lively exchange of goods that occurred between Iberia and the Low 

Countries.351 Other merchants from Flanders were actively involved in the export of salt, used for 

the conservation of herring, salmon, and sardines. According to one particular record, the salt 

from Portugal was apparently much better than that from France.352 

No documents exist that point to potential undertakings of Netherlandish merchants 

within the art trade in Portugal. In a description of Lisbon in 1551, Cristóvão Rodrigues de 

Oliveira (dates unknown) wrote about eighteen retable vendors that were active in Lisbon,353 but 

he omits their background. According to Caetano, we might assume that these retables in question 

                                                      

348 Joaquim Oliveira Caetano, “The Painters and the City: Around Rossio Square at the time of the 

Discoveries,” in A Cidade, 264. 
349 Huylebrouck, “Portugal e as Tapeçarias flamengas,” 168. 
350 Braamcamp Freire, Noticias da Feitoria de Flandres, 41. 
351 Ibid., 38. 
352 Isabel M. R. Mendes Drumond Braga, “Os Estrangeiros e a Inquisição Portuguesa. Os Súbditos dos 

Países Baixos (séculos XVI-XVII),” in Amar, Sentir e Viver a História: Estudos de Homenagem a Joaquim 

Veríssimo Serrão, ed. Maria do Rosário Themudo Barata (Lisbon: Colibri, 1995), 1:455–488, 1:263–464. 
353 Cristóvão Rodrigues de Oliveira, Lisboa em 1551. Sumário em que Brevemente se Contêm Algumas 

Coisas Assim Eclesiásticas como Seculares que há na Cidade de Lisboa (1551), ed. Felicidade Alves 

(Lisbon: Livros Horizonte, 1987), 98: “Homens que vendem retábulos: dezoito.” 
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were of Netherlandish origin, and were probably smaller sculpted or painted diptychs or triptychs, 

made in one of the larger production centres of the Low Countries and exported to Portugal to be 

sold at the markets.354 As mentioned, especially in early sixteenth century Antwerp, many of 

these retables were specifically made for export purposes and sent throughout Europe, including 

the Iberian Peninsula.355 If these retables were indeed made in the Low Countries, it is possible 

that Netherlandish merchants were active in this particular trade, as well.356 

 

 

Whether through patrons, intermediaries, or the art market, large amounts of luxury goods arrived 

in Portugal between the mid-fifteenth mid-sixteenth centuries, leaving a prominent visual trace on 

the artistic production of the country. In addition to these goods, travelling artists also impacted 

the artistic milieu in Portugal, exposing Portuguese artists to foreign fashions. These artists 

arrived in Portugal to work on specific commissions or because of the opportune artistic and 

economic climate that had developed in Portugal. Building upon the knowledge of this chapter, 

chapter four will provide more information on these immigrant painters, as well as the beneficial 

regulations put in place by King Manuel I to attract foreign painters to Portugal. 

  

                                                      

354 Caetano, “The Painters and the City,” 264. 
355 Lynn F. Jacobs, Early Netherlandish Carved Altarpieces, 1380–1550: Medieval Tastes and Mass 

Marketing (Cambridge: Cambridge University Press, 1998). 
356 Eddy Stols, “La Nation Flamande à Lisbonne (XVe–XVIe siècles),” in Everaert and Stols, eds., Flandre 

et Portugal. Au Confluent de deux Cultures, 119–141; Eddy Stols, “Lisboa: um Portal do Mundo para a 

Nação Flamenga” in Fonseca, ed., Lisboa em 1514. O Relato de Jan Taccoen van Zillebeke, 7–76; García 

and Grilo, eds., Ao modo da Flandres, passim. 
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Fig. 3.2 Anonymous, Portrait of Isabella of Portugal, seventeenth century, watercolour on paper, 
 45.0 x 41.0 cm, Arquivo Nacional Torre do Tombo, Lisbon, inv. nr. PT/TT/CF/201.

Fig. 3.1 Anonymous, Portrait of King John I of Portugal, sixteenth century, oil on panel, 42.5 x 33 cm,
 Museu Nacional de Arte Antiga, Lisbon, inv. nr. 2006 Pint.
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Fig. 3.5 Anonymous, Passion of Christ, fi rst quarter of the sixteenth century, oil on wood, 200 x 200 cm, 
 The National Tile Museum, Lisbon, inv. nr. Pt. 1. © DGPC  

Fig. 3.4 Domingos António de Sequeira, Copy of a Painting by Rogier van der Weyden, formerly 
 in the Batalho Convent, 1808, pencil on paper, Museu Nacional de Arte Antiga, Lisbon, 
 inv. nr. 3125 Des., fol. 46. © DGPC
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Fig. 3.7 Jan Provoost, Virgin Enthroned, after 1495, oil on panel, 156.5 x 144 cm (central panel); 
 156.5 x 64 cm (wings), Museu Nacional de Arte Antiga, Lisbon, inv. nr. 697 Pint. © DGPC 

Fig. 3.6 Attributed to Goswijn van der Weyden, Presentation at the Temple, fi rst quarter of the sixteenth 
 century, oil on wood, 118.5 x 77.5 cm (central panel); 118.5 x 33.5 cm (wings), 
 Museu Nacional de Arte Antiga, Lisbon, inv. nr. 1207 Pint. © DGPC  
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Fig. 3.9 Attributed to Jan Gossaert, Holy Family with Saints Catherine and Barbara, c. 1500, 
 oil on panel, 48 x 32 cm (central panel); 48 x 16 cm (wings), Museu Nacional de Arte Antiga, 
 Lisbon, inv. nr. 1479 Pint.

Fig. 3.8 Anonymous, Fons Vitae, second decade of the sixteenth century, oil on panel, 267 x 210 cm, 
 Museu da Misericórdia do Porto, Porto.
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Fig. 3.12 Anonymous, Rossio Square before the Earthquake of 1755, undated, aquatint, 
  Private Colletion of Dr. Celestino da Costa.

Fig. 3.10 Attributed to António de Holanda, “Funeral Ceremony of King Manuel I, with on the right 
  a view of Rua Nova dos Mercadores,” detail of the Book of Hours of King Manuel I, after 1517 (?),
  Museu Nacional de Arte Antiga, Lisbon, inv. nr. 14/130 Ilum. © DGPC

 Fig. 3.11 Attributed to António de Holanda, “View of Lisbon,” part of the Chronicle of Dom Afonso 
  Henriques de Duarte Galvão, 1505, Museu  dos Condes de Castro Guimarães, Cascais, 
  inv. nr. MCCG-BIB-014.
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Item Price (Guilders) Percentage (%)
Tapestries 58,917 86%
Books (no further specifications given 6,738 10%
Musical instruments 1,272 2%
Paintings 810 1%
Playing cards 720 1%
(one) Chandelier 132 0%
TOTAL 68,589 100%

Table. 3.1 Export register of a shipment of luxury products destined for Portugal (1553).
 © Author, based on the information in Filip Vermeylen, “Paintings for Portugal: The Export of   
 Flemish Art from Antwerp to Lisbon during the Sixteenth Century,” in Ao modo da Flandres. 
 Disponibilidade, Inovação e Mercado da Arte (1415–1580), eds. Bernando J. García and 
 Fernando Grilo (Madrid: Fernando Villaverde Ediciones, 2007), 67–72.



104 

 

 

Chapter 4 

Painting Production in Portugal around 1500:  

Jorge Afonso and his Workshop 

In the previous chapter, I discussed the commercial network through which Netherlandish 

artworks and luxury goods were sent to Portugal. The import of these products, whether bought at 

the open art market or commissioned in the painter’s workshop, peaked in the early decades of 

the sixteenth century. Most of the imported paintings and altarpieces were installed in the many 

churches and royal chapels King Manuel I built to promote Portugal’s powerful position in the 

overseas explorations. The royal family also commissioned large, multi-paneled altarpieces in 

local workshops that adapted Netherlandish style and other characteristics. These local painters 

seem to have had direct access to examples from the Low Countries. In this chapter, I will 

examine painters’ interactions in Portugal and explore their relationships to the court and with 

other artists.  

Manuel established a favourable climate for both local and foreign artists. He granted 

several of them various privileges, such as tax exemptions and noble titles; some were officially 

hired as court artists. Many of the painters working for the court were part of Jorge Afonso’s (c. 

1470 –1540) network, court artist of Manuel I and John III. Afonso ran a large workshop in 

Lisbon and was personally connected with other painters, sculptors, and masons. Together, these 

artisans were responsible for the production of several multi-paneled altarpieces, using similar 

styles and narrative sequences.  

The current chapter will consider how such collaborative production occurred within this 

network of artists. The first part of the chapter includes a general overview of the organization of 

painters in Lisbon: the so-called House of Twenty-Four—the regulatory body for craftsmen—as 
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well as the organization of painters’ workshops. In addition, through some of the surviving 

contracts, I will consider the role of Portuguese patrons of multi-paneled altarpieces, a format that 

originated in Spain and later gained popularity in Portugal in the early sixteenth century. A few 

contracts include the patron’s requirements to use specific materials and compositions. As will be 

discussed, although most of these altarpieces reveal knowledge of Netherlandish images, very 

few direct copies exist. Much of the imagery was likely taken from paintings and prints that 

presumably circulated in Portugal at this time. An in-depth discussion of all the Netherlandish 

sources possibly known to Portuguese painters is beyond the scope of this dissertation. I include, 

however, some examples that might have been used in two altarpieces attributed to the Jorge 

Afonso and his workshop, the Madre de Deus Altarpiece and the Setúbal Altarpiece. 

In the final part of this chapter, I discuss the favourable regulations King Manuel I 

established to support the large artistic output during the first decades of the sixteenth century. 

This section includes an overview of the various noble titles and other privileged positions 

offered to artists in Jorge Afonso’s circle. While Jorge Afonso is a key figure in the discussion, 

the second part of this chapter considers his workshop, his network, and their collaboration, in 

greater detail. A study of these artists reveals the activities and privileges of Portuguese court 

artists during the reigns of Manuel I and John III.  

 

Organizations, Structures, and Artists’ Networks in Lisbon 

A court city and commercial capital, Lisbon was Portugal’s main artistic centre; more 

than half of the documented painters in the first half of the sixteenth century worked for, or were 

connected to, Lisbon workshops.357 The exact number of registered painters in Lisbon is not 

                                                      

357 Joaquim Oliveira Caetano, “The Painters and the City: Around Rossio Square at the Time of the 

Discoveries,” in A Cidade Global: Lisboa no Renascimento/ The Global City: Lisbon in the Renaissance, 

eds. Annemarie Jordan-Gschwend, K. J. P. Lowe, Miguel Soromenho, and Paula Brito Medori (Lisbon: 

Imprensa Nacional Casa da Moeda; Museu Nacional de Arte Antiga, 2017), 265. Caetano does not provide 
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known before 1551, but according to Cristóvão de Rodrigues de Oliveira—the same man who 

recorded the number of retable sellers (see chapter 3, page 95)—, sixty-six painters lived in the 

city in that year,358 a considerable number compared to other professions.359 It is unclear to what 

degree these numbers are reliable, because in 1552, João Brandão, the former Factor in Antwerp, 

stated that ninety painters were active there, divided over thirty workshops. It is possible that 

Brandão included apprentices or assistants in his count, which would explain the difference 

between his and Oliveira’s summary.360 

In the first half of the sixteenth century, only a handful of painters can be traced through 

documents related to religious commissions for the court and clergy. It is possible that most 

painters worked for different patrons, such as the Portuguese middle class, however, no 

documentation of their purchases and commissions has survived.361 Considering the prosperous 

                                                      

an exact number, but I can imagine he based this assumption on the painters mentioned in documents 

published in Sousa Viterbo, Notícia de Alguns Pintores Portuguezes e de Outros que, Sendo Estrangeiros, 

Exerceram a sua Arte em Portugal (Lisbon: Academia Real das Sciencias, 1903). 
358 In contrast, the number of masters and apprentices in Antwerp in the first half of the sixteenth century 

are known through the records of the Saint Luke Guild, the Liggeren. The Liggeren form an important 

source for art historical, and more specifically, biographical research. Maximiliaan Martens revealed that in 

the period 1490–1530, 217 master painters and 189 apprentices were registered in Antwerp. The first two 

decades of the sixteenth century showed a rising number, after which the number stabilized and ultimately 

declined after the third decade of that same century. Martens relates this to the expansion of international 

trade in Antwerp and the resulting growing demand for artifacts. 56 painters’ workshops were active 

around 1490, 100 around 1515, and 120 in 1525. Although the surviving information on the master painters 

exceeds that of the apprentices and journeymen, of the 311 painters that are included in the calculation of 

Martens, only 17 (5.5%) are known artistic personalities. Documents concerning these artists exist because 

of their functions as dean of the guild, or other professional, social and economic activities. It is not 

possible to form a comprehensive overview of the remaining painters; without their registration in these 

documents, we cannot say anything about their social standing, connections, and professional activities. 

See: Maximiliaan P.J. Martens, “Antwerp Painters: their Market and Networks,” in Jaarboek van het 

Koninklijk Museum voor Schone Kunsten Antwerpen, (2004/2005): 47–73. 
359 Lisbon counted 57 physicians, 60 surgeons, 46 apothecaries, and 34 masters “who teach young men to 

read.” See: José da Felicidade Alves ed., Lisboa em 1551: Sumário em que Brevemente se Contêm Algumas 

Coisas Assim Eclesiásticas Como Seculares que há na Cidade de Lisboa (1551) (Lisbon: Livros Horizonte, 

1987), 98. 
360 Joaquim Oliveira Caetano, “Privilégio e Ofício nos Começos de Uma Profissão Artística: Um Pintor, O 

que É?,” in Primitivos Portugueses, 1450-1550, O Século De Nuno Gonçalves, ed. Ana de Castro 

Henriques (Lisbon: Museu Nacional de Arte Antiga, 2010), 69; Caetano, “The Painters and the City,” 265. 
361 As mentioned in chapter three, various Portuguese museums house paintings of lesser quality that do not 

have clear provenances. It is possible that these paintings once belonged to this group of patrons.  
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economy in this period, it is plausible that the middle class had sufficient funds to purchase 

paintings for the decoration of their homes or private chapels. Alternatively, there might also have 

existed an open art market where they could have bought paintings directly from the artists (see 

chapter 3, page 95).362  

The organization of painters in Lisbon mirrored the corporations in the Low Countries, 

since each trade had its own elected regulatory board.363 In addition to regulating wages, these 

corporations standardized prices for commissions and directed masters’ responsibilities for their 

assistants. The corporations also provided spiritual and financial aid and organized their members 

for the production of public works during festivities.364 Unlike in the Low Countries, court 

painters also fell under the corporation’s jurisdiction.365 

In 1383, King John I established “The House of Twenty-Four” (Casa dos Vinte e Quatro) 

in Lisbon, an organization that united the various corporations and gave them voting rights in the 

city’s government.366 The Twenty-Four was composed of two representatives from each of the 

twelve trades that were united under a “flag,” which in turn referred to their patron saint. Oil, 

                                                      

362 Vítor Serrão, O Maneirismo e o Estatuto Social dos Pintores Portugueses (Lisbon: Imprensa Nacional 

Casa da Moeda, 1983), 52–55. 
363 Documents related to the painter’s guilds, religious brotherhoods, contracts, and legal ordinances, play 

an important part in our understanding how painters lived, produced artworks, and how they had to 

organize their workshops. For studies related to the Low Countries, see: Lorne Campbell, “The Art Market 

in the Southern Netherlands in the Fifteenth Century,” The Burlington Magazine, 118, no. 877 (1976): 188–

198; Lorne Campbell, “The Early Netherlandish Painters and their Workshops,” Le Dessin Sous-Jacent 

Dans Le Peinture. Colloque III: Le Probleme Maître de Flémalle-Van der Weyden, eds. D. Hollanders-

Favaert and R. van Schoute (Louvain-la-Neuve, 1981), 43–61; Martens, “Antwerp Painters,” 47–73; Molly 

Faries, Making and Marketing: Studies of the Painting Process in Fifteenth- and Sixteenth-century  

Netherlandish Workshops (Turnhout: Brepols, 2006); Kim Woods, Making Renaissance art (New Haven: 

Yale University Press, 2007). Vítor Serrão is one of the few to address the social status of painters in 

Portugal. His research focusses predominantly on Mannerist painters, but he includes some information on 

the early sixteenth century. See: Vítor Serrão, O Maneirismo e o Estatuto Social dos Pintores Portugueses 

(Lisbon: Imprensa Nacional Casa da Moeda, 1983). 
364 Ibid., 49. 
365 Pedro Dias and Vítor Serrão, “A Pintura, a Illuminura e a Gravura dos Primeiros Tempos do Século 

XVI,” in História da Arte em Portugal, O Manuelino (Lisbon: Publicações Alfa, 1986), 5:118–119. 
366 On the history of the Twenty-Four in Lisbon, see: Franz-Paul de Almeida Langhanz, As Antigas 

Corporações dos Ofícios Mecânicos e a Câmara de Lisboa (Lisbon: Câmara Municipal de Lisboa, 1947); 

Serrão, O Maneirismo e o Estatuto Social dos Pintores Portugueses, 50–51. 
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tempera, and textile painters gathered under the flag of Saint George; its members were allowed 

to paint wooden frames, retables, polychrome sculptures, gild banners and staffs, and produce 

procession flags and other ephemera.367 Each year, the corporations chose two new 

representatives during a special ceremony at the St Dominican Church in Lisbon; the church 

where they held regular meetings throughout the year. These men were responsible for the 

examination of their members’ products in an attempt to standardize practices and quality.368 The 

Twenty-Four provided guidelines for masters to train their apprentices and elected a judge who 

presided over the organization, prosecutors, and other magistrates to protect the well-being and 

interest of their members. In Lisbon, the Twenty-Four gained considerable respect from court 

officials, as they provided employment and necessary regulation; their achievements were 

supported and protected by the municipal chambers.369 Following Lisbon’s example, various 

Portuguese cities throughout the fifteenth and sixteenth centuries adopted a similar structure, such 

as Santarém (date unknown), Coimbra (1459), Évora (1459?), Porto (1518), Tavira (1539), and 

Guimarães (1536).370 

The organization in the painter’s workshop remains largely unknown due to the lack of 

documentation, but it appears that they were similarly organized as in the Low Countries and 

elsewhere in Europe.371 A master painter ran a workshop with his apprentices, assistants and, on 

occasion, journeymen—skilled artists who did not own their own workshop but instead worked 

for several masters throughout their careers.372 Apprentices arrived at a young age and were 

                                                      

367 Serrão, O Maneirismo e o Estatuto Social dos Pintores Portugueses, 50. 
368 Ibid., 51. 
369 Ibid. 
370 Ibid. 
371 For literature on workshop practice in the Low Countries, see fn. 363. 
372 On journeymen activity in the Low Countries, see: Natasja Peeters, Invisible hands? The Role and 

Status of the Painter's Journeyman in the Low Countries c. 1450 - c. 1650 (Leuven: Peeters, 2007). 
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slowly integrated into the workshop’s daily activities.373 In Portugal, some contracts between 

masters and apprentices have survived from the second half of the sixteenth century, providing an 

idea of the reciprocal duties of both master and apprentice.374 According to the documents, an 

apprenticeship would last between three and nine years, during which time the master was 

obliged to provide the apprentice with a bed, food, and clothing. He was to teach the apprentice 

the foundations of painting. In turn, the apprentice had to serve with strict obedience and assist in 

the preparation of brushes, pigments, and panels, or other small tasks. The father (or the legal 

guardian) of the apprentice paid the painter for his training.375 According to Serrão, painters 

needed to complete some sort of test after their training. This is based on a 1514 reference to the 

painter Ferdinand Garcia, who got into trouble with the authorities for working without having 

passed such a test. Similarly, in 1533, a painter from Savoy, Remão de Armas, was punished for 

not taking the required test.376 

As mentioned in chapter two, several Netherlandish artists moved to Portugal to work as 

assistants or to establish their own workshop. In 1512, the Flemish painter Francisco Henriques, 

active in Portugal, was given eleven hundred weights of pepper by the Casa da India, the central 

authority that managed all aspects of the overseas trade. The pepper was to be delivered to the 

                                                      

373 In the Low Countries, apprentices were hired by a master to train under his guidance. Apprentices paid 

fees to both the guild and the master from whom he received training, board, and room. Few famous 

painters have worked without assistants, but how they would train their apprentices is largely unknown. 

One can assume that the apprentice was taught basic techniques while the master’s style was passed along 

during their years at the workshop. The duration of their education is not exactly known, but it is often 

suggested that this would take at least ten years, during which the apprentice would also learn how to 

successfully grind and mix pigments, to draw, and later to paint. See: Campbell, “The Early Netherlandish 

Painters and their Workshops,” 47–48; Martens, “Antwerp Painters,” 49–57.  
374 The earliest contract found dates from 20 May 1569 and concerns the painter Manuel Fernandes from 

Évora and his apprentice, António de Oliveira. See: Serrão, O Maneirismo e o Estatuto Social dos Pintores 

Portugueses, document 20, 293. Serrão’s publication includes various examples taken from contracts 

between master and apprentice from the late-sixteenth and seventeenth centuries. 
375 Ibid., 190. 
376 Emília Matos and Vítor Serrão, “A Prática de Atelier na Pintura Portuguesa da Primeira Metade do 

Século XVI,” in Estudo Da Pintura Portuguesa: Oficina De Gregório Lopes. Actas Da Seminario 

International, Instituto De José De Figueiredo, 11-12 Fevreiro 1999, ed. Luísa Maria Alves (Lisbon: 

Instituto de José de Figueiredo, 1999), 40. 
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Portuguese Factor in Flanders to possibly be converted into currency; it is thought that this was 

done so that he could hire assistants in Flanders to help him with the execution of the works for 

the Lisbon High Court, commissioned by Manuel I. A 1540 petition signed by the painter Garcia 

Fernandes—which will be explained in more detail below—mentioned that Henriques died of the 

plague in 1518 during the project, in addition to seven Flemish assistants, possibly those hired 

from Flanders.377 The same petition also includes a reference to seven slaves that were active in 

Henriques’s workshop and died during the same outbreak. Portugal was one of the first European 

countries where slaves were commonplace, and owning black Africans became a sign of social 

prestige and distinction. Slaves with special skills were especially appreciated and sought by the 

Portuguese royalty, aristocrats, and rich patricians.378 Slaves and people of colour were frequently 

depicted in Portuguese art, as can be seen in one of the sculpted scenes in the main altarpiece in 

the cathedral of Coimbra. Here, a black African grinds pigments in the studio of Saint Luke (fig. 

4.1).379 Based on this image, it appears that it was common for slaves to be  part of the workshops 

of Portuguese painters. 

 The presence of journeymen in Portuguese workshops is hard to establish; as in the Low 

Countries, these painters were not included in the records of the corporations and are not 

mentioned in contracts.380 To date, no related research has been carried out. If journeymen were 

indeed active in Portugal, one can imagine that they travelled from workshop to workshop, as 

they did elsewhere in Europe, adapting their style to that of their current employer, making it very 

                                                      

377 Viterbo, Notícia de Alguns Pintores Portuguezes, 58–59; Fernando António Baptista Pereira and José 

António Falcão, “Francisco Henriques. Percurso Biográfico e Caracterização da Obra,” in Francisco 

Henriques: Um Pintor em Évora no Tempo de D.Manuel I, ed. António Camões Gouveia (Évora: Câmara 

Municipal de Évora, 1997), 38; Caetano, “Privilégio e Ofício,” 55. 
378 For a discussion on presence and depiction of slaves and people of colour in Portugal, see: Annemarie 

Gordan Schwend, “Slaves in the Lisbon court of Catherine of Austria,” in Black Africans in Renaissance 

Europe, eds. T.F. Earle and K.J.P. Lowe (Cambridge: Cambridge University Press, 2010), 157. 
379 Olivier of Ghent and Jean d'Ypres, Saint Lukas Paints the Virgin, 1500, part of the main altarpiece of 

the Old Cathedral (Sé Velha) in Coimbra.  
380 Peeters, Invisible hands?, XXII-XXIV. 
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difficult to trace their activities. While we can see journeymen as the stylistic ‘chameleons’ of the 

workshops, they were probably also responsible for the circulation of new ideas, styles, and 

fashions, resulting in a certain uniformity of style clearly visible in this period.381 Some 

journeymen, who trained in the Low Countries, might have found their way to Portugal, further 

disseminating the Netherlandish style there. 

 It appears that the organizational structure both outside and inside the painters’ workshop 

was quite similar to those in the Low Countries. Such organizational measures were likely created 

to be able to meet the growing demand in the first half of the sixteenth century. Differences can 

be found in the presence of slaves within the workshop, and the privileges received while 

working for the Portuguese court (see further below).  

 

The Collaboration on Large-Scale Altarpieces 

In Portugal, master painters commonly collaborated on the production of large-scale 

altarpieces, referred to in documents as retábulos.382 A typical format on the Iberian Peninsula, 

non-folding retables— which consist of multiple panels integrated into large, sculpted frames—

were commonly mounted on the wall behind the main altar of the church. The scenes were put 

together into one large narrative, arranged in horizontal or vertical rows and divided by sculpted 

                                                      

381 Ibid.  
382 In the Low Countries, collaboration between masters also occurred and is recorded in some contracts 

related to painting commissions. Campbell argued that the guilds recognized the master’s right to 

subcontract work to, or to commission work from, other masters. This has complicated the attribution of 

these works to separate hands. See: Campbell, “The Early Netherlandish Painters and their Workshops,” 

50–52. A more commonly known example is the partnership between Joachim Patinir (c. 1480–before 

1524) and Quinten Metsys, for example in the Landscape with the Temptation of St Anthony, c. 1520–24, 

Madrid, Museu Nacional del Prado, inv. P 1615. See: Alejandro Vergara ed., Patinir: Essays and Critical 

Catalogue (Madrid: Museu Nacional del Prado, 2007), 242–255. In the first half of the seventeenth century, 

Peter Paul Rubens (1577–1640) subcontracted several artists to work on a large series for Philips IV of 

Spain, destined for the hunting lodge Torre de la Parada. Furthermore, Rubens collaborated with Jan 

Brueghel the Elder (1568/9-1625), a lifelong friend, in at least thirty paintings that are known to us today. 

See: Christina Currie and Dominque Allart, The Brueg[h]el Phenomenon. Paintings by Pieter Bruegel the 

Elder and Pieter Brueghel the Younger with a Special Focus on Technique and Copying Practice, (KIK-

IRPA: Brussels, 2012), 1:62–63. 
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pillars. The altarpieces were probably covered with curtains and only revealed during special 

religious festivities.383 They must have astounded viewers byallowing them to pray in front of 

almost life-size figures.384  

While a few locally produced diptychs and triptychs survived, it appears that most 

documented local painters were active in the production of large-scale altarpieces.385 Perhaps 

Portuguese patrons preferred to import winged altarpieces from the Low Countries, where they 

were available in large numbers on the art markets.386 Because these imported works were 

relatively accessible, one can assume that Portuguese patrons hired local artists to collaborate on 

large-scale altarpiece commissions instead. This allowed the patrons to be closely involved in 

their production, as seen in some of the surviving contracts related to these commissions (see 

introduction, page 1, and further below). 

 The painted retábulo developed in Spain during the Gothic period due to changes in the 

church architecture and liturgy.387 While Romanesque buildings allowed for painted narrative 

                                                      

383 On 20 July 1513, King Manuel I ordered cloth for a curtain to protect the artwork on the main altar–

presumably Quinten Metsys’s Altarpiece of the Seven Sorrows of the Virgin—of the church of the Madre 

de Deus Convent. See: Maximiliaan P. J. Martens and Annick Born, “A Polyptych by Quinten Metsys for 

the Convent of Madre De Deus. Notes on Technique,” in Casa Perfeitíssima: 500 Anos da Fundação do 

Mosteiro da Madre De Deus/Celebrating 500 Years of the Foundation of the Convent of Madre De Deus: 

1509-2009, ed. Alexandra Curvelo (Lisbon: Museu nacional do Azulejo, Ministério da Cultura, Instituto 

dos Museus e da Conservação, 2009), 373. 
384 On the religious function of these altarpieces and their role in devotional practices, see, for example: 

Dalila Rodrigues, “A Pintura e os Sues Destinários: A Apresentação e a Funcão da Imagem nos Séculos 

XV e XVI,” in Primitivos Portugueses, 1450-1550, O Século De Nuno Gonçalves, ed. Ana de Castro 

Henriques (Lisbon: Museu Nacional de Arte Antiga, 2010), 70–81. 
385 A few single panels, diptychs, and triptychs can be found in the workshop of the Flemish painter Frei 

Carlos, and to a lesser extend in the attributed oeuvre of the so-called Master of Lourinhã. See: João Couto, 

“A Pintura Flamenga em Évora no Século XVI:Variedade de Estilos e de Técnicas na Obra Atribuída a Frei 

Carlos,” Cidade de Évora (Évora: Câmara Municipal de Évora, 1943); Sara Valades, “Variedades e Estilos 

na Obra Atribuída a Frei Carlos: Novas Perspectivas,” (Ph.D. diss. Universidade de Évora, 2015); Manuel 

Batoréo, Pintura Portuguesa do Renascimento. O Mestre da Lourinhã (Casal de Cambra: Caleidoscópio, 

2004). 
386 It would be interesting to study the imported Netherlandish altarpieces more closely, especially 

regarding their used materials, and compare them with altarpieces produced for Netherlandish clients. 
387 On the development of the painted retable in Spain, see: Judith Berg–Sobré, Behind the Altar Table: The 

Development of the Painted Retable in Spain, 1350–1500 (Columbia: University of Missouri Press, 1989), 

3–11. 
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decorations on walls, Gothic churches, with their numerous ribs and windows, did not have as 

many uninterrupted surfaces. Changes in the liturgy occurred after the Lateran council of 1215, 

where transubstantiation, the idea that the bread and wine becomes the body and blood of Christ, 

was officially confirmed. The priest now officiated the mass with his back turned to the 

congregation, blocking the worshipper’s view of the decorations on the altar. Consequently, the 

space above the altar became a site for decoration, first in the form of wall paintings, and later 

through the multi-paneled altarpieces.388 Varying per region, the altarpieces increased in size and 

the panels were placed in more elaborate, sculpted frames.389  

In Castile, a region the Portuguese royal court frequently visited, altarpieces contained as 

much as fifty panels and often followed the curved shape of the apse of the main chapel, 

becoming an integral part of the architecture.390 The center panels were often larger than the side 

ones, and the main effigy was usually carved, rather than painted. The connections to the Low 

Countries were strong in Castile; from the 1440s until the early sixteenth century, several 

Netherlandish painters resided there, influencing local artists through collaborations.391 Moreover, 

Netherlandish paintings and German prints commonly served as composition sources, especially 

for their narrative structures. However, the context of these scenes changed due to their 

integration in a large altarpiece; rather than the inclusion of disguised symbolisms, as was 

common in the Low Countries, the overall impact and legibility of the stories was more 

important, which resulted in a simplification of the individual scenes.392 

                                                      

388 For a discussion of the development of the altarpiece as a consequence of the changes in the liturgy, see, 

for example: B.G. Lane, The Altar and the Altarpiece: Sacramental Themes in Early Netherlandish 

Altarpieces (New York: Harper & Row, 1984); P. Humfrey, The Altarpiece in the Renaissance 

(Cambridge: Cambridge University Press, 1990); Allan Doig, Liturgy and Architecture: From the Early 

Church to the Middle Ages (Aldershot: Ashgate, 2008). 
389 Berg–Sobré, Behind the Altar Table, 3–11. 
390 Ibid., 244–256. 
391 Ibid., 244. 
392 According to Berg–Sobré, almost all derivations from Netherlandish and German examples involved 

scenes from the lives of Christ or the Virgin; the lives of saints were generally a local invention. In Castile, 
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It is not known exactly when this format developed in Portugal. The earliest surviving 

example is presumably the Évora Altarpiece (see chapter 5). As will be discussed, this altarpiece 

may have been directly inspired by the altarpiece in the cathedral of Trujillo, which Manuel 

probably saw on his journey to Toledo in 1498. Today, the altarpiece in the Funchal cathedral 

(fig. 4.2) on the Madeira Islands is the only Portuguese example to have survived in its original 

sculpted frame; most were disassembled in later centuries and the separate panels dispersed 

among museum collections.393 The frame of the Funchal Altarpiece is attributed to Flemish 

sculptor Olivier of Ghent (c. 1470–1512) and features a Gothic canopy comprised of elaborate 

gilded woodwork, contrasted against a dark-blue painted background. Following the Castilian 

format, the Funchal Altarpiece included sculpted scenes in the centre; in the upper register, a 

Crucifixion, in the centre the Assumption of the Virgin, and below a structure that probably 

contained the Eucharist. These sculptures no longer survive; the sculpted Virgin is a Baroque 

addition.  

 Some of the surviving documents, related to the patronage of Portuguese altarpiece 

commissions, include specific requests regarding the use of materials, their style, and the 

assistance of other painters. Between 1506–1511, the Bishop of Lamego, Dom João de Madureira 

(bishop between 1503–1511), provided painter Vasco Fernandes (commonly referred to as Grão 

Vasco, active 1475–1542) with detailed instructions for a now disassembled altarpiece for the 

city’s cathedral (figs. 4.3a–4.3b). In his instructions, he commented on the size, iconographic 

                                                      

narrative sequences were more important than an elaborate symbolic scheme as was the case in early 

Netherlandish triptychs. Ibid., 138–140; 167–170. 
393 For a discussion on the evolution of these altarpieces in the first decades of the sixteenth century, see 

Fernando António Baptista Pereira, “Imagens e Histórias de Devoção, Espaço, Tempo e Narrativa na 

Pintura Portuguesa do Renascimento (1450-1550),” (PhD. Diss. University of Lisbon, 2001), chapter 4. 

The 2011 publication accompanying the exhibition “Primitivos Portugueses, 1450-1550, O Século De 

Nuno Gonçalves” also presents a coherent summary of the surviving altarpieces. See: Ana de Castro 

Henriques ed., Primitivos Portugueses, 1450-1550, O Século De Nuno Gonçalves (Lisbon: Museu Nacional 

de Arte Antiga, 2010). 
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program, and the use of specific materials.394 For example, he stated that “all the woodwork of the 

altarpiece, except for the pillars, had to be made of Flemish boards,”395 likely referring to Baltic 

oak imported from Flanders.396 For his pigments, Grão Vasco had to use “good and fine blue,” 

“good oil and good fine colours,” and “good gold.”397 The bishop also required Grão Vasco to 

hire the second most honourable and knowledgeable painter as an assistant; the name of this 

assistant was never documented.398 We do know that Grão Vasco supervised the entire 

commission, he even moved to Lamego from Viseu, and that he hired the carpenters André Pires, 

                                                      

394 For an overview of this commisison, see: Dalila Rodrigues, Grão Vasco: Pintura Portuguesa del 

Renacimiento, c. 1500-1540 (Salamanca: Consorcio Salamanca; Museu Grão Vasco, 2002), 51–55; 71. Fig. 

4.3a shows the iconographical program as proposed in the contract. 
395 “toda a dita maconaria q̄ emtrar na dita obra fora dos pillares será de boordo de frandes” See: Vergílio 

Correia, Vasco Fernandes Mestre do Retábulo da Sé de Lamego (Coimbra: Universidade de Coimbra, 

1924), 101; Ana Calvo and Laura Castro, Através da Pintura Olhares sobre a Matéria: Estudos sobre 

Pintores no Norte de Portugal (Porto: Clássica - Artes Gráficas, 2011), 44; Vitor Gaspar, A pintura 

quinhentista do Convento de Santo António de Ferreirim: Parceria dos Mestres: Cristóvão de Figueiredo, 

Garcia Fernandes e Gregório Lopes (Lamego: Direção Regional de Cultura do Norte/Vale do Varosa, 

2015), 22. The word “maconaria” in early modern Portuguese refers to woodwork, not masonry. 
396 Dalila Rodrigues, “A Pintura no Período Manuelina: O primeiro Ciclo da Pintura Portuguesa do 

Renascimento,” in: História da Arte Portuguesa: A Pintura no Período Manuelina, ed. Paulo Pereira 

(Lisbon: Editorial Estampa/Círculo de Leitores, 1996), 2:204. Oak was the preferred material for panel 

paintings in Portugal between the fifteenth and seventeenth centuries; studies on wood types revealed that 

82% of the panels were made of oak; other woods include chestnut, thuja, and walnut. Pine, commonly 

found in Spain, was not recorded. While various types of oak trees grow in Portugal, it has been assumed 

that the majority of oak planks were imported from the Baltic regions, based on the density and quality of 

the wood. See: Salomé Silva de Carvalho, “História, Teoria e Deontologia da Conservação e Restauro 

Aplicadas à Pintura Sobre Maderia em Portugal,” (PhD diss., Universidade Católica Portuguesa, 2012), 90; 

note 168–170. Commercial documents point to a lively exchange of Baltic oak to Spain, via Portugal, 

specifically for ship building. See: Marta Domínguez-Delmás and Harry van den Berselaar, “Nederlands' 

hout op drift. Over houthandelsroutes en de herkomst van hout van de Late Middeleeuwen tot in de 18de 

eeuw,” Vitruvius. 6: 2009, 12–18. In 2014, a project was initiated titled “ForSEAdiscovery”, combining 

academic research on the history of shipbuilding, trade networks, dendro-archaeology, wood biology, 

forestry, and wood/timber provenance. Two postdoctoral fellows, Manish Kumar and Marta Domínguez 

Delmás are currently working on a project titled “The North European Timber Trade to Spain and Portugal: 

Volume and Transport (AD 1500-1800),” under supervision of Dr. Jan Willem Veluwenkamp; their 

publications are forthcoming. I would like to thank them for their assistance in finding related literature.  
397 “boõ azull fino,” “boõ olleo e de booas cores finas.” “boõ ouro de cruzados.” See: Manuel Batoréo, 

“Moda, Modelo, Molde: A Gravura na Pintura Portuguesa do Renascimento (c.1500-1540),” (Phd. Diss., 

Lisbon: Faculdade de Letras da Universidade de Lisboa, 2004), 42–43. 
398 “o mais honradamente e decotamente q̄ elle Vasco frz poder fazer segundo pertence a semelhante obra,” 

Ibid. 42–43. 
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and later Arnão de Carvalho and João de Utrecht, to finish the carved sections of the altarpiece.399 

Today, five of the twenty panels remain; interestingly, these panels are made from chestnut 

instead of oak, contrary to what was agreed to in the contract between the bishop and the 

painter.400 

 In a 1533 contract for the Ferreirim Altarpiece (figs. 4.4a–4.4b), attributed to Cristovão 

de Figueiredo (active 1515–1543), Gregório Lopes (c. 1490-1550), and Garcia Fernandes (active 

1514–1551), Friar Francisco de Vila Viçosa (dates unknown) addressed his expectations to De 

Figueiredo. He had to use “good pigments that result in good flesh tones and draperies,”401 and 

De Figueiredo had to pay specific attention to the representation of the landscape, trees, and 

“blues,” probably a reference to skies. Further, he had to make use of “sketches that he made for 

the execution of the altarpiece.”402 Today, eight surviving panels are displayed in the church.403 

As discussed below, De Figueiredo, Lopes, and Fernandes were all part of Jorge Afonso’s 

network and connected to the Portuguese court; presumably, they were in possession of 

(Netherlandish) models from which they could have drawn inspiration.404  

                                                      

399 Dates of the sculptors are unknown. Correia, Vasco Fernandes: Mestre do Retábulo da Sé de Lamego, 

101. 
400 Joana Salgueiro, José Pessoa, and Georgina Pinto Pessoa, “Estudo Técnico do Suporte dos Painéis do 

Retábulo-mor da Sé de Lamego de Grão Vasco. Processo e Interpretação da Radiografia,” 

https://revistas.rcaap.pt/ecr/article/download/3159/2547. Pdf. 
401 “muito boas timtas” […] acabamentos E os rostos [das] imagens seram muito fermosos e de boas 

emcarnacoes cada hũ em sua continemcia comforme ao que for E as roupas das figuras bem lauradas de 

bom trapo e com seus emvezes forro e bordaduras finas de [afogis?] E isto nas roupas das feguras que a tal 

obra comvem E nos campos de cada hũ dis ditos Retauolos seram acompanhados de suas paigais asy as dos 

arvoredos como os azulados.” The contract is published in: Batoréo, “Moda, Modelo, Molde,” 46–47. 
402 “hũs debuxus que o dito cristovã de figueiredo pinctor tem feitos das emvoquacois dos altares.” Another 

record indicated that De Figuereido made sketches for a “cloth” (perhaps a tapestry?) to be executed in 

Flanders: “os debuxos para panos mandados executar nas Flandres”. Ibid., 45–46. 
403 It is thought that the painters made eleven panels in total: four placed on each side of the transept and 

three larger panels behind the main altar. During a 2000–2001 restoration campaign, the materials were 

analyzed, which revealed that the panels were made of chestnut and ground layers consist predominately of 

gypsum, with some traces of chalk in some panels. The restoration report is published in: Gaspar, A Pintura 

Quinhentista, 28–86. 
404 According to Gaspar, De Figueiredo would have carried out the design and the initial layers after he 

partnered with Lopes and Fernandes to complete the panels between 1531–1533. He based this assumption 
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 Many of the paintings from the altarpieces discussed in this chapter, today in museum 

collections, were severely damaged over time; therefore, it is often difficult to evaluate their 

original quality.405 However, first-hand study does identify some of their original splendour. In 

certain sections, traces of several layers of oil paint can be seen, seemingly added on top of a 

neutral coloured base layer. One can imagine that these artists also made use of glazes and the 

effects of varnishes; however, in most cases, these upper layers seem to have been largely 

removed.406 As mentioned in some of the conservation reports from the José de Figueiredo 

Institute, Portuguese painters achieved these effects by using similar painting techniques and 

materials as in the Low Countries. One can imagine that the markets and shops in Lisbon 

provided them with direct access to such materials. Initial studies on specific pigments and 

materials used by Portuguese painters are published by researchers of the Hercules Laboratory, 

who are aiming to better understand their application.407 For example, a study of the 

underdrawings revealed that painters in Portugal seem to have used similar techniques as in the 

Low Countries, outlining the composition on the panels with carbon containing materials to be 

followed in the painting stage.408 Elaborate underdrawings were observed by Caetano in the 

paintings attributed to Jorge Afonso and his workshop (see chapter 6, page 247). In another 

article on the use of ground layers, researchers found evidence of a mixture of chalk and animal 

                                                      

on the reference to the sketches made by De Figueiredo, stylistic analysis, and a comparison of their 

techniques in other works. Ibid. 86. 
405 Joaquim Caetano mentioned that until recently, many of these panels were carried through the cities 

during processions. Before the event, they were cleaned with potatoes, and other damaging products, to 

remove the soot of the candles and make their appearance shiny. Joaquim Caetano, in conversation with the 

author, 28 June 2017.  
406 In the archives of the José de Figueiredo Laboratory, restoration reports are kept of many of these 

panels. I noticed that several restorers commented on the use of techniques similar to those of 

Netherlandish painters. These reports are not published, but accessible upon request.  
407 For an overview of these articles, see: http://hercules.uevora.pt/publications/, last accessed August 22, 

2017. 
408 S. Valadas, R. Freire, A. Cardoso, J. Mirão, P. Vandenabeele, J.O. Caetano, A. Candeias, “New insight 

on the underdrawing of 16th Flemish-Portuguese easel paintings by combined surface analysis and 

microanalytical technique,” Micron 85 (2016), 15–25. DOI: 10.1016/j.micron.2016.03.004.  
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glue used by Portuguese and Flemish painters in the fifteenth and sixteenth centuries to enhance 

the reflection of light in paintings.409 It would be useful to compile the information of these 

articles and publish a comprehensive overview of the materials and techniques used by 

Portuguese painters connected to Afonso’s Lisbon workshop.410 

The featured scenes in these altarpieces, either painted or carved, relate to the lives of 

Christ, the Virgin, and saints. These scenes demonstrate knowledge of commonly used fifteenth 

and early sixteenth century Netherlandish compositions and are depicted with similar attention to 

detail in the figures, landscapes, and architectural structures. These visual references to 

Netherlandish sources do not signal a lack of local invention, but rather, suggest that artists 

sought familiar structures to make clear narratives.411 By the early sixteenth century, 

Netherlandish altarpieces, mostly triptychs that were either commissioned or bought on the open 

art markets, were installed in many local churches, impacting Portuguese visual culture.412 

Further, religious texts were used as a source to depict the live of saints, such as the Legenda 

Aurea (the Golden Legend), which circulated in Portugal in Latin, Portuguese, and Spanish.413 It 

seems logical for Portuguese painters to implement similar narrative structures, classified by 

                                                      

409 V. Antunes, A. Candeias, J. Coroado, V. Serrão, M. Cachão, M.L. Carvalho, “A multidisciplinary 

approach to the study of the brightening effects of white chalk ground layers in 15th and 16th century 

painting,” Analytical Methods 8 (2016): 4785–4797. DOI: 10.1039/c6ay00435k.  
410 As mentioned in chapter two, the Hercules Laboratory worked together with the University of Ghent on 

the project entitled ONFINARTS: On the Flemish Importance for National Arts in the Sixteenth Century, 

under which umbrella some articles were published that relate to the topic of this dissertation. The list of 

articles can be found at “Indicadores,” http://www.hercules.uevora.pt/onfinarts/indicadores.html. Accessed 

18 April 2016. I am unaware of the progress of this project. 
411 Berg–Sobré, Behind the Altar Table, 204. 
412 In chapter three, I referred to a visitation record that described a “small retable from Flanders.” See: 

Raul Lino and Luís Silveira, eds., Documentos para a História da Arte em Portugal: Arquivo Nacional da 

Torre do Tombo: Visitações de Palmela e Panóias (Ordem de São Tiago) (Lisbon: Fundação Calouste 

Gulbenkian, 1972), 11:40. Further, several (larger) altarpieces were commissioned in Netherlandish 

workshops, or bought on the open art market, by the Portuguese royal court to be placed in royally 

supported religious institutions (see chapter 3, 5, 6).  
413 T.F. Earle, “Black Africans versus Jews: Religious and Racial Tension in a Portuguese Saint's Play,” in 

Black Africans in Renaissance Europe, eds. T.F. Earle and K.J.P. Lowe (Cambridge: Cambridge University 

Press, 2010), 356–357. 
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easily readable scenes and compositions in their own extended cycles. In this way, Portuguese 

painters followed their Netherlandish contemporaries, who, in turn, looked at fifteenth-century 

Netherlandish models, German printmakers, and contemporary Netherlandish texts. Instead of 

copying these sources exactly, however, Portuguese painters selected elements from various 

sources and combined them with local inventions. Further research is needed to provide a more 

comprehensive overview, but it appears that paintings in Portugal resulted from a confluence of 

factors and adaptions rather than one-to-one adoptions. 

To illustrate how Portuguese painters possibly used Netherlandish source materials, I 

discuss specific panels from two altarpieces—the Madre de Deus Altarpiece and the Setúbal 

Altarpiece (figs. 4.5–4.6)— attributed to Jorge Afonso and his workshop; their commission and 

placement in Clarisse convents is discussed in further detail in chapter six. Except for one panel 

in the Setúbal Altarpiece, which is based on a painting that hung in the same convent, none of the 

paintings are an exact copy of a painting or print; rather, they reveal knowledge of generally used 

compositions for scenes related to the life of Christ. Some of the paintings seem to include more 

original elements, which could point to specific instructions from the patron. In his 2011 

publication on the use of prints among Portuguese painters, Manuel Batoréo included some 

suggestions on the use of specific printed sources in both altarpieces; however, these examples 

are often far-fetched.414 I argue that while it is likely that Afonso was in possession of 

                                                      

414 Manuel Batoréo addressed the use of prints among Portuguese painters and has pointed out some 

analogies in his dissertation and later publications. Most of his comparisons are far-fetched; in many 

instances, one is able to see that the panel in question possibly derived from a generally known 

composition, rather than an exact example. This is also true for the artists from Afonso’s network; besides 

one or two exceptions, most of their compositions seem to have been only loosely inspired by the work of 

Netherlandish painters and engravers. Batoréo only found two paintings that have directly copied 

(elements) of famous engravings. The first is The Presentation of the Virgin in the Temple, painted by an 

anonymous master and dated c. 1520 (Municipality museum of Torres Vedras). The painting is an almost 

exact copy of a print with the same topic made by Israhel van Meckhenem (c. 1445–1503). The second 

painting, Christ in the House of Martha and Mary, attributed to the workshop of Vasco Vernandes (Grão 

Vasco National Museum), includes two references to two Dürer engravings. The woman sitting in the right 

corner of the painting is a copy of Dürer’s Melancholia I; the group of houses in the background derives 

from Dürer’s the Prodigal Son (c. 1496). See: Manuel Batoréo, Os Primitivos Portugueses e a Gravura do 
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Netherlandish prints, due to his position at the court and proximity to the markets in Lisbon, he 

probably used them as a general reference rather than copying their motifs directly into his works.  

Both the Adoration scenes (figs. 4.7; 4.9) in the altarpieces make use of a common 

composition where the Virgin and Child are seated on one side, while the three extravagantly 

dressed Magi bow in veneration on the other. As in most contemporaneous examples, the scene is 

set against a backdrop that includes ruinous architecture and a receding landscape. According to 

Batoréo, the Adoration of the Magi in the Madre de Deus Altarpiece shares similarities with 

Albrecht Dürer’s Adoration of the Magi, a print from the Life of the Virgin series (1503). This is 

especially apparent in the positioning of the Virgin and Child and some of the elements in the 

architecture and landscape (figs. 4.7–4.8).415 However, while the position of the Virgin is 

somewhat similar, nothing else is taken over. Alternatively, Batoréo suggested that Afonso’s 

panel and Gerard David’s Adoration of the Magi (c. 1500, Alte Pinakothek, Munich), share 

similar elements, such as the bowing Magi and the gift of Gaspar, which lies in front of him.416 

Not only are these similarities vague, I argue that the Magi are depicted in this manner because 

their bowing postures fit nicely into the triangular shape of the panel. Batoréo further argued that 

the Adoration scene in the Setúbal Altarpiece might have been loosely inspired by a Martin 

Schongauer engraving from the late-fifteenth century (figs. 4.9–4.10), whose work, according to 

the author, was disseminated among Portuguese workshops.417 He pointed to the inclusion of the 

                                                      

Norte da Europa: A Utilização Instrumental de Fontes Gráficas (Casal de Cambra: Caleidoscópio, 2011), 

258–259. For his discussion of the sources related to the Setúbal and Madre de Deus altarpieces, see: 132–

140; 185–196. 
415 Ibid. 134. 
416 Ibid. I found several Adorations from Gerard David’s circle that depict this theme in a similar manner, 

for example, in the collection of the National Gallery in London (inv. 1079), the Metropolitan Museum of 

New York (inv. 1982.60.17), and in a miniature part of the Breviary for Isabella of Castile, now at the 

British Museum in London (inv. ADD. Ms. 18851). Therefore, I think it is unlikely that Afonso was 

inspired by one specific source but rather used a more generally known composition. 
417 Ibid. 194. Contrary to Batoréo, I have not encountered a lot of Portuguese paintings which reveal a 

direct link between Schongauer’s prints and Portuguese paintings. 
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animals behind the pillar, although placed in a different location within the scene, and the 

similarities in the garments of the Magi. Not only are the garments different, he fails to mention 

that the donkey in the print is missing and that the ox in the painting has a rope wrapped around 

his horns, a distinct detail that is absent in the engraving.  

In Christ and Veronica, part of the Setúbal Altarpiece, Christ walks with the cross on his 

shoulder, pulled along by a rope around his waist (fig. 4.11). A guard holds the ends of the rope 

over his shoulder, while he grips three nails in his fist. A man on the left helps carry the cross, 

while an extravagantly dressed guard tortures Christ; other guards follow in the background. 

Christ pauses, about to wipe his face on a white cloth, while Veronica, depicted at the right, folds 

her hands in prayer. The latter motif is unusual and could be a personal invention of the artist: 

Veronica is more commonly included presenting the cloth to Christ.418 A somewhat similar 

composition and position of the figures, such as that of Veronica, Christ, and the man carrying the 

cross behind him, is a Christ Carrying the Cross, attributed to the Master of Frankfurt (fig. 4.13); 

the detail of the robe and the nails can also be found in an engraving by Martin Schongauer from 

the 1470s, although the figures are seen from a different angle (figs. 4.12).419 In my opinion, these 

similarities suggest Afonso’s familiarity with the general depiction of the scene, rather than his 

use of (a) specific source(s). Of greater interest are the personalized integrated details, such as the 

praying Veronica; perhaps the master included this element to his own, or the patrons’ liking.  

                                                      

418 Early sixteenth-century examples include, but not limited to: Adriaen van Overbeke and Workshop, 

Triptych with The Crucifixion, Museum Maagdenhuis, Antwerp, inv. 135; Master of Hoogstraten, Wings of 

an Altarpiece with the Seven Sorrows of the Virgin, KMSK, Antwerp, inv. 383–389; Master of Frankfurt 

and Workshop, Christ Carrying the Cross, KMSK, Antwerp, inv. 568. 
419 Batoréo pointed to two engravings by Martin Schongauer as possible sources of inspiration, but I found 

the example shown above more convincing due to the inclusion of these specific details. Further, in the 

painting and the engraving, the guard has his mouth open and appears to be speaking, perhaps shouting. 

Batoréo also discussed the similarities with a woodcut from Michael Wolgemut, part of Der 

Schatzbehalter, however, the book was not as widely disseminated compared to separate engravings, and it 

is unlikely that Afonso would have been familiar with this rare publication. See: Batoréo, Os Primitivos 

Portugueses e a Gravura do Norte da Europa,186–187. 
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I noticed that Christ Nailed to the Cross, part of the Setúbal Altarpiece, also includes 

some personal details which prevent the scene from being a slavish version of other contemporary 

works (fig. 4.14).420 This is especially visible in the theatrical rendering of the figures. The man 

about to nail Christ to the cross with the hammer has his sleeves rolled up, exposing his flexed, 

muscular arms, adding a sense of strength and movement. His ugly face is emphasized by a large, 

crooked nose. His facial features are in stark contrast with the two worrisome looking men 

kneeling on either side of Christ; the man on the left carefully supports Christ’s head, while the 

other covers his body with a white cloth. These inclusions add theatricality to the scene, clearly 

separating good from evil, and seem to have been used to stimulate emotional reactions from the 

worshipper.  

Set against a predominantly golden sky, the Assumption of the Virgin in the Madre de 

Deus Altarpiece and the Setúbal Altarpiece, depicts the Virgin on a crescent moon ascending 

from an open tomb surrounded by angels and apostles (figs. 4.15–4.16). The combination of 

scenes is, to my knowledge, rare in Netherlandish paintings or prints, but might refer to an Italian 

source. The image of the Virgin on a crescent moon reflects the vision of Saint John (Apocalypse 

12:1): “a woman clothed in the sun, and the moon was under her feet.” In this role, however, she 

is more commonly depicted while holding the Christ Child. Elements suggest three of Dürer’s 

engravings as a possible inspirational source: his Assumption and Coronation of the Virgin and 

two versions of the Virgin on a Crescent Moon (figs. 4.18–4.20). The tomb of the Virgin, 

surrounded by the apostles, dominates the lower half of both the painting and woodcut; in the 

painting, the tomb is parallel to the picture plane. Angels carry censers in the painting, whereas 

Apostles do in the woodcut. A painting by Jan Provoost, depicting the Glory of the Virgin in St. 

                                                      

420 According to Batoréo, this painting also derived from a woodcut in Der Schatzbehalter. He even goes as 

far as comparing these works with an illumination in the Book of Hours of Mary of Burgundy, attributed to 

the workshop of Alexander Bening. Ibid., 188–189. 
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Petersburg, depicts the Virgin and Child surrounded by music making angels, Sibyls, David, and 

the Roman emperor Augustus (fig. 4.17).421  

Based on these examples, it appears that the artists in Afonso’s workshop were not 

isolated from the latest artistic developments. They might have looked to both Netherlandish and 

German sources but reformulated them in their own work, adding personal details. As has been 

discussed in chapter 3 (page 78), Dürer’s work was popular among the Portuguese Factors, who 

knew the artist personally and probably brought back some of his works. Further, purchase lists 

reveal that large numbers of prints were sent from Antwerp to Portugal; among them might have 

been Dürer series, or individual works by Schongauer. It is possible that the painters were in 

possession of some of these works. 

In the case of the Assumption of the Virgin, there might have been an existing model in 

Afonso’s workshop, as we find several versions by Portuguese painters connected to the artist. 

Similar compositions are also used in the Funchal Altarpiece, the Ferreirim Altarpiece, a painting 

attributed to Gregório Lopes, and one attributed to the Lisbon court painter, Cristovão de Utrecht 

(1498–1557) (figs. 4.21–4.23).422 These examples are just a few of many possible examples; 

further research into the use of models among Portuguese painters could shed some light on the 

integration and adaptation of local sources in Portuguese workshops. 

 

                                                      

421 Provoost’s painting combines two narratives. The first is a Psalm in which King David encourages to 

glorify Christ through music and singing; in the foreground prophets and sibyls are predicting the coming 

of the Mother of God and Christ. The other reference is to Augustus’ vision of the Virgin and Child, as 

explained to him by the Tiburtine Sibyl with the scroll in her hand. The painting is one of two paintings that 

can be attributed to Provoost through surviving documentation. See: Ron Spronk, “Jan Provoost,” in 

Brugge en de Renaissance: Van Memling tot Pourbus, ed. Maximiliaan P.J. Martens (Antwerp: Stichting 

Kunstboek Ludion, 1998), 94–95. 
422 As his name suggests, Cristovão de Utrecht was born in Utrecht and worked in Spain before moving to 

Portugal. See: Viterbo, Notícia de Alguns Pintores Portuguezes, 150–153. 
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Artistic Patronage During the Reign of King Manuel I (1495–1521) 

Building on his predecessors’ foundations, Manuel I became one of the most prominent 

patrons in Portugal in the early sixteenth century. He commissioned the construction of several 

churches, monasteries, and palaces in a late-Gothic style, lavishly ornamented with decorative 

elements mostly indigenous to Portugal, which would later be named after him.423 As discussed in 

chapter three, for the decoration of the interiors, Manuel bought luxury goods and artworks in the 

Low Countries, in addition to commissioning numerous altarpieces in Portugal.  

In his preference for Netherlandish luxury goods, Manuel followed his predecessors—

who established close alliances with the Burgundian Dukes (see chapter 3, page 60)—and was 

probably also stimulated by his familial relationship with the Catholic Monarchs Ferdinand II of 

Aragon (1452–1516) and Isabella I of Castile (1451–1504), who were major patrons of Flemish 

art.424 Manuel married no less than three women from the Castilian court; his first marriage to 

Isabella of Aragon (1470–1498)—Ferdinand and Isabella’s eldest daughter and prince Afonso’s 

widow—took place two years after his appointment as King, in 1487. The marriage was short-

lived as Isabella died a year later. Maria of Aragon (1482–1517), Isabella’s sister, became 

Manuel’s second wife until her death in 1517, after which Manuel married the grand-daughter of 

                                                      

423 As mentioned in chapter two, the architectural style of the buildings commissioned by Manuel is 

commonly referred to as the “Manueline Style,” a combination of Late-Gothic architectural forms from 

Northern Europe and Spain. It includes complex systems of ribs that span entire vaults, twisting columns, 

and heavy decorations on the portals and windows. These decorations often depict heraldry and symbols 

that allude to the Portuguese nautical dominance and exploration of foreign lands. Francisco Adolfo de 

Varnhagen (1816) was among the first to refer to this architectural style as “Manueline Style.” For a short 

description of its characteristics, see: Stephen Brindle, “Manueline Style,” 

http://www.oxfordartonline.com.proxy.queensu.ca/subscriber/article/grove/art/T053962?q=Manueline+&se

arch=quick&pos=3&_start=1#firsthit. Accessed 7 March 2017. 
424 On the collecting practises and commissions of Queen Isabel I and Ferdinand II of Aragon, see, for 

example: Ronda Kasl, “The Making of Hispano-Flemish Style: Art, Commerce, and Politics in Fifteenth-

Century Castile,” (PhD. diss New York University, 2012); Queen Isabel I of Castile: Power, Patronage, 

Persona, ed. Barbara F. Weissberger (Woodbridge: Tamesis, 2008); Tess Knighton, “Northern Influence 

on Cultural Developments in the Iberian Peninsula during the Fifteenth Century,” Renaissance Studies 1 

(1987): 221–237. 
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the Catholic Monarchs, Eleanor of Austria (1498–1558).425 Manuel remained married to Eleanor 

until his death in 1521. 

Because of these marriages, Manuel enjoyed strong support from Ferdinand and Isabella 

and travelled through Spain on at least three, but probably more, occasions.426 His earliest 

documented visit was in the spring of 1498; together with a large entourage, he toured through 

various cities in Castile.427 Manuel must have seen the various churches, palaces, and artworks 

commissioned by Ferdinand and Isabella on this trip, possibly inspiring him to follow their 

example. Manuel’s large building and renovation campaigns commenced not long after his return 

and were continued after his death, in 1521, when his son, John III, took over the crown.428 Much 

like the Castilian Monarchs, Manuel used art and architecture to unify the country, emphasize 

Portugal’s new status as a world power, and position the House of Aviz among the most modern 

courts in Europe.429  

  To decorate the interiors and exteriors of his buildings, Manuel ordered art and liturgical 

items from the Low Countries through the intermediary of the royal Factors in Bruges and 

Antwerp (see chapter 3), and he hired several French and Flemish artists to work on-site. Among 

them were Francisco Henriques († 1518), who worked on commissions in Évora and Lisbon (see 

                                                      

425 Eleanor of Austria was promised to King Manuel’s son, John III, but instead she was married to his 

widowed father.  
426 King Manuel’s predecessor, King Afonso V, travelled to Castile during a military campaign together 

with King John II, who, much later, travelled through Castile on two occasions. See: Pedro Dias, “O Brilho 

do Norte: Portugal e o Mundo Artístico Flamengo, Entre o Gótico e a Renascença” in O Brilho Do Norte. 

Escultura e Escultores do Norte da Europa em Portugal: Epoca Manuelina, eds. Pedro Dias and António 

Gouveia (Lisboa: CNCDP, 1997), 26. 
427 The entourage passed through Évora, Estremoz, Elvas, Badajoz, Taveriola, Merida, Amos, Guadalupe, 

Talavera, Toledo, Calatayus, Zaragoza, and Aljaferia. See: Pedro Dias, Arte Portuguesa: Notas De 

Investigação (Coimbra; Lisbon: Universidade de Coimbra; Diglivro, 1988), 88. 
428 Damião de Góis lists all the buildings that Manuel renovated or built during his reign in chapter 85 of 

his Crónica do Felicíssimo Rei D. Manuel, published in Lisbon in 1566–1567. See: Damião de Góis, 

Lisbon in the Renaissance: A New Translation of the Urbis Olisiponis Descriptio, trans. Jeffrey S. Ruth 

(New York: Italica Press, 1996). 
429 See: Pedro Dias, “A Arquitectura Manuelina,” in Arte Portuguesa, Da Pré-História ao Século XX, ed. 

Dalila Rodrigues (Lisbon: Fubu), 5: 11–15; Dias and Serrão, “A Pintura, a Illuminura e a Gravura,” 5: 118–

119. 
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further below), and the sculptors Olivier of Ghent, Jean d'Ypres (active 1508–1510), and Nicolau 

de Chanterene (c. 1485–1555), who were active in Coimbra, Tomar, and Funchal.430  

To attract these artists to Portugal, Manuel created a favourable artistic climate, making 

sure immigrant artists could work on temporary projects or settle permanently.431 In the 

Manueline charter of Lisbon, issued on 7 August 1500, Manuel introduced special beneficial tax 

regulations for the import of artworks and related materials.432 In 1509, he extended the economic 

privileges normally granted to the merchants of the Flemish nation—individuals from Northern 

France to the province of Holland—to “masters and officers” (mestres e oficiais), which included 

artists and craftsmen.433 In general, court artists were exempt from some taxes and military 

service and received proper financial arrangements after their retirement.434 According to 

Caetano, this extension of privileges indicates Manuel’s desire to attract a range of artists, 

including weavers, goldsmiths, sculptors, and painters, while he continued to improve the trading 

relations with the Low Countries.435 

                                                      

430 For an overview of the works of these sculptors, see for example: Vergílio Correia, “A Escultura em 

Portugal no Primeiro Terço do Século XVI a Coimbra,” A. & Arqueol 1 (1930), 29–48; Vergílio Correia, 

Obras Escultura e Pintura (Coimbra: Universidade de Coimbra, 1953); F. Macedo, “O Retábulo-Mor da Sé 

Velha de Coimbra,” in As relações artísticas entre Portugal e Espanha na época dos Descobrimentos, 

Pedro Dias ed. (Coimbra: Livraria Minerva, 1987); Pedro Dias, Nicolau Chanterene: Escultor da 

Renascença (Lisbon: Ciencia e Vida, 1987).  
431 For example, one of Manuel’s predecessors, King Afonso V, granted various privileges to painter Nuno 

Gonçalves and sculptor Diogo Pires and took them into his service as valets of the royal household. See: 

Caetano, “The Painters and the City,” 264. 
432 Inês Morais Viegas, João Soares, and Maria Adelaide Brochado, Foral Manuelino De Lisboa: Estudos, 

Edição Facsimilada, Transcrições (Lisbona: Câmara Municipal de Lisboa, 2000), f. 1–5. 
433 Joaquim Oliveira Caetano, “Uma Paisagem com Poucas Figuras: Questões da Pintura Primitiva 

Portuguesa,” in Primitivos Portugueses, 20. 
434 Joaquim Oliveira Caetano, “Gregório Lopes: Pintor Régio e Cavaleiro de Santiago: Algumas Reflexas 

Sobre o Estatuto Social do Pintor no Século XV e Inícios do séc. XVI,” in As Ordens Militares em 

Portugal e no Sul da Europa – Actas do II Encontro sobre Ordens Militares, eds. Isabel Cristina Ferreira 

Fernandes and Paulo Pacheco (Lisbon: Edições Colibri, 1997), 73–92; 82. 
435 Joachim Oliveira Caetano, “Francisco de Holanda (1517-1584): The Fascination of Rome and the Times 

in Portugal,” in On Antique Painting, ed. Wohl, 8–9. While today we might privilege painting as the 

highest art form, in the sixteenth century, tapestries and metalwork would have been among the most 

expensive and prestigious commissions. Belozerskaya has addressed this hierarchy in her publication: 

Rethinking the Renaissance. Burgundian Arts across Europe (Cambridge: Cambridge University Press, 

2002).  
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As did the Catholic Monarchs, Manuel created a new position at court, “manager of the 

royal works,” given to Bartolomeu de Paiva (dates unknown), a nobleman who was part of the 

royal household.436 De Paiva oversaw royal commissions and safeguarded their quality and price; 

his salary was paid for with public money.437 Although the exact date of his appointment is 

unknown, probably in the beginning of the sixteenth century, De Paiva’s first documented 

examination occurred in 1518.438 In August 1508, Manuel created the position of “examiner of 

royal works” specifically for the examination of paintings. Jorge Afonso, recently appointed court 

painter, received this position.439 The large demand for altarpieces was apparently the principal 

reason Manuel created a centralized structure in which price and quality could be closely 

monitored by professional artists, and appears to confirm the importance given to painted 

altarpieces for the King.440 

Several painters who worked for the royal court also received noble titles.441 This created 

a group of craftsmen belonging to the lower nobility while still performing manual labour; unlike 

the Low Countries where artists were still seen as craftsmen.442 Early references to these noble 

titles date back to the fourteenth century, but little is known about what they exactly entailed. 

According to Caetano, these early privileges were mostly offered to foreign painters working as 

archivists and illuminators for the genealogy of the Portuguese nobility.443 The position of 

                                                      

436 The position of “examiner of royal works” also existed in France and Spain and was created when 

centralized administrations took on large building campaigns. See: Miguel Soromenho, “A Administracão 

da Arquitectura: O Provedor das Obras Reais em Portugal no Século XVI e na 1a Metade do Século XVII,” 

Anuario del Departamento de Historia y Teoría del Arte, IX–X (1997–1998), 197–198. 
437 Caetano, “The Painters and the City,” 264. 
438 Ibid. 
439 Ibid. 
440 Joachim Oliveira Caetano, “Jorge Afonso, Uma Interrogação Essencial na Pintura Primitiva 

Portuguesa,” (PhD diss., Universidade de Évora, 2013), 59–60. 
441 It would be worth exploring whether there are any analogies with other courts in Europe in this period.  
442 For a complete list of privileges for painters in Portugal between 1434–1539, see: Caetano, “Gregório 

Lopes: Pintor,” 87–91.  
443 Joaquim Oliveira Caetano, “Privilégio e Ofício,” 54. 
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illuminator at court was given to the North-Netherlandish painter António de Holanda, and later 

to his son, Francisco, in the early sixteenth century (see chapter 3, page 69).  

In 1512, Manuel created several new noble titles, such as “King of Arms” of Portugal, 

Algarve, and India; “Herald” of Lisbon, Ceuta, and Goa; and “Pursuivant” (an officer of the 

College of Arms) of Santárem, Tavira, and Cochim.444 Many of these titles were given to artists 

affiliated with Manuel’s court. The aforementioned António de Holanda received the title of 

Pursuivant of Tavira and King of Arms of Portugal; in 1539, he became the scribe of the nobility. 

Sculptor “Nicolas” (Nicolau de Chantarene?), who worked in Spain and Portugal, received the 

title of Herald of Goa (before 1518).445 Jorge Afonso was appointed Herald of Lisbon, in 1512, 

and in 1514, Herald of Malacca.446 A 1526 document refers to Afonso as “King of Arms.”447 A 

court painter to John II and Manuel I, a certain Afonso Gomes, to whom no paintings can be 

attributed, was a Squire of the Royal House of Aviz during an unknown period.448 Painter 

Gregório Lopes (c. 1490 – 1550), a student of Afonso who later served as court painter for King 

Manuel I and John III, was knighted in the Order of Santiago in 1520 by Jorge (George) of 

Lencastre, Duke of Coimbra (1481–1550).449 The Flemish painter Francisco Henriques, Afonso’s 

brother-in-law, became Pursuivant of Santárem, in 1508. Henriques’s family received a royal 

annuity after his sudden death in 1518 of the plague while working at the Lisbon High Court.450 

                                                      

444 Ibid. For an overview of Heraldry in Portugal, see: Franz-Paul Langhans, Manual de Heráldica 

Corporativa (Lisbon: Gabinete de Divulgação Fundação Nacional para a Alegria no Trabalho, 1956). 
445 Caetano, “Privilégio e Ofício” 55. 
446 Caetano, “The Painters and the City,” 264. 
447 Caetano, “Privilégio e Ofício,” 56. 
448 Caetano, “Jorge Afonso,” 20. 
449 Lopes received an annual salary of 6000 reais. See: Caetano, “Privilégio e Ofício,” 54. 
450 Ibid., 55. Apparently, King Manuel was so eager to finish this building, that he risked losing one of his 

court painters to one of the worst plague outbreaks that had hit the city thus far. Major plague outbreaks in 

Lisbon occurred in 1505-07, 1510, 1514, 1518, 1521–1523, and 1524–1525. See chapter 3 of Laurinda 

Abreu, The Political and Social Dynamics of Poverty, Poor Relief and Health Care in Early-Modern 

Portugal (London: Routledge Taylor & Francis Group, 2016). 
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Garcia Fernandes († 1565), an assistant of Henriques who had initially trained with 

Afonso, married Henriques’s daughter after his death and after many attempts took over his title 

of Pursuivant, in 1540.451 His petitions to earn this role deserve further exploration, as they offer 

insight into the relationship between painters and the royal household. In a letter to the king, 

Fernandes writes that the title of Pursuivant was promised to him in 1518, the same year that 

Francisco Henriques, “the best painter of the time,”452 died along with seven or eight Flemish 

assistants and seven slaves, while working at decorations for the the High Court.453 Through 

Jorge Afonso, who had recommended Fernandes to the king as the best candidate to finish the 

works at the Lisbon High Court, Fernandes agreed to marry Henriques’s daughter to preserve the 

workshop and take on the financial burdens. In return, Manuel would grant Fernandes the title of 

Pursuivant of Santárem and pay for the wedding. Fernandes, however, never received the title.454 

He made his case once more to John III in 1528, writing with the support of Garcia de Resende 

(c. 1470–1536)—poet, playwright, and private secretary of the King—and Bartolomeu de Paiva, 

overseer of the royal works.455 Manuel’s initial letter to Fernandes was lost, and John III had 

already offered the vacant position to António de Holanda. Years later, in 1540, Fernandes 

begged John III for other financial compensation, stating that he had nine children to support. 

First, he tried to become a “sealer” (selador) of the tributary and customs authority “Alfandega de 

Lisboa,” a highly profitable position, as one was paid a percentage of the taxes charged on 

imports. John III denied this request.456 Next, he tried to become an examiner of royal works, but 

                                                      

451 For an overview of the life and work of Garcia Fernandes, see: Joachim Oliveira Caetano, ed., Garcia 

Fernandes: Um Pintor do Renascimento, Eleitor da Misericórdia de Lisboa (Lisbon: Museu de São Roque, 

1998). The letters are published in Viterbo, Notícia de Alguns Pintores Portuguezes, 58–64. 
452 “O melhor oficial de pintura que naquele tempo avia”, see: Sousa Viterbo, Notícia de Alguns Pintores 

Portuguezes, 58. It is not exactly clear how “official” should be translated, perhaps as “court painter.” 
453 Caetano, “Privilégio e Ofício,” 55.  
454 Ibid., 55–56; Dalila Rodrigues, “A Pintura num Século de Excepção 1450–1550,” in Arte Portuguesa, 

Da Pré-História ao Século XX, ed. Dalila Rodrigues (Lisbon: Fubu), 121. 
455 Ibid., 121–122. 
456 Caetano, “Privilégio e Ofício,” 55–57. 
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this request was also denied, this time by Pero de Carvalho (dates unknown), who was the 

“supplier of the royal works.” Eventually, Fernandes was granted the title of Officer at Arms, 

after 1550.457  

What these documents make apparent are the various titles that artists could, and wanted 

to receive when working for the royal household and the dependence of painters on the court’s 

favour. Artists were keen to obtain noble titles in addition to positions related to the 

administrative offices of the Portuguese court, bringing both economic and statutory advantages. 

Through these titles, the court controlled the status of the artist, and to an extent, his success 

relied on the courts willingness to grant these titles to him. The documents also reveal the 

intricate web of relations and support that existed between artists. This is evidenced by Jorge 

Afonso’s intermediary role between Garcia Fernandes and the King, as well as his, and other 

artists, co-signing of Fernandes’s petitions.  

 

Jorge Afonso, his Lisbon Workshop and Network 

 Jorge Afonso played a central role within Portugal’s artistic milieu. Though documents 

related to his painting production do not survive, others inform us of his court privileges, the 

activities of his workshop, and his network. Afonso’s workshop in central Lisbon is thought to 

have been the largest in the city, perhaps even in the country, and numerous younger painters 

trained there.458 Many collaborated on large altarpiece commissions, employing a somewhat 

uniform style that referenced Netherlandish types, style, and techniques. Afonso’s network 

expanded beyond Lisbon and included artists of different disciplines, such as carpenters and 

                                                      

457 Ibid.  
458 Caetano, “Jorge Afonso,” 12. 
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sculptors. Based on the surviving documents, this group of artists was probably responsible for 

most of the courtly commissions produced in the first half of the sixteenth century. 

 

Life and Work 

Nothing is known about Jorge Afonso’s early life, nor has any documentation survived 

regarding his training. His Flemish influenced style has led some to propose that he studied in the 

Low Countries. Over the years, attempts have been made to connect him to several foreign names 

in the Antwerp guild documents, though none are convincing. De Figueiredo proposed the name 

Alfonsus de Spaengaert (the Spaniard), an apprentice of Joos de Smidt in 1486;459 Van Puyvelde 

connected him with the Hannekin Joris, documented as an apprentice in Antwerp in 1476 and as a 

master in 1493.460 Considering the proposed timeline of his career in Portugal, Caetano argued 

that a potential period of training in Flanders would have probably taken place in the 1490s, after 

which he returned to Portugal to work for the court.461 He considered it equally unlikely that 

Afonso was born in the Low Countries since no Portuguese documents exist that mention 

Afonso’s Flemish origin, in contrast to his colleague and brother-in-law, Francisco Henriques, 

whose nationality is mentioned in a number of documents. Afonso’s and Henriques’s careers at 

the Portuguese court ran parallel, which could suggest that they arrived there around the same 

time.462 While it is certainly possible that Afonso trained in the Low Countries, he could also 

have learned his painting techniques from other Netherlandish court painters; he might have 

studied Netherlandish sources to familiarize himself with typical compositions and subjects.  

                                                      

459 José da Silva Figueiredo, Os Peninsulares nas "Guildas" de Flandres (Bruges e Antuérpia) (Lisbon: 

Instituto para a Alta Cultura, 1942), 124. 
460 Leo van Puyvelde, La Peinture Flamande au Siècle de Bosch et Breughel (Paris: Elsevier, 1962), 443. 
461 Ceatano, “Jorge Afonso,” 39.  
462 Ibid. 
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Afonso’s profession as painter is first mentioned on 31 January 1504 in a contract related 

to the purchase of his house in Lisbon.463 The house was situated in the center of the city, behind 

the Dominican church and convent—where the Flemish merchant colony had their chapel and the 

House of Twenty-Four held their meetings—the present-day Rua Barros Queirós, and around the 

corner from Rossio, the main market square of Lisbon. This part of the city, close to the Rua 

Nova dos Mercadores —the largest international commercial street (see chapter 3, page 93)—was 

popular with painters.464 Afonso’s testament, made in 1540, the year of his death, informs us on 

the size and splendour of his house and adjacent workshops.465 In 1504, Afonso bought a couple 

of “knocked down houses,” which he transformed into residences that he reported as worth “a 

great deal of money.”466 The eastern and longest façade faced Rua dos Canos da Mouraria, where 

the otherwise unknown painters, Contreiras, and João and António Espinosa lived; the western 

part of the houses joined to the house of painter Gregório Lopes, his son-in-law. The front of the 

building measured seventeen meters, the eastern facade more than twenty-five. The house 

contained fifty-three rooms, a large garden (more than 260m2) with ponds, a water well with a 

carved mouth, and many trees, including large and small orange trees. The property had kitchens, 

public bread ovens, and a wood stove. The house counted more than two stories and housed 

various “shops,” which could be reached through a rectangular courtyard at the main entrance. 

Today, at least five of these shops remain, each measuring around 5m2.467 Considering their size, 

                                                      

463 Ibid., 19. 
464 In 1565, King Sebastian requested a detailed overview of the inhabitants of Lisbon by neighborhood. In 

the documents, the majority of painters are recorded to have worked in the Parishes of Saints Nicolas, 

Christopher and Justa, all located around Rossio square. See: Caetano, “The Painters and the City,” 267–

268. 
465 For a full description of the testament and the description of the house, see: Caetano, “Jorge Afonso,” 

44–47.  
466 Ibid., 44. 
467 The house of Jorge Afonso still exists, and I was fortunate to visit the property together with Joachim 

Caetano. The sixteenth-century façade on the Rua Barros Queirós and the rectangular courtyard with the 

shops, decorated with simple white marble columns, is hidden behind a nineteenth-century façade. The 

garden behind the house still contains the fountain in the center and orange trees surrounding, exactly as 
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they might have functioned as storage rooms for pigments; as will be mentioned below, Afonso 

was involved in the pigment trade. In 1526, Afonso’s property was estimated at 30,000 reais; 

triple the amount of the annual salary he received for his services at court.468 

In 1508, Jorge Afonso was appointed court painter to Manuel I. Afonso’s privileges 

included “all liberties that came with his profession as court painter and were similar to those that 

were previously appointed,”469 suggesting that he might have worked for the court prior to that 

year. Like court painters elsewhere in Europe, those at Manuel’s court worked on a variety of 

projects, such as the production of banners, tapestry designs, and altarpieces. The only surviving 

documents recording Jorge Afonso’s artistic production are related to these types of 

commissions.470 A 1515 document refers to his production of the flags or banners for the 

expedition to Mamorá and the reception of Prester John, the legendary Christian ruler of the East, 

popularized in medieval chronicles and traditions as a hoped-for ally against the Muslims.471 He 

also assisted in the production of a retable of textile and golden woodwork for the Church of 

Conception in 1519.472 

In the same year as his appointment, Jorge Afonso also became the “examiner and 

overseer of all paintings,”473 a position that was renewed in 1529 by John III. In 1519, Afonso 

inspected the paintings by Bartolomeu Fernandes (dates unknown) in the choir of the church of 

Saint Anthony is Lisbon, completed the previous year. In 1525, he examined the retable for the 

                                                      

described in the document. The ovens are also intact. A number of smaller rooms along one side of the 

garden might have functioned as the workshop or pigment shops. 
468 Luís Reis-Santos, Jorge Afonso (Lisbon: Artis, 1966), 6–7; Caetano, “Jorge Afonso,” 47. 
469 “Todos of privilegios e liberdades que ham e sepre tiveram os semelhantes nosos oficiais e de todos of 

reis passados.” See: A.N.T.T., Chancelaria de D. Manuel, L 5, fl. 8v, published by Viterbo, Notícia de 

Alguns Pintores Portuguezes, 91. 
470 Reis-Santos, Jorge Afonso, 6–7. 
471 Charles E. Nowell, “The Historical Prester John,” Speculum 28, no. 3 (1953): 435–45. 

doi:10.2307/2847020. 
472 Reis-Santos, Jorge Afonso, 6–7. 
473 “examinador e vedor de todas as obras de pyntura,” see: Viterbo, Notícia de Alguns Pintores 

Portuguezes, 11–12. 
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Chapel of Our Lady of Joy in the Saint Francis convent in Lisbon, painted by his former student, 

Gregório Lopes and with a frame gilded by painter Jorge Leal.474 As mentioned, Afonso obtained 

the positions of Herald of Malacca, Herald of Lisbon, and King of Arms, unique titles for a 

craftsman which, together with his annual salary of 10,000 reais—double the amount of Afonso 

Gomes, one of Afonso’s predecessors—attests to his favoured position at court.475 

Afonso’s salary did not include payments for his work outside the noble sphere, nor did it 

include the 1% revenue of the sale of the blue pigment azurite, mined in Aljustrel, which he 

received after 1521.476 Due to the increased demand for artworks, pigments were sought after in 

Portugal. Since 1500, all cargoes of blue and red dyes, painter’s chalk, lac, and gold or silver leaf 

and “all the things from which dyes or paintings are made,” were taxed to augment the income of 

the court.477 In 1552, João Brandão remarked that among the various goods that entered through 

customs, mercury, vermillion, and brushes, arrived in especially large quantities.478  

The court occasionally provided painters with special privileges related to the receipt of 

pigments. Alvaro Pires (active 1510–1539), court illuminator to Manuel I and John III, for 

example, was granted permission to collect alum, a necessary compound for making lake 

pigments.479 The refinement and milling of pigments was one of the activities in Jorge Afonso’s 

                                                      

474 Caetano, “Jorge Afonso,” 57–58.  
475 The salary was paid for by the Casa da Mina, the most important economic institute in Portugal that 

managed all the overseas territories. See: Caetano, “Jorge Afonso,” 71. 
476 Ibid., 71. 
477 The list includes anil, cochineal, azurite, cinnabar, cudbear, madder, jet, gall, painter’s chalk, and lac, 

and are mentioned in the Lisbon Charter of 1500, see: Caetano, “The Painters and the City,” 264. Before 

the eighteenth century, painting materials could be bought from druggists in Lisbon and a few other cities. 

Most materials were imported though the markets in the Netherlands, and to a lesser extent England, and 

Genoa; rare pigments or those of exceptional quality were sometimes purchased directly abroad. Besides a 

limited number of natural pigments and the azurite from the Ajustrel mines, not many pigments had a 

national origin. See: António João Cruz, “A Proveniência dos Pigmentos Utilizados em Pintura em 

Portugal antes da Invenção dos Tubos de Tintas: Problemas e Perspectivas”, in Vítor Serrão, Vanessa 

Antunes, and Ana Isabel Seruya, As Preparações na Pintura Portuguesa, Séculos XV e XVI (Lisbon: 

Torreana, 2013), 297–306. 
478 Caetano, “The Painters and the City,” 264. 
479 Manuel Batoréo, Pintura Portuguesa Do Renascimento. O Mestre Da Lourinhã (Casal de Cambra: 

Caleidoscópio, 2004), 11. 
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workshop; he received the position of “refiner” (afinador)—judge of the quality of pigments—at 

an unknown date from Manuel. This title might have been part of his position as inspector of the 

royal works.480 In 1521, the same position was given to a painter from Beja, Francisco das Aves 

(dates unknown), when Afonso obtained the post of “receiver of the blue (pigment) from the 

mines of Aljustrel.”481 According to Caetano, the latter position was created by the royal 

household to find an alternative to the import of the expensive pigment azurite, and the even more 

expensive lapis lazuli, as the increasing painting production in Portugal required large amounts of 

these materials.482 Afonso also provided red lead for the works at the Charola (rotunda) of the 

Convent of Christ in Tomar in the early decades of the sixteenth century. Apparently, his 

workshop played an important role in the trade of pigments, which might have been stored in the 

little shops as referred to in the description of his house, aided by Afonso’s positions at the court 

and his access to these materials.483 

No documents exist regarding Afonso’s own painting production; the attribution of 

altarpieces to Afonso and his workshop depend on their production dates and placement in 

royally commissioned churches. Crucial in the establishment of his oeuvre was the discovery of 

the date ‘1515’ on a section of a panel depicting the Christ Appearing to the Virgin, part of the 

altarpiece that hung in the Madre de Deus convent (fig. 4.24).484 The exact number of panels of 

                                                      

480 Caetano, “The Painters and the City,” 264. 
481 Rodrigues, “A Pintura num Século de Excepção 1450–1550,” 6: 83; Caetano, “Jorge Afonso,” 71. I 

emailed with António João Cruz, professor in chemistry and art restoration at the University of Tomar to 

discuss the possibility to differentiate the azurite mined in Aljustrel and in other regions. It would be 

interesting to find out whether Jorge Afonso specifically used azurite from Aljustrel for his own 

production. Until this day, he has not been allowed to take samples for this purpose. António João Cruz, 

email to author, February 28, 2016. 
482 Caetano, “The Painters and the City,” 264. 
483 Ibid. 
484 This section of the painting was removed from the altarpiece and added to a different painting at a later 

date. Once it was connected to the Madre de Deus Altarpiece, the whole work was attributed to Jorge 

Afonso, as he was the most prominent royal painter in 1515. The date was discovered by restorer João 

Couto, see: João Couto, "A Data num Painel da Madre De Deus." Boletim dos Museus Nacionais de Arte 

Antiga 3 (1940): 129–130. 
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this altarpiece is unknown, although the MNAA houses seven panels that are believed to belong 

to it. Six panels depict scenes from the Life of the Virgin (the Annunciation, the Adoration of the 

Shepherds, the Adoration of the Magi, the Ascension, Christ Appearing to the Virgin Mary, and 

the Assumption of the Virgin), and one features an episode related to the Order of Saint Clare (the 

Presentation of the Rule to Saint Clare) (4.5a–4.5b).485 The initial church of the convent was 

small (see chapter 6, page 266), and the almost life-size figures must have had a great impact on 

the nuns, who prayed in close proximity to the works.486 

The Setúbal Altarpiece (fig. 4.6) also hung in a royally founded convent church, a part of 

the Clarisse Convent of Jesus. Painted in a similar style but of overall higher quality, it was 

attributed to Afonso and dated c. 1520, thus around five years after he completed the Madre de 

Deus Altarpiece. This attribution is accepted by most Portuguese authors.487 The altarpiece 

probably consisted of fourteen or fifteen panels; the fourteen that survived depict scenes from the 

Passion, the life of Christ, and four scenes related to the Order of Saint Francis (see chapter 6, 

page 262). The latter four panels, the Appearance of the Angel to Clare, Agnes, and Colette; 

Saints Bonaventura, Anthony, and Bernard of Sienna; the Martyrdom of the Moroccan Saints; 

and Saint Francis Receiving the Stigmata, might reveal a direct link between Afonso and his 

brother-in-law, Francisco Henriques. The latter’s altarpiece for the Saint Francis Church in Évora 

included three of the four scenes (the Martyrdom of the Moroccan Saints, Saints Bernard of Siena 

and Anthony, and Saints Bonaventura and Louis of Toulouse) among its sixteen panels (figs. 

4.25a–4.25b). The Martyrdom of the Moroccan Saints is an uncommonly depicted subject closely 

                                                      

485 The surviving panels hang in a gallery of the MNAA; their composition is based on a proposal by 

Joaquim Caetano. The Presentation of the Rule to Saint Clare is located in the same room but hangs on a 

different wall.  
486 On the initial layout of the Madre de Deus convent and church, see: Alexandra Pais and Alexandra 

Curvelo, “Memórias da Fogueira: The Primitive Convent of Madre de Deus,” in Casa Perfeitíssima, 337–

338. 
487 For a discussion on Afonso’s attributed oeuvre and overview of the main contributions, see: Caetano, 

“Jorge Afonso,” 91–116. 
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related to Portuguese culture, reminding the Portuguese of their fight against the enemies of the 

Christian faith (see chapter 6, page 264). As both altarpieces were royal commissions, it has been 

suggested that Afonso was asked to use some of these Franciscan narratives from Henriques’s 

altarpiece for the Setúbal Altarpiece.488 

In addition to these two large altarpieces, Jorge Afonso might have collaborated with 

Francisco Henriques and some of his students on the panels of the Charola (rotunda) of the 

Convent of Christ in Tomar (figs. 4.26a–26b).489 Commissioned by Manuel around 1510 and 

completed after 1520, these panels formed part of a decoration campaign including murals, 

paintings, and sculptures; the latter executed by Flemish sculptor Olivier of Ghent, Spanish 

sculptor Fernão Muñoz (c.1480–c. 1550), and their workshops. The renovation of the Charola is 

considered one of Manuel’s most important projects and it is believed that he would have asked 

his court painters to execute the panels.490 In total, twelve panels of the Life of Christ form the 

second register of the Charola: six panels and a fragment have survived. The restorers of the 

                                                      

488 Joaquim Caetano, in conversation with the author, 19 June 2017. If this was indeed the case, we might 

be able to suggest what was depicted on the missing fourth panel in the Saint Francis Altarpiece. Based on 

the Setúbal Altarpiece, it might have depicted Saint Francis receiving the Stigmata. The panel could have 

been based on Jan van Eyck’s version, which might have been in Portugal around that time (see chapter 3). 

An alternative source of inspiration might have been an engraving of the Master of E.S., depicting Saint 

Francis Receiving the Stigmata. Alternatively, based on the additional scene of the Presentation of the Rule 

to Saint Clare in the Madre de Deus Altarpiece, the altarpiece could also have included an Approval of the 

Rule of the Order of the Franciscans. This would be interesting in context of our interpretation of the 

Appearance of the Angel to Saints Clare, Colette, and Agnes (see chapter 6), possibly pointing to a similar 

meaning, namely, that of the receiving of the rules of the order. For a discussion on the missing fourth 

panel, see: http://www.matriznet.dgpc.pt/MatrizNet/Objectos/ObjectosConsultar.aspx?IdReg=248475. 

Accessed 18 May 2017. 
489 The Charola is located within the walls of the Castle of Tomar, which dates back to 1170. The castle is 

closely linked to the origins of the Portuguese Kingdom and the Order of the Templars (which later became 

the Order of Christ). The architecture is a mixture of Romanesque and Gothic, and decorated with 

Manueline elements. The Charola served as a private oratory for the knights and later for Manuel I. On the 

history and restauration of the Charola in Tomar, see: Manuel Lacerda, Luís Urbano Afonso, and Ana 

Carvalho Dias, A Charola Do Convento De Cristo. História e Restauro (Lisbon: Direção-Geral do 

Património Cultural, 2014). 
490 Lacerda, Urbano Afonso, and Carvalho Dias, A Charola Do Convento De Cristo. História e Restauro; 

Rodrigues, “A pintura no Período Manuelina. O Primeiro Ciclo da Pintura Portuguesa do Renascimento,” 

2: 216–218. 
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panels have noted that the scenes differ in their overall quality. The panels hang very high in the 

Charola; which is probably the reason that upon first inspection, there seems to be less attention 

to detail compared to the Setúbal Altarpiece.491  

Some authors connect Afonso’s workshop to the twelve-panel altarpiece in the Cathedral 

of Funchal on the Madeira Islands (fig. 4.2).492 Commissioned by Manuel I between 1512–1517, 

it is the only altarpiece that remains in its original location and sculpted frame, which was made 

by Olivier of Ghent and his workshop. The panels have been variously attributed to Francisco 

Henriques, the Master of Lourinhã, and the Afonso workshop, which reaffirms the difficulty 

differentiating individual artists in the production of large altarpieces.493 The Assumption of the 

Virgin is most closely linked to Afonso given the parallels in composition and background colour 

between this panel and those in the Madre de Deus, Setúbal, and Ferreirim altarpieces.494 Further, 

the overall arrangements of the figures and their surroundings in the Annunciation and Nativity, 

are also quite close (compare figs. 4.5; 4.6; 4.27–4.30).495 A large restoration campaign was 

carried out between 2014–2016; it remains to be seen if the forthcoming catalogue will provide 

more insight into possible collaboration among these masters.496  

 

                                                      

491 Interestingly, tempera was found in some of the panels. Ibid. 
492 Caetano, “Jorge Afonso,” 108–109. 
493 Ibid.  
494 Ibid., 175. 
495 For some images and a general introduction on the altarpiece, as well as its carved frame, see the 

unpublished article by Vitor Serrão on www.academia.edu: “A Diocese do Funchal na História da Arte em 

Portugal: a pintura quinhentista.” Pdf.  
496 Some articles were published during the restoration campaign, discussing the collaborative project, 

methodology, etc. See, for example: S. Gomes, C. Ferreira, G. Nascimento, L. Piorro, A. Cardoso, A. 

Candeias, and M. Lorena, “Identification and Removal of Nonoriginal Layers in the 16th Century Paintings 

of Funchal's Cathedral Altarpiece,” Color Research & Application 41, no. 3 (June, 2016): 283–288, 

http://doi:10.1002/col.22027. 
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Network 

Caetano has offered a reconstruction of Jorge Afonso’s central role in a network of artists 

active throughout Portugal in the first half of the sixteenth century.497 A diagram (table 4.1) 

reveals Afonso’s connections to painters, sculptors, and carpenters many of whom were members 

of his family. Given the size and complexity of altarpiece commissions, this group would have 

intensely collaborated. Their success lay in their ability to produce works in a relatively uniform, 

coherent style, largely disguising the various hands. Afonso trained several of these painters who, 

afterwards, became independent masters and married into his family. One can imagine that 

Afonso used his position as a court painter and examiner of the royal works to help artists from 

his network receive courtly commissions. 

It is unknown whether Jorge Afonso came from a family of artists; two painters to John II 

and Manuel I, Fernando Afonso (active in Santarém,), and Afonso Gomes, Squire of the Royal 

House, could have been related to Afonso based on their names.498 Afonso’s siblings were also 

connected to the court: his brother, Afonso Gonçalves, acted as a royal carpenter as well as 

master carpenter at the shipyards. His salary, 12,000 reais, was higher than that of Afonso, 

suggesting his success as well as the importance of carpenters for the Portuguese court.499 One of 

their sisters married Pedro Anes, a carpenter at the royal palace in Coimbra. As previously 

mentioned, the other sister, whose name is unknown, married court painter Francisco Henriques. 

These lineages demonstrate the social prestige and network connections of the family.500 

                                                      

497 Based on Viterbo’s archival research, Joachim Caetano was able to study this network in-depth in his 

dissertation and later publications, see, for example: “Lisboa, A Grande Oficina,” in Primitivos 

Portugueses, 200–227; “Jorge Afonso,” and “The Painters and the City,” 70–77; 263–269.  
498 Dates of the painters unknown. Caetano, “Jorge Afonso,” 54; Viterbo, Notícia de Alguns Pintores 

Portuguezes, 4; 78–79.  
499 Caetano, “The Painters and the City,” 265. 
500 Dates of painters unknwon. Ibid. 
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Although not active in Afonso’s workshop himself, Francisco Henriques probably arrived 

in Portugal around 1500 and lived in Lisbon where he set up his own workshop. It is unknown 

how Afonso and Henriques met; based on Afonso’s familiarity with compositions and techniques 

used by early Netherlandish painters, it has been suggested that they became acquainted in 

Bruges or Antwerp during their training. If this is indeed the case, it might have been Afonso who 

encouraged Henriques to move to Portugal and work for the court.501 As mentioned, while 

nothing definitive is known of their working relationship, it has been suggested that they 

collaborated on projects, based on visual evidence in the Funchal Altarpiece and panels for the 

Charola in Tomar. 

In contrast to Afonso’s work, some of Henriques’s activities in Portugal are 

documented.502 His earliest surviving recorded commission concerns the Saint Francis Altarpiece 

(figs. 4.25a–4.25b); he also worked on the decoration of banners for the 1518 entry of Manuel’s 

third wife, Eleanor of Austria.503 Around 1510, Henriques received the commission for the 

painting(s) for the High Court in Lisbon. Some of Afonso’s former students, Garcia Fernandes, 

                                                      

501 Some authors have suggested that Henriques came to Portugal together with a group of Flemish painters 

to work on the Évora Altarpiece (see chapter 5) and that they might have arrived from Castile instead of 

Flanders, attracted by the rapidly growing artistic climate in Portugal. See: Fernando António Baptista 

Pereira and José António Falcão, “Francisco Henriques, Percurso Biográfico e Caracterização da Obra,” in 

Francisco Henriques: Um Pintor em Évora no Tempo de D.Manuel I, ed. António Camões Gouveia 

(Évora: Câmara Municipal de Évora, 1997), 35.  
502 Attempts have been made to identify his production outside of Portugal. For example, Weniger 

suggested that Francisco Henriques might also have been involved in the Andrea della Costa Altarpiece in 

the Church of San Lorenzo della Costa near Santa Margherita Ligure in Italy. According to its inscription, 

it was painted in Bruges in 1499. Per Weniger, the altarpiece could have been painted by Henriques before 

he departed to Portugal. This attribution was initially proposed by Reynaldo dos Santos but I did not find 

much following from other authors. Although the style of the Andrea della Costa Altarpiece is somewhat 

reminiscent of Henriques’ work, there are differences in the modelling and the panels lack certain typical 

features of the painter. The three panels do bear witness to contacts with Gerard David, be it in a different 

manner than the panels in the Évora Altarpiece. This resemblance was one of the reasons to connect 

Henriques to the production of the Évora Altarpiece. At this point in time, no additional (technical) 

examination has been carried out on the Andrea della Costa Altarpiece which could assist in the attribution 

of the painting. See: Weniger, Provost and Portugal, 51, note 6.; Baptista Pereira and Falcão, “Francisco 

Henriques,” 42. 
503 Baptista Pereira and Falcão, “Francisco Henriques,” 39. 
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Cristóvão de Figueiredo and Gregório Lopes, worked with Henriques and continued the project 

when Henriques died in 1518.504 Nothing is known about the physical appearance or iconography 

of these works as the building was destroyed in the 1755 earthquake; however, all but one of the 

sixteenth panels of the Saint Francis Altarpiece survive. In a report dated 7 March 1503, Manuel 

is informed by a supervisor of the works on the Saint Francis cathedral that “being all done, they 

paved the church and did the altarpieces and like things.”505 Henriques is not mentioned here, but 

his name is linked to the altarpiece six years later. Álvaro Velho, another supervisor, wrote in a 

letter from 5 January 1509, that he was asked to prepare sleeping arrangements for Henriques and 

presumably for his assistant, or another master, who were in Évora to work on the paintings.506  

A 1508 contract attests to the work of court sculptor Olivier of Ghent, who was hired to 

enlarge the carved structures of the polyptych. Two master carpenters, Garcia Leal and José Leal, 

inspected the work the same year and summarize its near-completion in their report.507 The 

altarpiece must have been largely finished by 1510, as Manuel wrote in a letter dated 26 July of 

that year that he wished the carvings to be polychromed, “richly, as Francisco Henriques said the 

Lisbon one should be painted, and as they paint them in his land, to match the altarpiece.”508 

These documents connect Henriques to the Saint Francis Altarpiece and the Lisbon High Court 

and also reiterate the close collaboration between artists within courtly circles, as well as the 

preference for Netherlandish paintings. Further, they also reveal Manuel’s close personal 

involvement in and control over these commissions.  

                                                      

504 Ibid.  
505 “ estanno [sic] todo fizeram ladrilhar a igreja, e os retavolos, e assy outras cousas.” Ibid., 36. 
506 “Mandamos-vos que alugueis duas camas de roupa pera Francisco Henriques, pintor, e lh’ as pagueis 

emquanto for ocupado na obra dos retábulos de S. Francisco.” Ibid., 37. 
507 Ibid., cat. nr. 16: 104. 
508 “rico, como Francisco Anriques diz que ha de pintar o de Lisboa, e como os pintam em sua terra, pera 

corresponder com o retabulo.” Ibid., 37. 
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Garcia Fernandes was one of at least two of Afonso’s former apprentices that worked in 

Henriques’s workshop after his training.509 After Henriques’s death, Fernandes continued to work 

on the Lisbon High Court with two other former students of Afonso, Cristóvão de Figueiredo and 

Gregório Lopes.510 They might have continued to collaborate on large commissions; between 

1533–1534, they presumably worked together on the Ferreirim Altarpiece.511 Due to their ability 

to work in a very coherent style, scholars have great difficulty assigning separate sections to any 

one of the artists. As such, they are commonly referred to as the “Masters of Ferreirim.”512  

Gregório Lopes married one of Afonso’s daughters, Isabel Jorge.513 From 1521 onwards, 

he held the position of royal painter and produced several altarpieces for the court. He 

presumably inherited Afonso’s workshop after the latter’s death, in 1540.514 In 1513, when Lopes 

bought a house behind the Church of Santa Maria de Escada from the mason Diogo Gil and his 

wife, Ines Goncalves; the sale was witnessed by painters Miguel Nunes and Jorge Leal. A year 

                                                      

509 On Garcia Fernandes’s life and activities, see for example: Vitor Gaspar, A pintura quinhentista do 

Convento de Santo António de Ferreirim: Parceria dos Mestres: Cristóvão de Figueiredo, Garcia 

Fernandes e Gregório Lopes (Lamego: Direção Regional de Cultura do Norte/Vale do Varosa, 2015); 

Joaquim Oliveira Caetano, “Lisboa, A Grande Oficina,” in Primitivos Portugueses, 200–227; Dalila 

Rodrigues, “A Pintura num Século de Excepção 1450–1550,” in Arte Portuguesa, Da Pré-História ao 

Século XX, 120–127; Joaquim Oliveira Caetano, Garcia Fernandes: Um Pintor do Renascimento, Eleitor 

da Misericórdia de Lisboa (Lisbon: Museu São Roque, 1998). 
510 On Cristóvão de Figueiredo’s life and activities, see for example: Gaspar, A pintura quinhentista do 

Convento; Caetano, “Lisboa, A Grande Oficina,” 200–227; Rodrigues, “A Pintura num Século de 

Excepção, 89–95; Luís Reis-Santos, Cristóvão de Figueiredo (Lisbon: Artis, 1960). 
511 Caetano, Garcia Fernandes: Um Pintor do Renascimento, Eleitor da Misericórdia de Lisboa, 23–27; 

30. In 1540, Fernandes himself made an inventory of some of his most important works, including panels 

made for Coimbra, Leiria, Montemor, the Lisbon High Court, Évora, Saint Eloy in Lisbon, and for India. 

This has assisted in the attribution of his oeuvre.  
512 For a discussion on use of materials in the paintings attributed to the Ferreirim Masters, see: M.J. 

Benquerença, N. F. C. Mendes, E. Castellucci, V. M. F. Gaspar, and F. P. S. C. Gil, “Micro-Raman 

spectroscopy analysis of 16th century Portuguese Ferreirim Masters oil paintings,” Journal of Raman 

Spectroscopy, 40:12 (2009): 2135–2143. 
513 On Gregório Lopes’s life and work, see for example: Gaspar, A pintura quinhentista; Caetano, “Lisboa, 

A Grande Oficina,” 200–227; Rodrigues, “A Pintura num Século de Excepção,” 112–120; José Alberto 

Seabra Carvalho, Gregório Lopes (Lisbon: Edicoes Inapa, 1999); Ana Isabel Seruya dir., Estudo da Pintura 

Portuguesa: Oficina de Gregório Lopes. Actas Seminário Internacional (Lisbon: Instituto de José de 

Figueiredo, 1999); Joaquim Oliveira Caetano, “Gregório Lopes: Pintor Régio e Cavaleiro de Santiago,” in 

As Ordens Militares em Portugal; Luis Reis-Santos, Gregório Lopes (Lisbon: Artis, 1949). 
514 Caetano, “Jorge Afonso,” 38. 
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later, when he was already married, he purchased another house adjacent to Afonso’s and set up 

his own workshop.515 The latter purchase was witnessed by painters Pero Vaz, Garcia Fernandes, 

and Gaspar Vaz.516 Besides his collaboration on the works for the Lisbon Court and perhaps the 

Ferreirim Altarpiece, Lopes painted the altarpiece for the monastery of Saint Francis of the City 

in Lisbon, together with Jorge Leal, in 1525.517 The work was valued by Jorge Afonso and painter 

Antão Leitão at 66,000 reais.518 One of Lopes’s sons, Cristovão, also became a painter, and 

probably trained in his father’s workshop.519 

Jorge Afonso’s nieces Isabel and Ana also married artists. Isabel married the French 

sculptor João Ruão (Jean de Rouen; c. 1500–1580), active in Coimbra and considered a 

prominent sculptor of the Portuguese Renaissance.520 Ana married Cristovão de Figueiredo, who 

was hired as the personal painter of Cardinal Prince Afonso (1509–1540), son of Manuel I, and 

occasionally replaced Jorge Afonso as an overseer of the royal works after 1515. He lived in the 

same parish in Lisbon.521 De Figueiredo worked in Coimbra for a number of years, where he is 

documented to have produced three altarpieces for the Church of the Holy Cross, commissioned 

by Manuel in 1520—the year before his death—and finished in the 1530s.522 

Garcia Fernandes, Gregório Lopes, and Cristovão de Figueiredo not only married three 

nieces and collaborated on altarpiece commissions, they were also good friends. In 1519, during 

their work on the High Court in Lisbon, the three painters were forced to share a space with a 

                                                      

515 Ibid. 
516 Viterbo, Notícia de Alguns Pintores Portuguezes, 66; Luís Reis-Santos, Estudo de Pintura Antiga 

(Lisbon: Artis, 1943), 254–255. 
517 It is unknown whether Jorge Leal also received training in Afonso’s workshop. 
518 At the end of the sixteenth century, it was moved to another monastery. For documents related to the 

commission, see: Viterbo, Notícia de Alguns Pintores Portuguezes, 104–109 
519 Ibid. 
520 For an overview of his life and work, see: Nelson Borges Correia, and Annick Barral, João de Ruão, 

Escultor de Renascença Coimbrã / Jean de Rouen, Sculpteur de la Renaissance à Coĭmbre (Coimbra: 

Instituto de Historia da Arte, 1980). 
521 Caetano, “The Painters and the City,” 265–266; Viterbo, Notícia de Alguns Pintores Portuguezes, 66–

67. 
522 Gaspar, A pintura quinhentista, 10–11. 
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fourth individual, painter André Gonçalves, who was working on a now-lost altarpiece depicting 

Saint George. Apparently, they were greatly dissatisfied with this arrangement and in a letter, 

they forced Bartolomeu de Paiva, manager of the royal works, to relocate Gonçalves to another 

room along with the carpenter of the panels.523 Further, in a 1539–1540 testimony, De Figueiredo 

refers to Fernandes as “his companion and friend with whom he eats and drinks.”524 

In addition to a group of painters that were active in Lisbon, Jorge Afonso’s network also 

included the main painter of Viseu, Grão Vasco (see chapter 2, page 18). In 1515, Vasco was in 

Lisbon to witness Afonso’s purchase of a house; an indication that they knew each other well. 

Gasper Vaz (c 1495–1569), a native of Viseu, trained in Afonso’s workshop; he later returned to 

Viseu where he had a successful career.525 Together with Grão Vasco, Vaz worked on some 

paintings for the episcopal palace of Viseu, dated c. 1535.526 It is to be expected that Vaz brought 

his skills acquired in Lisbon to Viseu and disseminated them among local painters there. Grão 

Vasco probably also knew Francisco Henriques, and some authors see the Viseu Altarpiece 

(1508–1512) as a collaboration between these two painters (fig. 4.31).527 

 

 

The artists in Jorge Afonso’s network played a prominent role in Portugal’s artistic milieu in the 

first half of the sixteenth century. While evidence of other such networks might have been lost, 

this web of artists appears to be unique in Portugal. Based on surviving documents, they were the 

main producers of large, multi-paneled altarpieces destined for churches and cathedrals, 

                                                      

523 Caetano, “Jorge Afonso,” 54; Viterbo, Notícia de Alguns Pintores, 86. 
524 “sam compadres e amjgos e companheyros em as obras que ffazem e comem e bebem amos.” Cited in: 

Caetano, “Privilégio e Ofício,” 58; Viterbo, Notícia de Alguns Pintores Portuguezes Portuguezes, 62–63. 
525 Rodrigues, Grão Vasco, 90–93. 
526 Ibid., cat. nr. 17–22. 
527 See: Dagoberto Markl, “Francisco Henriques e o Mestre do Retábulo da Sé de Viseu: Fontes Comuns,” 

in Francisco Henriques, 53–61. 
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commissioned by the Portuguese nobility and inspired by Spanish examples. It appears these 

artists were considered the best of their generation: their economic advantages and social prestige 

signal their success and favoured position at court. In studying the network around Afonso, we 

can begin to understand how a hierarchy of artists developed in sixteenth-century Portugal.  

The collaboration among master painters has been recorded in the Low Countries and it 

also seems to have occurred commonly among artists active on the Iberian Peninsula; surely, the 

production of large-scale altarpieces necessitated multiple hands. In Portugal, their connection to 

one familial network likely enabled them to collaborate closely and ensure enough stylistic 

coherence. The artists’ knowledge of Netherlandish compositions and techniques, preferred by 

their patrons, and noted in some contracts, can be explained through Afonso’s relationship with 

Netherlandish painters, exposure to Netherlandish paintings, or potential training in the Low 

Countries. Through his connections, he appears to have helped to disseminate the styles of the 

Low Countries throughout Portugal.  

Some individual studies concerned with the painting production in Afonso’s network are 

available, yet they await a more comprehensive analysis. This would allow us to observe overall 

similarities and differences in working methods. Technical examination such as infrared 

reflectography, x-radiography, and pigment analysis, could provide further information about the 

interrelationship between prints and painting practice, modes of collaboration, development and 

use of shop models, and the impact of the presence of Netherlandish painters among this group of 

artists. If we consider the Madre de Deus Altarpiece and the Setúbal Altarpiece as the core works 

produced in Afonso’s workshop, it would be worth comparing them with those altarpieces 

produced by former students and colleagues. This might, in turn, allow us to more clearly define 

the prominent place of Jorge Afonso in the artistic milieu in Portugal during its most productive 

and prosperous period.  
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Fig. 4.1 Olivier of Ghent and Jean d’Ypres, Saint Lukas Paints the Virgin, c. 1500, 
 polychromed wood, Cathedral of Coimbra, Coimbra. (Source: Ana de Castro Henriques ed., 
 Primitivos Portugueses, 1450-1550, O Século de Nuno Gonçalves (Lisbon: Museu Nacional 
 de Arte Antiga, 2010), 69.)
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Fig. 4.2 Anonymous, Funchal Altarpiece, 1512–1517, oil on wood, Cathedral of Funchal, Funchal.
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Fig. 4.3b Vasco Fernandes (Grão Vasco), Lamego Altarpiece (installed at Museu de Lamego),
   1506–1511, oil on wood, Museu de Lamego, Lamego, inv. nrs. 14–18.

Fig. 4.3a Vasco Fernandes (Grão Vasco), Lamego Altarpiece (reconstruction), 1506–1511, oil on wood, 
  Museu de Lamego, Lamego. (Source: Fernando António Baptista Pereira, “Imagens e 
  Histórias de Devoção, Espaço, Tempo e Narrativa na Pintura Portuguesa do Renascimento 
  (1450-1550),” (PhD diss., University of Lisbon, 2001), 73.)
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Fig. 4.4  Attributed to Cristovão de Figueiredo, Gregório Lopes, and Garcia Fernandes, Ferreirim Altarpiece,
 c. 1533, oil on chestnut, c. 128 x 91 cm (individual panels), Church of the Monastery of Saint 
 Anthony of Ferreirim, Lamego. (Source: Ana de Castro Henriques ed., Primitivos Portugueses,
 1450-1550, O Século de Nuno Gonçalves (Lisbon: Museu Nacional de Arte Antiga, 2010), 246.)
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Fig. 4.5  Attributed to Jorge Afonso and workshop, Madre de Deus Altarpiece (reconstruction and 
 installation at the MNAA), c. 1515, oil on wood, Museu Nacional de Arte Antiga, Lisbon, inv. nrs.
 1278 Pint; 1279 Pint; 1288 Pint; 1289 Pint; 1632 Pint; 2095 Pint; 2096 Pint; 2174 Pint. 
 (Source: Dagoberto Markl and Fernando António Baptista Pereira, “O Renascimento,” 
 vol. 6 of História da Arte em Portugal (Lisbon: Publicações Alfa), 134; © Author.)
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Fig. 4.6  Attributed to Jorge Afonso and workshop, Setúbal Altarpiece (reconstruction), after 1515 (?),
 oil on wood, Museu de Setúbal/Convento de Jesus, Setúbal. © Fernando António Baptista Pereira
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Fig. 4.9   Attributed to Jorge Afonso and workshop, Adoration of the Magi (part of the Setúbal Altarpiece),   
   after 1515 (?), oil on wood, 195.5 x 109 cm, Museu de Setúbal/Convento de Jesus, Setúbal,
  inv. nr. MS/CJ 4/PR4. © Museu de Setúbal
Fig. 4.10 Martin Schongauer, Adoration of the Magi, fi fteenth century, engraving.

Fig. 4.7  Attributed to Jorge Afonso and workshop, Adoration of the Magi (part of the Madre de Deus 
 Altarpiece), c. 1515, oil on wood, 170 x 205 cm, Museu Nacional de Arte Antiga, Lisbon, 
 inv. nr. 1289 Pint. © DGPC  
Fig. 4.8  Albrecht Dürer, Adoration of the Magi, 1503, woodcut.
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Fig. 4.13 Master of Frankfurt and workshop, Christ Carrying the Cross, c. 1515–1520, oil on wood, 
  156 x 41 cm, Koninklijk Museum voor Schone Kunsten, Antwerp, inv. nr. 568.
Fig. 4.14 Attributed to Jorge Afonso and workshop, Christ Nailed to the Cross (part of the Setúbal 
  Altarpiece), after 1515 (?), oil on wood, 195 x 109 cm, Museu de Setúbal/Convento de Jesus, 
  Setúbal, inv. nr. MS/CJ 9/PR9. © Museu de Setúbal

Fig. 4.11 Attributed to Jorge Afonso and workshop, Christ and Veronica (part of the Setúbal Altarpiece), 
  after 1515 (?), oil on wood, 196 x 111 cm, Museu de Setúbal/Convento de Jesus, Setúbal, 
  inv. nr. MS/CJ 8/PR8. © Museu de Setúbal
Fig. 4.12 Martin Schongauer, Christ Carrying the Cross, fi fteenth century, engraving.
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Fig. 4.17 Jan Provoost, Virgin in Glory, 1524, oil on canvas, 203 x 151 cm, Hermitage, St. Petersburg.
Fig. 4.18 Albrecht Dürer, Assumption and Coronation of the Virgin (part of the Life of the 
  Virgin Series), 1503, woodcut.

Fig. 4.15 Attributed to Jorge Afonso and workshop, Assumption of the Virgin (part of the Madre de Deus   
  Altarpiece), c. 1515, oil on wood, 164 x 140 cm, Museu Nacional de Arte Antiga, Lisbon, 
  inv. nr. 1279 Pint. 
Fig. 4.16 Attributed to Jorge Afonso and workshop, Assumption of the Virgin (part of the Setúbal 
  Altarpiece), after 1515 (?), oil on wood, 225 x 156 cm, Museu de Setúbal/Convento de Jesus, 
  Setúbal, inv. nr. MS/CJ 6/PR6. © Museu de Setúbal
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Fig. 4.23 Attributed to Cristovão de Utrecht, Assumption of the Virgin, fi rst quarter of the sixteenth 
  century, oil on wood, Museu Municipal Leonal Trindade, Torres Vedras, inv. nr. 33.
Fig. 4.24 Attributed to Jorge Afonso and workshop, detail of the Appearance of Christ to the Virgin 
  (part of the Madre de Deus Altarpiece), c. 1515, oil on wood, 203 x 203 cm, Museu Nacional de   
  Arte Antiga, Lisbon, inv. nr. 1632 Pint. © DGPC.

Fig. 4.21 Anonymous, Assumption of the Virgin (part of the Funchal Altarpiece), 1512–1517,
  oil on wood, Cathedral of Funchal, Funchal.
Fig. 4.22 Attributed to Gregório Lopes, Assumption of the Virgin, fi rst quarter of the sixteenth century, 
  oil on wood, 116.5 x 105 cm, Museu da Música, Lisbon, inv. nr. M.M. 1085. © DGPC

Fig. 4.19 Albrecht Dürer, The Virgin on a Crescent Moon, 1514, engraving.
Fig. 4.20 Albrecht Dürer, The Virgin on a Crescent Moon, 1516, engraving.
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Fig. 4.25a Francisco Henriques, Saint Francis Altarpiece (reconstruction), c. 1503–1510. (Source: António 
    Camões Gouveia, ed, Francisco Henriques: A Painter in Évora During the Age of King Manuel I 
    (Évora: Câmara Municipal de Évora, 1997), 107.)
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Fig. 4.25b Francisco Henriques, Saint Francis Altarpiece (installed at the Museu Nacional de Arte Antiga),
    c. 1503–1510, Museu Nacional de Arte Antiga, Lisbon. © Author.
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Fig. 4.26b Charola (interior), c. 1510–1520, Convento de Cristo, Tomar.

Fig. 4.26a Anonymous, four panels part of the Charola in the Convento de Christo in Tomar, 
     c. 1510–1520, oil and tempera on wood, Convento de Cristo, Tomar. © DGPC
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Fig. 4.29 Anonymous, Nativity (part of the Funchal Altarpiece), 1512–1517, oil on wood, 
   Cathedral of Funchal, Funchal.
Fig. 4.30 Attributed to Jorge Afonso and workshop, Nativity (part of the Setúbal Altarpiece), after 1515 (?),
  oil on wood, 197 x 108 cm, Museu de Setúbal/Convento de Jesus, Setúbal, 
  inv. nr. MS/CJ 3/PR3. © Museu de Setúbal

Fig. 4.27 Anonymous, Annunciation (part of the Funchal Altarpiece), 1512–1517, oil on wood, 
  Cathedral of Funchal, Funchal.
Fig. 4.28 Attributed to Jorge Afonso and workshop, Annunciation (part of the Setúbal Altarpiece), 
  after 1515 (?), oil on wood, 196 x 109 cm, Museu de Setúbal/Convento de Jesus, Setúbal, 
  inv. nr. MS/CJ 2/PR2. © Museu de Setúbal
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Chapter 5 

The Évora Altarpiece 

The Évora Altarpiece, dedicated to the Virgin Mary, was probably painted around 1500 

and is one of the largest extant Netherlandish multi-panel altarpieces (figs. 5.1–5.20). The 

altarpiece hung in the cathedral of Évora, presumably in the chancel, until the eighteenth century 

when it was replaced and the separate panels were removed from its integrated frame. It was 

likely commissioned by bishop Dom Afonso (bishop r. 1485–1522), a nobleman who left a 

prominent mark on the city through the foundation and decoration of several churches. Today in a 

fragmented state, it is the earliest surviving example of its type in Portugal. Its format, thought to 

have originated in Spain, was introduced in Portugal by King Manuel I, who maintained strong 

bonds with the Castilian court and traveled through the region on at least three occasions (see 

chapter 4, page 124). While it remains unknown whether Bishop Dom Afonso, born into the 

aristocracy, joined Manuel’s entourage on his travels, he is thought to have commissioned the 

Évora Altarpiece shortly after the king’s first documented visit to Castile, in 1498.528  

Despite the absence of surviving documentary evidence, the Évora Altarpiece is thought 

to have been produced by painters in the circle of Gerard David. Several scholars have observed 

the use of models deriving from David’s workshop, as well as of Hugo van der Goes. With his 

workshop, David produced several altarpieces for international clients, such as the Sedano 

Triptych (c. 1490), the Saint Anne Altarpiece (c. 1500) and the Cervara Altarpiece (1506), all 

commissioned by Spanish and Italian patrons.529 These altarpieces were presumably made in 

                                                      

528 Isabel Ribeiro, Lilia Esteves, Maria José Oliveira, and José Carlos Frade, “Estudo Material do Retábulo 

de Évora,” in O Retábulo Flamengo de Évora. Cadernos de Conservação e Restauro, eds. Joana Campelo, 

Alexandre Pais, and Nazaré Escobar (Lisbon: Instituto dos Museus e da Conservação, 2008/2009), 87–89. 
529 The Sedano Triptych was commissioned by a Spaniard, Jan de Sedano, who lived in Bruges. It is 

currently part of the collection of the Musée dus Louvre, Paris. The Saint Anne Altarpiece probably hung in 
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Bruges and sent to their destination thereafter. In the Saint Anne Altarpiece, scholars have 

observed several different hands in the underdrawing and in the execution of the paint layers.530 

Initial observation suggests that the Évora Altarpiece was also produced by several painters; the 

variety in underdrawing styles might point to a collaborative execution. 

This chapter considers prior scholarship, including technical analysis, to discuss the 

production methods, questions of authorship, and place of production of the Évora Altarpiece. I 

use the published report of the latest restoration campaign in addition to technical studies done by 

other authors, especially Ainsworth and Metzger, who have addressed the possibility that various 

painters were involved in its execution.531 While infrared reflectograms (IRR) were taken in 2009, 

new IRR’s of the four lowest panels were taken in 2016 by the photographer of the Hercules 

Laboratory in Évora, Sónia Catarina Lopes da Costa, at my request. These images provide greater 

visibility of the underdrawings and will be used for a discussion of the different underdrawing 

styles. In addition, initial comparison with the Saint Anne Altarpiece reveals several similarities 

in the use of materials as well as in the underdrawings, which might suggest a production by 

some of the same artists. Based on these findings, I tentatively propose that the panels of the 

Évora Altarpiece were made in the Low Countries and shipped to Portugal. 

                                                      

an unidentified church in Spain. The centre panels are currently part of the collection of the National 

Gallery of Art in Washington, while the presumed six predella panels, depicting the miracles of Saints 

Nicolas and Anthony of Padua, are divided between the National Galleries of Scotland and the Toledo 

Museum of Art. The Cervara Altarpiece hung on the high altar of the Benedictine abbey church of San 

Gerolamo della Cervara, near Genoa, and is now divided between the Musée du Louvre, Palazzo Bianco, 

and the Metropolitan Museum of Art, New York. 
530 Catherine A. Metzger, and Barbara H. Berrie. “Gerard David's “St. Anne Altarpiece”: Evidence for 

Workshop Participation.” Historical Painting Techniques, Materials, and Studio Practice (Kansas: Allen 

Press, 1995): 127–134; Maryan Ainsworth, Gerard David: Purity of Vision in an Age of Transition (New 

York: Metropolitan Museum of Art, 1998), 169; Maryan Wynn Ainsworth, and Catherine Metzger, “The 

Évora Altarpiece: A Preliminary Report,” The Quest for the Original, Underdrawing and Technology in 

Painting, eds. Hélène Verougstraete and C. Janssens de Bisthoven, vol. 16. (Leuven: Peeters, 2009), 10–20; 

Catherine Metzger, “The Saint Anne Altarpiece by Gerard David and His Workshop,” in Workshop 

Practice in Early Netherlandish Painting: Case Studies from Van Eyck through Gossaert, ed. Maryan W. 

Ainsworth (Turnhout: Brepols, 2017), 87–93. 
531 Ainsworth and Metzger, “The Évora Altarpiece.” 
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A Description of the Évora Altarpiece 

The Évora Altarpiece is a unique example of a Netherlandish altarpiece, both in terms of 

its monumental size, almost thirty square meters, and its relative high quality in comparison with 

other Netherlandish paintings in Portuguese collections. Thirteen panels depicting scenes from 

the Life of the Virgin form the main body of the non-folding altarpiece, centering around her 

Coronation (fig. 5.1). Six smaller panels feature scenes from the Passion and might have served 

as a predella.532 The altarpiece was probably mounted in an elaborate frame, like the Funchal 

Altarpiece (fig. 4.2), and fixed to the wall behind the high altar. As was common in Spanish 

altarpieces, a sculpture of the Assumption of the Virgin might have stood in the centre, above the 

Virgin in Glory, and below rested a compartment housing the Eucharist.533 The altarpiece is 

believed to have been dismantled in the eighteenth century during renovations.534 Joachim 

Caetano has suggested that its iconographical program was copied from the altarpiece of the 

Church of Santa María de Trujillo, Spain (fig. 5.21). The panels are presently installed in the 

Museum of Évora following Caetano’s suggested sequence.535  

                                                      

532 The thirteen main panels depict the following scenes: the Meeting at the Golden Gate, the Birth of the 

Virgin, the Presentation of the Virgin in the Temple, the Wedding of the Virgin, the Annunciation, the 

Nativity, the Adoration of the Magi, the Circumcision, the Presentation in the Temple, the Flight into 

Egypt, Christ Among the Doctors, the Death of the Virgin, and the Virgin in Glory. The six predella panels 

include: the Last Supper, the Prisoning of Christ, Christ and Pilate, Descent from the Cross, Resurrection, 

and Ascension.  
533 Ainsworth and Metzger, “The Évora Altarpiece,” 11. 
534 See: Túlio Espanca, “Concelho de Évora,” Inventário Artístico de Portugal (Lisbon: Academia Nacional 

de Belas–Artes, 1966), 7: XXVII; 127. 
535 The Trujillo Altarpiece was painted by Fernando Gallego (c. 1440-1507) and his workshop around 

1490. Trujillo was often visited by the Portuguese royals and was one of the stops of Manuel I during his 

tour through Spain in 1498, as it lay on-route to Toledo, the principal residence of the Castilian court. The 

altarpiece consists of twenty-five panels; thirteen panels in the main body that depict scenes of the Life of 

the Virgin, six in the outer columns depicting the Evangelists and Saints, and six panels that form the 

predella and depict scenes of the Passion. The thirteen centre panels are aligned in a snake-like fashion, 

chronologically ordered, beginning with the Meeting at the Golden Gate in the lower left corner and ending 

with the Ascension of the Virgin in the upper right. See: Caetano, Seabra Carvalho, and Pessoa, “O 

Retábulo Flamengo de Évora,” 2. For more information on the Trujillo Altarpiece, see: Pilar Silva Maroto, 

Fernando Gallego (Salamanca: Caja Duero, 2004), 290–335. A different order of the Évora panels was 
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Twelve panels are divided in three registers of four, with the Virgin in Glory at the centre. 

They are organized following an “s” shape, starting in the lower left corner with the Meeting at 

the Golden Gate, and ending in the upper right with the Death of the Virgin.536 Six panels with 

scenes from the Passion might have been originally included as a predella, but it has been 

questioned whether they were executed by the same artists. Today, they hang on a separate wall 

in the same room of the Évora Museum. The height at which the lowest row of panels is currently 

installed is just above eye level and considers the panels’ perspective, based on the angle of the 

painted floor tiles, and the assumed distance of the worshipper in the chancel of the cathedral, its 

presumed original location.  

Several panels draw on surviving models by Gerard David, Hugo van der Goes, and 

Ghent-Bruges illuminators, a correspondence that has led scholars to link the altarpiece to the 

workshop of David, a painter and an illuminator who probably possessed drawings by Van der 

Goes.537 In the Évora Altarpiece, it appears that some general adaptations of known works by Van 

                                                      

proposed by Palmeirim Costa, based on the geometry that he observed, however, this complicates a 

chronological reading of the story and is therefore not very convincing. See: Simão Palmeirim Costa, “A 

Aquisição do Espaço Plástico Renascentista na Pintura Portuguesa de c.1411 a c.1525. Competências 

Geométricas e Compositivas do Final da Idade Média ao Renascimento,” (PhD diss., Universidade de 

Lisboa, 2016), 150–172. 
536 This upward reading forms an interesting analogy with the intended “raising” effect on the soul, as 

though in reading the narrative we are brought upward both physically and spiritually. As none of the 

Portuguese altarpieces are still in situ, except for the one in Funchal that combines three narrative cycles, 

we have to turn to Spanish examples to find similar organizations. At first glance, it appears that the 

Spanish used several different organizations for reading of the narratives; some read left to right, some top 

to bottom, some the other way around, while some others are organized in vertical columns, reading from 

left to right. 
537 Guicciardini mentioned David in 1582: “Simon Beninc, an excellent illuminator in vermilion, as also 

Gerard, known among the best illuminators […] these were all natives of Bruges.” It is possible, however, 

that Guicciardini could also have referred to Gerard Horenbout. When discussing artists in the Low 

Countries, Vasari commented “that you may know something of the miniaturists of these countries, people 

say that the following were excellent artists: […], Simon Beninck of Bruges, and Gerard.” See: James 

Weale, Gerard David, Painter and Illuminator (London; New York: Seeley and Co.; Macmillan and Co., 

1895), 6; Max J. Friedländer, “Eine Zeichnung von Hugo van der Goes,” Pantheon 8 (1935): 99–104; 

Diane Graybowski Scillia, “Gerard David and Manuscript Illumination in the Low Countries, 1480–1509,” 

(Phd. diss., Case Western Reserve University, 1975); Maryan Wynn Ainsworth, “Diverse Patterns 

Pertaining to the Crafts of Painters or Illuminators: Gerard David and the Bening Workshop.” Master 

Drawings 41, no. 3 (2003): 240–265, and Maryan Ainsworth, Gerard David: Purity of Vision in an Age of 

Transition (New York: Metropolitan Museum of Art, 1998), 1. Friedländer was among the first to attribute 
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der Goes were used: for example, the Death of the Virgin seems to have been based freely on Van 

der Goes’s famous version (figs. 5.13; 5.22).538 As will be discussed below, colour notations in 

the Évora scene support the existence of a workshop model. According to Ainsworth and 

Metzger, the Adoration of the Magi might be inspired by Van der Goes’s Monforte Altarpiece in 

Berlin (figs. 5.8; 5.23), based on comparable facial features of the kneeling and bearded Magi in 

both paintings.539 The face of the kneeling king in the Évora panel is also somewhat comparable 

to the face of the same figure in the Adoration scene in the Breviary of Isabella of Castile in 

London, also attributed to David (fig. 5.24). Ainsworth and Metzger followed Friedländer in his 

suggestion that the Virgin in Glory (fig. 5.14) and Nativity (fig. 5.7) might have been copied from 

a now-lost work by Van der Goes.540 The organ playing angels, also found in the Trinity 

Altarpiece (fig. 5.25) by Van der Goes, and the enthroned Virgin and Child, particularly the 

position of the Christ child, are comparable to a Virgin and Child Enthroned with Female Saints 

attributed to the Master of 1499 (fig. 5.26), who in turn might have based his painting on a lost 

model by Van Der Goes.541  

In addition to the reproduction of overall compositions and larger motifs, certain smaller 

details are also copied in the Évora Altarpiece. The scene of the Visitation, visible through the 

window in the background of the Annunciation (fig. 5.6), is a direct copy of the same scene in the 

Hours of Queen Isabella the Catholic in Cleveland, attributed to Alexander Bening († 1519; fig. 

5.27).542 It appears that the master was familiar with David’s drawn study of four girls’ heads (fig. 

5.28), as they were used for the faces of the women in the background of the Presentation of the 

                                                      

the Évora Altarpiece to the so-called “Évora Master,” see: Friedländer, “Eine Zeichnung von Hugo van der 

Goes,”: 99–104. 
538 Ibid., 11. 
539 Ibid.  
540 Ibid.; Friedländer, “Eine Zeichnung von Hugo van der Goes,” 99–104. 
541 Ainsworth and Metzger, “The Évora Altarpiece,” 11; note 6. Attributed to the Master of 1499, Virgin 

and Child Enthroned with Saints, c. 1499, oil on panel, Virginia Museum of Fine Arts, inv. 57.39. 
542 Ibid., 11; fn. 6 and 7. In the aura of the Holy Spirit, a finger print is visible in the paint layer. 
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Virgin in the Temple (fig. 5.4). The positions of the hands of Anne and Joachim in the Meeting at 

the Golden Gate (fig. 5.2) were probably taken from the same sheet.543 The head of Leah in a 

drawing by Hugo van der Goes, depicting the Meeting of Jacob and Rachel in the Church, is 

copied for Anne’s head in the Birth of the Virgin (figs. 5.3; 5.29).544  

Overall, the compositions are carefully planned out with a clear spatial organization, 

despite the density of some of the scenes. David was well versed in painting crowded scenes, 

such as in the Justice of Cambyses and Virgin amongst the Virgins. The painting style is 

reminiscent of David’s at the turn of the sixteenth century; the hard, flat forms with sharp 

contours make the scenes more legible at a distance.545 Although some of David’s styles and 

working techniques can be found in the Évora panels, their overall execution is of a lesser quality, 

and the general appearance is somewhat harsher and flatter. The Évora Altarpiece lacks detailing 

in the figures, fabric, and background scenes that characterize David’s autograph works.  

If the Évora Altarpiece was indeed commissioned from Gerard David, it was probably 

through the Portuguese Factor, the common intermediary for the acquisitions of luxury goods 

from the Low Countries by the Portuguese nobility (see chapter 3). Considering the size of the 

commission, and possible time restraints that were set out by the patron, David could have 

collaborated with his own assistants as well as with journeymen and subcontracted master 

painters. According to Lorne Campbell, who studied surviving documents related to painter’s 

practices in Bruges, Antwerp, and Tournai, subcontracting was a common practice among 

Netherlandish artists and was recognized and allowed by the guilds.546 If David indeed 

                                                      

543 Ibid., 13. 
544 Ibid., 11: fn. 7. 
545 Ibid., 13. On David’s style in monumental paintings around the turn of the sixteenth century, see: Edwin 

Mundy, “Gerard David Studies,” (PhD diss., Princeton University, 1980), 210. 
546 Lorne Campbell, “The Early Netherlandish Painters and their Workshops,” Le Dessin Sous-Jacent Dans 

Le Peinture. Colloque III: Le Probleme Maître de Flémalle-Van der Weyden, eds. D. Hollanders-Favaert 

and R. van Schoute (Louvain-la-Neuve, 1981), 50. 
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collaborated with other painters and their workshops, it would explain why Ainsworth and 

Metzger have observed various underdrawing styles, possibly a master’s corrective intervention, 

and differences in the execution of the paint layers between the centre panel, the twelve Life of 

the Virgin panels, and the Passion panels (see further below).547 Further, the individual panels do 

not possess a coherence in continuous landscapes and backgrounds, which is commonly the case 

with David’s autograph altarpieces, and could also point to their preparation in several 

workshops. 

In the case of the Évora Altarpiece, it appears that these subcontracted painters had 

access to David’s collection of stock patterns, as seen in the various instances of pouncing, colour 

notations, and contour-only underdrawing that go back to his inventions. This would have 

allowed them to produce the separate panels in a uniform style. Information on the use of models, 

drawings, and sketchbooks in David’s workshop is known through a lawsuit against him by his 

former journeyman, Ambrosius Benson (c. 1495–before 1550), who worked in David’s shop for 

an unknown period of time. The lawsuit reveals an intricate system of borrowing and renting of 

patterns between David, Benson, Adrien Ysenbrandt (c. 1500–before 1551), and a certain 

Aelbrecht (probably Albrecht Cornelis).548 It appears that there existed a trading system for stock 

patterns, and that painters used each other’s inventions in their own work. This might also explain 

the references to Van der Goes’s paintings in the Évora Altarpiece; possibly David, or perhaps 

another master that was involved in the commission, had access to some of them. In turn, David’s 

                                                      

547 Ainsworth and Metzger, “The Évora Altarpiece,” 13–14; 20. They noted possible intervention in the 

head of Joachim, the head of the Virgin in the Virgin in Glory, and changes in the distribution of the head 

and figures in the Death of the Virgin. 
548 Two trunks of workshop patterns and models, initially owned by Benson, were kept by David without 

Benson’s approval, a misconduct for which David ultimately went to prison. Campbell, “The Early 

Netherlandish Painters and their Workshops,”53–54; Maryan Wynn Ainsworth, "Diverse Patterns 

Pertaining to the Crafts of Painters or Illuminators. Gerard David and the Bening Workshop." Master 

Drawings 41, no. 3 (2003): 241; Ainsworth, Gerard David: Purity of Vision, 7. 
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paintings, or cartoons, were probably traced and pricked to transfer onto paper or panel to be used 

by other painters.549 

The six Passion panels (figs. 5.15–5.20) are often described as the altarpiece’s predella, 

but their function and attribution is uncertain. Their current state of preservation is quite poor and 

obstructs a full understanding of their original quality, and consequently, their connection to the 

other panels. Compared to the Life of the Virgin panels, the use of models from David’s 

workshop is less obvious here. Christ and Pilate (fig. 5.17) might have been loosely inspired by 

the composition of the Arrest of Sisamnes from the Justice of Cambyses, and the Resurrection 

(fig. 5.19) is somewhat comparable to David’s paintings of the same theme in New York.550 It is 

possible that a seventh panel existed in this series, depicting the Crucifixion, the only scene 

missing in an otherwise complete narrative sequence.551 Compared to the Life of the Virgin 

panels, the figures in the Passion panels are more crudely painted, especially in the rendering of 

the faces and the details of the fabrics and backgrounds. The colour scheme is also quite different, 

with brighter reds and greens. While the current state of preservation complicates determining 

their connection to the other panels, a reconstruction of the altarpiece does reveal that the six 

panels would have fit as a predella (fig. 5.30). Perhaps a seventh panel was never originally 

included. Instead, the Crucifixion was included as one of the centre panels, above or below the 

Virgin in Glory, as seen in the Funchal Altarpiece (fig. 4.2).552  

                                                      

549 Ibid., 7; Ainsworth, “Gerard David's Workshop Practices. An Overview,” in Dessin Sous-Jacent et 

Pratiques d'Atelier, eds. Roger Van Schoute and Hélène Verougstraete (Louvain: Peeters, 1993), 28–29. 
550 In addition, in the Descent of the Cross, the pose of Mary Magdalene might mimic Rogier van der 

Weyden’s version in Madrid; further, the clothing of the figures is similar. Judas’s pose, with the bag of 

money behind his back in the Last Supper, might relate to Dieric Bouts’s Last Supper Altarpiece. Both 

works were well-known and their composition copied by several contemporary artists. 
551 This was first brought up by Espanca in: “As Pinturas da Catedral de Évora de 1537 e o Retábulo 

Flamengo da Capela do Esporão,” A Cidade de Évora, no. 2 (1944): 52–57. 
552 As will be discussed below, based on the dendrochronological dating of the panels, the Passion panels 

are contemporary to those of the Life of the Virgin panels. Perhaps a group of different, possibly 

Netherlandish, painters was asked to paint the predella in a similar style, at the same time or shortly after 

the main panels were installed.  
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Location and Commission 

In the early sixteenth century, Évora was one of the more important cities in Portugal, 

due to its strategic location between Lisbon and Spain, which made it an important economic hub. 

Several noble families, including the royal household had taken up residence during the reign of 

King John II (1455–1495).553 Intellectuals, poets, and playwrights moved to the city, and its 

inhabitants played a key role in the dissemination of Humanistic and Renaissance thought in 

Portugal.554  

Dom Afonso became bishop of Évora in 1485 and remained in this position until his 

death in 1522. The son of Afonso of Braganza, first Marquis of Valença (1400–1460), and Dona 

Beatriz (Brita) de Sousa (dates unknown), both members of the Royal House of Aviz, Dom 

Afonso was forced into religious life by John II, who tried to consolidate his power by depriving 

the nobility of their rights to administer justice on their estates.555 Dom Afonso, who was raised in 

courtly circles, was an intellectual and ambitious man and, as bishop, he rebuilt the religious 

infrastructure of the city and ordered major renovations to the cathedral. Probably schooled at the 

                                                      

553 King Manuel I spent more time in Évora than in Lisbon. He donated a royal chapel in the Church of 

Saint Francis, part of the Franciscan monastery, next to the royal palace. For this chapel, he commissioned 

the Saint Francis Altarpiece (see chapter 4, page 141). Joaquim Caetano, in conversation with the author, 

26 June 2017. 
554 On Évora in the sixteenth century and the city’s role in the dissemination of Humanism, see: Baptista 

Pereira, Soares da Cunha, and Garnel, Do Mundo Antigo aos Novos Mundos. 
555 Joaquim Oliveira Caetano, “Sombras e alguma Luz sobre o Bispo Afonso de Portugal,” Revista do 

Instituto Superior de Teologia de Évora XIX (2006): 150–152. The Bishop’s tomb, commissioned by his 

children and made by sculptor Nicolas Chanterene in 1535, reads his life story. According to the cenotaph, 

Afonso was forced by John II to follow the religious path. The description further asserts his noble lineage; 

Afonso was the grandson of John I and the son of the Marquis of Valencia. Throughout his life, Afonso felt 

that he was entitled to succeed the house of Braganza. He also tried to become a cardinal in Rome, but he 

was stopped by the Cardinal of Alpedrinha, who had lived in exile in Rome since 1478. See: Joachim 

Oliveira Caetano, “O Retábulo de Évora, Algumas Considerações Sobre a sua História e Iconografia,” in O 

Retábulo Flamengo de Évora, eds. Campelo, Pais, and Escobar, 26. 
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university in Salamanca, Afonso took a particular interest in classical antiquity, resulting in an 

extensive collection of antiquities displayed in his city palace.556  

Although no documentary evidence survives, it has been suggested that Afonso 

commissioned the Évora Altarpiece around 1500. Major renovations to the cathedral took place 

during his appointment as bishop, including the rebuilding of the south aisle and adding of a 

baptistery, choir, and chancel. A 1495 papal bill issued by Pope Alexander VI (1431–1503), 

authorized the bishop to temporarily remove the altarpieces from the central chapel and proceed 

with the conservation urgently needed to prevent further degradation of the cathedral.557 

Alternatively, the altarpiece might have been commissioned by Manuel I, following the examples 

he encountered in Spain. The king often resided in Évora and is known to have commissioned 

several multi-paneled altarpieces during his reign, including one from the workshop of Francisco 

Henriques for the Church of Saint Francis in Évora (see chapter 4, page 140). 

The Évora Altarpiece was likely installed soon after the renovation of the cathedral, 

perhaps after November 1494, as it is not mentioned in the account of a German traveler, 

Jerónimo Münster, written that year.558 Münster described the general architecture and cloisters; 

considering the size and quality of the altarpiece, one may assume that he would have mentioned 

the altarpiece as well if he had seen it.559 While both the original location and the configuration of 

the Évora Altarpiece have not been recorded, it has been suggested that the thirteen panels hung 

                                                      

556 Caetano, “Sombras e alguma Luz,” 150–152. 
557 “dicta ecclesia in eius structuris et aedificius debitam restaurationem et conservationem non susciperet et 

successu temporis in ejusdem structuris et aedificijus ruinam et colapsam patenctur quod ad ill ius ciuitatis 

eboren deformitatem cederet.” The document is found in the Archives of the Évora Cathedral, Documentos 

Pontiffcios, Bula do Papa Alexandre VI de 6 de Novembro de 1495. Cited in: Caetano, “Sombras e alguma 

Luz,” 158. 
558 For a transcription of his travel account, see: Véase Jerónimo Münzer, Viaje por España y Portugal 

(1494-1495), ed. Ramón Alba (Madrid: Ediciones Polifemo, 2002). 
559 Joaquim Oliveira Caetano, José Alberto Seabra Carvalho, and José Pessoa, “O Retábulo Flamengo de 

Évora: Uma perspectiva,” in Olhar de Perto, Os Primitivos Flamengos do Museu de Évora (Lisbon: Museu 

Nacional de Arte Antiga, 2008), 1. 
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at the end of the nave, perhaps in the apse behind the main altar. The cathedral’s Romanesque 

floor plan, based on the cathedrals of Lisbon and Braga, features a long nave leading to a transept 

without side aisles. Above the crossing of the transept and nave was a large octagonal lantern 

tower that illuminated the space, making it a suitable location for an altarpiece of this size.560 

However, during eighteenth-century renovations, the apse was enlarged, windows were added, 

and the walls decorated with multi-coloured marble and a large central painting, preventing an 

assessment of the sixteenth-century layout.561  

If the altarpiece was indeed installed in the chancel, it might have been before 1501, as 

the Flemish glassworker “Joham”, who was hired to work on a stained glass depicting the 

Assumption of the Virgin, was put into prison because he had “kissed the mouth of the Virgin” on 

the altar, perhaps one of the panels of the Life of the Virgin.562 Manuel pardoned him in 

September of the same year as he was “a poor stranger and could not do his job when in 

prison.”563  

 The prestigious nature of the altarpiece and the references to Gerard David’s workshop 

models place the altarpiece in David’s direct vicinity. A renowned artist, David completed at least 

three altarpieces for international clients around 1500, for which he utilized foreign local tastes 

and requirements regarding format.564 The varying quality of these three works point to different 

                                                      

560 Túlio Espanca, Inventário Artístico de Portugal: Concelho de Évora (Lisbon: Academia Nacional de 

Belas Artes, 1966), 19–30. 
561 Ibid. The altarpiece was dispersed throughout Portugal; some panels moved to the public library in 

Évora, while others were sent to Lisbon for restoration. The altarpiece was reunited in 1962 and 

permanently installed in the Museum of Évora. 
562 “por a boca em Nossa Senhora a Virgem Maria.” Arquivos Nacionais/Torre do Tombo, Chancelaria de 

D. Manuel I, L° 46, fl. 91. Cited in: Joaquim Oliveira Caetano, “Jorge Afonso: Uma Interrogação Essencial 

Na Pintura Primitiva Portuguesa,” (PhD. Diss., Universidade de Évora, 2013), 26. 
563 “ele ser estrangeiro e pobre e preso nom podia sequir seu feito como lhe compria”. See: Caetano, “Jorge 

Afonso,” 26. 
564 In the case of the Sedano Triptych, a contract does not survive, but the patron probably specifically 

requested an altarpiece in the style of Jan van Eyck. The art of the fifteenth-century master was very 

popular in Spain, where multiple copies of his work existed. We might see Hans Memling’s Singing and 

Music Making Angels, once part of the Nájera Altarpiece, in the same light, as the angels and God the 
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degrees of involvement of David himself, and to the involvement of other painters. In the case of 

the Évora Altarpiece, David might have taken on the role of overseer, rather than being the 

primary executor. In such a scenario, the altarpiece could still be sold as a product from his shop.  

An alternative suggestion has been proposed by Joachim Caetano, who argued that the 

Évora Altarpiece could have been made by a group of Flemish painters that resided in Spain and 

traveled to Évora specifically for this commission, which would explain its limited influence on 

local production.565 According to him, the strong bond between the Spanish and Portuguese 

royals, the various documented Flemish artists active in Spain, the geographical location of 

Évora—close to the Spanish border—, and the assumption that the Évora Altarpiece is the first of 

its type in Portugal, speaks in favour of this assumption. If this is indeed what happened, it seems 

unlikely that the Évora Altarpiece was painted by the same artists as the Trujillo Altarpiece; 

beyond its iconographical program, very few similarities between the two altarpieces can be 

found. Against Caetano’s assumption, however, I have found no examples of similar works in 

Spain that point to the existence of a ‘David School’ there.  

 

Literature on the Évora Altarpiece 

Since the mid-nineteenth century, several authors have traveled to Portugal to study the 

Évora panels. The six Passion panels are occasionally included in these publications, but are often 

attributed to a different artist. Early on, the Évora Altarpiece was connected to painters of the 

Bruges school and attributed to one or more painters familiar with the work of Gerard David 

and/or Hugo van der Goes. While the attribution to the circle of David was soon accepted, the 

production location of the altarpiece remained a much-debated topic.  

                                                      

Father were inspired by the Ghent Altarpiece. See: Ainsworth, Gerard David: Purity of Vision, 156; 164–

165.  
565 Joachim Caetano, in conversation with the author, October 2015. 
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Atanazy Raczynski (see chapter 1, page 19) travelled to Évora in July 1844 and published 

his observations of the altarpiece in a series of letters.566 He expressed his excitement about its 

quality, arguing that it was the most remarkable gothic painting he had seen in Portugal. He 

compared its appearance and quality with the work of Jan van Eyck and attributed the panels to a 

Dutch painter, possibly Christoph van Utrecht (c. 1498–1557), a court artist to King John III 

(1521–1557), based upon his erroneous interpretation of what he interpreted as the artist’s 

monogram in the panel of Christ among the Doctors (fig. 5.12).567 This attribution is no longer 

considered accurate, as Christoph is now thought to have been born around 1498. He would have 

been an infant at the time of the altarpiece’s production.  

Carl Justi’s analysis of the Évora panels led to its attribution to the circle of Gerard 

David.568 According to him, the altarpiece was the first of its type in Portugal and originally hung 

above the main altar until the renovations in the eighteenth century. Justi corrected Raczynski’s 

attribution to Christoph van Utrecht and instead gave the panels to the circle of David, based on 

similarities between the Virgin in Glory and a panel in Darmstradt from David’s workshop 

depicting a Virgin and Child Enthroned.569 In 1886, after he saw all ten panels of the Saint Anne 

Altarpiece and compared them with those in Évora, he argued that both were made by a master 

                                                      

566 Atanazy Raczynski, Les Arts En Portugal. Lettres Adressées à la Société Artistique et Scientifique de 

Berlin, et accompagnés de Documens (Paris: J. Renouard et cie, 1846), 159–160; 199–200; 260; 353–357; 

368; 491. 
567 He found this ‘monogram’ in the decoration in the floor tiles in the foreground. Ibid., 260. This 

erroneous attribution was corrected by Justi in: “Altflandrische Bilder in Spanien und Portugal. 3: Gerard 

David”, Zeitshrift für Bildende Kunst, 21 (1886): 134–136. 
568 Justi visited Évora in 1882 and described the panels, which were dispersed between Lisbon and Évora—

in several publications. See: Justi, “Altflandrische Bilder in Spanien und Portugal,” 133–140; Miscellaneen 

aus drei Jahrhunderten Spanischen Kunstlevens (Berlin 1908) 2:105; “La Pintura Portuguesa del siglo 

XVI,” in Estudio de Arte Espanol (Madrid: La España Moderna, 1914–1915), I:305–306, II:146. 
569 Attributed to the workshop of Gerard David, Virgin and Child Enthroned, c. 1525, Hessisches 

Landesmuseum, Darmstadt. Carl Justi, “Altflandrische Bilder in Spanien und Portugal,” 134–136. 
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that trained under David.570 The connection he made between both altarpieces provided the basis 

for much scholarly discussion.  

In the early years of the twentieth century, the Évora Altarpiece was included in the 

oeuvres of Gerard David and Hugo van der Goes, an acknowledgment of the influence of both 

these painters. Eberhard Bodenhausen suggested that the most similarities with David were found 

in the central panel, while some of the figural elements in the other twelve panels related more to 

Hugo van der Goes.571 He thus argued that the painter was familiar with both artists’ work. 

Bodenhausen also pointed to the influence of the Antwerp school, in particular Quinten Metsys 

(c. 1466–1530), in the rendering of the landscapes. He dated the altarpiece around 1520 and 

erroneously attributed it to Jan Massys (c. 1509–1575), who would have been too young at the 

time of its production.572  

Some years later, in 1914, Joseph Destrée commented briefly on the altarpiece in his 

catalogue of Van der Goes, although he did not examine the altarpiece in person.573 Based on 

available reproductions, he saw the strongest influence of Van der Goes in the Birth of the Virgin, 

pointing to the use of a “Hugo type” for the head of Saint Anne.574 Destrée further explored the 

connection with Quinten Metsys, connecting the figure of Saint Joseph in the Flight into Egypt 

with a type by the Antwerp painter.575 In 1962, Luís Reis-Santos argued that this figure type 

probably derived from a 1504–05 woodcut by Albrecht Dürer, or a 1514 woodcut by Jacob 

Cornelisz. van Oostsanen (c. 1472/1474–1533?), part of a Passion series, rather than from 

                                                      

570 Ibid., 136. The ten panels were exhibited in the gallery of the Counts of Montenegro, see: Metzger, “The 

Saint Anne Altarpiece,” 87. 
571 Eberhard Bodenhausen, Gerard David Und Seine Schule (Munich: F. Bruckmann, 1905), 227–228. 
572 Ibid. 
573 Joseph Destrée, Hugo van der Goes (Brussels; Paris: G. van Oest & cie, 1914), 164–165. 
574 He probably referred to the previously mentioned drawing by Van der Goes, depicting the Meeting of 

Jacob and Rachel in the Church in Oxford. 
575 Destrée, Hugo van der Goes, 165. 
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Metsys.576 However, considering the proposed production date of the altarpiece, this scene was 

probably still based on a different source.  

The Évora Altarpiece was briefly mentioned in two smaller publications that discussed 

the paintings imported from Flanders in the fifteenth and sixteenth centuries. In a travel guide, 

Émile Bertaux mentioned it in his brief overview of paintings in Évora. Like others before him, 

he stated that the altarpiece was sent to Évora from Bruges around 1500, probably from the 

workshop of Gerard David, made possible by the strong royal and commercial bonds between the 

Low Countries and Portugal.577 In his introduction to Flemish painters active in Portugal, Vergílio 

Correia also included the panels as an example of an imported work and noted the influences of 

Gerard David and Hugo van der Goes.578 

 Max. J. Friedländer described the Évora Altarpiece in his article on a Hugo van der Goes 

drawing.579 He summarized the findings by Justi and Bodenhausen and corrected the latter’s 

attribution to Jan Massys. He separated the central image of the Virgin in Glory from the other 

panels, attributing it instead to the “Master of Évora,” whom he described as an eclectic painter 

active around 1500 working in the style of the Bruges School and familiar with Hugo van der 

Goes.580 According to Friedländer, the painting was based on a now-lost work by Van der Goes, 

the drawings for which he believed were in the possession of the Évora Master.581 He never saw 

                                                      

576 Luís Reis–Santos, Masterpieces of Flemish Painting of the Fifteenth and Sixteenth Centuries in 

Portugal (Lisbon: Livraria Portugália, 1962), 71. 
577 Marcel Monmarché and Émile Bertaux, Espagne et Portugal. Les Guides Bleus (Paris: Librairie 

Hachette, 1916), 458; 492. Somewhat remarkably, Bertaux attributed the Charola in Tomar to the school of 

David; in my opinion, these panels reveal hardly any knowledge of David’s compositions and style. 
578 Vergílio Correia, Pintores Portugueses dos Séculos XV e XVI (Coimbra: Imprensa da Universidade, 

1928), XXIII. 
579 Max J. Friedländer, “Eine Zeichnung von Hugo van der Goes,” Pantheon 8 (1935): 99–104. 
580 Ibid. 
581 This suggestion was followed by Reis-Santos, Masterpieces of Flemish painting, 71; and Ainsworth and 

Metzger, “The Évora Altarpiece,” 11. In the latter article, Ainsworth and Metzger also see the Nativity 

panel as a possible copy after a Van der Goes painting.  



177 

 

 

the altarpiece in person, but a reproduction of the whole altarpiece, including the six Passion 

panels, was later included in the posthumous English edition, Early Netherlandish Painting.582 

Túlio Espanca published surviving documents that probably related to the restorations of 

the Évora Altarpiece.583 Between 1523 and 1537, Cardinal Prince Afonso (1509–1540), Manuel 

I’s sixth son, ordered the cleaning of the main altarpiece in the cathedral; he revisited the site in 

the summer and autumn of 1537, when the restorations were completed.584 The altarpiece was 

restored again in 1570, and it probably remained there until 1717, when Archbishop Dom João de 

Melo (dates unknown) had it removed during restorations on the cathedral.585 Espanca attributed 

the thirteen Life of the Virgin panels to a Bruges workshop influenced by Gerard David, Hugo 

van der Goes, and Rogier van der Weyden. He argued that this group of painters traveled to 

Évora specifically for this commission and received assistance from Portuguese artists who had 

trained in Flanders.586 After seeing the result of the restoration of the central panel, Espanca 

argued that this panel was probably painted earlier, due to its different execution.587  

Based on other surviving documents, Espanca suggested an alternative location of the six 

Passion panels. Instead of functioning as predella, he argued that they formed a smaller altarpiece 

for the cathedral’s Chapel of Mercy, founded in 1529 by João Mendes de Vasconcelos (dates 

unknown), a royal knight and former ambassador of Charles V (1500–1558).588 Espanca based 

this assumption on a 1537 record of Cardinal Prince Afonso’s visit, in which he referred to an 

                                                      

582 Add. No. 146 in “Hugo van der Goes,” Early Netherlandish Painting, Max J. Friedländer, transl. Heinz 

Norden (Leiden; Brussels: A.W. Sijthoff; La Connaissance, 1967–1975), 4: 89; plate 120–121. 
583 Túlio Espanca, “O Retábulo Flamengo da Antiga Capela-Mor da Sé de Évora, Ante a Analise Crítica,” 

A Cidade de Évora, no. 2 (1944): 20–30; “As Pinturas da Catedral de Évora de 1537 e o Retábulo 

Flamengo da Capela do Esporão,” A Cidade de Évora 2 (1944): 52–57; “Concelho de Évora,” Inventário 

Artístico de Portugal (Lisbon: Academia Nacional de Belas-Artes, 1966), vol. 7. 
584 Reis-Santos, Masterpieces of Flemish painting, 67; Espanca, “O Retábulo Flamengo,” 20.  
585 Ibid.  
586 Espanca, “Concelho de Évora,” 7: XXVII; 127. 
587 The restoration was carried out by Fernando Mardel and Abel de Moura. Ibid., 127. 
588 Ibid. 
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altarpiece in the chapel that was “very beautiful with scenes from the Passion.”589 According to 

Espanca, the panels were probably installed anywhere between 1530 and 1541, as Mendes de 

Vasconcelos died in 1541.590 They might have been grouped around a central image of the 

Crucifixion, the missing scene in the sequence.591 Based on these documents and Mendes de 

Vasconcelos’s role as ambassador for Charles V, Espanca suggested that the panels were made by 

a painter from the Hispanic-Flemish School in the early 1500s and acquired by the donor during 

his time at the Spanish court.592 

According to Espanca, the Life of the Virgin panels were made in Portugal due to the 

inclusion of regionally produced objects in the Birth of the Virgin (fig. 5.3), the Presentation at 

the Temple (fig. 5.10), and the Flight into Egypt (fig. 5.11), for example the wicker basket in the 

latter two scenes.593 However, such baskets are often depicted in Gerard David’s painting; 

perhaps their inclusion instead points to a workshop model. In the Birth of the Virgin, Espanca 

recognized the large earthenware plate on the cupboard behind the bed as a typical product from 

Estremoz, a town close to Évora. However, closer inspection, reveals that the plate was painted 

over the background, as vague outlines of a different arrangement are visible beneath it (fig. 

5.31). These changes are also visible in the infrared reflectogram, which uncovers several painted 

dishes that were later painted over (fig. 5.32).  

                                                      

589 “muyto boo com todollos passos da paixão.” Cited in: Espanca, “As Pinturas da Catedral de Évora,” 52.  
590 Dagoberto Markl, “O Renascimento,” in História da Arte em Portugal (Lisbon: Alfa, 1986), 6: 92–93. 
591 Espanca, “As Pinturas da Catedral de Évora,” 69. According Reis-Santos, based on the chapel’s 

dedication to Our Lady of Mercy, perhaps a Pietà would have been more likely. However, as a Pietà was 

already part of the sequence, this suggestion is probably not correct. See: Reis-Santos, Masterpieces of 

Flemish Painting, 71. 
592 Espanca, “As Pinturas da Catedral de Évora,” 53; 67; Espanca, “Concelho de Évora,” 26; 127. 
593 A similar basket is also included in the Nativity with Saints. Jerome and Leonard and Donors, c. 1510–

15, Metropolitan Museum, New York; the Rest on the Flight into Egypt, c. 1510–15, attributed to the 

workshop of Gerard David, Royal Museum of Fine Arts, Antwerp; the Rest on the Flight into Egypt, c. 

1510–15, National Gallery of Art, Washington. 
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According to the two decorative art specialists I consulted, the transparent glasses were 

commonly produced in Venice and circulated on the European markets; the green glass, which 

functioned as a wine glass, came from Germany.594 Copper water vessels, such as the one on the 

table in the centre foreground, were made in the Low Countries in the first quarter of the sixteenth 

century. The decorated earthenware plate on the cupboard in the top right middle ground was 

indeed produced in Estremoz, but such plates were also exported to other countries and could 

have been available in the Low Countries at the time; a similar plate was excavated in the 

Netherlands and is currently part of the collection of the Boijmans Van Beuningen Museum.595 

Therefore, the inclusion of these objects cannot be used to argue the altarpiece’s production in 

Portugal, as they were available throughout Europe. Painted over the initial composition, we 

should consider the possibility that these objects were later added at the request of the patron or a 

later owner. The presence of the Venetian, German, and Flemish objects might reference the 

bishop’s personal collection; he possessed a large collection of artifacts, which were displayed in 

his city palace. However, an inventory of his collection has not survived.596  

In Masterpieces of Flemish Painting of the Fifteenth and Sixteenth Centuries, Luís Reis-

Santos summarized contributions of the authors mentioned above, while integrating his own 

ideas. He largely followed Friedländer, whom he greatly admired, suggesting that the central 

panel was made by a different artist, the so-called Évora Master, adding the twelve panels with 

the Life of the Virgin and the six Passion panels in a separate catalogue entry under the “Master 

of the Altarpiece of the Évora Cathedral.”597 According to Reis-Santos, the Virgin in Glory was 

painted slightly earlier than the other panels because it is painted in a different style, comparable 

                                                      

594 I am very grateful to Femke Diercks, curator at the Rijksmuseum, and Alexandra van Dongen, curator at 

the Boijmans Van Beuningen Museum, for their help in identifying these objects. 
595 Femke Diercks and Alexandra van Dongen, email messages to author, February 2017. 
596 Caetano, “Sombras e alguma Luz,” 150–152. 
597 Reis-Santos, Masterpieces of Flemish Painting, 69–71. 
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to the aforementioned Virgin and Child with Female Saints, which Friedländer attributed to the 

“Master of 1499.”598 Reis-Santos suggested that the Virgin in Glory could have been painted in 

the last quarter of the fifteenth century, perhaps for the wedding festivities of Prince Afonso 

(1475–1491) and Isabella of Aragon (1470–1498), which took place in Évora in 1490.599 For the 

occasion, “Flemish painters, cooks, and pastry chefs” were paid to come to Portugal.600 At least 

three painters were sent to Portugal: the Antwerp painter Jan Casus, Jacob van Lathem, and 

Willem de Hollander.601 Jan Casus was back in Antwerp eighteen months later.602 According to 

Reis-Santos, Casus might have been asked to produce the Virgin in Glory; he did not consider the 

possibility of the involvement of the other two painters.603  

According to Reis-Santos, the twelve panels with the Life of the Virgin were probably 

painted in the first decades of the sixteenth century and placed on either side of the central Virgin 

in Glory. The six smaller Passion panels formed the predella and were painted by the same 

master. Following Espanca, he argued that these panels were locally produced by Flemish 

painters due to the inclusion of regional objects.604 In response to De Figueiredo, who pointed to 

the stylistic influence of Albrecht Bouts, Reis-Santos suggested that the “Louvain” style might 

have arrived in Évora through Roelof van Velpen, a Louvain painter who stayed in Portugal for 

                                                      

598 Friedländer, Early Netherlandish Painting, 4:75; plate 45; Reis-Santos, Masterpieces of Flemish 

Painting, 68. 
599 Ibid., 67–68. The initial wedding had taken place in Seville, but was celebrated later in Évora. 
600 “div[er]se personen van schilders, coken en pasteibakkers.” See: Jan van der Stock, “Flemish 

Illuminated Manuscripts: Assessing Archival Evidence,” in Flemish Manuscript Painting in Context: 

Recent Research, eds. Elizabeth Morrison and Thomas Kren (Los Angeles: J. Paul Getty Museum, 2006), 

119–120.  
601 Painters’ dates unknown. Jan van der Stock suggested that Willem de Hollander might have been related 

to António de Holanda. Ibid., 119–120.  
602 In Antwerp, Casus summoned the Portuguese Factor because he had not received the promised 

payments for his journey to Portugal. Van Lathem acted as a witness in the case. Van Lanthem was the son 

of the illuminator Lieven van Lathem, and became a member of the Saint Luke Guild in Antwerp after his 

trip to Portugal in 1493/94. Later, he worked as a court painter for Philip de Fair (1478–1506) and Charles 

V. Ibid., 120. 
603 Reis-Santos, Masterpieces of Flemish Painting, 68. 
604 Ibid., 71. 
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ten months in 1501 and might have been involved in the commission.605 In response to Espanca’s 

discussion of the Passion panels, Reis-Santos argued that if this was indeed the case, they were 

probably initially part of the main altarpiece before they were moved to the chapel, perhaps 

during the first restoration campaign. According to Reis-Santos, the close stylistic connection 

between all the panels, and the unusual horizontal format of the Passion series, suggests that they 

were not originally intended as a separate altarpiece.606 Reis-Santos agreed with Espanca’s 

suggestion that the Passion series perhaps included a Crucifixion, either painted or sculpted, 

which was moved from the main altarpiece, as well.607 

 After the 1991 Europalia, an international arts festival and series of exhibitions 

celebrating Portugal’s cultural heritage and its relationship with Flanders, the altarpiece received 

renewed interest. In one of the accompanying catalogues, Nicole Dacos discussed the Évora 

Altarpiece in the context of the influence of Flemish painters in Portugal around the turn of the 

sixteenth century and attributed it to Portuguese painters. According to her, these painters were 

familiar with Van der Goes and David’s works. She attributed the predella panels to Jan Casus.608 

In contrast, in Feitorias, the catalogue accompanying the Europalia exhibition at the Royal 

Museum of Fine Arts in Antwerp, the panels are placed in the catalogue section that included the 

artworks imported from Flanders. Three panels, the Virgin in Glory, Meeting at the Golden Gate, 

and the Death of the Virgin were included in the exhibition; their catalogue entries are preceded 

by a short introduction to the life and work of Gerard David, in whose circle they were placed.609 

                                                      

605 Ibid. 
606 He adds that this might explain their fragile state; perhaps the six panels were in the chapel when the 

other thirteen were restored in 1570. Ibid. 
607 Ibid. 71–72. 
608 Nicole Dacos, “De Vlaamse Kunstenaars en hun Invloed in Portugal (15de–16de eeuw),” Vlaanderen en 

Portugal: Op de Golfslag van twee Culturen, eds. John Everaert, Eddy Stols, and Luís Filipe Barreto 

(Antwerp: Mercatorfonds, 1991), 159. 
609 Pedro Ferrão in: Feitorias. Kunst in Portugal ten Tijde van de Grote Ontdekkingen (einde 14de Eeuw tot 

1548). Koninklijk Museum Voor Schone Kunsten, Antwerpen, 29 September–29 December 1991, ed. 

Koninklijk Museum voor Schone Kunsten (Antwerp: Stichting Europalia International, 1991), 68–70. 
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 Didier Martens provided an overview of previous scholarship and compared the Évora 

Altarpiece with other large altarpieces produced in the Low Countries and Spain. Agreeing with 

Reis-Santos and Friedländer, he focussed primarily on the center panel depicting the Virgin in 

Glory (fig. 5.14) which he attributed to the “Master of the André Madonna,” whose name refers 

to the production of a Virgin and Child, now at the Musée Jacquemart-André in Paris (fig. 

5.33).610 By comparing the faces of the Paris Virgin with the Angel playing the triangle, and the 

face of the Paris Christ with that of the angel playing guitar, he argued that the two paintings 

might have been made by the same artist.611 Although he recognized the overall differences 

between the two panels—caused by the difference in size—Martens claims that each pair of faces 

shared the same model. The connection to a now-lost panel by Hugo van der Goes is, according 

to Martens, overvalued as many painters in this period used a Goesian pictorial language.612 

 Fifteen years later, Martens included the altarpiece in his publication on Flemish 

paintings in the Iberian Peninsula.613 Most of his earlier findings are repeated here, but Martens 

did include new insights regarding the attribution to the Master of the André Madonna and its 

connection to other contemporary paintings. According to Martens, this master presumably 

worked together with a number of well-trained assistants and was also responsible for the 

production of the Saint Anne Altarpiece, including the six predella panels that depict the life of 

Saints Nicolas and Anthony of Padua. According to Martens, both the Virgin in Glory and the 

                                                      

610 Didier Martens, “La Vierge en Majesté de L'ancien Retable de la Sé d'Évora,” Gazette des Beaux–Arts 

126, no. 6 (1995): 211–222. 
611 Three paintings are attributed to this master: a Virgin and Child (Jacquemart-André, Paris), Virgin and 

Child (Everhart Museum, Scranton), and a Virgin and Child with Four Angels Standing in an Arch 

(Thyssen-Bornemisza, Madrid). There are stylistic similarities between the work of Gerard David and the 

Master, seen in the Metropolitan’s Virgin and Child with Four Angels. The view in the Thyssen Virgin and 

Child with Four Angels Standing in an Arch, corresponds to that from David's studio in Bruges. See: 

“Master of the André Virgin,” http://oxfordindex.oup.com/view/10.1093/oi/authority.20110803095412222. 

Accessed 3 October 2017. 
612 Martens, “La Vierge en Majesté,” 211–22. 
613 Didier Martens, Peinture Flamande et Goût Ibérique XVe-XVIe Siècles (Brussels: Le Livre Timperman, 

2010). 



183 

 

 

central panel of the Saint Anne Altarpiece share a composition with Jan van Eyck’s Madonna and 

Canon van der Paele, which was publicly displayed at the time and would have inspired 

numerous painters.614 

Martens dated both altarpieces around 1500 due to the limited presence of antique 

references and the use of “rigid” draperies.615 Despite the use of an Iberian altarpiece format, he 

questioned whether the Évora Altarpiece was made in Portugal. As evidenced by the Saint Anne 

Altarpiece, this master was able to produce different types of altarpieces to meet the needs of his 

foreign clientele. According to Martens, it seemed unlikely that he temporarily moved to Évora to 

work on such a large commission while keeping his workshop in Flanders running.616 

Matthias Weniger discussed the legacies of Gerard David and Quentin Metsys in 

Portugal.617 According to Weniger, the Évora Altarpiece was made and supervised by a master 

who came from Flanders, was familiar with David’s working methods, and used the assistance of 

local painters.618 Weniger argued that the work of a possibly local assistant is visible in the head 

in the extreme right of the Circumcision, in the oldest king and the Virgin and Child in the 

Adoration of the Magi, and in the entire Christ among the Doctors. According to him, the 

involvement of an assistant is also visible in the actual handling of the paint.619 Weniger 

additionally pointed to the application of thick and crude layers of green paint in the mantel of the 

Pharisee in the latter scene, which lacks the transparency and luminosity visible in other panels.620 

This might, however, be a later restoration. Weniger further argued that this assistant also seemed 

                                                      

614 Ibid., 136–137. 
615 Ibid. 
616 Ibid., 138. 
617 Matthias Weniger, “Provost and Portugal,” in La peinture dans les Pays–Bas au 16e siècle: Pratiques 

d'Atelier, Infrarouges et autres Méthodes d'Investigation. Colloque pour l'étude du Dessin sous–jacent et 

de la technologie de la peinture (Louvain: Peeters, 1997); 49–62. 
618 Ibid., 49–50. 
619 Ibid., 50. 
620 Ibid. 
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to be involved in the three Portuguese altarpieces which were produced around the same time: the 

Lamego, Saint Francis, and Viseu altarpieces. However, I did not observe these traces Weniger 

suggested; to me, these works hardly reveal similarities (figs. 5.3; 5.25; 5.31).621 According to 

him, it is particularly important to find links between these altarpieces as some individual artists 

might have worked on a number, or all, of them.622 

After the last restoration project, carried out between 2005 and 2009, a series of studies 

were published using data compiled through paint sample analysis, infrared reflectography, X-

ray, and archival research.623 Caetano studied the life and activities of Dom Afonso, providing the 

reader with contextual information about the commissioner; his findings are used in the current 

chapter.624 In 2008, a conference was held during which scholars presented their findings related 

to the altarpiece; the proceedings have not been published.625 Ainsworth and Metzger’s article, 

based on their presentation at this conference, is the most comprehensive research to date, 

although they did not have access to a complete data set, as the full restoration report was 

published somewhat later.626 The information of this report is used for the current chapter, in 

addition to Vanessa Antunes’s study of the composition of the ground layers.  

                                                      

621 Ibid. Weniger pointed to the heads in the Évora Circumcision and the Christ among the Doctors, which 

are close to the heads in the Lamego series, especially in the Circumcision. While I see some similar 

features, in my opinion, these are not strong enough to attribute them to the same painter.  
622 Ibid. 
623 In her Master’s thesis, Lorena dated the altarpiece towards the end of the fifteenth century and proposed 

a somewhat different sequence of the panels; a thematic order rather than a chronological sequence. 

Lorena’s attribution to Hans Memling’s workshop seems far-fetched. She based this attribution on a mark 

in the Magi’s shoe in the Adoration, which is similar to one in another altarpiece by Memling, and on the 

use of similar green pigments. Perhaps she meant malachite, which was found in David’s paintings. See: 

Mercês Lorena, “Um Particular Olhar No Políptico da Vida da Virgin da Sé de Évora: Estudo Técnico e 

Material do Conjunto, com Maior Foco nas Pinturas: Casamento da Virgem; Adoração dos Reis Magos; 

Morte da Virgem,” (MA thesis, Universidade de Évora, 2007), 33–36; 114. 
624 Joachim Oliveira Caetano, “Sombras e alguma Luz sobre o Bispo Afonso de Portugal,” Revista do 

Instituto Superior de Teologia de Évora XIX (2006). 
625 The conference, Sombras e Alguma “Olhar de Perto,” was held at the Museu Nacional de Arte Antiga in 

Lisbon on April 17, 2008.  
626 Joana Campelo, Alexandre Pais, and Nazaré Escobar, eds., O Retábulo Flamengo de Évora. Cadernos 

de Conservação e Restauro. Vol. 6/7 (Lisbon: Instituto dos Museus e da Conservação, 2009). 
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Materials 

Support 

Esteves published a dendrochronological report in 2009.627 Her research confirmed the 

use of Baltic oak for all the panels; two planks from the Death of the Virgin were cut from the 

same tree.628 In the Life of the Virgin panels, the youngest growth ring (1467) was found in 

Christ among the Doctors; in the Passion panels, the youngest ring was found in the Resurrection 

(1469).629 These dates imply a production date after 1475 and 1477, respectively, but do not 

exclude a production date around 1500.  

The use of oak panels for painting was common in both the Low Countries and Portugal.630 It 

has been suggested that eighty-two percent Portuguese panel paintings were made on oak and that 

this wood originated from the Baltic region, and were probably shipped through the commercial 

networks with the Low Countries.631 Commercial documents indeed point to a lively exchange of 

oak between the Baltic, Northern Europe, and the Iberian Peninsula, used specifically for 

                                                      

627 Ribeiro, Esteves, Oliveira, and Frade, “Estudo Material do Retábulo de Évora,” 87–89. 
628 Ibid., 89; table 3. 
629 Ibid., 88–89. 
630 In the Low Countries, Northern Germany, and the Rhineland, oak was the most common material used 

for panel making. This oak was often imported from the Baltic regions due to its suitable properties for 

panels. See Jørgen Wadum, “Historical Overview of Panel-Making Techniques in the Northern Countries,” 

in The Structural Conservation of Panel Paintings, K. Dardes and A. Rothe eds. (Los Angeles: The Getty 

Conservation Institute, 1998), 150. 
631 In a 1974 study, Connaissance des Primitifs par l’étude du bois du XIIe au XVIe siècle (Paris, 1974), 

Jacqueline Marette suggested that that 82% of the fifteenth- and sixteenth-century Portuguese paintings 

were made of Baltic oak, based on the structure and density of the wood. This number was also taken over 

by Peter Klein and Lilia Esteves, who studied some late paintings by Gregório Lopes in the article 

“Dendrochronological analyses in Portuguese Panel Paintings,” in La Peinture et le Laboratoire. Procédes, 

Méthodologie, Applications. Colloque XIII, Bruges, 15 - 17 septembre 1999, eds. Roger van Schoute and 

Hélène Verougstraete (Peeters: Louvain, 2001), 213–220. However, Salomé Silva de Carvalho has 

mentioned the limitations of this study in her dissertation, as Marette’s results are not based on 

dendrochronological research. Instead, Carvalho suggested that while the use of a large percentage of oak is 

likely, considering the lively trade in this type of wood, further study is needed to reveal whether some of 

these planks came from local oak trees rather than from the Baltic regions. See: Salomé Silva de Carvalho, 

“História, Teoria e Deontologia da Conservação e Restauro Aplicadas à Pintura Sobre Maderia em 

Portugal,” (PhD diss., Universidade Católica Portuguesa, 2012), 90.  
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shipbuilding.632 Portuguese carpenters and panel makers would have had access to the wood, as 

can be seen in the contract between the Bishop of Lamego and painter Vasco Fernandes (see 

chapter 4, page 114). 

The twelve panels with the Life of the Virgin currently measure c. 190 x 104 cm, the central 

panel c. 270 x 147 cm, and the six Passion panels c. 77 x 94 cm.633 Most panels were cut and 

none of the original frames have survived.634 The individual planks are relatively thick; the 

thickest were found in the Annunciation (3,7 cm), the Flight into Egypt (3,9 cm), and the Nativity 

(4,2 cm).635  

Several different joining methods were observed in the Évora Altarpiece, but not all of these 

are original. It appears that some were used as reinforcements during several intervention 

campaigns, both older and more recent ones.636 All nineteen panels are constructed of butt joined 

planks, reinforced with rectangular wooden tenons distributed along the length of the join. Each 

wooden tenon is held with a pair of round wooden pegs, one in each adjoining board (fig. 5.34), 

except for the Virgin in Glory, where four round pegs are used in each tenon, two in each plank 

                                                      

632 Marta Domínguez-Delmás and Harry van den Berselaar, “Nederlands' hout op drift. Over 

houthandelsroutes en de herkomst van hout van de Late Middeleeuwen tot in de 18de eeuw,” Vitruvius 6: 

2009, 12–18. 
633 As most of the panels were reduced in size, the average is based on a comparison of the individual 

panels. See: Mercês Lorena, José Mendes, and Sonia Pires, “Caracterização Material do Retábulo de Évora 

– Suporte e Técnica,” in O Retábulo Flamengo de Évora, eds. Campelo, Pais, and Escobar, 42; 46.  
634 Some panels have unpainted edges but none have a barbe. The panels could have been painted in a 

temporary frame after which they were integrated into a sculpted frame comparable to that of the Funchal 

Altarpiece. Ibid., 39–41. 
635 Ibid., 42. Ainsworth and Metzger summarized different opinions regarding the average thickness of oak 

panels used in Netherlandish panel paintings, see: Ainsworth and Metzger, “The Évora Altarpiece,” 15; fn. 

23. According to Jørgen Wadum, the average thickness of oak panels was between 0.8 and 3 centimeters, 

see: “Historical Overview of Panel-Making Techniques in the Northern Countries,” 154. Roger van 

Schoute and Hélène Veroughstraete mentioned 0.7 to 1.5 cm, and J.R.J. van Asperen de Boer, Molly 

Faries, and Jan-Piet Filedt Kok suggested 0.5 to 1.5 cm for average sized panels and 2 to 3 cm for large 

panels. See: Kunst voor de Beeldenstorm, eds. W. Th. Kloek, Willy Halsema-Kubes, and Reinier Baarsen 

('S-Gravenhage: Staatsuitgeverij, 1986), 107. 
636 For such a large commission, planks from other objects could also have been reused. 



187 

 

 

(fig. 5.35).637 According to Ainsworth and Metzger, the way the panels are connected is only 

exceptionally used in northern carpentry, but it is documented in one other Portuguese painting. 

The authors suggest that the different measurement of spaces between the rows of tenons might 

point to the involvement of several carpenters, or perhaps several shops working in tandem.638 A 

trace of a mark was found on the Death of the Virgin.639 

The construction method with the tenons can be best compared to the ‘keyed join’, with the 

key (tenon) held in place by four pegs, as explained in Verougstraete’s publication on frames and 

supports (fig. 4.36).640 The keyed join was used in several larger Netherlandish paintings; 

Verougstraete found this type in Hugo van der Goes’s Death of the Virgin in Bruges, the 

Adoration of the Shepherds in Berlin, and the Triptych of the Adoration of the Shepherds 

(Portinari Altarpiece) in Florence. In a triptych attributed to Jean Bellegambe (c. 1480–

                                                      

637 The twelve panels depicting the Life of the Virgin consist of 4 planks, with the exception of the 

Wedding of Mary and Joseph, the Annunciation, and Christ among the Doctors, which have 5 planks each. 

The central panel consists of 7 planks. The Last Supper, Prisoning of Christ, and Ascension consist of five 

panels; Christ and Pilate, the Descent from the Cross, and the Resurrection, have 4 planks each. However, 

the restorers believed these panels were removed at a later date. Lorena, Mendes, and Pires, 

“Caracterização Material do Retábulo de Évora,” 40–46. 
638 Ainsworth and Metzger point to one other example; the Charola panels at the Convent of Christ in 

Tomar (see chapter 4, page 137), which are joined with tenons pinned with four pins. See: Ainsworth and 

Metzger, “The Évora Altarpiece,” 21, fn. 24. I have not been able to consult the report. To my knowledge, 

to date, no comprehensive study on the panel construction in Portugal has been published. According to De 

Carvalho, who has studied the history of the panel restorations on Portuguese paintings, the construction of 

the Évora panels is also unique in Portugal. Salomé Silva de Carvalho, in conversation with the author, 12 

July 2017. Regarding Netherlandish paintings, Ainsworth and Metzger refer to the panel makers of Hugo 

van der Goes and Barent van Orley, who occasionally used square join reinforcements, pinned in the four 

corners with four pins, two in each plank, as mentioned in Scientific Examination of Easel Paintings: Art 

History and Laboratory, published on the occasion of the tenth anniversary meeting of the PACT group at 

Louvain-la-Neuve, 1986.  
639 These scratches are located on the far-right edge of the panel as viewed verso, and were probably put on 

the cut timber before it was shipped from the Baltic. See: Ainsworth and Metzger, “The Évora Altarpiece,” 

17; fn. 25; Lorena, Mendes, and Pires, “Caracterização Material do Retábulo de Évora,” 43. The fragment 

of the engraved symbol might be a “housemark,” used to identify or label personal belongings/properties 

und used instead of a signature with contracts. Michael Rief, head of collections Suermondt-Ludwig-

Museum, in an email conversation with author, August 26, 2017. A housemark was also found in a panel 

attributed to the circle of Quinten Metsys, discussed in chapter 6, page 245, fn. 734. The RKD, with the 

assistance of Jørgen Wadum, is developing a database for marks on wood, see: MARKS ON ART database, 

https://rkd.nl/en/projects-publications/projects/285-marks-on-art-database-2. Accessed 8 November 2017. 
640 Veroughstraete, Frames and Supports, 46; fig. 13.4. 
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1534/1536) in Arras, depicting the Adoration of the Magi, instead of four, two pegs are used in 

each tenon.641  

In the Évora Altarpiece, in addition to these tenons, several other panel constructions are 

used, but it is hard to establish whether these are original or applied during (early) restorations 

(fig. 4.37).642 This is a subject that requires further study. In some of the panels, the spaces that 

were cut out of the planks to insert the tenons, are considerably bigger than the tenon itself, which 

could point to a later intervention. Other tenons appear to have had additional dowels sticking out 

on either side, but many of them seem to have been removed (fig. 5.38).643 Visible on the X-rays 

and the IRR’s, several retouches appear to have been applied along the join of the individual 

planks, which could suggest that the individual boards were separated at some point in time.644 

One can imagine that this happened when the paintings were removed from their original frames, 

which could have caused the individual planks to separate with some force; some tenons were 

even split in half (fig. 5.39).645 If this was indeed the case, new joining methods had to be applied 

after separation; this might explain why in the Marriage of the Virgin, in addition to tenons, the 

more commonly used dowels are inserted on the top and the bottom of the painting (fig. 5.37).646 

                                                      

641 Ibid, 47. 
642 While some of the interventions are visible on the back of the panels, I was unable to examine the 

paintings with raking light to find evidence of these construction methods at the front of the panels.  
643 Additional dowels in the tenons are used in the Flight into Egypt, Christ among the Doctors, 

Circumcision, Annunciation, Meeting at the Golden Gate, Presentation of the Virgin at the Temple, Christ 

and Pilate, the Descent from the Cross, and the Resurrection.  
644 I consulted with José Mendes, a restorer involved in the restoration of the Évora panels, and he 

confirmed that the planks were not separated during the latest restoration campaign, but that they were 

probably separated during previous campaigns. José Mendes, in email message to author, November 10, 

2017. 
645 Based on some traces in the paint, and the absence of paint in some of the upper corners, the panels 

appear to have been installed in a frame with rounded edges on the top. A reconstruction of their original 

shape is included in Ainsworth and Metzger, “The Évora Altarpiece,” 15. 
646 The butt join with dowels is depicted in fig. 13.1 of: Hélène Veroughstraete, Frames and Supports in 

15th and 16th- Century Southern Netherlandish Paintings (Brussels: Royal Institute for Cultural Heritage, 

2015), 46. http://org.kikirpa.be/frames. 
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In the 1950s, dovetail keys were inserted on the reverse of several panels during an 

intervention.647 

The unusual construction and thickness of the panels has been one of the reasons why 

Ainsworth and Metzger place the altarpiece’s production in Évora and not in the Low Countries. 

While a somewhat similar construction was found in some larger Netherlandish altarpieces, the 

use of double dowels on either side of the tenon remains highly unusual. But, based on available 

studies, such construction also appears to be unique in Portugal. To my knowledge, the role of 

panel makers in the production of altarpieces has not received much study; perhaps further 

research into potential collaboration between these craftsmen might reveal some answers in this 

regard.  

Another related topic for further research would be the ways in which Portuguese 

altarpieces were installed on the walls behind the main altar. It is unclear to me whether the 

finished panels were attached to the sculpted frame, and then attached to the wall, or whether the 

panels were fixed on the walls first, after which their frames were applied. One can imagine that 

this might have impacted the thickness of the panels. It would be worth compiling information 

from other Portuguese altarpieces to compare the thickness of the individual planks, as well as 

their construction methods. To my knowledge, such research has not yet been carried out. The 

forthcoming restoration report of the Funchal Altarpiece might provide more information on the 

construction of its individual panels and installation, which might allow further comparisons. 

 

                                                      

647 Mercês Lorena, “O Retábulo de Évora, a Intervenção nos Suportes,” in Retábulo Flamengo de Évora, 

eds. Campelo, Pais, and Escobar, 101. 



190 

 

 

Preparation layer 

Initial studies of samples of the ground layers, carried out during the 2005–2009 

restoration campaign, revealed the presence of calcium carbonate (chalk) with traces of calcium 

sulfate (gypsum) in the Life of the Virgin panels, a feature rarely found in early Netherlandish 

painting.648 No gypsum or sulfur was detected in the cross-sections, however, nor were further 

traces of gypsum found in the six Passion panels.649 Further examination was carried out to study 

this unusual composition.  

Mercês Lorena confirmed the traces of calcium sulfate in her own analysis, but wondered 

whether these could be impurities in the chalk rather than a deliberate inclusion.650 She suggested 

that instead of its addition as a filler, these traces might have been formed due to a reaction with 

the animal glue binder. Lorena studied a number of Flemish paintings in Portuguese collections 

as a comparison, including the Altarpiece of the Seven Sorrows of the Virgin and the Coimbra 

Passion Triptych by Quinten Metsys, the Virgin and Child with two Angels, attributed to the 

Morrison Master, and the Saint Bartholomew Triptych, attributed to Joos van Cleve ( † 1540 or 

1541).651 The results of FTIR mapping revealed that all studied samples predominantly contained 

                                                      

648 The samples were studied with microchemical and FTIR analyses. See: Lorena, Mendes, and Pires, 

“Caracterização Material do Retábulo de Évora,” 52; 54. Calcium carbonate was the primary material used 

for the preparation layers in the Low Countries during the fifteenth and sixteenth centuries, while gypsum 

was commonly used in Southern Europe, specifically in Italy, Spain, and Portugal. The divide between 

“north-chalk” and “south-gypsum” was probably based upon the availability of the materials and is, to this 

day, the prime indicator for a specific production location. See: Rutherford J. Gettens and George L. Stout, 

Painting Materials: A Short Encyclopedia (New York: Dover Publications, 2011 (originally published 

1942), 103–104; 115; Maartje Stols-Witlox, “Grounds: 1400–1900,” in The Conservation of Easel 

Paintings, eds. Joyce Hill Stoner, and Rebecca Anne Rushfield (Abingdon: Routledge, 2012), 162–163; 

Ron Spronk, More than Meets the Eye: an Introduction to Technical Examination of Early Netherlandish 

Paintings at the Fogg Art Museum (Cambridge: Harvard University Art Museums, 1996), 19. 
649 Lorena, Mendes, and Pires, “Caracterização Material do Retábulo de Évora,” 54; V. Antunes et al., 

“Characterization of glue sizing under calcium carbonate ground layers in Flemish and Luso-Flemish 

painting-analysis by SEM-EDS, u-XRD and u-Raman spectroscopy.” Anal. Methods Analytical Methods 

no. 6 (3: 2014): 710. 
650 Lorena, “Um Particular Olhar,” 55. 
651 Mercês Lorena, “Pintura Flamenga em Portugal. Os Retábulos de Metsys, Morrison e Ancede; Estudo 

Técnico e Material,” (PhD diss., Universidade de Évora, 2013), 34. 
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calcium carbonate bonded with oil and animal glue, in addition to traces of calcium sulfate, found 

specifically in the preparation layer closest to the wooden panel. The subsequent layers solely 

consisted of calcium carbonate. These results led Lorena to conclude that the trace amounts of 

sulfate were caused by a chemical reaction and were, therefore, unintentional. She argued that the 

ground layers of more paintings should be studied using the same methods to shed light on these 

peculiar compositions.652 

 Vanessa Antunes used the Évora Altarpiece as one of her case studies in her research on 

the layered structure of paintings. She studied size layers—very thin layers of animal glue to 

promote the sealing and adhesion between the wooden ground and the preparation layer, and to 

prevent seepage of the wet materials into the wood— and ground layers in Portuguese and 

Flemish paintings of the fifteenth and sixteenth centuries.653 Antunes also recorded the presence 

of calcium sulfate through FTIR analyses, but also examined the samples with other methods. 

Calcium and carbon were the major elements found, which confirmed the use of chalk (calcium 

carbonate) in the ground layers.654 However, Antunes did not find calcium sulfate, nor the 

                                                      

652 Mercês Lorena, “O Preparo na Pintura Flamenga em Portugal: A Identificação do Gesso Vestigial,” in 

As Preparações na Pintura Portuguesa, Séculos XV e XVI– Actas do Colóquio Internacional, edited by 

Vítor Serrão, Vanessa Antunes, and Ana Isabel Seruya (Lisbon: Torreana, 2013), 139–140.  
653 V. Antunes et al., “Characterization of Glue Sizing Layers in Portuguese Wood Paintings from the 15th 

and 16th Centuries by SEM Secondary Electron Images and U–FTIR,” Microscopy and Microanalysis New 

York 20, no. 1 (2014): 66–71; Antunes et al., “Characterization of glue sizing under calcium carbonate 

ground layers,” 710–717. According to fifteenth and sixteenth centuries’ treatises on paintings, artists had 

to dedicate particular attention to the sizing layer. This layer, which consisted mainly of animal glue, had to 

be applied onto the wood support before further application of the ground layer. Per Antunes, the stability 

of a painting mainly depends on the presence of a very cohesive sizing layer, however, the study of these 

layers has not received special attention from researchers. Antunes presented a methodology for the 

characterization of the sizing layer both chemically and morphologically. For her research, she used 

painting reconstructions as references in the development of this method. 
654 SEM-EDS, X-ray Diffraction, and Confocal Raman analysis were used on both mounted and unmounted 

samples. Samples were taken from all the layers, from the surface down to the sizing layer. See: Antunes et 

al., “Characterization of glue sizing under calcium carbonate ground layers,” 712–714. 
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element sulfur (S), in the mounted paint samples. Only with SEM-EDS analysis small traces of 

sulfur were found in the unmounted samples.655  

According to Antunes, the presence of sulfur can be caused by other factors than the use 

of gypsum for the ground layers, such as a chemical reaction due to the acidic degradation of the 

wooden panels, or the use of garlic during the preparation stage, which could have been used as 

an antibacterial agent or as a preventative agent for wood degradation.656 The use of garlic was 

described in several treatises outside of the Low Countries and the presence of sulfur in garlic 

extract has been reported by SEM-EDS analysis.657 She argued that the use of garlic in size layers 

needs further study, using analytical methods with better detection limits.658  

In my personal opinion, it seems that the ground layers predominantly consist of chalk, 

and that the traces of sulfur are too small to suggest the use of gypsum, and might well be the 

product of a chemical reaction rather than a deliberate inclusion. As Antunes proposed, the traces 

in the Évora panels might be caused due to the degradation of the wood, or perhaps to the use of 

garlic in the sizing layer.659  

                                                      

655 According to Antunes, this might suggest the absence of calcium sulfate, or, its presence in such small 

quantities that it was below the detection limits. The sample's sizing layers faced upwards during analysis, 

indicating that the sulfur most probably originated from that bottom layer. Ibid. 715–716. 
656 Ibid., 716. 
657 Ibid., 716. To prevent damage on the panels by insects, garlic was sometimes mixed into the ground 

layer. This is mentioned in treatises such as Francisco Pacheco’s Arte de la Pintura (1649) and Breve 

Tratado de Iluminação (1625–1650). The addition of garlic in drying oils in mentioned in the Bolognese 

MS., a recipe book from late 14th–15th centuries, as well as in Pacheco’s Arte de la Pintura. The use of 

garlic in a mordant—the be used as an adhesive between de ground and metal leaf— is mentioned in Jehan 

le Begue’s 1431 manuscript, which is a compilation of technical treatises, as well as in Cennini’s Il Libro 

dell’Arte della Pittura (late 14th–15th centuries). See: Mary P. Merrifield, Medieval and Renaissance 

Treatises on the Arts of Painting (New York: Dover Publications, 1999), cxxv; ccxxxvii; 94; Lara Broecke, 

Cennino Cennini’s Il Libro Dell’ Arte (London: Archetype, 2015), 198–199; 217. Garlic was available in 

the Low Countries and was mentioned in several recipe books, see: Linda IJpelaar, and Claudine A. 

Chavannes-Mazel eds., De Groene Middeleeuwen: Duizend Jaar Gebruik van Planten (600-1600) 

(Eindhoven: Lecturis, 2016). 
658 Antunes et al., “Characterization of glue sizing under calcium carbonate ground layers,” 716. 
659 This is in contrast to the Nájera panels by Hans Memling, which are built up using three different types 

of preparation layers that vary in thickness and were set up with calcium carbonate, calcium sufate, or a 

mixture of the two, in a different order. See: Geert van der Snickt, Costanza Miliani, Koen Janssens, 

Brunetto G. Brunetti, et al., “Material Analyses of 'Christ with Singing and Music–Making Angels', a Late 
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While gypsum is more commonly recorded in Portuguese paintings, chalk was also found 

in several Portuguese paintings, predominantly those that were produced by Portuguese-Flemish 

painters or Portuguese painters that had close connections with Flemish painters.660 This might 

suggest that the panel maker responsible for the commission was Flemish rather than Portuguese. 

As mentioned in the Lisbon Charter of 1500 (see chapter 4, page 134, fn. 477), “painter’s chalk” 

was taxed to augment the income of the court.661 Apparently, this material was in great demand. 

According to Huub Baija, conservator at the Rijksmuseum, depending on the region of origin, 

large quality differences were found in chalk. For example, certain excavations in Belgium, Italy, 

and Northern France produced chalk of such a fine quality that it became a very popular product 

for artists in the seventeenth century.662 One wonders whether this was already known in the 

                                                      

15th–C Panel Painting Attributed to Hans Memling and Assistants: Part I. Non–Invasive in situ 

Investigations,” Journal of Analytical Atomic Spectrometry 26, no. 11 (2011): 2216–2229. This 

combination is rare in Netherlandish paintings and unique in Memling’s oeuvre. To date, an explanation for 

this mixture has not been found. Lizet Klaassen, one of the restorers of the panels, has kindly provided me 

with some of the initial results of her research. Klaassen studied other Netherlandish paintings where a 

mixture of chalk and gypsum was recorded, but found that many of these results were inaccurate. She 

suggested that Memling could have known Cennini’s treatise, where he described how a layer of “gesso 

sotille” could function as the ideal layer before the application of gilding. However, this specific 

application has not been recorded in the Nájera panels. Apparently, the mixture of these layers served a 

different purpose. Lizet Klaassen, email conversation with author, October 26, 2016. In March 2017, a 

symposium was organized at the Royal Museum of Fine Arts Antwerp, titled “Harmony in Bright Colors. 

Memling's Christ between Singing and Music-making Angels restored.” At this point in time, no 

proceedings have been published. 
660 According to Antunes, calcium carbonate grounds were used in the Adoration of the Magi and Saint 

Francis, attributed to a follower of Nuno Gonçalves (Museum of Évora), Saint Francis, anonymous master 

(Funchal Cathedral), Our Lady of the Rose (MNMC, Coimbra), attributed to the so-called Master of 

Guimarães, Pope Saint Peter, attributed to Gaspar Vaz (Church of Saint John, Tarouca), and in the Viseu 

Altarpiece, attributed to Grão Vasco and Francisco Henriques. See: Vanessa Antunes, “Técnicas e 

Materiais de Preparação na Pintura Portuguesa dos Séculos XV e XVI,” in As Preparações na Pintura 

Portuguesa, Séculos XV e XVI– Actas do Colóquio Internacional, eds. Vítor Serrão, Vanessa Antunes, and 

Ana Isabel Seruya (Lisbon: Torreana, 2013), 55–74. Sara Valades found both gypsum and chalk grounds in 

the works attributed to the workshop of the Flemish painter, Frei Carlos, see: Sara Valades et al., “A 

Pintura Flamenga em Évora no século XVI: novas perspectivas sobre a obra atribuída a Frei Carlos,” in As 

Preparações na Pintura Portuguesa, 115–122. 
661 See: Joaquim Oliveira Caetano, “The Painters and the City: Around Rossio Square at the Time of the 

Discoveries,” in A Cidade Global: Lisboa no Renascimento/ The Global City: Lisbon in the Renaissance, 

eds. Annemarie Jordan-Gschwend, K. J. P. Lowe, Miguel Soromenho, and Paula Brito Medori (Lisbon: 

Imprensa Nacional Casa da Moeda; Museu Nacional de Arte Antiga, 2017), 264. 
662 Huub Baija, in conversation with author, 21 July 2015. 
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previous century, and if this is indeed the case, this chalk was sold in Portugal. The reference to 

“painter’s chalk” might point in this direction.  

 

 

Underdrawing 

 During the restoration campaign, cross sections were taken to confirm the materials used 

for the underdrawings and to establish the layered structure of the paint layers. A carbon-

containing material was used for the underdrawing, likely predominantly in a wet medium.663 A 

whitish layer, which Ainsworth and Metzger call the imprimatura, was found in all the panels but 

not in all cross sections, suggesting that it may have been applied rapidly and relatively 

crudely.664 This thin layer was probably used to reduce the absorbent quality of the ground. Most 

of the underdrawing was placed under this layer, but in some panels a second underdrawing was 

found on top of it. This might point to a later correction.665 Ainsworth and Metzger suggested that 

mapping the preparatory design with respect to this layer might reveal more information on the 

division of labour.666  

During the restoration of the Évora Altarpiece, IRR’s were taken of all nineteen panels, 

yielding insight on the methods and style of the underdrawing.667 In 2016, Sónia Catarina Lopes 

da Costa, former photographer of the Hercules Laboratory, took additional IRR’s of the four 

lower panels at my request: the Meeting at the Golden Gate, the Birth of the Virgin, the 

                                                      

663 Lorena, Mendes, and Pires, “Caracterização Material do Retábulo de Évora,” 52. 
664 Ibid., 54–55. A limited presence of the this layer was found under the flesh of the Virgin, while it was 

found in abundance under the blues. Ainsworth and Metzger suggested that this may be deliberate. See: 

Ainsworth and Metzger, “The Évora Altarpiece,” 19. 
665 See table 3 in: Lorena, Mendes, and Pires, “Caracterização Material do Retábulo de Évora,” 57. 
666 Ainsworth and Metzger, “The Évora Altarpiece,” 19. 
667 The team used an Osiris camera. The Life of the Virgin panels were recorded in two frames for each 

panel, the Virgin in Glory in three frames, and the Passion panels in one frame per panel. A short 

discussion of the underdrawings found in the other panels is included in: Lorena, Mendes, and Pires, 

“Caracterização Material do Retábulo de Évora,” 57–61. 
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Presentation of the Virgin at the Temple, and the Wedding of the Virgin.668 Based on these 

images, which provide more detail, I made some additional observations regarding the different 

underdrawing styles used in the altarpiece. Some of the types appear to be quite close to those 

observed by Metzger in the Saint Anne Altarpiece.669 

Ainsworth and Metzger had access to five IRR’s at the time of their publication and used 

them to discuss some of the more prominent features of the underdrawings. They noticed 

pouncing and colour notations in the Meeting at the Golden Gate and the Death of the Virgin, 

which, according to the authors, could suggest a connection to lost works by Van der Goes. They 

wondered whether some of Hugo’s models ended up in David’s workshop.670 In the Meeting at 

the Golden Gate and the Death of the Virgin, Ainsworth and Metzger observed some features in 

the underdrawing that they interpreted as later corrections. They found these features in the head 

of Joaquim and in the draperies of the apostles, which are drawn in a free, sketchy manner. A 

very similar drawing style was used for the numerous heads in David’s Justice of Cambyses. 

According to the authors, these interventions might be the work of a more accomplished painter, 

perhaps the master of the workshop.671  

No traces of pouncing were found in the Annunciation, Birth of the Virgin, and Virgin in 

Glory. Some of the lines in the Virgin in Glory appear to be quite thick; Ainsworth and Metzger 

                                                      

668 Sónia Catarina Lopes da Costa and I took these IRR’s in a two-day campaign at the Museum of Évora in 

January 2016. I am very grateful for the assistance of Sónia Catarina Lopes da Costa as well as António 

Candeias, director of the Hercules Laboratory, who kindly allowed me to use their Osiris camera. Each 

painting was recorded in twelve frames per panel with an Osiris camera. 
669 Metzger and Berrie. “Gerard David's “St. Anne Altarpiece,” 127–34; Metzger, “The Saint Anne 

Altarpiece,” 87–93. 
670 Ainsworth and Metzger, “The Évora Altarpiece,” 19. They also found pouncing in David’s Adoration of 

the Magi (Munich, Alte Pinakothek), which is considered to be a copy after a lost work by Van der Goes. 

According to Ainsworth, Van der Goes’s models and patterns might have been passed on to David through 

familial bonds, perhaps through Alexander Bening, who married Katheline van der Goes, possibly Hugo’s 

sister or niece. Alternatively, they might have been introduced to David’s workshop through Simon Bening, 

the son of Alexander and Katheline, who collaborated with David. See: Maryan W. Ainsworth, The Évora 

Altarpiece and Bruges Painting around 1500. (unpublished article, 13 pages); Ainsworth, “Diverse Patterns 

Pertaining,” 242. 
671 Ainsworth and Metzger, “The Évora Altarpiece,” 17–19. 
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noted that these sections of the underdrawing were made with a brush and revealed a confident, 

free hand. The parallel hatching in the draperies of both the Birth of the Virgin, and Virgin in 

Glory is “multi-directional,” and possibly points to their execution by the same hand.672 The faces 

of the women in these panels are set up using semi-circular forms for eye sockets and loose lines 

for nose and mouth; a method that was also observed in the Washington panels, part of the Saint 

Anne Altarpiece.673 According Ainsworth and Metzger, the variety of underdrawing styles point 

to a collaborative production. The master of the workshop seemed to have occasionally 

interfered, for example in the head of Joachim in the Meeting at the Golden Gate, the head of the 

Virgin in the Virgin in Glory, and the changes in the heads and figures in the Death of the 

Virgin.674 Based on the similar underdrawing styles, the Virgin of Glory does not appear to be 

painted earlier, as some authors suggested. 

The new IRR’s of the four lowest panels of the Évora Altarpiece—the Meeting at the 

Golden Gate, the Birth of the Virgin, the Presentation of the Virgin at the Temple, and the 

Wedding of the Virgin— provide some additional information. Overall, each panel was carefully 

planned out, using different methods of underdrawing. The majority of the figures, dress and 

draperies, shadow sections, and architecture, are drawn using lines of varying thicknesses, mostly 

in a wet medium. Some lines are thin, sketchy, and more spontaneous, while others vary in 

thickness and primarily outline the figures. Most of the draperies are prepared using parallel 

hatchings to mark out the shadows of the folds. Pouncing was used in the Meeting at the Golden 

Gate and colour notations were added in the Meeting at the Golden Gate, the Birth of the Virgin 

and the Presentation in the Temple. While the pounced patterns are only visible in one panel, 

                                                      

672 Ibid. 
673 Ibid., 19. 
674 Ibid., 20.  
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some single-line underdrawings that mark out the contours of the main forms and overall 

composition of the scenes, might also point to the use of a workshop model.  

In the Meeting at the Golden Gate, a sketchy, freely drawn underdrawing is found in the 

faces of the figures (fig. 5.40). As Ainsworth mentioned, the underdrawing of Joachim’s head, 

using zigzag hatching, is similar to that of the heads in David’s Justice of Cambyses.675 Anne’s 

face is more worked out in this preparation than in the other panels, where female faces are 

rendered using semi-circles for the eye sockets and small lines marking the nose and mouth. 

Traces of pouncing can be found in the draperies of Joachim’s clothes, the flowers in the lower 

right corner, headdress of Anne, and in the background scene (figs. 5.41–5.42). The flowers were 

not painted, but overall, the pounced underdrawing is faithfully followed in the paint layers. 

Another type of underdrawing consists of a single, thicker line, possibly in a liquid medium. In 

most sections, this line follows the pounced pattern to connect the dots and make it more legible 

(fig. 5.41). A sketched head is included in the upper right side of the panel, next to the angel, but 

is not painted. An inscription is found in the lower part of Anne’s dress, probably a colour 

notation (fig. 5.43). 

Similar underdrawing styles can be found in the Birth of the Virgin. Sketchy, more 

spontaneous, lines are visible in the draperies of Joachim, who is sitting on a stool in the 

background (fig. 5.44). A similar, yet slightly more precise style is used for the newborn, and the 

hands of the woman in the lower left (fig. 5.45). This freer style is alternated with a thicker, rigid 

line in the draperies of the figures (fig. 5.46). A colour notation is found in the dress of the 

woman carrying Christ, possibly reading “(a)zu(u)r” which might be a reference to blue (azur) in 

Middle Dutch (fig. 5.47). The faces of the women are set up using semi-circular double lines for 

the eye sockets and loose lines for the nose and mouth. This type of facial rendering was also 

                                                      

675 Ainsworth and Metzger, “The Évora Altarpiece,” 19. 
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found in the Washington panels of the Saint Anne Altarpiece (fig. 5.48).676 Most deviations in the 

paint layers from the underdrawing design can be found in the hands, as in Anne’s right hand, 

which was originally raised. 

Alterations in the arrangement of the dishware in the middle ground of the scene, 

discussed above, are visible in the infrared reflectogram (fig. 5.32). It seems that most of these 

changes appeared in the paint layers. In the IRR, only vague traces of underdrawing are visible in 

the two large plates that originally leaned against the wall, behind what appears to be two jugs 

with handles. The contour of the jug on the left is likely used for the jug that is currently visible. 

A cylindrical shape, perhaps a pot with a lid, initially stood between them. The Venetian glasses, 

Estremoz plate, and most likely the orange, seem to be added later. It would be useful to study a 

paint sample of this section to reveal whether these items were pentimenti or much later 

additions, for example, when they appear on top of an initial varnish layer. 

In the Presentation of the Virgin at the Temple, the draperies are outlined with hatchings 

for the shadows, which is most rigid in the dresses of the Virgin and Saint Anne (fig. 5.49). As in 

the Birth of the Virgin, the faces are described with semi-circles for the eyes and loose lines for 

their noses and mouths. Joachim’s face is sketched in a very similar manner, such as in the 

Meeting at the Golden Gate (figs. 5.40; 5.50). No traces of pouncing were found, not even in 

Anne’s headdress, which is of the same type as she wears in the Meeting at the Golden Gate and 

for which pouncing was used. Several colour notations are added in the clothing of the four 

women in the background, although the letters are hard to decipher. One might read an “gr”, “z” 

(zul/zuul?) and “r”, but only the last one is directly related to the red dress of the woman on the 

right (fig. 5.51). Another notation appears in the cape of the priest. It might be the word “grau” 

(grey) in Middle Dutch as the cape now appears to be a blueish grey.  

                                                      

676 Ibid. 
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The biggest changes in the composition of the Presentation of the Virgin at the Temple 

appear in the stairs and the position of the dog (fig. 5.52). Some of the steps of the staircase in the 

right foreground are painted at a slightly different angle than they were prepared in the 

underdrawing. It appears that two dogs were initially positioned on the stairs; they seem to have 

been drawn and painted, twice. The dogs were not left in reserve but were painted on top of the 

paint layers that make up the stairs, therefore, they were probably a later inclusion. The dog that 

does not appear in the final version was probably a different breed, as its face appears rounder 

and it has a furry snout. The painter seemed to have struggled with the position of the dog’s head, 

as two versions can be discerned. The dog that we see today has a slim, pointy face without fur. 

Both the spots on his back and his tail were loosely underdrawn. A similar type of dog appears in 

two paintings by David; in the Virgin and Child with Saints and Donor in London and the Justice 

of Cambyses in Bruges (figs. 5.4; 5.53–5.54). In the former, the dog is also added later, on top of 

the painted floor tiles; one can observe vague traces of the pink floor tile on its back. The many 

changes in the position of the dog and the position of the staircase reveal the artist’s search for the 

correct perspective, perhaps taking into account the spectator’s point of view. 

The Wedding of the Virgin includes sketchy and more rigid lines, in addition to sparsely 

drawn outlines for the background architecture (fig. 5.55). The women’s faces are set up using 

thin, sparse, semi-circular lines, similar to those in other panels. The faces of the men are drawn 

in two different manners; the younger man in the upper left corner follows the technique used for 

the female faces, while the faces of the men standing behind him are more spontaneously drawn 

(fig. 5.56). These sketchy, thin lines are comparable to the face of Joachim in the Meeting at the 

Golden Gate (fig. 5.40). Little hatching is used in the draperies; rather, a single, liquid line 

indicates the main shapes. This might point to the use of a pre-existing model. Compared to the 

other three panels, the IRR of the Wedding of the Virgin revealed relatively little underdrawing. 

Minor changes between the underdrawing and the paint layers appear in the position of the hands. 
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Overall, the panel seems to have been set up in a single confident session in which few changes 

were deemed necessary to convincingly portray the scene.  

 

Pigments 

The pigments found in the Évora Altarpiece were commonly used by painters in both the 

Low Countries and Portugal. The following pigments were identified: lead white and lead tin 

yellow, azurite and ultramarine blue, vermillion, red, yellow, and brown ochers, copper 

resinate,677 verdigris and malachite greens, and bone black. These pigments were bound in 

flaxseed oil.678 As mentioned, a whitish layer, which the conservators and Ainsworth and Metzger 

refer to as the imprimatura layer, was used in all panels although not evenly distributed; its 

absence under the Virgin’s flesh and under most of the blue sections, could be deliberate or the 

result of rapid, sloppy brushstrokes.679 According to Ainsworth and Metzger, the particles of 

azurite are exceptionally large. The blue sections consist of two layers of mixed pigments over a 

white layer, and include azurite and red lake. Many of the purples consist of layers of red lake and 

azurite without the addition of lead white.680 Ultramarine blue was found in the glazes on top of 

one or more layers of azurite in the shadow sections in the upper register of the altarpiece, as well 

as in the mantle of the Virgin in the Death of the Virgin; the pigment was only sparsely observed 

in the Passion panels. Noteworthy is the absence of ultramarine blue in the central panel depicting 

                                                      

677 Margiet van Eikema Hommes has convincingly argued that copper resinate was most probably never 

used for paintings from the fifteenth and sixteenth centuries, see: Margriet van Eikema Hommes, Changing 

Pictures. Discoloration in 15th–17th-Century Oil Paintings (Londen: Archetype, 2004), 51–89. 
678 For the analysis of the pigments, several complementary techniques were used on a total of 323 paint 

samples: XRF, FTIR, optical microscopy, microchemical analysis, x-ray diffraction, colorimetry, and gas 

and liquid chromatography. See: Lorena, “Um Particular Olhar,” 53–54; Lorena, Mendes, and Pires, 

“Caracterização Material do Retábulo de Évora,” 61–70. 
679 Some of these brush strokes are visible through the paint layers, in particular in the Life of the Virgin 

series, with the exception of the Virgin in Glory, and to a lesser extent in the Passion panels. Ibid., 73; 

Ainsworth and Metzger, “The Évora Altarpiece,” 19. 
680 According to Ainsworth and Metzger, this feature was also noted in the Saint Anne Altarpiece. Ibid. 19–

20. 
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the Virgin in Glory, although, the absence of these glazes might be the result of later 

interventions.681 According to Ainsworth and Metzger, the use of malachite green is unusual 

among Netherlandish painters, but is more often recorded in paintings produced in David’s 

workshop.682 

According to the conservators, in most cross-sections of the twelve panels depicting the 

Life of the Virgin, two or three original colour layers were found on top of what they refer to as 

the imprimatura layer.683 In some cases, one or more glaze layers were placed on this base tone, 

using ultramarine for the blues, red dye for the reds, and a combination for the purples.684 They 

also mention the use of copper resinate for the green glazes, but this is probably a mistake, as 

Eikema Hommes has convincingly argued.685 Overall, the construction of the paint layers is 

highly general and are true for many Netherlandish paintings.  

The conservators compared the Life of the Virgin and the Passion panels and included a 

list of major points of comparison, verifying that: the supports are made of the same material, the 

wood is cut around the same time, the imprimatura has the same composition, the stratigraphy is 

very similar, the same pigments were used in both series, the mixtures of the pigments are very 

similar, and the binders used are the same.686 Minor differences were also found: the ground 

layers of the Life of the Virgin and Passion panels have slight differences; no traces of sulfur 

were found in the latter series, and in some of the Passion panels, they found that the coloured 

                                                      

681 Lorena, Mendes, and Pires, “Caracterização Material do Retábulo de Évora,” 73–74.This is curious as 

one can imagine that the Virgin’s blue mantle in a central image would be an appropriate place for this 

expensive pigment.  
682 Malachite green has been recorded in paintings attributed to Dieric Bouts and Gerard David. See: 

Ainsworth and Metzger, “The Évora Altarpiece,” 20; note 34. I am not aware of studies on the use of this 

pigment among Portuguese painters. 
683 Lorena, “Um Particular Olhar,” 55. 
684 Lorena, Mendes, and Pires, “Caracterização Material do Retábulo de Évora,” 74. 
685 Van Eikema Hommes, Changing Pictures, 51–89. 
686 Ribeiro, Esteves, Oliveira, and Frade, “Estudo Material do Retábulo de Évora,” 94. 
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layers were added on top of the base layer before the latter was completely dry.687 The latter 

observation might point to a rushed production; perhaps the painters were in a hurry to finish the 

panels in time.  

Based on the available information, it appears that the Évora Altarpiece was painted 

using techniques and materials commonly found in Netherlandish workshops. While some 

authors have offered this attribution based on stylistic analogies, material analysis now further 

corroborates it. The use of specific pigments and techniques, such as the exceptionally large 

particle azurite and the layering of azurite and red lakes for the purples, could place the 

production of the panels in the realm of Gerard David. As will be discussed below, the 

similarities in the underdrawing techniques, use of specific pigments, and execution techniques 

between the Évora and Saint Anne altarpieces, further indicate their production by painters 

working in close proximity to David’s workshop. The production location, however, remains 

unresolved, especially as the unusual thickness and construction of the panels are unique in both 

the Low Countries and Portugal. One might speculate that the panels were constructed in 

Portugal, shipped to the Low Countries to be painted, and sent back to Évora upon completion. 

Considering that the Iberian format of the Évora Altarpiece was unusual for Netherlandish 

painters, this would have ensured that the panels would fit their intended location. Further 

comparative study is needed to address this issue. 

 

The Évora Altarpiece and the Saint Anne Altarpiece 

Made around 1500, the Saint Anne Altarpiece was a non-folding, Spanish-style altarpiece 

with three large central panels and—probably—seven smaller panels that formed a predella (fig. 

                                                      

687 Ibid., 74. 
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5.57).688 Ainsworth and Metzger have suggested that the project was executed in David’s 

workshop, or carefully monitored by one of his closest followers who was very familiar with 

David’s style.689Ainsworth has observed varying approaches to David’s international 

commissions: while some are inventive and produced with much finesse, others reveal a more 

routine production.690 The latter seems to be the case with the Saint Anne Altarpiece. According 

to Ainsworth, its central panel was made in a more standardized fashion, without much 

individuality, probably executed by a workshop assistant, while the higher quality of the lateral 

panels, depicting Saints Anthony and Nicolas, point to the master’s personal involvement.691 As 

in the main panels of the Évora Altarpiece, the Saint Anne Altarpiece’s presumed predella 

includes compositions which can be found in the miniatures of illuminated manuscripts.692 A 

comparison between the central panel of the Saint Anne Altarpiece and the Évora panels reveals a 

number of similarities, specifically in their style and the execution of the paint layers. According 

to Ainsworth and Metzger, perhaps the same painters were involved in their production.693 One 

could imagine that for the production of the Saint Anne Altarpiece, David might also have relied 

on the help of other painters through subcontracting. A closer examination, with additional 

                                                      

688 The patron is unknown, but its nineteenth-century provenance implies that it was exported to Spain 

(perhaps Mallorca). For a discussion on the altarpiece, see: Ainsworth, Gerard David: Purity of Vision, 

167–179. 
689 Ainsworth and Metzger, “The Évora Altarpiece,” 13. 
690 Ainsworth argued that the Cervara Altarpiece was made with much more finesse and inventiveness. 

Here, the destined location and the altarpiece’s function was taken into account in various ways, pointing to 

the large involvement of the master himself. For a discussion of the Cervara Altarpiece, see Ainsworth, 

Gerard David: Purity of Vision, 179–201. 
691 Ibid., 173. This contradicts the supposition that the master was responsible for the central and most 

important scenes of altarpieces. However, central scenes often depict more traditional themes for which the 

workshop could use models, whereas the side panels were often unique, based on the requirements of the 

patron.  
692 Ainsworth and Metzger, “The Évora Altarpiece,” 13. These miniatures are discussed in John Oliver 

Hand and Martha Wolff, The Collection of the National Gallery of Art Systematic Catalogue, Early 

Netherlandish Painting (Washington: National Gallery, 1986), 73–74, fn. 20. 
693 Ainsworth and Metzger, “The Évora Altarpiece,” 13–14; Metzger, “The Saint Anne Altarpiece,” 92–93. 
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technical studies, between both altarpieces might provide further evidence for the attribution and 

production location of the Évora Altarpiece.694  

An important difference between the two altarpieces is the construction and thickness of the 

panels. In the Saint Anne Altarpiece, like in most Netherlandish panels, Baltic oak planks were 

butt joined, glued together with animal glue, and strengthened with dowels.695 Although the 

panels were thinned and cradled, Metzger argued that not much wood could have been removed. 

She based this assumption on the placement of the dowel in the side of the Saint Anthony wings. 

According to Metzger, the dowel would have been more or less centrally located in the thickness 

of plank, therefore, based on its current location, not a great deal of wood could have been 

removed from the reverse. The present thickness of the planks is around two centimeters.696 This 

is much thinner than the Évora panels, which are three centimeters on average, with the thickest 

plank measuring 4,2 cm in the Nativity.697 While the Saint Anne Altarpiece was also a large non-

foldable altarpiece, its overall size was significantly smaller than the Évora Altarpiece, which in 

turn might have impacted its thickness.698  

According to Metzger, calcium carbonate was used as filler for the ground layers of the 

Saint Anne Altarpiece.699 The presence of traces of sulfur is not mentioned in her studies; in 

contrast, traces of sulfur were found in the Annunciation, part of the Cervara Altarpiece, made by 

David in 1506 for the Ligurian banker Vincenzo Sauli.700 Ainsworth believed that these trace 

                                                      

694 Ainsworth and Metzger, “The Évora Altarpiece,” 14. 
695 Metzger, “The Saint Anne Altarpiece,” 90. 
696 Ibid., 90; fig. 12. 
697 Ibid.  
698 The side panels of the Saint Anne Altarpiece originally measured 236 x 76 cm, and the central panel 236 

x 98 cm; larger than the Évora panels. The predella panels are 56 x 34 cm. See: Metzger and Berrie, 

“Gerard David's “St. Anne Altarpiece”,” 127. 
699 Under the microscope, coccoliths were visible. See: Metzger, “The “Saint Anne Altarpiece”,” 90. I am 

unaware of other tests that were carried out to establish the materials used in the ground layers. 
700 The altarpiece was placed in the abbey church of San Gerolamo della Cervara, near Genoa, Italy.See: 

Ainsworth, Gerard David: Purity of Vision, 179–201. 
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amounts are not significant enough to indicate production of the panels in Italy, however, she 

does not provide a possible explanation for the presence of these traces.701 It would be interesting 

to compare their quantity with those found in the Évora Altarpiece and perhaps re-examine the 

samples of the Saint Anne Altarpiece with comparable methods to look for sulfate traces. 

No traces of pouncing were found in the Saint Anne Altarpiece, but four different types 

of underdrawing were observed.702 “Type one” (figs. 5.58–5.59) is characterized by a rough 

sketch using a loose, thin line in a dry medium, marking the overall composition, sometimes 

skipping over the surface of the ground.703 It is found in all panels but not always readily visible, 

due to the subsequent layers. Only a small area of this type is found in the Miracles of the Saint 

Anthony. Metzger attributed this type to the master of the workshop, who would have been most 

involved in the painting of the wings, the architecture of the central panel, and the final 

presentation of the figures in the predella panels.704 The second type (fig. 5.60) consists of a line 

in a liquid medium that varies in width and intensity and establishes the composition more 

precisely in the central figural group and the predella.705 The third type (fig. 5.61) is a bold, dark, 

and very schematic but detailed layout made in a liquid medium, perhaps made with paint rather 

                                                      

701 See: Silvia A. Centeno and Mark T. Wypyski, “Analisi chimiche su campioni prelevati dal 'Polittico 

della Cervara,” in Fabio ed., Il Polittico della Cervara di Gerard David, 91–92. In the report, the location 

of these traces is not mentioned. One can imagine that sulfur is present due to a chemical reaction, as 

Antunes has suggested for the Évora panels. Based on their analysis, Ainsworth considered the calcium 

sulfate in the preparatory layer a trace element and believed further research is needed before it can be 

concluded that it was used as a ground in the Italian manner. Email conversation with author, November 

10, 2016. 
702 Metzger, “The “Saint Anne Altarpiece,” 86–93; Metzger and Berrie, “Gerard David's “St. Anne 

Altarpiece”,” 127–34. 
703 Metzger argued that this type is the first drawing stage in all three of the main panels and the St. Nicolas 

predella panels; she only found only a small area of this type in one of the panels of the St. Anthony 

predella. See: Metzger and Berrie, “Gerard David's “St. Anne Altarpiece,” 128; Metzger, “The “Saint Anne 

Altarpiece”,” 87. 
704 Metzger, “The “Saint Anne Altarpiece,” 90–91. 
705 Ibid., 129; Ibid, 89. 
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than ink, found in the planning of Saint Anne and the Virgin and Child.706 According to Metzger, 

the third type is “detailed, labored, and somewhat pedantic in its explicit description of the fall of 

light and folds of cloth.”707 Finally, the fourth type (fig. 5.62) is characterized by a corrective 

drawing in a water-based medium laid on top of an oleaginous layer, with poor adhesive 

properties.708 As mentioned, the face of the Virgin is set up using circles for the eye sockets and 

quick outlines for the nose and mouth (fig. 5.63). Metzger concluded that the workshop was most 

heavily involved in preparing the predella and painting the central figural group, while David 

prepared most of the wings, the architecture in the central panel, and the final presentation of the 

predella panels. According to her, the Saint Anne Altarpiece “was made in a Northern locale 

under the supervision of Gerard David then shipped to its final destination, where it was framed 

in the local fashion using local methods.”709  

It seems that some of the qualities of these four underdrawing types can also be found in 

the underdrawings in the Évora Altarpiece, although further study, with access to (new) IRR’s of 

the Saint Anne Altarpiece, is needed to establish whether they might be made by the same hand. 

At this point, I can make only cautious observations. The characteristics of what Metzger 

described as “type 1” (figs. 5.58–59), are most comparable to the underdrawings found in the face 

of Joachim in Meeting at the Golden Gate (fig. 5.40), and in Joachim’s face, the draperies of 

Joachim sitting on a stool, and the Christ Child in the Birth of the Virgin (fig. 5.44). I agree with 

                                                      

706 A cross section revealed that type 3 was laid down thickly and then covered with a translucent layer. In 

her 1997 article, Metzger noted that she only found this type in St. Anne’s red drapery. However, in 2017, 

she points to its presence in the planning of Saint Anne, the Virgin, and Child, as well. Ibid., 129; Ibid., 89. 
707 Metzger, “The “Saint Anne Altarpiece”,” 89. 
708 Optical microscopy showed the pigment is charcoal. Type 4 is visible in the Virgin’s breast and sleeve, 

in the bedding in the Miracle of the Dowry, and in the sleeve of the Child in the Miracle of the Child. 

Metzger and Berrie, “Gerard David's “St. Anne Altarpiece,” 129–130; Metzger, “The “Saint Anne 

Altarpiece,” 89. 
709 Metzger, “The “Saint Anne Altarpiece,” 91. 
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Ainsworth and Metzger that the free and sketchy quality of these underdrawings might point to 

their production by a more advanced hand.710  

A thicker line, probably made with a brush, is visible in the Birth of the Virgin (fig. 5.46), 

Presentation of the Virgin in the Temple (figs. 5.49–50) and the Wedding of the Virgin (fig. 5.55). 

Much like “type 2” (fig. 5.60), they are used to set out the overall composition and shadows. As 

mentioned, some of these lines are placed on top of the pounced patterns, as in the background 

and the clothes of Joachim in the Meeting at the Golden Gate (fig. 5.41). A similarly executed 

line can be found in the bed sheets and women’s clothing in the Birth of the Virgin (fig. 5.46). 

Their somewhat “schoolish” quality might suggest that these lines follow an existing workshop 

model.  

Another point of comparison is the use of parallel hatching in most of the draperies in 

both altarpieces. Although not as dense, the use of a thicker outline and (parallel) hatched 

sections in the shadows can be found in both altarpieces (fig. 5.40 and fig. 5.45) The zigzag 

hatch, found in the face of Joachim (fig. 5.40), is comparable to those used in the Christ Child in 

the centre panel of the Saint Anne Altarpiece (fig. 5.63). 

In some sections of the Meeting at the Golden Gate, the Birth of the Virgin, the 

Education of the Virgin, and the Wedding of the Virgin, the lines are thicker and bolder, 

somewhat in common with the draperies in the Lamentation part of Saint Anne’s predella (fig. 

5.60). These types of lines are visible in the draperies in the lower right of the Birth of the Virgin, 

and in some sections of Anne’s mantle in the Presentation of the Virgin in the Temple (fig. 5.49). 

Their characteristics approach those mentioned by Metzger for “type 3” (fig. 5.61), but, based on 

the available published images, none seem as thick, nor is the laborious hatching style of “type 3” 

visible. I have not encountered the “correction” drawing, or “type 4”, placed on top of an 

                                                      

710 Ainsworth and Metzger, “The Évora Altarpiece,” 17. 
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oleaginous layer, in the Évora panels. That said, new IRR’s, using the same equipment, are 

needed to further analyze the similarities between these underdrawing styles.  

The use of pigments and the construction of the paint layers reveal several similarities 

and differences.711 In both altarpieces, malachite was recorded, the use of very large particles of 

azurite, as well as the layering of azurite and red lake to create purples.712 Ultramarine blue was 

used in the Évora Altarpiece, except for the central panel, but not in the Saint Anne Altarpiece 

whereas, according to Metzger, the inexpensive copper chloride713 was used in the cloth of 

honour in the central panels of Saint Anne, but not recorded in the Évora panels.714 Both 

altarpieces also share some stylistic features. Overall, the figures reveal a slight stiffness. The 

face of the priest in the Marriage of the Virgin in Évora is comparable to the head of Saint 

Nicolas in the Saint Anne Altarpiece; further, various female figures in Évora are stylistically 

close—Ainsworth noted a “wooden” quality— in the Virgin and Saint Anne.715 Metzger argued 

that these similarities in the paint layers as well as the execution of the figures might point to the 

production of both altarpieces by an advanced assistant in David’s workshop. According to her, 

perhaps this assistant traveled to Évora to oversee the commission and hired local artists to help 

with the execution.716  

 

 

                                                      

711 In the paint samples taken from the Saint Anne Altarpiece, Metzger recorded lead white, lamp and 

charcoal black, azurite, earth yellows and reds, lead-tin yellow, malachite, verdigris and copper chloride 

green, lead-tin yellow, vermilion, and red lake. Metzger, “The “Saint Anne Altarpiece”,” 91. 
712 Ainsworth and Metzger, “The Évora Altarpiece,” 10–12. 
713 Metzger mentioned copper chloride, of which I could not find additional information. Metzger, “The 

“Saint Anne Altarpiece,” 91. 
714 Metzger, “The “Saint Anne Altarpiece,” 92. 
715 Ainsworth and Metzger, “The Évora Altarpiece,” 14. 
716 Metzger, “The “Saint Anne Altarpiece,” 91–92. 
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Taking all these observations into account, I tend to believe that if the Évora Altarpiece was 

indeed painted by artists from David’s workshop or his immediate circle. It was likely made in 

the Low Countries and then shipped to Portugal. Following D. Martens, if painters from David’s 

workshop came to Évora, as some have suggested, one might wonder why David would send an 

advanced assistant to Portugal with models and sketches for such a large commission during a 

period when he received numerous important commissions; at such a time, the master would need 

his assistant(s) at hand. The unique appearance and high quality of the paintings, distinct from 

other surviving imported Netherlandish paintings or those that were locally produced, are difficult 

to reconcile. There is no evidence of David’s stylistic influence in local workshops, which would 

be expected had artists from his studio or circle traveled to Portugal and brought along models 

and sketches. Considering the large undertaking, one can imagine that local painters would have 

been involved too, who in turn might have integrated David’s style in their own work. That being 

said, considering the small percentage of surviving works, resulting from several natural 

disasters, it is possible that such paintings might be lost.  

As evidenced by the Saint Anne Altarpiece, David was able to produce different types of 

altarpieces to meet the needs of his foreign clientele that still carried his signature style, without 

much of the involvement of the master himself. If the Évora Altarpiece was commissioned from 

David, it seems to fall into this category of painting. In any case, the Évora Altarpiece reflects the 

taste of the Portuguese elite in this period. Whether commissioned by Dom Afonso or Manuel I, 

they both would have had the means to commission the altarpiece from a renowned painter and 

ship the large, and undoubtedly expensive, work to Portugal, making use of the relatively well-

developed commercial networks that existed with the Low Countries. Shipping large works from 

the Low Countries has precedent: the individual panels of the Évora altarpiece were about the 

same size as those parts of triptychs sent to the mainland and the Portuguese islands. The patron 

might have used the Portuguese Factor to commission the work by David, or one of his close 
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followers. If the former was the case, David might have acted as the overseer of the commission, 

rather than producing the work solely with his own workshop assistants. This would not only 

explain the lesser quality of the altarpiece, in comparison to David’s autograph works, it also 

explains the various hands visible in the underdrawing and the execution of the paint layers. If 

this was indeed the case, the Évora Altarpiece would be a prominent example of how 

Netherlandish painters utilized their workshops and collaborated with journeymen, other master 

painters and their workshops, for the production of large, international commissions. 
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Fig. 5.1 South-Netherlandish, Évora Altarpiece (installed at the Museum of Évora), c. 1500, oil on oak,  
 Museu de Évora, Évora. © DGPC
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Fig. 5.4  South-Netherlandish, Presentation of the Virgin at the Temple, c. 1500, oil on oak, 191.9 x 111.4 
 cm, Museu de Évora, Évora, inv. nr. ME 1504. © DGPC
Fig. 5.5  South-Netherlandish, Wedding of the Virgin, c. 1500, oil on oak, 192.5 x 111.0 cm,
 Museu de Évora, Évora, inv. nr. ME 1505. © DGPC

Fig. 5.2  South-Netherlandish, Meeting at the Golden Gate, c. 1500, oil on oak, 191.4 x 101.4 cm,    
 Museu de Évora, Évora, inv. nr. ME 1502. © DGPC
Fig. 5.3  South-Netherlandish, Birth of the Virgin, c. 1500, oil on oak, 191.9 x 114.4 cm, 
 Museu de Évora, Évora, inv. nr. ME 1503. © DGPC
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Fig. 5.8  South-Netherlandish, Adoration of the Magi, c. 1500, oil on oak, 188.4 x 96.9 cm, 
 Museu de Évora, Évora, inv. nr. ME 1508. © DGPC
Fig. 5.9  South-Netherlandish, Circumcision, c. 1500, oil on oak, 188.4 x 101 cm, 
 Museu de Évora, Évora, inv. nr. ME 1509. © DGPC

Fig. 5.6  South-Netherlandish, Annunciation, c. 1500, oil on oak, 190.5 x 97.5 cm, 
 Museu de Évora, Évora, inv. nr. ME 1506. © DGPC
Fig. 5.7  South-Netherlandish, Nativity, c. 1500, 190.6 x 97.9 cm, oil on oak, 
 Museu de Évora, Évora, inv. nr. ME 1507. © DGPC
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Fig. 5.12 South-Netherlandish, Christ among the Doctors, c. 1500, oil on oak, 187.5 x 110.5 cm, 
  Museu de Évora, Évora, inv. nr. ME 1512. © DGPC
Fig. 5.13 South-Netherlandish, Death of the Virgin, c. 1500, oil on oak, 188.1 x 110.1 cm, 
  Museu de Évora, Évora, inv. nr. ME 1513. © DGPC

Fig. 5.10 South-Netherlandish, Presentation at the Temple, c. 1500, oil on oak, 188.4 x 101 cm, 
  Museu de Évora, Évora, inv. nr. ME 1510. © DGPC
Fig. 5.11 South-Netherlandish, Flight to Egypt, c. 1500, oil on oak, 188.3 x 101 cm, 
  Museu de Évora, Évora, inv. nr. ME 1511. © DGPC
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Fig. 5.14 South-Netherlandish, Virgin in Glory, c. 1500, oil on oak, 269.5 x 147 cm, 
  Museu de Évora, Évora, inv. nr. ME 1501. © DGPC
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Fig. 5.19 South-Netherlandish, Resurrection, c. 1500, oil on oak, 76.1 x 87.9 cm, 
  Museu de Évora, Évora, inv. nr. ME 1518. © DGPC
Fig. 5.20 South-Netherlandish, Ascension, c. 1500, oil on oak, 77.5 x 89.6 cm, 
  Museu de Évora, Évora, inv. nr. ME 1519. © DGPC

Fig. 5.17 South-Netherlandish, Christ and Pilate, c. 1500, oil on oak, 76.8 x 105.3 cm, 
  Museu de Évora, Évora, inv. nr. ME 1516. © DGPC
Fig. 5.18 South-Netherlandish, Descent from the Cross, c. 1500, oil on oak, 768 x 103.4 cm, 
  Museu de Évora, Évora, inv. nr. ME 1517. © DGPC

Fig. 5.15 South-Netherlandish, Last Supper, c. 1500, oil on oak, 75.9 x 88.3 cm, 
  Museu de Évora, Évora, inv. nr. ME 1514. © DGPC
Fig. 5.16 South-Netherlandish, Prisoning of Christ, c. 1500, oil on oak, 75.7 x 88.0 cm, 
  Museu de Évora, Évora, inv. nr. ME 1515. © DGPC
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Fig. 5.21 Attributed to Fernando Gallego and workshop, Altarpiece of the Church of Santa María de
  Trujillo, c. 1490, oil on wood, Igreja de Santa María, Trujillo. 
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Fig. 5.24 Gerard David, “Adoration of the Magi,” part of the Breviary of Isabella of Castile, 1490s, 
  British Library, London, inv. nr. Ms. 18851.
Fig. 5.25 Hugo van der Goes, Donor and Organ Playing Angels (detail of the Trinity Altarpiece), 
  c. 1480, oil on oak, 202 x 100.5 cm, Scottish National Gallery, Edinburgh, inv. nr. RCIN 403260. 

Fig. 5.22 Hugo van der Goes, Death of the Virgin, c. 1470, oil on oak, 148 x 123 cm,
  Groeningemuseum, Bruges, inv. nr. 0000.GRO0204.I.
Fig. 5.23 Hugo van der Goes, Monforte Altarpiece, c. 1471, oil on oak, 150 x 247 cm, 
  Staatliche Museen, Berlin.
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Fig. 5.28 Gerard David, Four Girl’s heads and hands, c. 1500–1505, silverpoint on prepared paper, 
  8.9 x 9.7 cm, Cabinet des Dessins, Musée du Louvre, Paris.
Fig. 5.29 Hugo van der Goes (with early sixteenth century additions), Meeting of Jacob and Rachel 
  (detail), pen and brown ink, brush and brown pigment, white highlights on slate-gray paper, 
  33.8 x 57.2 cm, Ashmolean Museum, Oxford.

Fig. 5.26 Master of 1499, Virgin and Child Enthroned with Female Saints, c. 1499, oil on panel, 101 x 60 cm,
  Virginia Museum of Fine Arts, Virginia, inv. nr. 57.39.
Fig. 5.27 Attributed to Alexander Bening, “Visitation,” part of the Hours of Queen Isabella the Catholic, 
  c. 1495–1500, Cleveland Museum of Art, Cleveland, inv. nr. 1963.256.115.b.
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Fig. 5.30 Reconstruction of the Évora Altarpiece with predella. © Author
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Fig. 5.32 Detail infrared refl ectogram showing the arrangement of dishware in the Birth of the Virgin. 
  © Author

Fig. 5.31 Detail showing the arrangement of dishware in the Birth of the Virgin. © Author
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Fig. 5.35 Detail x-radiograph showing tenons with four pegs in the Virgin in Glory. © DGPC
Fig. 5.36 “keyed join.” © DGPC

Fig. 5.33 Master of the André Madonna, Virgin and Child, c. 1500, oil on oak, 44 x 32 cm, 
  Musée Jacquemart-André, Paris, inv. nr. 1868. © RKD
Fig. 5.34 Detail x-radiograph showing a tenon with two pegs in the Wedding of the Virgin. © DGPC
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Fig. 5.37 Detail x-radiograph showing diff erent construction methods in the Marriage of the Virgin. © DGPC
Fig. 5.38 Detail x-radiograph showing the tenons with additional dowels in the Annunciation. © DGPC
Fig. 5.39 Detail x-radiograph showing a cracked tenon in the Virgin in Glory. © DGPC
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Fig. 5.42 Detail infrared refl ectogram showing traces of pouncing in the fl owers 
  in the Meeting at the Golden Gate. © Author
Fig. 5.43 Detail infrared refl ectogram showing a colour notation in Anne’s dress 
  in the Meeting at the Golden Gate. © Author

Fig. 5.40 Detail infrared refl ectogram showing the underdrawing in the faces of the fi gures 
  in the Meeting at the Golden Gate. © Author
Fig. 5.41 Detail infrared refl ectogram showing traces of pouncing in the draperies 
  in the Meeting at the Golden Gate. © Author
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Fig. 5.46 Detail infrared refl ectogram showing the underdrawing of the draperies in the Birth of the Virgin.
  © Author
Fig. 5.47 Detail infrared refl ectogram showing a colour notation in the dress of the woman carrying the 
  infant Mary in the Birth of the Virgin. © Author

Fig. 5.44 Detail infrared refl ectogram showing the underdrawing of Joachim in the Birth of the Virgin. 
  © Author
Fig. 5.45 Detail infrared refl ectogram showing the underdrawing of the hands of the woman 
  in the lower left in the Birth of the Virgin. © Author
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Fig. 5.50 Detail infrared refl ectogram showing the underdrawing of the face of Joachim 
  in the Presentation of the Virgin at the Temple. © Author
Fig. 5.51 Detail infrared refl ectogram showing colour notations in the dresses of the women in 
  the background in the Presentation of the Virgin at the Temple. © Author

Fig. 5.48 Detail infrared refl ectogram showing the underdrawing of the face of the woman carrying 
  the infant Mary in the Birth of the Virgin. © Author
Fig. 5.49 Detail infrared refl ectogram showing the underdrawing in the draperies of the Virgin 
  in the Presentation of the Virgin at the Temple. © Author
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Fig. 5.54 Gerard David, Justice of Cambyses (detail), 1498, oil on oak, 182.3 x 159.2 cm (whole panel), 
  Groeningemuseum, Bruges, inv. nr 0.40.

Fig. 5.53 Gerard David, Virgin and Child with Saints and Donor (detail), oil on oak, 
  105.8 x 144.4 cm (whole panel), the National Gallery, London, inv. nr. NG1432.

Fig. 5.52 Detail infrared refl ectogram showing the underdrawing of the dogs in the Presentation of 
  the Virgin at the Temple. © Author
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Fig. 5.56 Detail infrared refl ectogram showing the underdrawing in the faces of the men in the upper left 
  of the Wedding of the Virgin. © Author

Fig. 5.55 Detail infrared refl ectogram showing the underdrawing in the background architecture in the 
  Wedding of the Virgin. © Author
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Fig. 5.57 Gerard David and workshop, Saint Anne Altarpiece, 1500–1506, oil on oak, c. 236 x 98 cm 
  (central panel), c. 236 x 76 cm (wings), c. 56 x 34 cm (predella panels), National Gallery of Art, 
  Washington; National Galleries of Scotland, Edinburgh; Toledo Museum of Art, Toledo. (missing: 
  the Lamentation)
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Fig. 5.59 “type 1”: detail of Saint Anthony’s right foot, part of the Saint Anne Altarpiece (right wing). 
  (Source: Catherine Metzger, “The Saint Anne Altarpiece by Gerard David and His Workshop,” in 
  Workshop Practice in Early Netherlandish Painting: Case Studies from Van Eyck through Gossaert, 
  ed. Maryan W. Ainsworth (Turnhout: Brepols, 2017), 87–93.)

Fig. 5.58 “type 1”: detail putti, part of the Saint Anne Altarpiece (central panel). (Source: Catherine Metzger, 
  “The Saint Anne Altarpiece by Gerard David and His Workshop,” in Workshop Practice in Early 
  Netherlandish Painting: Case Studies from Van Eyck through Gossaert, ed. Maryan W. Ainsworth
  (Turnhout: Brepols, 2017), 87–93.)
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Fig 5.61 “type 3”: detail of the drapery of Saint Anne, part of the Saint Anne Altarpiece (central panel). 
  (Source: Catherine Metzger, “The Saint Anne Altarpiece by Gerard David and His Workshop,” 
  in Workshop Practice in Early Netherlandish Painting: Case Studies from Van Eyck through 
  Gossaert, ed. Maryan W. Ainsworth (Turnhout: Brepols, 2017), 87–93.)

Fig. 5.60 “type 2”: detail of the draperies in The Lamentation, possibly part of the Saint Anne Altarpiece
  (predella). (Source: Catherine Metzger, “The Saint Anne Altarpiece by Gerard David and His 
  Workshop,” in Workshop Practice in Early Netherlandish Painting: Case Studies from Van Eyck
  through Gossaert, ed. Maryan W. Ainsworth (Turnhout: Brepols, 2017), 87–93.)
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Fig. 5.63 detail of the Virgin and Child, part of the Saint Anne Altarpiece (central panel). 
  (Source: Catherine Metzger, “The Saint Anne Altarpiece by Gerard David and His Workshop,” 
  in Workshop Practice in Early Netherlandish Painting: Case Studies from Van Eyck through 
  Gossaert, ed. Maryan W. Ainsworth (Turnhout: Brepols, 2017), 87–93.)

Fig. 5.62 “type 4”: detail of the Virgin’s sleeve, part of the Saint Anne Altarpiece (central panel). 
  (Source: Catherine Metzger, “The Saint Anne Altarpiece by Gerard David and His Workshop,” 
  in Workshop Practice in Early Netherlandish Painting: Case Studies from Van Eyck through 
  Gossaert, ed. Maryan W. Ainsworth (Turnhout: Brepols, 2017), 87–93.)
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Chapter 6 

Problematizing Local Iconographies:  

The Poor Clares and the Colettine Reform 

This chapter is concerned with three paintings that depict a similar, but unusual, subject: 

an angel appearing to three Clarisse saints before a church and a garden (figs. 6.1–6.3). The 

paintings, one of which was part of a multi-panel altarpiece, originally hung in two convents that 

followed the reform of Colette of Corbie (c. 1381–1447): the Convent of Jesus in Setúbal and the 

Madre de Deus Convent in Xabregas. The convents were founded with the help of Queen Eleanor 

of Viseu (1458–1525), sister of King Manuel I (1469–1521), who had considerable influence at 

the Portuguese court. The three paintings, which I will refer to as panel A, B, and C, not only 

share the same iconography, they are also produced with a similar attention to detail, revealing 

the artists’ knowledge of Netherlandish painting styles. However, there are no surviving 

documents that refer to the panels’ commission or production, nor are they signed or dated. It is 

thought that they were produced around the same time, possibly after 1515, and formed each 

other’s direct inspiration. Alternatively, they might be based on a now-lost prototype or written 

instruction. These three paintings are an example of the difficulties scholars face when 

researching surviving sixteenth century paintings in Portugal.  

Panel A (fig. 6.1) hung in the Convent of Jesus in Setúbal and relates to the work of 

Quinten Metsys, but is not likely by the master’s own hand. Perhaps the painting was based on a 

version by Metsys that is now lost, or commissioned from a Netherlandish master who was 

familiar with his work. Despite the lack of archival evidence, it has been assumed that Emperor 

Maximilian I (1459–1519) gifted panel A to Queen Eleanor who in turn donated it to the 



234 

 

 

convent.717 In this chapter, I argue, however, that if the panel came from the Low Countries, there 

is a greater likelihood that it was sent by a female member of the court, possibly Maximilian’s 

daughter Margaret of Austria (1480–1530). Margaret, much like her predecessors, was an active 

supporter of Colette’s reform. Alternatively, Queen Eleanor may have commissioned the painting 

through the intermediary of the Portuguese Factors, who were involved in the purchases of luxury 

goods for the royal household (see chapter 3). As will be discussed in this chapter, the Factors 

commissioned several paintings from Quinten Metsys, or from artists of his immediate circle, to 

be placed in Portuguese religious institutions.  

In the first two decades of the sixteenth century, Metsys’s paintings were popular in 

Portugal. At least two altarpieces painted in his workshop were sent there: the Altarpiece of the 

Seven Sorrows of the Virgin (figs. 6.4–6.10), sent to the Madre de Deus Convent, and a Passion 

Triptych (figs. 6.11–6.17), placed in a Clarisse convent in Coimbra. Additionally, several 

paintings in Portuguese collections are believed to have been painted by artists from Metsys’s 

circle. While the master’s popularity and the prestigious nature of the commission might suggest 

that panel A was produced in Metsys’s workshop, the pictorial quality contradicts this. Certainly, 

the painting has been heavily restored but, as will be discussed in this chapter, when compared to 

some panels of the Altarpiece of the Seven Sorrows of the Virgin and the Coimbra Passion 

Triptych, panel A appears to be painted without much involvement of the master.  

Panel B (fig. 6.2) hung in the Madre de Deus Convent in Xabregas and similarly reveals 

knowledge of Metsys’s work. Its quality is, however, difficult to assess due to its poor state of 

preservation. The composition is mirrored, and, while similar overall, differs in certain respects. 

Based on stylistic analysis and its inclusion in a Portuguese collection, the painting is often 

                                                      

717 Fernando Baptista Pereira, “O Retábulo-Mor do Convento de Jesus de Setúbal no Contexto dos 

Conjuntos Retabulares Atribuídos à Oficina do Pintor Régio Jorge Afonso,” in Retábulo do Convento de 

Jesus de Setúbal, ed. Fernando Baptista Pereira et al. (Setúbal: Museu de Setúbal; Museu do Convento de 

Jesus, 2013), 33. 
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attributed to Metsys’s Portuguese apprentice, Eduardo. Unfortunately, nothing is known of 

Eduardo except that he registered as an apprentice in the Antwerp Saint Luke guild in 1504 and 

as a master in 1508.718 Some scholars have suggested that he moved back to Portugal after his 

training, an assumption based upon the availability of paintings in Portugal that reveal a 

knowledge of Metsys’s painting style but lack the master’s quality. As a result, Eduardo’s 

supposed oeuvre, in which panel B is often included, varies greatly in style and quality. 

Circumstantial evidence suggests that panel C (fig. 6.3) was produced by Jorge Afonso 

and his workshop. In contrast to panels A and B, panel C was integrated into a multi-panel 

altarpiece that hung behind the main altar of the convent church in Setúbal, presumably produced 

after 1515. It has been suggested that panel A arrived in Setúbal first, after which Afonso was 

asked to integrate a copy into the main altarpiece; however, there is no evidence to support this 

claim.719 As discussed in chapter four, Afonso was a court painter for Manuel I and John III 

(1502–1557) and commonly associated with the production of several multi-paneled altarpieces. 

Afonso’s ability to apply a Netherlandish style and technique to the Setúbal Altarpiece can be 

explained though his position at court and his close relationships with Netherlandish artists. Panel 

C probably formed part of the lowest register, together with four scenes depicting the lives of 

Franciscan saints.  

The key problem is that the existing assumptions about the three panels are not supported 

by surviving documents and, until now, technical examination. While it is unlikely that relevant 

documents will be found, future advances could be made through material analyses, possibly 

aiding our understanding of the panels’ patronage, authorship, date, and place of production.720 At 

                                                      

718 P. Rombouts and T. Van Lerius, ed., De Liggeren der Antwerpsche Sint Lucasgilde (The Hague, 1864–

1876), 1:60; 69. 
719 Baptista Pereira, “O Retábulo-Mor do Convento de Jesus de Setúbal,” 33. 
720 Panels A and C were examined by Maria Luisa Carvalho, professor at the Physics department at the 

Universidade Nova in Lisbon. I was unable to obtain information on her research and potential results, 

which are not yet published.  
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present, it is believed that panel A was the initial painting sent to Portugal after which the other 

two were modelled. This hypothesis is based on the assumed higher quality of panel A and its 

affinity with Metsys’s paintings. However, compared to other autograph works, it does not seem 

to possess the same quality. Identification of the wood species with the help of dendrochronology, 

might enable us to confirm, or contradict, this. Moreover, it could provide information on the 

panels’ place of production.721 Similarly, in analysing the materials used in the ground layers of 

panels A and B, we might be able to place their production to a specific region.722 

The first part of this chapter includes a detailed description of each panel based on my 

own examination. In 2016, Sónia Catarina Lopes da Costa, photographer at the Hercules 

Laboratory in Évora, took infrared reflectograms (IRR) of the three paintings per my request, 

which allowed me to study their underdrawings. Underdrawing was mostly revealed in panel C, 

and, as will be discussed, the lack of such underdrawings in panel A and B complicates their 

attributions significantly. I elaborate upon the panels’ unusual iconography, which relates to their 

original location in Clarisse convents. The scene appears to portray a celestial coronation, 

crowning the three most important founders of the Order of Saint Clare, and through them, the 

Order as a whole. A history of the Clarisse order in the Low Countries and Portugal, specifically 

focussed on the Colettine reform movement, allows for a better understanding of the panels’ 

                                                      

721 The use of Baltic oak was standard in the Low Countries and common in Portugal (see chapter 4, page 

115, fn. 396). Other wood types are virtually unknown in the Low Countries. If panels A and/or B were 

made from a different type of wood, we might suggest a production outside of the Low Countries. If the 

panels are made of Baltic oak, we are able to perform dendrochronology to establish a terminus post quem 

for their production. 
722 With micro-chemical and FTIR analyses, the presence of calcium sulfate (gypsum) and/or calcium 

carbonate (chalk) in the preparation layers could be established, possibly indicating a specific production 

location. As discussed in chapter four and five, both calcium sulfate (gypsum) and calcium carbonate 

(chalk) were used to prepare the ground layer, but their use seems to be regionally determined. It is 

generally assumed that painters in the Low Countries exclusively used chalk for their preparatory layers, 

whereas gypsum is most commonly recorded in Spain and Italy. In Portugal, both gypsum and chalk were 

used for ground layers. In some instances, a combination of both materials was used. It is my understanding 

that Vanessa Antunes, under supervision of Maria Luisa Carvalho, studied the ground layers of panels A 

and C, but I have not been able to study their data. 
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function and patronage. The second part of the chapter includes a description of Queen Eleanor’s 

artistic patronage and involvement in the foundation of the two convents where the panels were 

located. I include a description of the convents’ painting collections as well as the Setúbal 

Altarpiece, which panel C was part of. The final section of this chapter concerns paintings in 

Portuguese collections that are attributed to Metsys, or reveal a knowledge of his style and 

working methods. As a whole, this chapter places the three panels in their cultural, religious, and 

artistic context, laying a foundation for future (technical) research. 

 

A Description of the Three Panels 

 

Panel A 

The Appearance of the Angel to Saints Clare, Agnes, and Colette 

After 1515 (?) 

152.7 x 97.3 cm 

Oil on wood 

Museu de Setúbal/Convento de Jesus 

inv. nr. MSCJ0001/PR001 

 

Three female saints, dressed in habits of the Clarisse order, kneel in a grassy field in front of an 

angel (fig. 6.1). The women represent important founding figures of the Order of Saint Clare, 

each identified by her name inscribed in Portuguese or in Flemish in her golden halo: “SCA 

Clara” at the left, “SCA Agnes” in the middle, and “SCA Coleta […..]” on the right. The halos 

might be a later inclusion, as Flemish artists rarely used them to identify saints.723 Clare of Assisi 

                                                      

723 See: Maryan Ainsworth, “Intentional Alterations of Early Netherlandish Painting,” 

http://www.metmuseum.org/toah/hd/neth/hd_neth.htm, accessed September 15, 2016. It would be useful to 

examine the pigments and compare them to those used for the other metal objects depicted in the painting. 

The halos could have been included to make the convent’s painting collection appear more uniform; other 

panels in the collection contain painted halos that are very similar. If these halos are indeed a later addition, 

it is possible that the order of the three saints was initially intended to be different. To my knowledge, this 

possibility has not been addressed and would be a topic worthy of further investigation.  
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(c. 1194–1254) was Francis of Assisi’s († 1226) first female follower and the founder of the 

Order of Poor Ladies, a Franciscan monastic religious order for women.724 In the painting, Clare 

holds her typical attribute, the monstrance, in addition to a crozier.725 Agnes of Assisi (c. 

1197/1198–1253), Clare’s younger sister, was an important figure in the order, but depictions of 

her are extremely rare.726 She was eventually named abbess in 1219 and sent to Monticelli, Italy, 

to direct a group of Poor Clares.727 Colette of Corbie founded the French branch of the Poor 

Clares and restored a stricter, more radical version of monastic life to the sisterhood in the 

fifteenth century.728 Here, she holds a book and a crozier. 

In the painting, the three women look down, humbled by the sudden divine apparition. 

Larger in scale than the three nuns, the angel has an elongated body that dominates the right half 

of the picture. It wears a white garment and a decorated white sash, perhaps a stola, suggesting 

movement, as if it only just arrived. Neither the angel’s legs nor its feet are visible; it could be 

either standing on or hovering over the ground. The angel holds a crown in its left hand, while 

making a blessing gesture with its right. The wings are primarily painted in gold, red, and black, 

                                                      

724 The daughter of an Italian nobleman, Clare left her father’s house and settled in various Benedictine 

convents before founding a small convent next to the Church of San Damiano in Assisi, together with her 

sister, Agnes. San Damiano became the centre of Clare's new religious order, known during her lifetime as 

the “Order of Poor Ladies of San Damiano.” Clare wrote a set of rules in four letters addressed to Agnes of 

Prague. These rules were later published as the Forma Vitae (Form of Life), and used as the guide book for 

other Clarisse orders that were founded throughout Europe. In recognition of her achievements and after 

her death in 1253, the order’s name was changed to the Order of Saint Clare, commonly known as the Poor 

Clares; her canonization followed two years later. See: Debby Nirit Ben-Aryeh, The Cult of St Clare of 

Assisi in Early Modern Italy (Abingdon: Routledge, 2016), 7–9. 
725 Depictions of Clare holding a crozier date back to the second half of the fifteenth century and are 

indicative for her role as abbess and/or religious leader of the order. Ibid., 66; 69. 
726 I have not encountered other depictions of Agnes in Portugal or the Low Countries. Further, in her 

discussion of depictions of Saint Clare and Colette in Italy and beyond, Debby Nirit Ben-Aryeh does not 

describe a visual tradition of Agnes. If the halos indeed are a later inclusion, Colette and Agnes might have 

been switched; this would place Colette in the middle, giving her more prominence. 
727 “St. Agnes of Assisi,” http://www.catholic.org/saints/saint.php?saint_id=1179, accessed July 20, 2017. 
728 Shortly after Saint Clare’s death, Pope Urban IV (r. 1261–1264) gave the order a new rule that allowed 

the nuns to own property and receive an income. As a result, for the next 150 years, the observant form of 

Clare’s faith almost completely disappeared, until Colette pushed the order to return to follow the initial 

rule, the Form of Life. See the introduction to A Companion to Colette of Corbie, eds. Joan Mueller and 

Nancy Bradley Warren (Leiden; Boston: Brill, 2016), 1. 
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in contrast to the angel’s wings in panel B and C. Paint samples or x-rays are not available, and 

therefore we cannot judge if the current wings are original.  

A generic-looking Gothic church forms the middle ground, framing the nuns. Through 

the opened door in the front portal we partly see a bearded saint on a pedestal, who is dressed in a 

red robe, and apparently holds a sword. A similar bearded saint on a pedestal is depicted on the 

exterior of the church in Panel C; perhaps the same saint, possibly Saint Paul, is depicted in both 

works. A sculpture of a Virgin and Child stands in a niche above the door, and a stone column 

features prominently behind the head of Saint Clare; as will be discussed below, the column 

moves location in each panel.729  

Close observations of the painting in situ and the IRR’s suggest that the painting has 

suffered substantially over time. Several damages and restorations appear on the lower right side 

of the painting; however, the absence of complimentary research complicates further assessment 

of these areas. The crown in the angel’s hand is crudely painted in comparison to the more finely 

painted attributes of the saints and could be a later intervention. A rather crude restoration, a 

muddled section of grey paint and badly executed green leaves, is found behind the head of the 

angel. Some better-preserved sections, such as in the grass between the saints and the angel, 

reveal some of the initial detailing, including plans for the green leaves of a dandelion. Such 

attention to detail for the vegetation can also be found in panels B and C. Further, the material 

rendering of the croziers and the monstrance is quite elaborate, and can be compared to those that 

are included in panel B. 

                                                      

729 The material rendering of the stone seems typical for paintings of the period. Comparable columns also 

appear in paintings attributed to Metsys and his workshop, see, for example, the Saint Anne Altarpiece 

(1507–08, Musées Royaux des Beaux-Arts, Brussels), Portrait of a Woman (c. 1520, Metropolitan 

Museum of Art, New York), Saint Mary Magdalene (date unknown, Royal Museum of Fine Arts, 

Antwerp), Virgin Enthroned (c. 1525, Staatliche Museen, Berlin), and the Passion Triptych (c. 1514–1517, 

Museu dos Soares Reis, Coimbra).  
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When studying the IRR of panel A, the lack of visible underdrawing is apparent (see, for 

example, fig. 6.18), not only complicating an assessment of the design of the composition, but 

also its assumed attribution to Metsys and his workshop assistants. To date, only a few IRR’s of 

paintings attributed to Metsys and his workshop have been published. The available reports 

discuss features that were not readily found in panel A.730 Scholars have noted that the 

underdrawing of these studied works often includes free-hand contour lines and shading in the 

overall composition and in the draperies. Further, they found some strokes and lines to define the 

hair of the figures as well as shading around the eye sockets. Overall, in these paintings, the 

underdrawing has been followed fairly closely in the upper paint layers.731   

In contrast, in panel A, most traces of the underdrawing are confined to the architecture 

while there seems to be hardly any underdrawing in the figures and draperies. The architecture is 

drawn using a combination of thin and thicker lines (fig. 6.19). The church was carefully planned 

in the preparatory stages and followed quite closely in the paint layers; there are some minor 

adjustments, such as the large window, which was initially located further to the right. Further, it 

seems that the pinnacle was added later as its underdrawing is situated on top of the paint layers 

that make out the roof. The grey mass behind the angel’s head was initially painted as a wall; the 

IRR reveals a brick pattern that was painted in that section (fig. 6.20). 

                                                      

730 For a discussion of Metsys’s underdrawing style in several smaller paintings, see: Kiffy Stainer-

Hutchins, Simon Watney, and Hugo Platte, “A rediscovered prototype by Quinten Metsys: ‘Christ blessing 

with the Virgin in Adoration’,” Burlington Magazine, 152, no. 1283 (2010): 76–81; Jill Dunkerton, “The 

Technique and Restoration of The Virgin and Child Enthroned, with Four Angels by Quinten Massys,” 

National Gallery Technical Bulletin 29:2008, 60–75; Maximiliaan P. J. Martens and Annick Born, “A 

Polyptych by Quinten Metsys for the Convent of Madre de Deus. Notes on Technique,” in Casa 

Perfeitíssima: 500 Anos da Fundação do Mosteiro da Madre De Deus/Celebrating 500 Years of the 

Foundation of the Convent of Madre De Deus: 1509-2009, ed. Alexandra Curvelo (Lisbon: Museu 

Nacional do Azulejo, Ministério da Cultura, Instituto dos Museus e da Conservação, 2009), 373–377. In 

addition, Ron Spronk kindly provided me with the IRR’s of two paintings currently at the National Gallery 

of Ottawa, the Crucifixion (c. 1520) and The Lamentation (c. 1510). 
731 Stainer-Hutchins, Watney, and Platte, “A rediscovered prototype by Quinten Metsys,” 81. 
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Some traces of black lines, possibly underdrawing, are visible in the angel’s hands, face, 

and bent knee; it is, however, hard to differentiate these from painted lines (figs. 6.21–6.22). 

Because the wings are covered with metal leaf they remain opaque for IRR. In the figures, the 

underdrawing only appears in Clare’s face, where there are the outlines of her nose, mouth, chin, 

and eye sockets (fig. 6.23).732 Noteworthy is the overall absence of lines and hatching to work out 

the play of light and shadow on the figures’ draperies, a feature that was described in paintings 

attributed to Metsys or his workshop. For now, all that can be said is that the overall sparse use of 

underdrawing does not support an attribution to Metsys and/or his workshop. 

  

Panel B 

The Appearance of the Angel to Saints Clare, Agnes, and Colette 

After 1515 (?) 

152.2 x 98.0 cm 

Oil on oak (?) 

Museu Nacional de Arte Antiga 

inv. nr. 1276 Pint 

 

Although its composition is reversed, panel B (fig. 6.2) is similar to the other two panels 

and almost identical in size to panel A.733 Three saints kneel before an angel against a background 

with a church and garden. The three golden halos again reveal the identity of each woman: “S 

                                                      

732 The face of the Virgin in Adoration (c. 1495-1505, Trustees of the Rt. Hon. Olive, Countess 

Fitzwilliam’s Chattels Settlement; Lady Juliet Tadgell) seems, according to the description in the article, 

similarly underdrawn. Some lines were used to describe the Virgin's chin, some strokes of her hair, and 

lines and shading around the eye sockets. Ibid. 
733 Although the painting is framed, I was able to detect a barbe on the top and left side of the panel, 

confirming that these sides were not cropped. Further, the planks appear to have their original thickness; we 

measured c. 1,8 cm on one side. According to Maria José Francisco, the planks of panel A vary between 1 

to 1,5 cm in thickness. Maria José Francisco, e-mail message to author, July 20, 2017. The reverse of panel 

B seems untouched and includes a “carpenters” mark from the wood suppliers on the left side. For a 

discussion on these marks, see: Michael Rief, “Eingekerbte Hausmarken auf baltischen Wagenschott-

Brettern des 14.- 16. Jahrhunderts,” Zeitschrift für Kunsttechnologie und Konservierung 20:2 (2006), 309–

324. I would like to thank Jørgen Wadum for his suggestions. 
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Colleta,” “S Agnes,” and “S Clara.”734 Clare holds a monstrance in addition to a crozier under her 

left arm, both Agnes and Colette hold an open book, praying. The order of the women is reversed, 

but Clare remains closest to the viewer. The angel is smaller in scale to that in panel A, although 

its pose is different: it hovers above the grass with bent knees; a sash around the angel’s waist 

suggests its recent arrival. In addition to a crown, the angel holds a scepter, representing its 

heavenly power. While the wings appear quite damaged and seem to have been stripped of 

several layers of paint, their rendering is not unlike that of panel C.735  

A side portal and two buttresses of a church are visible; a column stands at the edge of 

the portal. In contrast to panels A and C, the niches with sculptures are absent. A small section of 

the church interior is visible through the open door, revealing a painting of Christ on the Cold 

Stone above another door. Next to the church is a path leading to an open gate in the wall that 

marks the boundaries of the garden, bringing to mind the wall in panel A that was painted over. 

As in panel C, detailed plants and flowers are painted in the fore- and middle grounds; a further 

indication that panel A initially might have had similar detailing.  

Except for some small changes, the three saints are positioned as they are in panel A. 

This is especially apparent when studying a reversed version of panel B next to panel A (fig. 

6.24). While they do not seem to derive from the same model, the saints share some similarities in 

the way they kneel and hold their attributes. In panel B, Colette is the only one who wears a 

knotted rope around her waist. Only a small section is visible below her right hand, whereas in 

                                                      

734 The use of metal leaf for the halos was confirmed by Susana Campos, painting conservator at the 

MNAA, in conversation with the author, 28 June 2017. 
735 Based on these two examples, I am tempted to suggest that the wings in panel A were similar, but 

overpainted with gold and silver pigments at a later point in time. Unfortunately, no pigment analysis is 

available to test this theory. 
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panel A, this detail is absent. While the monstrances in panel A and B are different, the croziers 

are similarly shaped and executed in a comparable style in both panels.736 

On the whole, there are strong indications that the panel is not in good condition; large 

lacunae are visible in raking light. Together with conservator Susanna Campos, I studied the 

painting using normal and UV light. Upon close observation, several damaged areas were noticed 

around the hand and crown of the angel. Currently, the crown is made with gold leaf and ink, in 

contrast to the brown pigments for the other metal-looking attributes.737 We noticed considerable 

wear in the angel’s face, but when studying the IRR, this section did not seem to be very 

damaged, in contrast to the hair of the angel and along the join, where significant retouching is 

visible (fig. 6.25). Additional research should determine the extent of the damage.  

In addition to the suspected restorations, a thick layer of yellowed varnish obstructs an 

assessment of the original quality of the colours.738 It appears that most of the paint layers and 

glazes have been badly abraded over the years, especially in the wings of the angel and the faces 

of the figures, but further research has to confirm this assumption.739 Currently, the colouring 

seems to be a combination of the cooler palette of panel A with the warmer one of panel C; 

however, the many restorations and the yellow varnish hinders our full understanding of the 

original colours. Some of the original painted quality is still discernible in smaller sections, such 

as the vegetation and the transparent piece of fabric attached to Clare’s crozier. While it is hard to 

                                                      

736 Each crozier features different sculpted figures in the middle and upper sections: in panel A, the upper 

sculpture is a Pietà and the middle two Saints Paul and Peter; the crozier in panel B includes a Virgin and 

Child on top and two Saints in the middle, probably Saint Paul and another unidentified saint. While 

executed differently, a ring with a piece of fabric is attached to both croziers. While the overall quality and 

execution of these details in panel A appears to be higher, the transparent quality of the fabric attached to 

the crozier in panel B is quite remarkable and rendered with more finesse. 
737 The use of gold ink was confirmed by Susana Campos during our examination on June 28, 2017. The 

metal pigments prevented us from penetrating this section with IRR. 
738 Susana Campos confirmed the presence of a thick layer of varnish during our examination on June 28, 

2017. 
739 The crack patterns on the faces are consistent with other sections of the panel, suggesting that they were 

not overpainted at a later stage. 
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assess the level of refinement and similarities to Netherlandish painting practices, based on these 

smaller sections, panel B was once likely of much higher quality. 

In the IRR, the lack of a visible underdrawing is immediately apparent (figs. 6.25–

6.27).740 Vague traces of black lines appear throughout the panel, but they are hard to differentiate 

from those added in the painting stage. Several retouches are visible on the IRR, especially 

around the joins of the wooden planks and sections of the bottom edge. No underdrawing was 

revealed in the saints’ faces (fig. 6.27). The lack of underdrawing, in combination with the 

significant restorations, complicates the panel’s attribution to a painter active in Metsys’s studio. 

Further material research might shed some light on its production and the various interventions 

and restorations. For now, there is not sufficient evidence to place the panel’s production in 

Metsys’s workshop, attribute it to an apprentice, or, as some have suggested, to Eduardo.  

  

Panel C 

Jorge Afonso and workshop (attr) 

The Appearance of the Angel to Saints Clare, Colette, and Agnes 

After 1515 (?) 

175.5 x 110 cm 

Oil on wood 

Museu de Setúbal/Convento de Jesus 

inv. nr. MS/CJ 12/PR12. 

  

Panel C, attributed to Jorge Afonso and his workshop, is closely related to panels A and 

B, but includes several smaller, more personal, details (fig. 6.3). The saints’ names are all spelled 

in Portuguese—“sca Clara Vyrgynys,” “sca Coleta,” and “sca Ynes”—and the women are placed 

in a different order. Here, Colette kneels in the middle, hands folded in prayer, while Agnes, on 

                                                      

740 During our examination with the infrared camera, Joachim Caetano commented on possible traces of 

pouncing along the upper right side of the wings and the hair of the angel. 
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the right, raises both her hands. Clare, on the left, holds a hexagonally-shaped monstrance with a 

crucifixion on top. The saints wear knotted ropes around their waists, symbolizing the three 

original vows of the Franciscans: poverty, chastity, and obedience.741 The angel wears a white 

garment with a copper coloured sash, similar in colour to its curly hair. It holds a crown and 

makes a blessing gesture. The wings are painted as multi-coloured feathers. The angel appears 

more human compared to panel in A and B, as its foot is firmly planted in the grass.  

The church in the background now includes a front portal decorated in the Manueline 

style and features two sculptures: a Virgin and Child in a niche above the door and a statue of 

saint with a sword on a pedestal, possibly St. Paul.742 His plinth, a column, is noteworthy, as it 

makes a right angle bend behind the halo of Saint Clare, not unlike a drainpipe. While this might 

be an intentional inclusion by the artist, its significance is unknown.743 The front door is open, yet 

its interior is hidden in deep shadow. An octagonal shaped tower forms the rear of the church, in 

line with the garden wall and trees. 

Noteworthy is the attention to detail, especially the flora and fauna. This enables the 

viewer to distinguish various types of plants and trees that grow in the Atlantic-Mediterranean 

regions.744 This is especially apparent in the small grassy field in which the angel is standing (fig. 

6.28). It appears that the painter(s) used this level of detail in order to align their working 

methods with the painting practices of the Low Countries, where this was common. As will be 

discussed below, it is also thought that these animals and plants have certain iconographical 

                                                      

741 Alexandra Curvelo, ed., Casa Perfeitíssima: 500 Anos da Fundação do Mosteiro da Madre De 

Deus/Celebrating 500 Years of the Foundation of the Convent of Madre De Deus: 1509-2009 (Lisbon: 

Museu Nacional do Azulejo, Ministério da Cultura, Instituto dos Museus e da Conservação, 2009), cat.nr. 

25, 408. 
742 Interestingly, these figures are depicted in the crozier of Saint Clare in panel B. 
743 One could suggest that the column relates to stricter rules of Colette; pointing to the original “pillar” of 

their faith set out by Clare? Alternatively, it might be an erroneous later restoration. Unfortunately, I did 

not have access to material research, possibly confirming later adjustments in the paint layers.  
744 Manuel Batoréo, “Uma Iconografia Mendicante. Fundos de Paisagem, Flora e Fauna,” in Retábulo do 

Convento de Jesus de Setúbal, ed. Baptista Pereira et al., 66–67. 
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significance. Although the panel does imitate a Netherlandish painting style, many aspects remain 

solidly Portuguese: the overall use of a warm colour palette—in which red, yellow, and brown 

dominate—, the rounder faces, and the heavy eyebrows. 

In various sections, the elaborate underdrawing is visible with the naked eye. It seems 

predominantly set up in a liquid medium, applied with a brush. Nearly all main figurative 

elements and larger architectural structures are carefully planned and followed closely in the 

painting stage. A darker section at the height of Saint Clare’s shoulder reveals an adjustment in 

the position of her cape in a later painting stage. A similar painted alteration can be seen in the 

decoration of the front portal, which initially extended to the wooden doors. The emblem above 

the door originally contained the coat of arms of Queen Eleanor, and to the left, a shrimp net, 

another emblem of the Queen, is still vaguely visible upon close inspection (figs. 6.29–6.30).745 

Additionally, some (perspectival) modifications appear in the architecture, and some of the 

windows in the bell tower were planned but never painted (fig. 6.31).746  

The painting diverges from the underdrawing in Agnes’s face, who initially had more 

lidded eyes (fig. 6.32). This adjustment results in a more active pose, expressing her surprise 

regarding the angel’s appearance. This theatricality is visible in other panels of the altarpiece; as 

discussed in chapter four, gestures of sorrow and a sense of drama are used in Christ Nailed to the 

Cross (chapter 4, page 122). It is harder to distinguish the initial plan for Colette’s face as damage 

obstructs a full understanding of the underdrawing. Clare’s face is largely unchanged, but she 

initially had thicker and longer fingers. 

                                                      

745 On the emblems of Queen Eleanor, see: Miguel Metelo de Seixas, and João Bernardo Galvao-Telles, 

“The insignias on the pillory in Óbidos: Understanding the emblems used by Queen D. Leonor,” in Casa 

Perfeitíssima, 313–319. 
746 Since the early sixteenth century, painters also invented idealistic architectural designs, using them as 

backgrounds in their paintings. See: Ethan Matt Kavaler, “Gossart as Architect,” in Man, Myth, and 

Sensual Pleasures: Jan Gossart’s Renaissance. The Complete Works, ed. Maryan W. Ainsworth (New 

Haven; London: Yale University Press, 2010), 31–43. 
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Hatching and cross-hatching were used to mark out the shadows in the women’s clothing. 

Furthermore, the knotted cords of Clare and Colette might be left in reserve,747 while Agnes’s 

seems to have been painted on top of the dark paint, but this should be confirmed with additional 

research. The angel’s face (fig. 6.33) was planned with some small lines that marked out the curly 

hair; a small section in the upper left corner of the wings reveals that they were also underdrawn. 

Some broad and loose painting brushstrokes are also clearly visible in the IRR, especially in the 

background (fig. 6.34). 

Joachim Caetano, in an earlier study on the underdrawing techniques of Afonso, came to 

the conclusion that the court painter was responsible for the underdrawing in panel C.748 Overall, 

the underdrawing is consistent in style, suggesting that it was produced by a single master. The 

overall design of the underdrawing is faithfully followed in the paint layers, except for some 

small adjustments in the faces, hair, and gestures of the figures. A similar underdrawing style 

appears in the other panels of the Setúbal Altarpiece, including an elaborate and carefully 

prepared scene with freer drawings of the figures and with heavy hatching in shadow sections.  

 

Iconography 

The three panels depict a rare iconography, one closely related to their original locations 

in Colettine convents. The composition possibly relied on existing visual traditions, such as the 

Annunciation, to depict a divine appearance before praying figures. The scene is set against an 

unusual background, which includes a church and what seems to be a walled garden. This 

possibly refers to the hortus conclusus (enclosed garden), a Marian motif derived from the Old 

                                                      

747 Caetano studied several paintings produced by artists related to Afonso’s workshop. See: Joaquim 

Oliveira Caetano, “Privilégio e Ofício nos Começos de uma Profissão Artístico. Um Pintor, o Que é?’ in 

Primitivos Portugueses, 1450-1550, O Século De Nuno Gonçalves, ed. Ana de Castro Henriques (Lisbon: 

Museu Nacional de Arte Antiga, 2010), 60, illust. 62–63. 
748 Joaquim Oliveira Caetano, “Jorge Afonso: Uma Interrogação Essencial na Pintura Primitiva 

Portuguesa” (PhD diss., Universidade de Évora, 2013), 190–194.  
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Testament’s Song of Songs 4:12, which was interpreted to liken Mary, as the virginal Church, to 

an enclosed garden.749  

The women are based on imagery of Clare that originated from Italy; individual 

representations of Colette and Agnes were extremely rare in Italy and the Low Countries.750 In 

Italy, Clare was initially depicted as a nun, wearing a brown garment and black and white 

headdress. She traditionally holds a lily and casts her eyes down. Her portrayal as a religious 

leader developed after the second half of the fifteenth century.751 In this role, she holds a book, 

and, instead of a lily, a crozier. The latter is a common attribute for the representations of abbots 

and abbesses, meant as a sign of power. As a status symbol, the crozier suggests that the carrier 

held immediate spiritual and worldly authority over the community she represented.752 The 

inclusion of books became especially popular in the mid-fifteenth century when reform 

movements were initiated in the Franciscan order; they serve as a visual reminder to study the 

original ideals of Francis and Clare.753 Around the same time, images of Clare holding a 

monstrance with the Eucharist also appeared.754 This type, representing Clare as the defender of 

her faith, became the most common depiction in the sixteenth and seventeenth centuries. The 

monstrance not only alludes to Clare’s devotion to the Eucharist, but also commemorates her 

defense of the Assisi convent, when she held the monstrance in the air, scaring off the army of 

                                                      

749 This interpretation of Mary as the Virginal Church dates to the twelfth century, when a shift from the 

liturgical application to a more devotional form of commentary gathered momentum. For a discussion of 

this iconography, see: Nancy Miwa, “The Hortus Conclusus: Marian Iconography in the Late Middle 

Ages,” (PhD diss., Drew University, 2011); Rachel Fulton, “The Virgin in the Garden, or Why Flowers 

Make Better Prayers,” Spiritus: A Journal of Christian Spirituality, 4, no. 1 (2004), 1–23; Albrecht Goes, 

Maria im Rosenhag; Madonnen-Bilder altdeutscher und altniederländischer Maler (Königstein im Taunus: 

K.R. Langewiesche Nachfolger, 1959). 
750 In a fourteenth-century Spanish painting, Saint Clare, wearing a crown, and holding a book and crozier, 

is depicted in the story of Eulalia of Merida, painted by Pedro Serra. See: Tessa Paul, The Complete 

Illustrated Encyclopedia of Saints (London: Hermes House, 2017), 86. I would like to thank Sister Alicja, 

from the St. Andrew Monastery in Cracow, who kindly provided me with this reference.  
751 Nirit Ben-Aryeh, The Cult of St Clare of Assisi in Early Modern Italy, 23; 58–59; 61. 
752 Andrea Pearson, in conversation with the author, 8 December 2017. 
753 Nirit Ben-Aryeh, The Cult of St Clare of Assisi in Early Modern Italy, 66; 69. 
754 Ibid. 
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Frederick II (1194–1250). This typology was most commonly disseminated in prints,  which may 

well have circulated in the Iberian Peninsula.755 As can be seen in all three panels, Clare, Colette, 

and Agnes combine these various traditions from Clare’s iconography. 

Colette of Corbie (1381–1447) dedicated her life to the reform of the order of Saint Clare. 

She called for a return to the original rule of poverty and humility set out in Clare’s Form of 

Life.756 In 1406, Pope Benedict XIII (r. 1403–1423) nominated Colette as the reformer of the 

entire order and appointed her to office of Abbess General. Colette’s rules, written in the Prima 

Regula Sanctae Clarae, were soon added to the Form of Life. As will be discussed below, Colette 

introduced her reform movement to several convents in France and the Burgundian territories 

with assistance from the dukes and duchesses there. Her ideologies were disseminated throughout 

Europe soon thereafter.757  

Depictions of Colette are very rare, both in the Low Countries and in Portugal.758 She is 

portrayed in two illuminated manuscripts about her life, La Vie de Sainte Colette (made c. 1468–

                                                      

755 Ibid., 66; 106–108. 
756 During her life, Colette encountered much resistance from the Observants that were located in the Low 

Countries, despite their shared goals. In the 1440s, when the Franciscans needed to elect a new Minister 

General, the Observants tried to bring communities of nuns under their umbrella, placing them under the 

papal bull, Ut sacra ordinis minorum. They demanded that Colette followed this bull as well, forcing her to 

give up her special privileges and independence. Colette, and many of the members of her founded 

convents, refused this in an attempt to keep their autonomy. However, around the turn of the sixteenth 

century, Colette’s reform did pass to the Observants. They used Colette’s guidelines, but removed the name 

of their author from the texts. See: Nancy Bradley Warren, “The Life and Afterlives of St. Colette of 

Corbie: Religion, Politics, and Networks of Power,” in A Companion to Colette of Corbie, 23–24. 
757 Ibid., 9; 70–71. 
758 In De Iconografie van de Nederlandsche Primitieven, Smits mentions Colette and her role in the 

foundation of the convent in Ghent in 1426, but remarked that no paintings of her are known in the Low 

Countries. See: K. Smits, De Iconografie van de Nederlandsche Primitieven (Amsterdam: De Spieghel, 

1933), 38; 211. According to Kirschbaum’s short entry on the saint, Colette of Corbie was occasionally 

depicted from the fifteenth century onwards. She is typically dressed as a Clarisse and depicted with a book 

and a cross, and accompanied by other Franciscan saints. Kirschbaum lists a single example of a depiction 

of her with a crozier, but that is a nineteenth century painting on glass. His entry, which is illustrated with 

panel C, includes a reference to the illuminated manuscript about Colette’s life from the Monasterium 

“Bethlehem” of the Zusters Clarissen-Coletienen in Ghent (see fn. 759), among others. See: Engelbert 

Kirschbaum, Lexikon der christlichen Ikonographie (Herder: Freiburg im Breisgau, 1973), 5:517–518. Matt 

Kavaler and Larry Silver confirmed the absence of any existing tradition in early Netherlandish painting in 

personal communications with the author. 
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1477), donated by Margaret of York (1446–1503) to the Colettine convent in Ghent, and Pierre 

de Vaux’s personal accounts of the Saint, La vie abrégée de la tressaincte vierge seur Colette 

(1510).759 In the former, various scenes from Colette’s life are depicted, emphasizing her as an 

ideal candidate for sainthood. 760 In several illuminations, she wears a grey habit and black 

headdress, kneeling in prayer with an open book before her. In one illumination, Colette accepts a 

white cord and coins from an angel (fig. 6.35).761 In another, Colette’s head is covered with the 

veil of the Poor Clares by Pope Benedict XIII (fig. 6.36), signifying her leadership for all 

Clarissan houses.762 In La vie abrégée de la tressaincte vierge seur Colette, the saint kneels in 

prayer in front of an altar before Saint Francis; Christ and Mary look down from above, handing 

her a text (fig. 6.37).  

The Museu Nacional de Arte Antiga (MNAA) houses two sixteenth-century paintings 

with related iconography that were formerly part of the Madre de Deus Convent and are thought 

to be painted around the same time. The first is attributed to a Flemish painter active in Portugal, 

the so-called Master of Lourinhã (see chapter 2, page 55), and depicts two kneeling Clarisse nuns 

                                                      

759 Pierre de Vaux, La Vie de Sainte Colette, c. 1468–1477, Ghent, Monasterium “Bethlehem” of the 

Zusters Clarissen-Coletienen, ms 10980; after Pierre de Vaux, La vie abrégée de la tressaincte vierge seur 

Colette, 1510, Arras, Bibliothèque municipale, ms. 461. 
760 Colette is depicted as a girl teaching her parents, as a reformer of the Franciscan Second Order, in 

ecstasy, performing miracles, and dying in the Ghent convent, among others. Andrea Pearson discusses the 

manuscript in: “Imaging and Imagining Colette of Corbie: An Illuminated Version of Pierre de Vaux’s Vie 

de Colette,” in A Companion to Colette of Corbie, 130–172. Interestingly, Quinten Metsys’s Saint Anne 

Altarpiece corresponds with the description of Colette’s vision of St. Anne and her progeny. In the Vie de 

Soeur Colette, this vision is depicted as St Colette kneeling in front of an altar with the vision above it. See: 

Pierre de Vaux, La Vie de Sainte Colette, c. 1468–1477, Ghent, Monasterium “Bethlehem” of the Zusters 

Clarissen-Coletienen, ms 10980, fol. 3r.  
761 Unidentified south-Netherlandish artist, Colette Accepts a White Cord from God and Coins from an 

Angel, from Pierre de Vaux, La Vie de Sainte Colette, c. 1468–1477, Ghent, Monasterium “Bethlehem” of 

the Zusters Clarissen-Coletienen, ms 8, fol. 30r. According to Pearson, Colette accepts the white cord sent 

by God as a sign of his approval of the reform movements; the coins are to assists with the construction of 

the convents, see: Pearson, “Imaging and Imagining Colette of Corbie,” 137. 
762 In the background, a previous episode is depicted where the Pope initially refused Colette’s request to 

join the Order of Saint Clare. Ibid. 
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(fig. 6.38).763 The painting was placed on one side of the church’s doorway; the other side 

featured a painting of Saints Francis and Anthony.764 Their prominent placement stresses the 

saints’ importance for the nuns of the convent.765 Set in a detailed landscape, the two Clarisse 

nuns kneel in the foreground. The nun on the left is Clare, identified by her monstrance, while the 

nun on the right is thought to be Colette.766 The second painting was probably part of the Madre 

de Deus Altarpiece, attributed to Jorge Afonso, and installed on the main altar of the church (fig. 

6.39).767 It depicts three Clarisse saints in the foreground, kneeling in front of Saint Francis, who 

is flanked by a bishop and a cardinal. It appears that the saint in the front either presents or 

receives a book from Francis, possibly the order’s rule book.768 Note the nun in the back of the 

church: she raises her hands, much like Agnes in panel C, which is presumably painted by the 

same artists. The scene is thought to be set in the main choir of the Madre de Deus Convent 

Church; the kneeling woman in the left background might be Queen Eleanor, the founder of the 

convent. In addition to the crown on her head, another lieson top of a book. Perhaps the latter 

crown is intended to crown the order; a possible analogy with panel A, B, and C. 

At this point in time, the exact nature of the relationship between panels A, B, and C is 

not yet understood. Although the three images are clearly related and show strong similarities, a 

                                                      

763 Attributed to the Master of Lourinhã, Saint Clare and Saint Colette, c. 1515–1520, oil on oak, 102.5 x 

71 cm, MNAA, inv. nr. 1823 Pint.  
764 Attributed to the Master of Lourinhã, Saint Francis and Saint Anthony, c. 1515–1520, oil on oak, 100.5 

x 70.5 cm, MNAA, inv. nr. 1822 Pint. 
765 Curvelo ed., Casa Perfeitíssima, cat. nr. 25, 408–409. 
766 Ibid. 
767 Attributed to Jorge Afonso and workshop, Presenting the Rule to Saint Clare, c. 1515, oil on oak, 195 x 

174 cm, MNAA, inv. nr. 2095 Pint. For a discussion of the panel’s inclusion into the Madre de Deus 

Altarpiece, see: Fernando Baptista Fereira, “O Retábulo-Mor do Convento de Jesus,” 28–29; fig. 15. 
768 Curvelo ed., Casa Perfeitíssima, cat. nr. 27, 410–411. A similar scene is found in the previously 

mentioned illuminated manuscripts from the Ghent convent (fig. 6.36; Unidentified Southern-

Netherlandish artist, Colette Appears before Pope Benedict XIII, from Pierre de Vaux, La Vie de Sainte 

Colette, c. 1468–1477, Ghent, Monasterium “Bethlehem” of the Zusters Clarissen-Coletienen, ms 8, fol. 

23v.). Here, Colette appears before Pope Benedict XII to receive her blessing. The scene is also set in a 

church interior while a group of men and women kneel behind her. It would be worth exploring this 

illumination further and possibly relate its iconography to the painting. 
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clear dependency of one image on another cannot be determined. It is throughout possible that the 

painters of these works did not know the other versions. Instead, they could have shared a, 

presumably lost, prototype. Alternatively, they might have shared the same written narrative of 

the episode, or received similar detailed instructions from the patron. The rare iconography, 

seemingly celebrating the Order of Saint Clare and its founders, might well have been an 

invention of the patron. The iconography could be inspired by a hymn, part of the canticle of 

exhortation for the Poor Ladies, the Audite Poverelle, which was composed by Saint Francis in 

1226. The hymn, rediscovered in the last decade of the twentieth century, promises the nuns 

coronation in heaven with the Blessed Mary.769 Indeed, the paintings appear to celebrate the 

Order of Saint Clare and its three important founders in this vision of celestial coronation. The 

inclusion of panel C in the Setúbal Altarpiece, together with three other panels of Franciscan 

saints, appears to support this notion. If this hymn was indeed known at the time, it might also 

relate to the painting that was part of the Madre de Deus Altarpiece where Queen Eleanor carries 

a crown on top of a book.  

The prominent inclusion of books in the three panels, as well as the painting with Christ 

on the Cold Stone above the church’s door in panel B, reflects the order’s ideals of prayer, 

pertinence, chastity, and a refrainment from worldly goods.770 Noteworthy is the inclusion of a 

column behind the heads of the three saints, placed differently in each panel, but its possible 

iconographical significance remains unresolved. The celestial coronation, combined with the 

depiction of the church and the enclosed garden, allude to existing Marian iconographies where 

Mary is portrayed as the pure, virginal cradle of Christian faith, and as the Church herself. For 

nuns, who spent their lives aspiring to mirror her virtues, this iconography would be especially 

appropriate.  

                                                      

769 Sister Alice, email to the author, June 6, 2017. 
770 Curvelo ed., Casa Perfeitíssima, cat. nr. 26, 409. 
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Queen Eleanor of Viseu: Patronage and Connections to the Burgundian Court 

Queen Eleanor was among the more prominent patrons of the arts in Portugal. A devout 

woman, she was actively involved in the renovation and foundation of several religious 

institutions, for which she gathered an impressive collection of religious books, artworks, and 

liturgical objects.771 In 1496 and 1509, Eleanor helped found the Convent of Jesus in Setúbal and 

the Madre de Deus Convent in Xabregas—the first to follow Colette’s reform in Portugal—and 

she probably donated numerous artworks and religious objects with a Netherlandish provenance 

to both convents.772 As will be discussed below, among the donations might have been the 

Altarpiece of the Seven Sorrows of the Virgin (figs. 6.4–6.10), produced in the workshop of 

Quinten Metsys, and a Passion Triptych (fig. 6.56), probably made by a Portuguese painter that 

was familiar with Metsys’s work. It is therefore believed that panels A and B, as well as the 

Setúbal Altarpiece—of which panel C was part—also arrived through Eleanor’s patronage.  

 Eleanor of Viseu was the oldest daughter of Ferdinand (1433–1470) and Beatriz of 

Portugal (1430–1506), Duke and Duchess of Viseu.773 In 1473, she was married to John II of 

Portugal: the bride and groom, who had grown up together at the Aviz court, were only twelve 

and fifteen years old at the time of their marriage.774 John II and Eleanor outlived both their sons; 

after John’s death in 1495, Eleanor’s younger brother, Manuel I, took the crown. Despite her 

extreme wealth, Eleanor lived a relatively modest life after her husband’s death, away from court, 

                                                      

771 See: Ivo Carneiro de Sousa, A Rainha D. Leonor (1458-1525): Poder, Misericórdia, Religiosidade e 

Espiritualidade no Portugal Do Renascimento (Lisbon: Fundação Calouste Gulbenkian, 2002). 
772 Ibid., 436. 
773 Ferdinand and Beatriz had ten children, but only five reached adulthood. The eldest, John of Viseu (c. 

1448 – 1472), died young and single, without children; Diogo, Duke of Viseu (1450–1484), was killed by 

John II, the husband of Queen Eleanor, who accused him of treason. After Diogo’s death, Manuel—who 

later succeeded John II— inherited all the royal titles. 
774 Isabel dos Guimarães, “Queen D. Leonor, 1458–1525: Moments in a Life,” in Casa Perfeitíssima, 309–

311. 
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and gave much of her money to charity. She founded various hospitals and as well the foundation 

of the Misericórdia Brotherhood in Lisbon, in 1498. Queen Eleanor supported various religious 

orders and she became a sister of the Third Order of Saint Francis.775 She wore a habit—as seen 

in some of her portraits, one of which is attributed to a painter of the circle of Metsys—fasted 

often, and studied biblical passages daily.776 In the Madre de Deus Convent, she built a private 

oratory and surrounded herself with numerous liturgical codices, religious paintings, and 

sculptures.777 In the first decade of the sixteenth century, she completely retired from public life 

and spent the remainder of her life at the Madre de Deus Convent.778  

 Despite her absence at court, Eleanor is known to have had considerable political 

influence during the reign of her husband, and later of her brother. Eleanor pushed her husband to 

appoint Manuel as his heir rather than the king’s bastard son, George of Lencastre, Duke of 

Coimbra (1481–1550). Various texts record Eleanor’s influence over Manuel, who consulted his 

sister on political matters.779 Manuel showed his appreciation by assisting Eleanor in the 

                                                      

775 The Third Order of Saint Francis is a fraternity consisting of laity and secular clergy who can live 

outside of religious communities and are allowed to marry. Several members of European noble families 

joined the Third Order. 
776 Eleanor is depicted in a Flemish painting depicting the Passion of Christ that hung in one of the chapels 

of the Madre de Deus Convent (see chapter 3, page 67). Another portrait of her is attributed to a painter of 

Metsys’s circle (first quarter of the sixteenth century, Berlin, Gemaldegalerie, inv. nr. 1439). Here, Eleanor 

is depicted in an ermine mantle wearing a Franciscan knotted cord as a necklace, emphasizing her 

devotional convention. The portrait bears an inscription in Portuguese, “A Rainha Santa Isabel,” which 

suggests that the painting was made in Portugal. The artist might have been familiar with Metsys’s models, 

since it similar to a Madonna in Prayer attributed to Metsys in the collection of the Royal Museum of Fine 

Arts in Antwerp. The latter is part of a diptych; the other panel depicts a blessing Christ. Queen Eleanor’s 

portrait is mentioned in her testament in which the goods are discussed that she left to the convent. Further, 

the portrait is also mentioned in a 1537 inventory of the sacristy of the church. See: Curvelo, Casa 

Perfeitíssima, Cat. nr. 28, 412; Guimarães, “Queen D. Leonor, 1458–1525: Moments in a Life,” 310. 
777 The inventory of the oratory reveals a wealth of precious objects, including carpets, reliquaries, 

carvings, a large collection of crucifixes, and furniture. The ceiling was painted with a Passion scene and 

the window contained a window with stained glass depicting the Virgin and Child. The inventory of the 

Madre de Deus Convent is published in the Historical Archives of the Ministry of Finance (Arquivo 

Histórico do Ministério das Finanças, or AHMF), Ms 766/1; 766/2. 
778 Guimarães, “Queen D. Leonor, 1458–1525: Moments in a Life,” 310. 
779 Damião de Góis discusses the Queen’s influence on King Manuel I in his 1566 chronicles, see: De 

Sousa, A Rainha D. Leonor, 21; Guimarães, “Queen D. Leonor, 1458–1525: Moments in a Life,” 311. 
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foundation of religious institutions as well as through numerous endowments.780 For instance, 

after Eleanor’s foundation of the Misericórdia Brotherhood in Lisbon, Manuel promoted other 

activities of the confraternity throughout the country.781  

The Queen’s interest in Colette’s reform of the order of Saint Clare might help us to 

understand and contextualize the iconography of the three panels. Clarisse convents existed in 

Portugal since the thirteenth century, coinciding with the popularity of the cult of Saint Clare after 

her canonization in 1255 by Pope Alexander IV (r. 1254–1261). Between the thirteenth and 

fifteenth centuries, Clarisse convents were inaugurated in Santárem, Coimbra, Lisbon, Beja, and 

Portalegre, among others.782 From an early date, Portuguese royals were involved in their 

foundation. Queen Elizabeth (1271–1336), wife of King Denis of Portugal (1261–1325), rebuilt 

the Convent of Saint Clare in Coimbra in 1314 after it was destroyed in 1311. After her husband’s 

death, Elizabeth retired there and joined the Third Order of Saint Francis, devoting the rest of her 

life to the poor and sick.783 The Convent of Our Lady of the Conception in Beja was established 

by Queen Eleanor’s parents, in 1465.784 In 1459, they had received papal authorization to change 

an existing monastery of the Third Order of Saint Francis into a Clarisse convent. Around 1489, 

Beatriz, Eleanor’s mother, tried to instigate the Observant reform—another Franciscan reform 

movement—in the Beja convent, but she ran into resistance from the nuns and was ultimately 

                                                      

780 Guimarães, “Queen D. Leonor, 1458–1525: Moments in a Life,” 311. 
781 King Manuel founded the Misericórdia Brotherhood in Porto in 1499; the location of the Fons Vitae, 

discussed in chapter 3, page 74. See: Regina Andrade Pereira and José Ferrão Afonso, Fons Vitae. 

Misericórdia do Porto (Porto: Santa Casa da Misericórdia do Porto, 2015). For a discussion on other 

foundations, see: De Sousa, A Rainha D. Leonor, 197–431. 
782 In total, fifteen Clarisse convents were founded in Portugal between these centuries. For a discussion of 

surviving documents regarding their foundation, see Pimentel de Calvalho Andrade, “A Ordem de Santa 

Clara em Portugal (Sécs XIII–XIV)” (PhD diss., Universidade Nova de Lisboa, 2011), chapter 2. 
783 It is due to her good works and dedication to the Catholic faith that Elizabeth is venerated as the “Holy 

Queen.” She was beatified in 1526 and canonized by Pope Urban VIII on 25 May 1625. See: Ana 

Rodrigues Oliveira, “Isabel de Aragão (1270–1336): A Rainha Santa” in Rainhas Medievais de Portugal: 

Dezassete Mulheres, Duas Dinastias, Quatro Séculos de História, ed. Ana Rodrigues Oliveira (Lisboa: A 

Esfera dos Livros, 2010), 153–211. 
784 Maria de Lurdes Rosa, “A Fundacão do Mosteiro da Conceição de Beja pela Duquesa D. Beatriz,” in O 

Tempo de Vasco da Gama, ed. Diogo Ramda Curto (Lisbon: Difel, 1998), 265–270. 
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unsuccessful.785 This is the earliest recorded evidence of any instigation of a reform movement in 

Portugal; the Convent of Jesus in Setúbal is the first recorded Colettine convent.786 

It is unknown whether Beatriz was personally familiar with Colette’s reform movement 

and introduced it to her daughter. Alternatively, Eleanor might have been exposed to it by her 

personal confessor, Diogo Gonçalves, a priest who had served Isabella of Portugal (1397–1471) 

later in her life, or alternatively, by her connections with Burgundian duchesses.787 The personal 

contacts between Colette of Corbie and the Burgundian court can be traced back until the early 

fifteenth century; fourteen convents were founded on Burgundian territories during Colette’s 

lifetime.788 The Burgundian support was clearly essential to the success of Colette’s reform 

movement.789 Isabella knew Colette personally; she helped found several convents and supported 

Colette’s wish to found a convent in Corbie, the latter’s home town, by sending letters to the 

abbot and monks who opposed its foundation.790 It has even been suggested that Isabella took part 

                                                      

785 De Sousa, A Rainha D. Leonor, 467–470. 
786 While Colette’s reform shared many goals with the Observants, they were two separate movements 

within the Order of Saint Francis. This separation lasted until the late-fifteenth century (the exact date is 

unknown), when the Colettine’s were placed under the Observant’s rule. See: Warren, “The Life and 

Afterlives of St. Colette of Corbie,” 23–24. According to documents published in the Dictionary of the 

Religious History in Portugal, the Convent of Jesus in Setúbal was first recorded as a Colettine convent 

See: Ana Maria Jorge, Ana Maria Rodrigues, António Camões et al., Dicionário de História Religiosa de 

Portugal (Lisbon: Círculo de Leitores, 2000), 1:353. 
787 On Priest Diogo Gonçalves’s possible role, see: De Sousa, A Rainha D. Leonor, 453–455. 
788 Franciscan friar Henry of Baume (c. 1367–1439) introduced Colette to his relative Blanche of Geneva († 

1421), countess of Savoy, vassal of Burgundy for Chalon, and sister of the late Pope Clement VII. As her 

niece was married to the first chamberlain of John the Fearless (1371–1419), Blanche had direct 

connections within the Burgundian court. She introduced John’s wife, Margaret, Duchess of Burgundy 

(1363–1423) to Colette, which resulted in a close relationship between the two women. Margaret assisted 

Colette with the foundation of convents in Auxonne, Poligny, and Seurre. Isabella of Portugal, the third 

wife of Margaret’s son, Philip the Good, supported foundations in Hesdin, Ghent, Amiens, and Tournai. 

See: Warren, “The Life and Afterlives of St. Colette of Corbie,” 10–14. 
789 Anna Campbell states that it is doubtful whether Colette’s mission would have come to fruition without 

such prominent patrons. In her article, she shows that the patronage to Colette was complex and, despite the 

patriarchal system, heavily relied on women. See: Anna Campbell, “At the Request of the Duchess? Gift-

Exchange and the Gendering of Religious Patronage,” in Staging the Court of Burgundy: Proceedings of 

the Conference “The Splendour of Burgundy,” ed. Anne van Oosterwijk (Turnhout: Brepols, 2013), 183–

188. 
790 Isabella granted protection to various reform movements. She and her husband were involved in 

Colette’s battle against the Observants and wrote several letters to her support. Philip ordered his officials 

to defend the male and female religious personnel against “all oppressions or constraints that might be 
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in the drafting of the constitutional text of the Colettine convent in Ghent, founded in 1457.791 

After Isabella’s death in 1471, her confessor, Gonçalves, moved back to Portugal and entered 

Eleanor’s service; he advised the Queen on the construction of her private chapel as well as her 

religious patronage.792 It seems quite plausible that Goncalves played a major role in the 

introduction in the Colette’s reform to Eleanor.793  

The Burgundian interest in Colette’s reform continued well into the sixteenth century. 

Margaret of York (1446—1503), the wife of Charles the Bold (1433–1477), was particularly 

devoted to Colette. She donated the previously mentioned illuminated text, La Vie de Sainte 

Colette, whose miniatures directly associate members of the ducal house with the saint, to the 

Ghent convent between 1468–1477.794 Her stepdaughter, Mary, Duchess of Burgundy (1457–

1482), wife of Emperor Maximilian, died at a young age, but her daughter, Margaret of Austria 

(1480–1530), Regent of the Habsburg Netherlands, commissioned the previously mentioned copy 

of the La vie abrégée de la tressaincte vierge seur Colette.795 The biography was written in 

support of Colette’s canonization, an issue that deeply concerned the house of Burgundy and 

                                                      

done, or inferred to be done, to them, both by the said Observant Friars of the said bull and others, 

whomever they might be.” In Isabella’s testament, dated August 9, 1471, she made donations to friars, grey 

nuns, reformed preachers, and reformed Carmelites. It also included her request to be dressed in a 

Franciscan habit after her death. See: Monique Sommé, “The Dukes and Duchesses of Burgundy as 

Benefactors of Colette de Corbie and the Colettine Poor Clares,” in A Companion to Colette of Corbie, 42–

51. 
791 De Sousa, A Rainha D. Leonor, 453–455. The convent in Ghent was founded by its townspeople and 

women played a major role. A woman living in Ghent, Helena Slappers, received papal permission for the 

foundation, in 1427. This might have been a manifestation of loyalty to Philip the Good in the hope for his 

protection in a time when there was constant war in the Burgundian Netherlands; Philip needed the support 

of Ghent. The support of Colette functioned here as a channel for gift-exchange. See: Campbell, “At the 

Request of the Duchess?,” 186. 
792 De Sousa, A Rainha D. Leonor, 455. 
793 Ibid. 
794 She also founded convents in Brielle, Mechelen, and Lille. See: Sommé, “The Dukes and Duchesses of 

Burgundy,” 51–53. 
795 The manuscript was specifically made for her. It includes one image depicting Colette kneeling in 

prayer in the presence of Saint Francis. See: Andrea Pearson, catalogue entry no. 96 for La vie abrégée de 

la tressaincte vierge seur Colette (Arras, Bibliothèque municipale, ms. 461), in Women of Distinction: 

Margaret of York/Margaret of Austria, ed. Dagmar Eichberger (Louvain: Davidsfonds, 2005), 257–258. 
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Margaret in particular.796 A devout woman actively fighting for a good cause, Colette was the 

perfect role model for a female leader such as Margaret.797  

Margaret may have been involved in gifting artworks to Portuguese monasteries, rather 

than, as has been suggested, Emperor Maximilian. According to Andrea Pearson, Maximilian was 

certainly familiar with the Colettine connection to the Burgundian court, since he was keen on 

cementing his Burgundian sovereignty by means of his marriage to Mary of Burgundy. However, 

Pearson regards it unlikely that he commissioned the panel(s), given the specifically female 

imagery and his greater interest in political matters.798 As Margaret was personally involved with 

Colette’s canonization, she may have invented the iconography, perhaps even commissioned a 

prototype intending to donate it to the first Colettine convents in Portugal. As mentioned in 

chapter 3, considering the tradition of elaborate gift-giving at the House of Burgundy, donating 

paintings to royally founded convents would certainly be in keeping with their practices. While I 

am unfamiliar with any records that indicate Margaret and Eleanor knew each other personally, it 

is an issue that certainly could be further explored. We may probably assume that Eleanor and 

Margaret were acquainted, either through Eleanor’s confessor from Burgundy, or during 

Margaret’s residence at the Castilian court, between 1496–1500.  

   

The Colettine Church and Convent of Jesus in Setúbal 

Justa Rodrigues Pereira, confidante of Eleanor’s mother, Beatriz, and member of the 

royal household, initiated the foundation of the convent and church in Setúbal.799 In 1489, the 

                                                      

796 Margaret personally petitioned for Colette’s canonization, but she was only canonized in 1807. Ibid.   
797 On Margaret’s self-fashioning through art, see: Dagmar Eichberger, “A Renaissance Princess named 

Margaret. Fashioning a Public Image in a Courtly Society,” Melbourne Art Journal 4 (2000), 4–24. 
798 Andrea Pearson, email message to author, July 3, 2017. 
799 Justa Rodrigues Pereira was a prominent figure at the Portuguese court despite her lack of a noble title. 

In addition to her role as confidante, she also was Manuel’s wet nurse. The mistress of the Bishop of Ceuta 

and Guarda, Carmelite João de São Lourenço, Pereira had two children, João Manuel and Nuno Manuel. 

They were both legitimized and received important posts at the courts of John II and Manuel I.  In fact, 
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same year Beatriz attempted to reform the convent in Beja, Pereira received papal permission to 

establish an Observant monastery in Setúbal.800 In contrast to Beatriz, Pereira did not run into 

resistance as no convent existed on this location. Queen Eleanor became involved in its 

foundation early on as Pereira sought support from her and John II, in 1491. The initial building 

campaign took place between 1490 and 1495, and Pereira moved into the court’s quarters in 

Setúbal to oversee the building’s progress.801 Manuel I took over this patronage after John II’s 

death in 1495 and donated the church’s bells in 1496.802 On May 3 of that year, Justa, Eleanor, 

and Manuel attended the procession celebrating the arrival of seven nuns and seven novices from 

the Colettine convent in Gandia (near Valencia)—the epicentre of Colettine reform in Spain—

who came to inaugurate the Setúbal convent.803 It has been suggested that Eleanor instigated the 

                                                      

João and Nuno’s bodies were buried in the crypt under the high altar and the high choir in Setúbal, for 

which King Manuel I obtained papal permission. See: Baptista Pereira, O Museu do Convento de Jesus de 

Setúbal, 38–39.  
800 The papal bull states: “The monastery of the Holy Regular Order of the Strict Observance for one Abess 

and twelve nuns” [Monasterium Ordinis Sanctae Regularis observantiae pro una Abatissa et duodecim 

monialibus]. Cited in: De Sousa, A Rainha D. Leonor, 474. 
801 Information on the patron, architect, and construction of the convent is partly known through the 

writings of two nuns who studied the convent’s archives in the seventeenth and eighteenth centuries. See: 

Tratado da Antiga e Curiosa Fundacao do Convento de Jesu da Villa de Setubval, written between 1630–

1644 by Sister Eleanor de São João, and Memorias Historicas do Real Convento de Jesus de Setubal para 

servirem de suplemento e continuação do Tratado da antiga e curiosa Fundacao delle que compoz a 

Madre Soror Eleanor de São Joao, written by Mother Eleanor de São Joao between 1796–1803. See also: 

De Sousa, A Rainha D. Leonor, 474–488; Baptista Pereira, O Museu do Convento de Jesus de Setúbal, 38–

39; João Miguel Simões, “The Architectural Model of the First Two Portuguese Colettine Convents: The 

Convent of Jesus in Setúbal and Madre de Deus in Xabragas,” in Casa Perfeitíssima, 332–335. 
802 It is thought that Manuel changed the initial plans of the church; he ordered stone vaulting, which was 

initially planned to be a wooden ceiling. This vaulting and other later additions to the church and convent 

were probably designed by Diogo Boitaco, an architect and engineer of an unknown origin. The earliest 

surviving document related to Boitaco’s activities in Setúbal dates to 1498, and concerns his annual salary, 

paid by Manuel, for the work on the building and personal expenses. See: José Custódio Vieira da Silva, 

“Boitac, Diogo.” Grove Art Online. Oxford Art Online. Oxford University Press, 

http://www.oxfordartonline.com/subscriber/article/grove/art/T009655, accessed June 29, 2016. 
803 The convent in Gandia was founded in 1429 and initially occupied by the Urbanist Poor Clares. 

Probably between 1457–1462, a group of French (Colettine?) nuns from a recently closed convent arrived. 

At the end of the fifteenth century, groups of nuns from Gandia were sent through the Iberian Peninsula to 

inaugurate new establishments. The following nuns were sent from Gandia to Setúbal: Coleta Talhada, 

Joana Reus, Madalena Torella, Clara Bubegal, Francisca Guillen, Agueda Arnau, and Peroilla. See: De 

Sousa, A Rainha D. Leonor, 457; 465. 
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arrival of the Spanish Colettine nuns.804 Fourteen years later, in 1509, one of the initial nuns from 

Spain, Sister Coleta Talhada, left Setúbal and moved to Xabregas to start the Madre de Deus 

Convent, together with new nuns and novices.805 

The collection of paintings in the church and convent of Jesus reflected the Portuguese 

preferences of the time, as it consisted of Netherlandish paintings and locally produced works that 

were made in a similar style. It has often been suggested that some of the Netherlandish paintings 

were gifted by Emperor Maximilian, but no documentation has supported this theory.806 

Alternatively, they might have been sent by other members of the Burgundian court, or bought by 

Portuguese royals through the intermediary of the Portuguese Factors.  

According to the 1630 chronicles of the Clarisse nun Eleanor de São João, an altarpiece 

depicting the Passion of Christ, with Flemish or German origin, was among the initial donations. 

A panel in the MNAA in Lisbon, depicting the Crucifixion (fig. 6.40) is thought to have been part 

of this altarpiece, although no documentation has been found.807 The convent also possessed a 

                                                      

804 In 1489, Justa asked authorization from the Pope for the establishment of a Clarisse convent. She does 

not mention the opening of a Colettine convent, specifically. Ibid., 476. 
805 She was sent to Xabregas together with abbess Isabel de Betania and five sisters. Ibid., 490–491. 
806 Only one gift from Emperor Maximilian has been recorded: the relics from Saint Auta, which he sent 

from Cologne to Lisbon in 1517 to be placed in the Madre de Deus Convent. It appears that scholars have 

used this unique example to explain the large collection of Netherlandish art in both convents, however, it 

is equally possible that Queen Eleanor was personally involved in their purchases. To my knowledge, no 

documentation has been published on this topic. It would be interesting to revisit the inventories of the 

convents for any evidence. These inventories can be found at the MNAA (Madre de Deus) and the National 

Library in Lisbon (the personal inventories of Queen Eleanor). For a discussion on Maximilian’s bonds 

with the Portuguese empire and his supposed gifts, see: Gregor M. Metzig, “The Cloister as a Crossroads of 

Diplomacy between Emperor Maximilian I. (1486–1519) and Portugal,” in Casa Perfeitíssima, 342–343. 
807 Anonymous, Crucifixion, c. 1500–1510, oil on wood, 162 x 133 cm, MNAA, inv. nr. 772 Pint. The 

MNAA dates the panel around 1500–1510, however, no material analysis has been carried out to date. Its 

production in Cologne has been suggested by Reis-Santos, who connected the triptych to the gift of 

Maximillian. The online catalogue entry informs us on Reis-Santos’s investigation of the panel and his 

attempt to identify the scenes on the missing wings. He thought that they might have depicted the Arrest of 

Christ, Christ before Pilatus, and/or the Carrying of the Cross. The reverse of the centre panel depicting 

the Crucifixion, includes the Annunciation, Saint Anthony, and Saint Francis of Assisi. Reis-Santos argued 

that the work was produced by an artist influenced by Rogier van der Weyden and Dieric Bouts. See: 

“Matriznet,” http://matriznet.dgpc.pt/MatrizNet/Objectos/ObjectosConsultar.aspx?IdReg=249892, accessed 

September 15, 2016. 
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Virgin and Child by Hans Memling (fig. 6.41); considering Memling’s fame, it might have been a 

royal gift.808 Several smaller, more generic-looking paintings, available in large numbers at the 

Antwerp art market, might have been sent to Setúbal through commercial or royal contacts.809 

The majority seems to be copied after works by famous Antwerp masters, painted by less 

accomplished Flemish, or perhaps Portuguese, painters. Such an example is a Genealogy of the 

Virgin, probably erroneously attributed to Adrien Ysenbrandt (fig. 6.42).810 A painting depicting 

Christ and Saint John the Baptist as Infants (fig. 6.43), is a copy of a painting by Joos van Cleve 

(c. 1485–1540/41) in Naples, which in turn was modeled after a painting by Marco d’Oggiono (c. 

1470 – c. 1549), one of Leonardo da Vinci’s pupils.811 Of note is that the museums in Lisbon and 

Coimbra hold similarly large numbers of small devotional panels, suggesting they were widely 

available in Portugal.812 Provenances are largely lacking, and it is not known whether these panels 

were bought in Flanders or in Portugal, or if they were part of convent collections at some point.  

                                                      

808 Hans Memling, Virgin and Child, c. 1480–1490, oil on oak, 44 x 32 cm, MNAA, inv. nr. 1065 Pint. 
809 The smaller panels in the Setúbal convent were later integrated into the oratory of the main choir (1749), 

but are currently on display separately. See: Baptista Pereira, O Museu do Convento de Jesus de Setúbal, 

92. 
810 Attributed to Adrien Ysenbrant, first quarter sixteenth century, Museu de Setùbal, inv. nr. MS/CS 

34/PR_34. 
811 Anonymous, Christ and Saint John the Baptist as Infants, after c. 1525, Museu de Setùbal, inv. nr. 

MS/CS 39/PR_39. Marco d’Oggiono’s painting originally hung in Margaret of Austria’s library. Joos van 

Cleve, who was probably invited to see her collection, had made a cartoon of this composition and created 

several versions of it, often in pairs. The painting in Setúbal is most similar to a painting in the Museu 

Nazionale di Capodimonte in Naples (inv. 83879), attributed to Joos van Cleve and his workshop. For a 

discussion on Van Cleve’s use of cartoons, see: Micha Leeflang, Joos van Cleve: A Sixteenth-Century 

Antwerp Artist and His Workshop (Turnhout: Brepols, 2015), 75–85; Dan Ewing, “Joos van Cleve und 

Leonardo. Italienische Kunst in niederländischer übersetzung,” in Joos van Cleve. Leonardo des Nordens, 

ed. Peter van den Brink (Stuttgart: Belser, 2011), 112–131. Silver has argued that Metsys, who made 

another version of this motif of the embracing holy infants, in turn drew upon Joos van Cleve. See: Larry 

Silver, The Paintings of Quinten Massys with Catalogue Raisonné (Oxford: Oxford Press, 1984), cat.nr. 34, 

221. 
812 For example, in the MNAA in Lisbon: Anonymous, Lamentation, undated (16th century?), inv. nr. 1602 

Pint; Anonymous, Crucifixion, undated (16th century?), inv. nr. 1604 Pint. The Museu Nacional Machado 

De Castro holds a Virgin with Child, attributed to Adrien Ysenbrandt (inv. nr. MNMC 3351) which is 

thought to have been commissioned by Bishop-Count D. Jorge de Almeida for his Episcopal palace. 

However, as Ysenbrandt made numerous, similar small depictions of the Virgin and Child, the Bishop 

might have acquired it from Ysenbrandt’s stock collection. 
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A late-fifteenth century Ecce Homo in the Setúbal collection points to a possible 

connection between various Clarisse convents in Portugal; at least three versions of the same 

theme are known (figs. 6.44–6.46).813 According to Caetano, this image of the Ecce Homo was 

based on an example in the Colletine convent of Gandia, Spain, where a cult around the Ecce 

Homo existed. The version in Gandia is now lost, but this convent possesses a sculpture depicting 

the same theme which functions as one of the main icons of the convent.814 One might speculate 

that the Setúbal Ecce Homo arrived there from Gandia, brought along by the Spanish nuns that 

inaugurated the convent in 1496. Of note is that a painting with a similar depiction of the Ecce 

Homo is housed in a convent in Palencia, Spain (fig. 6.47).815 These examples might suggest that 

Clarisse convents on the Iberian Peninsula were connected, not only through the exchange of 

nuns and novices, but perhaps also through their art collections. It might be worth exploring 

whether certain prototypes were circulated among these convents.  

The Setúbal Altarpiece (fig. 4.6), of which panel C was part, was the main altarpiece of 

the church of the convent of Jesus and probably commissioned by Queen Eleanor from court 

painter Jorge Afonso, who ran the most prestigious workshop of the time. As discussed in chapter 

four, Afonso served Manuel I and John III and is thought to have been responsible for several 

royal altarpiece commissions. The Setúbal Altarpiece was added to Afonso’s oeuvre as it is 

                                                      

813 The version in Setúbal is made by an anonymous painter (dated mid-fifteenth century, oil on wood, 86.1 

x 63.7 cm, inv. nr. MSCJ 99/PR99). Another version is part of the convent collection in Beja, and thought 

to be painted around the turn of the sixteenth century (Anonymous, dated end of the fifteenth, early 

sixteenth century, oil on wood, 54.8cm x 82.5cm, inv. nr. MRB-PIN.1). A late sixteenth-century copy with 

unknown provenance is now part of the MNAA (Anonymous, third quarter of the sixteenth century, oil on 

wood, 89 x 65 cm, inv. nr. 433 Pint). The latter was initially placed in the circle of Nuno Goncalves and 

dated mid-fifteenth century, however, dendrochronology revealed a much later possible date of production. 

For more information, see the catalogue entry in Matriznet, 

http://matriznet.dgpc.pt/MatrizNet/Objectos/ObjectosConsultar.aspx?IdReg=249003, accessed April 15, 

2017. 
814 Joaquim Oliveira Caetano, in conversation with the author, 16 June 2017. 
815 The painting is included in a Wikipedia entry on the Ecce Homo’s in Portugal and is erroneously 

attributed to Jan Provoost. I could not find further information. It seems to be part of the collection of the 

Diocesan Museum in Palencia, Spain. See: Curvelo ed., Casa Perfeitíssima, cat. nr. 1, 383. 
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painted in a similar style, and with comparable awareness of space and anatomy, as the Madre de 

Deus Altarpiece (figs. 4.5a–4.5b). As discussed, authors have noted the similarities between the 

Adoration of the Magi (figs. 4.7; 4.9) and the Assumption of the Virgin (figs. 4.15; 4.16).  

If Queen Eleanor indeed commissioned the altarpiece from Jorge Afonso, she possibly 

did so after 1515, when the master supposedly finished the Madre de Deus Altarpiece (see 

chapter 4, page 135). João Couto, who restored the Setúbal Altarpiece in 1940, found a direct link 

between the altarpiece and the Queen. As mentioned above, in the initial painted layers of panel 

C, the coat of arms of the Queen was found in the emblem just above the church door, and to the 

left a shrimp net, another emblem of the queen, but they were overpainted at an early stage (fig. 

6.29).816 It was probably removed after her death in 1525, when a second patron became involved 

in the production, possibly George of Lencastre, the illegitimate son of King John II who did not 

become king due to Eleanor’s interference. He owned palaces in Setúbal and nearby Palmela and 

was a prominent figure in the region. Although George’s coat of arms are not included in the 

altarpiece, Baptista Pereira and Batoréo have suggested that the Santiago shell—the symbol of the 

Order of Saint James, of which he was a prominent member—found on the pediment in the 

Annunciation, is a reference to him.817 However, this type of shell is very common in Manueline 

architecture, and Jorge Afonso used the shell motif as an architectural element in other paintings; 

therefore, it most probably did not specifically refer to the second patron.818  

The layout of the Setúbal Altarpiece might have been loosely inspired by the altarpiece in 

the Cathedral of Ávila, painted around the turn of the sixteenth century by Pedro Berruguete († c. 

1504), Diego de la Cruz (active c. 1475–1500), and Juan of Burgundy (dates unknown). As 

                                                      

816 João Couto, “O Calvário. Painel do Políptico da Igreja do Convento de Jesus em Setúbal,” Boletim da 

Academia Nacional de Belas Artes, no. 7 (1940): 5–12.  
817 Armando Jesus, “A Geometria no Retábulo de Pintura do Museu de Setúbal,” in Retábulo Do Convento 

De Jesus De Setúbal. c. 1517/19-1530, ed. Baptista Pereira et al, 33. 
818 Caetano, “Jorge Afonso,” 181. 
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discussed in the previous chapters, Spanish altarpieces often served as inspiration; in the case of 

the Ávila and Setúbal altarpieces, they share a somewhat similar iconography (figs. 4.6; 5.48). 

The Avila Altarpiece consists of three horizontal rows with four scenes in each—except for the 

lowest tier, which contains ten panels depicting saints—and two larger panels in the center of the 

altarpiece. Based on this layout, digital reconstructions were made to provide an idea of the 

original installation of the Setúbal Altarpiece on the wall behind the altar.819  

The Setúbal Altarpiece consists of fourteen panels of scenes from the Passion, the Life of 

Christ, and events related to the Order of Saint Francis.820 One of the latter, the Martyrdom of the 

Moroccan Saints (fig. 6.49), is a subject closely related to Portuguese culture, reminding the 

nation of its fight against the enemies of the Christian faith. The Franciscan order was highly 

involved in overseas expansion; they earned income from sugar plantations on Madeira. 

Franciscan Friar Henriques Alvari de Coimbra († 1532), who later became the Bishop of Ceuta, 

was the confessor of the Setúbal convent. It was De Coimbra who held the first mass in Brazil 

during the voyage under the guidance of Pedro Alvares Cabral.821 The narrative of Appearance of 

the Angel to Saints Clare, Agnes, and Colette, now no longer fully understood, may have been 

similarly embedded in Portuguese culture, like the Martyrdom of the Moroccan Saints. 

Two larger panels, the Crucifixion and the Assumption, formed the centre of the 

altarpiece. The altarpiece might originally have contained another panel, as Atanazy Raczynski, 

                                                      

819 The altarpiece was dismantled in the eighteenth century, the panels put into Baroque frames, and then 

moved to separate walls of the church. Jesus, “A Geometria,” 29, 35. 
820 The scenes include: Christ and Veronica (fig. 4.11), Christ nailed to the Cross (fig. 4.14), Deposition, 

Resurrection, Annunciation, Nativity, Adoration of the Magi (fig. 4.9), Presentation in the Temple, 

Appearance of the Angel to Clare, Agnes, and Colette (fig. 6.3), Saints Bonaventura, Anthony, and Bernard 

of Sienna, the Martyrdom of the Moroccan Saints (fig. 6.49), and Saint Francis Receiving the Stigmata. 

The Avila Altarpiece does not include the scenes related to the Franciscan order; as mentioned in chapter 

four, they were probably copied, with the exception of panel C, from the Saint Francis Altarpiece painted 

by Francisco Henriques (figs. 4.25a–4.25b). Afonso must have known these panels as Henriques was his 

brother-in-law and they probably worked together on some commissions. 
821 Baptista Pereira, “O Retabulo-Mor do Convento de Jesus de Setúbal,” in O Museu do Convento de Jesus 

de Setúbal, 84; Jesus, “A Geometria,” 39. 
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during his visit to Setúbal in 1846, listed fifteen panels in the Setúbal church belonging to it.822 

Although the subject is not mentioned, Caetano suggested that this panel might have been another 

larger centre panel, placed in the lowest tier depicting the Franciscan saints.823 Alternatively, 

based on the layout of the Avila Altarpiece, the two larger panels might also have been placed 

above a niche containing a sculpture or a tabernacle.824  

In a recent study on the Setúbal Altarpiece, Manuel Batoréo discussed the relationship 

between the iconography and the altarpiece’s function as an artwork for the Franciscan order.825 

He argues that the Franciscans’ appreciation for the natural world is reflected throughout the 

work by the carefully painted plants, trees, and animals. Moreover, the detailed depictions of the 

various flowers (fig. 6.28) in panel C specifically refer to Saint Clare, who was believed to be the 

‘first plant’ who bloomed out of the seeds of the teachings of Saint Francis. Batoréo offered a 

religious reading of several plant species that grow in Portugal and are depicted throughout the 

altarpiece. They function as metaphors for the teachings of Saint Francis and reiterate important 

messages for the nuns who interacted with the altarpiece on a daily basis. Additionally, Batoréo 

proposed that the lizard in the background of panel C refers to the resurrection, a common 

interpretation that even predates Christianity.826 While this explanation seems accurate, another, 

more obvious explanation for the detailed rendering of the natural elements is Afonso’s ambition 

to emulate the early Netherlandish style of painting, in which detailed renderings of nature were 

commonplace. By doing so, Afonso would have positioned himself among artists who could 

depict very lifelike, detailed scenes using similar oil painting techniques. It also would have 

                                                      

822 Atanazy Raczynski, Les Arts en Portugal. Lettres adressées à la Société Artistique et Scientifique de 

Berlin, et Accompagnés de Documents (Paris: J. Renouard et cie, 1846), 176. 
823 Additionally, Raczynski mentioned two smaller panels depicting a Flagellation and the Ascension of 

Christ, but it is unknown if they were part of the altarpieces and/or where they are currently located. See: 

Caetano, “Jorge Afonso,” 183–184. 
824 Jesus, “A Geometria,” 34. 
825 Manuel Batoréo, “Uma Iconografia Mendicante,” 56–77. 
826 Ibid. 
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provided Afonso the opportunity to showcase his technical skills while simultaneously allowing 

the viewer to recognize the artist’s talent.827 

 

The Madre de Deus Convent  

In 1509, Queen Eleanor founded the Madre de Deus Convent in Xabregas, at the far east 

end of Lisbon.828 According to tradition, the site, belonging to the widow of Álvaro de Cunha—a 

Portuguese nobleman—, already contained some houses and a chapel, whose wooden ceiling was 

decorated with cords. When Queen Eleanor visited the site, she interpreted these as the cords 

belonging to the rope of Saint Francis, encouraging her to found a church and convent for the 

Clarisse order on that location. Today, the church bell tower is decorated with the knotted rope of 

the Franciscans, a reminder of the convent’s history.829 The initial church and convent were 

modest; surviving records of nuns mention cramped quarters, and its proximity to the river 

resulted in frequent flooding.830 Large renovations followed from the late-sixteenth century 

onwards, altering the original plan of the church and convent.831 

 It was presumably through the patronage of Eleanor, who lived at the convent after her 

husband’s death in 1495, that the church and convent housed an impressive collection of artworks 

of which many came from the Low Countries. Besides Flemish tapestries, sculptures, and 

illuminated manuscripts, several paintings were part of the convent’s collections.832 Some smaller 

                                                      

827 See Michael Baxandall, Painting and Experience in Fifteenth Century Italy: A Primer in the Social 

History of Pictorial Style (Oxford: Clarendon Press, 1972). In chapter two, he discussed the ways in which 

artists showcased their skills to be recognized by the viewer. 
828 Alexandra Pais and Alexandra Curvelo, “Memórias da Fogueira: The Primitive Convent of Madre de 

Deus,” in Casa Perfeitíssima, 337. 
829 Ibid. 
830 These floods might explain the problematic conditions of many of the paintings once part of the Madre 

de Deus collection. 
831 Pais and Curvelo, “Memórias da Fogueira: The Primitive Convent of Madre de Deus,” 337–338. 
832 On Queen Eleanor’s collection of Flemish tapestries, see: Jessica Hallett, “Queen Leonor’s carpets,” in 

Casa Perfeitíssima, 378–381. For her collection of breviary’s and sculptures, see catalogue entries 6–11, 

pages 389–392, in the same catalogue. 
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early-sixteenth century religious paintings, probably from Antwerp, were part of the convent’s 

holdings. For example, there was a triptych depicting the Virgin and Child and two Music-

Making Angels after Memling,833 a triptych of the Holy Family with Saints Catherine and 

Barbara attributed to a follower of Jan Gossaert (fig. 3.9),834 and a triptych of the Presentation in 

the Temple attributed to Goswijn van der Weyden (fig. 3.6).835 As discussed in chapter three, a 

Passion of Christ, set within a panorama of Jerusalem and containing a portrait of Queen Eleanor 

kneeling, is mentioned in seventeenth-century texts written by the nuns of the convent (fig. 

3.5).836  

 In 1517, Emperor Maximilian sent the relics of Saint Auta, one of the virgins of Saint 

Ursula, from Cologne to the Madre de Deus Convent; this is his only recorded gift. A retable of 

the legend of St. Ursula, as well as the transportation of the relics to Xabregas, was made soon 

after its arrival by an anonymous master in Portugal.837 The retable therefore functions as a 

contemporary account of the events and can be compared to Góis’s written counterpart.838 The 

                                                      

833 Anonymous (Flemish?), Triptych of the Virgin and Child and two Music-Making Angels, c. 1500–1515, 

oil on wood, MNAA, inv. nr. 1277 Pint. The painting was found in one of the storerooms of the convent in 

1912. The most recent investigation was carried out by Lievens-de Waegh in 1991, classifying the triptych 

as “Memling group” and proposing a date of c. 1500–1515. For a discussion of its attribution and previous 

restorations, see Curvelo ed., Casa Perfeitíssima, 385, catalogue entry nr. 2 
834 Follower of Jan Gossaert, the Holy Family with Saints Catherine and Barbara, c. 1520, oil on wood, 

MNAA, inv. nr. 1479 Pint. See: Curvelo ed., Casa Perfeitíssima, cat. nr. 3, 386. Based on 

dendrochronological dating, it is thought to have been produced towards the 1520s. 
835 Attributed to Goswijn van der Weyden, Presentation at the Temple, first quarter of the sixteenth 

century, oil on wood, MNAA, inv. nr. 1287 Pint. The wings depict Saints Anthony of Padua, Lisbon’s 

patron saint and friar in the Franciscan order, and Saint Francis; appropriate choices for a Clarisse Convent. 

On their reverse, Saints Catherine of Alexandria and Margaret of Antioch are painted in grisaille. The 

painting was probably specifically commissioned as the window in the background includes the Portuguese 

coat of arms and a section of an armillary sphere, a navigation instrument that was used as a symbol to refer 

to Portuguese oversees explorations and often included in Portuguese heraldry. Joachim Caetano suggested 

that the triptych might have been painted by Goswijn’s Portuguese apprentice, Symon. See: Curvelo ed., 

Casa Perfeitíssima, cat. nr. 4, 387. 
836 Anonymous, View of Jerusalem, 1517 (?), oil on wood, 200 x 200 cm, Museu Nacional do Azuléjo, inv. 

nr. Pt 1. On its history, potential relationship to Maximilian, and complex iconography, see: Curvelo ed., 

Casa Perfeitíssima, cat. nr. 13, 394. 
837 Anonymous, Saint Auta Altarpiece, after 1517, oil on wood, 93 x 192.5 cm; 66.8 x 71.2 cm, MNAA, 

inv. nrs. 1462, 1462A, 1462B Pint. 
838 Curvelo ed., Casa Perfeitíssima, cat. nr. 15, 396. 
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detailed rendering of the scenes in the panels suggests that the Portuguese master was trained in a 

workshop where Netherlandish techniques were taught.  

 

Excursion: Quinten Metsys and Portugal 

Queen Eleanor and King Manuel I were prominent patrons of Netherlandish paintings, 

and they seem to have had a particular preference for the work of Quinten Metsys. It is thought 

that they ordered at least two altarpieces from him: the previously mentioned Altarpiece of the 

Seven Sorrows of the Virgin and the Coimbra Passion Triptych, destined for the Clarisse convent 

of that city. In addition, various other paintings exist in Portugal that were made by artists 

familiar with Metsys’s work. These paintings vary greatly in quality. Moreover, it is unknown 

where they were produced, and by whom.839 The majority of these paintings were apparently 

acquired by the court via the Factors, or Portuguese merchants, for religious institutes that 

received royal favour.  

Quinten Metsys was born into a family of blacksmiths in Louvain in 1466. Lodovico 

Guicciardini mentions Metsys in his travel account as the “Master of Louvain,” a notable 

Netherlandish painter who also worked as a blacksmith. Jan Molanus confirms this statement in 

his chronicles of 1575. Van Mander notes that Metsys worked as a blacksmith until he was 

twenty years old; his father died young and Metsys had to provide for his mother. He later broke 

with the family vocation and chose the painting profession. Although no documents have been 

found regarding his training and potential apprenticeship in a painter’s workshop, based on the 

                                                      

839 According to José de Figueiredo, Metsys’s influence is also visible in some paintings by Francisco 

Henriques, Frei Carlos, and Grégorio Lopes. See: De Figueiredo, Metsys e Portugal (Paris; Brussels: 

Mélanges Hulin de Loo, 1931), 4–7. 
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visual evidence of his early work, it has been suggested that he might have received training in 

the workshop of either Dieric Bouts in Louvain or Hans Memling in Bruges.840  

Since 1491, Quinten Metsys ran a very successful workshop in Antwerp where he 

produced large altarpieces for both national and international clients, and numerous other works 

for the open art market.841 At least four documented assistants received their training in Metsys’s 

workshop: Adriaen,842 Willem Muelenbroec, Eduart Portugalois, and Hennen Boeckmakere.843 

Perhaps his son, Jan, was also active in the workshop. Metsys was rewarded several prestigious 

commissions from clients around Europe in the second decade of the sixteenth century; he 

produced these paintings together with his workshop.844 It is thought that several paintings for the 

Portuguese royals were commissioned through the intermediary of the Factors in Antwerp; a 

common practise for Portuguese royals, as has been discussed in chapter three. It is not known 

whether Metsys knew the Portuguese Factors personally, but he certainly enjoyed fame in 

Antwerp and was possibly acquainted with Albrecht Dürer—who was in close contact with the 

Factors (see chapter 3, page 82). It was also but a short distance between the Portuguese nation’s 

house, Casa de Portugal, and the painter’s workshop.845 

                                                      

840 See Max J. Friedländer, Quentin Massys, trans. Heinz Norden, Early Netherlandish Painting (Leiden: A. 

W. Sijthoff; Brussels: La Connaissance, 1972), 7:13. (original publication: Max Jakob Friedländer, Die 

altniederländische Malerei (Berlin: Paul Cassirer, 1924-33). 14 volumes); Silver, The Paintings of Quinten 

Massys, 1–4. 
841 Rombouts and Van Lerius, ed., De Liggeren der Antwerpsche Sint Lucasgilde, 1: 43ff 
842 Possibly Adriaen van Overbeke, see: Silver, The Paintings of Quinten Massys, 3. 
843 Adriaen enrolled in 1495, and became a master in 1501; Willem Muelenbroec enrolled in 1501; Eduart 

Portugalois enrolled in 1504, and became a master in 1508; and Hennen Boeckmakere enrolled in 1510. 

Ibid. 
844 For a discussion of Metsys’s production for international patrons, see chapter 2 of Silver, The Paintings 

of Quinten Massys, 55–69.  
845 The Portuguese were located at Kipdorp, about 500 meters from the Huidenvettersstraat, where 

Metsys’s workshop was located. Metsys’s large house and art collection became a local sight, and Albrecht 

Dürer, who visited the city in 1520, was taken there to admire the collection. In his diary, Dürer writes: 

“What is more, I have been in Master Quentin’s house.” He does not include a comment on meeting the 

artist personally. Further, Metsys is never recorded having served as dean (deken) of the Saint Luke Guild, 

which would have made a meeting with the German master more likely. See: Jeffrey Ashcroft, Albrecht 

Dürer: Documentary Biography (New Haven: Yale University Press, 2017), 1:556; Silver, The Paintings of 

Quinten Massys, 4. 
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The Altarpiece of the Seven Sorrows of the Virgin (fig. 6.4–6.10) hung in the church of 

the Convent of Madre de Deus, possibly commissioned by founder Queen Eleanor through the 

Antwerp Factor João Brandão, who held this position between 1509 and 1514 (and again from 

1521 to 1526).846 The altarpiece was probably installed before 20 July 1513, as Manuel I ordered 

cloth for a curtain to protect the artwork on the main altar on that date.847 Specific instructions 

must have been given to Brandão regarding the subject matter, size, and construction in an 

Iberian format; it was to consist of a larger central panel with seven surrounding smaller 

panels.848 In the sixteenth century, the theme of the Virgin of Sorrows was popular, and its 

imagery was spread throughout Europe in both printed images and texts. It was meant to 

encourage intense meditation on the emotional and physical suffering of the Passion, while 

simultaneously emphasizing the importance of familial lineage in the daily lives of the 

worshippers.849 In the altarpiece, Metsys copied some of his own scenes, such as a simplified and 

much smaller version of the Lamentation from his famous Saint John Altarpiece (c. 1507–08, fig. 

6.50), as well as borrowed imagery from contemporary painters, such as Gerard David’s Rest on 

the Flight to Egypt (c. 1510).850 

                                                      

846 Maximiliaan P. J. Martens and Annick Born, “A Polyptych by Quinten Metsys for the Convent of 

Madre de Deus. Notes on Technique,” in Casa Perfeitíssima, 373. 
847 Ibid.  
848 Didier Martens points to the similar layout and theme of the Palencia Altarpiece, which is commonly 

dated around the same time. See: Didier Martens, Peinture Flamande et Goût Ibérique Xve-Xvie Siècles 

(Brussels: Le Livre Timperman, 2010), 222–224. The Altarpiece of the Seven Sorrows of the Virgin was 

first attributed to Metsys in 1931 by José De Figueiredo, the first director of the MNAA. Since then, the 

attribution has been generally accepted, though various authors point to the involvement of Metsys’s 

workshop. See: Mercês Lorena, “Pintura Flamenga em Portugal. Os Retábulos de Metsys, Morrison e 

Ancede. Estudo Técnico e Material” (PhD diss., Universidade de Évora, 2013), 54; Martens and Born, “A 

Polyptych by Quinten Metsys for the Convent of Madre De Deus,” 373–375. 
849 Metsys made some changes in the standard sequence of the theme: the Women and Saint John at the 

Tomb replaced the usually depicted Entombment, which allows the worshipper to focus more on the grief 

of the Virgin, caused by the absence of the dead body of Christ. Silver suggested that the inclusion of the 

Rest of the Flight to Egypt, instead of the Flight to Egypt, emphasizes the role of Joseph and the importance 

of family. See: Silver, The Paintings of Quinten Massys, 55–59. 
850 Martens, Peinture Flamande, 224; Silver, The Paintings of Quinten Massys, 55–59. 
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Metsys’s Altarpiece of the Seven Sorrows of the Virgin has received ample scholarly 

attention, and its iconography, place in Metsys’s oeuvre, style, and techniques have been 

discussed.851 Several authors have noticed the differences in the quality of each panel, often 

explained as a direct result of its status as an export product, as well as the amount of 

involvement of workshop assistants. One can imagine that the price paid for the altarpiece 

determined the quality of the end product. Alternatively, Larry Silver argued that if Metsys 

worked on the altarpiece simultaneously with the Saint John Altarpiece, he would probably have 

chosen to direct more attention to the local product, as it would be seen by a larger group of 

potential buyers. The Altarpiece of the Seven Sorrows of the Virgin consisted of multiple panels, 

which allowed for more division of labour among his assistants than usual. Silver sees hardly any 

personal participation of Metsys in some of these smaller panels, although he attributed the 

majority of the centre panel’s painting to the master.852 Indeed, upon close observation, the centre 

panel is painted with much more finesse than the smaller side panels. 

In 2009, on the occasion of the 500-year celebration of the Madre de Deus Convent, a 

technical examination was carried out by Maximiliaan Martens and Annick Born and published 

in the accompanying exhibition catalogue. Their findings are based on the study of the altarpiece 

using macro photography and infrared reflectograms.853 They confirm Metsys’s authorship in the 

general conception and certain specific sections, stating that he relied primarily on his assistants 

for the execution.854 They achieved visual unity through the repeated use of the Virgin’s blue 

                                                      

851 Already mentioned are: Martens, Peinture Flamande; Lorena, “Pintura Flamenga em Portugal” (who 

devoted a section on previous literature); Silver, The Paintings of Quinten Metsys; Martens and Born, “A 

Polyptych by Quinten Metsys for the Convent of Madre De Deus,” 373–377; De Figueiredo, Metsys e 

Portugal, 1–21. See also Reynaldo dos Santos, O Políptico da Madre de Deus de Quintino Metsys (Lisbon: 

Edição dos Amigos do Museu, 1939). 
852 Silver, The Paintings of Quinten Massys, 60.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                            
853 Some details of the IRR’s are published in Martens and Born, “O Políptico de Quinten Metsys para o 

Convent da Madre de Deus: Notas sobre a Técnica,” in Casa Perfeitíssima, 158. 
854 Martens and Born, “A Polyptych by Quinten Metsys for the Convent of Madre De Deus,” 373.  
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mantle, the red clothes of the other figures, and the recurring background views. Its 

recognisability as a Metsys painting is achieved through the refined, idealised female figures, the 

figure of Saint John, and the caricature-like figures in the Passion scenes. According to Martens 

and Born, these figures can be associated with the “Quinten Metsys brand,” regardless of the 

overall quality of the altarpiece. They also point to the different states of conservation of each 

panel, which hinders a fair assessment of the involvement of the master or his assistants.855  

IRR revealed underdrawing that is made with faint lines in a liquid medium and is limited 

to constructive lines and contours that have been quite faithfully followed in the painting stage.856 

Occasionally, the painter turned to a dry medium, which was set up in thin lines, perhaps in metal 

point.857 This is especially visible in the Virgin’s mantle, which Martens and Born attribute 

exclusively to Metsys. The style in which the underdrawing and corrections in the underpainting 

are applied to the panel are, according to Martens and Born, typical for Metsys’s working 

methods.858 The lack of major changes between the underdrawing and the paint layers suggests a 

careful planning of the composition by the master that could be faithfully followed by the 

workshop.859 It appears that the paint layers are mostly the work of Metsys’s workshop assistants, 

especially in the smaller panels. For example, the male figures in Christ Carrying the Cross (fig. 

6.8) are comparable in type to those in the Saint John Altarpiece, but they have an ungainly 

                                                      

855 Ibid., 273–75. 
856 According to the authors, the underdrawing is made in a diluted liquid medium in most sections; this 

faint underdrawing is also visible where it is applied as a wash. Here, only a thin, transparent coloured layer 

was placed on top. The folds in the fabrics are only sporadically indicated in the underdrawing. Ibid., 273. 
857 Ibid. 
858 The authors refer to an article by Jill Dunkerton concerning Metsys’s Virgin and Child Enthroned, with 

Four Angels, in which Dunkerton discusses a similar use of a variety of media and techniques in the 

preparations stages. See: Jill Dunkerton, “The Technique and Restoration of The Virgin and Child 

Enthroned, with Four Angels by Quinten Massys,” National Gallery Technical Bulletin 29:2008, 60–75. As 

mentioned in both articles, only a limited number of paintings by Metsys are examined using IRR, 

complicating research into his underdrawing techniques. However, the use of various materials for the 

underdrawing, and applied corrections, could suggest the involvement of his assistants in the execution of 

the preparation stages. No drawings are attributed to Metsys to date, which would allow for a closer study 

on Metsys’s draftsmanship. 
859 Martens and Born, “A Polyptych by Quinten Metsys for the Convent of Madre De Deus,” 274. 
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execution and lack the master’s detailing. Moreover, Martens and Born point to the direct copy of 

a Metsys model for Christ’s face.860 Overall, Born and Martens argue that Metsys successfully 

included his workshop in his process to finish the two large altarpiece commissions around the 

same time.861 

Some years after the commission for the Madre de Deus Convent, another altarpiece from 

Metsys’s workshop, a Passion Triptych (figs. 6.11–6.17), was sent to the Clarisse Convent in 

Coimbra. An anonymous letter dated 11 September 1517, is often associated with the triptych; it 

records the arrival of a retable in the convent that came from Flanders that Manuel ordered to be 

hung in the chapter house.862 Like the Altarpiece of the Seven Sorrows of the Virgin, Manuel 

probably commissioned the triptych through the Factor in Antwerp, possibly Brandão’s 

successor, Silvestre Nunes, who served between 1513 and 1517.863 Nunes left Antwerp in June 

1517; it is possible that he brought the triptych with him to Portugal and arrived in Coimbra in 

September of that year. 

Today, only the wings and a small fragment of the centre panel survive. The two wings, 

which were cropped, depict the Flagellation and Ecce Homo on the interiors, and the 

Annunciation in grisaille on the exterior.864 The Ecce Homo on the right wing (fig. 6.12) is close 

in style and composition to two other Ecce Homo’s attributed to Metsys in Madrid (fig. 6.51) and 

                                                      

860 Ibid., 375. 
861 Ibid. Dunkerton also observes this technique, see: Dunkerton, “The Technique and Restoration of The 

Virgin and Child Enthroned, with Four Angels by Quinten Massys,” 69.  
862 “Alvará da mesma data [11 de setembro de 1517], para se dar hum retábulo ao mosteiro de Santa Clara, 

de Coimbra, para estar no capitulo. De um instrumento que est junto consta ter el-Rei mandado fazer o 

retabolo em Flandres.” Cited in: De Figueiredo, Metsys e Portugal, 8. The document is published in: 

Adelino de Almeida Calado, ed., Obras (Coimbra: Universidade de Coimbra, 1959), 4:292, nr. 82.  
863 On Nunes’s years as factor, see: J. A. Goris, Étude sur les Colonies Marchandes Méridionales 

(Portugais, Espagnols, Italiens) à Anvers de 1488 à 1567. Contribution à l’Histoire des Débuts du 

Capitalisme Moderne (Louvain: Uystpruyst, 1925), 217, 219, 221, 229, 232–233, 372. 
864 See Lorena’s proposal for the original shape of the triptych in “Pintura Flamenga em Portugal,” 125–

128. 
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Venice (fig. 6.52); the version in Madrid is closest in composition but painted in reverse.865 The 

fragment of the grieving Virgin (fig. 6.14) can be compared to the Virgin in Metsys’s Pieta (c. 

1515, Musée du Louvre, Paris) and the Crucifixion (c. 1520, National Gallery of Canada, Ottawa; 

fig. 6.53).866 

Mercês Lorena examined the triptych with the help of micrographs, IRR, and paint 

sample analysis, among other methods.867 She found that the IRRs revealed similar underdrawing 

styles as in the Altarpiece of the Seven Sorrows of the Virgin, which was prepared using a quick 

and confident technique, but not fully applied throughout the panel; the master primarily set out 

the figures and the architecture. Most of the underdrawing was made with carbon diluted in an 

oily medium, but in some sections a dry medium, perhaps metal point, was scratched onto the 

ground layer.868 The underdrawing was faithfully followed in the painting stage.869 Both Silver 

and Lorena acknowledge the high quality of the panels and attribute most of the painted surfaces 

to Metsys.870 This in contrast to the smaller panels of the Altarpiece of the Seven Sorrows of the 

Virgin, where most of the painted sections were probably executed by the workshop assistants.  

When observing the Passion Triptych in Coimbra, one notices the effective way in which 

the faces were given character, something that can be commonly observed in Metsys’s attributed 

oeuvre. A good example is the rendering of a mocker in the lower right corner of the Ecce Homo 

panel (fig. 6.15). The highlights on his nose and cheeks, and the little hints of red around the 

                                                      

865 Both paintings are dated some years later; c. 1518–20. However, these dates are given based on stylistic 

analysis; no supporting documents or technical data is available to question these dates. Friedländer 

attributed both paintings to Metsys’s own had. He dated the Madrid Ecce Homo around 1515, due to its 

integration of gothic and renaissance architectural elements popular in Antwerp around this time, and 

related the painting to the right wing of the Saint John Altarpiece due to the use of caricatured faces, 

ornament, and figures. Further, he argued that based on its expansive format, the panel in Venice can 

scarcely have been done before 1520. See: Friedländer, Early Netherlandish Painting, 7:28. 
866 Lorena included seven other figures of the Virgin that reveal a similar pictorial style. See: Lorena, 

“Pintura Flamenga em Portugal,” 111.  
867 Ibid., 103–150.  
868 Ibid., 133. 
869 Ibid, 134–137. 
870 Silver, The Paintings of Quinten Massys, 60–61; Lorena, “Pintura Flamenga em Portugal,” 106–107. 
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beard, increase his lifelikeness. The rendering of the facial hair is well executed, as are the eyes 

with which he looks over his shoulder towards the viewer. The grisailles (figs. 6.16–6.17) are of 

equal quality, but their appearance is quite different, due to the limited colour palette. The figures 

are painted in a range of shades, modeled through highlights and shadows. These characteristics 

seem to be the work of a more experienced artist, and their more refined execution can be 

compared to the execution of the centre panel of the Altarpiece of the Seven Sorrows of the 

Virgin.  

Besides the Xabregas and Coimbra altarpieces, at least one painting by Quinten Metsys 

was in the possession of humanist Damião de Góis (1502–1574), an acquaintance of Brandão and 

secretary of the Portuguese factory in 1523. As discussed in chapter three, Góis was a prominent 

Portuguese advocate for Flemish art and owned an impressive art collection. He acted as an agent 

for various commissions for John III; considering his knowledge of the arts, he might also have 

taken on the role as advisor for his purchases. It is thought that Góis might have met Metsys in 

Antwerp as he greatly admired his work. This is demonstrated in a 1531 poem by his friend 

Cornelius Grapheus, which recorded Góis’s emotional reaction while viewing a Crucifixion by 

Metsys that hung in his study. The poem describes Góis kneeling in front of the work, uttering 

holy words.871  In another undated document, Góis described the donation of a retable from his 

personal collection to the Church of Our Lady of Varzea in Alenquer, his hometown. He defined 

the retable as “a crucifixion, worth more than 100 cruzados, the great perfection of his work, 

done by master Quinten.”872 Whether this is the same painting referred to in Grapheus’s poem is 

unknown; the painting now no longer exists.  

                                                      

871 Caetano, “Jorge Afonso,” 33; Elisabeth Feist Hirsch, Damião De Gois: The Life and Thought of a 

Portuguese Humanist, 1502–1574 (The Hague: M. Nijhoff, 1967), 46–47. 
872 “Item, dei á dita igreja de Nossa Senhora da Varzêa (Alenquer) hum retábulo com partas em que está 

pintado ho crucifixo peça que val mais de cem cruzados, pela grande perfeição da obra, feito por mestre 

Quinteno.” Cited in: De Figueiredo, Metsys e Portugal, 12.  
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Metsys also produced a devotional altarpiece for Lucas Rem (1481–1541), representative 

of the Augsburg Welsers family, who primarily resided in Antwerp and Lisbon, and who made 

their fortune through the trade in metal and the German colonization of the Americas. Rem’s 

diary offers insight into his deeply religious life as well as in his business travels and religious 

pilgrimages. He recorded that in 1516 and 1517, his profits were to be converted in Antwerp into 

“paintings, gems, and fabrics.”873 One of the paintings he commissioned with these profits might 

have been Metsys’s Trinity with the Virgin (fig. 6.54),874 since Rem’s coat of arms feature in the 

painting, as well as those of his wife, Anna Ochainen (dates unknown), whom he married in 

Augsburg in 1518, the terminus post quem for the altarpiece.875 In the centre panel, God stands on 

a detailed globe, possibly referring to Rem’s journey to India for the Welser merchants.876 Next to 

the Trinity is Mary as the apocalyptic Virgin of the sun and the Madonna on a crescent moon. 

The combination of the two images point to Rem’s intense devotional practices, also discussed in 

his diary.877 The scenes on the wings are not related to the centre panel: inside they feature Saints 

Sebastian and Roch, and outside the donor’s patron saint Luke and saint Anne.878 The work is 

small and was probably used for private devotion. In addition to confirming Metsys’s popularity 

among the wealthy urban elite, the altarpiece also serves as a reminder of Antwerp’s central 

function as a trading centre, spurring the local economy beyond the exchange of materials and 

currency.879  

                                                      

873 Cited in: Silver, The Paintings of Quinten Massys, 216. 
874 Quinten Metsys, Trinity with the Virgin, c. 1518–1520, Alte Pinakothek, Munich. 
875 In his diary, Rem notes that he resided in Antwerp between September 1518 and January 1519, and also 

between April and July 1520. It seems fair to suggest that he commissioned the altarpiece in Metsys’s 

studio during one of his stays in the city. See: Silver, The Paintings of Quinten Massys, 216. 
876 Ibid., 217. 
877 See: B. Greiff, Tagebuch des Lucas Rem (Augsburg, 1861). 
878 Metsys includes existing models of the Trinity, a model by Robert Campin, and the Virgin on a 

Crescent. The pose of Sebastian, on the left wing, derives from a figure by Hans Memling. See: Silver, The 

Paintings of Quinten Massys, 6, 64, 216. 
879 Ibid., 66. 
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The paintings discussed above illustrate the importance of the Portuguese merchants in 

bringing paintings produced in Metsys’s workshop to the collections of Portuguese patrons and 

religious institutions. The merchants’ proximity to, or acquaintance with, the artist, supported 

these commissions. In addition to these more securely attributed works, there exist several 

paintings in Portuguese collections that reveal a knowledge of Metsys’s work and style, but 

cannot be directly linked to the artist. The absence of documents has been problematic in 

attributing these works, as has their varying quality, which seems to point to their production in 

different workshops. Based on their location in Portuguese collections and stylistic similarities 

with Metsys’s oeuvre, these works have been often attributed to Eduardo, Metsys’s Portuguese 

apprentice.880 However, without documents and the help of technical examination, this 

assumption is difficult to assess.  

As mentioned, “Eduwart Portugalois” registered in the Antwerp Saint Luke Guild in 

1504 as an apprentice of Quinten Metsys; four years later, he registered as a master painter 

(vrymeester) in the same guild.881 Besides these registries, nothing is known about the life and 

work of the Portuguese artist. It has been suggested that Eduardo returned to Portugal after his 

training and produced several paintings there.882 We may assume that Eduardo was keenly aware 

of the career opportunities in his home country, but Portugal was one of the many places where 

his work would have been valued. The paintings attributed to Eduardo could also have been made 

                                                      

880 See: Carl Justi, “Die Portugiesische Malerei des XVI. Jahrhunderts,” Jahrbuch der Preußischen 

Kunstsammlungen 9 (1888): 137–59, 227–38; De Figueiredo, Metsys e Portugal; Luís Reis-Santos, Panéis 

de Metsys em Portugal, Anteriores as Retábulo de Lovaina (Lisbon: Tip. de Empressa Nacional de 

Publicidade, 1958); Luís Reis-Santos, Eduardo O Português (Lisbon: Artis, 1966); Leo van Puyvelde, 

Edouard Portugalois (Antwerp: Imprimerie Générale Lloyd Anversois, 1954); Leo van Puyvelde, 

“Edouard Portugalois,” Pantheon (1960): 288–95.  
881 Ibid., 3.; Rombouts and Van Lerius, ed., De Liggeren der Antwerpsche Sint Lucasgilde, 1:60; 69; De 

Figueiredo, Os Peninsulares nas guildas de Flandres, 192. 
882 Luís Reis-Santos put forward this idea in Eduardo O Português. Further, Reis-Santos and Leo van 

Puyvelde also attributed several paintings in collections outside of Portugal to Eduardo. See: Reis-Santos, 

Eduardo o Português; Leo van Puyvelde, “Edouard Portugalois,” 288–295. 
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in Antwerp, perhaps in one of the many “lesser” workshops familiar with Metsys’s working 

methods. Alternatively, they might also have been produced by artists in Portugal who studied 

Metsys’s altarpieces in Coimbra, Lisbon, and Xabregas.883  

A Virgin and Child and an Angel (fig. 6.55) was bought by the MNAA from a 

Portuguese count in the late nineteenth century.884 Based on the panel’s relatively small size, it 

might have been intended for private devotion; the Italianate architectural elements point to a 

production in Antwerp. Carl Justi, Leo von Puyvelde, and Luís Reis-Santos, attributed the 

painting to Eduardo, as they thought the panel was of relatively high quality and reveals much 

knowledge of Metsys’s work.885 Justi based this assumption on the face shapes, painful 

expressions of the figures, the bluish tone of the hair, and the delicate colour of the carnations, 

which is, according to him, in “beautiful harmony with the brocades and ornaments of the 

throne.”886 He wrongly assumed, however, that these ornaments are Portuguese inventions.  

Von Puyvelde discussed the stylistic similarities of the Virgin and Child and an Angel 

with a painting depicting Saint Jerome in his Study in the Collection of H. Binaud in Bordeaux. 

He wrongly attributed the painting to Eduardo because of the inclusion of the initials “E.P” on 

one of the books.887 Further, Von Puyvelde noted that while Friedländer had attributed the copy in 

the Pannwitz Collection to Quinten Metsys, the painting was probably made by Eduardo 

                                                      

883 I was not able to establish whether these altarpieces were publicly accessible. However, even if they 

were not, it is possible that artists were granted permission to study them in person for future commissions.  
884 Attributed to the circle of Quinten Metsys, Virgin and Child and an Angel, dated first quarter of the 

sixteenth century, 88 x 59 cm, MNAA, inv. nr. 546 Pint. Its provenance is unknown: the family might have 

owned the painting for many generations. Another version was previously housed in the Pannwitz 

Collection; since 1958, but its current whereabouts are unknown. See: Silver, The Paintings of Quinten 

Massys, cat. nr. 38, 225. 
885 Justi, “Die Portugiesische Malerei des XVI. Jahrhunderts,” 137–159; 227–138; “Die Portugiesische 

Malerei des XVI. Jahrhunderts,” Miscellaneen aus Drei Jahrhunderten Spanishen Kunstlevens, 1908, 

II:97–132.; Leo van Puyvelde, “Edouard Portugalois,” 292; Luís Reis-Santos, Eduardo O Português 

(Lisbon: Artis, 1966), 5–6. 
886 Justi cited in: Luís Reis-Santos, Eduardo O Português (Lisbon: Artis, 1966), 5–6. 
887 Leo van Puyvelde, “Edouard Portugalois,” 288. I was unable to locate this painting; the composition 

was used by several (Antwerp) artists. 
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instead.888 Reis-Santos suggested that both versions of the Virgin and Child and an Angel could 

have been painted by Eduardo, one during his training in Antwerp and one in Portugal after 

1515.889  

Although unsure about the attributions of both versions, Silver noted that the panels 

reveal a strong awareness of Metsys’s renaissance compositions and reflect the popularity of the 

style of Jan Gossaert and Bernard van Orley in Antwerp in the 1520s.890 Moreover, the Italianate 

background has more in common with works such as Madonna and Child Enthroned in Berlin, 

dated around c. 1523–1524.891 Based on these assumptions, it seems more likely that the painting 

at the MNAA and the version formerly in the Pannwitz Collection, were produced in Antwerp 

after the 1520s, possibly in Metsys’s workshop, before one was sent to Portugal. As the 

provenance of the MNAA panel only goes back to the nineteenth century, it might even have 

been a more recent acquisition.892  

A Passion Triptych (fig. 6.56) hung, like panel B, in the Madre de Deus Convent. The left 

wing depicts Christ Carrying the Cross, the centre panel the Descent from the Cross, and the 

right wing the Resurrection. Its large size points to its specific production for the Iberian market, 

where such dimensions were more common. The production of such a large triptych probably 

warranted a significant involvement of assistants. As mentioned in chapter three, many triptychs 

of similar proportions, and often varying quality, were exported from the Low Countries to the 

islands of Madeira in the first half of the sixteenth century. The patron of the Passion Triptych is 

unknown, but, considering its inclusion in the collection of the Madre de Deus Convent, it might 

                                                      

888 Ibid., 292; 295. 
889 Reis-Santos, Eduardo o Português, 8–9.  
890 Silver, The Paintings of Quinten Massys, cat. nr. 38, 225. 
891 Ibid., cat. nr. 37, 224. 
892 Ibid.  
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have been Eleanor who ordered it. Justi attributed the triptych to Eduardo; Reis-Santos suggested 

a production in Metsys’s workshop with the help of assistants, including Eduardo.893  

Caetano has rightfully disputed the attribution to Eduardo, arguing instead that the panels 

were probably made in a workshop run by an artist from Metsys’s circle.894 He commented on its 

resemblance to the Ottawa Lamentation in the use of a harsh, contrasting colour palette, and in 

Nicodemus’s facial expression and clothing. The caricatured faces of the executioners and the 

sorrowful expression of the Virgin, St. John, and Nicodemus all point, according to Caetano, to 

the artist’s knowledge of existing Metsys “types.”895 He also commented on the similarities, 

specifically Christ’s expression and the deformed faces of the executioners, between this triptych 

and the Flagellation on the left wing of the Coimbra Passion Triptych (fig. 6.13) and the panel 

depicting Christ Carrying the Cross in the Altarpiece of the Seven Sorrows of the Virgin (fig. 

6.8). Despite these parallels and knowledge of Metsys’s models, the triptych does not possess the 

same pictorial quality and effective composition that characterize attributed works. This is 

especially apparent in the lack of subtlety in use of colour, light and dark contrasts, and detailing 

in the rendering of the figures. I am, however, unfamiliar with the extent to which the triptych 

was restored. I agree with Caetano that, based on what we see today, it is unlikely that Metsys 

was personally involved in its execution; instead, it appears rather to have been produced in an 

Iberian workshop.896 

The triptych depicting the Life of Christ (fig. 6.57) in the baptistery of the Church of 

Saint John the Baptist in Tomar, was probably installed after 1510, when Manuel I ordered the 

church’s remodeling; he also might have commissioned it.897 The centre panel depicts the 

                                                      

893 Justi cited in: Reis-Santos, Eduardo O Português, 7–8; 13. 
894 Caetano in Casa Perfeittisima, ed. Curvelo, cat. nr. 5, 388. 
895 Ibid. 
896 Ibid. 
897 The triptych was dismantled in the seventeenth century and dispersed; once discovered that the separate 

panels belonged to the same triptych, they were sent to Lisbon for restoration. Luciano Freire worked on 
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Baptism of Christ, the left wing Christ Turning Water into Wine during the wedding in Cana, and 

the right the Temptation of Christ. The reverse of the wings include Saints John the Evangelist 

and Andrew.898 Reis-Santos attributed the panels to Metsys and an apprentice, presumably 

Eduardo. According to him, the panels were finished in Antwerp before Eduardo’s supposed 

return to Portugal and then sent to Tomar.899 Today, the triptych is attributed to the workshop, or 

circle of, Metsys. If Manuel I was indeed personally involved in its commission, it is more likely 

that he, or the Factor, ordered the triptych from Metsys; however, the altarpiece does not reveal 

much involvement of the master himself. A restoration project was launched in 2015; a full report 

of their findings has not been released to date.900 As a result of this restoration, I have not been 

able to study the work in person. 

Besides these three works, Reis-Santos attributed two other paintings to the circle, or 

workshop, of Metsys: Saint John the Evangelist and Saint Vincent (location unknown), and a 

panel depicting Saint Augustine and Saint James (fig. 6.58).901 The latter is, in its current state, 

perhaps the furthest removed from Metsys’s oeuvre.  

                                                      

the panels between 1923–1936, after which they were returned to Tomar. Erica Eiros, “Um pouco de 

História,” http://tripticodavidadecristo.blogspot.ca/, accessed April 30, 2017. 
898 The composition of the Baptism of Christ is inspired by Gerard David’s Baptism of Christ, dated 1502–

1508. The latter was ordered by Jan de Trompes around 1502, see: 

http://vlaamseprimitieven.vlaamsekunstcollectie.be/en/collection/baptism-of-christ, accessed May 23, 

2017. 
899 Reis-Santos, Eduardo, o Português, 7. 
900 On the decisions made during the conservation treatment of the triptych, see: 

http://revista.arp.org.pt/pdf/2015025.pdf., accessed April 30, 2017. 
901 Circle of Quinten Metsys (?), Saint Augustine and the Iberian Saint James, first decade of the sixteenth 

century, MNAA, inv. nr. 45 Pint. Of note is a 1949 restoration report written by João Couto, mentioned in a 

catalogue entry, in which the use of Portuguese oak is obsrved in both panels. Unfortunately, I was not able 

to personally study this report and find out more about how Couto established the use of Portuguese oak. 

See: Joaquim Caetano, “Eduardo el Portugués,” in: El Arte en la Época del Tratado de Tordesillas. 

Monasterio de Prado, Valladolid, 20 de Abril - 30 de Junio, 1994, ed. Eloísa García de Wattenberg 

(Valladolid; Lisbon: Sociedad, V. Centenario del Tratado de Tordesillas Consejería de Cultura y Turismo 

de la Junta de Castilla y León, Commissão Nacional para as Comemorações dos Descobrimentos 

Portugueses, 1994), 232–233.  
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The discussed paintings vary in style and quality and are apparently painted by several 

artists. While they reveal a sensitivity towards Metsys’s work, most of them lack the master’s 

quality. The absence of technical research complicates research into their attribution and place of 

production. Overall, it seems safe to assume that they were probably produced in the first quarter 

of the sixteenth century, the period during which Metsys’s work was most popular in Portugal. 

Without the help of dendrochronology, it is not possible to provide a more precise dating of these 

works. I am not aware of any existing material analyses which might aid research into possible 

places of production.  

The attribution to Eduardo of these paintings is based on stylistic analysis rather than 

documentary evidence and has resulted in a very inhomogeneous group. Matthias Weniger also 

noted this when he discussed these paintings in an article.902 He finds a discrepancy in the quality 

of their executions: some are very close in style and quality to Metsys’s work while others are 

mere crude imitations. According to Weniger, the paintings in the MNAA that are attributed to 

Eduardo are by different hands.903 By placing all these works in one oeuvre, scholars have 

complicated the assessment of the various levels of influence of Metsys’s style and working 

methods in Portugal.  

 

 

Many issues remain to be resolved about the three panels’ iconography, commission, and 

attribution. The rare iconography, apparently celebrating the Order of Saint Clare and its founders 

through a coronation, might well have been an invention of the patron. Their provenance from the 

                                                      

902 Matthias Weniger, “Provost and Portugal,” Colloque pour l'étude du dessin sous-jacent et de la 

technologie de la peinture. La peinture dans les Pays-Bas au 16e siècle: Pratiques d'atelier, infrarouges et 

autres méthodes d'investigation (Louvain: Peeters, 1997), 49–62. 
903 He points to Saint Augustine and the Iberian Saint James (45 Pint), The Virgin and Child and an Angel 

(546 Pint), The Passion Triptych (1285 Pint), and The Appearance of the Angel to Saints Clare, Colette, 

and Agnes (1276 Pint). Ibid., 51. 
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Setúbal and Madre de Deus convents connects them to Queen Eleanor, who was involved in these 

institutions’ foundations and probably instigated their inauguration as Colettine convents. In 

implementing Colette’s reform in Portugal, Eleanor would have emulated her Burgundian 

relations. The three panels might therefore serve as a visual reminder of the importance of the 

relationship between the Burgundian and Portuguese courts. 

Based on what is known today, it is not possible to attribute panels A and B to a specific 

master. The sparse underdrawing in panels A and B further complicates their attribution. 

Regardless of their current state of preservation, it seems highly unlikely that the panels were 

painted by artists from Metsys’s studio, as has been suggested by some authors. Instead, one 

might suggest that both panels were commissioned in a workshop that was capable of producing 

paintings in a Metsys-like fashion; this would be in keeping with the Portuguese taste and high 

demand for Metsys’s painting. It is also fully possible that panels A and B were commissioned in 

two separate workshops. Based on the varying quality of the panels in this style that survive in 

Portuguese collections, several artists must have been able to imitate Metsys’s work. The 

attribution to Eduardo does seem rather random.  

Panel C is connected to panels A and B by its iconography and, possibly, by its 

commission. The patron apparently requested another version of the scene to be integrated in the 

lowest tier of the Setúbal Altarpiece, a testament to the popularity of the paintings as well as their 

iconography. Panel C reveals Afonso’s knowledge of Netherlandish painting techniques and its 

work methods. Its elaborate underdrawing, made in a consistent style, points to its production by 

one artist, presumably Jorge Afonso himself, who then probably utilized his assistants for the 

execution of the paint layers. However, changes in the panel’s size and form—being part of a 

multi-panel retable—, the inclusion of references to local architecture, different rendering of the 

figures’ faces, the emphasis on emotion, and the overall colour use, seem to be particularly 

Portuguese and reveal Afonso’s intentions to suit the specific demands of a local audience. 
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Overall, the three panels reveal a transformation of Netherlandish painting in form and content 

into Portuguese artistic culture, where these works were modulated to suit their new audiences 

and purposes. The result is a successful combination of early Netherlandish and Portuguese 

fashions. 
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Fig. 6.1 Anonymous, The Appearance of the Angel to Saints Clare, Agnes, and Colette, after 1515 (?), 
 oil on wood, 152.7 x 97.3 cm, Museu de Setúbal/Convento de Jesus, Setúbal, 
 inv. nr. MSCJ0001/PR001. © Author
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Fig. 6.2 Anonymous, The Appearance of the Angel to Saints Clare, Agnes, and Colette, after 1515 (?), 
 oil on wood, 152.2 x 98.0 cm, Museu Nacional de Arte Antiga, Lisbon, inv. nr. 1276 Pint. 
 © DGPC 
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Fig. 6.3 Attributed to Jorge Afonso and workshop, The Appearance of the Angel to Saints Clare, Colette, 
 and Agnes, after 1515 (?), oil on wood, 175.5 x 110 cm, Museu de Setúbal/Convento de Jesus,
 Setúbal, inv. nr. MS/CJ 12/PR12. © Author
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Fig. 6.5 Quinten Metsys and workshop, Virgin of Sorrows (Altarpiece of the Seven Sorrows of the Virgin), 
 c. 1509–1513, oil on wood, 171.5 x 151 cm, Museu Nacional de Arte Antiga, Lisbon,
 inv. nr. 1275 Pint. © DGPC

Fig. 6.4 Quinten Metsys and workshop, Altarpiece of the Seven Sorrows of the Virgin (installed at the 
 MNAA), c. 1509–1513, oil on wood, Museu Nacional de Arte Antiga, Lisbon. © DGPC 
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Fig. 6.8 Quinten Metsys and workshop, Road to Calvary (Altarpiece of the Seven Sorrows of the Virgin), 
 c. 1509–1513, oil on wood, 82.5 x 82.5 cm, Museu Nacional de Arte Antiga, Lisbon, 
 inv. nr. 1821 Pint. © DGPC 
Fig. 6.9 Quinten Metsys and workshop, Crucifi xion (Altarpiece of the Seven Sorrows of the Virgin),
 c. 1509–1513, oil on wood, 92 x 90.5 cm, Museu Nacional de Arte Antiga, Lisbon, 
 inv. nr. 1705 Pint. © DGPC

Fig. 6.6 Quinten Metsys and workshop, Presentation at the Temple (Altarpiece of the Seven Sorrows of the 
 Virgin), c. 1509–1513, oil on wood, 82.5 x 79.5 cm, Museu Nacional de Arte Antiga, Lisbon, 
 inv. nr. 1830 Pint. © DGPC 
Fig. 6.7 Quinten Metsys and workshop, Christ Among the Doctors (Altarpiece of the Seven Sorrows of the 
 Virgin), c. 1509–1513, oil on wood, 62.5 x 80.5 cm, Museu Nacional de Arte Antiga, Lisbon, 
 inv. nr. 1692 Pint. © DGPC 
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Fig. 6.10 Quinten Metsys and workshop, Saint John and Three Maries at the Tomb of Christ (Altarpiece 
  of the Seven Sorrows of the Virgin), c. 1509–1513, oil on wood, 82.5 x 79 cm, Museu Nacional 
  de Arte Antiga, Lisbon, inv. nr. 1829 Pint. © DGPC

Fig. 6.11 Quinten Metsys, The Passion Triptych (installed at the MNMC), c. 1517, oil on wood, 
 Museu Nacional Machado de Castro, Coimbra. © DGPC
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Fig. 6.12 Quinten Metsys, Ecce Homo (left wing of the Passion Triptych), c. 1517, oil on wood, 
  191 x 92 cm, Museu Nacional Machado de Castro, Coimbra, inv. nr. 2519; P37A. © DGPC
Fig. 6.13 Quinten Metsys, Flagellation (right wing of the Passion Triptych), c. 1517, oil on wood, 
  191 x 92 cm. Museu Nacional Machado de Castro, Coimbra, inv. nr. 2518; P 37C. © DGPC
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Fig. 6.15 Quinten Metsys, detail of a Mocker (left wing of the Passion Triptych), c. 1517, oil on wood,
  Museu Nacional Machado de Castro, Coimbra. © Author 

Fig. 6.14 Quinten Metsys, Grieving Virgin (fragment of the central panel of the Passion Triptych), c. 1517, 
  oil on wood, 47 x 31.5 cm, Museu Nacional Machado de Castro, Coimbra, inv. nr. 23211 TC.
  © DGPC
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Fig. 6.16 Quinten Metsys, Annunciation (reverse of the left wing of the Passion Triptych), c. 1517, 
  oil on wood, 191 x 92 cm, Museu Nacional Machado de Castro, Coimbra, inv. nr. 2518; P37C. 
  © DGPC 
Fig. 6.17 Quinten Metsys, Annunciation (reverse of the right wing of the Passion Triptych), c. 1517, oil on 
  wood, 191 x 92 cm, Museu Nacional Machado de Castro, Coimbra, inv. nr. 2519; P37A/B. 
  © DGPC
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Fig. 6.19 Detail infrared refl ectogram panel A, showing the underdrawing in the architecture. © Author

Fig. 6.18 Detail infrared refl ectogram panel A, showing the angel’s face. © Author
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Fig. 6.20 Detail infrared refl ectogram of panel A, showing a brickwork pattern. © Author

Fig. 6.21 Detail infrared refl ectogram of panel A, showing a crown and the left hand of the angel. © Author
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Fig. 6.23 Detail infrared refl ectogram panel A, showing the underdrawing in the face of Saint Clare. 
  © Author

Fig. 6.22 Detail infrared refl ectogram of panel A, showing the angel’s right hand. © Author
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Fig. 6.24 Panel B (mirrored) and Panel A.
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Fig. 6.26 Detail infrared refl ectogram panel B, showing the angel’s wing, back, and sash. © Author

Fig. 6.25 Detail infrared refl ectogram panel A, showing the angel’s face and part of its wing. © Author
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Fig. 6.28 Detail panel C, showing diff erent types of vegetation. © Author

Fig. 6.27 Detail infrared refl ectogram panel A, showing the saints’ faces. © Author
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Fig. 6.30 Workshop active in Lisbon, Fonte Bicéfala (detail), 1510–1525, limestone, 
 Museu Nacional de Arte Antiga, Lisbon, inv. nr. 644 ESC. © Author

Fig. 6.29 Detail panel C, showing traces of the coat of arms of Queen Eleanor. © Author
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Fig. 6.32 Detail infrared refl ectogram panel C, showing the underdrawing in the faces of Clare, 
  Colette, and Agnes. © Author

Fig. 6.31 Detail infrared refl ectogram panel C, showing the underdrawing in the architecture. © Author
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Fig. 6.34 Detail infrared refl ectogram panel C, showing strokes of a paint brush. © Author

Fig. 6.33 Detail infrared refl ectogram panel C, showing the underdrawing in the angel’s face. © Author
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Fig. 6.35 Unidentifi ed south-Netherlandish artist, “Colette Accepts a White Cord from God and Coins 
  from an Angel,” from La Vie de Sainte Colette, c. 1468–1477, Monasterium “Bethlehem” of the 
  Zusters Clarissen-Coletienen, Ghent, inv. nr. MS 8. fol. 30r. (Courtesy of Lieve De Kesel)
Fig. 6.36 Unidentifi ed south-Netherlandish artist, “Colette Appears Before Pope Benedict XIII,”
  from La Vie de Sainte Colette, c. 1468–1477, Monasterium Bethlehem” of the Zusters 
  Clarissen-Coletienen, Ghent, inv. nr. MS 8, fol. 23v. (Courtesy of Lieve De Kesel)
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Fig. 6.38 Attributed to the Master of Lourinhã, Saint Clare and Saint Colette, c. 1515–1520, oil on wood, 
 102.5 x 71 cm, Museu Nacional de Arte Antiga, Lisbon, inv. nr. 1823 Pint. © DGPC

Fig. 6.37 Unidentifi ed south-Netherlandish artist, “Colette Kneeling at Prayer,” from La vie abrégée de la 
 tressaincte vierge seur Colette, 1510, Bibliothèque Municipale, Département des Manuscrits, 
 Arras, inv. nr. 461.
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Fig. 6.40 Anonymous, Crucifi xion, c. 1500–1510, oil on wood, 186 x 154 cm, Museu Nacional de Arte 
  Antiga, Lisbon, inv. nr. 772 Pint. © DGPC

Fig. 6.39 Attributed to Jorge Afonso, Presenting the Rule to Saint Clare, c. 1515, oil on wood, 
  195 x 174 cm, Museu Nacional de Arte Antiga, Lisbon, inv. nr. 2095 Pint. © DGPC
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Fig. 6.42 Attributed to Adrien Ysenbrandt, Genealogy of the Virgin, fi rst quarter of the sixteenth century, 
 oil on wood, Museu de Setubal, Setúbal, inv. nr., MS/CS 34/PR_34. © Museu de Setúbal

Fig. 6.43 Anonymous, Christ and Saint John the Baptist as Infants, c. 1525, oil on wood, 
  Museu de Setubal, Setúbal, inv. nr. MS/CS 39/PR_39. © Museu de Setúbal

Fig. 6.41 Hans Memling, Virgin and Child, c. 1480–1490, oil on wood, 44 x 32 cm, Museu Nacional 
  de Arte Antiga, Lisbon, inv. nr. 1065 Pint. © DGPC
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Fig. 6.46 Anonymous, Ecce Homo, third quarter of the sixteenth century, oil on wood, 89 x 65 cm, 
 Museu Nacional de Arte Antiga, Lisbon, inv. nr. 433 Pint. © DGPC

Fig. 6.47 Anonymous, Ecce Homo, Diocesan Museum, Palencia.

Fig. 6.44 Anonymous, Ecce Homo, mid-fi fteenth century, oil on wood, Museu de Setúbal/Convento de 
  Jesus, Setúbal, inv. nr. MSCJ 99/PR99. © Museu de Setúbal
Fig. 6.45 Anonymous, Ecce Homo, end of the fi fteenth century (?), oil on wood, 54.8cm x 82.5 cm,
  Museu Regional de Beja, Beja, inv. nr. MRB-PIN.1. © Museu Regional de Beja
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Fig. 6.48 Pedro Berruguete, Diego de la Cruz, and Juan of Burgundy, Avila Altarpiece, c. 1500, 
  Cathedral of Avila.
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Fig. 6.49 Attributed to Jorge Afonso and workshop, The Martyrdom of the Moroccan Saints (Setúbal 
  Altarpiece), after 1515 (?), oil on wood, 180 x 110 cm, Museu de Setúbal/Convento de Jesus, 
  Setúbal, inv. nr. MS/CJ 15/PR15. © Museu de Setúbal
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Fig. 6.52 Quinten Metsys, Ecce Homo, c. 1528–1529, oil on wood, 92 x 72 cm, Palazzo Ducale, Venice, 
 inv. nr. Cl. I n. 0158.

Fig. 6.51 Quinten Metsys, Ecce Homo, c. 1518–1520, oil on wood, 160 x 120 cm, Museu del Prado, 
 Madrid, inv. nr. P02801.
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Fig. 6.54 Quinten Metsys, Trinity with the Virgin (Lucas Rem Triptych), c. 1518–1520, oil on wood, 
 90 x 78 cm (central panel), Alte Pinakothek, Munich.

Fig. 6.53 Quinten Metsys, Crucifi xion, c. 1520, oil on oak, 51 x 36.5 cm, National Gallery of Canada, 
  Ottawa, inv. nr. 6190. (Courtesy of Ron Spronk)
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Fig. 6.55 Circle of Quinten Metsys, The Virgin and Child and an Angel, fi rst quarter of the sixteenth 
 century, oil on wood, 88 x 59 cm, Museu Nacional de Arte Antiga, Lisbon, inv. nr. 546 Pint. 
 © DGPC
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Fig. 6.58 Anonymous, Saint Augustine and Saint James, fi rst decade of the sixteenth century, oil on wood,
  171 x 72 cm, Museu Nacional de Arte Antiga, Lisbon, inv. nr. 45 Pint. © DGPC
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Conclusion 

The primary goal of this dissertation is to shed light on the artistic relationships between the Low 

Countries and Portugal in the early sixteenth century, a topic that has received relatively little 

attention outside of Portugal thus far. In addition, this thesis hopes to show the potential of such 

studies, creating a foundation for further research, for example through the use of technical 

analyses. In chapter two, I surveyed available literature in this field and contextualized its 

limitations caused by Portugal’s isolated position through most of the nineteenth and twentieth 

centuries. In chapters three and four, I questioned how Netherlandish paintings were collected, 

received, emulated, and transformed in Portugal around the turn of the sixteenth century. I argued 

that the Portuguese court followed the collection preferences of the Burgundian and Habsburg 

rulers, thereby aligning themselves with other European courts. Courtly and commercial bonds 

between the two regions facilitated the import of large amounts of Netherlandish luxury goods in 

Portugal. Inventories and ‘purchase letters’ reveal that Portuguese patrons were particularly 

interested in tapestries, illuminated manuscripts, and paintings “from Flanders,” a frequently cited 

place of origin. Although export registers rarely survived, those that did reveal that ships loaded 

with tapestries, sculptures, paintings, and painting materials were sent to Portugal. While I have 

found no evidence of an organized Portuguese art market, one can imagine that these export 

products were available in the markets in Lisbon, or sold at the Rua Nova dos Mercadores, the 

main commercial street of the city. 

Numerous paintings and altarpieces were imported from the Low Countries. Some were 

bought directly from Netherlandish painters, while others were acquired on the open art markets 

in Bruges or Antwerp. Among these works are several large-scale triptychs and multi-paneled 

altarpieces that still survive in Portuguese collections. As mentioned in chapter three, several of 

these were sent to Madeira to be placed in private chapels of merchants who made their fortunes 
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in the sugar trade. Some of them can be connected to the workshops of well-known Antwerp 

painters, such as Joos van Cleve and Pieter Coecke van Aelst. In chapter six I discussed two 

triptychs, both painted by artists that were familiar with the style of Quinten Metsys: the Passion 

Triptych in the Museu Nacional de Arte Antiga in Lisbon and a Triptych of the Life of Christ in 

the Church of Saint John the Baptist in Tomar. In general, these altarpieces are of considerable 

size with individual panels measuring up to three or four meters in height. This group of paintings 

would serve as an excellent case study for future research, using technical analyses to study their 

production methods and materials to address authorship and production location. 

Evidenced by their letters of receipts, the Portuguese Factors played a prominent, 

intermediary, role for purchase of luxury goods for the court. Despite the absence of documents 

specifically related to the purchase of paintings and altarpieces, it is assumed that several were 

sent to Portugal via the Factors. Their proximity to the workshops in Bruges and Antwerp 

allowed them to buy paintings directly from the painters. Some Factors were also collectors 

themselves; as seen in chapter three, Rui Fernandes de Almada, Francisco Pessoa, João Brandão, 

and Lourenço Lopes bought or received several drawings and prints from Albrecht Dürer, who 

frequented the Portuguese nation house in Antwerp during his travels through the Low Countries. 

As discussed in chapter six, it appears that some Factors may have been involved in the 

commission of several paintings from Quinten Metsys or from painters of his immediate circle. 

Damião de Góis, one of the secretaries of the Factory and an art connoisseur himself, is recorded 

as having bought a number of Netherlandish paintings, among them a Crucifixion by Metsys for 

his private chapel in Portugal.  

Several Netherlandish painters and illuminators worked in Portugal, disseminating their 

practises there. I noted illuminators António and Francisco de Holanda, monk-painter Frei Carlos, 

and court painter Francisco Henriques, among others. Overall, these immigrant painters, while 

still rooted in Netherlandish practices, adapted their working methods to meet the demands of 
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their Portuguese clientele. They seem to have collaborated with local masters to produce large-

scale altarpieces for royally founded churches and convents. Such altarpieces illustrate the artists’ 

ability to work in a uniform style, challenging scholars to separate individual hands. Further, 

given the scale of the works, very small details are often absent; they would have gotten lost once 

these panels were installed in their elaborately sculpted golden frames and placed on the wall 

behind the altar. One can also hypothesize that because of the enormous dimensions, omitting 

such details was required for a variety of economical and practical reasons.  

Not much is known about Portuguese painters who resided, perhaps temporarily, in the 

Low Countries. Unless apprenticed to a registered master, such as Eduardo and Symon, who 

worked for Quinten Metsys and Goswijn van der Weyden, they would not have been included in 

the guild records. They may well have served as journeymen, allowing them to work for 

Netherlandish painters and study local collections without leaving any trace. In that capacity, they 

could have copied paintings and workshop models, and purchased prints on the markets, to be 

used in their own workshops upon return to Portugal. As Portuguese clients preferred “Flemish” 

works, these artists’ experiences and the use of Netherlandish models would have certainly given 

them an advantage in their home market. Indeed, some surviving contracts specifically mention 

the use of models; in chapter four, I included those contracts related to the Saint Francis, Viseu, 

and Ferreirim Altarpieces. While more research has yet to be carried out, it seems that painters 

did not copy Netherlandish models directly; most of the studied works seem to have been freer 

interpretations.  

The central role of Jorge Afonso, court painter and the brother-in-law of the Flemish 

painter Francisco Henriques, is discussed in the fourth chapter. His network and workshop, where 

he trained some of the most renowned painters of the first half of the sixteenth century, are 

believed to have been the largest in Portugal. Initial observations suggest that altarpieces 

associated with Afonso’s network share a relatively heterogeneous style that combines elements 
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of Netherlandish art and technique, with Portuguese cultural references and colour use, while 

using a format that originated in Spain. The extent to which these elements were combined might 

have been determined by the artists themselves or by the patron; surviving contracts point to the 

active involvement of patrons in such aspects of commissions. Afonso’s familiarity with 

Netherlandish painting practises can be explained through his familial relationships, his 

collaborations with Flemish artists, and his connections to the Portuguese court. The artists from 

his circle, both foreign-born and native, remained an important factor in the dissemination of 

these forms, being part of a network or workshops that, in some cases, were headed by immigrant 

masters. Here, local conventions were mixed with foreign ones. Records that inform us about the 

ways in which their skills and visual conventions were learned, transferred, or transformed are 

virtually absent, leaving only visual records as the main evidence. Therefore, further research on 

this evidence is paramount, using material and technical analyses to uncover workshop practices 

and the extent to which local and foreign were mixed. I hope that this dissertation will function as 

a stepping stone towards such research.  

The Évora Altarpiece, the topic of chapter five, has received considerable scholarly 

attention, and has been studied using technical analysis. While many questions remain, it seems 

that the Évora Altarpiece was probably produced by several Netherlandish masters working in the 

style of Gerard David, who had access to his workshop models. I tentatively argue that these 

artists were active in the Low Countries, and not, as others have suggested, in Portugal. This 

assumption is based on the lack of visual evidence of David’s stylistic influence in local 

workshops, which would be expected had artists from his studio or circle traveled to Portugal and 

brought along models and sketches. As evidenced by the Saint Anne Altarpiece, which was also 

made in David’s workshop and sent to the Iberian Peninsula, David was able to produce different 

types of altarpieces to meet the needs of his foreign clientele that still carried his signature style, 
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without much involvement of the master himself. If the Évora Altarpiece was commissioned from 

David, it seems likely it would to fall into this category of production.  

While the influence of Gerard David can hardly be felt in Portugal, the impact of the 

work of Quinten Metsys was profound in the first decades of the sixteenth century. In chapter six, 

I mentioned the Altarpiece of the Seven Sorrows of the Virgin, consisting of six panels 

surrounding a centre panel, painted in the workshop of Quinten Metsys and possibly sent to the 

Madre de Deus convent through the Portuguese Factor, João Brandão, in 1513. A more traditional 

triptych depicting the Passion of Christ was also made in Metsys’s workshop and sent to the 

Clarisse convent in Coimbra some years later. Both David and Metsys seem to have been keenly 

aware of the potential to work for foreign clients. In order to produce these large commissions 

that could still be recognized as a product of their hand, it appears that they mostly acted as 

supervisors, relying on assistants or other collaborators to execute the majority of the work.  

In addition to these works, several paintings exist that were made by Netherlandish or 

Portuguese painters who were able to copy Metsys’s style, and possibly, his working methods. As 

discussed in chapter six, panels A and B, both of which depict an angel appearing in front of the 

Clarisse saints, seem to fall into this category. They were possibly based on a prototype made by 

Metsys, although material analysis has to be carried out to determine whether they were imported 

or locally produced, and if they were made in the same workshop. Their unique iconography 

might be a Portuguese invention and probably relates to Colettine convents, portraying the 

coronation of the Order of Saint Clare. The paintings are another example of the influence of 

Netherlandish art and culture in Portugal in the early sixteenth century: Queen Eleanor, the 

presumed patron of the paintings, instigated a Colettine movement in Portugal, following the 

example of the Burgundian duchesses in disseminating Colette’s reforms.  

The paintings discussed in this dissertation reveal the flexibility of both Netherlandish 

and Portuguese artists in adapting their work methods to create works that suited their Portuguese 
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clients’ wishes. These examples allow us to consider inter-European networks, connecting tastes 

and needs, rather than approaching one nation’s artistic culture in isolation. The scarcity of 

reliable data sets, however, only allowed me to make initial observations, and significantly more 

technical research will be required to extend this study. Much can be gained still from further 

investigating artists’ working methods; their modes of collaboration, the interrelationship 

between drawn and printed models and their painting practices, and the dissemination of tastes 

through commercial, political, and artistic networks in sixteenth century Europe.  
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