Uma fotografia antiga da pintura Virgem com o Menino e Santos de

Hans Holbein, o Velho (inv. 1466 Pint), a par da qualidade escultori-
ca desta moldura, desencadeou a investigacio. A fotografia, datada
da década de 1930, apresenta-nos a pintura com a moldura na entdo
sala XI do Museu!, localizada no andar nobre do Palécio Alvor, onde
também se expunha a Custddia de Belém, junto com outras pintu-
ras e pe¢as de mobilidrio. Partindo deste documento, procedeu-se a
recolha arquivistica para o estudo comparativo entre varios registos
fotograficos, cujas datas nos permitiram tragar uma cronologia mu-
seal que revelou as sucessivas alteragdes expositivas e o nimero de
molduras (trés, no total) que a pintura recebeu no espago do Museu.

Uma primeira fotografia, de cerca 1924, mostra-nos a pintura
com uma moldura de simples perfil canelado. Anos depois, na déca-
da de 1930, surge pela primeira vez o ja referido registo fotografico,
em que se observa a pintura de Holbein emoldurada pela pega que
aqui mostramos. A publicagdo de uma imagem da autoria de Mario
Novais, no artigo «Museus», saido no primeiro niumero do boletim
mensal da Mocidade Portuguesa Feminina, em maio de 1939 forne-
cerd, além disso, um dado singular: a exposi¢do da moldura na sala
do Museu sem enquadrar qualquer pintura.

Articulando a andlise dos registos fotograficos com os guias do
Museu publicados em datas coevas, encontramos num catdlogo-
-guia, publicado em 1938, a tinica referéncia a moldura. Nesse roteiro
- cuja revisdo ja estaria finalizada em margo de 1936, conforme se
apura em oficio de José de Figueiredo dirigido & Dire¢do-Geral do
Ensino Superior e das Belas-Artes a solicitar a verba para a respetiva
publicagdo - a pintura de Holbein surge referida com «A moldura
deste quadro em talha e trabalho peninsular no estilo italiano do Re-
nascimento». Contudo, no catdlogo seguinte, de 1942, e nas varias
edi¢oes que se seguiram (1944-1947, 1951, 1956 e 1966), a descrigao
da pintura apresenta-se ja sem qualquer referéncia & moldura. Nes-
se intervalo de tempo a moldura terd sido, portanto, substituida por
uma outra, atualmente exposta na sala 61 do MNAA, tal como se
apresenta num registo fotografico de 1942. Contudo, se a sua exibi¢io
sem a pintura no final da década de 30, tal como atesta o registo de
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It was an old photograph of the painting Virgin with Child and Saints
by Hans Holbein, the Elder (inv. 1466 Pint), as well as the sculptur-
al quality of this frame, that triggered the investigation. The photo-
graph, dating from the 1930s, shows the painting and the frame in
what was then Room 11 of the Museum',located on the piano nobile,
or first floor, of Palacio Alvor, where the Belém Monstrance was also
on display, along with other paintings and pieces of furniture. Tak-
ing this document as a starting point, archival evidence was gathered
for a comparative study of various photographic records, the dates
of which allowed us to trace a museum chronology that revealed the
successive exhibitory changes and number of frames (three, in total)
that the painting received in the Museum space.

A first photograph, from around 1924, shows the painting in a
frame with a simple ribbed profile. Some years later, in the 1930s, the
above-mentioned photographic record appeared for the first time, re-
vealing Holbein’s painting displayed in the frame shown here. The pub-
lication of an image by Mdrio Novais in the article “Museus” (Museums)
in the first issue of the monthly bulletin of the Female Portuguese Youth,
in May 1939, also provided a singular piece of information: the exhibi-
tion of the frame in the Museum gallery without a painting inside it.

Comparing the analysis of the two photographic records with
the Museum guides published in the same period, we find, in a cata-
logue-guide from 1938, a single reference to the frame. In this guide-
book - the revision of which was finalised in March 1936, as confirmed
in the official letter from José de Figueiredo to the Portuguese Direc-
tor-General of Higher Education and Fine Arts requesting funds for
said publication — Holbein’s painting is listed with “the frame of this
picture with carving and peninsular work in the Italian Renaissance
style”. However, in the next catalogue, from 1942, and the various edi-
tions that followed (1944-1947, 1951, 1956 and 1966), the painting is
described without any reference to the frame. Within that interval, the
frame is thought to have been replaced by another, currently exhibited
in room 61 of the MNAA, as shown in a photographic record from
1942. However, while its display without the painting in the late 1930s,
as confirmed in Mdrio Novais’ image, indicates the value attributed to



Mario Novais, é sintomética da valorizagdo que lhe ¢ atribuida como
obra de arte auténoma, essa condigéo serd preterida, ndo voltando a
ser exposta ao publico.

A sua proveniéncia e a data de entrada nas cole¢des do Museu
sao desconhecidas; figura porém com o numero trés do inventdrio da
cole¢do de molduras. Concluido apenas em 1943 e reunindo um total
de 399 exemplares, o inventdrio correspondeu ao agrupamento de to-
das as molduras que se apresentavam isoladas ou que haviam perdido
a sua funcdo, atendendo a heterogeneidade de tipologias incluidas.

Questiona-se assim se a moldura pertenceria originalmente a pin-
tura da Virgem com o Menino e Santos do pintor alemao. Com base no
arquivo historico do MNAA, face a auséncia dos registos desta peca
nos varios inventarios, coloca-se a hipdtese da real associa¢ao das duas
pegas, refor¢ada pela verificacdo de um acrescento a pintura evidencia-
do nos registos fotograficos. O acrescento permite documentar a exata
correspondéncia entre a moldura e a pintura. Os elementos constituin-
tes da adi¢ao foram recentemente localizados no acervo de pinturas de
pequenos formatos conservados nas reservas do MNA A, decorridos 83
anos apos a sua remo¢ao*. Estes sdo também de madeira de carvalho
e rematam, pela frente, pictoricamente a estrutura arquitetonica (arco
triunfal) com a composigdo de uma balaustrada com um fundo de céu,
cuja data ndo foi possivel determinar’.

Considerando o nimero inicial da pe¢a no inventario das moldu-
ras, mesmo ndo figurando nos livros de «Doagdes, Depositos e Incor-
poragdes de 1838 a 1912», nem no livro de «Aquisi¢des - 1850 a 1900»,
a obra podera ter uma proveniéncia recuada no tempo, identificada
como «fundo antigo do Museu», que corresponde ao periodo que tem
inicio em 1884, quando foram transferidas para o Museu Nacional de
Belas-Artes e Arqueologia, que entdo inaugurava no Palacio Alvor, as
colecoes da Academia de Belas-Artes de Lisboa, que continuava ape-
sar disso a tutelar o novo museu. Como refere Augusto Cardoso Pinto,
conservador interino do MNAA, em 1939, no relatério sobre os inven-
tarios da instituicdo, a relacdo de dependéncia da Academia poderd
explicar a auséncia de documentagio relativa as pecas que entraram
no acervo do Museu durante este periodo, resultando na impossibili-
dade de apurar com exatidao a proveniéncia e a data de incorporagao.
No mesmo relatdrio, entre as vérias cole¢oes assinaladas e o ntcleo de
objetos por inventariar, ndo figurava a colegao das molduras.

Assim, ndo obstante o desfecho inconclusivo sobre a provenién-
cia desta moldura, ela suscita uma importante reflexdo em torno das
molduras enquanto objetos auténomos e com categoria artistica den-
tro das cole¢oes do Museu.

CONCEIGCAO RIBEIRO e PATRICIA MILHANAS MACHADO

1 Nao existe concordancia entre os autores relativamente a data exata do envio
do quadro para Portugal. Outros autores, como Maria Julieta Ruival, sugerem o
ano de 1641, por ocasido do envio da embaixada de Francisco de Sousa Couti-
nho a Estocolmo. Outras hipéteses apontam para os finais de 1650, aquando da
coroacdo da rainha Cristina, sucessivamente protelada desde 1644.

2 Foi consultado o processo do IJF n.° 464, que diz respeito, essencialmente,
ao exame radiografico efetuado, em 17 de setembro de 1936, por Olivia Tri-
gueiros, técnica superior de radiografia. Refere-se que o exame com cerca de
32 coberturas foi solicitado por Fernando Mardel, restaurador de pintura dita
«de cavalete».

3 Agradecemos a engenheira agrénoma Alexandra Lauw o apoio prestado no
estudo dendrocronoldgico.
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it as an autonomous work of art, it was later disregarded as such and
never shown to the public again.

Its provenance and date of entry into the Museum collections are
unknown; it is listed, however, as number three in the inventory of
the frame collection. Completed only in 1943 and listing a total of 399
specimens, this inventory included the group of frames that were iso-
lated or no longer usable, keeping in mind the heterogeneity of the
typologies included.

This raises the question of whether the frame originally belonged
to the German painter’s Virgin with Child and Saints. Based on the
MNA A’s historical archive, and in the absence of records of this piece
in the various inventories, it is reasonable to assume that the two piec-
es were associated, a hypothesis strengthened by the verification of an
addition to the painting shown in the photographic records. This ad-
dition allows us to document the exact correspondence between frame
and painting. The constituent elements of this addition were recently
located in the collection of small-scale paintings held in storage by the
MNAA, 83 years after their withdrawal from display?. They are also
painted on oak and, on the front, refer pictorially to the architectural
structure (triumphal arch) with the composition of a balustrade against
a background of sky, the date of which could not be determined®.

Considering the initial number of the piece in the frames inven-
tory, even without taking into account the books of “Donations, De-
posits and Incorporations from 1838 to 1912, or the book of “Acqui-
sitions — 1850 to 19007, the work may date even further back in time,
identified as ‘the old stock of the Museum,” which corresponds to the
period starting in 1884, when the collections of the Academia de Be-
las-Artes de Lisboa were transferred to the Museu Nacional de Be-
las-Artes e Arqueologia, which was inaugurated in Palacio Alvor, with
the Academia remaining in charge of the new museum. As mentioned
by Augusto Cardoso Pinto, interim curator of the MNAA, in 1939, in
his report on the institution’s inventories, this relationship of depend-
ence with the Academia might explain the absence of documentation
relating to the pieces that entered the Museum collection during that
period, making it impossible to establish with any precision the prov-
enance and date of incorporation. In this report, among the various
collections indicated and the group of objects still to be inventoried,
the collection of frames did not appear.

Despite the inconclusive outcome in terms of the provenance of
this frame, the investigation still prompted important reflection in
relation to frames as autonomous objects and with their own artistic
category within the Museum collections.

CONCEICAOQ RIBEIRO and PATRICIA MILHANAS MACHADO

1 Thereis no agreement between the authors as to the exact date of the pain-
ting’s arrival in Portugal (Machado, 2007). Other authors, such as Maria Julieta
Ruival, suggest the year 1641, when a Portuguese Embassy led by Francisco de
Sousa was sent to Stockholm. Other hypotheses point to the late 1650s, at the
time of the coronation of Queen Christina of Sweden, which had been succes-
sively postponed since 1644.

2 We consulted IJF file no. 464, which essentially relates to the radiographic
examination conducted by Olivia Trigueiros, senior radiography technician, on
17 September 1936. It is noted that the examination with around 32 radiogra-
phic images produced was requested by Fernando Mardel, a restorer of what
were referred to as “easel” paintings.

3 We are grateful to the agronomist Alexandra Lauw for her support in the
dendrochronological study.



