apricots, and cherries tilted to the left, further to the right of the
table, at the centre of the image. To the left of the basket are two
walnuts, a lemon, and a bunch of grapes with its leaves, which
are also placed diagonally. The lemon has been cut in half with its
peel hanging in a semi-circle towards the centre of the image. To
the right of the basket, as if to support it, is a melon that has been
partly sliced to show the inside. Further right are two figs, one of
which is cut open. Although the colouring is strong, it is not frag-
mented. Unified by a greenish tonality, red, yellow, and dark blue
are added as effective accents.

The wooden table has three levels and the middle panel is
signed C.DHEEM.. at the edge, with the D and H entwined. This
signature is typical of Cornelis’ early years. There are two other
paintings of fruit known to bear the same signature, A Bouquet of
Fruits Hanging from a Nail with a Crucifix and A Still-life of Fruit
on a Ledge (see.figs.1 and 2).) These three paintings could be
considered as a group. Among them, Hanging Fruit Decoration is
dated 1654, which leads us to assume that the present work was
also executed around the same date. It is interesting to note that A
Bougquet of Fruits Hanging from a Nail with a Crucifix is based on
a work similar in subject (see.fig.3) by Cornelis’ father executed
one year earlier in 1653. The spatial composition and several mo-
tifs have been slightly altered, indicating how much Cornelis re-
lied on his father at that stage and, at the same time, how he was
also eager to display his own creativity.  (Toshiharu Nakamura)

Notes:

1) A Bouquet of Fruits Hanging from a Nail with a Crucifix, London: Pri-
vate Collection, oil on canvas, 72.5x56.5cm; A Still-life of Fruit on a
Ledge, London: Rafael Valls Gallery, 1988, oil on panel, 19.7 x22.8cm
and New York: Newhouse Gallery, 1988. Also see Exh.cat., Sam Segal,
Jan Davidsz...., op.cit., pp.198-199, cat.no.35.

2) National Gallery of Ireland, inv.no.11, oil on canvas, 85X65cm;
Exh.cat., Sam Segal, Jan Davidsz...., op.cit., pp.177-180, cat.no.27.

* | am very grateful to Prof. Crauss Grimm of Munich and Dr.Sam Segal
of Amsterdam for all their advice in the research of this painting.
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* * *

Self-portrait as a Troubadour, purchased in 1990, is one of a series
of works Bernard produced while he was staying in Brittany. It
was in 1886, when Bernard was 18 years old, that he first went to
Brittany and met Gauguin. From then on, from 1887 to 1892, he
spent many springs or summers in such villages as Pont-Aven, St-
Briac, and Le Pouldu. Schuffenecker, Meyer de Haan, Charles
Laval, Charles Filiger, Paul Sérusier, and other artists gathered
around Gauguin and painted during this period. It is sometimes
said that Bernard and Gauguin never got on together from the
very beginning. In 1891, Bernard broke away from Gauguin for
good and from 1893 onwards, he travelled abroad to Italy, Greece,
Turkey, Egypt (where he stayed till 1904), and Spain. The year
1892, in which the present work was executed, must have had a
personal significance as it was Bernard’s last year in Brittany.

The subject is a medieval one characteristic of Bernard’s pe-
riod in Brittany. A troubadour is playing his lute in a forest with
two elongated women in long dresses strolling by. While in Britta-
ny, Bernard painted many works with this type of motif, which is
a combination of gothic, early Renaissance, and eighteenth centu-
ry féte-galante influences (Les Fleurs du Mal, fig.1). These works
were executed as early as 1888-18891), though the current work
is amongst one of the most highly accomplished. The use of a
pale, neutral tonality beautifully matches the elegant curves of
the figures and trees. While there are traces of “Divisionism” to be
found in the brushwork, the depiction of the trees and the short,
broad brushstrokes placed alongside one another reflect a strong
influence of Cézanne’s works of the late 1870s to the 1880s. Over-
all there is still a strong element of Synthetism in the flat colour
planes and contours of Bernard’s composition. However, the bold
Cloisonnism he employed from time to time is not to be found in
this picture.

One of the sources of these romantic medieval subjects was
Bernard’s own literary taste from when he was very young. It is
also true that the vogue for Romantic and Troubadour paintings
ever since the early nineteenth century continued through to
Monticelli, Cézanne, Maurice Denis, Bernard’s contemporary, and
many other painters, who all painted in this manner on occa-
sions. Particularly after the defeat in the Franco-Prussian War in
1870, literary circles under the Third Republic in France constant-
ly endeavoured to overcome their instability through nationalistic



