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About the Artist

Juan van der Hamen y Le6n (commonly referred to as simply van der
Hamen) was active in Madrid in the first half of the 17th century. During
his short life he played a decisive role in the development of the unique
form of Spanish still lifes known as bodegones.

Van der Hamen was born in Madrid in 1596. His father was a Flemish-
born soldier in service to the Madrid court, and his mother was a member
of the aristocracy of Toledo of Flemish origin. Little is known about
his childhood, and it is not clear where he learned to paint. In 1615 he
married in Madrid, and it is thought that by that time he had finished
his apprenticeship and was active as an independent painter. In 1619 he
received a still life commission from the Spanish king Philip III. Until his
sudden death in 1631, he created a wide range of paintings for the royal
court, powerful aristocrats and wealthy classes, ranging from religious
paintings to portraits and still lifes. One of his most important patrons
was Diego Felipe de Guzman (c. 1580-1655), the first Marquis of
Leganés who was a renowned collector. The NMWA collection includes
van Dyke’s portrait of the Marquis (P.1987—0002).

It is widely agreed that van der Hamen’s greatest achievements were
in still lifes.) The creation of an independent still life genre in Spain is
thought to have occurred in Toledo around 1600. According to records of
the period, Blas de Prado (c. 1546—1599) was praised for his paintings

of flowers and fruit, but the earliest extant works are by his student Juan

Sanchez Cotan (1560—-1627). Sanchez Cotan’s production of still lifes
was limited to several years before he entered religious life in 1603, and
are thought to have begun within the small, limited circle of humanists in
Toledo. He did leave behind many followers, including those in Toledo,
and they expanded and developed the new genre into a presence within
Madrid’s painting circles. Van der Hamen was one of the people who
clearly established the still life genre in Madrid in the first half of the
17th century, recognized both artistically and socially, with buyers of
such works coming from all levels of society, from the royal court and
aristocrats to merchants.

Van der Hamen’s career lasted a mere dozen or so years. Today his
still life oeuvre can be largely divided into two periods. The first period
was 1620—1623. William B. Jordan, the eminent scholar on Spanish still
life who organized the previously mentioned monographic exhibition of
van der Hamen’s work, considers that approximately half of the extant
70 or so still lifes by van der Hamen date from 1621-1622. He further
stated, “By 1621 [...] he had already invented most of the compositional
formats with which he would be famously associated.” The NMWA
painting is one of the most important works from that period, and is the
largest first period work dating to pre-1626. His second period extended
from 1627 through his death in 1631, with the core of those works dating
to the 1629—-1631 period. During this period he used an all the brighter
palette and a smaller number of motif types, all arranged on a stepped
platforms — a previously unknown composition type — rather than on a
window ledge.

Van der Hamen’s still lifes were extremely popular during his lifetime
and his studio created numerous replicas and versions of his works. This
means that there is a huge range in quality amongst the extant works
today attributed to him. Even though he died at a young age, there was
no lessening in the demand for his works. Antonio Ponce (1608—1677),
his only student who can be confirmed by extant documents, and his son
Francisco van der Hamen (1616-1639) and many others continued to
create works that imitated his style and composition until the latter half
of the 17th century.

About this Work

This work bears a signature and date on the side of the window frame in
the composition’s lower right, “Ju® BaldeRama Deleon/f. 162...”3 The
final digit in the date is missing, but as will be noted below, judging from
the painting’s composition and style, this work was clearly painted at the
beginning of the 1620s, and we can agree with Jordan’s proposed date of
1621.9

The composition consists of a basket filled with melons, peaches and
grapes placed in the center of a window ledge, with essentially a right-
left symmetry in the various elements. To the left of the basket there is a
large gourd and a brown terracotta cup, with two red-legged partridges
hanging above the gourd. On the right side a small round eggplant is
placed next to a white ceramic dish filled with grapes and plums, with
three pomegranates and two pin-tailed sandgrouses hanging above.”
Light shines in from the left front, while the outlines of the motifs float
clearly above the darkened background, all to give a sense of realism to
the depicted items.

Needless to say the combination of motifs and their mise-en-scéene
clearly was inspired by Sanchez Cotan.® In other words, the “stage” for
the motif placement is a shallow stand like a window frame or ledge
missing its top edge, and this compositional setting was the greatest
innovation of the Toledan painter. Visual illusionism is conveyed through
the motifs that spill forward from the stand, and those that hang down

above it. Sanchez Cotan was particularly adept at these techniques.



This painting shows the round gourd protruding from the window
ledge construct, reminiscent of the melon in Sanchez Cotan’s Still
Life with Game Fowl (Art Institute of Chicago). The two red-legged
partridges hanging in our picture also appear in Sanchez Cotan’s Still
Life with Game, Vegetables and Fruit (Museo del Prado, Madrid), which
is signed and dated 1602. The fruit basket cannot be found in extant
examples by Sanchez Cotan, but the inventory made when he entered
religious life included a notation that reads “a canvas painting with cherry
basket and apricot basket.”” Thus it is highly likely that Van der Hamen
learned both motif and method from the Sanchez Cotdn works.

The above mentioned motif types frequently appear in van der
Hamen’s works dating to ca. 1620—-1623, and this stands as further
evidence of the dating of our work. The round gourd appears in Still Life
with Round Gourd, Cabbage, Apples, Lemons and Membrillo (Private
collection), the earliest extant work by him that bears a signature and
date of 1620. Like the NMWA work, not only does the stem of the gourd
extend beyond the window frame, the gourd in the private collection
work also has a yellow stripe pattern that radiates out from the stem. The
two red-legged partridges also appear in the Still life with Great Fruit
Bowl and Hanging Fowl (Varez-Fisa Collection, Madrid), which is dated
1621.

However, we can further confirm that van der Hamen was also aware
of the works of Frans Snyders (1579-1657), a contemporary Flemish
still life painter who was favored by 17th century Spanish collectors.®
The sumptuousness seen in our work, with its overflowing basket of
diverse fruit, and the positioning of the grape vine protruding from the
basket as if to fill in the space between motifs are some of the influences
from Snyders that can be found in this work. Van der Hamen brought a
lively Flemish decorative sensibility learned from Snyders to the still life
forms of Toledo, and thus established his own unique and refined still
life paintings. Through such efforts he freed the bodegones genre from
the strict, almost religious nature of Sanchez Cotan’s works, and through
his broadening of compositional and motif variations, he brought new
developments to the genre. The horror vacui composition, with every
area of the picture plane filled with motifs, is characteristic to our work,
which is both one of his largest and most complete examples.

This large size is also one of the important features of our work. The
canvas is almost twice as wide as it is tall, a horizontal format that can
also be seen in his other first period works. Such horizontal compositions
were meant to be displayed over the doors of homes or over windows.
This painting, boasting a canvas that is over 140 cm wide, is a type
not found in other extant early 17th century Spanish still lifes. This is
the largest known work from van der Hamen’s early period, in other
words, until he returned to still life production after 1627. Given its
scale this work was clearly painted for one of his important patrons, and
it can be positioned as one of the masterpieces of his first period with
its condensation of the young painter’s ambitions in its size, number
of motifs and intricate rendering. While the specific commissioner of
this work is not known, we can probably position it within the flow of a
series of generational power changes that accompanied the ascension of
Philip IV to the throne in 1621. While there are no known replicas of this
composition, there are several smaller scale variants extant which present
a free reorganization of the motifs that appear in this work.

This painting was first introduced in 1982 by Matias Diaz Padron
as the [then] earliest known work” by van der Hamen.” The work then
disappeared from view, and was not widely known. In the first exhibition
of van der Hamen’s work, organized by William Jordan in 2005-2006,
the owner of the work declined its loan and it was reproduced solely in

a color plate as “an early masterpiece” (fig. 1). According to Jordan’s
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discussion of the work in that catalogue, the intricacy of the details and
their high degree of finish make it one of the best works by van der
Hamen, and “no early fruit still life can surpass [our painting]”'® When
asked about the attribution of the work to van der Hamen, Peter Cherry
(Professor, Trinity College, Dublin), an authority on Spanish still life
paintings of the same caliber as Jordan, stated, “The picture seems to me

to be a good example of the artist’s horror vacui compositions.”!)

Condition Report

The Sotheby’s London office did a partial restoration and cleaning of
the work when it was sold in 2010. After its sale, the new owner had
more thorough restoration work done by the Conservation Studio at the
Kimbell Art Museum, Fort Worth, in 2011. That process revealed that the
composition had been enlarged by a later addition of an approximately
10 cm tall piece of canvas — the re-use of a fragment of what seemed
to be an 18th century flower painting. The restoration work involved
removing that section so that the painting is now returned to its original
composition. With the exception of the upper edge, the canvas maintains
its original margin on three sides, and because that piece of canvas added
to the top edge was attached to the original nail holes of the original
canvas, the original painted sections of the canvas were essentially
preserved intact.

Regarding the condition of the painting surface, later retouching can
be seen on the four edges of the canvas, the peaches in the basket, the
necks of the sandgrouses and other areas. However, the other areas show
the stable condition of the original painting layers, which can be said
to be in extremely good condition. An old label attached to the back of
the stretcher bars indicates that on August 1, 1855, the deputy director
J. Marin of the Real Museo de Pinturas in Madrid (present-day Museo
del Prado) did conservation work on the painting. The same handwriting
was used to write the phrase that can be translated as, “I had this painting
relined by my orders on Sunday July 22,” directly on the stretcher bars
themselves.'? According to Claire Barry, who restored the painting at
the Kimbell, these stretcher bars were probably built at that point, and it
is likely that the expansion of the composition included the added upper
section of canvas was done at that time. Given that the strength and
function of the stretcher bars were not in any way impaired, they were
reduced in size for use to support the canvas today. The relining canvas
probably was fitted at that time, but since it exhibited no particular

problems, it was left as is.

Provenance of the Work

The original commissioner of this work is unknown. The earliest
material documenting the existence of this work is the 1855 writing on
the stretcher bars noted above. A further label attached to the stretcher
bars indicates that this work was owned during the Spanish Civil War
by Celedonio Leyun Villanueva (1868—-1954), who served as a Spanish
senator and was originally from Navarre. That label was issued by the
Junta Delegada de Incautacion, Proteccion y Salvamento del Tesoro
Artistico of the Republican government during the Civil War established
to protect artworks caught up in the wartime chaos, and indicates that the
painting was not subject to improper seizure or confiscation. The painting
passed into the hands of Leon Villanueva’s heirs after his death, and in
2010 it was acquired by the owner who sold it to the NMWA.

Conclusion
Up until the purchase of this work, the NMWA’s collection of Old
Masters painting included only three Spanish paintings of religious

and figural subjects (El Greco, Ribera and Murillo), a considerably



smaller number than those of other nations and periods. Bodegones,
Spain’s unique form of still life painting is an important genre for the
understanding of the secular aspect of Spanish art during this period,
which is often thought to have been solely dedicated to religious art. The
NMWA held a special exhibition in 1992 to introduce this genre, and
included six works by van der Hamen.'® Thus the absence of such work
from the NMWA collection was noted as a great lacunae that has been
aptly filled by the acquisition of this important work by a master of the
genre. Further, in terms of an understanding of the development of still
life painting that was established as an independent genre in the 17th
century, up until now the NMWA collection has only had three examples
from Northern Europe. The addition of this work rights that imbalance
and provides viewers with more well-rounded, historical panorama of the
genre. To the best of my knowledge, this is the first example of a Spanish
Old Master still life work to enter a Japanese public collection.

(Yusuke Kawase)

Notes

1) The following materials are considered the basic reference works on
van der Hamen: Julio Cavestany, Floreros y bodegones en la pintura
espaiiola (Madrid: Sociedad Espafiola de Amigos del Arte, 1936-40);
William B. Jordan, “Juan van der Hamen y Leén” (PhD diss., New
York University, 1967); Juan Ramo6n Triado, “Juan van der Hamen,
bodegonista,” Estudio Pro-Arte, i (1975), pp. 31-76; Alfonso E. Pérez
Sanchez, Pintura espaiiola de bodegones y floreros de 1600 a Goya, Exh.
Cat. (Madrid: Museo del Prado, 1983); William. B. Jordan, Spanish Still
Life in the Golden Age; 1600—1650, Exh. Cat. (Fort Worth: Kimbell Art
Museum, 1985); William B. Jordan and Peter Cherry, Spanish Still Life
from Velazquez to Goya, Exh. Cat. (London: The National Gallery, 1995);
Peter Cherry, Arte y naturaleza: el bodegon espaiiol en el Siglo de Oro
(Madrid, 1999); William B. Jordan, Juan van der Hamen and the Court
of Madrid, Exh. Cat. (Madrid, Palacio Real / Dallas, Meadows Museum,
2005-06), New Haven and London: Yale University Press, 2006. The
following Japanese exhibition catalogue includes information on van der
Hamen. Yukiyama Koji and Tanabe Mikinosuke, Supein riarizumu no bi :
seibutsuga no sekai (Pintura espafola de bodegones y floreros [Spanish
Still Life and Floral Paintings]), (NMWA and Nagoya City Art Museum,
1992), NHK and NHK Promotions.

2) William B. Jordan in Exh. Cat. Madrid and Dallas 2005-06, pp. 73-74.

3) Van der Hamen frequently signed his works. However, this is the only
example of a signature in his own hand using the term “BaldeRama,”
a Hispanized version of his own Flemish-derived name. According
to observations made by Claire Barry, conservator at the Kimbell Art
Museum, the brushwork of this signature is in the same layer as the
original paint layers of the painting and thus should not be considered a
later addition. His early period signatures vary between “Vanderhamen,”
“Banderamen” and “Vander Gamen.” Given that his name appears
frequently in 17th century documents and asset catalogues as “BaldeRama”
and “Valdarrama,” while this signature is a rare example, it should be
considered authentic to the painter’s hand.

4) Included in the entry sheet written by Jordan offered by the seller of
the painting. In his 2005-06 catalogue he stated that this work dated to
1621-1623, but in this sheet he suggested the more specific date of 1621 in
the light of the restoration of the work in 2011. Cf. William B. Jordan in
Exh. Cat. Madrid and Dallas 200506, p. 108.

5) Jordan’s entry sheet identified the depicted birds. According to Jordan,
the scientific name of the Red-Legged Partridge is Alectoris rufa, Spanish
name perdiz roja. The sandgrouse’s Latin name is Pterocles alchata,
Spanish name ganga comiin.

6) It is not clear when and where van der Hamen was able to see works by
Sanchez Cotan. However, extant records state that van der Hamen’s first
still life was painted in September 1619, when Philip 11T commissioned “a
branch of fruit and game birds on canvas.” This is the same kind of still
life painting as the five works acquired by the king in the 1618 auction of
the estate of Cardinal Bernardo Sandoval y Rojas, the Grand Inquisitor
of Spain. These five works are thought to be almost surely have been
painted by Sanchez Cotan. Philip III commissioned the van der Hamen
work as a companion for those five for display in one of the day rooms of
the Palacio de El Pardo on the outskirts of Madrid. Cf. William B. Jordan
in Exh. Cat. Madrid and Dallas 2005-06, pp. 54-58.

7) William B. Jordan in Exh. Cat. Madrid 1992-93, Imitacion de la
naturaleza. Los bodegones de Sanchez Cotan, Museo del Prado, pp. 42—
43, 51-52. There is also a work thought to be a copy of that work. Exh.

8)

9)

10)
11)
12)

13)

14)

Cat. London 1995, p. 34, fig. 20.

Van der Hamen’s almost exact copies of Snyders’ works remain extant.
Cf. Exh. Cat. Madrid and Dallas 200506, pp. 103-104.

Matias Diaz Padron, “Tres bodegones identificados de Juan van der
Hamen, Felipe Ramirez y Francisco Ykens,” Archivo Espaiiol de Arte
252 (1982), pp. 382-386.

Exh. Cat. Madrid and Dallas 200506, p. 108, fig. 6.34.
Comment made in an email of March 19, 2014.

Written direction on the stretcher bars: “Forrado y [sic.] en mi poder /
Domingo 22 julio,” and written on a label attached to stretcher bars: “S.
Marin, 2°del Rl / Museo del pintura de / S.M. lo restaurd, 1° de / agosto
de 1855.” This painting was not in the collection of the Prado Museum.

Regarding the activities of this committee, see Arte protegido: Memoria de
la Junta del Tesoro Artistico durante la Guerra Civil, Exh. Cat. Curated
by Judith Ara and Isabel Argerich (Madrid: Museo del Prado, 2009). As
of July 10, 2014 this catalogue is available online at: http://ipce.mcu.es/
difusion/publicaciones/libros-arte.html

Pintura espaiiola de bodegones y floreros [Spanish Still Life and Floral
Paintings] exhibition, February 11-April 12, 1992, NMWA and Nagoya
City Art Museum, 1992, NHK and NHK Promotions. Along with the six
works displayed by the flower painter Juan de Arellano, the six works
by van der Hamen was the largest number of works by a single artist
included in the exhibition.



