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El estudio de los dibujos  de los maestros 
españoles está experimentando un gran auge 
tras un periodo de relativa tranquilidad. En los 
últimos 15 años hemos visto monografías de-
dicadas a Antonio del Castillo, Alonso Cano y 
Bartolomé Murillo. Y esperando su turno está el 
catálogo de Gabriele Finaldi sobre José de Ribe-
ra, uno de los dibujantes más idiosincrásicos de 
todos los tiempos, cuyas obras se publicarán en 
otoño. Aún más fructíferos han demostrado ser 
los catálogos de colecciones públicas –como las 
del British Museum, la Courtauld Institute Ga-
llery, el Kuntshall de Hamburgo, el Museo del 
Louvre y el Museo de Arte de la Universidad de 
Princeton–, catálogos que se han visto frecuen-
temente acompañados de exposiciones de las 
piezas más destacadas de la colección. Entre las 
instituciones que están todavía a la espera de 
un estudio sistemático se encuentran  la Gale-
ría Uffizi, el Metropolitan Museum of Art y, por 
extraño que parezca, la Biblioteca Nacional de 
España y la Real Academia de Bellas Artes de 
San Fernando.

Buena parte del mérito corresponde a dos 
organizaciones sin ánimo de lucro: el Centro de 
Estudios Europa Hispánica (CEEH), dirigido por 
José Luis Colomer, y la Fundación Botín. Sus in-
teligentes programas de apoyo económico han 
proporcionado un gran impulso al estudio del 
este campo, que ya no puede considerarse, por 
tanto, desatendido. Y con el aumento del cono-
cimiento se han disparado también los precios. 
Hace 20 años, un astuto coleccionista podría ha-

ber reunido una muestra representativa de dibu-
jos del barroco español por una cantidad relati-
vamente modesta. En la actualidad, los precios 
alcanzan con frecuencia las seis cifras.

La última incorporación a la lista está entre 
las mejores publicaciones de este tipo. La histo-
ria no ha sido condescendiente con Carducho. 
Nacido en Florencia, en torno a 1576, emigró 
a Madrid en 1585 acompañado de su hermano 
mayor Bartolomé, que trabajaba en el taller del 
influyente pintor y teórico florentino Federico 
Zuccaro. El joven Vicente estaba totalmente im-
buido de los ideales artísticos toscanos, que abo-
gaban por un acercamiento intelectual al arte 
de la pintura basándose en el dibujo (disegno). 
Bartolomé fue nombrado pintor real en 1598 y, 
tras su fallecimiento en 1608, fue sucedido por 
Vicente, que se convirtió en el principal pintor 
del reinado de Felipe III. Su triunfal ascenso ha-
cia la cima de la profesión se vio súbitamente 
interrumpido en 1623 por la llegada a la corte de 
Diego Velázquez, que «se saltó la fila», dejando 
atrás a Vicente. Surgió la inevitable rivalidad de 
la que, como sabemos, Velázquez resultó ven-
cedor. Sin embargo, Carducho conservó su in-
fluencia en la corte hasta su muerte en 1638 y 
mantuvo el favor de las instituciones religiosas 
de Madrid.

El ideal de Velázquez era Tiziano, destacado 
representante de los defensores del color que 
pintaba alla prima, componiendo directamen-
te sobre el lienzo sin un estudio previo. Esto 
explica la escasez de dibujos de Velázquez y la 
abundancia en el caso del toscano Carducho. 
El catálogo de Pascual Chenel y Rodríguez Re-
bollo atribuye cerca de 140 dibujos a Carducho, 
considera 14 de origen dudoso y rechaza otros 
12. Muchos de estos dibujos demuestran la ma-
nera sistemática en que Carducho diseñaba sus 
composiciones; analizando primero las figuras 
de forma individual e integrándolas posterior-
mente en la escena final. Un alto porcentaje de 
estos están hechos «con cuadrícula», empleando 
la jerga de los historiadores del arte, lo cual sig-
nifica que el artista utilizó una cuadrícula rec-
tilínea para orientarse durante la ejecución de 
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la pintura. Carducho dibujaba frecuentemente 
sobre papel coloreado, usando pluma y tinta 
marrón reforzada con cal. Como consecuencia, 
muchos dibujos constituyen miniaturas virtual-
mente monocromáticas. Estos dibujos acabados 
son una fuente imprescindible para el estudio de 
la producción pictórica de Carducho, una labor 
que continúa a la espera de ser finalizada. Todo 
aquel que tenga pensado elaborar un catálogo 
de pinturas de Carducho descubrirá que Pascual 
Chenel y Rodríguez Rebollo ya han realizado 
un trabajo de investigación exhaustivo sobre las 
pinturas relacionadas con los dibujos.

El grupo más impresionante, con el núme-
ro 31, fue ejecutado para su mayor encargo, la 
decoración del claustro de la cartuja de El Pau-
lar (1626-1632). Las escenas representan a los 
heroicos protagonistas de la historia de la orden 
y reflejan magníficamente el arte y la teoría de 
Carducho. La ejecución de unos 56 lienzos requi-
rió la participación activa de los ayudantes de 
Carducho, algunos de los cuales llegaron a ser 
maestros pintores de pleno derecho. Carducho 
inventó las composiciones en los dibujos, que 
eran reproducidas en cuadros al óleo de peque-
ño tamaño (modelos), para su aprobación por 
el mecenas. Una vez aprobados, la ejecución se 
dividía entre el maestro y sus ayudantes. La im-
presionante regularidad de la serie, actualmen-
te restaurada y reinstalada en el sitio original, 
depende del cuidadosamente calculado control 
que Carducho alcanzó a través de sus pinturas. 
La razón triunfa sobre la improvisación, plantea-
miento que distingue claramente a Carducho de 
Velázquez.

Tan solo unos datos finales sobre el elegante 
diseño de este libro monumental (528 páginas): 
todos los dibujos están reproducidos en color 
(354 ilustraciones); numerosos detalles expues-
tos a toda página dan fe de la pericia de Cardu-
cho como dibujante; las pinturas relacionadas, 
alguna de ellas poco conocidas, también están 
reproducidas en color. Debido a su exhaustivi-
dad e impecable erudición, este libro establece 
una nueva norma para el estudio de los dibujos 
de los maestros del barroco español.
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Led by Intuition

The homes of people  with sensitivity 
are never a disappointment. Advertised as a 
revelation, they always leave their mark, both 
when they seduce the eye of the visitor and 
when they seem indifferent. The house and 
studio of Ramón Arana bear that unmistake-
able hallmark. Our host, an architect originally 
from Bilbao, opens the door with a welcoming 
gesture and speaks of his house as if it were 
a living being with its own soul. «We bought 
these flats 18 years ago. Back then, the district 
was a bit run down, with lots of bars, problems 
with drugs, ... but it has gradually been regener-
ated until it has become what it is today. I refur-
bished the entire premises as the only original 
elements left were the fireplaces, and laid out a 
modern house with a classical distribution. No 
lofts for me», he states categorically.

	 The artifice of this space, in which he 
lives with his family, has opted portray him-
self in a pretty casual way. From the outset, 
he reveals two of the main faculties of certain 
collectors: the ability to know when the time 
is right, whether in the potential of a dispar-
aged neighbourhood turned into a fashionable 
boulevard or in the quality of a dirty painting 
with no known author, and making the right 
choice, according to the dictates of personal 
taste, mixing tradition and innovation, combin-
ing old masters and contemporary art. Aspects 
that will become evident as time passes and his 
particular idiosyncrasy comes to light in this 
special corner of Madrid.

	 The initial confession in the door-
way is eloquent in itself. A Lego brick sky-
scraper designed by himself, often rebuilt 
and redesigned – «I am fascinated by Lego, it 
keeps me visually spellbound, it’s so pop» –, is 
reflected in an elegant trumeau mirror hang-
ing between two 18th century Lucca chairs. 
The wall, papered in red, enhances a pair of 
light boxes created by his friend Carlos Díaz 
de Bustamante on the other side, next to two 
works by Arana himself (representing two-
faced figures, enigmatic and lyrical).

His imprint is an original one. There is no 
sign of a decorated house, but rather of a home 

lived in by people of the world, people with 
taste and stories to tell. «I have never wanted to 
live in a photo-perfect flat», says the architect 
solemnly, but the flat is certainly photogenic, 
despite the concessions to the play of evidence. 
Dense and complex, the naturalness with 
which the various elements follow each other 
is explained by his personality and career.

He started collecting at a very young age, 
as he had been exposed to the best influenc-
es as a child to awaken the seed of an aes-
thete. The origins can be found, perhaps, in a 
great-grandmother with a large house full of 
paintings, furniture, objects and anecdotes, to 
which were added other homes in which Arana 
was surrounded by works of art, as well as at-
mospheres in an English or French style. «My 
beginnings were somewhat chaotic, I am very 
eclectic», he admits, «I often say that if you like 
something you have to buy it because it will 
always find its own place and how to fit in with 
all the other pieces.» His confidence in his own 
taste is an open invitation to discover unsus-
pected affinities all around us. In the lounge, 
which receives us with a forceful, theatrical 
gesture, we find a surprising set of three items 
enough to make the room a hit. An enormous 
surtout tray by the hand of André-Antoine 
Ravrio, a disciple of Thomire, stands out for the 
quality of its gilt bronzes. Placed on it, a collec-
tion of Raeren and Westerwald ceramics from 
the 17th to 19th centuries that has been built 
up systematically since his earliest days. He 
currently owns thirty-odd of these blue-glazed 
pieces. On the wall hangs a large Baroque oil 
painting by Guillermo Mesquida from Major-
ca. This kind of composition was used on the 
island as a plinth but, despite the uniqueness 
of the canvas, Arana did not identify its author 
until he discovered the same hand in another 
similar work in the famous auction sale organ-
ized by Christie’s at Bendinat castle in 1999. On 
the left, there is a photograph of José Manuel 
Ballester, another of the couple’s friends.

In spite of the mixture, no noise or confu-
sion of any kind is observed. In fact, the room 
is imbued with the balance of a creative and 
whimsical mind, but also a disciplined one. 
During the conversation in the lounge, in front 
of a table designed by the architect himself and 
ensconced in some old Chesterfield armchairs 
upholstered in an antique Persian rug, we 
spend some time admiring some of the works. 
Madonna con putti, a high-quality oil on cop-
per signed by Hans Rottenhammer, is the star 
of one of the most curious anecdotes as it was 
a piece the collector discovered but could only 
acquire thanks to a stroke of good fortune. «A 
first buyer regretted the work, so I could buy 
it.» Above the fireplace, a warp by Antonio 
Crespo Foix from the Michel Soskine gallery 
exemplifies the series of contrasts visible all 

around: an excellent pair of tondi by Monsù 
Bernardo, another pair of light boxes by Carlos 
Díaz de Bustamante opposite King Ferdinand 
mirrors, a Sempere, Imari glasses serving as 
lampstands,  ... Contemplated coldly, we find 
ourselves facing a heterogeneous yet uniquely 
consistent ensemble. «A collector is actually 
somebody who devotes time and effort to a 
particular theme, seventeenth-century Italian 
drawings for example, so I don’t see myself 
as a collector except for the ceramics. I spend 
my time creating my house and what someone 
might call ‘my collection’ is everything I have 
around me. It is my ambience, my shared life 
experiences, there are no themes.»

When asked about his motivations, he de-
clares himself a lover of beauty, not without 
first giving an ironic explanation apparently 
«simple» and «relative». «Everybody has their 
own particular concept. It is an intuitive per-
ception, something that develops with train-
ing, through inheritance, one’s surroundings, … 
Ever since I was very young and visited Eng-
land at the age of 12, I preferred visiting an-
tiques shops to practising sports. I have always 
been interested in history, antiques and art in 
general, especially contemporary art. I can’t de-
fine why I buy something, it’s simply because 
I like it.»

We moved on into the library, a very pleas-
ant intimate space yet also representative of 
that precise point of balance that is the hall-
mark of this house. On the shelves filled with 
books are also small drawings, oil paintings 
and graphic works. «This is where the mixing 
starts», he warns. Goltzius, Bourgeois, Genovés, 
Romero de Torres, Saura, Julio González, Zu-
biaurre, José María de Ucelay and a few anon-
ymous prints tip us off about his rich store of 
experiences. Special mention must be made 
of two works signed by Picasso and Braque, 
inherited from a grandmother. Chinese and 
Egyptian archaeology complete the panorama. 
As he describes all the contents of the room, 
their value takes on a special significance for 
each work corresponds to a particular set of 
emotions. Nothing is placed where it is on a 
purely aesthetic whim. Every object envelops 
and welcomes the visitor.

Our itinerary continues in the din-
ing-room, where Arana once more demon-
strates his ability to imagine combinations 
that are both unusual and effective. On the 
wall, painted bull’s blood red, we admire 
a pair of port scenes by Cornelis de Wael 
and Japanese Edo period screen. Then some 
Neo-Gothic marble pinnacles, originally from 
an old pantheon and purchased in Saint Jean 
de Luz, create yet another impactful effect. It 
recalls the sensation produced in the lounge, 
where the Mesquida canvas, the German ce-
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An Essential Source

After a period of relative quiet, the study of 
Spanish master drawings is booming. With-
in the last fifteen years, we have seen mono-
graphs devoted to Antonio del Castillo, Alon-
so Cano and Bartolome Murillo. Waiting in 
the wings is Gabriele Finaldi’s catalogue of 
Jusepe de Ribera, one of the most idiosyncrat-
ic draughtsmen of all time, which is due to be 
published in the autumn. Even more fruitful 
has been the terrain of catalogues of public 
collections, including the British Museum, 
the Courtauld Institute Gallery, the Hamburg-
er Kunsthalle, the Musee du Louvre and the 
Princeton University Art Museum. Often the 
catalogues have been accompanied by exhibi-
tions of highlights of the collection. Among 
the institutions which still await systematic 
study are the Uffizi, the Metropolitan Muse-
um of Art and, strange to say, the Biblioteca 
Nacional de Espana and the Real Academia de 
Bellas Artes de San Fernando.

Much of the credit can be attributed to 
two non-profit organizations –  the Centro de 
Estudios Europa Hispánica, directed by José 
Luis Colomer, and the Fundación Botín. Their 
intelligent programs of financial support have 
provided great momentum to the study of a 
field which, as a consequence, can no longer be 
called neglected. As knowledge has increased, 
so have prices. Twenty years ago, an astute 
collector could have amassed a representative 
sample of Spanish Baroque drawings for a rel-
atively modest amount. Now they often sell for 
prices in the six figures.

The latest addition to the roster is among 
the best –  «Vicente Carducho, Dibujos. Cat-
alogo razonado,» by Álvaro Pascual Chenel 
and Ángel Rodríguez Rebollo and published 
by the Centro de Estudios Europa Hispánica 
(In the interest of disclosure, I am the author 
of the Prologo.) History has not been kind to 
Carducho. Born in Florence around 1576, he 
emigrated in 1585 to Madrid with his older 
brother Bartolome, who was a member of the 
workshop of the influential Florentine painter 
and theorist Federico Zuccaro. Young Vicente 
was thoroughly imbued with Tuscan artistic 
ideals, which stressed an intellectual approach 
to the art of painting based on drawing (diseg-
no). Bartolomé was named pintor real in 1598 
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and when he died in 1608, he was succeeded 
by Vicente, who became the leading painter of 
the reign of Felipe III. His triumphant ascent 
to the pinnacle of the profession was abruptly 
stalled by the arrival at court in 1623 of Diego 
Velázquez, who «jumped the queue» to out-
rank Vicente. Inevitably, a rivalry erupted and, 
as we know, Velázquez was the winner. Cardu-
cho kept his place at court until his death in 
1638 and maintained the favor of religious in-
stitutions in Madrid.

Velázquez’ ideal was Titian, champion of 
the proponents of colore, who painted alla pri-
ma, composing directly on the canvas without 
previous study. This explains the paucity of 
drawings by Velazquez and the abundance 
of drawings by Tuscan-born Carducho. Pas-
cual Chenel and Rodríguez Rebollo catalogue 
attribute 140 drawings to Carducho, and 
categorize 14 as doubtful while rejecting 12 
more. Many of these drawings demonstrate 
Carducho’s systematic manner of devising his 
compositions, in which individual figures are 
analyzed and then integrated into the final 
scene. A high percentage are, in the jargon of 
art historians, «squared for transfer,» which 
means that the artist imposed a rectilinear 
grid to guide the execution of the painting. 
Carducho frequently drew on toned paper, us-
ing pen and brown ink heightened with white 
wash. As a result, many drawings are virtually 
monochromatic miniatures. These finished 
drawings are an indispensable resource for 
the study of Carducho’s pictorial production, 
a task which still awaits completion. Anyone 
who plans to write a catalogue of Carducho’s 
paintings will discover that Pascual Chenel 
and Rodríguez Rebollo have already done 
thorough research on the paintings which can 
be related to the drawings.

The most impressive group, numbering 
thirty-one, were done for his greatest com-
mission, the decoration of the cloister of the 
Cartuja de El Paular (1626-1632). The scenes 
depict the heroic protagonists of the Order’s 
history and brilliantly display Carducho’s art 
and theory. The execution of some 56 canvas-
es involved the active participation of Car-
ducho’s assistants, several of whom became 
master painters in their own right. Cardu-
cho invented the compositions in drawings, 
which were then reproduced in small-scale oil 
paintings (modelli), intended for the approval 
of the patron. Once approved, the execution 
was divided between master and assistants. 
The astonishing consistency of the series , 
now restored and re-installed in the original 
site, depends on the carefully calculated con-
trol which Carducho achieved through his 
drawings. Rationcination triumphs over im-
provisation, which of course is where Cardu-
cho and Velazquez parted ways.

A final word should be added to praise the 
elegant, even luxurious design of this mon-
umental book (528 pages). All the drawings 
are reproduced in color; numerous full-page 
details (354 illustrations) restore Carducho the 
draughtsman to life; related paintings, some of 
which are little-known, are also reproduced in 
color. With its exhaustive entries and impecca-
ble scholarship, this book establishes a stand-
ard for the study for master drawings created 
in Baroque Spain.

By JONATHAN BROWN
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