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REMBRANDT AT 300 YEARS' DISTANCE

Granted that it is not easy to explain why we consider Rembrandt a great artist

and the 300th anniversary of his death an occasion for memorial exhibitions and

other festivities, we CcLcmot avoid asking ourselves just that question. We should in

fact at least tiy to make up our mind as to what his work means to us, what his

intentions may have been and how we react to them.

It may be stated first of all that the picture of Rembrandt that generations of

\^Titers have given has been an}'thing but consistent. Art criticism has eilways

reflected the preferences and the behefs as well as the prejudices of its o^^'n period.

Thus, eighteenth century classicist authors tended to take exception to Rem-
brandt's deviations from their classical canon of beauty, based as it was on

idealized, clearly dravm figures enacting lofty themes in appropriate noble scenery.

They concluded that the artist must have been a wilful man, who, against reason,

followed his misguided inspiration and deserved the contempt of his contem-

poraries. Anecdotes illustrating his vulgarity and in particular his stinginess

entered his biography and the legendary rejection by the patrons of the Company

of Captain Frans Banning Cocq (later called the 'Nightwatch') epitomized his

social failure.

Many of these notions have been remarkably persistent and some of them have

even left their traces in modern literature. In the meantime, however, the

romantic conception of the artist as a solitary human being, misunderstood and

neglected by his contemporaries, had reversed the scale of judgement. Rem-
brandt's individualism had become a recommendation and the supposed refusal of

the 'Nightwatch' the proof of his genius and of the stupidity of his detractors.

Broadly speaking, this view still determines to a great extent current notions on

Rembrandt and his work. How many legendary additions and anachronistic con-

cepts had accumulated we have reahzed only recently, thanks to the investigations

by Seymour Slive (1955), R. W. Scheller (1961) and J. A. Emmens (1964).
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Whereas appreciation on the part of theoreticians and biographers varied a great

deal, collectors and connoisseurs, less hampered by aesthetic prejudices, never

ceased from admiring Rembrandt and pajing considerable prices for his works.

Imitating this style of painting and adding his name to unsigned paintings re-

mained a rewarding business throughout the eighteenth century. This was

symptomatic not only of a firm market, but also of a decline in critical knowledge.

The confusion between authentic paintings by Rembrandt, works of his pupils

and vaguely Rembrandtesque pictures had become considerable by the middle of

the last century. In the absence of a representative public collection where com-

parisons could be made and attributions could be verified, this was only natural.

With regard to the etchings, of which representative collections did exist, the situa-

tion was clearer and scholarly catalogues of them were made already in the

eighteenth century.

Given the romantic re-evaluation of North-European art in general (as opposed

to classicizing Italian art) and of Rembrandt in particular, it is not surprising that

Rembrandt became a national hero. Holland now "put his name with national

pride next to that of Raphael and Rubens," as an official orator put it on the

occasion of the unveiling of the Rembrandt monument in the centre of Amsterdam

on May 26th, 1852. But the students of that new discipline that was art history

could not fail to notice that knowledge of the artist and his work left much to be

desired. They concentrated on two aspects: collecting documentary evidence on his

life and sorting out his authentic oeuvre and grouping it according to a stylistic

development. In doing so they naturally were biased by the conceptions of their

own time; for even documents need interpretation and the criticism of art is

inevitably bound up with contemporary taste and ideas. This may perhaps explain

why, in spite of all the impressive achievements made during a century, that

formidable task has not been brought to an end—and (as is in the nature of all

historiography) never will be.

Of the art historians' accomplishments not much can be said here. Many names

should be mentioned to whom all writers on Rembrandt, including the present

author, are heavily indebted. As far as written and printed sources are concerned,

Hofstede de Groot's collection of documents which appeared in 1906 (the three

hundredth anniversary of Rembrandt's birth) still provides scholars with most of

the raw material for Rembrandt's biography. But the main stream of literature

has been concerned with studying, describing, analyzing, arranging and cata-

loguing the paintings, etchings and drawings and with evaluating their mutual

relationships, their stylistic development and explaining their meaning in their

cultural context as successive generations saw it. The cataloguing required an

untiring effort to distinguish the authentic work from the school production and

later imitations in order to eliminate numerous false attributions. With regard to

the etchings, scholars found themselves on comparatively safe ground, although

one needs only to glance at the publications in this field to realize that here too

delicate problems exist. Problems were (and still are), however, infinitely more

numerous in the case of the paintings and drawings. They are the kind of
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problems that may not always seem important, but they cannot be disregarded as

long as one wants to get a clear idea of any great artist. In attempting their solu-

tion one has had and may still expect valuable help from modern scientific

examination.

Rembrandt's biography also needed revision. There has been a growing ten-

dency to "debunk" the overwrought glorification of the lonely genius, a growing

hesitation to read into the works the manifestation of a harassed mind and to

connect them with a tragic life. This may explain or, if necessary, excuse the sober

account that follows.

JL he year of Rembrandt's birth— 1 606—nearly coincided with the end of the first

phase of the Eighty Years' War that followed the Dutch rebellion against

Spanish domination. The split between the Southern and the Northern Nether-

lands had become a fact. The Republic of the United Provinces under Calvinist

leadership remained a federation rather than a state, based as it was on rather

archaic regional and even local particularism, very different from the political and

cultural centralization in the Roman Catholic South. The economic and cultural

uprise of the new Dutch nation was clearly reflected in the arts. The impact of

Italian art, so strong in the sixteenth century and so essential to the dynamism of

Flemish art under Rubens' leadership, lingered on in a few Dutch centres only,

mostly in Roman Catholic circles. But the demand for large-scale compositions

with monumental and aristocratic pretentions decreased. The need for altar-pieces

and church decorations—of prime importance in many other countries—had

virtually ceased to exist. The modest court of the Prince of Orange, although

counteracting this development with some success, was not influential enough

politically and cvdturally to set the tone. The taste in art was set by a vast middle-

class which preferred the depiction of earthly realities to speculation on idealized

beauty. And even when, as we are beginning to realize, the appreciation of reality

was more often than not bound up with contemplation of its relative value or other

pious connotations—in the tradition of late-medieval religious symbolism—there

can be no doubt that artistic realism was winning the day in the Northern Nether-

lands. Portraits, landscapes, still-life, domestic or rustic scenes, however loaded

with edifying or literary meaning, determined the iconography of the new
national art production. With the exception of some minor masters working for the

court or for Roman Catholic churches, there seemed to be a fair chance that Dutch

artists would soon all be specialists in one (or at best two) of these kinds of subjects

and that is what most of them came to be.

Rembrandt never was one of them. Right from his first known work of 1625 he

appears to have chosen to be a painter of histories (meaning narrative subjects from

the Bible, ancient mj-thology, etc.), just as his most important teaclier, Pieter

Lastman, was and, as his sixteenth century predecessors had been, and most of his

fellow artists abroad never stopped being. How far this choice was due to the effect
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of the teaching of Lastman (who had himself been trained in the "grand style"

and had stayed in Italy for several years) is difficult to determine. One may, how-

ever, safely assume that Rembrandt was aware of art theories of Italian origin, by

then of common knowledge, according to which history paintings was the most

eminent branch of the art of painting. In particular, he must have been familiar

with the importance attached to the rendering of human emotions ("affetti"). The
extreme intensity, the acute observation and the painterly subtlety with which he

pursued his expressive aims, was actually to be a lasting feature of his work. Small

studies of heads with different expressions and under different lighting conditions

enabled him already in his first years to apply his experience in this field to the

dramatic context of greater compositions. This capacity earned him exuberant

praise from Constantijn Huygens, the diplomat, poet and connoisseur, who in an

autobiographical manuscript written in 1629-30 devoted a long passage to the

phenomenal gifts of Rembrandt and Jan Lievens, both working in Leyden at that

time. "They owe nothing to their teachers", he wrote, "but everything to their

talent" (". . . nihil praeceptoribus debent, ingenio omnia"). In particular, he was

impressed by Rembrandt's vivid rendering of emotion ("affectuum vivacitate"),

a merit which he could readily recognize and formulate on the basis of theories he

must have been familiar ^vith. Since he had been educated himself in the human-

istic, classical tradition, he could not help deploring that the two young artists did

not make a study trip to Italy—their excuse being that they could not spare the

time and that Italian paintings could be seen anywhere. This reasoning may have

sounded rather unconvincing to Huygensj it is not easy even for us to judge, what

the two young artists really meant. But however we interpret Huygens' version of

the story, we must assume that they felt perfectly capable to realize what they had

in mind without studying Raphael and Michelangelo on the spot. What Huygens

did not mention (were it only because the vocabulary of his time did not enable

him to do so) is the subtlety with which the young Rembrandt handled his

materials. If we limit ourselves just to the paintings, it may be said that, while

translating his dramatic intentions into palpable forms observed in a strong light,

he translated these forms into paint in such a way that it suggests the impact of

light and shade on various surface textures. This fascination with light as a bearer

of formal and dramatic tension may be due, in part at least, to Italian sources—

-

especially Caravaggio. But generally speaking, the way Rembrandt enveloped his

figures and scenes in light and shade was the exact opposite of the Italian ideals of

classical beauty and clarity. Later generations of art critics and theoreticians were

probably right in relating Rembrandt's chiaroscuro to his naturalism. They were

wrong, however, in considering his naturalism as the cause of his supposed anti-

classical attitude. If for Rembrandt, as for most of his Dutch contemporaries, visual

experiences counted more than formal ideals, his style began where naturalism

ended: in the suggestion of a visual and dramatic context for things seen and

imagined. In creating this context the dramatic use of light and shade was of vital

importance for him and by these means he enhanced the meaning of form and

space without accurately describing their structure. This gave him a great
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freedom with regard to realistic observation} it enabled him to concentrate his

compositions on one homogeneous dramatic intention and to stress emotionally

meaningful passages and to subdue others of less importance.

It has become customary to divide Rembrandt's career into a number of periods

in order to indicate the changes in his stylistic development. There is ample justifi-

cation for such a division, but it is worthwhile observing that the stylistic principle

described above remained essentially the same until the end of his life. Change

there was, though gradual rather than sudden, and it concerned artistic intentions

as well as the technique serving these intentions. During his Leyden years the

artist preferred a relatively small format and figure scale. This is only logical, given

his careful use of visible brush-strokes in opaque and transparent paints to model

plastic bodies and to characterize the material condition of surfaces—a wrinkled

skin, a roughcast wall, velvety textiles. Cool, gre}ish colours predominate^ one has

even, though not quite appropriately, referred to these years as Rembrandt's

"green" period.

Immediately after his move to Amsterdam in 1631, he continued to work in this

manner in his biblical scenes. The Ottawa Esther (or "Bathseba", as the picture

was called until recently) of 1637 (no. 9) is a case in point and it also shows that

warmer shades had become part of the artist's palette. But in the rapidly grooving

merchant town new tasks and new possibilities presented themselves. Jews and

Orientals in their colourful dresses captured his fancy. A lively art trade of inter-

national importance caused a constant flow of works of art from different countries,

and Rembrandt probably soon started collecting pictures and especially prints by

or after Italian, Flemish and German masters. Furthermore, the wealth of a large

bourgeoisie turned Rembrandt's attention to portrait painting. His first commis-

sions date from 16315 his first group portrait, the Anatomy Lesson of Dr. Tulp,

was finished in the next year. With amazing ease Rembrandt adapted himself to

this new task. Without having been trained by a specialist in the field, he trans-

formed the fixed types of straight-forward busts and half-length figures into more

dramatic variations: by a slight turn of the head, by a telling gesture and, above

all, by creating around his sitters an atmosphere filled with a light which models

and animates their features. These fashionable portraits may not exhibit the tragic

feeling so dear to the romantic era, but many of them are miracles of sensitive

observation and concise, yet forceful brushwork (cf. no. 8). On the whole, Rem-
brandt shows an increasing predilection for greater dimensions in the 1630's:

bigger figures, seen from short distance and, consequently, larger canvasses.

Strong conflicting movements often dominate his biblical and mythological com-

positions. The brushstroke takes on a new boldness, describing and naodelling

forms in curling patterns of great energy. It seems probable that during these

years Rembrandt consciously emulated the masters of the Italian and Flemish

baroque, Rubens in particular. What clearly distinguishes him, nevertheless, from

international baroque trends, is his love for naturalistic detail as well as his un-

heroic conception of human behaviour, which owes very little to classical gestures

and poses.
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Usually, the Company of Captain Banning Cocq (the "Nightwatch"), which

was completed in 1642, is taken to be the synthesis of Rembrandt's dramatic style

during the 1650's. In this picture he certainly applied all his dramatic power of

light and colour to the traditional theme of a group portrait. The result was an

extraordinary piece of work and our only seventeenth century commentator,

Renibrandt's pupil Samuel van Hoogstraten, writing many years after the event,

was well aware of its value. In fact, however, a turn towards a more intimate style,

a less exuberant narrative, and a more even treatment of colour had already set in

by 1640. A corresponding shift of interest from Caravaggio, Guido Reni and

Rubens, to artists whose work typify the balance of the High Renaissance had

become noticeable. Leonardo, Titian, and Raphael now appeared amongst his

admired examples, whose compositions he copied in hurried scribbles and

paraphrased in his paintings. On the whole, his interest in other styles, ranging

from Quattrocento engravings to Moghul miniatures, was henceforth determined

only by his striving for a new stability of form and for a new tectonic quality of

composition. Apart from some works where the old exuberance still reigns

supremely (notably the "Nightwatch"), the 1640's clearly show Rembrandt's

search for a less extrovert style. Preoccupation with formal problems became less

conspicuous and there was a more intimate feeling in most of his works, even in his

commissioned portraits (cf. no. 11).

It is also symptomatic that, from just before 1640, Rembrandt started drawing,

etching and painting landscape. His starting point apparently was the fantastic

type of mountain landscape as it had been created in Flanders by 1600, and the new
version of it which the barren visions of Hercules Seghers had achieved actually

never quite left his mind. Besides tliis dramatizing conception, how^ever, there was

a new interest, inconceivable in an earlier phase, for the simple landscape motifs

met with near Amsterdam, jotted down in apparently artless drawings and

etcliings, which only on close inspection betray their carefully calculated structure.

Occasionally some of these subjects found their way into small paintings such as

the Montreal picture of 1654 (no. 12) which is, in fact, a translation into paint of

an etching of two years earlier and as such is a rare case.

It is characteristic of Rembrandt's re-orientation during the 1640's that his

work shows more oscillation of style in these years than before or after. From the

early '50's onwards, however, a stylistic unity emerges to such an extent that the

old borderline between portraits and history, accurate rendering and imagination,

tends to disappear. A powerful synthesis of form and concentration of emotional

content are brought about by the vigorous brushstroke, reinforced by increasing

use of the palette knife. Figures of almost sculptural solidity are modelled in sub-

dued colours. It must be the utmost condensation of the artist's observation that

makes them appear loaded with emotional energy. This human quality, which has

been the fame of Rembrandt's late works during the last eighty years, is hard to

analyze. Probably, their moving character is mainly due to the monumental

simplification (and yet intensification) of compositional devices and individual

j)oses and features, which suggest rather than describe human relations and states
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of mind and thus involve the onlooker in the problem of their significance and

hold him in suspense. This kind of spectator-participation may determine the effect

of every work of art, it certainly does so in the case of these pictures, whether they

represent a biblical scene or a group-portrait, Homer dictating or the conspiracy of

Claudius Civilis.

It is not quite clear how contemporaries reacted to this last phase of Rembrandt's

art. His financial debacle, which resulted in the public sale of his house and his art

collection in 1657, ^^^Y ^® ascribed to mismanagement on his part rather than to a

lack of appreciation. Commissions did not fail him even in later years. The most

intriguing Portrait of a Young Man of 1662 from St. Louis is by no means

the latest dated example of commissioned portraits. The only indication for the

existence of dissatisfaction may, possibly, be found in the fact that the huge canvas

of 1662 representing the conspiracy of Claudius Civilis, one of a set of eight

decorative paintings for Amsterdam's new town-hall, was returned to the artist.

For no stated reasons it never came back to the place it was meant forj Rembrandt

cut dowm his painting and the remaining fragment is now considered the most

valuable treasure of the National Museum in Stockholm. Whether the painter was

dismayed or the burgomasters dissatisfied, we shall never know, but it seems sure

that some kind of disagreement existed. Usually this disagreement is defined as

the conflict between the profundity of the great artist and the fashionable taste of

his superficial patrons. This seems hardly fair. In fact, these patrons may be said to

have followed the latest international artistic developments more closely than

Rembrandt did, and there is little point in contrasting Rembrandt's style to the

generally accepted "taste", even if for us the difference in quality between the

great master and his younger competitors, some of them his former pupils, is

obvious. In fact, it is easier to understand why Rembrandt's canvas was refused

than to imagine what he was expected to contribute to what must have been con-

ceived as a gay and colourful decoration in the Flemish style. Rembrandt's use of

mysterious shades and subdued colours and his powerful brushwork—akin to

Titian's late works rather than to the trends of the moment—must have marked

him as an anachronism in the eyes of the city authorities whose town-hall should

emulate the baroque splendour of princely palaces. The concept of Rembrandt as

the first heretic in art, current in slightly later classicist criticism, may have

originated or, at least, been prepared, during this period.

In fact, Constantijn Huygens' observation, written down more than thirty

years earlier, amounted to very much the same. For him, however, the statement

that Rembrandt owed everything to his natural gifts ("ingenium") and nothing to

his teachers, was not incompatible with a positive evaluation of his art, but to an

art critic at the time of Rembrandt's death it would have meant a deplorable lack

of attention for the rules of the past. For Huygens Rembrandt's refusal to study

Raphael and Michelangelo in Italy was only indicative of a kind of madness

("quaedam in tam magnis ingeniis mixtura dementiae"); for a critic of the

younger generation it would have signified a fatal lack of respect for the discipline

of classical art which was considered one of the preconditions for a true work of art.
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What had changed during Rembrandt's Ufetime was the verdict, not the evidence.

Since the romantic period, this evidence, as we have seen, justifies a favourable

verdict. We liave become famiUar with the genius whose ideas run counter to

those of his contemj)oraries and for us Rembrandt's art means a visual and a

spiritual adventure as opposed to the predictable results of classicistic rules and

preconceptions. It seems unmistakable, however, that the sympathies of our time

are not as unambiguous as they were in the beginning of this century. Since the

first ^^'orld \A'ar, there has originated (amongst the many, often contradictory,

tendencies in modern art) a new longing for clarity of forms and purity of colour.

From tliis point of view it is significant that, while Rembrandt's primacy amongst

Dutch seventeenth century painters had never been contested, Frans Hals, as

second-best, now seems to have been superseded by Jan Vermeer. It also seems

logical that there is a need for a critical re-examination of Rembrandt's tragedy

and the incompetence of his detractors. But all this does not alter the fact that

Rembrandt's work still fascinates and intrigues us today, because the significance

which he lent to people and things, to their actions and their existence, is still

relevant for us. Maybe it is this relevance that we usually call beauty.

J. BRUYN
UNIVERSITY OF AMSTERDAM



REMBRANDT APRES TROIS CENTS ANS

Rembrandt est de toute evidence un grand artiste, mais il convient de se demander

pourquoi on lui accorde cette reconnaissance et s'il y a vraiment lieu de lui

consacrer expositions et ceremonies a I'occasion du troisifeme centenaire de sa mort.

II n'est pas aussi facile qu'on le pense de trouver des reponses a ces questions, mais

on peut tenter au moins d'etablir ce que son oeuvre signifie pour nous, de

decouvrir quelles ont pu etre ses intentions et d'expliquer nos reactions.

Depuis des generations, les ecrivains nous ont presente Rembrandt sous de

multiples aspects, car la critique d'art a toujours reflete les gouts, les croyances et

les prejuges de son temps. Ainsi, les fervents du classicisme, au dix-huitifeme

si^cle, portaient un jugement generalement fort severe sur son mepris des canons

de la beaute classique qui exigeaient des personnages idealises, bien dessines en

des attitudes sublimes et entoures d'imposants decors. Pendant longtemps, on crut

que Rembrandt etait un homme entete qui, contre toute raison, suivait les dictees

de son inspiration ^garee, encourant ainsi I'opposition de ses contemporains. De la

sorte, sa biographie contient mille anecdotes illustrant sa vulgarite son avarice

et aussi la legende du refus de la "Compagnie du Capitaine Banning Cocq", plus

tard intitulee "La Ronde de Nuit", qui finit par le mettre a I'ecart de la bonne

society.

Plusieurs de ces notions erronees subsisterent pendant longtemps et ont meme
laisse des traces jusque dans la litterature moderne. Entre temps, cependant, une

conception romantique de I'artiste, cet etre profondement humain, solitaire,

incompris et neglige de ses contemporains, s'est imposee. L'individualisme de

Rembrandt est devenu sujet d'admiration et le pretendu refus de "La Ronde de

Nuit", la preuve de son genie et de I'obscurantisme de ses detracteurs. Cette fa^on

de penser influence encore, jusqu'a un certain point, les jugements que Ton porte

sur Rembrandt. Ce n'est que recemment, grace aux recherches de Seymour Slive

(1953), de R. W. Scheller (1961) et de J. A. Emmens (1964), que se sont dissipees

les legendes et les inventions anachroniques a son sujet.



Contrairement aux th^oriciens et aux biographes dont les appreciations difTferent

a rinfini, les collectionneurs et les connaisseurs, moins imbus de pr^jug^s d'ordre

esthetique, ont toujours vou^ a Rembrandt une admiration constante et ont

toujours consenti a payer ses oeuvres au prix fort. D'ailleurs, I'imitation de son

style et I'apposition de sa signature k d,es tableaux non signes s'av^r^rent trfes

profitables tout au long du dix-huitifeme sifecle qui se caract^rise non seulement

par I'excellence du march^, mais aussi par I'absence d'une critique artistique

approfondie.

La difficult^ de reconnaitre les toiles authentiquesde Rembrandt parmi les oeuvres

de ses elfeves ou les peintures d'un style vaguement rembranesque s'accrut

jusqu'au milieu du sifecle dernier. L'absence d'une collection publique qui eiit

permis d'etablir des comparaisons ou de verifier des attributions favorisait cet ^tat

de choses. II n'en fut pas de meme pour les gravures qui ^taient d^ja groupees en

collections et scientifiquement catalogu^es dfes le dix-huitifeme sifecle.

Aprfes la revalorisation romantique de I'art de I'Europe septentrionale en

general, (par opposition au classicisme de I'art italien) et de I'art de Rembrandt en

particulier, il n'est pas etonnant que celui-ci soit devenu un heros national. La

Hollande, avec orgueil, "place maintenant son nom a cote de ceux de Raphael

et de Rubens", proclamait un orateur officiel, lors de I'inauguration d'un monu-

ment a Rembrandt, au centre de la ville d'Amsterdam, le 26 mai 1852.

Mais les ^tudiants de cette nouvelle science, I'histoire de I'art, d^couvrirent

bientdt les lacunes qui existaient dans la connaissance de I'artiste et de son oeuvre.

lis s'imposferent done une double tache: la recherche des documents t^moins de sa

vie et la classification des oeuvres d'apr^s revolution du style. Inevitablement, les

idees qui avaient cours en leur temps fauss^rent un peu leur jugement et genferent

leur travail, car les documents ont besoin d'interpr^tation et la critique d'art subit

toujours I'influence des gouts de I'^poque. C'est pourquoi, malgr^ les realisations

d'un sifecle de labeur, cette entreprise gigantesque n'est pas encore termin^e et,

comme il arrive toujours quand on ecrit I'histoire, ne le sera jamais.

n est impossible de dresser la liste de tous les historiens de I'art qui ont ^crit sur

Rembrandt. II en est cependant envers qui tous les ^crivains, y compris I'auteur de

cet article, ont une dette considerable. Hofstede de Groot, par exemple, dont la

collection de documents a ete publiee en 1906, (I'annee du troisi^me centenaire de

la naissance de Rembrandt), fournit encore la matifere premiere a toute biographie

du maitre. Mais, en general, les commentateurs se sont donne pour tache d'etudier,

d' analyser, de decrire, de classifier, de cataloguer les peintures, les gravures, les

dessins, d'etablir les relations entre les differents genres, de suivre revolution du

style et de decouvrir la signification que les generations successives ont attribuee k

son oeuvre dans leur contexte culturel. Ce n'est qu'au prix d'efforts tenaces qu'on

parvint a distinguer I'oeuvre authentique de I'oeuvre d'atelier et de I'imitation et

a eUminer ainsi de nombreuses attributions erronees. Le cas des gravures sembla

beaucoup plus simple aux chercheurs. Cependant, dans ce domaine egalement se

pos^rent des problfemes deiicats, bien qu'infiniment moins nombreux que ceux qui

existaient et existent encore au sujet des peintures et des dessins. lis peuvent
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senibler de peu d'importance au profane mais ne sauraient ^tre negliges quand il

s'agit de creer I'image precise d'un grand artiste. Pour les resoudre, on a eu et Ton

a encore recours aux procedes modernes de I'examen scientifique.

II a fallu egalement reviser la biographie de Rembrandt. De plus en plus on tend a

d^mythifier la notion du genie solitaire, de m^me que Ton hesite a lire dans ses

oeuvres la manifestation d'un esprit tourmente et la consequence d'une vie

tragique. Ceci expliquera ou, au besoin, excusera la sobriete de I'expose qui suit.

JLj'annee de la naissance de Rembrandt coincide plus ou moins avec la fin de

la guerre de quatre-vingts ans qui suivit la rebellion hollandaise centre la

domination espagnole. La scission entre le nord et le sud des Pays-Bas est

maintenant accomplie. La Republique des Provinces Unies, sous un gouverne-

ment calviniste, demeure une federation plutot qu'un etat et repose sur un
particularisme archaique et regional bien different de la centralisation politique du

sud catholique. L'essor economique et culturel de la nouvelle nation hollandaise se

fait sentir dans les arts. L'influence de I'art italien, si puissante au seizifeme si^cle

et si essentielle au dynamisme de I'art flamand sous I'emprise de Rubens, persiste

dans quelques centres hollandais seulement, surtout dans les cercles catholiques.

Mais la demande de grandes compositions aux pretentions monumentales et

aristocratiques diminue. On ne produit plus les retables d'autels et les decorations

d'eglise si importants dans d'autres pays. La modeste cour du prince d'Orange qui

s'oppose a ces tendances, avec quelque succ^s d'ailleurs, ne possMe pas I'ascendant

politique et intellectuel suffisant pour donner le ton. Le gout qui pr^vaut dans le

domaine artistique est celui d'une bourgeoisie riche et nombrevise qui preffere

I'illustration de realites tangibles aux speculations sur la beaute ideale. Et meme
si la peinture realiste a encore des aspects religieux, continuation du symbolisme

Chretien de la fin du Moyen-Age, il est indeniable qu'un realisme plus prononc^

commence a s'imposer dans la Hollande septentrionale. Portraits, natures mortes,

scenes rustiques ou domestiques, bien que souvent charges de signification edifiante

ou litteraire, dominent en definitive I'iconographie du nouvel art national. A part

quelques peintres mineurs qui travaillent pour la cour ou pour les eglises catho-

liques, tous les artistes hollandais se specialisent, tot ou tard, dans I'un de ces

genres.

Rembrandt ne sera jamais un "specialiste". Dfes 1625, date de sa premiere

oeuvre connue, il se revile un peintre narratif, c'est-a-dire qu'il choisit des sujets

tires de la Bible, de la mythologie et de I'histoire, tout comme son niaitre le plus

important, Pieter Lastman et ses predecesseurs du seizifeme sifecle, de meme que la

plupart des peintres contemporains a I'etranger. II est difficile de determiner

jusqu'a quelpoint ce choix est la consequence des enseignements de Lastman

qui lui-meme avait ete forme au "grand style" et avait fait un long sejour en

Italie. On pent toutefois affirmer avec assez de certitude que Rembrandt est au

courant des theories italiennes sur I'art, alors fort repandues, et selon lesquelles la
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peinture de sujets historiques repr^sente la forme la plus ^levee de I'art pictural,

et qu'il connait riinportance accord^e a la peinture des emotions humaines, des

"afTetti". Son oeuvr.e portera toujours la marque de I'intensite vibrante, de

I'observation aigue et de la subtilit^ de touche qui distinguent son art pour rendre

les sentiments intimes. '
.

Les petites etudes de tetes aux expressions varices sous des eclairages differents

lui permettent, dfes ses debuts, de mettre en oeuvre sa technique magistrale pour

creer par la suite d'importantes compositions dramatiques. Cette aptitude lui vaut

les eloges enthousiastes de Constantijn Huygens, diplomate, pofete et connaisseur.

Celui-ci, dans une autobiographie manuscrite en 1629-30, consacre un long passage

aux dons extraordinaires de Rembrandt et de Jan Lievens qui, tous deux, a cette

epoque, travaillent a Leyde. "lis ne doivent rien k leurs maitres, ecrit-il, maistout

a leur talent" (". . . nihil praeceptoribus debent, ing^nio omnia"). L'habilete de

Rembrandt a rendre les Amotions ("affectuum vivacitate") I'impressionne

particuliferement. Huygens, qui a ^t^ forme selon la tradition humaniste classique,

deplore que les deux jeunes artistes n'aillent pas etudier en Italie. Ceux-ci

donnent pour raison qu'ils n'en ont pas le temps et que, en outre, on peut voir

la peinture italienne partout. Ce raisonnement ne seinble pas avoir convaincu

Huygens. Encore aujourd'hui, il est difficile de savoir si les jeunes artistes expri-

maient le fond de leur pensee et si, vraiment, ils se sentaient capables de produire

des oeuvres valables sans avoir besoin d'aller Etudier sur place Raphael et IVIicliel-

Ange. Ce que Huygens ne mentionne pas, peut-etre a cause de I'insuffisance du

vocabulaire de ce temps, c'est I'utilisation subtile de la mati^re dont fait preuve

Rembrandt. Si on ne considfere que sa peinture, on peut dire que Rembrandt a

con^^u ses sujets dramatiques en leur donnant une forme expressive placee dans un

faisceau de lumi^re intense qui, cependant, se reflate de fagon magistrale sur les

surfaces des textures representees. Cette technique de I'emploi de la lumi^re

comme element dramatique lui etait sans doute venue des maitres italiens, surtout

du Caravage. Cependant, Rembrandt enveloppe les scenes et les personnages d'une

lumifere et d'un jeu d'ombre differant considerablement de I'ideal italien de

beautd et de clarte classiques. Les critiques d'art et les th^oriciens des generations

qui suivirent eurent probablement raison de rattacher le clair-obscur de Rem-

brandt a son naturalisme^ ils eurent tort, cependant, de considerer son naturalisme

comme la cause de son attitude anti-classique. Rembrandt et la plupart de ses

contemporains attachent une importance beaucoup plus grande a la perception

visuelle directe qu'a I'idealisation des formes. Son style commence la ou finit

le naturalisme. II repose sur une observation visuelle et dramatique projet^e sur

des scenes tantdt reelles, tantot imaginees. La lumifere et I'ombre, voila les

^l^ments essentiels pour creer I'ambiance, souligner les formes, suggerer I'espace

sans en faire une description precise. II y trouve une grande liberte qui lui permet

de dinger I'int^ret vers I'instant dramatique, d'accentuer certains passages particu-

liferement charges d'emotion et d'estomper les details de moindre importance.

On a I'habitude de diviser la carrifere de Rembrandt en un certain nombre de

p^riodes selon revolution de son style. Pareille classification se justifie mais il faut
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reconnaitre que, jusqii'a la fin de sa vie, Rembrandt resta fiddle au jeu de la

lumifere et de I'ombre. Certes, son style subit une evolution, mais cette evolution

fut progressive plutot que soudaine et marqua sa conception artistique tout autant

que sa technique. Durant les annees de Leyde, I'artiste peignait de pr^f^rence des

tableaux de format relativement r^duit, ce que justifie d'ailleurs la technique qui

^tait alors la sienne, technique du coup de pinceau soigne et visible, de I'utilisation

des pates opaques ou transparentes au moyen desquelles il modelait les figures et

rendait I'apparence exterieure des surfaces: une peau rid^e, un mur rugueux, des

etoffes veloutees. On a meme qualifie cette periode, pas trfes justement d'ailleurs,

de periode verte.

Dhs son installation a Amsterdam, en 1631, Rembrandt applique cette meme
methode a I'ex^cution de scenes bibliques. "L'Esther" d'Ottawa (no 9), connue

jusqu'a ces derniers temps sous le titre de Bethsabee, en est un exemple. Cette

composition revile pourtant les tons plus chauds dont s'est enrichie la palette

du peintre. Mais, dans cette prospfere ville marchande, d'autres taches et de

nouvelles possibilites s'offrent a lui. Les costumes exotiques et colords des Juifs

captivent son imagination. L'art international fait I'objet d'un commerce

florissant et, tr^s tot, Rembrandt collectionne les oeuvres peintes et surtout

gravees des maitres italiens, flamands ou allemands. De plus, sur les instances de la

bourgeoisie cossue, Rembrandt se tourne vers le portrait. Ses premieres com-

mandesdatent de 1631 et son premier portrait de groupe, "La Le^on d'Anatomie

du Professeur Tulp" est termine I'annee suivante. Rembrandt s'adapte avec une

aisance remarquable a ce nouveau genre. Sans avoir pris de legons d'aucun

specialiste dans ce domaine, il reussit des compositions vivantes avec les bustes

raides et les demi-figures. Au moyen d'un leger mouvement de tete, par I'ebauche

d'un geste et, par-dessus tout, par Tambiance lumineuse qu'il cree autour de ses

modules, il donne relief et animation a leurs traits. Ces portraits a la mode

n'expriment peut-etre pas les sentiments tragiques si chers a I'epoque romantique,

mais plusieurs d'entre eux sont des merveilles d'observation penetrante et

revfelent une technique serree et puissante (voir no 8). Au cours des annees 1630,

Rembrandt montre une predilection croissante pour les grandes dimensions, les

figures en gros plan et, naturellement, les grandes toiles. Des mouvements

violents et souvent contrastants caracterisent les scenes bibliques et mythologiques.

Son pinceau devient plus incisif, decoupant et modelant les formes en des courbes

dnergiques. II semble qu'au cours de ces annees, Rembrandt rivalise avec les

maitres du Baroque italien et flamand, en particulier avec Rubens. II se distingue

cependant du Baroque international par son souci du detail naturiste, par la con-

ception non h^ro'ique de ses personnages, fort eloign^e des gestes et des poses de

l'art classique.

II est d'usage de considerer "La Compagnie du Capitaine Banning Cocq" (La

Ronde de Nuit) comme la synthase du style rembranesque des annees 1630. Dans

ce tableau, il applique toute la puissance de suggestion de la lumifere et de la

couleur au traditionnel portrait de groupe. II en r^sulte une extraordinaire

composition dont le seul commentateur du dix-septifeme sifecle, Samuel van



Hoogstraten, ^Ifeve de Rembrandt, ^crivant plusieurs anndes apr^s r^v^nement,

appreciait deja la valeur. Cependant, dfes 1640, 1'art de Rembrandt evolue vers un

style plus intime, une narration moins exuberante, un traitement plus uniforme

de la couleur. A cette epoque, son admiration pour le Caravage, Guido Reni et

Rubens diminue. Son int^r^t se porte maintenant vers les artistes de la haute

Renaissance, Leonard de Vinci, le Titien et Raphael. II fait de leurs oeuvres de

rapides esquisses qu'il transpose ensuite dans ses tableaux. Ce qu'il recherche, en

somme, dans I'art de tous les temps, a partir des gravures du Quattrocento

jusqu'aux miniatures mogoles, c'est un moyen d'acqu^rir une plus grande

stability des formes et une solide structure architectonique dans la composition.

Sauf dans quelques oeuvres, comme "La Ronde de N\ut", oii I'ancienne exube-

rance demeure, le style des annees 1640 fait preuve de plus de retenue. II se

preocciipe moins de la forme. La plupart de ses oeuvres, meme les portraits

commandes (voir no 11), prdsentent un caractfere beaucoup plus intime.

Indice assez revelateur, peu avant 1640, Rembrandt commence a s'adonner au

dessin, a I'eau-forte et au paysage. Au d^but, il s'inspire des paysages fantastiques

et montagneux crees dans les Flandres vers 1600, puis des versions aust^res

d'Hercules Seghers, qui avaient toujours hant^ son esprit. Mais bientot, les simples

paysages aper^us au cours de ses promenades dans les environs d'Amsterdam

I'attirent davantage. II en fait des dessins et des eaux-fortes esquisses k grands

traits, sans recherche artistique apparente mais qui, a I'examen, d^voilent une

structure soigneusement con^ue. Quelquefois, certains de ces sujets se retrouvent

dans de petits tableaux a I'huile comme, par exemple, celui de Montreal dat^ de

1654 (no 12), qui est une transposition en peinture d'une eau-forte ex^cutee deux

ans auparavant. Mais c'est la un cas d'exception.

La nouvelle direction que Rembrandt donne a son oeuvre se r^vfele, au cours

des annees 1640, par une diversity de styles, diversite peu usuelle dans les

oeuvres precedentes et qui, d'ailleurs, disparaitra bientot. En effet, a partir de

1650, jusqu'a la fin de sa vie, ces variations n'existent plus. II supprime les

frontiferes entre le portrait et le tableau d'histoire, entre I'imagination et la

r^alit^. II peint a grands coups de brosse, souvent a I'aide du couteau de palette,

des oeuvres aux formes puissantes, toute vibrantes d'^motion. Des couleurs

fondues enveloppent ses figures d'une structure presque sculpturale qui en

exprime toute le signification int^rieure. Cette quality profond^ment humaine qui

fait la renomm^e des oeuvres de Rembrandt, surtout depuis quatre-vingts ans, est

difficile h analyser. Leur caractfere emouvant leur vient, sans doute, de cette

simplification et aussi de cette intensification des moyens de composition, des poses

et des gestes, qui suggferent plutot qu'elles ne d^crivent les relations humaines et les

^tats d'ame, et qui amfenent le spectateur a participer a Taction, a chercher a com-

prendre sa signification. Cette sorte de participation de I'observateur est peut-etre

un Element determinant de I'effet que produit une oeuvre d'artj c'est certainement

le cas pour les tableaux de Rembrandt, peu importe qu'ils repr^sentent une schne

biblique, un portrait de groupe, Homfere dictant ses vers ou la conjuration de

Claudius Civilis.
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On n'a pu etablir clairement quelle fut la reaction des contemporains de

Rembrandt devant les derniferes manifestations de son art. La debacle financil're

qui suivit la vente aux enchbres de sa maison et de ses collections, en 1 657, ne peut

pas etre attribuee a I'indifference de ses concitoyens, mais plutot a la niauvaise

administration. Les commandes continuaient d'affluer et le mysterieux "Portrait

d'un Jeune Homme" de 1662, qui appartient au musee de St. Louis, est loin

d'etre le dernier portrait commande. Le seul exemple de mecontentement fut,

peut-etre, le rejet de I'lnimense toile de 1662 illustrant la conjuration de Claudius

Civilis. Elle faisait partie d'une serie de huit tableaux qui devaient orner le nouvel

Hotel de Ville d'Amsterdam. Elle ne retourna jamais a I'endroit ou elle etait

destineej Rembrandt la coupa et le fragment qui en reste est maintenant le

tresor le plus pr^cieux du Musee national de Stockholm. On ne saura jamais quelle

fut la cause du refus. On peut supposer que le desaccord naquit de la divergence des

vues de I'artiste et des gouts superficiels de ses commanditaires, esclaves de la

mode. Ces derniers etaient peut-etre plus au fait que lui des tendances recentes de

I'art international, mais comment pouvaient-ils comparer le style de Rembrandt a

ce qui etait alors le gout de I'epoque et la qualite de ses tableaux a celle des oeuvres

de ses jeunes concurrents, dont plusieurs, d'ailleurs, etaient ses anciens elfeves? En

fait, 11 semble plus facile d'admettre le refus de la toile de Rembrandt que d'inia-

giner qu'il ait pu produire une oeuvre decorative, gaie et coloree, dans le gout

flamand. Les teintes mysterieuses de Rembrandt, ses couleurs sourdes, ses coups de

pinceau violents, apparentes plutot au genre du Titien qu'aux tendances du

moment, devaient faire figure d'anachronismes aux yeux des bourgmestres pour

qui rHotel de Ville devait rivaliser de splendeur baroque avec les palais des

princes. C'est peut-etre a cette occasion que fut decernee a Rembrandt I'appel-

lation de "premier heretique de I'art pictural".

L'observation de Constantijn Huygens formulee plus de trente ans auparavant

contenait cette meme affirmation. Cependant, I'opinion que Rembrandt devait

tout a ses dons naturels ("ingenium") et rien a ses maitres n'empechait pas

Huygens de juger favorablement le realisme de son art, Un autre critique d'art,

a I'epoque de la mort du maitre ne remarquait chez-lui qu'un deplorable mepris

des traditions. De plus, Huygens considerait le refus de Rembrandt d'aller

etudier Raphael et Michel-Ange en Italie comme une esp^ce de folie ("quaedam

in tam magnis ingeniis mixtura dementiae"). Pour un critique de la jeune

generation, ce refus signifiait un manque de respect pour les disciplines de I'art

classique sans lesquelles il ne pouvait exister de veritable oeuvre d'art. Ce qui a

change durant la vie de Rembrandt, c'est le jugement de la critique et non la

conception artistique du maitre.

Depuis le romantisme, ce jugement lui est devenu tout a fait favorable. Nous

nous sentons a I'aise maintenant devant ce genie dont les idees s'opposaient a

celles de ses contemporains et dont I'art represente a nos yeux une aventure

visuelle et spirituelle qui contredit les regies et les doctrines immuables du

classicisme. II semble, cependant, que I'admiration de nos jours ne soit pas aussi

unanime qu'elle I'etait au debut du sifecle. Depuis la premiere Grande Guerre
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s'est dessine, au milieu des tendances nombreuses et souvent contradictoires de

I'art nioderne, un nouveau besoin de precision des formes et de clarte des couleurs.

Ceci explique que si la superiorite de Rembrandt sur les peintres hollandais du

dix-septieme sifecle n'a jamais ^t^ contest^e, la deuxifeme place que Ton accordait

a Frans Hals soit maintenant occuji^e par Jan Vermeer. II est egalement logique

que Ton sente la n^cessite de reprendre I'etude du drame de Rembrandt et de

I'incompetence de ses detracteurs. Mais il n'en demeure pas moins que I'oeuvre

de Rembrandt, encore aujourd'hui, nous enchante et nous fascine parce que la

presence qu'il accorde aux gens et aux clioses est toujours actuelle. C'est peut-etre

cette presence qui constitue I'essence meme de la beaute.

J. BRUYN
UNIVERSITE d'AMSTERDAM
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REMBRANDT AND HIS PUPILS

Such an exhibition as this is a critical way-station toward the evaluation of the

achievements and the clarification of relationships among artists spanning the

lifetime of Rembrandt.

We know, through the studies of S. Slive, J. A. Emmens and R. W. Scheller,

the position which Rembrandt occupied throughout the seventeenth, eighteenth

and nineteenth centuries. What of the assessment of our own time? Are the

expressions of historians chained to an art-historical pendulum or have we the

means of rendering more solid evidence? If so, it cannot be on the premise of

greater connoisseurship alone but by the help of evidence revealed through

laboratory examination and through material changes such as those resulting from

the cleaning of a painting. We can also expect progress as the result of further

studies of the men about Rembrandt which will then serve to clarify the problems

pertaining to the Master. There are the straightforward results of interior evidence

revealed as in the case of the signature in the fine Carel van der Pluym, Parable of

the Worker in the Vineyard, (No. 99) formerly given to Rembrandt, the definite

dating of Rembrandt's Esther, (No. 9) or of the date of Flinck's Offering ofManoah
(No. 61) or through testing and stylistic conclusion of the previous discreditation

of the 'Rembrandt' signatures on the Esther's Feast (No. 1) and the Barent

Fabritius, Hagar Leaving Abraham (No. 53). Given our stylistic understanding

of pictures some have wished to challenge the signature on Rembrandt's Young

Man with a Sword, (No. 7) in favour of Bol, or the Landscape, (No. 12) in favour

of Furnerius. Here we are depending on stylistic analysis. Decisions based on style

are complicated by the lack of precise data pertaining to certain artists, including

Rembrandt. Hence we see, for instance, authorities divided over the attribution of

Esther's Feast (No. 1) between Rembrandt and Lievens. How has the definition,

or even more strongly, the division of works been assessed between Rembrandt

and his pupils and consequently his achievement and theirs?
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One would like to think that there was always a meaningful gradation. If we
love stories of works attributed to Rembrandt which uj)on cleaning reveal the

signature of an underrated pupil, we must remember the sizeable body of listless

productions accurate in illustration and presumably considered to have didactic

value by those who commissioned them.

From the expansive assignnient to Rembrandt of large numbers of works by

^V. von Bode, Bredius, C. Hofstede de Groot and W. R. Valentiner, we witnessed

their counter assignment to his pupils by J. Van Dyke in the 1920's. Today, one

feels once again the re-evaluation process has been set in motion by the revisions

of K. Bauch, H. Gerson, J. Rosenberg, S. Slive and R. Haak. The Rembrandt

Research Project sponsored by the Dutch government intends to collect technical

data which will be of assistance to scholars in reaching their conclusions. The old

premises play a part, but the appearance of little-known or unknown pictures

combined ^vith a willingness to re-examine our ideas of the development of an

artist loom large upon the horizon. One form of this is the appearance of an

unknown version of a subject such as the Rembrandt St. Bartholomew in Worcester

and its more frequently published descendant in the Friedsam collection in the

Metropolitan Museum of Art, New York. Less clear are the relationships among

early variants and replicas—^the Rembrandt Self-Portrait (No. 5) in the Cevat

collection and that of the larger picture in Kassel and another variant belonging

to Sir John Heathcoat Amory, Bart. One must also include in such judgments the

little Self-Portrait now in the Alte Pinakothek in Munich. One must first see

these pictures not merely for their descriptive veracity but as studies in scale and

in the manipulation of light and shade. On the same score, we have the Portrait

0/ Rembrandt (No. 18) from the National Gallery of Canada and the Self-Portrait

(No. 10) from Woburn Abbey; are they by the same hand, or is the Ottawa

canvas by a gifted pupil, perhaps Govaert FUnck? How should one examine the

Rembrandt-pupil relationship? One way would be to ascertain the importance of

the pupils as artists in their own right. A beginning exists in the number of

scholarly monographs with which art historians have favoured us. These would

include books on Jacob A. Backer, Gerrit Dou, Barent Fabritius, Govaert Flinck,

Aert de Gelder, and Nicolaes Maes. Of those contemporaries included in Rem-

brandt's world, we have books on Philips Koninck, Leonard Bramer and on

Rembrandt's teacher Pieter Lastman. Certain Amsterdam contemporaries not

included in the exhibition have also been the beneficiaries of monographs. How-

ever, when we survey this body of information to which we must add a sizeable

number of articles, we reahze that our knowledge is far from complete. What is

indicated despite omissions, is that a number of Rembrandt's pupils and close

colleagues have been held and are held in considerable esteem.

In viewing the Rembrandt-pupils relationship, one should bear in mind that

both in terms of images and style the master may learn from a pupil and a pupil

may also learn from artists or works other than those by his master. Rembrandt

himself, while a pupil to Swanenburg, sought inspiration elsewhere and while

associated with Lievens succeeded in assimilating other influences. It is difficult to
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imagine Rembrandt's creation of a series of the five senses (No. 2, No. 3) without

specific acquaintance of tlie works of Adrian Brouwer. A pupil such as Barent

Fabritius \\i\\ occasionally depend for inspiration on Jan Pv-nas, panel of 1615 in

Aachen for his Hagar Leaving Abraham (No. 53) of about 1650. ^Vhile pupil to

Lastman, Rembrandt took full cognizance of the brothers Pynas, the develop-

ments in neighbouring Utrecht and Flanders and of the artistic achievements of

Italy. One further fact that exists \Nith any atelier is the nourishment which

pupds receive from each other^ these relationships such as that between Flinck

and Eeckhout are hard to pinpoint as they may be stylistic and not necessarily

concerned \y\ih. subject matter.

It is more fascinating to note the transmission of visual vocabulary from the

precursors to Rembrandt and his pupils in turn. The Stoning of St. Stephen

(No. 103) by Jacob Ppias is a case in point. If Rembrandt was not the pupil of

Jacob Pvnas he was clearly familiar wixh. his work. Tlie Martyrdom of St. Stephen,

1625, bv Rembrerndt in Lyons re-employs specific figures in the meuiner of

quotations, so-to-speak, from the P^-nas work of 1617. The next step in the

process of assimilation and restatement was made by Rembrandt in his small

etching of 1635 (Boon 112) in which several of the most important images are

retained to be once more utilized in the fine dra\ring of this subject by Samuel van

Hoogstraten in the collection of the MinneapoHs Institute of Art. A similar chain

of images lies beliind Bol's SelfPortrait (No. 24), which may be traced to hke

portraits in the museums in Springfield and Los Angeles and that of Rembrandt

of 1640 in the National Gallery, London and Rembrandt's etcliing of 1639

(Boon 149) to Titian's Ariosto and Raphael's Baldassare Castiglione. In these

circumstances one is puzzled to know whether the Rembrandt by Flinck today in

the Girardet collection in Kett\%ig was the result of hommage to Rembrandt or a

desire to show former fellow pupil, Bol, how such a picture should be painted.

Wliile Rembrandt stands as one of the giants of all times, his students and

associates had to consider in their association \rith him, not only their esteem for

his merits, but the possibilities of learning or training, and as professionals

whether their professional association would be economically satisfactory or

whether at least the time spent would equip a young artist to meet the demands of

current patronage. In the instance of Aert de Gelder, the experience and its effect

upon the artist were overwhelming, but de Gelder elected to make his way against

the prevaihng mode and after his death, suffered temporary oblivion. His Abraham
and the Angels (No. 69) looks back not only to Rembrandt's composition of the

same subject in Rotterdam but in many respects is an aesthetic hommage to

Rembrandt's returned Claudius Civilis, i66i, painted for the Amsterdam town

hall. Others, such as Samuel van Hoogstraten, studied seriously but later found

interests which produced changes of outlook and style. This change is apparent

in a comparison of his early Young fVoman Sleeping (No. 75) and his Perspective

Box (No. 74) of 1 663, which reveals his preoccupation with the science of optics.

One must also ask if those who worked under Rembrandt were the superior

talents of their day, were they so regarded by their contemporaries? It is amazing
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how many might be so regarded, yet one is also aware of the pedantic or even

prosaic follower. Is the charm of a Marienhoff accidental? Does Lundens fame rest

only on his variant of Rembrandt's Captain Banning Cocq and Company? Was
Michael Willmann a serious painter or just another young man seeking a means to

pass the time in the big city atmosphere of Amsterdam? What of Bernhard Keil

whose southward trek included a two year halt in Rembrandt's studio and whose

mature style as exemplified in the Parable of the Labourers in a Vineyard

(No, 77), seemed to disregard his early experience in favour of a north Italian

mode? It has often been observed that the development of a student is frequently

limited by the level of his teacher^ this may account for the rather stiff postured

poses of the figure compositions of Jacob van Spreeuwen and some instances of

works by Willem de Poorter reflecting as they do the still maturing Rembrandt

of Leiden, and early Amsterdam years. There are, for instance, certain unresolved

awkwardnesses in the exotic blend of studio armor and wifely countenance of

Rembrandt's Bellona (No. 6) of 1633, which by example could not fail to affect a

Willem de Poorter. The Esther (No. 9) is successful, and it was perhaps with these

pictures in mind that de Poorter produced his Sophonisba Taking the Poisoned

Cup{?) (No. 100).

The problem for Rembrandt as educator and businessman and the problem for

all connoisseurs of Dutch painting lies in the distinction and development of talent.

Rembrandt operated according to the usage of his time. While academies were

founded in Italy and France during his lifetime, the guild system prevailed in

most Dutch cities and even in such cities where it was giving way it was still the

practice for a young man aspiring to become an artist to seek acceptance in the

studio of a master. We are told that Rembrandt had a definite financial schedule

which was applied to such students. The documentation for this exists in the

record of six payments totalling 100 guilders per annum made by Isaac de

Jouderville for his tuition. His painting Kitchen Interior (No. 76) is a modest result

of the experience gained during Rembrandt's Leiden years.

What was the nature of an atelier in Rembrandt's case? Was it based on

traditional guild practices or was it based on the improved model conducted by his

senior, the great Flemish contemporary Peter Paul Rubens in Antwerp? How did

it compare with that of the academically inclined Abraham Bloemaert in Utrecht?

These comparisons are obvious not because of the fame of the masters but because

of the numbers of pupils involved. Rembrandt never shone as a leader in business

practices and if he was successful in the assembly and maintenance of an atelier,

it was in the mode of the time. Our clues as to the probable conduct of his affairs

are pieced together from scraps of direct archival evidence but also from the more

than apparent correspondence to one of the most successful practioners of the age,

Peter Paul Rubens. In Rembrandt there were no violations of then current

labour practises^ nor were guild regulations circumvented. Of Rembrandt's many

pupils it was natural that most stayed with him a few years and then assumed

independent careers. It is, despite any other argument to the contrary, eloquent

testimony of the esteem in which Rembrandt was held by would-be artists of his
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o^vn time that evidence attests to more than fifty pupils during his Ufetime. In

theory, only Lastman could claim greater success for he numbered both Lievens

and Rembrandt among his pupils and therefore could claim the prize for the

greatest artist of Holland.

Were the studio methods of the seventeenth century, and of Rembrandt's

atelier specifically, similar to those with which we are familiar today? What was

the role of drawing and of engraving? From Rembrandt's hand we have self-

portraits in pencil, etching and oilj the same may be said of landscape as in the

Montreal Museum's Landscape (No. 12) of which we have a drawing in Berlin

and a drypoint (No. 12a) in Boston. The extension of this particular sequence to

another personahty exists in the sketch of the same composition by Philips

Koninck, today in the collection of Dr. Frits Lugt in Paris. In other words the use

of preparatory studies was common. But what of engravings? Joris van Vliet and

Wenceslas Hollar were concerned essentially vnth engraving, and it may have

been that Rembrandt intended to train van Vliet to keep records by engravings of

his pictures. Rubens had already taken the lead in this field. Certainly both

Rembrandt and Rubens were beneficiaries of the vast volume of Italian engrav-

ings. However, Rembrandt, to an extent never contemplated by Rubens became

an engraver whose protean production has never been matched. From the

pattern books of the Middle Ages artists had shifted to the utilization of books by

academically directed minds such as those of the Utrecht artist Abraham Blomaert.

These printed books were also susceptible to wider dissemination. Speciality

albums of the sort created by Jacob Marellus dealing with tulips also existed but

their purposes were not intended to be artistic use alone. Throughout Europe, the

utilization of engravings bv artists for the purpose of "borrowing" figures or

whole groupings of figures to incorporate in their own works was a familiar

practise. Thus Rembrandt's pupils were conditioned to look for ideas in any

product of their master and the hands of others whether drawing, engraving or

painting. It shoidd be mentioned in passing that in addition, of Rembrandt's

pupils, Abraham Furnerius, Lambert Doomer, and Constantijn van Renesse

are best known to posterity as graphic artists.

As contemporary artists have become preoccvipied with what they refer to as

images so artists of the Baroque period favoured certain themes. Individual

figures or combinations of figures were treated as elements of vocabulary. The

results in interpretation, variation, etc., depended upon the individual artists

own power of expression.

An almost classical demonstration of the transmission of a motif, in this in-

stance an angel, is offered by two pictures The Sacrifice of Manoah (No. 61) by

Flinck of 1640 and The Angel Taking Leave of Tohit and His Family (No. 1 15) by

Victors, In this particular flying lesson the angel is seen ascendant from the rear;

it is clear that both artists borrowed the angel from a painting by Rembrandt of

1637 in the Louvre. Rembrandt also knew an effective motif when he saw it,

for he had borrowed the angel in turn from a woodcut of about 1565, again of

the same subject, by Martin van Heemskerck.
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Among Rembrandt's pupils and the master himself there may be said to have

existed an incidental cult to give visual expression to angels. The appearance of

angels is usually associated with some event related to a decision or a choice^ sucli

highly personal expressions of biblical events were in accord with the Mennonite

and Jansenist ideas to wliich Rembrandt was partial. The artistic tradition upon

which Rembrandt drew included Elsheimer and Lastman, one of whose aneels

modelled upon an Italo-Flemish ideal is found in The Sacrifice of Manoah

(No. 85) of 1627. In fact the influence of this work is apparent in a related drawing

by Lastman reworked by Rembrandt (published by 0. Benesch, No. 474, in his

catalogue raisonne of Rembrandt's drawings). From the year 1642 comes the

beautiful Gideon and theAngel (No. 44) by Eeckhout for which there is a finished

pen and wash drawing in the Herzog-Anton-Ulrich Museum in Braunschweig.

Once again, there is a debt to Rembrandt although Eeckhout often looked back to

Lastman foi ideas; a pen drawing, No. 56 in M. D. Henkel's catalogue of drawings

of the Rijksmuseum seems to be the source. In a picture attributed to Barent

Fabritius (No. 52), the angel and his relation to the altar were retained but

Gideon emerges as an orant figure piously lowering his eyes and bowing his head.

The problems confronting the seventeenth century Dutch painter were those

presented by the demands of a figurative tradition and a society whose patronage

arising from its mercantile success placed a higher value on certain subject

categories and favoured certain styles that flattered its aspirations.

The choice of becoming a still-life or a landscape painter or both was an in-

dividual matter. The path to professional competence was not. Once apprentice-

ship had begun, the system of formulating ideas through drawings, of making

studies in oil and working up modellos of larger projects, and of collaborating in

projects assigned by the master were the norm. We know of actual studio practise

from drawings of classes employing live models by Rembrandt, Constantijn van

Renesse, Sweerts and others. This is further substantiated by any number of

figure studies by Rembrandt, Eeckhout, Flinck, Backer and others. Casts also

appear in various compositions as studio accessories. That Rembrandt and his

pupils drew and painted without idealizing what nature placed before them is

born out by Andries Pels in a poem written in 1681, in which he complains of the

lack of principles guiding his activities. Neither Rembrandt nor his pupils had

desire or need to create with the use of a shaped canvas as certain contemporary

artists have undertaken to doj however, this did not imply an unawareness of the

technical limitations of their medium and materials. The artist of the seventeenth

century could not buy ready-made paints. The materials were ground in the

studio by apprentices. When Dou, Eeckhout and others entered Rembrandt's

studio at 10 or 14, they began with these fundamental tasks of manufacture.

Varnishes were also of far less certain quality. It then occasions no surprise to

encounter technical experimentation. A few years ago, the National Laboratory

in Brussels undertook in collaboration with the Bundesrepublik Deutschland, a

technical examination of twenty paintings by Rembrandt and his pupils. Of these,

nine were shown to have been painted on an unusual ground (the preparatory



coating applied to panel or canvas)^ this ground included kaolin, essentially a clay

used in ceramics. It was noted by the late Dr. Paul Coremans, then director of the

Laboratoire Central des Musees de Belgique, that the pictures wherein kaolin had

been applied as ground coincided in their dating with the renaissance of the

porcelain industry (Delftware). Contact among artistic disciplines was frequent

and that a \\'illingness to try an improved if untried product was part of

Rembrandt's mentality. The detection of lead stannate (lead tin yellow) by Dr.

Hofstete of Stuttgart in eiglit of the twenty paintings mentioned above, and the

recent discovery of the same substance in Rembrandt's Esther (No. 9) in Ottawa

by Dr. M. Ruggles shows Rembrandt content with a colour not used in the eight-

eenth century. He tended to use panel up to 1634 and thereafter to em ploy canvas

as the material of support for his pictures. This usage was echoed in Flanders.

However, most of Rembrandt's pupils at one time or another painted on panel

and some such as Dou, de Poorter, and Doomer seem to have preferred wood.

As art-historians, we live at a time when we think less of the achievement of an

artist as a self-generated phenomenon but see him surrounded by influences behind

and beside him in time. Through the recent studies of Jan Veth, Fritz Saxl and

Sir Kenneth Clark the strong shadow of classical Italy projects from the hand of

Rembrandt. As Vitale Bloch cautions many of these ideas in similar form were

closer at hand through Netherlandish sources such as Lucas van Leyden. There

is too Rembrandt's experience of working under Lastman whose idols numbered

Michelangelo, Raphael, Veronese and Domenichino^ this is apparent in the

St. Matthew (No. 84) of 1613. Some clues as to the ^dew of a master-pupil relation-

ships emerge in the relationship, deduced by Bloch, of Rembrandt with Lastman.

He demonstrated that Rembrandt's own style and outlook was already formed at

the time he sought Lastman's studio. However, it has often been noted that the

styles of his pupils followed that of Rembrandt wliile under his direction. While

proper training and high performgince would be expected, Rembrandt was not

developing stars for their own sake but conducting a business. In a similar vein, if

former pupils discovered that a shift towards a different style or specialization in a

particular category—such as portraiture, satisfied both their aesthetic life and

their need for bread and butter—they changed.

The source of Rembrandt's pupils is interesting. Leiden was a matter of catch-

as-catch-can, including the son of a neighbour, Gerrit Dou. But once in Amsterdam,

with several big commissions confirming his reputation, all Amsterdam sought

his door. After Amsterdam itself, Dordrecht provided the most significant

number of pupils and this may also explain the adherence to the Rembrandt

manner of lighting and composition by B. G. Cuypj these were Lesire, Bol, Drost,

van Hoogstraten, de Gelder. Maes, of course, finished his career in Dordrecht.

There were, of course, a sprinkling of foreign students. Keil, we have already

mentioned. Govaert Flinck came from Cleve and earned the epithet the "Kleefsche

Apelles" from Joost van den Vondel, the great Dutch poet of the time. Von
Paudiss, Marienhoff, Wulfliagen, ^Vilmann and Mayr also came from the East to

study under Rembrandt.
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In liis appraisal of particular pupils there must have come a moment when
Rembrandt decided to sever the relationship or to continue to employ the artist in

grander enterprises. Such a decision was probably not made solely on the basis of

technical ability but on his pupil's capacity to express what he termed in a letter

to Contantijn Huygens, secretary to Prince Federick Henry, on January 12, 1639,

"the greatest amount of inward emotion" (" die meeste ende die naetuereelste

beweechgelickheyt"). A vocabulary of images or a repertoire of gestures would

never be enough; the artist must succeed in expressing the inner feelings and

thoughts of those he described. In that sense he would have approved the violent

expressions of Cuyp (Nos. 34, 35) in depicting the Annunciation to the Shepherds-,

he was undoubtedly equally proud of Flinck's accomplishment in Isaac Blessing

Jacob (No. 59) of 1 638, and of de Gelder's in his Abraham and the Angels (No. 69)

of the i66o's. This suggests indeed that "history painting", that is to say the

depiction of themes of a religious, mythological and historical nature, took

intellectual precedence over portraiture or landscape, but what of the actuality?

It was an age which saw artistic needs in terms of categories—portraiture,

landscape, still-life, and history painting—indeed developed specialists who, if

need be, could undertake a work together—a fact surmised of Rembrandt and

Lievens and known in specific reference to Rubens and Breughel or van Dyck

and Snyders.

It is curious to note that Amsterdam, while possessing numerous still-life artists,

found few in Rembrandt's studio. Lievens, his Leiden associate, Flinck, Philips

Koninck, von Paudiss and Dullaert on rare occasion were producers (No. 42). Dou,

working in the Leiden tradition as established by artists such as de Heem (No. 73),

has left us a number of examples including one designed for a crate cover. Bramer

and de Poorter enjoyed the inclusion of still-life groupings v^dthin their figure

composition, such as Man in Armour with Still Life (No. 1 o 1 ) by de Poorter.

Given Rembrandt's awn proclivity to landscape which is particularly evident in

his etched work, it is a surprise to discover such a small number of painted works.

This fact corresponds to the pattern of acti^^ty of liis pupils. Koninck and Rogh-

man, who have left us some splendid landscape unmatched for breadth of treat-

ment, are colleagues rather than pupils. The former is represented in the

exhibition by the last dated landscape (1676) from his liand depicting a vista

across an enormous cultivated plain (No. 80). Roghman is represented by a

splendid mountain landscape (No. 107) displaying an impressionistic technique

that anticipates Constable and even Turner but turned in his later Italianized

period to colourful somewhat romantic mountain scenery (No. 108) for inspiration.

Portraiture in the mercantile society of Amsterdam was always in demand.

True it was not as highly regarded as history painting, but that did not affect the

outlook of an artistic world that recognized it must earn a living. In this domain,

Rembrandt established two kinds of portraits, those intended as studies or personal

souvenirs and those designed to meet the demands of a client. In this practise

his pupils followed him.

Lievens, associate of Rembrandt's youth, produced studies of a personal nature
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in liis character piece of Portrait of a Man in Profile (No. 91) and the Young

Bacchus (No. 90); in his Portrait of a Woman (No. 88) of 1650, he shows that a

Van Dyck formula apparently was more rewarding than that of Rembrandt.

When Rembrandt started to produce his forceful portraits in the 1630's such as

The Syndic of Amsterdam (No. 8), Flinck could come close to emulating him in

his Portrait of a Man (No. 62) of 1641; however, he clearly found it more

profitable by 1648 to adopt some of the elegance of Bartolomeus van der Heist in

his Portraits of a Lady and a Gentleman (Nos. 65, 64). Backer and Bol both

followed the trend towards elegance as is apparent in Backer's, Portrait ofa Lady
(No. 19) 1641, and to an even greater degree in Bol's austere magisterial figure

(No. 21) and in the Portrait ofa Nobleman (No. 22), both of the year 1659.

The Portrayal of children and young people has always been something of a

speciality. Backer, FUnck and Drost showed themselves to be among the more

adept of practitioners in the Grey Boy of Backer in the Mauritshuis, and in

Flinck's charming Girl beside a Baby Chair (No. 60) of 1640, also from the

Mauritshuis, w^hile Drost's Portrait of a Seated Girl and Boy (No. 41) is a most

sympathetic rendition. Less successful is Doomer's rare portrait, Young Couple

standing beside a Globe (No. 56) which is flawed by the introduction of the figure

of the young man. One cannot survey this subject wdthout mention of one of

Rembrandt's own masterpieces, the brilliant Portrait of Titus of about 1660

(No. 15). From the evidence of a change of composition evident in the position of

the hand on the jaw it would seem that Rembrandt painted this work without a

preliminary blocking out on the canvas. There is a pen drawing by Rembrandt

showing a young man in a similar position in the museum in Rotterdam.

The range of expression from the restrained statement of Drost in his Portrait

ofa Man (No. 39) to the romantic and dramatic Portrait ofan Actor (No. 68) by

de Gelder, makes its o\vn point as to the diversity of talent which Rembrandt

attracted to him. A similar distance separates Lesire's Portrait of a Gentleman

(No. 86), in a style close to Benjamin Gerritsz. Cuyp and Rembrandt in his Leiden

years from Nicolaes Maes late Portrait of a Scholar (No. 95) dated 1666, monu-

mental in its reduction of forms to their essentials and still reliant on a mode of

lighting stemming from Rembrandt. This portrait may represent Spinoza. In the

last three decades of his life Maes was one of the most successful recorders of

urbane society, witness the Mother and Children (No. 97). In contrast to the

courtly, decorative yet lively portrait group by Maes, consider for a moment
Rembrandt's study of a Young Woman (No. 17). Painted towards the end of the

artist's life, she seems to be the same person as the mother in the Family Group of

1668 in the Herzog-Anton-Ulrich Museum in Braunschweig. There would appear

to be no reason to associate either the Montreal or the Braunschweig pictures

with the Man with a Magnifying Glass and A Woman with a Carnation in the

Metropolitan Museum of Art, New York, and for similar reasons neither the

identification vNdth Hendricjke Stoffels or with Magdalena van Loo seems to be

tenable. Rembrandt's rendering of a family group anticipates the chromatic

colour harmonies of his pupil de Gelder and centuries later of Monticelli. The
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husband, we have probably seen previously, standing behind the officers of the

cloth guild in Rembrandt's De Staalmeesters of 1662, in the Rijksmuseum. It

further conveys the affection and warmth of a complete family relationship

emulated but not surpassed by Aert de Gelder, pupil to Rembrandt in his last

years, in the Herman Boergave Family c. 1722 in the Louvre, Paris.

Amsterdam society wanted portraiture, still-life and landscape; it was a poor

patron for religious, mythological or history painting to which the critics and

savants of the day gave first place. In the Remonstratian-Mennonite religious

milieu there were few religious commissions except for private clients; however,

in 1659 the burgomasters of the city decided to commission Govaert Flinck to

decorate the city hall, completed in 1 655 by Jacob van Campen. Flinck lived only

long enough to paint a series of water colour studies, some of which were followed

by Juriaen Ovens and are still in situ. In this project, neither Flinck nor Ovens

adhered to a Rembrandtesque style. Lievens and the great Flemish painter Jacob

Jordaens also participated in this decoration.

The theme of these murals is concerned with the rebellion of the Batavians

against Rome in 69 A.D. under the leadership of Gains Julius Civilis. That the

voice of diplomacy chose this earlier effort over the depiction of the recent struggles

against Spain and the Spanish Netherlands is understandable. After Flinck's death

in 1660, Rembrandt had been asked to paint one of these subjects, The Oath of

the Batavians to Gains Civilis popularly known as Claudius Civilis today in Stock-

holm. We have a preliminary oil bozzetto of about 1658 representing The

Negotiations between Gaius Julius Civilis and Caesius Rufus Quintus Petillius

Cerealis on the Demolished Bridge (No. 28) near Trier in 70 A.D.; Bol, confronted

with a compositional problem involving numerous figures, permitted himself, as

the pentimenti reveal, a good many changes of composition. The harsh flickering

chiaroscuro may have been derived from Tempesta; the pictorial elements are

organized close to the picture plane. This picture was never carried out in a large

scale. A similar oil sketch for the city hall by Bol The Intrepidity of Gaius

Fabricius in the Army Camp of Pyrrhus (No. 25) depicts another tale of Roman
virtue, B.C. 280. A second version is in a German private collection, and an

impressive, over life size, study for the figure of Pyrrhus (No. 26) offers some

conception of the path taken to achieve a large mural. Bol showed again a tardy

interest in classical themes in Alexander before Diogenes (No. 29) in which his

manipulation of light and dark have a sun-bathed quality that recalls Rembrandt

of the 1640's. The Peace Palace at the Hague boasts a Bol for which the Worcester

Art Museum owns the oil sketch. It is The Magnanimity of Scipio (No. 27),

Rembrandtesque in style and theatrical in setting and reminiscent of a number of

biblical scenes by Rembrandt of the late 1630s and early 1640s. Eeckhout thrice

treated this theme in the 1650s and Flinck carried out a similar scheme in his

Marcus Curius Dentatus Prefers Turnips to the Presents of the Samnites, 1656,

Elijksmuseum.

If space and scale, form and light, and colour constitute posed artistic challenges

for the artist, his resultant styles pose enigmas for the connoisseur and the
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historian. This exhibition includes a number of such problems some of which we
have touched upon. These puzzles interest us only as they represent in themselves

great achievements or help us to unlock the doors to larger questions.

If one lias any doubts that new ways of seeing and expression had touched the

core of Dutch art, compare The Entombment (No. 104) of 1607 by Jan Pynas with

The Lamentation (No. 14) of around 1660, given to Rembrandt. Pynas looked to

Venetian painting around 1 600 and particularly to Domenico Feti, the Mantuan
residing in Venice. Each is a landmark in the story of some seven generations of

artistic expression. The characterization of the holy woman at the left (No. 14)

recalls the Nun in Epinal and of the weeping St. John recalls the angel in the

St. Matthew in the Louvre, both painted by Rembrandt in 1661. The character-

ization of the young boy leaning on the cross recalls the slightly younger Titus at

his Desk of 1655 in The Boymans-van Beuningen Museum, and the Christ figure

finds a parallel in T/ie Risen Christ 0/1661 in Munich. This painting has stylistic

qualities that recall the unfinished St. Peter^s Flight from Prison (No. 58), given

to Carel Fabritius, an artist killed in 1654. The parallels lie in the way the figures

are manipulated, especially in their activation by an unseen presence outside of

the composition, and in the employment of light and shade. These are monu-

mental themes treated in a revolutionary fashion.

One of the problems that confronts todays scholar is the notion of joint author-

ship whether among equals, e.g., Rembrandt and Lievens, or among master and

assistant, e.g., Rembrandt and Bol. Under what circumstances was the work then

marketed as the work of the superior artist, the work of the lesser hand or simply

as an atelier production? Collaboration of specialists in landscape, still-life, and

figure staffage was a commonplace in the seventeenth century. More difficult to

discern and to describe is collaboration in a figure composition. The large

Lamentation (No. 14) attributed to Rembrandt is a case in pointy casting aside

certain later retouching there is the growing conviction that we see there the

work of two hands. If a date around 1660 is acceptable, virtually every well-known

pupil can be eliminated on various grounds and the mystery persists. The painting

stands at this point as a monument to Rembrandt and his unknown pupil.

The fate of Rembrandt's pupils is one of the great sagas of European painting.

Drost, the brothers Fabritius, and de Gelder seem to be on the ascendant. Eeckhout

too is being critically examined and the neglect of Maes is at an end. Bol by his

facility suffers most readily yet who would deny that his Saskia-Vanitas (No. 23) is

a portrait of great beauty? Can we ever expect to define the full legacy of

Rembrandt?

DAVID G. CARTER
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REMBR_\NDT ET SES ELE\ ES

Une exposition comme celle-ci est essentiellement un point de repere qui nous

perniet de juger la valeur de roeu\T^ peinte des contemporains de Rembrandt et

les rapports qui existaient entre eux.

Nous connaissons, grace aux recherches de Slive, J. A. Emmens et Scheller, la

place que Rembrandt occupait dans les esprits durant les seizi^me. dix-septi^me

et dix-huiti^me sikJes. Mais quelle place occupe-t-il aujourd'hui? Faut-il s'incliner

et admettre que les opinions des historiens suivent le va-et-vient des courants de

I'histoire de I'art ou bien est-il possible d'en arriver maintenant a des conclusions

definitives? Dans le second cas, il ne suffit plus, pour obtenir des resultats, de faire

appel aux connaissances esthetiques et historiques, mais il faut mettre en oeuvre

des examens de laboratoire et tenir compte des observations qui resultent du

nettoyage des tableaux. Un progres constant est assure, d'ailleurs, au fur et a

mesure que se poursuivent les etudes portant sur les artistes de I'entourage de

Rembrandt, ce qui, finalement, contribuera a eclaircir bon nombre de problfemes

touchant au medtre. Parfois il arrive que le tableau lui-meme nous donne

des informations et meme, a I'occasion, nous foiu-nisse des preuves concluantes,

comme dans le cas de la signature sur le beau Carel van der Pluym, La
Parabole des Ouvriers de la Figne (no 99), qui etait attribue a Rembrandt et

aussi dans le cas de VEsther de Rembrandt (no 9) ou du Sacrifice de \Ianoah

(no 61), de Flinck, oii des dates precises sont apparues. On a aussi eu recours a

I'examen critique et a 1'analyse du style pour confirmer les signatures qui etaient

considerees douteuses, celle de Rembrandt sur le Festin d'Esther (no 1) et celle

de Barent Fabritius sur VAgar quittant Abraham (no 53). D'autre part, des

etudes de style faites sur certains tableaux ont donne lieu a des controverses au

sujet des signatures qui apparaissent sur les Rembrandts, Le Jeune Homme d.

VEpee (no 7) et le Pay sage (no 121, que Ton a voulu attribuer a Bol et a Furnerius,

respectivement. Mais ici, nous n'avons que I'analyse du style pour nous guider.
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II est difficile d'en arriver a des decisions en s'appuyant seulement sur le style

car dans bien des cas, et certainement dans celui de Rembrandt, nous n'avons pas

toutes les donnees .requises; c'est pourquoi nous voyons, par exemple, que les

erudits n'arrivent pas a se mettre d'accord sur I'attribution du Festin d'Esther

(no i) et, tour a tour, I'attribuent §i Rembrandt ou a Lievens. Comment peut-on

etablir, entre les oeuvres authentiques de Rembrandt et celles de ses elfeves, une

distinction precise qui nous permette de mieux comprendre la portee de I'oeuvre

de I'un et des autres.

Ce serait bien facile s'il y avait une difference de quality apparente. On connait

I'histoire de certains tableaux attribues a Rembrandt qui, a la suite d'un nettoyage

revelent la signature d'un elfeve jusqu'alors sous-estim^. II faut pourtant nous

souvenir du grand nombre de tableaux du maitre oCi le thfeme est rendu avec une

grande precision mais dont la qualite esthetique n'est pas transcendante; sans

doute etaient-ils commandes surtout pour leur contenu didactique,

W. von Bode, Bredius, C. Hofstede de Groot et W. R. Valentiner ont attribue a

Rembrandt un grand nombre d'oeuvres, mais au cours des annees 1920, on a vu

J. van Dyke assurer qu'ils ^taient de la main de certains ^Ifeves. A I'heure actuelle,

les travaux de K. Bauch, H. Gerson, J. Rosenberg, S. Slive et R. Haak semblent

devoir apporter de nouvelles lumiferes. Le Centre de recherches sur Rembrandt

cr^^ par le gouvernement hollandais recueillera sans doute une importante

information technique qui aidera les erudits a tirer des conclusions plus definitives.

Bien sur, faut-il tenir compte des donnees deja acquises mais nous devons etre

prets a reviser nos jugements lorsqu'apparaissent des peintures jusque-la peu

connues ou meme inconnues, ou lorsque sont mis a jour des elements nouveaux

dans le developpement d'un artiste. Mentionnons ici le cas de la decouverte a

Worcester d'une version inconnue du Saint Barihelemy de Rembrandt dont une

reprise, dans la collection Friedsam, au Metropolitan Museum of Art de New
York a ete frequemment reproduite. Des rapports moins evidents existent entre

certaines variantes et repliques de tableaux de la premiere etape du maitre.

Examinons le portrait de Rembrandt par lui-meme (no 5), dans la collection

Cevat et la version plus grande qui se trouve a Kassel et une troisifeme version qui

appartient a Sir John Heathcoat Amory de Bart, sans oublier le petit Autoportrait

de la Alte Pinakothek, de Munich. Tous ces tableaux, il faut les etudier, non

seulement en raison de leur veracite, mais aussi en tant qu'essais pour

determiner les proportions et les effets de lumifere. A ce propos, mentionnons le

Portrait de Rembrandt (no 18), de la Galerie Nationale du Canada et I'autre

Autoportrait (no 10) de Woburn Abbey. Sont-ils du meme auteur? Ou s'agit-il,

dans le cas de la toile d'Ottawa, d'un ^Ifeve fort dou^, peut-etre Govaert Flinck?

Comment faut-il comprendre les rapports entre Rembrandt et ses elfeves? On
pourrait, a la rigueur, chercher a Etablir I'importance de ceux-ci en les consid^rant

comme des artistes ind^pendants. Bon nombre d'historiens de I'art ont adopts ce

point de vue et ont public d'interessantes monographies sur Jacob A. Backer,

Gerrit Dou, Barent Fabritius, Govaert Flinck, Aert de Gelder et Nicolaes Maes.

D'autre contemporains de Rembrandt ont aussi fait I'objet de livres et c'est ainsi
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que nous trouvons des ouvrages sur Philips Koninck, Leonard Bramer et sur le

maitre de Rembrandt, Pieter Lastman et sur certains autres dont les oeuvres ne

figurent pas dans cette exposition. Cependant, malgr^ toute cette documentation,

a laquelle s'ajoutent un grand nombre d'articles, nos connaissances sont encore

bien incompletes. Mais, en d^pit des omissions inevitables, nous savons que

nombreux sont les eleves et les collfegues de Rembrandt qui jouissaient de I'estime

de leurs contemporains et conservent encore la faveur des connaisseurs.

Quand on etudie les rapports entre Rembrandt et ses elfeves, on ne doit pas

oublier que le maitre peut s'enrichir au contact de I'eleve et que I'eleve, a son

tour, subit d'autres influences que celle de son maitre. Rembrandt lui-meme,

quand il etait elhve de Swanenburg cherchait d'autres sources d'inspiration et

pendant son association avec Lievens se soumit a d'autres courants. La serie des

cinq sens (nos 2—5) ne s'explique, d'ailleurs, que par la connaissance qu'avait

Rembrandt des travaux d'Adrian Brouwer. On salt egalement que Barent Fabritius,

un des eleves du maitre, s'inspira du tableau de Jan Pynas (1615) a Aix-la

Chapelle, pour son ylgar quittant Abraham (no 53) peint vers 1650. I^e fait

d'etudier sous la direction de Lastman n'empecha pas Rembrandt d'absorber I'art

des fr^res Pynas, les styles en vigueur a Utrecht et dans les Flandres et les hauts

faits de I'art italien. Un atelier permet en outre aux eleves de s'influencer les uns

les autres. II est parfois difficile de juger de la nature de ces echanges, comme dans

le cas de Flinck et d'Eeckhout ou la ressemblance se borne au style et rarement au

choix de sujet.

II est aussi fort interessant de suivre le vocabulaire pictural tel qu'il est

recueilli par Rembrandt et ensuite transmis a ses elfeves. La Lapidation de saint

Etienne (no 103), de Jacob Pynas, nous fournit des indications a ce sujet. Meme
s'il n'en fut jamais I'eleve, Rembrandt, de toute evidence, connaissait bien

I'oeuvre de ce peintre, comme le prouve son Martyre de saint Etienne, de 1625, a

Lyon ou il a recours a une composition repetant sensiblement celle du Pynas de

1617. Rembrandt continue d'assimiler et de transformer le langage pictural de

son epoque et il convient d'examiner sa petite eau-forte de 1635 (Boon 112) qui

reproduit certaines figures importantes du beau dessin du meme sujet par

Samuel van Hoogstraten, dans la collection de Minneapolis Art Institute. D'autre

part, VAutoportrait (no 24) de son elfeve, Ferdinand Bol, se place a la fin d'une

serie d'images que Ton peut suivre a travers des portraits similaires dans les

musees de Springfield et de Los Angeles. Cette oeuvre de Bol, il faut la voir dans

ses rapports avec VAutoportrait de Rembrandt a la National Gallery de Londres,

peint en 1640, et avec I'eau-forte du maitre, datee 1639 (Boon 149), qui derivent

tous deux de VArioste du Titien et du Baldassare Castiglione de Raphael. Dans

ces circonstances, il convient de se demander si le portrait de Rembrandt peint

par Flinck qui se trouve dans la collection de Girardet a Kettwig fut le r^sultat

d'un hommage rendu a son maitre par I'eleve ou si ce dernier voulait simplement

montrer a un ancien collogue, en I'occurence Bol, comment il faut peindre un

tableau de ce genre.

Rembrandt, nous le savons maintenant, est I'un des grands g^nies que
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I'humanit^ a produits, mais ses ^Ifeves et associ^s ne le consid^raient pas seulement

sous cet aspect. lis se posaient certainement des questions d'ordre pratique et se

demandaient quelle etait la qualite de son enseignement et dans quelle mesure le

travail dans I'atelier du maitre leur assurerait les connaissances et la technique

necessaires pour devenir de boris peintres et faire, par la suite, une carribre

profitable. Le cas d'Aert de Gelder est particuliferement frappant: il se souniit

presque totalement a I'influence de Rembrandt et decida de continuer dans cette

voie pourtant si contraire a la mode du jour, ce qui le fit tomber dans un oubli

temporaire aprfes sa mort. Son tableau Abraham et les Ajiges (no 69), non seule-

ment s' inspire de la composition de Rembrandt, portant le meme titre, qui se

trouve aujourd'hui a Rotterdam, mais encore est un geste d'hommage sur le

plan esthetique au chef-d'oeuvre du maitre, Claudius Civilis, 1661, qui avait ete

destin^ a I'Hotel de Ville d'Amsterdam. Certains peintres comme Samuel van

Hoogstraten firent des etudes serieuses et poussees cliez Rembrandt mais, par la

suite, abandonn^rent son style et ses id^es. Ce changement devient Evident si Ton

compare son oeuvre de jeunesse Jeune Femme au Repos (no 75) a son Interieur

hollandais en Trompe-V Oeil (no 74), peint en 1663, qui revMe son interet pour

les lois de I'optique.

Deux autres problfemes qu'il convient d'^claircir sont celui de la quality meme
des peintres qui ont regu I'enseignement de Rembrandt et celui du jugement que

IX)rtaient sur eux leurs contemporains. Bon nombre d'entre eux ont acquis une

haute reputation, mais certains ne d^passferent pas le niveau de I'imitateur

prosaique et pedant. Le charme d'un MarienhofF est-il du au hasard et sa

reputation tient-elle uniquement de sa version du tableau de Rembrandt, La
Compagnie du Capitaine Banning Cocq? Michael \A'ilmann etait-il un peintre

serieux ou I'un des nombreux jeunes gens qui venaient s'amuser dans I'ambiance

m^tropolitaine d'Amsterdam? Que faut-il penser du peintre Bernhard Keil qui,

durant son voyage vers le sud, a passe deux ans dans I'atelier de Rembrandt?

Malgr^ cela, il adopte, dans sa maturite, un style fort different, comme on peut

I'observer dans La Parabola des Travailleurs dans une Vigne (no '^'^) et I'oriente

vers la mode de I'ltalie septentrionale. On remarque frequemment que le progrfes

de I'eleve s'arrete au niveau du maitre, ce qui peut expliquer les poses plutot

rigides des personnages dans les toiles de Jacob van Spreeuwen et quelquefois dans

celles de Willem de Poorter. Cela est sans doute du aux conseils de Rembrandt

qui, a Leyde et pendant les premieres annees de son s^jour a Amsterdam, n'avait

pas encore atteint la plenitude de son genie. Si nous examinons la Bellona (no 6)

peinte par Rembrandt en 1633, ce qui nous frappe, c'est I'air de matrone du sujet

qui se combine mal avec les armures exotiques dont I'affuble I'artiste. \JEsther

(no 9) de la Galerie Nationale du Canada, par contre, est un tableau r^ussi.

Cette oeuvre a, sans doute, servi d'inspiration a de Poorter quand il peignit

Sophonisbe Buvant le Poison (no 100).

Rembrandt avait a r^soudre un problfeme qui se pose encore k tous les amateurs

de peinture hollandaise. Quels etaient les elfeves capables d'inspiration et de progrfes?

Pour le maitre, le problfeme n'etait pas seulement esthetique mais ^conomique et
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pedagogique. Rembrandt conduisait ses affaires selon I'usage du temps. En Italio

et en France, les artistes contemporains fondaient des academies, tandis quo dans

la plupart des villes hollandaises, meme dans celles oii existaient des academies

naissantes, la coutume traditionnelle etait de rigueur et tout jeuno homme
cherchant a devenir un artiste devait d'abord se faire accepter dans I'atelier d'un

maitre. Nous savons maintenant que Rembrandt preparait un plan financier

precis pour ses etudiants. Des regus au nom d'Isaac de Jouderville nous le con-

firment. lis representent les honoraires annuels qui se chiffraient a lOO florins.

De Jouderville est represente dans I'exposition par le tableau Intericur cVune

Cuisine (no 76) qui est le reflet de I'experience obtenue avix cotes du maitre,

a Leyde.

II convient de se demander ce qu'etait I'atelier de Rembrandt. S'agissait-il de

I'institution traditionnelle telle que la preconisaient les guildes ou etait-ce une

version amelioree de I'etablissement mene par son contemporain, le grand peintre

flamand Pieter Paul Rubens, a Anvers? Comment comparer I'atelier de Rem-
brandt avec celui de I'academicien Abraham Bloemaert a Utrecht? Ces com-

paraisons s'imposent non seulement en raison de la grande reputation de ces

maitres, mais a cause du nombre de leurs elfeves. Rembrandt ne fut jamais un

homme d'affaires averti et il semble qu'il a simplement suivi les coutumes de son

epoque dans I'organisation et la direction de son atelier. Quelques documents

epars provenant des archives nous donnent des indications sur sa facon

de proceder. De plus, il est evident qu'il existe des comparaisons possibles

entre I'atelier de Rembrandt et celui de Rubens, ce maitre brasseur

d'affaires.

Rembrandt ne s'ecarte jamais des rfeglements de la guilde et il respecte les

normes du travail en vigueur a I'epoque. La plupart de ses elfeves travaillaient

quelques annees a I'atelier avant de s'etablir comme artistes independants. La

duree de leur sejour, en depit de tout ce qui a ete dit par la suite, est un temoignage

eloquent de I'estime dont jouissait Rembrandt auprfes de tous les aspirants

artistes de son epoque. N'eut-il pas plus de cinquante elfeves? En theorie, seul

Lastman aurait droit de se considerer un maitre plus important car lui, il eut

parmi ses elfeves et Lievens et Rembrandt. Sa gloire est d'avoir forme le plus

grand artiste de la Hollande.

Pouvons-nous comparer le fonctionnement d'un atelier au dix-septifeme si^cle,

en general, et en particulier celui de Rembrandt, a ce qui existe aujourd'hui? Quel

role y jouaient le dessin et la gravure? Rembrandt lui-meme nous a laisse des

autoportraits au crayon, a I'eau-forte et a I'huile^ un paysage, celui du Musee de

Montreal (no 12) existe aussi dans ces trois versions. En effet, 11 y en a un dessin

a Berlin et une pointe sfeche (no 12a), a Boston. Dans ce dernier cas, le meme
motif a ete repris par un autre artiste puisqu'il existe une esquisse de cette com-

position par Philips Koninck, dans la collection de M. Frits Lugt, a Paris. En

d'autres mots, on faisait des etudes preparatoires, mais a quoi servaient ces

gravures? Deux elfeves, Joris van Vliet et VVenceslas Hollar se consacraient a la

gravure et il est possible de croire que Rembrandt ait eu I'intention de preparer
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van Vliet a la constitution d'archives au nioyen de la reproduction grav^e des

oeuvres. Rubens avait, dans ce sens, indique la voie. II est Evident que Rembrandt,

tout autant que Rubens, etait au courant de la grande popularite de la gravure en

Italic, mais depassant de loin les intentions de Rubens, il crea un oeuvre grave

monumental jamais egale depuis. '

I^es artistes avaient abandonne progressivement I'emploi des livres de motifs, si

caracteristiques du moyen age, pour se tourner vers les illustrations academiques

comme celle que publiait le peintre Abraham Bloemaert d'Utrecht. Ces livres

etaient dissemines un peu partout. II faut citer ^galement certains albums

abordant des sujets assez particuliers, comme ceux de Jacob Marellus consacres

a I'etude des tulipesj mais ces livres n'etaient evidemment pas congus pour des

fins exclusivement artistiques. A travers toute I'Europe done, les artistes em-

pruntaient dans les gravures des figures individuelles ou des groupes pour les

incorporer dans leurs propres oeuvres. C'est ainsi que les elfeves de Rembrandt

trouvaient tout naturel de puiser dans les oeuvres de leur maitre ou d'autres

artistes, des idees pour leurs dessins, leurs gravures ou leurs tableaux. Disons en

passant, qu'a part les elfeves de Rembrandt, Abraham Furnerius, Lambert

Doomer et Const antijn van Ren esse sont connus aujourd'hui surtout en raison de

leur oeuvre grave. De meme que les artistes de nos jours s'attachent a un certain

style, les artistes de I'epoque baroque accordaient leur preference a un nombre

limite de themes bien precis. La figure individuelle ou le groupe devenaient les

elements d'un vocabulaire dont I'interpretation dependait de la puissance

expressive de chaque artiste.

Deux tableaux, /e Sacrifice de Manoah (no 61) peint en 1640 par Flinck et

VAnge quittant Tobie et sa Famille (no 113) de Victors, constituent une demon-

stration presque classique de la permanence d'un motif, en I'occurence, un ange.

Pris sur le vif, I'ange est vu de derrifere dans I'execution d'un mouvement ascen-

dant. II est e^adent que les deux artistes ont emprunte cette figure d'un tableau

de Rembrandt de 1657 qui se trouve maintenant au Louvre. De son cote, Rem-

brandt savait tirer profit de ses rencontres avec des motifs interessants, car lui-

meme avait emprunt^ cet ange a une gravure sur bois du meme sujet que

Martin van Heemskerck avait execut^e en 1563. II est possible d'affirmer que,

parmi les el^ves de Rembrandt et chez le maitre lui-meme, il existait une espfece

de culte dont I'objet etait de donner une expression physique des anges. Les anges

assistent generalement aux evenements qui accompagnent une decision ou un

choix. Ces interpretations trfes personnelles des situations bibliques proviennent

des idees mennonites et jansenistes chores a Rembrandt. La tradition artistique

dont Rembrandt tirait son inspiration s'etendait a Elsheimer et Lastman. Or, dans

le Sacrifice de Manoah (no 85) de ce dernier, date en 1627, on remarque un ange

traite selon le gout italo-flamand et ce motif persiste dans un autre dessin de

Lastman acheve par Rembrandt (public par 0. Benesch, No. 474 dans son

catalogue raisonn^ des dessins de Rembrandt). L'annee 1642 nous apporte le

fort beau GedSon et VAnge (no 44) par Eeckhout, dont il existe un dessin a la

plume et a I'aquarelle au musee Herzog-Anton-Ulrich de Braunschweig. Une fois
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de plus, on constate un exnprunt artistique fait ci Rembrandt, bien que Eeckhout

ait souvent cherch^ directement ses id^es chez Lastman. Un dessin ci la plume, le

numero 56 du catalogue de M. D. Henkel des dessins du Rijksmuseum, semble en

etre la source. Dans une peinture attribuee a Barent Fabritius (no 52), I'ange est

plac^ de la menie manifere, devant I'autel, mais Gideon apparait sous I'aspect d'un

personnage en prifere baissant devotement les yeux et la tete.

Les lois de la peinture figurative et le gout d'une soci^t^ fi^re de son succfes

materiel, voila ce que devait satisfaire I'artiste hollandais du dix-septifeme sifecle.

On admirait surtout certains sujets bien determines et un style qui }X)uvait

s'accorder avec le progrfes connnercial. Si le peintre d^cidait de lui-meme de se

consacrer a la nature morte ou au paysage ou aux deux genres a la fois, il

n'^tait cependant pas libre de choisir le chemin qui m^ne a la competence pro-

fessionnelle. Une fois devenu apprenti, I'aspirant devait se soumettre au systfeme

en vigueur qui commengait par le dessin pour passer ensuite aux etudes a I'huile

et finalement a la preparation de modules pour les projets a grande ^helle

auxquels il coUaborait sous la direction du maitre. En ce qui concerne le fonction-

nement des ateliers, il existe des dessins de Rembrandt, Constantijn van Renesse,

Sweerts et autres depeignant des classes de modules vivants. Ceci peut etre

corrobore par un grand nombre d'esquisses faites d'apr^s modMe par Rembrandt,

Eeckhout, Flinck, Backer et autres. Dans certaines compositions on apergoit aussi

des moulages qui faisaient partie de I'ameublement des ateliers: Andries Pels, dans

un pofeme ecrit en 1680, confirme que Rembrandt et ses elfeves dessinaient et

peignaient sur le vif sans idealiser le sujet, car I'auteur se plaint de I'absence de

principe pouvant guider ses activites. Ni Rembrandt ni ses el^ves n'avaient

recours a des supports aux formes capricieuses comme c'est parfois le cas de nos

artistes contemporains, car ils devaient s'en tenir aux limites que leur imposait la

technologie artistique de leur temps.

Les artistes du dix-septi^me sifecle ne pouvaient pas se procurer de la couleur

preparee en Industrie, il fallait la broyer dans I'atelier et c'etait les apprentis qui

s'en chargeaient. Quand Dou, Eeckhout et d'autres commen^aient leur stage chez

Rembrandt a I'age de 10 a 14 ans, ils debutaient par ces taches fondamentales de

fabrication. Les vernis n'avaient pas non plus une qualite uniforme et c'esl

pourquoi il n'y a pas lieu d'etre surpris quand on rencontre certaines experi-

mentations techniques. II y a quelques annees, le Laboratoire national a Bruxelles,

en collaboration avec la Republique Federale Allemande, a entrepris un examen

technique de 20 tableaux par Rembrandt et ses ^Ifeves. On s'est aper^u que neuf

de ces tableaux avaient ete peints sur un enduit trbs sp^ialj cet enduit contenait

du kaolin qui est une terre glaise employee en c^ramique. Feu Paul

Coremans qui etait a I'^poque directeur du Laboratoire des Musses de Belgique,

fit I'observation que les tableaux peints sur I'enduit au kaolin ^taient dat^s de

I'epoque de la renaissance de I'industrie de la porcelaine hoUandaise (la porcelaine

de Delft). II est permis de croire qu'il existait un contact entre les diverses

disciplines artistiques et que Rembrandt ne craignait pas de faire I'essai de

produits nouveaux. La decouverte de jaune de plomb ^tain que fit M. Hofstete de
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Stuttgart dans huit des vingt tableaux d^ja mentionn^s, et la presence de la

m^me substance deceive par M. Ruggles dans VEsther (no 9) de Rembrandt,

prouvent que celui-ci se servait d'une couleur qui n'etait plus en usage au dix-

huitifeme si^cle. Jusqu'en 1634 Rembrandt employait comme support a ses

tableaux, des panneaux de bois; pai* la suite, il se servit de toile. Cette preference

s'est d'ailleurs manifest^e dans les Flandres ou Rubens et Jordaens ont egalement

pass^ a la toile. II est a noter que la plupart des ^l^ves de Rembrandt ont, a certains

moments, peint sur panneau et certains d'entre eux, comme Dou, de Poorter

et Doomer, semblent avoir prefere le bois.

Devant la quantity d'oeuvres de Rembrandt, il convient de se demander si un

certain nombre d'entre elles ne sont pas le produit d'un systfeme d'atelier similaire

a celui que dirigeait son contemporain flamand, Pieter Paul Rubens. Dans les

grandes lignes, il faut repondre par I'affirmative. Rembrandt se souciait fort de

maintenir un style personnel dans toutes les oeuvres produites a son atelier, car

il ^tait entendu que le maitre avait le droit de vendre les oeuvres de studio cr^ees

par ses elfeves, L'historien de I'art, de nos jours, considfere moins I'oeuvre de

I'artiste comme un ph^nomfene de generation spontan^e que comme le r^sultat

des influences qui le pr^cfedent et qui I'accompagnent. Les recherches recentes de

Jan Veth, Fritz Saxl et Sir Kenneth Clark, demontrent que I'ltalie classique

projette une ombre puissante sur I'inspiration de Rembrandt. Vitale Bloch nous

indique que beaucoup de ces sources italiennes ^taient facilement accessibles,

ayant et^ v^hiculees par certains artistes hollandais comme Lucas van Leiden. II

faut tenir compte Egalement de Texp^rience que Rembrandt acquit sous la

direction de Lastman qui avait une profonde admiration pour Michel-Ange,

Raphael, V^ron^se et le Dominicain. Tout cela est fort apparent dans le Saint

Mathieu (no 84) de 1613. Selon I'examen de Bloch des rapports maitre-^lfeves, il

apparait que le style de Rembrandt et ses conceptions esth^tiques etaient deja

formes quand il s'incrivit a I'atelier de Lastman. D'autre part, et on en fait

souvent la remarque, le style des elfeves de Rembrandt suivait de prfes celui du

maitre pendant qu'ils Etaient sous sa tutelle. II ne fait pas de doute que I'atelier

devait produire des oeuvres de bonne quality, ex^cutees dans la technique la plus

parfaite possible 5 Rembrandt ne cherchait pas a d^velopper des virtuoses mais se

limitait a mener une affaire. Dans ce sens, dfes que ses elfeves s'apercevaient d'un

changement de style ou de specialisation dans un genre donn^, comme par

exemple, le portrait, ils adoptaient ce changement dans la mesure ou il ne violait pas

leur sens esth^tique et leur donnait au contraire des mobilites artistiques accrues.

L'origine des ei^ves de Rembrandt est curieuse. A Leyde, I'atelier ^tait ouvert

ci tout venant et admettait jusqu'au fils d'un voisin, Gerard Dou. II n'en fut pas

de m^me a Amsterdam quand les grandes commandes vinrent confirmer

la reputation de Rembrandt et que tout le monde cherchait a se faire

admettre. Aprfes la ville d'Amsterdam, ce fut Dordrecht qui fournit le plus grand

nombre d'^lfeves et ceci explique peut-6tre que le style de leur concitoyen Cuyp,

ne s'eioigne pas souvent de la composition et du jeu de lumifere a la manifere de

Rembrandt, bien qu'il n'ait pas ^tudi^ avec lui. Parmi les eifeves de Dordrecht on
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distingue Lesire, Bol, Drost, van Hoogstraten, de Gelder, Maes, qui, d'ailleurs,

termina sa carrifere dans cette ville. II y eut egalement un petit nombre d'^tudiants

etrangers; Keil, dont nous avons deja parl^, Govaert Flinck, qui vint de Clfeves et

fut m^me surnomme "I'Appelle de Cloves" par Joost van den Vondel, le grand

pofete hollandais de I'^poque. Von Paudiss, Marienhoff, Wulfhagen, Wilmann et

Mayr vinrent de trfes loin pour etudier chez Rembrandt.

A certains moments, Rembrandt devait juger ses elfeves, surtout s'il devait

decider de s'en s^parer ou de leur confier des taches plus importantes. Ses

decisions ne d^coulaient pas exclusivement du degre d'habilet^ technique de I'^lfeve

mais dependaient egalement du talent d'exprimer ce que Rembrandt d^finit dans

une lettre a Constantijn Huygens, secretaire du Prince Frederick Henry, le

12 Janvier 1639, comme "I'intensit^ de I'^motion la plus intime" (die meeste ende

die naetuereelste beweechgelickheyt). II n'etait pas suffisant d'avoir un vocabulaire

et un repertoire d'images et de gestes^ I'artiste devait pouvoir traduire les senti-

ments profonds et les pensees des etres qu'il peignait. Rembrandt aurait certaine-

ment approuv^ les expressions violentes de Cuyp quand il d^peint VAnnonciation

aux Bergers (nos 34, 35) et il a certainement regarde favorablement I'ex^cution

de VIsaac benissant Jacob (no 59) de Flinck, date de 1638, de meme que VAbraham
et les Anges (no 69) de de Gelder, peint en 1660. Tout cela indique que la

"peinture historique", c'est-a-dire, la representation des themes religieux,

mythologiques et historiques, ^tait consid^ree plus importante que le portrait ou le

paysage. Les besoins artistiques de I'epoque r^clamaient les genres suivants: le

portrait, le paysage, la nature morte et la peinture historique. II y eut mdme des

specialistes qui, le cas echeant, collaboraient a une oeuvre, comme il est arriv^ dans

le cas de Rembrandt et de Lievens et certainement aussi entre Rubens, d'une part,

et Breughel, van Dyck ou Snyders, de I'autre.

Amsterdam poss^dant de nombreux peintres de natures mortes, il est assez

etrange que seuls quelques-uns aient pris le chemin de I'atelier de Rembrandt.

Lievens, son associe de Leyde, Flinck, Philips Koninck, von Paudiss et Dullaert

pratiqu^rent parfois ce genre (no 42). Dou, fidfele aux enseignements de Leyde

etabUs par des artistes tels que de Heem (no 73), a aussi fait de la nature morte et

Ton a retrouve I'une d'elles sur le couvercle d'une caisse. Bramer et de Poorter

s'amusferent a grouper des natures mortes dans des tableaux comme VHomme it

VArmure avec Nature morte (no loi) de de Poorter.

Quant au paysage, on constate avec etonnement que Rembrandt qui en a

dessin^ tant, comme le prouve son oeuvre grave, en a pourtant peint bien peu. On
peut egalement noter cette raret^ du paysage chez ses ^l^ves. Koninck et Rogh-

man qui ont laisse de splendides paysages, dont I'ample facture reste in^gal^e

etaient plutot des collogues que des el^ves. Cette exposition pr^sente une oeuvre

de Koninck, son dernier paysage (no 80) dat^ de 1676 qui represente une immense

plaine cultivee (no 80). De Roghman, I'exposition renferme un splendide

paysage montagneux (no 107). Sa technique impressionniste devance Constable

et meme Turner. Plus tard, dans sa p^riode italienne, il se distingue par des

paysages de montagnes romantiques et colores (no 108).
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Le portrait, d'autre part, ^tait fort recherche dans la commer^ante Amsterdam.

Bien sur, ce genre ne jouissait pas de la meme estime que la peinture historique,

mais ceci n'empechait pas les artistes de s'y adonner car ils voyaient Ici un moyen

efficace de gagner leur vie. Rembrandt peignait deux sortes de portraits, ceux qui

etaient des Etudes ou qu'il voulait donserver a titre de souvenirs personnels et

ceux qu'il ex^utait selon le gout de ses clients. Ses ^Ifeves le suivirent dans cette

voie.

Lievens, le compagnon des jeunes ann^es de Rembrandt, incorpore des etudes

d'un caractbre fort personnel dans sa composition de genre. Portrait (Tun Homme
vu de Profil (no 91 ), et dans le Jeune Bacchus (no 90). Dans son Portrait d'une

Femme (no 88), de 1650, il adopte la mani^re de Van Dyck qui etait, apparem-

ment, plus rentable que celle de Rembrandt. Quand Rembrandt commence de

produire ses puissants portraits des annees 1630, entre autres celui du Syndic

d'Amsterdam (no 8), Flinck fut bien pres de I'^galer avec son Portrait d'un

Homme (no 62), de 1641.

Cependant, vers 1648, Flinck pref^ra IVMgance de style d'un Bartolomeus van

der Heist pour ses portraits d'une Dame et d'un Gentilhomme (nos 63, 64).

Backer et Bol sacrifi^rent aussi a cette mode. On le constate deja dans le Portrait

d'une Dame (no 19), dat^ de 1641 de Backer, mais a un degr^ beaucoup plus

Irappant dans I'aust^re et magistrale figure du John Herron Museum of Art

(no 2i) et dans le Portrait d'un N^oble (no 22), tons deux peints en 1659.

I.e portrait d'enfants et de jeunes gens a toujours ete une sp^ialite. Backer,

Flinck et Drost furent parmi ceux qui s'y adonnferent avec le plus de succes. Le

Gargon en Gris de Backer, au Mauritshuis, le charmant portrait de Flinck, dat^

de 1640, Jeune Fille pres d'une Chaise (no 60), egalement au Mauritshuis et le

Portrait d'une jeune Fille et d'un Gargon (no 41) de Drost sont des compositions

fort attachantes. L'un des rares portraits de Doomer, Jeune Couple debout h c6te

d'un Globe (no 56) est moins r^ussi, peut-etre a cause de I'addition d'une figure

de jeune homme. Lorsque I'on traite de ce sujet, on ne peut passer sous silence

I'lm des chefs-d'oeuvre de Rembrandt, son splendide Portrait de Titus (no 15),

peint vers 1660. Le changement dans la composition, visible dans la position de la

main sous le menton, indiquerait que Rembrandt peignit cette oeuvre sans en

faire d'abord une ebauche sur la toile. Le musee de Rotterdam possMe un dessin

a la plume de Rembrandt, montrant un jeune homme dans la meme position.

Des oeuvres aussi diff^rentes que le sobre Portrait d'un Homme (no 39) de

Drost et le romantique et dramatique Portrait d'un Acteur (no 68) de de Gelder

illustrent bien la diversite des talents que Rembrandt attirait a lui. Le Portrait

d'un Gentilhomme (no 86) de Lesire s'apparente au style de Benjamin Gerritsz.

(>uyp et a celui de Rembrandt dans ses annees de Leyde, mais se trouve au ])61e

oppose du Portrait d'un Philosophe (no 95), d'un autre ^l^ve de Rembrandt,

Nicolaes Maes. Ce portrait dat^ de 1 666, qui representerait Spinoza, ou les formes

sont r^duites k I'essentiel et ou I'^l^ment principal est la lumifere, s'inspire d'autres

aspects de I'art de Rembrandt. Maes, dans les trente derni^res annees de sa vie,

s'appliqua k capter les scenes de la vie urbaine. La toile Mere avec deux Enfants
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jouant dans un Pare (no 97) en est un exeniple. Contrastant fortement avec le

portrait de groupe peint par Maes dans un style ceremonieux et decoratif, mais

tout de menie vivant, nous trouvons I'etude de Rembrandt Jcime Femme (no 17).

Peinte vers la lin de la vie du maitre, elle semble repr^senter la meme personne

qui servit de module au personnage de la mere dans le Portrait de Famille peint

vers 1668, de la collection du Herzog-Anton-Ulrich Museum de Braunschweig.

II n'y a pas lieu, cependant, d'associer la toile de Montreal, pas plus que celle de

Braunschweig avec VHomme a la Loupe et La Femme a I'Oeillet du Metropolitan

Museum of Art de New York, comme on ne peut plus identifier la jeune femme
de I'etude avec Ilendrickje Stoffels ou Magdalena van Loo. Le Portrait defamille

dont nous venons de parler se distingue, par ses harmonies chromatiques de

couleurs qui laissent prevoir celles qu'emploiera plus tard de Gelder et, quelques

si^cles plus tard, Monticelli.

Ajoutons que le mari dans ce groupe de Braunschweig est certainement le

meme personnage que Ton trouve debout derriere les officiers de la guilde des

drapiers dans De Staalmeesters, de 1662, de la collection du Rijksmuseum. Aert

de Gelder, le dernier eleve de Rembrandt a tente de rendre I'affection et la

chaleur qui existent au sein de la famille dans La Famille Herman Boergave, peint

vers 1722, de la collection du Louvre, mais n'a pu atteindre les memes r^sultats

que son maitre.

La soci^te d'Amsterdam commandait force portraits, natures mortes et paysages,

mais dedaignait les sujets religieux, mjthologiques ou historiques auxquels, par

contre, critiques et savants accordaient la premiere place. Dans ce milieu

remontrant-mennonite, seuls quelques clients particuliers commandaient des

peintures religieuses. Cependant, en 1659, ^^^ bourgmestres de la ville deman-

derent a Govaert Flinck de decorer I'Hotel de Ville acheve en 1655 par Jacob van

Campen. Flinck vecut seulement le temps de completer une serie d'etudes a

I'aquarellej Juriaen Ovens en utilisa quelques unes qui sont encore sur place. Ni

Flinck, ni Ovens n'adopt^rent pour la decoration, le style de Rembrandt. Lievens

et le grand peintre flamand, Jacob Jordaens, participerent egalement a ce travail.

Ces grandes peintures murales devaient representor la rebellion des Bataves, sous

le commandement de Gains Julius Civilis, contre Rome, en I'an 69 de notre fere.

Les raisons diplomatiques qui motivferent le choix de ce sujet antique plut6t que

les revokes recentes contre I'Espagne et la Hollande espagnole sont faciles a

comprendre. Aprfes la mort de Flinck, Rembrandt peignit I'un des tableaux, Le

Serment des Bataves a Gaius Civilis. Cette toile, maintenant a Stockholm, est

gen^ralement connue sous le titre de Claudius Civilis. Nous exposons egalement

un croquis a I'huile de Ferdinand Bol, execute vers 1658 et intitule Les Pour-

parlers entre Gaius Julius Civilis et Caesius Rufus Quintus Petillius Cerealis sur le

Pont demoli (no 28), pont situe pres de Treves ou les discussions auraient eu lieu

en I'an 70 de notre ere. Bol, a cause du grand nombre de personnages a mettre

en scfene, avail a faire face a d'enormes difficultes de composition qui I'obligferent

a faire de nombreux changements, ainsi que le revfelent les repeints. Quant a la

violence du clair-obscur, elle s'inspire, sans doute, de I'art de Tempesta. Du point
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de vue pictural, cette esquisse pr^sente un interet r^elj cependant, elle ne fit

jamais le sujet d'une grande toile. Un semblable croquis a I'huile ex^cut^ par

Bol pour I'Hdtel de Vllle et intitule UIntrepidite de Gaius Fabricius an Camp de

Vj4rmce de Pyrrhiis (no 25) decrit un,e autre legende du courage roniain survenue

vers 280 av. J.C. II en existe une autre version dans une collection particulifere en

Allemagne et une etude magistrale, plus grande que nature, de la figure de

Pyrrhus (no 26) nous renseigne sur la manifere dont on execvitait les grandes

peintures murales. Bol niontre un interet tardif pour les sujets classiques dans son

oeuvre Alexandre devant Diogene (no 29) dans laquelle le jeu de la lumifere et de

I'ombre rappelle le Rembrandt des annees 1640. Le Palais de la Paix a La Haye

estfierde posseder un Bol dont le croquis a I'huile est au Worcester Art Museum.

C'est La Magnanimite de Scipion (no 27), tout a fait rembranesque de style et

th^atral de conception qui rappelle les nombreuses scenes bibliques que Rembrandt

peignit entre les annees 1635 et 1645. Eeckliout traita ce th^me a trois reprises

au cours des annees 1650 et Flinck aborda le meme sujet dans son Marcus Curium

Dentatus preferant des Navets aux Presents des Samnites, 1656, de la collection du

Rijksmuseum.

Si I'artiste doit maitriser I'espace, la dimension, la forme, la lumi^re et la

couleur, le connaisseur et I'historien doivent ensuite resoudre les mystferes des

styles, produits de ces facteurs. Cette exposition renferme un bon nombre de

myst^res de cet ordre et nous en avons etudie quelques-uns. Ces enigmes nous

fascinent a cause du defi qu'elles representent et parce que leur solution pent nous

procurer la cl^ de probl^mes beaucoup plus importants.

De nouvelles conceptions et de nouveaux modes d'expression ont modifi^

radicalement I'art hollandais a I'epoque de Rembrandt et cela devient facilement

apparent si Ton compare La Mise au Tombeau (no 104) de 1607, peint par Jan

Pynas, a La Lamentation (no 14), des environs de 1660 et attribue a Rembrandt.

Pynas s'inspirait de la peinture venitienne des annees 1600, en particulier de

Domenico Feti. Ces deux toiles marquent les limites d'une etape de I'histoire de

I'expression artistique qui englobe sept generations. Dans, La Lamentation, le

personnage de la sainte femme, a gauche, rappelle la Religieuse d'Epinal et le saint

Jean en pleurs ressemble a I'ange dans le Saint Mathieu du Louvre, tous deux

peints par Rembrandt en i66i. Le jeune homme appuye sur la croix fait penser

au Titus a son Pupttre, de 1655, dans la collection du Boymans-van Beuningen

Museum et la figure du Christ se compare a celle du Christ Ressuscite, date en 1661

qui se trouve a Munich. Cette peinture presente des qualites de style similaires a

celles de la toile inachev^e Saint Pierre en Prison appele par VAnge (no 58),

attribuee a Carel Fabritius, cet artiste mort accidentellement en 1654, en pleine

jeunesse. Le parallMe repose sur le traitement des figures, en particulier sur

I'animation qui leur est transmise par une presence invisible situee hors de la

composition et sur les contrastes de lumifere et d'ombre. Ce sont la des themes

puissants traites d'une fa^on revolutionnaire.

L'un des problfemes que le savant doit resoudre, de nos jours, consiste a

identifier des oeuvres qui resultent d'une collaboration, soit entre ^gaux, comme
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Rembrandt et Lievens, soit entre maitre et ^Ifeve, comme Rembrandt et Bol. Lors

de la mise sur le march^, le tableau ^tait-il d^sign^ comme I'oeuvre de I'artiste

superieur, le travail de I'assistant, ou simplement une oeuvre d'atelier? La

collaboration entre spdcialistes du paysage, de la nature morte ou des figures ^tait

Irfes frequente au dix-septibme sifecle. II est plus difficile de discerner et de d^crire

la collaboration dans les compositions avec personnages. La grande toile, Lamenta-

tion (no 1 4) attribuee a Rembrandt, en est un exemple. Si Ton ne tient pas compte de

certaines retouches ulterieures, on en arrive a la conclusion que deux artistes ont

travaille a cette oeuvre. Puisque la date des environs de 1660 est acceptable, on

doit eliminer a peu pr^s tous les elfeves bien connus et le mystfere reste impend-

trable. Le tableau demeure done un monument a la gloire de Rembrandt et d'un

elfeve inconnu.

Le sort des dl^ves de Rembrandt est I'un des chapitres captivants de I'histoire de

la peinture europeenne. La popularity de Drost, des frferes Fabritius et de de

Gelder semble s'accroitre. La critique se penche attentivement sur I'oeuvre

d'Eeckhout et I'indifference qui entourait Maes est maintenant chose du passd.

Bol, a cause de sa facility, est encore peu reconnu et, pourtant, on ne peut nier que

son Portrait de Saskia (no 23) soit une oeuvre d'une grande beaute. L'hdritage

que nous a Idgue Rembrandt apparait vraiment inepuisable,

DAVID G. CARTER
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REMBRANDT HARMENSZ. VAN RIJN
Leiden 1606 - Amsterdaun 1669

chronology
1606 Son of miller Harmen Gerritsz. van Rijn and Neeltje Willems dr. vcui

Zuytbrock

1613 Registered as student in letters at the Latin School, Leiden

1620 Enrolled at University of Leiden

1621-1624 Pupil of the Leiden burgomeester-pcdnter Jacob Isaaksz. vaui Swanenburgh

1624-1625 Six months as pupil in Amsterdam of Pieter Lastman

1625 Martyrdom ofSt. Stephen, Lyon—first dated work

1625 Established as independent painter in Leiden where he shcired a studio in a

business cind working relationship with friend Jan Lievens

1628 Gereo-d Dou, first pupil

1650 Death of Rembrandt's Father

1631-1632 Shifts to Amsterdam—reputation with painting Anatomy Lesson of
Dr. Tidp—1632

1634 Marriage to Saskia van Uylenburch, 1642

1635 Son Rumbcirts baptized Dec. 15, 1635; buried Feb. 15, 1636

1638 Daughter Cornelia baptized July 22, 1638; buried Aug. 14, 1638

1639 Acquired house in St. Anthonie Breestraat (then Jodenbreestraat 4-6), now
Museum Rembrandthuis

1 640 Death of Rembrandt's Mother

Second daughter, called Cornelia, baptized July 29, 1640; ComeHa died

before June 19, 1642 and probably buried Aug. 12, 1640
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1641 Birth of son Titus, baptized Sept. 22

1642 Death of Saskia, June 14, buried in Oude Kerk, June 19

Company of Capt. Frans Banning Cocq {Night Watch), 1642

1643-1648 Lived with Geertje Dircx

1645 Entry of Hendrickje Stoffels into household

1648-1663 Lived with Hendrickje Stoffels

1654 Birth of Cornelia, daughter of Rembrcuidt and Hendrickje (3rd of name)

baptized Oct. 30

1656 Bankruptcy—loss of house euid art collection. 1 656 inventory of collection

1657-1660 Pubhc sale of house euid furniture not enough to regedn solvency

1658 Moved to necir the Rozengracht where Titus and Hendrickje operated an

art dealership—Rembrandt's work committed to this business

1 660 December debts Hquidated. Aert de Gelder—last pupil

1661 Execution of the Claudius Civilis for the new city hcJI of Ajnsterdam. The
painting was taken back probably for revision and never reaccepted

1 662 Elxecution of the Staalmeesters (The Syndics)

1663 Death of Hendrickje Stoffels

i668 Meirriage of Titus with MeigdcJena von Loo; Titus died in the saune year

1 669 October 4th died in Amsterdam, October 8th buried in the Westerkerk
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REMBRANDT HARMENSZ. VAN RUN
Leyde 1606 - Amsterdam 1669

chronologie
1606 Fils du meunier Harmen Gerritsz. van Rijn et de Neeltje Willemsdr. van

Zuytbroek

1613 Entre a "I'ecole latine" de Leyde, y suit le cours de lettres

1620 S'inscrit k I'universite de Leyde

1621-1624 Devient apprenti dans I'atelier du bourgmestre-peintre Jacob Isaadtsz. van

SwEinenburch

1624-1625 Etudie pendcmt six mois chez le peintre Pieter Lastman, a Amsterdcmi

1625 S'etablit comme peintre independant a Leyde ou il partage un atelier et

collabore etroitement avec son ami Jan Lievens

1 628 Gerard Dou devient son eleve

1 630 Deces du pere de Rembrandt

1631-1632 S'installe a Amsterdam—Devient celebre grdce a La Lecon cVanatomie du

Professeur TuLp ( 1 632)

1 634 Epouse Saskia van Uylenburch ( 1 642)

1635 Ncdssance d'un fils, Rumbarts, baptise le 15 decembre 1635; inhume le 15

fevrier 1636

1638 Naissemce d'une fille, Cornelia, baptisee le 22 juillet 1638; inhumee le 14

aoAt 1638

1639 Achat d'une maison sur la St. Anthonie Breestraat (devenue, par la suite,

Jodenbreestraat 4-6), maintenant le musee Rembrandthuis

1640 Deces de la mere de Rembremdt—Une deuxieme fille, nomm^e Cornelia,

baptisee le 29 juillet, probablement inhumee le 12 ao^t 1640. Mourut

certainement avant le 19 juin 1642

1641 Naissance de son fils, Titus, baptise le 22 septembre
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1642 Deces de Saskia, le 14 juin; inhumee le 19 juin dans la Oude Kerk

—

La Compagnie du Capitaine Banning Cocq {La Ronde de Nuit)

1643-1648 Cohabite avec Geertje Dircx

1645 Arrivee de Hendrickje Stoffels dajis sa maison

1648-1663 Cohabite avec Hendrickje Stoffels

1654 Naissance de Cornelia (troisieme du noin), baptisee le 30 octobre, fille de

Rembrajidt et de Hendrickje

1656 Faillite—Perte de sa maison et de ses collections. Inventaire

1657-1660 La vente aux encheres de sa maison et des meubles ne rapporte pas

suffisamment pour payer ses dettes

1658 Installation pres du Rozengracht ou Titus et Hendrickje ont fonde un
commerce d'art - le travail de Rembrandt s'y trouve engage

1660 En decembre ses dettes sont payees—Aert de Gelder devient son dernier

eleve

1661 Execution de La Conjuration de Claudius Civilis pour le nouvel Hdtel de

Ville d'Amsterdam—Le tableau lui fut retourne, probablement pour des

retouches ; ne fut jamais accepte

1 662 Execution des Staalmeesters, (Les Syndics des Drapiers)

1 663 Deces de Hendrickje Stoffels

1 668 Titus epouse Magdelena van Loo et meurt la mdme annee

1669 Rembraindt meurt a Amsterdam, le 4 octobre; est inhume le 8 octobre deuis

la Westerkerk
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ABBREVIATIONS/ABREVIATIONS

c. circa

d. dated/date

s. signed/signe

mono. monogram/nionogramme

insc. inscription/inscription

l.r./b.d. lower right/'en bas a droite

u.r./h.d. upper right/en haut a droite

l.l./b.g. lower left/en bas ci gauche

u.l./h.g. upper left/en haut a gauche

l.c./b.c. lower center/en bas au centre

u.c./h.c. upper center/en haut au centre

pan. oil on panel/huile sur panneau

coll. collections

ref. references/references

ex. exhibitions/expositions

AAM Art Association of Montreal (after 1948 The MontrezJ Museum of

Fine Arts/depuis 1948, Le Musee des Beaux-Arts de Montreal)

AGO The Art Gallery of Ontario

AGT The Art Gallery of Toronto (after/depuis 1 966, The Art Gallery of

Ontario)

BI The British Institution, London
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BMA

BMFA

DIA

MAI

MMA
MMFA/MBAM

NCMA

NGC/GNC

RA

RISD

VAG

ArtD.

Art Bui.

ArtN.

AQ.

Burl. Mag.

G.B-A

0-H

Bauch i^))

Bauch ip6o

Bauch ip66

Bernt

B-HdG

Bredius

Gerson

HdG

Hubbard i^j6

Hubbard ip6i

The Baltimore Museum of Art

The Museum of Fine Arts, Boston

Detroit Institute of Arts

Milwaukee Art Institute

The Metropolitan Museum of Art, New York

The Montreal Museum of Fine Arts/Le Musee des Beaux-Arts de

Montreal

North Carolina Museum of Art, Raleigh

The National Gallery of Canada T^a Galerie Nationale du Canada,

Ottawa

The Royal Academy, London

Museum of Art, Rhode Islemd School of Design, Providence

The Vancouver Art Gedlery

Art Digest

The Art Bulletin

Art News

Art Quarterly, Detroit

TJie Burlington Magazine, London

Gazette des Beaux-Arts, Paris

Oud-Holland, Nieuwe bijdrage voor de geschiedenis der Neder-

landsche kunst, letterkunde, nijrerheid, enz., Amsterdam

K. Bauch, Die Kunst des Jungen Rembrandt, Heidelberg, 1935

K. Bauch, Derfriihe Rembrandt und seine zeit, Berlin, i960

K. Bauch, Rem.brandt: Gemdlde, Berlin, 1966

W. Bernt, Die Niederlandischen Maler des 77. Jahrhunderts,

Miinchen, 1948

W. Bode, C. Hofstede de Groot, The Complete fVorks of Rembrandt,

Paris, 1887-1906

A. Bredius, The Painting of Rembrandt, "^eyf York, 1936-37-42

n. Gerson, Rembrandt Paintings, Amsterdam, 1968

Cornehs Hofstede de Groot, A Catalogue Raisonne oftfie Works of the

Most Eminent Dutch Painters of the Seventeenth Century, London,

1908-1927

R. H. Hubbard, European Paintings in Canadian Collections—Earlier

Schools, Toronto, 1956

R. H. Hubbard, The National Gallery of Canada Catalogue of
Paintings and Sculpture I, Older Schools, Ottawa, 1 96

1
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Lilienfeld K. Lilienfeld, Arent de Gelder, Sein Lehen und Seine Kunst, Den
Haag, 1914

Michel E. Michel, Rembrandt, His Life, His JForks and His Time, 5rd

edition, London and New York, 1903

Moes E. W. Moes, Iconographia Batava, Amsterdam, 1897-1905

von Moltke J. W. von Moltke, Govert Flinck, Amsterdam, 1965

Pigler A. Pigler, Barockthemen, eine Auswald von Verseichnissen zurlkono-

graphie des ly. und 18. Jahrhurulerts, Berlin, 1956

Pont D. Pont, Barent Fabritius, Utrecht, 1958

Plietzscli E. Plietzsch, Hollandisclie uruL Flaemisclie Maler des XP^H. Jahr.

Leipzig, i960

Rosenberg J. Rosenberg, Rembrandt, Cambridge, Mass. 1948

Rosenberg-Slive-ter Kuile J. Rosenberg, S. Slive, E. H. ter Kuile, Dutch Art and Archi-

tecture, Harmondsworth, 1966 (Penguin Books).

Schneider H. Schneider, Jan Lievens, Sein Leben und seine JVerke, Haarlem,

1932

Sedelmeyer C. Sedelmeyer, Catalogue of One Hundred Paintings, Paris, 1911

Smith J. Smith, Catalogue Raisonnd ofthe fForks ofthe Most Eminent Dutch

Painters, London, 1836

Thieme-Becker U. Thieme ajid F. Becker, Allgemeines Lexikon der bildenden Kunstler

von der Antike bis zur Gegenwart, Leipzig, 1907—50

Valentiner W. R. Valentiner, Rembrandt, des Meisters Gemdlde (Klassiker der

Kunst), Stuttgart and Berlin, 1908

Valentiner 1^2) W. R. Valentiner, Rembrandt, Wiedergefundene Gemdlde (KdK,

suppl.), Stuttgart, 1923.

Waagen Dr. Waagen, Treasures of Art in Great Britain, London, 1-4, 1854-

1857

fFurzbach A. Wurzbach, Niederlandisches Kunstler-Lexikon, Vienna and Leipzig,

1910

Rembrandt, Detroit, 1930
Paintings by Rembrandt, DIA, Detroit, 1930

Rembrandt, Amsterdcun, 1932
Rembrandt Tentoonstelling, Rijksmuseum, Amsterdam, 1 1 Juni-Sept.

1932

Rembrandt, Chicago, 1935-1936
Paintings, Drawings and Etchings by Rembrandt, Chicago Art

Institute, Dec. 19, 1935-Jan. 19, 1936

Rembrandt, Worcester, 1936
Rembrandt and His Circle, Worcester Art Museum, Mass, Feb. 4-

Mar. 1, 1936
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Rembrandt , London, 1953
Rembrandt's Influence in the ijth Century, The Matthiesen Gallery,

London, Feb. 20-Apr. 2, 1953

Dutch Painting, New York—^Toledo—Toronto, 1954-55
Dutch Painting, The Golden Age, MMA, New York, Oct. 28-Dec. 19,

1954; AGT, Feb. 18-Mar. 25, 1955

Rembrandt, Leiden, 1956
Rembrandt Als Leermeester, Stedelijk Museum, De Lakenhal,

Leiden, 1 Juni-i September, 1956

Rembrandt, Raleigh, 1956
Rembrandt and His Pupils, NOMA, Raleigh, Nov. 16-Dec. 31, 1956

Rembrandt, Indianapolis—San Diego, 1958
The Young Rembramit and His Times, John Herron Museum of Art,

Indianapolis, Ind., Feb. 14-Mar. 23, 1958;

The Fine Arts Gallery, San Diego, Calif.; Apr. 1 i-May 18, 1958

Flinck, Kleve, 1965
Govert Flinck der Kleefsche Apelles 1616-1660, Gemdlde und

Zeichnungen, Stadtisches Museum Haus Koekkoek, Kleve, Jul.-Sept.,

1965

Rembrandt, San Francisco—^Toledo—Boston, 1966-67

The Age ofRembrandt, Palace of the Legion of Honor, San Frajicisco,

Cahf., Oct. 10-Nov. 13, 1966; Toledo Museum of Art, Nov. 26-Jan. 8,

1967; Museum of Fine Arts, Boston, Jan. 21-Mar. 5, 1967

Masterpiecesfrom Montreal, 1966-67

Masterpieces from Montreal, John and Mable Ringling Museum of

Art, Sarasota, Florida, Jan. 10-Feb. 13, 1966, and the following/

egalement a:

Albright-Knox Art Gallery, Buffalo, New York, March 15-Apr. 21,

1966; Rochester Memorial Art Gallery, Rochester, New York, May 6-

June 25, 1966;

NCIV'IA, Raleigh, July 9-Aug. 21, 1966; Museum of Art, Philadelphia,

Pcnna., Sept. 15-Oct. 23, 1966; Gallery of Fine Arts, Columbus,

Ohio, Nov. 10-Dec. 26, 1966; Museum of Art, Carnegie Institute,

Pittsburgh, Penn., Jan. 24-Mar. 5, 1967; Gallery of Modern Art,

New York, Mar. 28-Apr. 30, 1967

Rembrandt, Leiden-Bolswaird, 1968

Rondom Rembrandt, Stedelijk Museum, De Lakenhal, Leiden,

Apr. 11-Jun. 16, 1968, Bolsward, Jun. 29-Aug. 31, 1968
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REMBRANDT
AND HIS PUPILS/ET SES ELEVES

catalogue
Measurements given in inches; height precedes width in all cases.

All paintings are oil on canvas unless otherwise specified.

Les dimensions sont donnees en pouces; la hauteur precede la largeur dans tous les acs.

A moins qu'il en soit specife autrement, les tableaux sont des huiles sur toile.

REMBRANDT HARMENSZ. VAN RUN
Leiden/Leyde 1606—1669 Amsterdam

Esther^s Feast Le Festin d^Esther

53x65 (130x165 cm)
c. 1625

coll. Johannes de Renialme, Amsterdam, 1657; Jan Jacobsz. Hinlopen, Amsterdam, 1662;

Joseph Flies, Berlin, 1786; Ksth: B. Sommelinck, Ghent/Gand sale/vente, Fievez, 16 dec,

Bruxelles, 1936, No. 80 as/comme A. de Gelder (falsely signed/faussement signe Rem-
brandt 1632); De Boer, Amsterdam; after/apres 1936; Charles A. de Burlet 1952, Basle;

Hans Schaeffer, New York

ex. Exhibition. N. V. Kunsth. de Boer, Amsterdam, 1937 (as/comme Rembrandt);
Amsterdam, Rotterdam, Dec. 1937—Jan. 1938; Enschede, April 1938; Rembrandt,
Raleigh, 1956, No. 1; Masterpieces of Art, NCMA, Raleigh, 1959, No. 68; Figures at a

Table, John and Mabel Ringling Museum, Sarasota, i960. No. 17 (C. Gilbert); Youthful

fVorks by Great Artists, Allen Memorial Museum, Oberlin College, 1963, No. 11, ill.

ref. F. Nicolai, Beschreibung der Koniglichen Kesidenzstddte Berlin und Potsdam, Berlin,

1786, 2, p. 838; C. Hofstede de Groot, Die Urkunden iiber Rembrandt, Den Haag, 1906,
Nos. 177, 247; HdG, 6, No. 46a; Bredius 19)6, No. 631; W. Martin, "Uit Rembrandt's
Leidsche Jaren," Jaarboek van de Maatschappij der Nederlandsche Letterkunde te Leiden,

1936-37, pp. 51-62; Die Maendblad von Werld de Konste, 19, 1937; J. G. van Gelder,

"Een Nieuw Jeugdwerk van Rembrandt," Elsevier'' s Geillustreerd Maandschrift 93, 1937,

pp. 353-355; letter, Bredius, Monaco, Feb. 1937 (as/comme Rembrandt 1625-30) K. Bauch,
"Rembrandt und Lievens," Jahrbuch des fVallraf-Richartz Museums, 11, 1939, p. 240;
Rosenberg, 1, p. 248; H. E. van Gelder, Rembrandt schilder van De Nachtwacht (Palet
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Serie), Amsterdam, (1946), p. 59, p. 30, ill.; S. Slive, Rembrandt and His Critics, The
Hague, 1953, p. 52; J. G. van Gelder, "Rembrandt's vroegste Ontw-ikkeling,"

Mededelingen der Koninklijke Nederlandse Akademie van fVetenschappen, afd. Letterkunde,

N.R., 16, 5, 1953, pp. 281-282, fig. 9-10; G. Knuttel, "Rembrandt's Earliest Works,"
Burl. Mag., 98, Feb. 1955, pp. 44-45; W. R. Valentiner, Catalogue of Paintings, NCMA,
Raleigh, 1956, No. 65, ill.;H. Gerson, "frobleme der Rembrandtschule," Kunstchronik,

10, 5, May, 1957, p. 122; M. D. Hill, "Representations from the Old Testament in the

Museum's Collection of Paintings," NCMA Bulletin, 2, Summer 1957, pp. 9-15, ill- p- 14;
W. Sumowski, "Nachtrage zum Rembrandtjahr 1956," JVissenschaftliche Zeitschrift der

Humboldt— Universitdt zu Berlin, 7, 2, 1957—58, p. 225, fig. 15 (as/comme Lievens?);

A. Scharf "The Robinson Collection," Burl. Mag., 100, Sept. 1958, p. 304; Bauch 1^60,

p. 112 ff, ill. pp. 112, 117 (x-ray); S. Slive, "The Young Rembrandt," Bulletin, Allen

Memorial Art Museum, 20, 3, Spring, 1963, pp. 139-144, fig. 19; J. Rosenberg, ile?nira«<if.-

Life and PFork, Greenwich, Conn. 1964, pp. 14, 345, 364; J. R. Judson, "Pictorial sources

for Rembrandt's Denial of St. Peter,'''' Oud-Holland, 3, 1964, p. 151, note 40; Bauch 1^66,
ill. No. A-i (as/comme Lievens and/et Rembrandt), p. 29; M. Kahr "Rembrandt's
Esther A Painting and an Etching Newly Interpreted and Dated," 0-H, 81, 4, 1966,

pp. 228-244 (Non Rembrandt); K. Bauch, "Zum Werk des Jan Lievens, I," Pantheon 3,

May-June, 1967, p. 162 ff. ill. fig. 1 (as/comme Lievens and/et Rembrandt); C. W.
Stanford, Masterpieces in the North Carolina Museum, of Art, NCMA, Raleigh, 1966,

pp. 52-53, ill.; Gerson, p. 22, fig. 2 (as/comme Lievens)

North Carolina Museum of Art, Raleigh

REMBRANDT VAN RUN
Three Musicians (Hearing) Trois Musiciens [IJOuie)

pan. 12^ X9J (32x25,2 cm)
c. 1624-25

coll. Dr. C. J. K. van Aalst, Hoevelaken; N. J. van Aalst, Hoevelaken

ex. Rembrandt, Leiden, 1956, No. 2

ref. Catalogue cited above/Catalogue de I'exposition citee; V. Bloch, "Zum Friihen

Rembrandt," 0-H, 50, 1933, p. 95, ill. No. 4; O. Benesch, Rembrandt, JVerk und

Forschung, Wien, 1935, p. 2; Bredius 19)7, No. 421 ; J. W. von Moltke, Dutch and Flemish

Masters in the Collection of Dr. C. J. K. van Aalst, 1939, p. 330, pi. 78; O. Benesch,

"Early Group Portrait Drawings by Rembrandt," AQ, 3, 1, Winter 1940, p. 10, ill. p. 8;

Bauch i960, pp. 227-228, ill. 191 (as pupil, possibly early Dou/par un eleve, peut-etre le

jeune Dou), Cramer Catalogue XIV , 1968, No. 13, ill.; Rembrandt, Leiden-Bolsward, 1968,

p. 27

G. Cramer, Oude Kunst, Den Haag

REMBRANDT VAN RUN
The Operation (Touch) U Operation (Le Toucher)

pan. 12^x9^ (32x25 cm)
c. 1624-25

coll. Dr. C. J. K. van Aalst, Hoevelaken; N. J. van Aalst, Hoevelaken

ex. Rembrandt, Leiden 1956, No. 3

ref. Catalogue cited above/Catalogue de I'exposition citee; J. W. von Moltke, Dutch and

Flemish Old Masters in the Collection ofDr. C. J. K. van Aalst, 1939, p. 226, p. 330, pi, 78;

O. Benesch, "Early Group Portrait Drawings by Rembrandt," AQ, 3, 1, Winter 1940,

p. 10, ill. p. 7; Bauch i960, pp. 227-228, ill. 192 (as pupil, possibly early Dou/par un eleve

peut-etre le jeune Dou), Cramer Catalogue XIV, 1968, No. 12, ill. Rembrandt, Leiden

Bolsward, 1968, p. 27

G. Cramer, Oude Kunst, Den Haag
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REMBRANDT VAN RUN
The Flight into Egypt La Fuite en Egypte

pan. 10^x9^(26,4x24,2010)
mono. d. RH 162 j, l.r./b.d.

coll. Madame Benjamin Chaussemiche, before/avant 1950

ex. Rembrandt, Nationalmuseum, Stockholm, 1956, No. 1; Rembrandt, Leiden, 1956,

No. 1; Chefs-d'oeuvre du musee de Tours, Palais Lobkowitz, Wien, 1957, No. 19

ref. Catalogues cited above/Catalogues des expositions citees; O. Benesch, "An Unknown
Rembrandt Painting of the Leiden Period," Burl. Mag. 96, May 1954, pp. 134-135, fig- 1

;

B. Lossky, "Un nouveau Rembrandt au musee de Tours," Arts, 552, 25 janv. 1956;
B. Lossky, "La Fuite en Egypte du Musee des Beaux-Arts est identifiee comme le premier

tableau connu de Rembrandt," Tours-France, La Revue du Val de Loire, 17, fev.-mars,

1956, Tours, pp. 7-8, ill.; Bauch 1^60, p. 124, ill. No. 86; J. M Girard, "Sur quelques

signatures et dates relevees au musee de Tours et en divers musees de France," La Revue
du Louvre, 1, 1965, pp. 25-26, fig. 2; Bauch 1966, No. 43; T. Copplestone, Rembrandt,

London, 1967, p. 37, ill. pi. 31 (as/de 1625); Gerson, p. 176, ill., No. 8, p. 488

Musee des Beaux-Arts de Tours, Tours

REMBRANDT V.\N RUN
Self Portrait Autoportrait

pan. 8|X7i (22,5 x 19 cm)
c. 1628-29

coll. Dr. Alexander Patterson, Glasgow; James R. Mackay, Glasgow; Mrs. Mary A. Winter,

Bearsden, Dunbartonshire

ex. De Schilder in zijn JVereld, Stedelijk Museum "Het Prinsenhof," Delft, Dec. 19,

1964—Jan. 24, 1965; Koninklijk Museum voor Schone Kunsten, Antwerpen. Feb. 6,

1965-Mar. 14, 1965, No. 93, ill.; Rembrandt, Leiden, 1968, No. 35, ill. p. 24

ref. Catalogues cited above/Catalogue des expositions citees Bauch 1^60, pp. 174—175, ill.

p. 178, No. 157; K. Bauch, "Ein Selbstbildnis des friihen Rembrandt," fVallraf-Richartz-

Jahrbuch, 24, 1962, pp. 321, 322; S. Slive, "The Young Rembrandt," Oberlin College Bul-

letin, Allen Memorial Art Museum, 20, 1963, 3, p. 149 Note 20; Bauch 1966, p. 16, ill.

No. 287; Rosenberg-Slive-ter Kuile, p. 267, note 4; F. Erpel, Die Selbstbildnisse Rembrandts,

Berlin, 1967, p. 141, No. 8, ill. 6; Gerson, pp. 489, 490 (as copy/comme copie); R. Haak,

Rembrandt zijn leven, zijn werk, zijnfijd, p. 34, p. 35, ill.

Daan Cevat, Worthing, Sussex

REMBRANDT VAN RUN
Bellona

50x38! (122x96 cm)
s.d. Rembrandt, 16)), 1.1./b.g.

coll. Duke of Buckingham, sale/vente, Christie, Manson and Woods, Stowe House,

Aug. 15-Oct. 7, 1848, p. 193, No. 424, Roe; W. W. Pearce, London, 1872; Comte de

I'Espine, Bruxelles; Baron de Beurnonville, Paris; Charles Sedelmayer, Paris; Sir George

Donaldson, London; Michael Friedsam, New York

ex. AGT, Toronto, 1949; Dayton, Ohio, 1950; DIA, Detroit, 1951; Rem.brandt, AGT,
Toronto, 1951; St. Louis, 1952; Seattle, 1952; Brooklyn Museum, 1954; Wadsworth
Atheneum, 1954; Newark Museum, 1956; University of Virginia, 1956; Rembrandt,

Indianapolis-San Diego, 1958, No. 7, ill.

ref. Catalogues cited above/Catalogues des expositions citees; B-HdG, 8, p. 106, No. 569;
Falentiner, p. 153; Sedelmayer, 8, No. 32; HdG, 6, No. 196; B. Burroughs and H. B.

Wehle, "The Friedsam collection: paintings", MMA Bulletin, 27, 2, Nov. 1932, pp. 46,

48; J. L. Allen, "The Museum's Rembrandts", MMA Bulletin, N.S., 4, Nov. 1945, p. 74;
T. Rousseau Jr. and M. Pease, "Report on an early Rembrandt", MMA Bulletin, N.S., 6,
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Oct. 1947, pp. 49-53, ill- P- 51; Buuch 1966, No. 257, ill.; K. Clark, Rembrandt and the

Italian Renaissance, London, 1966, p. 138, fig. 129

The Metropolitan Museum of .\rt, The Michael Friedsam Collection—1931, New York

REMBR.VNDT VAN RUN
Young Man with a Sword Le Jeune Hatr\rne a VEpee
46^x38^ (118x97 cm)
s.d. Rembrandt 16^ J (1633?) u.p./h.d.

coll. Major A. Hicks Beach, England, 1912; W. G. Hicks Beach, England; Private Col-

lection, Holland; Mrs. Hertogs, Arnhem; Katz, Dierens, 1933; Schaeffer Galleries,

New York, 1956; Samuel H. Kress Collection, 1937

ex. RA, London, 1912, No. 81; Rembrandt, Raleigh, 1956, No. 7, ill.; Rembrandt,
Indianapolis-San Diego, 1958, No. 8, ill.; Art Treasuresfor America from the Samuel H.
Kress Collection, National Gallery of Art, Washington, Dec. 10, 1961-Jan. 21, 1962,
No. 77

ref. Catalogues cited above/Catalogues des expositions citees; A. Graves, A Century of
Loan Exhibitions, London, 3, 1913-15, p. 1017; Catalogue, Lord Aberdare and other

collections sale, June 3, 1933, p. 13, No. 62; Art N, 32, Nov. 25, 1933, p. 13, ill.; E. P
Richardson, "The Young Rembrandt and His Times, in Indianapolis", AQ, 21, Autumn
1958, p. 288; G. Emerson, "The Kress Collection: A Gift to the Nation", National
Geographic, 120, 6, Dec. 1961, p. 831, ill.; M. Vaughan, "Kress Gift to North Carolina",

The Connoisseur, 147, 593, May 1961, American edit., pp. 224-25, ill.; The Samuel H.
Kress Collection, NCMA, Raleigh, i960 and 1965, pp. 138-39, ill.; C. W. Stanford

Masterpieces in the North Carolina Museum, of Art, Raleigh, 1966, pp. 54-55, ill.;

von Moltke, p. 248, No. 108, ill.; as WTongly attributed to Flinck/comme faussement
attribue a Flinck dans cet ouvrage

North Carolina Museum of Art, Raleigh. Gift of/don de. The Samuel H. Kress Foundation,

New York

REMBRANDT VAN RUN
Syndic of Amsterdam Portrait d^un Syndic d^Amsterdam
3oix 25^(77,5x64,8 cm)
s.d. Rembrandt f. 16^ J, l.r./b.d.

coll. Carignan, Prince de Monaco, Due de Valentinois, 1765; John Smith, London, 1824;

Comte de Pourtales, Paris, 1825; The Lords Ashburton, The Grange, Hampshire,

1836—1907; A. Sulley and Co., London, 1908-10; Charles Sedelmeyer, Paris, 1911;

C. Von Hollitscher, Berlin, 1912-1922; C. Castiglione, Vienna, 1922-25; Lord Duveen
of Millbank, London, 1925/39; Duveen Brothers, Inc., New York, 1939-59

ex. Old Masters, RA, London, 1890, No. 97; Berlin Gallery, 1914, No. 129; Philadelphia

Sesqui-Centennial International Exposition, 1926; Old and Modern Masters, DIA,
Detroit, 1927, No. 46, ill. p. 55; Rembrandt, Detroit, 1930, No. 24; Masterpieces of Three

Centuries, Wilmington Society of Fine Arts, Wilmington, Del., 1931, No. 30; Rembrandt,

Amsterdam, 1935, p. 45, No. 6, ill.; Masterpieces of Dutch Art, Grand Rapids Art

Gallery, 1940, No. 64; Great Dutch Masters, Art Institute of Chicago, 1942, p. 44,

No. 25, ill. p. 93; Great Dutch Masters, Duveen Galleries, New York, 1942, p. 63, No. 43,
ill. p. 135; Seventeenth Century Dutch Masterpieces, MAI, Milwaukee, 1943, No. 27, ill.;

Rembrandt, Raleigh, 1956, p. 19, No. 10, ill.; Rembratuit, Indianapolis-San Diego, 1958,

No. 11, ill; Indiana Collects, John Herron Art Museum, Indianapolis, Oct. 9-Nov. 6,

i960, No. 21, ill., frontispiece

ref. Catalogues cited above/Catalogues des expositions citees; Prestage, Catalogue of the

Noble Collection of Pictures from the Grand Cabinets of Cardinal Mazarin and Prince

Carignan, Due de Falentinois, Feb. 26-28, 1765, p. 4, No. 63; Smith, 7, No. 304; AV. von

Bode, Studien zur Geschichte der Holldndischen Malerei, Braunschweig, 1883, pp. 531, 585,

No. 195; E. Dutuit, UOeuvre Complet de Rembrandt, Paris, 1880, p. 42; E. Dutuit
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Tableaux et Dessins de Rembrandt, Paris, 1885, p. 62, No. 277; A. von Wurzbach,
Rembrandt Gallerie, Stuttgart, 1886, No. 149; Michel, 2, p. 234; B-HdG, 2, pp. 9, 88,

No. 104, ill.; f^^alentiner, pp. 95, 552, 570, ill. p. 95; Sedelmeyer, 11, No. 29, ill.; Bode-

Friedlander, Die Gemdlde-Sammlung des Herrn C. V. Hollitschcr, Berlin, 1912, No. 59;
HdG, 6, p. 343, No. 730; Meldrum, D. Storrar, Rembrandt's Paintings with an Essay on

His Life and IVork, 1923, No. 112; Camillo Castiglione de Fienne, Catalogue des Tableaux,

1925, No. 71, ill.; "The Castiglione Collection Sale," Cicerone, 1925, p. 1064; W. R.

Valentiner, Rembrandt Paintings in America, New York, 1931, No. 55, ill.; Bredius,

No. 201, ill.; D. C. Rich, "Rembrandt Remains", Parnassus, Oct. 1935, p. 4; "Dutch Art

in New Holland", Art N, May 25, 1940, p. 9, ill.; Art N., Annual, 57, 7, Nov. 1958,

Sect. II, p. 24, ill.; R. F. C, "II giovane Rembrandt e il suo tempo", Emporium (Bergamo,

Italy), Mar. 1959, Anno LXV, No. 3, CXXIX, N.771, p. 120; R. G. Saisselin, Style, Truth

and the Portrait, The Cleveland Museum of Art, 1963; Bauch 1966, No. 375, ill-; Gerson,

p. 294, ill., No. 180, p. 495

Earl C. Townsend, Jr., Indianapolis

REMBRANDT VAN RUN
Esther Preparing to Intercede with Ahasueras
Esther se preparant a interceder aupres d'Aussuerus

43x37 (109.2 x94 cm)
s.d. Rembrandt f. 16) j, I.r./b.d.

vriih the number 7 on top of the 2/avec

coll. Mme Bandeville, Paris sale/vente 5-10 dec. 1787, No. 14; Lord Rendlesham.
London, sale/vente, June 20, 1806, No. 47; Earl of Mulgrave, London, sale/vente,

May 12, 1832, No. 45; Sir William Knighton, London, sale/vente, May 21-23, 1885,

No. 485; Sir Charles Robinson, 1891; Charles Sedelmeyer, Paris, 1898; Prince of Liech-

tenstein, Vaduz

ex. BI, London, 1818, No. 35; Sammlung Liechtenstein, Lucerne, Kunstmuseum, 1948,
No. 106, ill.; European Masters, AGT, Toronto, 1954, No. 14, ill.; Rembrandt, Rijks-

museum, Amsterdam, 1956, No. 21, ill.; Rembrandt to Van Gogh, VAG, Vancouver,

Sept. 17-Oct. 13, 1957, No. 6, ill.

ref. Catalogues cited above/Catalogues des expositions citees; Smith, 7, p. 159, No. 494;
Dutuit, Tableaux et dessins de Rembrandt, Paris, 1885, p. 64; Michel, 1, p. 169-60, ill.;

2, p. 232; BHdG, 1, p. 172, No. 69; Valentiner, p. 107; HdG, p. 51, No. 311; Kaufmann,
Jahrbuch der preussischen Kunstsammlungen, 41, 1920. p. 76; C. Hofstede de groot,

"Rembrandt's Bijbelsche en historische voorstellingen", Oud-Holland, 41, 1923-24,

p. 57; Baudissin, Repertorium fiir Kunstwissenschaft, 45, 1925, 148; Bredius, No. 494;
E. V. Strohmer, Die Gemdlde galerie des Fursten Liechtenstein, Wien, 1943, p- 100,

pi. 58; Rosenberg, 1, 1948, p. 247; "Recent Acquisit.", Canadian Art, 11, 1954, ill- p. 64;

"Ace. of Americ. & Can. Mus.", AQ, 16, 3, Autumn, 1953, p. 252, ill. p. 255; C. Briere-

Misme, "La Dance de Rembrandt et son veritable sujet", G B-A, 43, 1954, p- 67;
Hubbard, 1, pp. 85, 151, pi. 41; Hubbard, NGC Catalogue, 1, 1957, p. 89, ill.; M. Kahr,

"Rembrandt's Esther; A Painting and an Etching Newly Interpreted and Dated", 0-H,
81, 1966, pp. 228244; Bauch 1966, No. 9, ill.; V. Blom, Maitres Flamands, Hollandais et

allemande a la Galerie nationale du Canada, Ottawa, 1966, No. 17; Gerson, pp. 212, 213,

ill.. No. 58, p. 490 (as/comme 1632-33).

The National Gallery of Canada/La Galerie nationale du Canada, Ottawa

REMBRANDT VAN RUN
Self Portrait Autoportrait

35x29 (89x73,6 cm)

coll. Probably Charles I's collection; given by him to Lord Ancrum, in the Royal inventory

of about 1639 (No. 87)/probablement dans la collection de Charles I qui I'offre a Lord
Ancrum dans I'inventaire royal de 1639 (No. 87); James II's collection (Dr. C. Hofstede de

Groot thinks that the Royal picture is more likely to be the one in the Louvre/C. Hofstede
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de Groot est enclin a croire que le tableau de la collection royale est plutdt celui du
Louvre); Duke of Bedford, bought at/achete a, Mr. Bragge's sale,May, 1748, No. 56

ex. Paintings from the collection of the Duke of Bedford, National Gallery of Scotland,

Edinburgh, (Arts Council Exhibition), 1950, No. 14; Paintings and Silver from fVoburn
Abbey, RA, London (Arts Council Exhibition), 1950, No. 76; fVinter Exhibition, Dutch
Pictures, i^jo-iyjo, RA, London, 1952-53, p. 39. No. 171; Portland Art Museum,
Jan.-Feb., 1961, No. 19, ill.; VAG, Vancouver, Feb., 1961, No. 19, ill.; M. H. de Young
Memorial Museum, Calif., Mar.-Apr., 1961, No. 19 ill.

ref. Catalogues cited above/Catalogues des expositions citees; W. Bathoc, Catalogue of
James IPs collection, 1758, p. 12, No. 129 (but not No. 130 of original catalogue/et non
pas le No. 130 du catalogue original); Smith, 7, p. 87, No. 214; Waagen, 3, p. 465,
(1857, 4, p. 335); W. Bode, Studien zur Geschichte der Holldndischen Malerei, Braun-
schweig, 1883, No. 266, pp. 411, 593; Dutuit, UOeuvre Complet de Rembrandt, Paris,

1881-1885, 3, No. 143, p. 43; A. von Wurzbach, Rembrandt Gallerie, 1886, No. 154;
B-HdG, No. 255; Michel, p. 432 (1893, p. 559); C. Vosmaer, Rembrandt, sa vie et ses

oeuvres. La Haye, 1877, p. 523; Moes, No. 6693, 38; Valentiner, p. 245, ill., HdG, 6,

p. 286, No. 585; H. Walpole, ''Journal of Visits to Country Seats," The Walpole Society,

16, No. CXLVII 1927-28, p. 18; Bredius, No. 33, ill.; Hubbard i<)6i, p. 88; H. E. van
Gelder, Rembrandt en zijn portret (Palet Serie), Amsterdam, 1946, p. 37, p. 32, ill.;

R. Strong, "Rembrandt and English Art," Journal of the Royal Society of Arts, 116,

Oct., 1968, p. 906-923 (reprinted/reimprime, Art and Artists, 3, No. 7, Oct., 1968,

p. 19); Gerson, p. 497 (non-Rembrandt)

The Trustees of the Bedford Settled Estates and His Grace the Duke of Bedford

REMBRANDT VAN RUN
11. Portrait of a Lady with a Handkerchief Portrait d'une Dame tenant un Mouchoir

49x39! (124>5X 100,3 cm)
s.d. Rembrandtf 1644 b.l./b.g.

coll. M. L. B. Coders, Amsterdam, 1811, vente/sale, Aug. 7, 1811, No. 64; Cardinal

Fesch, Rome, 1845, vente/sale,March 17, 1845, No. 192; Sir G. L. Holford, Dorchester

House, London, 1928; vente/sale, Christie's, May 17, 18, 1928, No. 35

ex. BI, London, 1851, No. 80; BI, London, 1862, No. 51; Winter Exhibition, RA, London,

1893, No. 75; The Guildhall Art Gallery, London, 1894, No. 65; Rembrandt Tentoons-

telling, Amsterdam, 1898, No. 64; RA, London 1899, No. 69; Exposition hollandaise,

Paris, 1921, No. 41; Burlington Fine Arts Club, London, 1921-22, No. 32; Loan Exhibition

ofPaintings, AGT, Toronto, Nov. 1935, No. 18, p. 9, ill. p. 12; Rembrandt, Detroit, 1930,

No. 45, ill.; Rembrandt, AGT, Toronto, Jan.-March, 1952, No. 6; Dutch Painting,

New York-Toledo-Toronto, 1954-55, No. 64, ill. (shown only in Toronto/a Toronto

seulement); Treasures from, the Art Gallery of Toronto, VAG, Vancouver, Feb. 3—
Mar. 27, 1966

ref. Catalogues cited above/Catalogues des expositions citees; Smith, No. 557; fVaagen,

p. 200; Rembrandt 2, C. Vosmaer, Rembrandt, sa Vie et ses Oeuvres, 2 ed., La Haye &
Paris, 1877, pp. 261, 536; Dutuit, VOeuvre Complet de Rembrandt, Paris, Levy, 1881-85,

pp. 45, 57; B-HdG, 4, p. 291; Michel, cat. p. 432, "Portrait of an Old Lady" (The Wife

of Sylvius?); fVurzbach, No. 481; Falentiner, ill. p. 340, "Portrait of the Preacher's

Wife"; HdG, 6, No. 861, p. 394, "A Lady with a Handkerchief in her Left Hand"; The

Holford Collection, JVestonbirt, London, 1924, pi. 81; Bauch, i<)66. No. 506, ill. p. 26;

H. Vey, A. Resting, Katalog der Niederldndischen Gemdlde von i JJO bis 1800 im JVallraf

Richartz-Museum und im offentlichen Besitz der Stadtkoln, Kbln, 1967, p. 87; Gerson,

P- 343, ill-» No. 249, p. 498

Art Gallery of Ontario, Toronto
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REMBRANDT VAN RUN
12. Landscape with Cottages Paysage aux Chaumieres

pan. ioxi5i (25,4x39,3 cm)
s.d. Rembrandt f. 16J4 I.l./b.g.

coll. Charles Jennens, Gapsall, England, c. 1760; The Earls Howe, Gapsall; Sir G.

Donaldson, London, 1908; A. Sulley and Co., London; jP. Kleinberger, Paris; Swaab,
The Hague; Sir William Van Home, Montreal

ex. BI, London, 1858, No. n8 or 120; Fan Home Collection, AAM, Montreal, 1933,
No. 39; National Galler}% Ottawa, 1949; A Loan Exhibition ofRembrandt, Wildenstein &
Co. Inc., New York, 1950; Rembrandt, AGO, Toronto, 1951; Six Centuries oj" Landscape
Painting, iMMFA/INIBAM, Montreal, 1952; Rembrandt, Rijksmuseum, Amsterdam,
May 18-Aug. 5, 1956, Museum Boymans, Rotterdam, Aug. 8-Oct. 21, 1956, No. 66,

ill., p. 137 (Landschap bij avond); J. Steegman, Catalogue of Paintings, MMFA, i960.

No. 910; Canada Collects European Paintings/Le Canada collectionne la peintureeuropeenne,

MMFA/MBAM, Montreal, Jan. 19-Feb. 21, No. 75; Rembrandt, San Francisco-Toledo-

Boston, 1966-67, No. 41, p. 78, ill. {The Farm)

ref. Catalogues cited abore/Catalogues des expositions citees; London & Its Environs

Described, 1761; INL Eisler, Rembrandt as Landscape Painter, 1908, p. 227; C. Hofstede

de Groot, "Nieuw-Ontdekte Rembrandts," Onze Kunst, No. 1909, p. 10, ill. pi. 8; A. L.

Mayer, Der Cicerone, Jan. 1916; HdG, 6, p. 433, No. 950 (as/comme Landscape with a

Wooden Bridge); F. Lugt, Mit Rembrandt in Amsterdam, Berlin, 1920, p. 121, fig. 73;
A. M. Hind, Catalogue of Rembrandt Etchings, London, 1923, Valentiner 1^2}, No. 80,

ill. p. 75

Jahrbuch der Preussischen Kunstsammlungen, 52, 1931, p. 60; Bredius 19^6, No. 453,
ill., note p. 18; M. Breuning, "Rembrandt's Long Shadow Glows at Wildenstein's,"

Art D, Feb. 1, 1950; C. Picher, "Hommage a Rembrandt," Fie des Arts, nov-dec. 1956,

p. 29; MMFA/MBAM, Handbook/Recueil, i960, p. 64; J. Steegman, Catalogue of
Paintings, MMFA/MBAM, Montreal, i960, p. 99, No. 910; Le Fournisseur, 27, 7,

Oct. 1961, p. 32, ill.; La Revue Francaise, 146 a, nov. 1962, ill. p. 33; W. Stechow,

Dutch Landscape of the Seventeenth Century, National Gallery of Art, Kress Foundation
Studies in the History- of Eiiropean Art, London, 1966, p. 28, fig. 36; Bauch i<^66. No. 555,
ill. p. 28; Catalogue of the Nowell-Usticke Collection ofRembrandt Etchings, Parke-Bernet

Galleries Inc., New York, Oct. 31—Nov. 1, 1967, 1, p. 61; Gerson, pp. 408, 409, ill.,

No. 345 (Evening Landscape with Cottages), p. 501

MMFA/MBAM, Bequest/legs, Adaline Van Home, 1945

REMBRANDT VAN RUN
12a. Clump of Trees with a Fista Bouquet d'Arbres dans une Clairiere

drypoint/pointe seche

H. 253
s.d. Rembrandtf i6j2 l.r./b.d.

coll. Harvey D. Parker

Museum of Fine Arts, Boston. Harvey D. Parker Collection

REMBRANDT VAN RUN
13. Portrait of a Man in a Fur Lined Coat Portrait d'un Homme portant une Pelisse

44x33^(114x87 cm)
s.d. Rembrandtf i6jj, I.l./b.g.

coll. Marquis de Beausset; A. AUard, Brussels; Prosper Crabbe, Brussels; James Ross,

Montreal; Christie's, London, July 8, 1927, No. 16; Thomas Agnew & Sons, London

ex. Dutch Masters, AAM, Montreal, 1906, No. 2; Hudson-Fulton Celebration, MMA,
New York, 1909, No. 99; Loan Collection ofPaintings by Old Masters, Doll and Richards,

Boston, Oct. 26-Nov. 8, 1927, No. 10; Fuller Collection, Boston Art Club, 1928, No. 20;

Dutch Art, RA, London, 1929, No. 89, ill.; Rembrandt, Detroit, 1930, No. 75; Rembrandt,
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Worcester Art Museum, 1935, No. g; Private Collections in New England, BMFA,
Boston, 1939, No. 99; Memorial Exhibition of the Collection of the Hon. Alvan T. Fuller,

BMFA, Boston, 1959, No. 3; Canada Collects: European Paintings/Le Canada collectionne

:

Peinture europccnne, MMFA/MBAM, Jan. 19-Feb. 21, i960, p. 32, ill.. No. 80; The
Seventeenth Century, Pictures by European Masters, Thomas Agnew & Sons, Ltd.,

London, Jun. 21-Jul. 23, p. 14, i960, No., 21, ill. (loan); Rembrandt, San Francisco-

Toledo-Boston, 1966-67, No. 39, ill.

ref. Catalogues cited above/Catalogues des expositions citees; E. Dutuit, Tableaux et

Dessins de Rembrandt, Paris, 1885, p. 50; B-HdG, 6, No. 448; Michel, pp. 451, 561;
Falentiner, No. 433; JVurzbach, 2, p. 405; HdG, 6, No. 750; R. Fry, "At the Dutch
Exhibition," Burl. Mag., Feb. 1929, p. 66, pi. 5b; "Detroit Museum Opens Rembrandt
Loan Exhibition," Art N, Apr. 26, 1930, ill. cover/couverture; AV. R. Valentiner,

"Rediscovered Rembrandt Paintings," Burl. Mag., 57, Dec. 1930, p. 226, note 1;

"W. Heil, "Rembrandt-Austellung in Detroit," Pantheon, Aug. 1930, p. 383; A. M. Hind,
Rembrandt, Cambridge, Mass., 1932, pp. 17, 89, ill. pi. LXV; Bredius i^}6. No. 278;
Bauch 1966, No. 409; G. Agnew, Agnew's iSiy-i^Sy, London, 1967, n.p., ill.; Gerson,

p. 390, ill.. No. 316, p. 501.

Trustees of the Fuller Foundation, Boston

REMBRANDT VAN RUN
14. Lamentation

71x78^(180,3x198,7 cm)
s.d. Rembrandt f. 1660 b.c./b.c.

coll. Marquess of Abercorn, 1836; Duke of Abercorn, Baron's Court, Ireland, 1899;
Forbes and Patterson, London; Comtesse de Beam (later/ensuite. Marquise de Behague),

Paris.

ex. BI, London, 1835, No. 115; Irish National Gallery, Dublin; JVinter Exhibition, RA,
London, 1876, No. 153; BI, London, 1899, No. 94; Rembrandt, Detroit. 1930, No. 53;
Masterpieces of Art, New York World's Fair, 1940, No. 84, p. 64; Rembrandt, Raleigh,

1956, No. 19; Six Great Painters, MAI, Milwaukee, 1957

ref. Catalogues cited above/Catalogues des expositions citees; Smith, 7, No. 95, B-HdG,
No. 337; Falentiner, p. 533; HdG, p. 105, No. 137; W. R. Valentiner, Rembrandt
Paintings in America, New York, 1932, No. 103; Bredius !<)}(>, p- 582; A. M. Frankfurter,

"383 Masterpieces of Art . . .," Art N, 38, Annual, 1940, p. 31, ill- p- 27; T. Boreniiis,

Rembrandt Selected Paintings, London, and New York, 1942, p. 13, fig. 16; W. Suida,

Catalogue of Paintings in the John and Mable Ringling Museum of Art, 1949, No. 252

John and Mable Ringling Museum of Art, Sarasota

REMBRANDT VAN RUN
15. Titus, The Artistes Son Titus, le Fils de VArtiste

32x27 (78,5 x67 cm)
s.d. Rembrandt 1660, on chair back to the right/sur le dessus de la chaise, a droite

coll. Duke of Rutland, K.G., Belvoir Castle, England; James Stillman, New York;

C. C. Stillman, New York; Duveen Brothers, New York

ex. RA, London, 1899, No. 97; MMA, New York, 1921-26; Loan exhibition ofRembrandt,

Wildenstein & Co. Inc., New York, Jan. 1950; Wilmington Society of the Fine Arts,

Del., May-June, 1951; Man & His Years, BMA, Baltimore, Oct. 19-Nov. 21, 1954,

No. 82, ill. p. 15

ref. HdG, 6, No. 707; Bredius t^)7, No. 124; Rosenberg, 1, p. 27; A Picture Book, BMA,
Baltimore, 1955; E. Spaeth, American Art Museums (^ Galleries: An Introduction to

Looking, New York, i960; Bauch 1966, No. 430, ill.; B-HdG, 6, p. 18, pi. 446; A. Werner,

"Up and Down Mad Avenue," Arts Mag., 41, 3, Jan. 67, p. 8; K. R. Greenfield, "The
Museum, Its First Half Century," Annual 1, BMA, 1966, p. 23

The Baltimore Museum of Art Bequest/legs, Mary Frick Jacobs
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REMBRAx\DT VAN RUN
16. Portrait of a Lady with a Lap Dog Portrait d'une Duine tenant un petit Chien

32x25J (80x62 cm)
c. 1665

coll. Jan van Beuningen, Amsterdam, sale/vente, Amsterdam, May 13, 1716, No. 42;
Henri Lebert, Colmar, Alsace-Lorraine, 1842; Colmar, Civic Museum, 1842—1917,
No. 211; Klas Fahraeus, Lidingon, Sweden, 1917; AR C. E. Fritzes Kungl, Hovbokhandel,

Stockholm, Sweden, 1919; H. Rcinhardt d' Son; M. Knoedler & Co., New York, 1919;
Frank P. Wood, Toronto, 1919-1955

ex. Kaiser Friedrich Museum, Berlin, i899;RoninklijkKabinetvanSchilderijenMauritshuis,

Den Haag, 1900; Loan Collection of Paintings Contributed by~ Private Collectors, AGT,
Toronto, 1920, No. 116; Inaugural Exhibition, AGT, Toronto. 1926, No. 152, ill.; Loan
Collection ofPaintings by Old Masters, AGT, Toronto, 1929, No. 12, p. 27, ill.; Rembrandt,
Detroit, 1930, No. 72, ill.; Paintings by the Great Dutch Masters of the Seventeenth

Century, Duveen Galleries, New York, 1942, No. 53, p. 145, ill.; Loan Exhibition ofGreat
Paintings in Aid of Allied Merchant Seamen, AGT, Toronto, 1944, No. 53 (quotes

Valentiner, "very probably the companion piece to the Portrait of a Young Man, in the

collection of D. Gutekunst in London, which is signed and dated i622"/selon Valentiner,

"tres probablement le pendant du Portrait d'un Jeune Homme de la collection de D. Gute-
kunst, a Londres, signe et date 1662"; Five Centuries ofDutch Art, AAM, Montreal, 1944,
No. 46; Loan Exhibition of Rembrandt, Wildenstein Sc Co. Inc., New York, 1950, No. 27,

ill., cover/couverture; Rembrandt. AGT, Toronto, 1951, No. 14; Dutch Painting, New
York-Toledo-Toronto, 1954—53, No. 67, ill.; Old Masters, Art Gallery of Hamilton, 1958,
No. 23; Treasures in. America, Virginia Museum of Fine Arts, Richmond, Va., 1961, p. 64,

ill.

ref. Catalogues cited above/Catalogues des expositions citees; Schongauer-Gesellschaft,

Bericht iiber eiii Rembrandt-zugeschriebendes Gcm'dlde im Colmarer yiuseum, Colmar,

1900; B-HdG, 7, p. 44, pi. 491, ill.; Falentiner, 2, p. 481, ill; HdG, 6, p. 389, No. 852;
W. R. Valentiner, "Important Rembrandts in American Collections," Art N, 28, April 26,

1930, p. 4, ill.; W. R. Valentiner, Rembrandt Paintings in America, New York, 1932,
No. 158; Bredius i^}6, p. 598; F. Landsberger (trad. F. N. Gerson), Rembrandt the Jews
and the Bible, Pliiladelphia, 1946, p. 70, ill. pi. 22; T. Borenius, Rem.brandt, Selected

Paintings, London and New York, 1944, p. 36, ill. pi. 100; Rosenberg, i, p. 246;

M. Breuning, "Rembrandt's Long Shadow Glows at Wildenstein's," Art D, 24, g, Feb. 1,

1950, p. 7; Hubbard, 1, p. 89, ill. pi. 45; L. Goldscheider, Rembrandt Paintings, Drawings,

and Etchings, London, i960, ill. pi. 122; VAG, "Masterpiece of the Month," KAG
Bulletin, Vancouver, 30, Nov.-Dec, 1963, ill.; Bauch 1^66, p. 26, No. 527, ill.; Gerson,

p. 440, ill., No. 398, p. 504

Art Gallery of Ontario, Toronto

REMBRANDT VAN RUN
17. Portrait of a Young JVoman Portrait d'une Jeune Fcmme

22^xi8'j^ (56,3x47,5 cm) c. 1665

col. Dukes of Hamilton, before /avant 1836; Hamilton Palace Sale, Christie's, June 17,

1882; Winckwoith, London; Messrs. Cottier ci' Co., New York; R. B. Angus, Montreal,

before/avant 1902; Mrs. R. Mac D. Paterson, Montreal

ex. BI, London, 1854, No. 74; ijth Loan Exhibition, AAM, Montreal, 1893, No. 64 (as

Portrait of a Lady); Rembrandt, AAM, IVIontreal, 1906, No. 1; Inaugural Exhibition.

AAM, Montreal, 1912, No. 134; Portraits, AAM, Montreal, 1941, No. 67; Masterpieces of
Painting, .\.\M, ^Montreal, 1942, No. 7; Paintings from the Montreal Museum ofFine Arts

Collection, NGC, Ottawa, 1949; Art from Montreal Collections. MMF"A/MBAM,
Montreal, Feb. 10—27, 1949, No. 51; Loan Exhibition of Rembrandt, Wildenstein & Co.,

Inc., New York, Jan. 19-Feb. 25, 1950; Rembrandt, AGT, Toronto, 1951; European
Masters, Ottawa, Montreal, Toronto, 1954, No. 15, ill.; Rembrandt to f^an Gogh, VAG,
Vancouver, Sept. 17-Oct. 13, 1957, No. 7; J. Steegman, Catalogue of Paintings, .MMFA,
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i960, No. 1006; Le Canada collectionnc la peinture europeenne/Canada Collects European
Paintings, MMFA/MBAM, Montreal, Jan. 19-Feb. 21, i960, No. 51, p. 35; Masterpieces

from Montreal, 1966-1967, p. 30, No. 75

ref. Catalogues cited above/Catalogues des expositions citees, Smith, 7, p. 178, No. 559;
fVaagcn, 3, p. 309; W. von Bode, Studien zur Geschichte der holldndischen Malerei,

Braunschweig, 1883, p. 583, No. 164; C. Dutuit, Tableaux et Dessins de Rembrandt, Paris,

1885, p. 45, No. 304; A. von Wurzbach, Rembrandt-Gallerie, 1886, p. 61, No. 194;
W. Roberts, Memorials of Christie^ s, London, 1897, 2, p. 10; B-HdG, 7, p. 136, No. 537;
PFurzbach, 2, p. 405; Falentiner, p. 486; HdG, 6, p. 253, No. 503; Brcdius, No. 400, ill.;

Editorial, "Picture Collecting in Canada," Burl. Mag., 96, 618, Sept. 1954, p. 269;
Hubbard, pp. 90, 151. pi. 94; C. Picher, "Homniage a Rembrandt," /^ic des arts, Nov.-
Dec. 1956, ill. p. 28; MMFA/MBAM. Handbook Recueil, Montreal, i960, p. 65; La Revue
franqaise, 146a, Nov. 1962, ill., p. 32; Bauch 1^66, No. 520, ill. (Hendrijcke Stoffels);

Gerson, p. 404, ill., No. 337, p. 501

MMFA/MBAM, Bequest of/legs de Mrs. R. MacD. Paterson, 1949, from the/de la

collection R. B. Angus

SCHOOL OF/ECOLE DE REMBRANDT
VAN RUN

18. Portrait ofRembrandt Portrait de Rembrandt

37 X 29^(94x70.3 cm)

coll. Earl of Listowel, London, 1939

ex. Rembrandt to Van Gogh, VAG, Vancouver, 1957, No. 1, ill.

ref. Catalogue cited above /Catalogue de I'exposition citee; JFaagen, 2, p. 513 ("Portraits

of a man and woman, entitled Rembrandt—hung too high to permit of an opinion".);

Rem,brandt, Leiden, 1956, p. 18; Hubbard, 1, 151; Hubbard, NGC Cat., 1961, 1, p. 88,

No. 4420, ill.; Bauch 1^66, No. 314, ill. (as/comme Rembrandt); McLuhan and Parker,

Space in Poetry and Painting, 1967, ill.; Gerson, p. 336, ill., No. 236, p. 497 (as/comme
Rembrandt)

The National Gallery of Canada/La Galerie nationale du Canada, Ottawa

JACOB ADRIAENSZ. BACKER
Harliiifren 1608/9-1651 Amslerdaiii

From Harlingen where his father was a baker, the family moved in 161 1 to

Amsterdam. One of the first Amsterdam period pupils of Rembrandt, his relation-

sliip with Rembrandt may have been similar to that of Lievens and Rembrandt in

Leiden. Backer already trained in the studio of the Mennonite preacher and artist

Lambert Jacobsz. in Leeuwarden would aj)pear with his first dated work of 1655 to

have become an independent master. Artistically, the picture in question. The

Elevation ofthe Cross clearly shows Backer's debt to that of Rembrandt painted for

Prince Frederick Henry at the same time. Backer in tlie end turned primarily to

portrait painting and his portraits of the 1650's are interchangeable mth those of

Rembrandt's other successful pupils of the decade—Bol, Flinck and Victors.

The Grey Boy., 1634 (Mauritsluiis, Den Haag) and Jo/innnrs Uyttcnboffaert, 1655

(Remonstrantenkerk, Amsterdam) are the best known. From the 1640's onward,
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Backer successfully emulated the style of another Amsterdam artist Bartolomeus

van der Heist. He produced the occasional history or hunting piece reminiscent

of similar decorative efforts by Bol or Pieter de Grabber. He died a bachelor at 42.

He was himself a teacher of such competent portraitists as Jan de Baen and his

nephew Adriaen Backer.

Pupil i6)2-i6))

En 1611, la famille Backer demenage de Harlingen, ou le pfere etait boulanger,

a Amsterdam. Backer fut I'un des premiers elfeves de Rembrandt a Amsterdam et

il eut avec le maitre des rapports semblables a ceux qui existferent entre celui-

ci et Lievens a Leyde. Aprfes avoir ete forme dans 1' atelier du predicateur et artiste

mennonite Lambert Jacobsz. a Leeuwarden, il semble que Backer se soit etabli

comme maitre independant en 1653, date de sa premiere oeuvre. Celle-ci,

VElevation de la Croix, revMe clairement la dependance de Backer qui s'inspire

d'une oeuvre de Rembrandt peinte pour le prince Frederick Henry vers la meme
date. Par la suite, Backer se specialise dans I'art du portrait. Les portraits qu'il fait

dans les annees 1630 sont extremement proches de ceux des autres bons eleves de

Rembrandt de cette decade: Bol, Flinck et Victors. Ses oeuvres les mieux connues

sont ""Le Gargon en gris" 1634 (Mauritshuis, Den Haag) et ^''Johannes Uytten-

bogaerV' 1635 (Remonstrantenkerk, Amsterdam). A partir de 1640 Backer suit

avec habilete le style d'un autre artiste d'Amsterdam, Bartolomeus van der Heist

II produit alors un certain nombre de tableaux historiques et des scenes de chasse

qui font penser aux efforts decoratifs fort similaires de Bol ou de Pieter de Grebber.

II enseigne la peinture et a comme eleve des peintres portraitistes d'une certaine

qualite comme Jan de Baen et son propre neveu Adriaen Backer. II resta celi-

bataire et mourut a I'age de 42 ans.

Eleve i6)2-i6))

19. Portrait of a Lady Portrait d^une Dame
30^x241(77,5x62,80111)
s.d. J.A.B. 1641

coll. Dowager Countess of Gosford; K. W. Bachstitz, Den Haag

ex. Dutch Art, RA, London, 1929, No. 156; Antique Art, Rijksmuseviin, Amsterdam,

June 29—Sept. 1, 1929, No. 5; Rembrandt, Indianapolis-San Diego, 1958, No. 16;

Seventeenth Century Painters of Haarlem, Allentown Art Museum, Allentown, Penn.,

Apr. 2—June 15, 1965, No. 1, ill. p. 1

1

ref. Catalogues cited above/Catalogues des expositions citees; K. Bauch, "A Newly
Discovered Portrait of Backer," International Studio, March, 1929, pp. 39, 94, ill. p. 40;

Handbook of the W. R. Nelson Gallery of Art, Kansas City, 1933, 1st edition, p. 25, ill.

Nelson Gallery-Atkins Museum of Fine Arts, Nelson Fund, Kansas City

FERDINAND BOL
Dordrecht 1616-1680 Amsterdam

Like Backer he came as a young child to Amsterdam and remained to have a

brilliant career. Around 1632 to 1633 he became a pupil of Rembrandt, a relation-
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ship which seems to have been sporadically continued between 1635 to 1640. The
first dated work occurs in 1642 (Isarlow claimed 1638)5 the earlier Bols in the

exhibition are neither signed nor dated. Bol was also proficient as a draughtsman

and etcher. Perhaps it was the very demand for his portraiture that persuaded

Bol like Backer to follow the mode -of van der Heist after 1650. His historical

paintings, especially those connected with the projects for the Amsterdam city hall,

retain the flavor of Rembrandt. Cornelis Bisschop and Godfrey Kneller were his

pupils. From 1660 onwards Ids powers seemed to diminish and with his second

marriage to a rich widow in 1669 he ceased to exist as an artist. He enjoyed

successive fashionable residences before his death in 1680.

Pupil 16)2/))-i6)^^ possibly to 1640

Comma Backer, il arrive a Amsterdam etant encore enfant. II reussit a faire une

carriere brillante dans sa ville d'adoption. Vers 1632 a 1633 il devient el^ve de

Rembrandt et continue son apprentissage d'une manifere sporadique entre

1655 et 1640. Sa premiere oeuvre est datee en 1643 (Isarlow prefere la date 1638).

Les Bols de la premiere epoque qui font partie de notre exposition ne sont ni dates

ni signes. Bol fut egalement un dessinateur et un graveur de talent. Peut-etre le

succes des ses portraits decida Bol, tout comme Backer, de suivre le style de Van

der Heist apres 1650. Ces peintures historiques, particulierement celles qui se

rapportent au projet de I'Hotel de Ville d'Amsterdam reflfetent I'influence de

Rembrandt. II eut comme elfeve Cornelis Bisschop et Godfrey Kneller. Sa puissance

creatrice commence a decliner a partir de 1660 et, a la suite de son deuxi^me

marriage a une riche veuve, il cesse toute activite artistique. II vecut dans une

serie de maison de maitre avant sa mort en 1680.

Eleve 16)2/))-i6)^, possiblement jusqu'a 1640

20. fertumnus and Pomona Vertutnne ct Pomone
61x51^(155x130,80111)
s.d. F. Bol fecit 1644 l.r./b.d.

coll. Lt. Col. Hubert Cornwall-Legh, Cheshire; F. Rleinberger; Mrs. George R. Balch,

Cincinnati

ref. F. Rleinberger, A Descriptive and Illustrated Catalogue of ijo Paintings by Old

Masters of the Dutch, Flemish, German, Italian, Spanish and French Schools from the

Rleinberger Galleries, Paris and New York, 1911, p. 12 as/comme La Diseuse de Bonne

Aventure, "Ace. of Americ. & Can. Mas.", AQ, 21, Spring 1958, p. 85, ill. p. 87; Gustave

von Groschwitz, "Ferdinand Bol", The Cincinnati Art Museum Bulletin, 5, 4, Oct. 1958,

p. 12, ill. p. 14; D. G. Carter, "A Vertuinniis and Pomona by Gerbrand van den Eeckhout,"

Bulletin, Ilerron Museum of Art, Indianapolis, June 1966, ill. p. 38.

The Cincinnati Art Museum, Cincinnati

FERDINAND BOL
21. Portrait (fa Gentleman Portrait d'un Gcntilhomme

28^ X24^ (72,7x62,2 cm)
s.d. Bol. fecit, i6j^

coll. Earl Cowper, Panshanger; Lady Desborough; Col. and Mrs. ,\. AV. S. Herrington

ex. Winter Exhibition, RA, London, 1881, No. 169; Herrington Collection, Krannert .\rt

Museum, University of Illinois, Sept. 21-Nov. 15, 1964



ref. "Ace. of Americ. S: Can. Mus.," AQ, Autumn 1958, ill. p. 522; "New Acquisition,"
Arts Mag., March 1959, ill. p. n
The Art Association of Indianapolis, Tiie Jolin Ilerron Museuni of Art, Gift of/don de.

Col. Sc Mrs. A. W. S. Ilerringtoii

FERDINAND BOL
22. Portrait of a Nobleman Portrait d'un Noble

52IX41 J (133X 106,4 cm)
s.d. F. Bol, i6j9

coll. Consul Weber, Hamburg; Goudstikker, Amsterdam

ex. Goudstikker—Exhibition, Amsterdam

ref. Hofrath Dr. F. Schlee, Gallery JVeber, 1890; fVurzbucli, p. 128; von Pflugh-Hartung,
RepertoriumfUr Kunstwissenschaft, Berlin 1885, 8, p. 87; Weber, Fiihrer, 1887, pp. 19-20;
Carl V. Lutzow, ZeitschriftfUr bildende Kunst, 5, 1892, p. 25

Kurt Meissner, Zurich

FERDINAND BOL
23. Fanitas-Portrait of Saskia fanitas-Portrait de Saskia

51x36 (129,5x91,4 cm)
Authenticated/Authentifie par C. Hofstede de Groot, 1924. as/comme Ferdinand Bol;

Dr. J. W. von Moltke, 1963, as 'comme Ferdinand Bol

coll. Prince Demidoff; William Skinner; R. Stewart Kilbourne

ref. Art N, Oct. 16, 1926, p. 8

Wildenstein 8c Co., Inc., New York

FERDINAND BOL
24. Self Portrait Autoportrait

361x321(93,3x83,2 cm)

coll. Private Polish Collection/Collection particuliere polonaise, Paris

ref. Certificate, AA'. R. Valentiner

M. Knoedler & Company, Inc., New York

FERDINAND BOL
25. The Intrepidity ofGains Fabricius in the Army Camp ofPyrrus

UIntrepidite de Gains Fabricius au Camp de VArmee de Pyrrhus

32 X 16 (81,2x40,6 cm)

coll. John Tattensall, Enschede; Sales/ventes; Amsterdam, Oct. 12, 1937, No. 302;
Amsterdam, May 23, 1967, No. 222; Mak van JVaay, N.V.

ex. Tentoonstelling van aanwinsten 1^66—1^6 j voor het Amsterdam Historisch yiuseum en

Museum yVillet-Holthuysen, Amsterdam Historisch Museum De Waag, Dec. 1967, No. 8

ref. H. Schneider, "Ferdinand Bol als Monumentalmaler in Amsterdamer Rathaus,"

Jahrbuch der Preussischen Kunstsammlungen, 47, 1926, p. 73-86; H. van de AVaal, Drie

eeuwen vaderlandsche geschieduitbeelding j joo—iSoo, 's-Gravenhage, 1952, p. 216, note

7; Pigler, 2, p. 377, ill. p. 375; V. Linnik, Notes sur les travaux des eleves de Rembrandt
pour V hotel de ville d'Amsterdam., 1^61

Het Amsterdam Historisch Museum, Amsterdam

FERDINAND BOL
26. King Pyrrhus Le Roi Pyrrhus

43ix36 (109,9x91,5 cm)
s. F. Bol

coll. D. Reder, Brussels; Telkowsky, Antwerp; Rumanian Embassy/Embassade de

Roumanie, Den Haag; Marcel Wolf, Den Haag; Herman Goering, Berlin; Dutch
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Government/Gouvernenient ile Hollande; Private Collection/Collection particiiliere, Den
Ilaag

ref. W. Martin, Yearbook ofthe Mauritshuis, Den Haag, 1935

Dell Publishing Co., Int., George T. Delacorte, Chairman, New York

FERDINAND BOL ,

27. Magnanimity oj" Scipio La Magnanimite de Scipion

321x32^ (83,2x83,5 cm)

coll. P. de Boer, Amsterdam, 1959; Frederick Mont, New York

ref. Catalogue of Old Pictures . . ., C. F". Kunsthandel P. de Boer, Summer 1959, ill.

(as/comme JosepJis Cup found in Benjamin^ s Sack/La Coupe de Joseph retrouvee dans le

Sac de Benjamin); "La Chronique des Arts," Suppl. GB-A, 1117, Fev. 1962, p. 68;
Worcester Art Museum, Annual Report, 1962, pp. X, XIII

Worcester Art Museum, Fund/fond, Charlotte E. AV. Buffington, Worcester

FERDINAND BOL
28. The Negotiations between Claudius Civilis and Quintus, Petilius Cerealis on the Demolished

Bridge

Les Pourparlers entre Claudius Civilis et Quintus, Petilius Cerealis sur le Pont demoli

47iX43i (121,5x1 11,5 crn)

coll. Frank Sabin, London, 1927

ex. Rembrandt, Leiden, 1956, No. 20, p. 22; Rembrandt, San Francisco, Toledo, Boston,

1966-67, No. 94, p. 140, ill.

ref. Catalogues cited above/Catalogues des expositions citees; H. van de Waal, "Tempesta
en de Historie-Schilderingen op het Amsterdamse Raadhuis," 0-H 56, 1939, p. 60, fig. 6,

H. van de Waal, Drie eeuwen vaderlandsche geschieduitbeelding, iJoo-1800,
's-Gravenhage, 1, 1952, pp. 221, 230

Ir. C. Th. F. Thurkow, Den Haag

FERDINAND BOL
29. Alexander before Diogenes Alexandre devant Diogene

141x171(37,1x45,1 cm)

coll. Nicholas Berg, Frankfurt-am-Main, William Berg, Portland, Oregon

ref. Parke-Bernet Galleries, Dutch and Flemish Paintings and Drawings, New York, sale/

vente No. 1430, April 15, 1953, No. 49; The Art Museum, Princeton University, The Carl

Otto von Kienbusch,Jr. Memorial Collection, Special Exhibition Catalogue, June 1956, No. 49

The Art Museum, Princeton University, Princeton

PAULUS BOR
Amersfoort c. 1600-1669 Amersfoort

Unlike Rembrandt, a trip to Italy from 1620 to 1623 gave Bor direct experience of

artistic developments in Rome where he established connections with the Dutch

painters guild, the Bent. Returning to Amersfoort before 1628, his background

made him susceptible to Rembrandt's influence, and to that of the Utrecht followers

of Caravaggio. In 1631 he contributed to the decoration of the Job Hospital (Hotel

Job) in Utrecht and in 1638 to Honselaersdijk, the newly built palace of Prince

Frederick Henry.

Not a pupil
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Par contraste aver Reinbrandt, Bor entreprend un voyage en Italie de 1620 a 1623

ce qui lui pennet d'eliulier les tondajices artistiques a Rome, ou il se fait meinbrc

de la guilde des peintres hollandais, la Bent. De retour a Amersfoort avant 1628,

il subit I'influence de Ileinbrandt et des peintres d'Utreclit, imitateurs du

Caravagej ce qui est la confirination logique de sa formation artistique. En 1631, il

participe a la decoration de I'hopital Job (Hotel Job) a Utrecht et, en 1638, du

lionselaersdijk, le palais recemnient construit du prince Fr^d^rick Henry,

N'etudia pas aire Rembrandt

Avarice

48x39^(121,9x1000111)

coll. Francois Pauvels; sale/vente Brussels, 1803; Lafontaine, Brussels; Vice-Admiral
Preston, Mr. Ove Arup, "Dana," Callow Hill, Virginia Water, Surrey, England; sale/

vente Christie's, May 8, 1942; Arcade Gallery, London, U.K.

ref. Smith 7, p. 77, No. 186 (as/comme Rembrandt), described from the engraving by
Cordon decrit d'apres la gravure de Cordon; Ch. Blanc Le Tresor de la Curiosite, 2, 1858,

p. 214 (as/comme Rembrandt), HdG, 6, p. 1781, No. 301 (as/comme Rembrandt),
described from the print/decrit d'apres la gravure; Kalentiner 192^, p. 102 (as possibly a

lost early Rembrandt/comme possiblement vm jeune Rembrandt), Bauch 19]), pp. 25,

179, fig. 12; Catalogue of Drawings and Engravings, Christie, Manson 8c Woods, Ltd.,

London, May 8, 1942; Baroque Paintings of Flanders and Holland, Arcade Gallery,

London; Catalogue of Paintings and other Art Objects—Cummer Gallery of Art, Jackson-

ville, Fla., 1961, p. 42, ill.; Bauch i960, pp. 240, 241, ill., fig. 210

Cummer Gallery of Art, Bequest/legs Ninah M. H. Cummer, Jacksonville

LEONARD BRAMER
Delft 1596-1674 Delft

He has left us a number of drawings and water-colours, and showed considerable

interest in illustration; his paintings generally modest in format show consistent

influence of Rembrandt particularly in his lighting of his subjects. His drawings

in their types recall Adriaen Brouwer and Benjamin Gerritsz. Cuyp. His wander-

ings took him to Rome and finally back to Delft. His literary illustrations included

the Bible, the Life of Alexander the Great and Spanish works by Quevedo 1657

and the Lazarillo de Tormes 1659. In many respects his work is close in scale and

in the use of dramatic lighting and in his use of props to Willem de Poorter.

Not a pupil

II nous a laisse un certain nombre de dessins et d'aquarelles et il s'est revile un

bon illustrateur. Ses peintures, generalement de petit format, relevent de I'in-

fluence de Rembrandt, particuli^rement dans I'illumination de ses sujets. Ses

dessins de genre rappellent Adriaen Brouwer et Benjamin Gerritz. Cuyp. II

voyage beaucoup et visite Rome avant de retourner a Delft. Ses illustrations

litteraires comprennent la Bible, I'histoire d'Alexandre le Grand et des oeuvres

espagnoles de Quevedo (1657) ®^ ^^ Lazarillo de Tormes (1659). Sous beaucoup

d'aspects son oeuvre se rapproche, tant par ses dimensions que par I'emploi d'une
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illumination fort dramatique, de celle de Willem de Poorter, dont il imite

d'ailleurs les decors.

N^etudia pas avcc Rembrandt

31. Solomon Praying in the Temple Salomon priant an Temple
Oil on copper/huile sur cuivre, 8-^x 1 a J_ (^2 1,6x27,3 ^'")

s. L. Bramer, on altar step/sur la niarche d'autel, c. 1638-1640

coll. M. J. F. f'F. van der Haagen, Den Haag, 1918; C. W. Matthes, Breukelen, 1918;
sale/vente Mak van Waay, 4, 11, 58, No. 3 (sale/vente 131); Jiingeling, Den Haag, 1958;
Bohler^ Miinchen

ref. II. Wichmann, Leonhard Bramer, Sein Leben und seine Kunst, Hiersemann,
Leipzig, 1923, No. 28b; "Ace. of Americ. & Can. Museum," AQ 29, 3-4, 1966, p. 293, ill.

p. 301.

IMMFA/MBAM, gift/don de Mr. & Mrs. Neil F. Phillips

LEONARD BRAMER
32. Presentation in the Temple Presentation au Temple

oil on copper/huile sur cuivre, 4^x6^^ (12x15,5 C"^)

s. L. Bramer, on table/sur la table

coll. S. Nystad, Oude Kunst, N.F., Den Haag

ex. Oude Kunst-en Antiekebeurs, Museum Prinsenhof, Delft, 1967

Mr. F. H. Fentener van Vlissingen, Vught

SALOMON DE BRAY
Amsterdam 1597-1664 Haarlem

Believed to have been a pupil of two Haarlem masters, Hendrik Goltzius and

Cornells van Haarlem, his early works reflect the impact of the Lastman-Pynas

circle. From 1615 to 1630 he was in the Shooting Company of St. Adriaen, and

from 1616 to 1622 he was a member of the debating or rhetoric society of

Wyngaardranken (wine tasters). In 1625 he married Anna Westerbaen who
became the mother of the artist Jan de Bray, his best pupil. Salomon de Bray also

distinguished himself as a poet and architect having been concerned with plans for

the Zylpoort and later the new church in Haarlem. Tragedy struck in 1663 and

1664 when the pest carried off six members of the family including himself. His

pictures from the 1650's show the influence of Utrecht artists and of Rembrandt.

Not a pupil

II semble qu'il etudia avec deux peintres de Haarlem, Henrick Goltzius et

Cornells van Haarlem. Ses premieres oeuvres le placent sous I'influence du cercle

Lastman-Pynas. De 1615 a 1630, il est membre de la compagnie des gardes de

Saint Adriaen et de 1616 a 1622, il est affilie a la Society des Rhdtoriciens des

Wyngaardranken (Tastevin). II ^pousa Anna Westerbaen en 1625 et en eut un

fils, Jan de Bray, qui devint son meilleur ^Ifeve. Salomon de Bray a ^galement eu

une carri^re brillante comme poete et comme architecte. II intervdnt dans les

plans du Zylpoort et ensuite dans le projet de la Nouvelle Eglise a Haarlem. Sa fin

fut tragique. Elntre 1663 et 1664 la peste I'emporta ainsi que six membres de sa
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famille. Ses tableaux peints aprfes 1630 r^vMent I'influence des artistes d'Utrecht

et celle de Rembrandt.

IV'etudia pas avec Rembrandt

33. A Shepherd Un Berger
pan. 26X 19^ (66x49,5 cm)
s.d. Bray, 16^1 (?)

coll. Private collection, Paris, until 1965/Collection privee a Paris jusqu'en 1965

Heim, Paris-London

BENJAMIN GERRITSZ. CUYP
Dordrecht 1612-1652 Dordreclit

Better known as the uncle of the landscape painter Aelbert Cuyp, he was the

step-brother of the Dordrecht painter Jacob Gerritsz. Cuyp. While one authority

associates Cu}"]! with Rembrandt in his Leiden years, we have no evidence that he

was a pupil. His peasant genre and religious scenes are filled with types recalling

those of Adriaen Van Ostade and Leonard Bramer. His liffhtinff schemes and his

palette have much in common with those of Rembrandt's Leiden and early

Amsterdam years. Cuyp became a member of the guild in 1631 and resided

briefly in the Hague in 1643. He died August 28, 1652.

Not a pupil

Cet artiste est surtout connu comme I'oncle du peintre Aelbert Cuyp. II etait

d'ailleurs le demi-frfere du peintre de Dordrecht Jacob Gerritsz. Cuyp. Bien qu'un

auteur associe Cuyp et Rembrandt pour les annees de Leyde, nous n'avons pas de

preuves concluantes qu'il fut elfeve du maitre. Ses tableaux depeignant la vie

paysanne et des sujets religieux sont remplis de personnages qui rappellent ceux

d'Adriaen van Ostade et de Leonard Bramer. Les couleurs de sa palette et son jeu

de lumifere derivent de I'oeuvre de Rembrandt de I'epoque de Leyde. Au cours

des premieres annees de son sejour a Amsterdam, Cuyp devient membre de la

guilde, en 1631, et en 1643 ^'^ ^^ trouve bri^vement a La Haye. II mourut le

28 aout 1652.

N^etudia pas avec Rembrandt

34. The Annunciation to the Shepherds L'Annonciation aux Bergers

48x37^(122x95,2 cm)

coll. M. L'Abbe Desjardins; Joseph Legare, c. 1817; Musee du Seminaire de Quebec

ref. J. Purves Carter, Catalogue of the Paintings in the Gallery of Laval University,

Quebec, 1908, No. 151, p. 43 (as/comme Eeckhout)

Musee du Seminaire de Quebec, Quebec

BENJAMIN GERRITSZ. CUYP
35. Annunciation to the Shepherds U Annonciation aux Bergers

35x24(89x61 cm)

coll. Picture Gallery, Castle Diozegb, Czechoslovakia
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ex. Masterpieces of Painting: Treasures of Five Centuries, the Columbus Gallery of Fine

Arts, Ohio, Oct.-Nov. 1950, No. 12, ill., p. 15; Rembrandt, Raleigh, 1956, No. 15, ill.

ref. Catalogue cited above/Catalogues des expositions citees

Paul Drey Gallery, New "?ork

LAMBERT DOOMER
Amsterdam 1622/23-1700 Alkmaar

A native of Amsterdam and probably a pupil of Rembrandt sometime between

1640 to 1645, he was a competent portraitist in the mode of Backer, Flinck and

van der Heist. His restless nature is better reflected, however, in his landscape

sketches and paintings which describe with great charm the villages, towns and

castles of the United Provinces, the Rhine and at least one town in France, Angers,

seen on a trip about 1645. His marriage to Mettie Harmens, a widow from Arnhem

in 1668, was followed in 1671 by the purchase of a house in Amsterdam where he

lived until 1 680 when he settled in Alkmaar.

Pupil about 1640-164J

II nait a Amsterdam et etudie sans doute avec Rembrandt pendant quelque temj)s

entre 1640 et 1645. II s'avfere un peintre doue pour le portrait dans le style de

Backer, Flinck et Van der Heist. Cependant ce sont ses esquisses et ses paysages qui

permettent d'apprecier mieux sa nature aventureuse. II decrit avec un trfes grand

charme les villages, les villes et les chateaux des Provinces Unies, du Rhin et d'au

moins une ville fran9aise. Angers. Ce voyage, il le fait en 1645. En 1668, il epouse

une veuve d'Arnhem, Mettie Harmens, et achate une maison en 1671 a Amster-

dam ou il vit jusqu'en 1681 alors qu'il s'etablit a Alkmaar.

Eleve 1640-164^

36. Young Couple Standing Beside a Globe Jeutie Couple debout a c6te d'un Globe

pan., 28^x21^ (72,4x54 cm)

s.d. Doomer, i6j8

coll. Gaston Alexander, Paris; F. Kleinberger & Co., New York

ex. Life in Seventeenth Century, Holland, Wadsworth Atheneum, Hartford, Nov. 21,

1950-Jan. 14, 1951, p. 24, No. 65, pi. XIII; Rembrandt, Leiden, 1956, Raleigh, 1956,

No. 14

ref. Catalogue cited above/Catalogues des exposition citees; A. Bredius, Kunstler-inventare,

1915, i,PP- 74-77

Robert Hull Fleming Museum, University of Vermont, Burlington

GERRIT DOU
Leiden/Leyde 1613-1675 Leiden/Leyde

First trained as a glassmaker and engraver under his father from 1625 to 1627,

became a guild member. In 1628 he entered Rembrandt's studio, and while with

Rembrandt patterned his own painting upon Rembrandt's. Dou seemed more at
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home in tlie Leiden tradition of still-life and love of minutiae and did not elect to

follow Rembrandt in the latter's ambitious move to Amsterdam. The break in

their artistic association caused a reversion in favour of meticulous technique

—

even to over-refinement. The vogue of the day resulted in an invitation to the

court of Charles II which he declined. After mid-century candle-light scenes in

petit-bourgeoise svirroundings were initiated as a fad by Dou. Pieter van Slinge-

land, Quiringh Brekelenkam, Frans van Mieris the Elder and Gabriel Metsu were

among his pupils.

Pupil 1628-16)1

Son pfere le destine a I'art du vitrail et a la gravure et dirige son Education de 1625 a

1627 quand il devient membre de la guilde. En 1628, il s'associe au studio de

Rembrandt et imite la manifere du maitre pendant la duree de ses Etudes avec

celui-ci. Cependant, Dou se sent plus a I'aise dans la tradition de Leyde et se

distingue par ses natures mortes et son amour du detail. II n'accompagne pas

Rembrandt lors de son demenagenient ambitieux a Amsterdam. Quand 1' associa-

tion artistique des deux peintres prend fin, Dou revient a une technique

meticuleuse que Ton peut presque qualifier de precieuse. II se met au gout du jour

au point d'etre invite a la cour de Charles II. II ne s'y rend pas. Aprfes 1650, Dou
peint des scenes d'interieurs petit bourgeois illumines par des chandelles. Ce

genre de tableaux fut fort a la mode par la suite. Dou eut comme elfeves, Pieter

van Slingeland, Quiringh Brekelenkam, Frans van Mieris le Vieux et Gabriel

Metsu.

Eleve vers 1628-16)1

37. An Evening School UKcole du Soir

pan. 10x9 (25,4x22,8 cm)

coll. Charles T. Yerkes, New York

ref. HdG, 1, p. 416, No. 208; Charles T. Yerkes collection—Sale Catalogue, American
Art Association, Mendelssohn Hall, April 5-8, 1910, No. 20, ill.; W. Martin, Gerard Dou,
des Meisters Gemdlde, Stuttgart und Berlin, 1913 (Klassiker der Kunst), p. 174, ill.;

H. W. ^yilliams Jr., "Dou's Evening School," MMA Bulletin, 35, Oct. 1940, p. 206

The Metropolitan Museum of Art, Bequest/legs, Lillian M. Ellis, 1940, New York

WILLEM DROST
c. 1630-1687 Dordrecht

Said to be of German origin, a fact which would tend to be confirmed by the

signature of his first name, Wilhelm, in the Portrait of a Man from the Metro-

politan Museum of Art, New York. About 1 650 he was in Rome with other artists

of the Dutch colony, Jan van Meer, Lieven Verschuier and Carel Loth. He is

thought to have become a pupil shortly afterwards and remained to 1656 with

Rembrandt. If he remained until 1656 it was as a free master as signed works

occur as early as 1651 . No signed or dated works are known after 1656. In 1680 he

was recorded in Rotterdam and died in Dordrecht.

Pupil 16^0 (P)-i6^4-i6^6
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Sans doute son origine ^tait alleniande, ce qui pourrait expliquer pourquoi il signe

son prenom, ^^'illlel^l, sur le Portrait d'un Homme du Metropolitan Museum of

Art. Vers 1650 il se trouve a Rome avec d'autres artistes de la colonie hollandaise,

notamment Jan van Meer, Lieve Verschuier et Carel Loth. Peu apr^s, semble-

t-il, il devient elfeve de Rembrandt et f-ecte avec le maitre jusqu'en 1656. Remar-

quons toutefois, si Ton considfere qu'il fut el^ve de Rembrandt jusqu'a cette date,

qu'il travaille aussi comme maitre independant, car on trouve des oeuvres sign^es

par lui-meme a partir de 1651, Apr^s 1656 on ne lui connait pas de tableaux

dates ou sign^s. En 1680, on le retrouve a Rotterdam, mais il meurt a Dordrecht.

Eleve 16^0 {?)-i6j4/^6

38. Bathsheba Bethsabee

40^x34^(103x870111)
s.d. Drostf. i6j4, on letter/sur la lettre

coll. Dr. Leroy d'Etoilles, Paris, vente/sale, Paris, 21-22 fev. 1861, No. 27, p. 12; M. de

Vandeul, 1866

ex. Exposition circulante en province, Cambrai, 1936; Valenciennes, Metz, 1938;
Rembrandt, Leiden, 1956, No. 30, p. 27, ill. pi. 19; Exposition de yoo Tableaux tires des

Reserves du department des peintures, Musee National du Louvre. Paris, i960, No. 404,

P-94
ref. Catalogues cited above/Catalogues des expositions citees; W. Burger (-T. Thore),

"Le Christ benissant les en/ants par Rembrandt (Galerie Suermondt), Aix-la-Chapclle \

GB-A, 21, 1866, p. 257; C. Vosmaer, Rembrandt, sa vie et ses oeuvres, La Haye—Paris,

1877, p. 234; J. Guiffrey, "les accroissements du Musee du Louvre", Les Arts, 1902,

12, p. 18, ill. (as/comme Cornelis Drost), H. Mireur, Dictionnaire des rentes d'art. . .,

2, Paris, 1902, p. 550 (as/comme J. van Drost); C. Hofstede de Groot, "William Drost,"

Thieme-Becker, p. 537; L. Demonts, Catalogue des peintures exposees dans les galeries du
Musee National du Louvre t.III, Ecoles flamande, hollandaise, allemande et anglaise,

Paris, 1922, No. 2359A, p. 153; C. Hofstede de Groot, "Rembrandt ogW. Drost?" 0-H, ^&,

1929, pp. 33—39; A. Bredius, "Een portret van William Drost," 0-H, 46, 1929, pp. 96-98;
Vf. R. Valentiner, "Willem Drost, Pupil of Rembrandt," AQ, Autumn 1939, pp. 300-1,

pi. 1; W. Martin, De Hollandsche Schilderkunst, Rembrandt en zijn tijd, 2, Amsterdam,

1942, p. 137; H. Gerson, "Het tijdperk van Rembrandt en Vermeer," De Nederlandse

Schilderkunst, 2, Amsterdam, 1953, p. 20, pi. 44; Pigler, 1, p. 150; Rosenberg-Slive-ter

Kuile, p. 98, ill. pi. 73a; Gerson, p. 120. ill.

Musee National du Louvre, Paris

WILLEM DROST
39. Portrait of a Man Portrait d'un Homme

34i X 28^ (86,7 X 72,4 cm)
s. IVilhelm. Drost F./Amsterdam, on paper, 1.1./sur un papier, b.g.

coll. Private Collection, Amsterdam; sale/vente, Amsterdam, Dec. 17, 1850; Albert Levy,

London; sale/vente, Christie's, London, May 3, 1884; James MacAndrew, Belmont, Mill

Hill; sale/vente, Christie's, London, Feb. 4, 1903, No. 128; L. Lesser, London; dealer/

agent. New York, c. 1915; Felix M. Warburg, New York, 1941

ex. Masterpieces of Art, European and American Paintings, ijoo-i^oo, New York,

World's Fair, 1940, No. 99; Old Masters of the Metropolitan, University of Wisconsin,

1949, ill.; Rembrandt, Raleigh, 1956, No. 21, pp. 38, 116

ref. Catalogues cited above/catalogues des ventes etdes expositions citees; W. R. Valentiner,

"Willem Drost, Pupil of Rembrandt," AQ, 2, 1939, pp. 300, 303, 325 (note 4), ill. p. 298,

fig. 4; H. B. Wehle, "A Gift of Paintings and Drawings," MMA Bulletin, 37, June 1942,

p. 160 ff, ill. p. 161

The Metropolitan Museum of Art, New York
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WILLEM DROST
40. Self Portrait Autoportrait

pan. 23^ X i8i (59.5 X47 cm)

coll. Mrs. C. H. Kleiweg de Zwaan

ex. Catalogue of Old Pictures . . . C. /'. Kunsth. P. dc. Boer, Amsterdam, Summer 1957
Aug. 31 (as/comme G. Flinck)

ref. catalogue cited above/catalogue de I'exposition citee;

Kun.sthandel P. de Boer, Amsterdam

WILLEM DROST
41. Portrait of a Seated Girl and Boy-

Portrait d'une Jeune Fille et d'un Garqon

44ix 33^112,5x86 cm)

coll. A. yieissner, Zurich

ex. Catalogue of Old Pictures. . ., C. F. Kunsthandel P. de Boer, N.V., Amsterdam,
summer 1968, No. 9a. ill.

ref. Catalogue cited above/ Catcdogue de Texposition citee

Kunsthandel P. de Boer, Amsterdam

HEYMAN DULLAERT
Rotterdam 1636-1684 Rotterdam

Dullaerts Gedichten, published in 1719 by David van Hoogstraten, indicates that

Dullaert became a pupil of Rembrandt in 1653. Apparently, he returned, after

his sojourn in Amsterdam, to Rotterdam where, in 1668, he became the head of

the Guild of St. Luke. He was also a poet. Knowledge of his work is restricted to

still-life. A portrait by Philips Koninck of Dullaert is in the collection of the City

Art Museum of St. Louis and suggests the contact which ma}^ have brought

Dullaert to Rembrandt.

Pupil 16j)

Les poemes de Dullaert, publics en 1719 par David van Hoogstraten, indiquent

que leur auteur entre a I'atelier de Rembrandt en 1654. Apres un sejour a Amster-

dam, il retourne a Rotterdam ou, en 1668, il devient le directeur de la Guilde de

Saint-Luc. II se fit une reputation de poete. En peinture, nous ne connaissons de

lui que des natures mortes. Le City Art Museum of St. Louis, poss^de un

portrait de Dullaert par Philips de Koninck. Ce tableau nous donne a penser que

c'est probablement ce dernier qui le presenta a Rembrandt.

Eleve en 16^j

42. Trompe-V Oeil

pan. 19^x15 (49,5x38 cm)

ex. Spring Exhibition of Fine Paintings of the European Schools, Old Masters Galleries,

London, U.K., May i-Jun. 30, 1967, No. 12

ref. Catalogue cited above/catalogue de I'exposition citee

Old Masters Galleries, London
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ABRAHAM VAN DYCK
c. 1655—c. 1672 Amsterdam

Rare artist painting in a style close to that of Barent Fabritius, he is best known
for his genre and biblical pictures. Thg assumption is that van Dvck became a

pupil about 1650; his known dated works are from 1651 to 1659 ^^^^ ^^^ usual] v

signed A. V. Dyck. The example presented here is signed with a monogram. The
earliest of these works The Presentation in the Temple in the van den Berg

collection recalls the style of Rembrandt while the later works are closer to van

Hoogstraten, and B. Fabritius.

Pupil about 16jo

On ne connait que peu d'oeuvres de cet artiste qui peint dans un style qui se

rapproche de celui de Barent Fabritius. II produit surtout des tableaux de genre et

des scenes bibliques. On croit que Van Dyck devint eleve de Rembrandt vers

1650. Les oeuvres qu'il peint de 1651 a 1659 ^ont signees generalement A. V.

Dyck. Le tableau presente a cette exposition porte cependant, un monogramme.

Sa premiere oeuvre connue, la Presentation au Temple dans la Collection Van

den Berg, se rapproche du style de Rembrandt. Dans son oeuvre posterieure

Van Dyck suit le pinceau de Van Hoogstraten et B. Fabritius.

Eleve vers 16jo

43. Grace before Meal Le Benedicite

26^x29^(67,5x75 cm)
mono. AVD on table leg/sur le pied de la table

coll. sale/vente, Sotheby's, London, 1956

ex. C. Gilbert, Figures at a Table, John and Mable Ringling Museum of Art, Sarasota,

No. 19, ill. (as/comme Couple at Prayer/Couple en Priere)

ref. Catalogue cited above/Catalogue de I'exposition citee

E.W., New York

GERBRANDT VAN DEN EECKHOUT
Amsterdam 1621—1674 Amsterdam

The son of a goldsmith, he became an able draughtsman, painter and poet, and

remained a bachelor.

Regarded v\-ith Roeland Roghman as one of Rembrandt's best friends, his own

style depended heavily upon Rembrandt's but he also seems to draw ujx)n the

works of Bol and Flinck for stylistic guidance. He reveals himself to be capable of

work of very high quality. He was pupil to Rembrandt from 1635 to 1640; he

himself never had a pupil. His other distinction which few escape was to be recorded

as a taxpayer between the years 1659 ^"^ 1672. Rembrandt's influence is most

evident in his use of light and shade and in the types favoured by Eeckhout. While

he is a very solid portrait painter, most of Eeckhout's interests focused upon

religious, historical and mythological themes.

Pupil 16JJ-1640
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Van den Eecklioiit, dont le pfere etait orffevre, excella dans le dessin, la peinture et

la poesie. II niourut celibataire. Van den Eeckhout fut, avec Roeland Roghman,

un des amis les plus proches de Rembrandt et son style s'inspire beaucoup du

maitre, ainsi qu'a un degr^ moindre de Bol et de Flinck. Ses tableaux sont

generalement d'une trbs haute qualite. II fut elfeve de Rembrandt de 1635 ci 1640.

Pour sa part, il n'eut pas d'elfeves. On le trouve sur le registre des contribuables

pendant les annees 1659 a 1672. La manifere de traiter les jeux de lumifere et

d'ombre et le choix de sujets, revfelent rinfluence exercee par Rembrandt sur

van den Eeckhout. On lui reconnait un grand talent de portraitiste, mais il se

consacra surtout au tableau religieux, historique, et mythologique.

Eleve 16)^-1640

44. Gideon and the Angel Gcdeon et VAnge
34^x301(87x780111)
s.d. G. V. Eeckhout, 16^2

coll. Sales/ventes, Fr. Lippmann, Auction Lepke, Berlin, Nov. 26, 1912, No. 12;

G. Harms, Berlin, Dec. 1, 1937, No. 110, ill. 16; P. de Boer, Amsterdam, 1966

ex. Catalogue oj" Old Pictures, Kunsth. P. de Boer, Amsterdam Summer, 15 Jun. 1966,

No. 10, ill.; Antique Dealers^ Fair, Museum Prinsenhof, Delft, June 23-July 14, 1966

ref. Catalogues cited above/catalogues des expositions citees; W. Sumowski, "Gerbrand
van den Eeckhout als Zeichner," 0-H, 78, 1, 1962, pp. 11-39, ^^^- ^S- ^> P- ^3

Dr. Otto J. H. Campe, Hamburg

(iERBRANDT VAN DEN EECKHOUT
45. Christ and the JVoman of Samaria at the fVell Le Christ et la Samaritaine au Puits

5x41(12,7x11,4 cm)
s.d. G. Eeckhout 16

—

coll. Captain E. G. Spencer-Churchill, Northwick Park, Gloucestershire

David M. Koetser Gallery, Zurich

GERBRANDT VAN DEN EECKHOUT
46. Rebecca at the IVell Rebecca au Puits

30 X 42^ (75 X 1 08 cm)
s.d. G. V. Eeckhout, fecit, 1661 l.r./b.d.

ex. Exhibition of Dutch Seventeenth Century Paintings, H. Shickman Gallery, New York,

Oct, 1967, No. 13, ill.

ref. Catalogue cited above/catalogue de I'exposition citee

H. Shickman Gallery, New York

GERBRANDT VAN DEN EECKHOUT
47. St. Peter Healing the Lame Saint Pierre guerissant le Botteux

24ix27l (62,2x69,5 cm)
s.d. G. F. d. Eeckoutf. Ao 1667 l.l./b.g.

Coll. Gart, Amsterdam; G. Hibbert, Elsq. 1829; Sir Audley Neeld, Bt.; sale/vente Neeld,

London. July 13, 1945, No. 60, ill.; W. Heil, San Francisco; Mr. and Mrs. George T.

Cameron

ex. RA, Seventeenth Century Art, No. 144; Rembrandt, Leiden, 1956, No. 35, pp. 8, 28,

ill. pi. 16

ref. Catalogue cited above/catalogue de I'exposition citee; fVaagen, 2, p. 246; Sir Joshua

Reynolds, Littcrary fVorks ed. H. W. Beechy, 1890, 2, p. 203; J. Byam Shaw, Old Master
Drawings, 1938-39, No. 50, pp. 18-20; H. Gerson, Ned. Schilder hast, 2, p. 20, fig. 43,
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European fForks of Art in the M. H. de Young Memorial Museum, San Francisco, 1966,

p. 125; Rosenberg- Slive-tcr Kuile, p. 95, ill., PL.68b; Gerson, p. 154, ill.

M. H. de Young Memorial Museum, Gift of/don de Mr. and/et Mrs. George T. Cameron.
San Francisco

GERBRANDT VAN DEN EECKHOUT* ' •

48. The Laborer of Gibea Offering Hospitality to the Levite and His fVife UOuvrier de
Gabao offrant V Hospitalite au Levite et a sa Femme
38x48 (96,5x122 cm)

ref. Attribution courtesy/courtoisie Mr. Blankaert, Inst, for Nederl. Art History, Den
Haag; Mr. Frits Lugt, Prof. Jan van Gelder, Dr. Werner Sumowski, who recognised the
self-portrait of the artist in the levite/qui a reconnu I'artiste sous les traits du levite

(cf. Drawing in F. Lugt Coll., Paris)

E. W., New York

GERBRANDT VAN DEN EECKHOUT
49. Vertumnus and Pomona Vertumne et Pomone

pan. 10^x8 (26,9x20,5 cm)
s. G. Eeckhout, f. l.l./b.g.: c. late i66o's

coll. Dr. H. Wetzlar, Amsterdam; Ch. E. Duits, London, 1956; Julius Bohler, Munich
ex. Rembrandt, Leiden, 1956, No. 36, p. 29

ref. Catalogue cited above/Catalogue de I'exposition citee; "Ace. of Americ. & Can. Mus.,"
AQ, 22, Spring, 1959, ill. p. 85; D. G. Carter, "A Vertumnus and Pomona by Gerbrand
van den Eeckhout," Bulletin, Herron Museum oj" Art, Indianapolis, 53, June 2, 1966,

PP- 38-45> ill- fig- 1. PP- 3^45
The Art Association of Indianapolis, The John Herron Museum of Art, Indianapolis

BARENT FABRITIUS
Middenbeemster 1624—1672 Amsterdam

Brother of the artist Carel Fabritius, the tenuous available indications are that lie

entered Rembrandt's studio about 1643 *-^ 1644 ^^ remain the customary three

years. In any event, the first signed work is dated 1650. By 1652 he is again in

Delft at which point his style is becoming clearer. In 1652 he married Catherina

Mutsers who presented him with a son in 1653 and a second in 1654. The year

after his brother's death, 1655, he visited London to return again to Amsterdam

and Leiden, where he became on May 14, 1658, a member of the Guild of St.

Luke. He seemed to seek commissions in Beemster, Leiden, Amsterdam, vvhere-

ever there was a demand for his narrative art. The year of Rembrandt's death lie

decorated the dome of a country seat in De Purmer.

Pupil J64J-1646 (?)

Barent Fabritius est le frfere de Carel Fabritius. Des renseignements imprecis

portent a croire qu'il serait entre a I'ateher de Rembrandt vers 1643 ®^ 1644 et,

selon I'usage, y serait demeure trois ans. Quoi qu'il en soit, sa premiere oeuvre

signee date de 1650. En 1652, on le retrouve a Delft. A ce moment, son style a

acquis beaucoup plus de clarte. II epouse, en 1652, Catherina Mutsers qui lui donne

un fils en 1653, et un autre, en 1654. L'annee qui suit la mort de son frfere, 1655,

il visite Londres, mais revient ensuite a Amsterdam, puis a Leyde ou, le 14 mai
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1658, il devient membre tie la Guilde de Saint-Luc. II semble rcchercher les

commandes a Beemster, a Leyde, a Amsterdam, enfin partout ou Ton apprecie

son genre narratif. L'annee de la mort de Rembrandt, il decore le dome d'une

maison de campagne a DePurmer.

Eleve i6^j-i6^6 (?)

50. St. Matthew and the Angel Saint Mathiru et V Ange
29^x24^(74x61,60111)
s.d. B. Fabritius, i6j6 f.

sale/vente, Chfiitie's. London. June 29. 1928, No. 51; coll. Dr. C. J. K. van Aalst, Hoeve-
laken; N. J. van Aalst, Hoevelaken; sale vente, Mak van JVaay, Amsterdam, Sept. 28,

1966, No. 35

ex. Rembrandt, Leiden-Bolsward, 1968, No. 8, p. 6, ill.

ref. Catalogue cited above/Catalogue de I'exposition citee; G. Isarlo, "Rembrandt et son

entourage," La Renaissance. 19, 1936, 4, 7-9, p. 49; J. W. von Moltke and W. R.

Valentiner, Dutch and Flemish Old Masters in the Collection of Dr. C. J. K. van Aalst,

Verona, 1939, pp. XIH, 128, pi. XXX; Pont. pp. 42, 43, 112, 159, pi. 14, No. 22; H. van de

Waal, "Rembrandt's Faust etching, a Socinian document and the iconography of the

inspired scholar," 0-H, 79, 1964, p. 31, pi. 33, p. 42, note 93

Daan Cevat, Worthing, Sussex

BARENT FABRITIUS
51. Hagar and Ishmael taking leave of Abraham Agar et Ismael prenant conge d'Abraham

pan. I9ixi4i (49,5x36.2 cm)
s.d. B. Fabritius i6jS. l.c./b.c.

coll. Sir Joshua Reynolds; George Chambers; remained in Chambers Family until 1957/
dans la famille Chambers jvisqu'en 1957

ref. Punt. pp. 105-104, No. 4, ill., pi. 17

F. Kleinberger & Co., Inc., New York

BARENT FABRITIUS
52. Gideon and the Angel Gedeon et r Ange

29x40 (73,6x 101,6 cm)

ex. Rembrandt, Leiden, 1956, No. 39, ill. pi. 21. as/comme, Gerbrandt van den Eeckhout.

S. Nystad, Den Haag

BARENT FABRITIUS
53. Hagar Leaving Abraham Agar quittant Abraham (Genesis, 21, 14)

42^X421 (108,5 X io8)5 C'")

coll. sale/vente, Earl of Denbigh, Newham, Puddox; Colnaghi, London

ex. BI, London, 1824, No. 100; Manchester, 1857, No. 838; Guild Hall, London, 1903,

No. 192

ref. Smith, 7, 1836, No. 5 (as/Comme Rembrandt); B-HdG, 5, 1901, p. 83, No. 334, ill.;

Valentiner. pp. 304, 559; Thieme-Becker, 10, 1914. p. 355 (as/comme G. v.d. Eeckhout);

HdG, Verzeichnis, 1915. p. ii, No. 6 (attribution?); R. Hamann, "Hagars Abschied bei

Rembrandt u. im Rembrandt-Kreise," Marburger Jahrbuch fiir Kunstwissenschaft, 8/9,

p. 15, fig. No. 20. p. 14; European IVorks ofArt in the M. H. de Young Memorial Museum,
San Francisco, 1950, p. 65, ill.; ibid, 1966, p. 124; Pont, p. 19, p. 103, No. 3, fig. 3

M. H. de Young Memorial Museum, San Francisco
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I5.\RL:NT FAimiTIUS
54. Portrait of an Old Man Portrait d^un I'icilhird

pan. I9ixi5f (49,5 x39,7 cm)

coll. Dr. L. D. van Hengel, Arnheni, Netherlands; Alfred Brod Gallery, London, U.K.

ex. Annual Spring Exhibition of Paintings by Old Dutch and Flemish Masters, Alfred Rrod
(lallery, London, May 9-May 30, 1963', "No. 15, ill.

ref. Catalogue cited above/Catalogue de I'exposition citee; Catalogue, Collection Dr. L. D.
van Hengel, No. 361, ill. (as/comnie Carel Fabritius); Tlie Illustrated Lotulon News,
May 25, 1963, p. 807, ill.

H. Shickman Gallery, New York

BARENT FABRITIUS
55. Christ and the IVornan Taken in Adultery Le Christ et la Femmc adultere

451x53^115x136,5 cm)
falsely signed/fausse signature, d. Rembrandt 16^^

coll. Duke of Marlborough, Blenheim, 1836, sale/vente, London, June 26, 1886, No. 37;
Sir Charles J. Robinson, London; Sedelmeyer, Paris, 1891; E. F. Weber, Hamburg, 1895,
sale/vente, Berlin, Feb. 20, 1912, No. 250; Sedelmeyer, Paris, 1895, 2me Serie, No. 52;
T. B. Walker.

ex. Amsterdam, 1898, No. 62; St. Paul Institute, Apr. 1920; Palace of the Legion of

Honor, San Francisco, 1927; Rembrandt, Chicago, 1935-36, No. 12; Rembrandt, Worcester,

1936, No. 13; Masterpieces of Art, New York World's Fair, May-Oct., 1940; Rembrandt,
Raleigh, 1956, No. 25 (as/comme Rembrandt)

ref. Catalogues cited above/Catalogues des expositions citees; Smith, 7, No. 113, ll'^aagen,

3, p. 126; W. Bode, Studicn zur Geschichte der Holldndischen Malerei, Braunschweig,

1883, pp. 508, 578, No. 141; Sedelmeyer, No. 32; C. Hofstede de Groot, "Die Rembrandt-
Ausstellungen zu Amsterdam", Repertorium fUr Kunstwissenschaft, 1899, pp. 160-61;

B-HdG, B.338, Valentiner, p. 537, ill. (as/comme?); F. Schmidt-Degener, Rembrandt,

p. 85; Valentiner 192}, No. 83; W. R. Valentiner, "Carel and Barent Fabritius", Art Bui.,

14, 3, Sept. 1932, pp. 196-241, fig. 34 (as/comme B. Fabritius retouched by/retouchee par

Rembrandt)

AValker Art Center, Minneapolis

BARENT FABRITIUS
56. Young Girl Plucking a Duck Jeune Fille plumant un Canard

33^x27^(84,1x70 cm)

coll. Mrs. Thornton, Cimiez, Nice; Due de Morny, Paris; fFildenstein Galleries, New York,

1945

ex. Dutch Genre and Landscape Painting, DIA, Detroit, 1929, No. 42 (as/comme
Nicolas Maes); European Paintings, Museum of History, Science and Art, Los Angeles,

1934, No. 22; Wadsworth Atheneum, Hartford, Conn., 1934; Wilmington Society of Fine

,\rts, Del., 1935; Rembrandt, Chicago, 1935-1936, No. 13; Rembrandt, AVorcester, 1936;

Dutch Painting ofthe lyth Century, The John Ilerron Art Museum, Indianapolis, Feb. 27-

Apr. 11, 1937, No. 16; Seventeenth Century Dutch Masterpieces, MAI, Milwaukee, 1943;
Four Centuries of Portraits, Wildenstein & Co., New York, Jul.-Sept., 1945, No. 13; The

Child Through Four Centuries, Wildenstein Galleries, New York, Mar. 1-28, 1945, p- 1 1,

No. 8; Tlie Commonwealth of Painting, Addison Gallery, Andover, Mass., 1946, No. 21;

Wilmington Society of Fine Arts, Del, 1951, No. 11; University of Western Ontario,

London, Canada, 1934; Revista Nacional de Cultura, Caracas, Venezuela, 1956, p. 198,

ill.; Rembrandt, Leiden, 1956, p. 30, No. 41, ill. cover; Rembrandt, Raleigh, 1956, No. 30;

Museo Nacional, Havana, 1957; Collectors'" Choice TT, Art Museum, Denver. Jan. 28-

Mar. 6. i960. No. 62

ref. Catalogues cited above/Catalogues des expositions citees; ti. I'ulck, Old Master

Drawings, 3, 1
1

, Dec. 1928, pp. 49-51, No. 45; R.\, Commemorative Catalogue, Exhibi-
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tion of Dutch Art, London, 1929, pp. 224-225; Art N, Oct. ig, 1929, W. R. Valentiner,

"Carel and Barent Fabritius," Art Bui., 14, Sept. 1932, No. 18; Aline B. Louchheim,
"Children of all Ages, their portraits a permanent painter's problem," Art N, 44,
Mar. 1-14, 1945, p. 15; "La Chronique des Arts," GR-A, supplement, 1141, Feb. 1964,

p. 58, No. 198; P. L. Grigaut, "Rembrandt and His Pupils in North Carolina," AQ. ig,

4, 1956, p. 410; Pont, p. 88, p. 128, No. 5, p. 150, Addendum 3

Dallas Museum of Fine Arts, Dallas

BARENT FABRITIUS
57. The Prophet Elia and the Widow of ZarephtaJi Le PropJiete Elie ct la J^euve de Sarcphta

25^ X 22;J: (64, 1 X 56,6 cm)

coll. G. Hulin de Loo, 1947; Struyck de Bruyere, Antwerp, 1950

ex. Museum Gent (Ghent/Gand), 1938, No. 1925

ref. A. Kay, Treasure Trove in Art, 1939, p. 63

5. Nystad, Den Haag

CAREL FABRITIUS
Middenbeemster 1622-1654 Delft

One of the greatest talents to study with Rembrandt, his works are very rare. His

artistic relationships with his brother Barent, Samuel van Hoogstraten, Rem-
brandt and ultimately Vermeer and De Hooch need further inquiry. His own
training began in 1641 under his father Pieter, he married Aeltje Velthuysen in

September of that year and entered Rembrandt's studio. In August of 1642, the

same year that Rembrandt lost Saskia, Carel lost Aeltje. Obligations resulting from

his wife's death dogged him for the rest of his life. He died 1200 gulden in debt.

After leaving Rembrandt's studio in the summer of 1643, ^^^ lived in Amsterdam

and Middenbeemster until 1652 when he moved to Delft. It was in Delft that his

most important stylistic transformation occured.

Pupil 1641-164)

Bien qu'il ait ete I'un des plus brillants eleves de Rembrandt, il a laisse peu

d'oeuvres. On sait egalement peu de chose des relations artistiques qu'il entretint

avec son frfere Barent, Samuel van Hoogstraten, Rembrandt et, enfin, Vermeer et

de Hooch. II commence ses etudes en 1641 avec son pfere, Pieter. En septembre de

la meme annee, il epouse Aeltje Velthuysen et devient eleve de Rembrandt.

Presqu'en meme temps que Rembrandt perd Saskia, il perd sa femmo, Aeltje, en

aoiit 1642. La mort de son epouse lui cree des difficultes financiferes qui le

poursuivront toute sa vie. II meurt en laissant une dette de 1200 florins. Aprfes

avoir quitte I'atelier de Rembrandt, I'ete de 1643, ^^ travaille a Amsterdam et a

Middenbeemster jusqu'en 1652, alors qu'il s'installe a Delft. C'cst a parlir de ce

moment que son style se transforme vraiment.

Eleve 1641-164)

58. Saint Peter in Prison Summoned by the Angel Saint Pierre en Prison appele ptii- I'Ange

39iX49i(ioo>3X 125,7 cm)

coll. Private collection/collection particuliere, England; Schaeffer (jalleries, N.Y.
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ex. W. Stechow, Dutch Painting in the ijth Century, Museum of Art, Rhode Island School

of Design, Providence, 1938, ill., p. 13; W. Heil, Masterpieces of Five Centuries, Golden
Gate Intern. Ex., San Francisco, 1939, No. 75, ill.; Paintings by the Great Dutch Masters

of the Seventeenth Century, Dizveen Galleries, New York, Oct. 8—Nov. 7, 1942, No. g, pp.

25-26, ill. p. 100; Xiglit Scenes, Wadsworth Atheneum, Hartford, Feb. 2-Mar. 4, 1943,
No. 29; Five Centuries of Dutch Art,*Ld)(in Exhibition of Great Paintings, A.\M, Montreal,

Mar. 9-Apr. 9. 1944, No. 65, ill., p. 76; Masterpieces of Religious Painting, Chicago Art
Institute, Jul. 15-Aug. 31, 1954; Rembrandt, Raleigh, 1956, No. 53; The Golden
Age of Dutch Painting, Lyman AUyn Museum, New London, Conn., May 6-Jun. 10,

1962, No. 10

ref. Catalogues cited above/Catalogues des expositions citees; Illustrated London News,
Aug. 7, 1937. p. 250; "America's first Karel Fabritius, St. Peter's Escape, goes to Provi-

dence," Art y., 36, 18, Jan. 29, 1938. p. 8; "Dr. Dorner and Dutch Art in Rhode Island;

St. Peter's Flightfrom Prison, by Karel Fabritius," Mag. ofArt, 31, Mar. 1938, ill., p. 172;

A. Dorner, "Newly Acquired Painting: St. Peter's Flightfrom Prison," RISD Bui., 26, 2,

April, 1938. p. 3—5, ill., cover/couverture; "RISD purchases St. Peter's Flight From Prison,

by Karel Fabritius," Art in America and elsewhere, 26, 2, Apr. 1938, p. 90, ill., p. 91;
"Account of American and Canadian Museums," AQ. 1, Spring, 1938, p. 142, ill.;

Parnassus, 10, Dec. 1938, p. 27; J. W. Lane, "Notes froin New York", Apollo, Aug.

1939, p. 71; A. Bredius, "Een vroeg werk van Carel Fabritius; David ontvangt de

Kroon en het armsieraad van Koning Saul," 0-H, 56, 1, 1939, ill., p. 12; Samuel Cauman,
The Living Museum, E.iperiences of an Art Historian and Museum Director—Alexander

Dorner, N.Y University Press, 1958, p. 136, 130, ill.

Museum of Art, Rhode Island School of Design, Providence

GOVAERT FLINCK
Kleve 1616-1660 Amsterdam

The great Dutch poet of tlie time, Joost van den Vondel, eulogized Govaert Flinck

as the "Kleefsche Aj)elles", and if we consider his accomplishments by tlie yard-

stick of liis master, Rembrandt, he had a brilliant career. About 1630 he was

together with Jacob Backer as a pupil of Lambert Jacobsz. in Leeuwarden. From

1632 to 1635 he was in Rembrandt's studio and subsequently sustained a business

relationship with Rembrandt. Like Bol, Backer and Eeckhout, Flinck was a fine

draughtsman. The works shown in the exhibition are dated from 1640 to 1648,

and it may be assumed from Rembrandt's etching of 1636 that tlie Return of the

Prodigal Son from the North Carolina Museum of Art dates only slightly later. In

portraiture there seems to be a swing away from Rembrandt's style again towards

that of van der ITelst. In 1656, 1657 I'linck designed the initial scheme for the

decorations of the new Amsterdam city hall, one of the few great public com-

missions offered Dutch artists of the time. Tlie theme, in eight large scenes, was

concerned with the Rebellion of the Batavians. With FUnck's death in 1660, the

project was completed by Jordaens, Lievens, Bol and Ovens.

Pupil i6)2-i6))

Le grand jx)bte hollandais du temps, Joost van d^^n Vondel proclamait Govaert

Flinck "L'.\pelle de Cleves". Meme si on le compare a son maitre, Rembrandt,

on peut affirmer (|u'il (>ut uue hrillante carrifere. Vers 1630, il est, avec Jacob

Backer, I'elevo de Lamljcrt Jacobsz. a Leeuwarden. De 1632 a 1635, il suit les
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legons de Rembrandt et conserve })ar la suite des relations d'affaires avec son

maitre. Tout conune Bol, Backer et Eeckhout, Flinck est un habile dessinateur.

Les oeuvres de cet artiste qui font partie de I'exjwsition furent executees enlre

1640 et 1648, mais Ton peut croiro, en etudiant I'eau-forto de Rembrandt, de

1636, que Le Retour de VEnfant Prodiguc, qui appartient au North Carolina

Museum of Art, aurait ete termine peu de temps aprbs cette date. Dans le portrait,

cependant, le style de Flinck s'eloigne de celui de Rembrandt et se rapproche de

celui de van der Heist. En 1656 et 1657, Flinck prepare le plan initial des decora-

tions destinees a orner le nouvel Hotel de Ville d'Amsterdam. C'est I'une des rares

commandes iniportantes donnees par les autorites aux artistes liollandais du

temps. Le th^me choisi, "La Rebellion des Bataves" devait etre illustre en huit

grands tableaux. Aprfes la mort de Flinck, en 1660, Jordaens, Lievens, Bol et

Ovens completerent les travaux.

Eleve i6)2-i6)^

59. Isaac Blessing Jacob Isaac benissant Jacob {Genesis 2^'- 15—16)

47x56-^ (117X 141 cm)
s.d. G. flinck 16)8, l.r./b.d.

sale/vente, G. van der Pot, Rotterdam, 1808; coll. National Museum, 's-Gravenhage

ex. Rembrandt, Chicago, 1935-1936, No. 16; Rembrandt, Worcester, No. 17; Van Jeroen

Bosch tot Rembrandt, Brussel, 1946, No. 31, fig. 106; Dutch Painting, New York-Toledo-

Toronto, 1954-55, No. 24; Rembrandt, Leiden, 1956, No. 50

ref. Catalogues cited above/Catalogues des expositions citees; Havard, La Peinture

Hollandaise, Paris, 1881, p. 97, No. 17; O. Benesch, G. Flinck, Meisterwerk d. Kunst in

Holl, Rijksmuseuryi, Amsterdam, AVien, 1921, ill.; W. Martin, De Hollandsche Schilder-

kunst, Rembrandt en zijn tijd, Amsterdam, 1936, p. 116, pi. 55; J. G. van Gelder,

Mededelingen Rijksbureau voor Kunsthistorische Documentatie, 3, 1948, p. 27; Bernt, 1,

No. 283; H. von Einem, Rembrandt, Der Segen Jakobs, Bonn, 1950, pp. 28—29, pi. 29
(Bonner Beitrage zur Kunstwissenschaft, Bank I); H. Gerson, "Het tijdperk van Rem-
brandt en Vermeer," De Nederlandse schilderkunst, Amsterdam, 2, 1952, pi. 38;
Rijksmuseum, 1956, p. 71, No. 927; Pigler, 1, p. 55, ill.; J. Michalkowa, Biuletyn Historii

Sztuki,Warszsiwa., 1957, p. 265; Plietzsch, p. 178, pi. 324; von Moltke, pp. 17, 66, No. 8,

pi. I, II, III; Rosenberg- Slive-ter Kuile, p. 91, pi. 68A

Rijksmuseum, Amsterdam

GOVAERT FLINCK
60. Girl Beside a Baby-Chair Jeune Fille pres dune Chaise

45ix34i(»H'2x87,3cm)
s.d. G. Flinck f. 1640, on edge of chair at right/sur le bord de la chaise, a droite

coll. A. A. des Tombes, Den Ilaag, 1867, vente/sale Amsterdam i860, 11. W. Cramer,

Cleve, 1860-1867; T. H. Blom Coster, Den Haag

ex. Amsterdam, 1872, No. 70; Den Haag, 1881, No. 132; Brussels, 1882, No. 66; Den
Haag, 1890, No. 34; Dutch Art, RA, London, 1929, No. 365; Rembrandt, London, 1953,
No. 34; Children Painted by Dutch Artists, i Jjo-1820, Walker Art Gallery, Liverpool,

May-June 2, 1956, No. 15 (Edinburgh, Jun. 19-30; King's Lynn and/et Wisbech,

Jul. 7-29; Leeds, Aug. 11-Sept. 1; RA, London, Sept. 8-29, 1956); Het Kinderportret in

de Rammelaar Museum IVillet Holthursen. Amsterdam, 1958; Flinck, Kleve, 1965, p. 34,
No. 44, ill.

ref. Catalogues cited above/Catalogues des expositions citees; Havard, L'Art et les

Artistes Hollandais, Paris, 1880, 2, p. 160; W. Martin, Altholldndischc Bilder, edit. 2,

Berlin. 1918, No. 49; Plietzsch. pp. 177-78, No. 323; von Moltke, No. 413; The Illustrated
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London News, Feb. 21, 1955, p. 291, ill.; The Illustrated London Neivs, May 12, 1956,
p. 513, ill.

Koninklijk Kabinet van Schilderijen, Mauritsliuis, Don llaag, 1905

GOVAERT FLL\Ck'
61. The Sacrifice of Manoah Le Sacrifiqe de Manoah (Judges/Jugcs 13, 2; 6-9; 17-22)

29^x48^(74,3x120111)
s.d. G. Flinck.f 16^0 l.c./b.c.

coll. Dr. van Hengel, Arnhem, Kutz, Dieren, 1929; Dr. C. L. K. van Aalst, Hoevelaken,
Holland, 1939; Sotlichy, London, Dec. 4, i960, No. 22

ex. Flinck, Kleve, 1965, p. 19, IS'o. 4, ill.

ref. Catalogue cited above/Catalogues des expositions et ventes; von Mnltke. p. 69, No. 19,
pi. 10

Marshall Spink, London

GOVAERT FLINCK
62. Portrait of a Man Portrait d'un Homme

pan. 36x29 (91,5x73,5 cm)
s.d. G. Flinck, 1641, l.r./b.d.

coll. Leon Birtschansky, Paris, 1936

ex. Antique-dealers' Fair, Museum Prinsenhof, Delft, 1968

ref. von Moltke, No. 308

S. Nystad, Den Haag

GOVAERT FLINCK
63. Portrait of a Man Portrait d'un Homme

50X 39 (127x101 cm)
s.d. G. Flinckf 16^8, ul./h.g.

coll. Lord Bruntisfield; M. B. Asscher, London, 1949; P. de Boer, Amsterdam, 1950;
L. J. J. Verburg, Aerdenhout, Holland, 1950; Dr. H. Merlin, Schaan, Switzerland/

Suisse

ex. Flinck, Kleve, 1965, p. 34, No. 45; lyth Century Flemish and Dutch Paintings,

Kalamazoo Institute of Arts, Kalamazoo, Mich., Oct. 8-Nov. 12, 1967, p. 10; Dutch Art of
the 1 660s, Paine Art Center and Arboretrum, Oshkosh, Wise, Sept. 24-Oct. 30, 1968,
No. 9

ref. Catalogues cited above/Catalogues des expositions citees; von Moltke, No. 456, ill.

Milwaukee Art Center Collection, gift of/don de Dr. & Mrs. Alfred Bader, Milwaukee

GOVAERT FLINCK
64. Portrait of a fVoman Portrait d'une Femme

50x39 (127 X 101 cm)
s.d. G. Flinck,f 1648, u.l./h.g.

coll. Lord Bruntisfield; M. B. Asscher, London, 1949; P- de Boer, Amsterdam, 1950;
L. J. J. Verburg, Aerdenhout, Holland, 1950; Dr. H. Merlin, Schaan, Switzerland, 1963

ex. Flinck, Kleve, 1965, p. 34, No. 46; lyth Century Flemish and Dutch Paintings,

Kalamazoo Institute of Arts, Kalamazoo, Mich., Oct. 8-Nov, 12, 1967, p. 10; Dutch Art of
the 1 660s, Paine Art Center and Arboretrum, Oshkosh, Wise, Sept. 24-Oct. 30, 1968,

No. 9

ref. Catalogues cited above/Catalogues des expositions citees; von Moltke, No. 457, ill.

Milwaukee Art Center Collection, gift of/don de Dr. & Mrs. Alfred Bader, Milwaukee
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GOVAERT FLINCK
65. The Return of The Prodigal Son Lc Rctoui de Vl'lnfmit prodiguc

52^x67
c. 1640

coll. Justine van Baerle (widow of David Becker/veuve de David Becker), Amsterdam;
Sir Francis Frederick, and/et Sir Herbert Cook, Richmond, England, cat. No. 257
(as/connne Rembrandt)

ex. Rembrandt, RA, London, Jan. 2—March 11, 1899, No. 89 (as/commc Rembrandt);

Rembrandt, Raleigh, 1956, No. 35, ill.; Flinck, Kleve, 1965, No. 9, ill.

ref. Catalogues cited above/Catalogues des expositions citees; A. Bredius, "De Rembrandt-
tentoonstelling te London", De Amsterdammer, Weekblad voor Nederland, 1899, p. 23
(as/comme Flinck); C. Hofstede de Groot, "The Rembrandt Exhibition in London,"
Repertorium fur Kunstgeschichte, 22, 2, 1899, p. 164; A. Bredius, Zeitschrift fiir Bildende

Kunst, 10, 1899, p. 304; C. Hofstede de Groot, Thieme-Becker, 12, p. 98; M. W. Brockwell,

"The Cook Collection, II—the Flemish and Dutch Schools," The Connoisseur, 48, 1917,

p. 28; AV. R. Valentiner, Catalogue of Paintings, NCMA, Raleigh, 1956, No. 48, ill.; von

Moltke, pp. 27, 76-77, No. 52, ill. pi. 9

North Carolina Museum of Art, Raleiorh

AERT DE GELDER
Dordrecht 1645-1727 Dordrecht

De Gelder began his studies under Samuel van Hoogstraten, himself a former

Rembrandt pupil; lie came to Rembrandt in 1661 and remained to 1667. He is

considered to be the most faithful to Rembrandt's style and if one remembers that

this student was witness to the creation of Rembrandt's last great works it is not

hard to understand why. After his association with Rembrandt he returned to

Dordrecht and continued to work in Rembrandt's late style. His pictures never

achieved the same sense of space as Rembrandt's but his use of flat planes of colour

often applied with a palette knife Avas very effective. As his style, with its painterly

toning, was not in vogue, he was forgotten for many years. Few drawings are

known and none of them are signed. His themes were of a biblical-mythological

nature or portraits.

Pupil 1661-166']

De Gelder etudie d'abord avec Samuel van Hoogstraten, lui-meme elfeve de

Rembrandt; il entre ensuite a I'atelier de Rembrandt et y demeure jusqu'en 1667.

II est I'el^ve qui reste le plus fidfele au style du maitre et aussi celui qui assiste a

la creation de ses derniferes grandes oeuvres. Apr^s avoir quitte Rembrandt, il

rentre a Dordrecht et continue d'y travailler dans la mani^re des derni^res annees

du maitre. Cependant, 11 ne reusslt pas comme Rembrandt a creer dans ses

tableaux I'illusion de I'espace, mais il obtient des effets saisissants par I'usage de

couleurs poshes a plat, souvent a I'aide du couteau de palette. Comme sa technique

de I'application de la couleur n'etait pas selon les gouts de I'epoque, il fut oublie

pendant de nombreuses annees. On connait de lui peu de dessins et aucun qui soit

signe. II peint de preference des scenes bibliques et mythologiques ou des portraits.

Eleve 1661- 166J
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66. The Forecourt of a Temple Le Pan-is du Temple
27^x5511(70.7x91 cm)
s.d. A. De Gelder i6j^, at left on pier/a gauche sur pilier

coll. Perhaps identical with a picture which was described in the inventory of the artist as

"ein Opfer" (sacrifice)/peut-etre identique a une composition decrite dans I'inventaire de
I'artiste sous le titre "ein Opfer" un sacri/ice); sale/vente, Seger Tierens, Den Haag, Jul. 23,

1745 {Hoet, 2, 103. No. 101, fl. 45); van Bremen. Haag (1752, Hoet, 2, No. 486);
sale/vente, Duke of Buckingham, Stowe, Aug. 15, 1848, No. 408 (42 to Anthony);
Whatman, 1857; Lesser, London, 1887; J. Porges, Paris to/a 1911; F. Kleinberger d; Cie,

Paris

ex. Manchester. 1857, No. 672; Paris. 1911, No. 36; Exposition hollandaise, Paris. 1921,
No. 12; Dutch Art, R.A., London. 1929, No. 275; Brussel-.Vntwerp, 1946, No. 33; Art
Treasures, Manchester, 1957

ref. Catalogues cited above/Catalogues des expositions citees; Hoet, 2, pp. 103, 486;
Descamps, La lie des Pcintres, 1760; van Burger, Tresors d'art en Angleterre, 1865,

p. 256: G. H. Veth, "Aanteekeningen Omtrent Eenige Dordrechtsche Schilders, XVI,
Aert de Gelder," OH, 6, 1888, p. 186, W. Martin, Monatshefte fiir Kunstwissenschaft,

1911, X; K. Lilienfeld, "Rundschau, Sammlungen, Haag," Cicerone, 4, 1912, p. 140 ff.,

W. Martin, Bulletin van den Ned. Oudheidkundigen Bond, 1912, No. 1 ; Lilienfeld, pp. 171-

172, No. Ill, fig. 3; Plietzsch, No. 336, Catalogue, coll. No. 737

Koninklijk Kabinet van Schilderijen. Mauritshuis, Den Haag, Gift of/don de F. Kleinberger

AERT DE GELDER
67. Simeon in The Temple Simeon au Temple

32^ X 26f (82 X 67 cm)
s.d. 168^

coll. Jacques de Roore, Den Haag, 1747; Willem Frank, Holland; sale/vente, Willem van
Wouw, Den Haag, Mav 29. 1767; van Diemen, Berlin; Mrs. Haas, Detroit; R. Doyes,

's-Graveland. Holland

ex. Kolner Kunstverein, Koln, 1930, No. 24, ill. No. 38; Nathan Katz, Diiren, Deutschland,

1938, No. 32; Arti et amicitiae, Amsterdam, May—Jun., 1938, No. 5; Bijbelse Kunst,

Rijksmuseum, Amsterdam, 1939, p. 3, No. 2389, ill. No. 23; Appendice Collezione 196),

Galleria P. dc Boer, Mostra Mercato dell'Antiquariato, Palazzo Strozzi, Firenze, Sept. 14-

Oct. 14, 1963, No. 47, ill.

ref. Catalogues cited above/Catalogues des expositions citees; G. Hoet, Catalogus of
Naamljrst van schilderyen, met derzelver pryzen . . ., 's-Gravenhage, 1752-70, p. 213,

No. 197; Terwesten, 361, No. 58 (fl. 43); Lilienfeld, No. 51, 52

Kimsthandel P. de Boer, Amsterdam

AERT DE GELDER
68. Portrait of a Man {an Actor?) Portrait d'un Homme (un Comedien?)

5^x25! (79.4x65,4 cm)
s.d. A. de Gelderf 1689. l.r./b.d.

coll. Goudstikker, Amsterdam, 1926; William A. Fisher. Detroit

ex. Masterpieces of Art, DL\, Detroit, 1941, No. 20

ref. Catalogue cited above /Catalogue de I'exposition citee

E. P. Richardson, "Augmented Return Engagement and Positive Farewell .\ppearance of

the Masterpieces of Art from Two World's Fairs,' Art N., 40. May 1. 1941. P- 17

The Detroit Institute of Arts, Gift of/don de, Mr. & Mrs. William A. Fisher, Detroit
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AERT DE GELDER
69. Abraham and the Angels Abraham et les Anges

45|^x68J^ (in X 174 cm)
s., in later hand/signature ulterieure, Rem.hrandt f.

coll. Madame Legrand, Pecq; Bourgeois, Paris, 1890; Charles T. Yerkes, New York;
Dr. Naumann, Leipzig, 1915

ex. Exposition hollandaise, Paris, avril—mai, 1921, No. 10; Bijbelsche Kunst, Rijksmuseuni,
Amsterdam, Jul. 8-Oct. 8, 1939, No. 96

ref. Catalogues cited above/Catalogues des expositions citees; L. Gonse, "Le Rembrandt
du Pecq," GBA, avril 1890, pp. 324-26; A. Thierry, Revue generate, mars 1890; Michel,

p. 495; Lilienfeld, p. 125, No. 1, ill.; F. Schmidt-Degener, Oude Kunst, Haarlem, 1916,

pp. 387—88; F. Schmidt-Degener, Zeitschrift fiir Bildende Kunst, 1916, pp. 328 ff;

O. Benesch, "Eine Zeichnung von Aert de Gelder," Mitteilungen der Gesellschaft fiir

vervielfaltigende Kunst, 1923, p. 3; J. Byam Shaw, Old Master Drawings, 4, 1929—30
p. 11, note 2; W. Martin, De HoUandsche Schilderkunst in de XF'IIe eeuw, 2, Rembrandt
en zijn tijd, Amsterdam, 1936, p. 140; C. Veth, de Nederlandse Schilderkunst in F^ogelvlucht,

1948, ill. p. 112; G. Bazin, L,es grands maitres hollandais, Paris, 1950, ill. p. 53;
W. Martin, De Schilderkunst in de Tweede helft van de zeventiende eeuw (Nederland's

kunstbezit in musea bijengebracht), Amsterdam, 1950, No. 32, ill.; H. Gerson, Openbaar-
Kunstbezit, 9, 1965, No. 25; J. Foucart, Musees de Hollande; La Peinture Neerlandaise,

1965, dossier 31; Rosenberg-Slive-ter-Kuile, p. 99; Museum Boymans-van-Beuningen,
Catalogue Schilderijen tot 1800, Rotterdam, 1962, p. 55 (Inv. 1229)

Museum Boymans-van Beuningen, Rotterdam

AERT DE GELDER
70. Esther and Mordecai Writing Letters to the Jews

Esther et Mardochee ecrivant des lettres aux Juifs (Esther 9)
23^x56^ (59»7 X 143.5 cm)

coll. Sanford (as/comme Bol) and called/et intitule, The Misers; Meyer Reifstahl, 1917

ex. MMA, New York, before/avant 1921; Rembrandt, Chicago, 1935—1936, No. 18;

Rembrandt, Worcester, Feb. 4-Mar. 1, 1936, No. 19; Rembrandt, Raleigh, 1956, No. 46;
The Hebrew Bible in Christian and Muslim Art, The Jewish Museum, New York,
Feb. 18-Mar. 24, 1963, No. 114

ref. Catalogues cited above/Catalogues des expositions citees; L. E. Rowe, "A Painting by
Aert de Gelder," Bulletin, RISD, 9, 1921, pp. 38-39, ill.; Treasures in the Museum,
Rhode Island School oj" Design, Providence, 1956, ill.

Museum of Art, Rhode Island School of Design, Providence

AERT DE GELDER
71. An Allegory of Abundance Allegorie de VAbondance

69^X43! (176X 111,2 cm)
s. A. Gelder f.

coll. Clark, London; Pierce, Glasgow; M. van Gelder, Uccle

ex. Dutch Art, RA, London, 1929, No. 269; Meesterwerken uit vier eeuwen 1^00—1800,
Museum Boymans, Rotterdam, Jun. 25-Oct. 15, 1938, No. 74, ill. p. 96, fig. 148; Dutch
Exhibition, RISD, Providence, 1938, No. 14, pi. 14; Springfield, Mass., 1941; Rembrandt,
Raleigh, 1956, No. 43, ill.; Exhibition of Dutch Seventeenth Century Paintings, H. Shick-

man Gallery, New York, Oct., 1967, No. 1, ill.

Catalogues cited above/Catalogues des exposition citees

ref. Lilienfeld, No. 129, p. 177

H. Shickman Gallery, New York
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AERT DE GELDER
72. Rest on the Flight into Egypt Le Repos pendant la Fuite en Egypte

43^x46^ (109,8x118 cm)

coll. Esterhazy (Galerie Grafen Esterhazy in Nordkirchen, No. 64), Nordkirchen, between/
entre, 1859-1904; Dukes of Arenberg, Brussels, 1904-1956

ex. International Exhibition, Dusseldorf, 1904, No. 303; Rembrandt, San Francisco,

1966-67, No. 97, ill.

ref. Catalogues cited above/Catalogues des expositions citees; Lilienfeld, p. 148, No. 53

Museum of Fine Arts, Boston. Fund/fond Maria T. B. Hopkins

JAN DAVIDSZ. DE HEEM
Utrecht 1606-1684 Anvers/Antwerp

He was a pupil of David de Heem and Balthasar van der Ast in Utrecht. From
1628 to 1632 he hved in Leiden and from the beginning speciahzed in still life.

Together with Harman Steenwijk, Pieter Potter and Pieter Claesz, he belongs to a

group whose influence upon Rembrandt and pupils of his Leiden period is

apparent in the frequent almost excessive inclusion of still life in biblical or

allegorical compositions. The works of this period are usually painted in browns

and greys and the large brilliantly coloured compositions do not appear until his

Antwerp period. From Leiden he moved to Utrecht (1632 to 1635) and finally

settled in Antwerp. He is said to have collaborated with Lievens and had numerous

pupils, his son Cornells de Heem, Jacob Rootius, Abraham Mignon and one of the

few female artists of the day, Maria van Oosterwijk.

Not a pupil

II est el^ve de David de Heem et de Balthasar van der Ast, dans sa ville natale.

De 1628 a 1632, il habite Leyde. Avec Harmen Steenwijk, Pieter Potter et Pieter

Claesz, il forme un groupe dont I'influence sur Rembrandt et ses ^Ifeves de Leyde

se revile par I'abondance, parfois meme I'abus des natures mortes dans les compo-

sitions bibliques ou allegoriques. Durant cette periode, il se limite presqu'unique-

ment aux gris et aux bruns. Ce n'est qu'au cours des annees d'Anvers qu'apparai-

tront les toiles aux couleurs brillantes. De Leyde, il se dirige vers Utrecht et

s'etablit enfin a Anvers. On croit qu'il collabora avec Lievens. II eut de nombreux

elfeves, entre autres, son fils Cornells de Heem, Jacob Rootius, Abraham Mignon

et I'une des rares femmes-peintres du temps, Maria van Oosterwijk.

N^etudia pas avec Rembrandt

73. Still Eife: f^anitas Nature Morte: F'anitas

pan. I2^xi6j (32,7x42,5 cm)
mono. dH, below ledge of table towards left/sous le rebord de la table vers la gauche

c. 1635

coll. Sir William Van Home, Montreal; Miss Adaline Van Home, Montreal

ex. Fan Home Collection, AAM, Montreal, 1933, No. 34a

ref. W. R. Valentiner, "A Still Life by Jacques de Gheyn," ^Q., Summer 1955, p. 160;

Hubbard, i, p. 151; MMFA/MBAM, Handbook/Recueil, Montreal, i960, p. 63; J. Steeg-

man, Montreal Museum of Fine Arts, Catalogue of Paintings, p. 74, No. 882.

MMFA/MBAM bequest/legs. Miss Adaline Van Home, 1945
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SAMUEL DIRKSZ. VAN HOOGSTRATEN
Dordrecht 1627-1678 Dordrecht

One of the most fascinating artists of his time, he was also a poet and author of a

tract on the art of painting titled the Irdeyding tot de Hooge Schoole der Schilder-

kunsi, 1678, in which some of his own and Rembrandt's theories are presented.

Together with Constantijn van Renesse, he entered Rembrandt's studio shortly

after 1640, and remained until 1641 to 1642. By 1648 he is again in Dordrecht

living with his sister Digna; in 1651 he made his famous trip via Frankfurt,

Augsburg and Regensburg to Vienna. At the court of Ferdinand III and his

Empress he presented t\^ o works and was recognized with the gifts in return of

"een Goude Keten, en Pronk-Medalie," etc. From Vienna he went to Rome
where he was associated vsdth the Bent, the Netherlandish artist's group: he was

again in the Netherlands in 1654. I^ 1662 he visited England, and a few years

later he settled again in Dordrecht. Up to his trip of 1651 his style is related to

Rembrandt's, but afterwards his interests are those concerned -svith architecture,

space and perspective. There is a Self-portrait in the Bredius Museum in the

Hague of 1645. In his full life he could claim his brother, Jan van Hoogstraten,

Jan Victors, Carel Fabritius and Aert de Gelder as pupils—the last three of whom
went on to study with Rembrandt.

Pupil 1640/41-1641/42

L'un des artistes les plus interessants de son temps, il est aussi un poete et I'auteur

d'un petit traite sur I'art de peindre intitule Inleyding tot de Hooge Schoole der

Schildcrkunst, publie en 1678 et dans lequel il expose ses theories et celles de

Rembrandt. II eiitre dans I'atelier de Rembrandt peu apres 1640, en menie temps

que Constantijn van Renesse et y demeure environ un an. Vers 1648, il est revenu

a Dordrecht ou il habite avec sa soeur Digna. En 1658, il fait son celebre voyage a

Vienne en passant par Francfort, Augsbourg et Regensbourg. II presente deux

oeuvres a la cour. En reconnaissance, Ferdinand III et I'imperatrice lui offrent une

chaine d'or et une medaille precieuse. De Vienne, il se dirige vers Rome ou il

s'associe au groupe de peintres neerlandais appele "Bent". En 1654, il ®st de

retour dans les Pays-Bas. II visite I'Angleterre en 1662 et, quelques annees plus

tard, s'installe de nouveau a Dordrecht. Jusqu'a son voyage de 1651, son style

s'inspire de celui de Rembrandt, mais, par la suite, ses preoccupations le portent

vers rarchitecture et les problfemes d'espace et de perspective. Le musee Bredius

a La Haye possede de lui un autoportrait date de 1645. Au cours de sa vie bien

remplie, il eut pour elfeves son frere, Jan van Hoogstraten, Jan Victors, Carel

Fabritius et Aert de Gelder. Ces trois derniers devinrent, par la suite, ^Ifeves de

Rembrandt.

Eleve 1640/41-1641/42

74. Perspective Box of a Dutch Interior Interieur hollandais en Trompe-V Oeil

box/boite, pan. 16^x12, diameter/diametre, 11 J (41,9x34,5x28,6 cm)
d. over door/sur la porte r.c./c.d.; 1663
insc. Memento Mori over door in center rear/sur la porte centrale

coll. Douwes, Amsterdam, 1935
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ex. Trompe-VOeil, Julian Levy Gallery, New York, 1938, No. 59; Illusionisni and
Trompe-VOeil, Palace of the Legion of Honor, San Francisco, May 3-June 12, 1949, p. 55,
ill.; Life in Seventeenth Century Holland, Wadsworth Athenenm, Nov. 21, 1950-Jan. 14,

1951, p. 26, No. 66, ill. pfl. XIV; Rembrandt, Raleigh, 1956, No. 48; The Art That Broke
the Looking Glass, Dallas Museum for Contemporary Art, 1961, No. 51 ; Fetes de la Palette,

Isaac Delgado Museum, New Orleans, 1^62, No. 37

ref. Catalogues cited above/Catalogues des expositions citees; R. H. Wilenski, An Intro-

duction to Dutch Art, London, 1929, pi. Ill, pp. 264-267 (as/comme Hoogstraten) E. P.

Richardson, "Samuel van Hoogstraten and Carel Fabritius," Art in America, 25, 1937,
p. 141, ill.; E. P. Richardson, The DIA Catalogue of Paintings, Detroit, 1944, p. 64,

No. 570; Rosenberg-Slive-ter Kuile, p. 94; S. Roslow, "De wonderlijke Perspectyfkas: An
Aspect of Seveenth Century Dutch Painting," 0-H, 82, 1-2, 1967, pp. 32-56, No. 4
Anonymous, View of a Large Room,, figs. 14, 15

The Detroit Institute of Arts, Founder's Society and Membership and Donations Fund

SAMUEL DIRKSZ. VAN HOOGSTRATEN
75. Young Woman Sleeping Jeune Femme au Repos

41x38 (104,1x96,5 cm)
c. 1644
Based on similarity to one in The Hague, which is signed and dated 1644/D'apres sa

ressemblance avec un tableau de La Haye, signe et date de 1644, Young JVoman Reading/
Jeune Femme lisant, Bredius Coll.

coll. Agent, Paris, 1950; John Nicholson Gallery, New York; Horace P. Wright 1951

ref. F. B. Robinson, "New Dutch Painting", Springfield Museum, of Fine Arts Bulletin,

18, 2, Dec. 1951—Jan. 1952, p. 2, ill.; Springfield Museum of Fine Arts Bulletin, 18, 4—5,

Apr./June, 1952, p. 4; "Seventeenth Century Dutch Collection", The Connoisseur,

Jun. 1963,, pp. 136-137

Museum of Fine Arts, Springfield

ISAAC DE JOUDERVILLE
Leiden/Leyde 161 3-c. 1645 Amsterdam

The years 1629 to 1651 find the artist studying with Rembrandt in Leiden and

following him to Amsterdam. The six receipts given by Rembrandt in acknow-

ledgement of the 100 guilders paid per annum as tuition form an important

record of Rembrandt's business practices. De Jouderville according to one source

spent 1632 in study at his father's birthplace, Metz, and in the same year married

Marie Lefevre. He was subsequently active in Deventer and Amsterdam. His

works, either small biblical scenes or single life-size studies of characters strongly

reflect Rembrandt's early style. Few works are known by him.

Pupil 162^16}!

Au cours des annees 1629—1631 on voit I'artiste d^buter comme apprenti a Leyde,

puis suivre Rembrandt a Amsterdam. Les six regus que Rembrandt lui donna en

reconnaissance de la somme de 100 florins, le prix des lemons pour une ann^e,

constituent un document important sur la fa^on dont Rembrandt conduisait ses

affaires. Si Ton en croit une chronique, De Jouderville aurait pass^ I'annee 1632 a

etudier a Metz, la ville natale de son pfere. La meme ann^e il epouse Maria

Leffevre. II travaille par la suite a Deventer et a Amsterdam. Ses oeuvres, qu'elles
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repr^sentent des scenes bibliques de petit format ou des Etudes de caractferes

grandeur nature, portent la marque du style des permiferes annees de Rembrandt.

On connait peu d'oeuvres de cet artiste.

Eleve 1629-16)1

76. Kitchen Interior Interieur (Tune Cuisine

14x18^ (35,5x47 cm)
s.

coll. Julius ffidtzner, London

E. W., New York

BERNHARDT KEIL
Helsingor 1624-1687 Rome

"Monsu Bernardo" as he was known in Italy is known essentially through his

Italian period productions. The broad brushwork of these biblical, allegorical and

genre scenes suggests that he did not rely on preliminary drawings. Keil, along

with the German, Christoph Paudiss, studied with the master from 1642 to 1644

following Bol and Eeckhout; he stayed in Amsterdam until 1651 when he left for

Italy. He was the primary source for Filippo Baldinucci's biography of Rembrandt

and it provides us with reasonably accurate information for the years up to 1651.

Like van Hoogstraten, one cannot discern anything of Rembrandt's own style in

Keil's work after 1 65 1 5 it is a style derived from north Italian masters such as Feti

and Strozzi.

Pupil 1642-1644

La reputation de Bernhardt Keil, "Monsu Bernardo," comme on I'appelait en

Italie, est due surtout aux oeuvres de son epoque italienne. Le coup de pinceau

fougueux qui marque ses scfenes bibliques, allegoriques, et ses tableaux de genre,

semble indiquer que I'artiste ne faisait pas de dessins preparatoires. Keil, ainsi que

I'allemand Christoph Paudiss, fut elfeve de Rembrandt de 1642 a 1644, apr^sle

depart de Bol et d'Eeckhout. II reste a Amsterdam jusqu'a 1651 date de son depart

pour ritalie. La biographie de Rembrandt que nous a laissee Filippo Baldinucci se

base essentiellement sur les informations fournies par Keil sur la vie du maitre

jusqu'en 1651. Les peintures de Keil, comme celles de Hoogstraten d'ailleurs, se

separent du style de Rembrandt apr^s cette date. Tous deux adoptent le style des

maitres de ITtalie Septentrionale, comme Feti et Strozzi.

Eleve 1642-1644

77. The Parable ofthe Labourers in a Vineyard La Parabole des Travailleurs dans unc f^igne

37x51
ire-

(94x130 cm)

coll. Prince Antici Mattel, Rome 1951; S. Nystad, The Hague, 1968

ref. R. Longhi, "Monsu Bernardo," Critica d' Arte, 3, Sansoni, Firenze, 1939; H. Gerson,

Ausbreitung und Nachwirkung der Holldndischen Malerei des ij, Jahrhunderts, Haarlem,

1942, p. 462; Weilbach, Kunstlerleksikon, 2, Kobenhavn, 1949, p. 117; A. Konst, Frida
och Hugo Engelsons Samling, Malmo, 1967, pi. 21

MMFA/MBAM. Purchased/acquis, 1968. Bequest/legs, Horsley & Annie Townsend
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liERNIIARDT KEIL
78. Allegory of fainter Allegoric de l^Hiver

39x28 (99x71,1 cm)

coll. Ch. A. de Burlet, Berlin/Basel

Paul Drey Gallery, New York ,

BERNHARDT KEIL
79. Children Playing with Pigeons Knfanls jouant ai)ec des Pigeons

28ix35i (72,1x89,5 cm)

ref. Certificate, Dr. Hermann Voss

Schaeffer Galleries, New York

PHILIPS KONINCK
Amsterdam 1619-1688 Amsterdam

Following the death in 1639 of his father, Aert Coninck, a goldsmith, Philips (de)

Koninck paid for a half year tuition with his older brother Jacob who lived in

Rotterdam. At the end of 1640 he married the sister of Abraham Furnerius, a

fellow Amsterdam artist known primarily for his landscape drawings. {The

Landscape with Cottages, 1654, by Rembrandt is closely related to Furnerius'

own style.) While Furnerius became a pupil of Rembrandt in 1640, it is not certain

that an}^hing more than an active and friendly artistic relationship existed

between Rembrandt and Koninck; although Houbraken claimed a master-pupil

relationship for him. Certainly he was again in Amsterdam in 1641, and his

Bathsheba Receiving Letter and Jewels of 1642 (Los Angeles County Museum)

supports such a relationstiip. However, Koninck operated a ship transport service

covering Amsterdam, Leiden and Rotterdam; it was undoubtedly through this

activity that he became known as the view painter of Holland. With a second

marriage in 1657 ^^ Margaretha van Rhyn the business extended to Gouda. His

friend the poet, Joost van der Vondel, owned paintings by him dating from 1656

to 1674. Interior evidence, that is to say, subjects in dated works indicate that in

1669 he made a trip to Italy. His range of subjects extended from portraits to

biblical, historical, genre and landscape painting; his dated works are from 1643

to 1681. His last dated landscape, 1676, is shown here. Lievens and Rembrandt

were important early influences. His late portrait style was similar to that of the

Van Dyck influenced Lievens and Jan de Baen.

Possibly a pupil 1641

A la mort de son pfere, I'orffevre Aert Coninck, survenue en 1639, Philips (de)

Koninck paya les frais d'un semestre d'^tudes chez son frfere ain^ Jacob, domicilii k

Rotterdam. Vers la fin de I'ann^e 1640 il epouse la soeur d'Abraham Furnerius, un

collfegue d'Amsterdam, dont la reputation repose sur ses paysages (Le Paysage

avec Chaumieres, 1654, par Rembrandt est proche du style de Furnerius). Nous

savons que Furnerius devint 6lh\e de Rembrandt en 1640. Par centre, les relations

entre Rembrandt et Koninck se sont limit^es, sans doute, a une bonne amiti^

fondee sur leur amour de I'art. Houbraken, cependant al'firme qu'il fut dlfeve de
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Rembrandt. Koninck se trouvait, en effet, a Amsterdam en 1641 et la thfese de

Houbraken est renforc^e par le style de son tableau, Bethsabee Recevant la Lettre

et Ics Bijoiix, datee 1 642 (Los Angeles County Museum).

Koninck, d'autre part, dirigeait un service de transport par bateau entre Amster-

dam, Leyde et Rotterdam. Cette activity lui donnait de toute Evidence I'occasion

de se consacrer au paysage et il devint un des principaux paysagistes de Hollande.

II ^pousa en secondes noces, en 1657, Margaretta van Rhyn. A la meme epoque,

son service de transport s'^tendit au port de Gouda. Son ami, le po^te Joost van den

Vondel, possedait des tableaux de Koninck dates de 1656 a 1674. A en juger par

les sujets traites dans des oeuvres datees avec precision, il fit un voyage en Italie en

1669. II s'adonna au portrait, aux scenes bibliques et historiques, aux tableaux de

genre et au paysage. Sa production s'etend de 1643 ^ 1681.

Sa dernifere oeuvre datee, un paysage de 1676, fait partie de I'exposition. II subit

d'abord I'influence de Lievens et de Rembrandt, mais dans les portraits peints sur

la fin de sa vie il s'appuie sur le style de van Dyck filtre par Lievens et Jan de Baen.

Possiblement eleve vers 16^1

80. Landscape Paysage
361x44^ (92,5x112 cm)
s.d. P. Koninck i6y6

Sale/vente, Baron van Nagell van Ampsen, Den Haag, 1851; L. Dupper Wz., Dordrecht,

1870

ex. Meisterwerke Holldndischer Landschajismalereri des 77. Jahrhunderts, Koln, 1954,
No. 15, pi. 8

ref. H. Gerson, Philips Koninck, Berlin, 1936, p. 35, No. 2, pi. 15; Plietzsch, H. Kiihn,

Jahrbuch der Staatlichen Kunstsammlungen, Baden-Wiirttemberg, 1965, p. 208

Rijksinuseum, Amsterdam. Bequest/legs, L. Dupper Wz.

PHILIPS KONINCK
81. Interior oj^ an Inn Interieur d^Auherge

27x33-^ (68,6x85 C"^)

s.d. P. Koninck. 16^6

coll. Wilbraham, Northwick, sale/vente, London, Jul, 8, 1930, No. 20

ex. Rijksmuseum, Amsterdam, 1936, No. 88

ref. H. Gerson, Philips Koninck, Berlin 1936, p. 51, cat. No. 168

H. Schickman Gallery, New York

PHILIPS KONINCK
82. The Toast L,e Toast

211x24 (54)6x6i cm)

sale/vente. Lord Cadogan (as/comme Terborgh)

E. W., New York

SALOMON KONINCK
Amsterdam 1609-1656 Amsterdam

Son of the goldsmith, Pieter de Coninck, he was the cousin of Philips Koninck.

Apprenticed in 1621 to David Colyns, Fran9ois Venant and Nicolaes Moeyart, his
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experience was similar to that of Rembrandt. In 1630 he was a member of the

painters guild, the Guild of St. Luke in Amsterdam. By 1633 he had succumbed to

all the traits which we associate with Rembrandt's painting of the date, the

manipulation of light and shade, the character types and fantastic costumes.

Koninck was also an etcher. In 1653 Ber;iard van Vollenhove was his pupil, and in

1656 he married Abigail, daughter of the artist Adriaen van x\ieulandt. He died

in 1656.

Not a pupil

Fils de I'orf^vre Pieter de Conninck, il etait le cousin de PhiHps Koninck. II

commence son apprentissage en 1621 chez David Colyns, Francois Venant et

Nicolas Moeyart, et suit en general les pas du jeune Rembrandt. En 1630 il est

accepte a la guilde des peintres, la Guilde de Saint-Luc a Amsterdam. Ses tableaux

reflfetent, a partir de 1633, la plupart des aspects du style de Rembrandt de la

meme ^poque, en particulier le jeu de lumi^re et d'ombre, le choix des sujets et

I'emploi de costumes fantaisistes. Koninck fut aussi un graveur a I'eau forte. En

1653, Bernard van Vollenhove entre a son atelier en quality d'elfeve. Trois ans

plus tard Koninck epovise Abigail, la fille de I'artiste Adriaen van Nieulandt. II

meurt la meme ann^e.

N^etudia pas avec Rembrandt

83. A Jewish Philosopher Un Philosophe juif

21x18 (53.3x45.7 cm)

coll. Lady Denbigh, 1785; Charles Sedelmeyer, Paris (Rembrandt); Dutch Private

Collection/collection particuliere, Hollande

Mr. and Mrs. Alan Kantrowdtz, New York

PIETER PIETERSZ. EASTMAN
Amsterdam 1583-1633

According to Carel van Mander, Lastman was a pupil of Gerrit P. Sweelink, and

was trained in the mannerist style of the generation of Joachim Wyttewael,

Cornelis van Haarlem and Goltzius. Lastman brought something new to the

Dutch artistic scene and to Rembrandt. In 1 603 he went to Rome (Houbraken 1

,

132) and sometime between 1605 and 1607 he returned and settled again in

Amsterdam. The contemporary chroniclers, Orlers, Sandrart and van Hoogstraten

all recorded him fully and his pictures brought prices as high as 900 guilders. His

experience, his system, his interests he passed on to his two most distinguished

pupils Rembrandt and Lievens. Lastman had absorbed a vast vocabulary from his

Italian experiences; one may give him full marks for his searching scrutiny of

Raphael, Michelangelo, Titian, the Bassani, the Carracci, Fetti, and the northern-

ers Rubens and Elsheimer. Strongly coloured clear figures often grouped as single

forms set in landscapes with classical structures characterize his historical, mytho-

logical and religious pictures. His drawings frequently have a more lively
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quality than his pictures. His successful financial example may have convinced

Rembrandt that he too could make the grade as a history painter.

Teacher of Lievens i6ij~i6i^

Teacher of Rembrandt 162/^^.-162^

D'apr^s (]arel van Alander, Lastman fut t^lfeve de Gerrit P. Sweelinck, et forme

dans le style mani^riste de la generation de Joachim Wyttewael, Cornelis van

Haarlem et Goltzius. Lastman apporte des innovations sur la scbne artistique

hollandaise et influence Rembrandt. En 1605 il va k Rome (Houbraken 1, 132) et,

entre 1605 et 1607, retourne s'installer a Amsterdam. Les chroniqueurs con-

temporains, Orlers, Sandrart et van Hoogstratens'occupentdeluietnousinforment

que ses peintures atteignent des prix aussi eleves que 900 florins. Son experience,

sa methode, ses interets, il les passa a ses deux nieilleurs elfeves, Rembrandt et

Lievens. Lastman se rendit maitre d'un vocabulaire tir^ de ses experiences

italiennes. On lui accorde beaucoup de merite du fait de ses etudes approfondies de

Raphael, de Michel-Ange, du Titien, du Bassane, de Carracci, de Fetti, et des

artistes septentrionaux, Rubens et Elsheimer. Dans une couleur vive et par un

dessin pur il cree des figures souvent groupees en unites dans des paysages aux

structures classiques. II se caracterise par ses peintures historiques, im'thologiques

et religieuses. Ses dessins frequemment ont plus de vie que ses peintures.

L'exemple de son succ^s financier pourrait avoir convaincu Rembrandt qu'il avait

interet, lui aussi, a devenir un bon peintre d'histoire.

Mattre de Lievens de i6ij-l6i^

Mattre de Rembrandt de 162^-162^

84. St. Matthew and the Angel Saint Mathieu et VAnge
pan. 14x10^(35,5x26,70111)
s.d. P. Lastman fecit, 161) l.c./b.c.

coll. John Mitchell & Son, London

ref. "Fine Works on the Market," Apollo, 69, 410, Apr. 1959, p. 129, ill.

Museum of Art, Rhode Island School of Design, Providence

PIETER PIETERSZ. LASTMAN
85. The Sacrifice ofManaah Le Sacrifice de Manoah

25-^^x20^ (66x53 ^™)
mono. d. PL. 162J

coll. Thiebault-Sisson, Paris; Rosenberg & Stiebel, Inc., New York, 1958; Arnold Seligman,

Rey & Co., New York; Alfred Brod, London, c. 1959

ex. Rembrandt, Raleigh, 1956, No. 61; Rembrandt, Indianapolis-San Diego, 1958, No. 28;

Rembrandt, Leiden-Bolsward, 1968, No. 23

ref. Catalogues cited above/Catalogues des expositions citees; C. Vosmaer, Rembrandt,
Den Haag, 1877, p. 474; K. Freise, Pieter Lastman, Sein Leben und seine Kunst, Leipzig,

1911, No. 24; J. W. von Moltke, "Salomon de Bray," Marburger Jahrbuch, 11-12,

1938-39, pp. 340-341, ill. 29; F. Saxl, Rembrandt' s Sacrifice of Manoah, London, 1939,
p. 7, ill. 13; K. Bauch, "Entwurf und Komposition bei Pieter Lastman," Miinchner

Jahrbuch der bildenden Kunst, 3-6, 1965, p. 213, note 3

Daan Cevat, "Worthing, Sussex
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PAULUS LESIRE
Dordrecht i6ii-c. 1656 Dordrecht

Relatively little is known of his life, but his style reflects the Rembrandt of the

T.ciden and beginning of the Amsterdani periods. The earliest dated work presently

known is an Annunciation to the Shepherds of 1 635 in the Signorelli collection in

Rome; it recalls Rembrandt's Passion series for Prince Frederick Henry. The
portrait included here recalls not only Rembrandt but also the portraiture of

another Dordrecht artist Benjamin Gerritsz. Cuyp. He also painted allegorical

portraits such as those depicting a Lord and a Lady as Daifilo and Granida, 1641,

formerly with Nystad N. V. in Den Haag. He also laid claim to history painting in

the Departure of Queen Mary of England from Scheveningen in 16^). His

portraiture in the 1650's followed the mode set by van der Heist.

Not a pupil

On ne connait que peu de chose de sa vie, mais il reproduit dans ses oeuvres le

style de Rembrandt des epoques de Leyde et des premieres ann^es a Amsterdam.

Sa premiere oeuvre connue, d'aprfes les recherches actuelles, est une Annonciation

aux Bergers de 1635 dans la collection Signorelli a Rome; elle rappelle la serie de

peintures sur la Passion creees par Rembrandt pour le Prince Frederick Henry.

Le portrait expos^ se rapporte, par son style, non seulement a Rembrandt mais

aussi aux portraits d'un autre artiste de Dordrecht, Benjamin Gerritsz. Cuyp.

Lesire nous a laisse des portraits allegoriques, comme ceaux qui montrent un Lord

et une Lady deguises en Daifilo et Granida, 1641, et qui appartenaient a Nystad

N.V. a La Haye. II prit sa place parmi les peintres de sujets historiques avec la toile

montrant I'embarquement de la Reine Marie d'Angleterre, a Scheveningen, en

1643. Pendant les annees 1650, il suivit la mode des portraits de van der Heist.

N'etudia pas avec Rembrandt

86. Portrait of a Gentleman Portrait d'un Gentilhomme

pan. 19^x16 (48,5x40,6 cm)
s.d. P. Lesire fecit, 16)8

ex. Rembrandt, Raleigh, 1956, No. 64

John and Mable Ringling Museum of Art, Sarasota

JAN LIEVENS
Leiden/Leyde 1607—1674 Amsterdam

The life of Lievens is one of those reminders that boundary lines are never a safe

way to determine what an artist is or has been. His father was an embroiderer

from Ghent. At the age of eight he served an apprenticeship with the Leiden

painter Joris van Schooten; this was followed by two years further training with

Pieter Lastman in Amsterdam. Lievens was thus an independent master about the

time that Rembrandt became a "drop-out" at the University of Leiden. Around

1624 to 1625 he joined with Rembrandt in sharing a studio; this association with its
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close collaboration and moments of joint authorship lasted until the end of 1631.

The belief is that Lievens then visited England to the court of Charles I and in

1635 moved to Antwerp becoming a citizen of that city. Brouvver, Van Dyck and

Rubens caused fundamental changes in his artistic personality. In 1644 his

restless nature drove him and his Flemish wife, Susanna de Nole, to Amsterdam

and in 1654 to Den Haag, in 1659 once more to Amsterdam to leave again in 1669

for Den Haag, Leiden and finally to die penniless in Amsterdam in 1674. I lis most

important commission came in 1642 when he was paid 1500 guilders for a piece

for the town council chamber. His painting shows him as an eclectic artist, and it

is in his drawings and engravings that one sees a consistent style (landscapes

include Arnhem, Cleve, Antwerp, and many forts on the Rhine River). His last

great effort for a public building was his large canvas of i66i, replacing Govaert

Flinck's original design of 1659 ^^^ ^^^ Town Hall, now the Royal Palace in

Amsterdam. It represents Brinio Raised in Triumph on a Shield-^ the Batavian

chief and supporters are portrayed in costumes familiar to those recent veterans

of the Eighty Years War but hardly in keeping with the Roman past. It has more

in common with the two companion pieces by Jacob Jordaens of 1662 than with

the Claudius Civilis of i66i by Rembrandt.

Associate of Rembrandt 162/^/2^-16)1

La vie de Lievens nous rappelle qu'il ne faut pas se fier aux frontieres arbitraires

pour porter jugement sur la valeur presente ou passee d'un artiste. Son pfere fut

un brodeur de Gand. A I'age de huit ans, Lievens commence son apprentissage

chez le peintre de Leyde Joris van Schooten. II travaille ensuite pendant deux ans

dans r atelier de Pieter Lastman a Amsterdam. Lievens etait done un maitre

independant et forme lorsque Rembrandt abandonne ses etudes a I'Universite de

Leyde. Vers 1624 a 1625 il partage un atelier avec Rembrandt j I'association des

deux peintres qui collaborent etroitement et meme produisent des oeuvres en

commun, ne se termine que vers la fin de 1631. On croit que Lievens fait alors un

voyage en Angleterre et visite la cour de Charles I et qu'il demenage a Anvers,

ou il obtient le droit de citoyennete, en 1635. Brouwer, van Dyck et Rubens sont

les causes d'une transformation profonde de sa personnalite artistique. Sa nature

inqui^te le fait quitter Anvers en compagnie de son epouse flamande, Susanna de

Nole, et il s'etablit a Amsterdam en 1644, puis, dix ans plus tard, a La Haye. En

1659 ^ retourne a Amsterdam qu'il quitte a nouveau pour La Haye et Leyde en

1669. II meurt dans le denuement a Amsterdam en 1674.

II connut son plus grand succfes en 1642 quand il re^ut 1500 florins pour une oeuvre

destin^e a la salles des echevins. II est un artiste au talent ^clectique, qui demontre

cependant une certaine unit(^ de style dans ses dessins et eaux-fortes (il fit une

s^rie de paysages d'Arnhem, Cl^ve, Anvers et bon nombre de chateaux-forts sur

les bords du Rhin). Lievens peint son dernier grand tableau en 1661 pour 1' Hotel

de Ville, quand on lui passe une commande pour remplacer le projet de Govaert

Flinck. L'oeuvre se trouve maintenant au Palais Royal d'Amsterdam et elle

montre Brinio Porte en Triomphe sur un Boucher-^ le chef batave et ses guerriers
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jx)rtent des costumes que les veterans de la Guerre de Quatre-Vingts Ans jx)uvaient

reconnaitre mais qui n'ont rien a voir avec I'histoire romaine. On peut rapprocher

cette composition de ,deux oeuvres parallfeles de Jacob Jordaens (1662) mais cer-

tainement pas du Claudius Civilis (i66i) de Rembrandt.

.irtiste associi de Rembrandt de i62}f:/'2.j-i6ji

87. Job

671x58^ (170x145 cm)
mono. d. IL i6)i, l.r./b.d.

coll. Capello, Amsterdam, sale/vente, May 6, 1667, No. 400; Johan van der Marck,
Burgomaster of Leiden, sale/vente, May 28, 1773, No. 160; Anonymous/Anonyme,
Amsterdam, sale/vente, July 26, 1775, No. 165; Lord Barrymore, Marbury Hall, North-

wich, sale/vente, Sotheby's June 21, 1953, No. 23

ex. Art Treasures, Manchester, 1857, No. 688; Rembrandt, AGT, Toronto, 1951;
Rembrandt, Leiden, 1956, No. 66; Rembrandt, Raleigb, 1956, No. 66, ill.; Rembrandt to

Fan Gogh, VAG, Vancouver, 1957, Rembrandt, Indianapolis-San Diego, 1958, No. 68,

ill.; Old Masters and The Bible, Israel Museum, Jerusalem, 1965, No. 60, ill.; Rembrandt,
San Francisco(-Toledo-Boston), 1966, No. 93

ref. Catalogues cited above/Catologues des expositions citees; Dr. fVaagen, 4, p. 409;
IVurzbach, 2, No. 46; Thieme-Becker, 23, No. 214; Schneider, pp. 35-36, No. 20, pi. i6;

"Old Masters for Ottawa," The Connoisseur, 92, 1933, p. 193, ill., p. 153; H. Tietze,

Pantheon, 17, 1936, p. 184; Art Rut. 22, 1, 1940, p. 41; H. Gerson, Nederlandsche

schilderkunst, 1952, 2, p. 18, pi. 36; Hubbard I, p. 151; Pigler, 1, 1956, p. 206; Hubbard,

NGC Cat, Ottawa, 1, 1957, No. 85, ill.; W. Stechow, ''''Masterworks in Canada,'" Canadian

Art, 98, 1965, p. 52, ill. p. 51 ; Rosenberg-Slive-Terkuile, p. 85; V. Blom, Mattresjlamands,

hollandais et allemands a la Galerie nationale du Canada, Ottawa, 1966, No. 18

The National Gallery of Canada/La Galerie nationale du Canada, Ottawa

JAN LIEVENS
88. Portrait of a Woman Portrait d'une Femme

47iX39 (120,6x99 cm)
mono. d. L. i6jo, 1.1./b.g.

coll. L. B. Coders, Amsterdam, sale/vente, Apr. 8, 1816, No. 61; Sir "William Cunliffe

Brooks, Christie's, July 5, 1902

ex. Rembrandt, Raleigh, 1956, No. 67, ill.

ref. Catalogue cited above/Catalogue de I'exposition citee; H. Schneider, pp. 160, 182

Walker Art Center, Minneapolis

JAN LIEVENS
89. Samson and Delilah Samson et Dalila

s. i6x43|J^ (131x111 cm)
mono. IL; u.r./h.d., the forged signature: Rembrandt/. / 6^j/inscription fausse, Rem-
brandt 16)}

coll. Princes de/of Orange, Stadhouderlijk Hof "op de Galderije van Zijne Excellentie,"

Den Haag; J. St. Hense, Bradford, 1895

ref. C. Hofstede de Groot, Rembrandt- Urkunden, Den Haag, 1906, p. 19, No. 18; Jhr.

Dr. J. Six, "Bevestigde Overlevering," 0-H, 37, 1919, pp. 84-86, ill. pi. II; (Inventar

van 1632, No. 49), OH, 47, 1930, p. 203, Schneider, p. 30, p. 94, No. 13; W. Martin,

De Hollandsche Schilderkunst in de Zeventiende Eeuw, Amsterdam, 2, 1935-36, p. 105;

A. Burroughs, Art Criticismfrom a Laboratory^ Boston, 1938, p. 158, p. 162; Bauch i960,

p. 216, fig. 173a, Gerson, p. 26, fig. b

Rijksniuseum, Amsterdam
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JAiN LIEVENS
90. Young Bacchus Jeune Bacchus

pan. i8ix 14 (47x35,5 cm)

ref. K. Bauch, "Zum Werk des Jan Lievens," Pantheon, IV, 25, 1967, ill. p. 267

Kurt Meissner, Ziiricli

JAN LIEVENS
91. Portrait of a Man in Profile Portrait d'u/i Homme vu de Profit

pan. 24IX19I (62x49,5 cm)

coll. Mrs. E. S. Williams, Bath, Somerset

Marshall Spink, London

JAN LIEVENS
92. Wooded Way Leading to a f^illage Chemin boise conduisant a un Village

pan. 14! X 16^ (36,5x42 cm)

coll. Van Es, Wassenaar; W. Fuller Maitland, London; Pendelarallo, London; V. S. Bloch,

Berlin, 1931; N. V. Internationaler Kunsthandel, Den Haag

ex. BI, London, 1867, No. 82, (as/comme Rembrandt); RA, London, 1873, No. 122;

Antique-dealers Fair, Museum Prinsenhof, Delft, 1953, ill.; Rembrandt, Leiden, 1956,
No. 69; Collectie Stichting P. en IS. de Boer, Singer Museum, Laren, end/fin 1964,
Amsterdam, 1965, Sept. 18, 1966, p. lo, No. 109

ref. HdG, 6, No. 966 f.; Schneider, No. 313, ill. No. 31

Collectie Stichting P. en N. de Boer, Amsterdam

GERRIT LUNDENS
Amsterdam 1622-1683 Amsterdam

Son of Barent Lundens, he is known as a portrait painter and miniaturist. His

special claim to recognition is his enlarged composition of Rembrandt's Captain

Banning Cocq and Company {The Night fVatch) in the National Gallery, London,

and his water-colour album in the Rijksmuseum. He also painted small scale

genre scenes of dances, shops and medical operations. His style reflects little

influence from Rembrandt and is closer to that of Ostade and Molenaer. His

brother-in-law was Abraham van den Hecken and he married an Antwerp lady,

Agniet Mathys.

Not a pupil

II est le fils de Barent Lundens, et son oeuvre contient surtout des portraits et des

miniatures. Sa reputation est due d'une part a la copie agrandie qu'il fit de la

toile de Rembrandt Le Capitaine Banning Cocq et sa Compagnie {La Ronde de

Nuit), copie qui se trouve a la National Gallery, Londresj et d'autre part a son

album d'aquarelles au Rijksmuseum. II peint aussi des petits tableaux de genre

montrant des danses, des magasins et des operations chirurgicales. Son style ne

s'apparente pas a celui de Rembrandt, mais plutot a celui d'Ostade et de Molenaer.

Abraham van den Hecken fut le beau-frfere de Lundens et epousa une dame

d'Anvers, Agniet Mathys.

N'etudia pas avec Rembrandt
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93- Merry Company Joyeuse Compagnie
24x20 (61 X50,8 cm)
s. on the barrel/sur le tonneau

coll. F'an Dietnen, BerKn, 1924

ex. Art Treasures of f^ancouver, VAG, Vancouver, 1951, No. 52

ref. Catalogue cited above/Catalogue de I'exposition citee

Mrs. Otto Koerner, Vancouver

NICOLAES MAES
Dordrecht 1634-1693 Amsterdam

Maes' youth is an enigma as is the date when he became a pupil of Rembrandt.

His earhest dated works are of 1648 and were probably painted in Amsterdam as

they echo the personality of Rembrandt. Among these are The Christ Blessing

Children, National Gallery, I^ondon, and The Adoration of the Shepherds of 1653,

The Montreal Museum of Fine Arts (No. 94), Never mawkish or sentimental in

his genre scenes and his religious subjects Maes did give way to narrative tendencies

often incidental in nature. Back in Dordrecht, Maes married, in January of 1654,

Adriana Brouwers and, in September, a son was born only to die in 1656. Once

away from Rembrandt, Maes' style became more individual and he favored

genre and portrait subjects. From about 1660 he restricted himself to portraiture^

in 1 673 the Maes family acquireda house on 'tSteegoversloot in Amsterdam where

the artist could find more numerous commissions at greater remuneration. While

at one stage stylistic affinities with van Hoogstraten and Barent Fabritius his later

portraits have a formal decorative quality suited to patrician taste, Maes was also

a fine draughtsman.

Pupil about 1648

La jeunesse de Maes est un mystere et Ton ne peut preciser la date a laquelle il fit

son entree a I'atelier de Rembrandt. Ses premieres oeuvres datees signalent

I'annee 1648 et furent probablement peintes a Amsterdam, car elles reflfetent les

traits caracteristiques de I'art de Rembrandt. Parmi ces tableaux, mentionnons Le

Christ benissant les Enfants, a la National Gallery, Londres, et VAdoration des

Bergers (16^'^), au Musee des Beaux-Arts de Montreal (no 94), Maes ne se montre

jamais fade ou sentimental dans les tableaux de genre et les sujets religieux, mais

il a tendance a les charger d'elements narratifs marginaux. II rentre a Dordrecht

et y epouse, au mois de Janvier 1654, Adriana Brouwers qui lui donne un fils au

mois de septembre. L'enfant meurt en 1656. S'^tant ^loign^ de Rembrandt,

Maes adopte un style plus personnel, et d'adonne surtout aux sujets de genre et au

portrait. A partir de 1660, il consacre toute sa production au portrait. La famille

Maes achate une maison en 1673 et s'installe sur le 'tSteegoversloot a Amsterdam

vile ou il est plus facile de trouver des commandes qui, d'ailleurs, y sont mieux

payees. Ses portraits, qui reflfetent d'abord une certaine similitude de style avec

ceux de Barent Fabritius et de van Hoogstraten, deviennent plus tard des oeuvres
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decoratives et distingu^es adapt^es au gout des clients patriciens. Maes est aussi un

dessinateur de talent.

Eleve vers 1648

94. Adoration oj" the Shepherds Adoration des Bergers

pan. 23|x34i (59,4x87 cm)
s.d. N. Maes 1653

coll. J. van der Linden von Slingeland, Dordrecht; Destouches, Paris; Baron Vivant

Denon, Paris; Marquis de Salamanca, Paris; Drs. Fritz and Peter Nathan, Ziirich, 1965

ref. HdG, 6, No. 6; "Ace. of Americ. & Can. Mus.," AQ, 29, 3-4, 1966, p. 294; letter/

lettre, P. Schatborn, XII, 3, 68 mentions study/etude, Museum Boymans-van Beuningen,
Rotterdam (Inv. R.54. V.)

MMFA/MBAM. Bequest/legs, Horsley and Annie Townsend, 1965

NICOLAES MAES
95. Portrait of a Scholar (Spinoza) Portrait d^un Philosophe [Spinoza)

35x28 (89x71 cm)
s.d. N. Maes/1666, on a book/sur un livre

coll. Hans Wendland, Paris; Hans Fritz Frankhauser, Basel

ex. Memorial Exhibition, NCMA, Raleigh, 1959, No. 84; lyth Century Paintingsfrom the

Low Countries, Rose Art Museum, Brandeis University, Waltham, Mass., Feb. 27-Mar. 27,

1966, No. 23, p. 52, ill.

ref. Catalogues cited above/Catalogues des expositions citees

E. W., New York

NICOLAES MAES
96. Bathsheba Bethsabee

pan. 15x13, (38 X 33 cm) c. 1655/vers

coll. Stephan von Auspitz, Vienna; Bachstitz, The Hague; Larsen, Noordivijk; Martin B.

Asscher, London; Ch. van Spaendonck, Tilburg

ex. RA, London, 1932; Rembrandt, London, 1953, No. 52, ill. Old Masters, Gebr.

Douwes, Amsterdam, ill.

ref. Catalogvies cited above/Catalogues des expositions citees

Gebr. Douwes, Amsterdam

NICOLAES MAES
97. Mother ivith Two Children in a Park Mere avec deux Enfants dans un Pare

33x391 (83>8x 100,3 cm)
s. MAES
coll. Dr. C. J. K. van Aalst, Hoevelaken, Holland

ref. HdG, 6, No. 551; Catalogue Cramer XIV, 1968, No. 55; Gerson, p. 152, ill.

G. Cramer Oude Kunst, Den Haag

NICOLAES M.\ES
98. Portrait of a Gentleman Portrait d'un Gentilhom.me

35ix28i (90,1x71,7 cm)

coll. Abraham Linzon, Moscow c. 1913 and later/et plustard Toronto

ex. Masterpiecesfrom, Montreal, 1966-1967, p. 27, No. 58, ill.

ref. Catalogue cited above/Catalogue de I'exposition citee; J. Steegman, Montreal
Museum of Fine Arts, Catalogue of Paintings, i960, No. 808, p. 85

MMFA/MBAM. Gift of/don de W. R. Brock Ltd., 1943
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CAREL VAN DER PLUYM
Leiden/Leyde 1625-1672, Leiden/Leyde

Rembrandt's cousin, Carel or Karel van der Pluyin was, in 1 648, one of tlie leading

members of the Guild of St. Luke. Given this fact, one may assume that his study

with Rembrandt was prior to that date. In 1651 he married. By 1652 he was

chief and in 1654 to 1655 Dean of the Guild of St. Luke; he was also the town

plumber of Leiden. In 1659 ^^^ bought a house on the Steenschuur, and in the

i66o's he was nominated to several trusteeships of local institutions. His painting

favored subjects which had traditionally enjoyed the favor of Leiden patrons —
vanitas themes, scholars in their dens and the occasional biblical theme.

Pupil probably in i6^y

Carel ou Karel van der Pluym, cousin de Rembrandt, est en 1648 un des princi-

paux membres de la Guilde de Saint-Luc. Cela nous semble indiquer que c'est

avant cette date qu'il a du etudier chez Rembrandt. Van der Pluym se marie en

1651. II poursuit sa carri^re et se trouve, en 1652, a la tete de la Guilde, dont il

devient le doyen en 1654 a 1655. II ^tait en outre le plombier municipal de Leyde.

En 1659 il achate une maison sur le Steenschuur et, en 1660, il est nomme
fideicommissaire de certaines institutions locales. II peint surtout des sujets

traditionellement appr^ci^s des patrons d'art de Leyde, et produit bon nombre de

"vanitas", de portraits d'^rudits dans leur chambre d'etude et quelques tableaux

bibliques.

Eleve, probablement en iS^j

99. Tlie Parable of the Labourers in the Vineyard La Parabole des Ouvriers de la Fignc

17 X2ii- (43,2x54,6 cm)

coll. J. Searle, sale/vente, Christie^ s, June 7, 1856, lot 1, as/coinme, Rembrandt; Sir

Herbert Cook, Richmond (as/comme Rembrandt); Sir Frederick Cook, Bt.; Sir Francis

Cook Bt. and the Trustees of the Cook Collection; Alfred Brod Gallery, London

ex. Rembrandt, London, 1953, No. 57, ill.; City of Manchester Art Gallery, on loan/pret,

1964-1966

ref. J. O. Kronig, Dutch and Flemish Schools (Cook, Sir F. L. A Catalogue of The Paintings

at Doughty House), London, 1914, No. 312; J. O. Kronig, "Carel van der Pluym",

Burl. Mag., 26, 142, Jan., 1915, p. 172, ill. p. 176; A. Bredius, "Karel van der Pluym".

Cicerone, 1, 1918, pp. 47—51; A. Bredius, "Karel van der Pluym", 0-H, 48, 1931, p. 241,

ill.; M. Brockwell, 1932, pp. 74-75; Thieme-Becker, 27, p. 164

Dr. Willem M. J. Russell, Amsterdam

WILLEM DE POORTER
Haarlem 1608-1648 Amsterdam

We are told that de Poorter was a pupil of Rembrandt in Amsterdam; however, if

the evidence of his own painting is to be accepted, he assimilated the love of still-

life so frequently met with Leiden vanitas specialists. Most of de Poorter's

pictures are small in size and are concerned with vanitas or biblical scenes which

permit a play of fantasy. He was fascinated with the story of Esther and Ahasuerus

as were a number of other pupils of Rembrandt. He also took up other themes
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which had preoccupied Rembrandt in the 1630's such as Minerva and Sophonisba.

De Poorter must have carried these notions to Haarlem and Wijck bij Heusden

where he resided from 1635 to 1645. His last years were spent in Amsterdam. He
shares with Leonardt Bramer his manner of lighting his figures and the inclusion

of extravagant accessories in his works.

Pupil i6)i-i6))

II est dit souvent que de Poorter fut ^Ifeve de Rembrandt, mais a en juger par le

tableau presente dans I'exposition, il suivit plutot I'enseignement des specialistes de

Leyde qui se consacraient a la nature morte et surtout aux "vanitas". La majeure

partie des peintures de de Poorter representent en effet des "vanitas" ou des

scenes bibliques qui lui permettent de mettre en oeuvre les dons de sa fantaisie.

L'histoire d'Esther et d'Assuerus semble I'avoir fascine, ainsi que d'ailleurs bon

nombre d'autres eleves de Rembrandt. II s'occupe aussi d'autres sujets que Rem-
brandt aimait a peindre pendant les annees 1630, telles que les legendes de

Minerve et de Sophonisbe. Toutes ces idees, de Poorter les a sans doute introduites

a Haarlem et a Wijck bij Heusden ou il vecut de 1635 a 1645. II finit ses jours a

Amsterdam. De Poorter et Leonardt Bramer illuminent leurs sujets d'une

mani^re presqu'identique et ils aiment aussi affubler leurs personnages

d'accoutrements extravagants.

Eleve i6)i-i6))

100. Sophonisba Taking the Poisoned Cup? Sophonisbe recevant la Coupe empoisonnee?

pan. 17^x15^ (45x38,5 cm)
mono. W.D.P. l.l./b.g.

coll. Galerie Sand Lucas, Wien

ref. "Ace. of Americ. & Can. Mus.," AQ, 24, 2, Summer 1961, p. 210, ill. p. 202

Museum of Art, Rhode Island School of Design, Providence

^yILLEM DE POORTER
101. A Man in Armour with Still Life UHomme a VArmure avec Nature morte

22^x19^ (57:1X49^5 cm)

coll. E. and A. Silberman Galleries, New York

ex. Rembrandt, Raleigh, 1956, p. 78, ill.; Rembrandt, Indianapolis-San Diego, 1958,
No. 56, ill.; Portraits Through the Ages, AVashington County Museum of Fine Arts,

Hagerstown. 1963, No. 51; An Exhibition of Old Masters, E. and A. Silberman Galleries,

New York. 1964, p. 30, ill.: Seventeenth Century Painters of Haarlem, Allentown Art

Museum, Allentown, Penn., April 2—June 13, 1965, No. 61, p. 54, ill. p. 52; Washington
County Museum of Fine Arts, Hagerstown, Maryland, indefinite loan/prete pour una
periode indeterminee

William J. Alford, Naples, Florida

JACOB SYMONSZ. PYNAS
Haarlem c. 1585-1650 Delft

Pynas was one of the artists responsible for ushering in new ideas and then found

himself behind the times. He was the son of a merchant Simon Jansz. Pynas. In
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i()05 he visited Italy to return to Amsterdam in 1608. Tlic ])aimin^s iiicludiHl in

tlie exliil)ition were painted in Amsterdam after his return from Rome and l)efore

he moved to Den Haag in 1622. He is included here as a forerunner of Retnbrandt,

and Houbraken believe'd that Rembrandt was Jacob Pynas' pupil for a month.

After ten years in Den Haag he mo,ved to nearby Delft where he became a

member of the Guild of St. Luke. In the '1640's he made several visits to Amster-

dam. His dated works are from 1617 to 1648. He, his brother Jan, his hrotlier-in-

law Tengnagel and Lastman ])rought their Italian training into the Dutch

national school and introduced history })ainting.

Forerunner, possible teoclier of Rembrandt

Pynas fait jiartie du groupe d'artistes qui ont lance les idees nouvelles dans I'art

hollandais. Mais, fait curieux, 11 se trouva bientot distance par celles-ci. II est le

ills du marcliand Simon Jansz. Pynas. II fait le voyage en Italic en 1605 et s'en

retourne a Amsterdam trois annees plus tard. Les tableaux de Pynas presentes

ici furent peints a Amsterdam, apres le retour de Rome et avant le demenage-

ment a La Have, en 1622. Nous le voyons en tant que disciple j)recm-seur de Rem-
brandt, bien (jue Houbraken croit que ce dernier ait passe un mois d'apprentissage

dans I'atelier de PvTias. Celui-ci apres avoir sejourne dix ans a La Haye, s'installe

a Delft ou il est re^u membre a la Guilde de Saint-Luc. Durant les annees 1640

il visite Amsterdam a j^lusieurs reprises. C'est a partir de 1617 que Ton trouve des

oeuvres datees de sa main, la derniere jiortant I'annee 1648. C'est lui, qui, avec

son frere Jan, son beau-frere Tengnagel et Lastman, introduit les techniques

italiennes au sein de I'ecole nationale hollandaise et donne un premier essor a

la peinture historique.

Precurseur, pcut-etre maitre, de Rembrandt

Adoration of the Magi Adoration des Mages
oil on copper /huile siir ciiivre. i6;J^X2iJ (4i?9X55;5 ^"0
mono. d. 161 y

coll. Klcinbcrger d' Company, New York, 1959

ref. C. C. Cnnninghani, "Jacob Pynas' Adoration of the Magi,'^ Jl'adsiroith Athcneuni

HuL, "Winter 1959, p. 10-13, ^''•' cover/couverture

AVadsworth Atheneum, Hartford. The Ella (lalliip Sumner and >Iarv Catlin Sumner
Collection

JACOB SYIMONSZ. PYXAS
The Stoning oj" St. Stephen Lapidalioii de St. I.tieinie

pan. 29^x28! (74'6x73 cm)
mono. d. .7. P.f- Aii i6iy 1.1./b.g.

coll. Esterhazy, Budapest; L. Ernst. Budapest, sale vente, Budapest, 1925. No. 53

ref. G. von Terey, "Unbekannte AVerke seltener niederliindischer Maler des 17. Jahr-

hunderts," Cicerone, 18, 1926, p. 801, ill.; K. Bauch, "Beitrage y.um U'erk der Voriiiufer

Rembrandts," OH, 53, 1936, p. 79, fig. 1. ill.; Thieme- Becker, 27. p. 478; L. Baldass,

Belvedere, 13, 1938-43, 5-8 ill.; S. Slive, Allen Memorial Art Museum Kidlelin. ()l)eilin

(college; L. Oehler. Stiidel Itistitut .Tahrbinli. 1. 1967. 130. 20. !\o. 3. ill.

Dr. E. Schapiro, London
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JAN SIMONSZ. PYNAS
Haarlem c. 1585/84-1651 Amsterdam

Brother of Jacob mth whom he went to Rome in 1605 where lie associated with

Adam Elsheimer, Hagelstein, Gondt and Lastman; he was again in Amsterdam by

1607, He spent 1610 in Leiden. By 1615 he was again practising his art in

Amsterdam with Francois Badens and the painter-poet Mattheus Tengnagel. A
dated drawing of 1615 confirms a second trip to Rome, but from 1616 to 1628 he

lived in Amsterdam. T^^^ce married, once in 1619 and again in 1650 to Catherina

Arens, a widow. David Bailly painted his jwrtrait in 1621. His dated works are

from 1601 to 16505 Rembrandt owned at least two of his works. He was strongly

influenced bv Venetian painting and bv Domenico Feti. Jan Pynas was also the

master of several painters, Steven van Goor, Gerard van Zijl and Rombout van

Troyen, the last of whom is represented in tlie exhibition. P>Tias also seems to have

interested Barent Fabritius, and his influence is clear. With Lastman, Moeyaert,

Tengnagel and his brother, he laid the foundations for history painting in the

United Provinces.

Forerunner of Rembrandt

Fr^re de Jacob avec ([ui il va a Rome, en 1605. A Rome, il se lie avec Adam
Elsheimer, Hagelstein, Goudt et Lastman. II est de retour a Amsterdam vers

1607. II passe I'annee 1610 a Leyde. En 1615, on le retrouve encore a Amsterdam

ou il travaille en collaboration avec Francois Baden et le peintre-poete, Mattheus

Tengnagel. Un dessin date de 1615 prouve qu'il fit un second voyage a Rome, mais

de 1616 a 1628, il vecut a Amsterdam. II se marie deux fois, la premiere, en 1619

et, la seconde fois, en 1650, il epouse une veuve, Catherina Arens. David Bailly

])eignit un portrait de Pynas en 1621. Ses oeuvres datees s'etendent entre les

annees i6oi et 1650 et Rembrandt en possedait au moins deux. II fut marque

tres profondement par la peinture venitienne et par I'influence de Domenico Feti.

Jan PATias forma un grand nombre d'elfeves, entre autres, Steven van Goor,

Gerard van Zijl et Rombout van Troyen; ce dernier est represente dans cette

ex|)osition. II semble que le genre de Jan Pynas ait eu quelque attrait ]X)ur Barent

Fabritius, mais il influenca certainement Lastman, Moeyaert, Tengnagel et sou

frero avec qui il est I'un des fondateurs de la ])eintiu-e d'histoire dans les Provinces

Unies.

Precurscur de Rembrandt

104. Tlie Kntonibrnciit yiisc mi Tnmhcau

2«itX57| (73,5x95 cm)
s.d. ./. Pynas fecit iSoj l.r. I).(l.

coll. Ernest May, 1919, ^>o. R.F. 2246

ox. Krpofition de ~oo Tableaux tires des Reserves du drpurtcinciit dc.< printurcs. .Miisee

National du Lonvre. Paris, i960, No. 458, p. 104

rof. Catalogue cited above/Catalogue de I'exposition citee; L. Denionts. "Sur qiiel(|iies

tal)leaux des ecoles du nord n'-ceininent entres au Louvre", Revue de Vart ancieii et

mnderne, dec. 1920. pp. 304—505. ill. fig. 5. o. 505; L. Demonts. Catalogue des peintures

c.rposees dans les galeries du yiusee Xationul du Louvre. T. III. Kcoles flaniande. holland-
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aise, allemande et anglaise, Paris, 1922, p. 114; K. Bauch, "Beitrage zum Werk der
Vorlaufer Rembrandts—I. Die Gemalde des Jan Pynas," 0-H, 1935, p. 147, fig. 5,
p. 148, p. 157, Note I

Musee National du Louvre, Paris
I

JAN SIMONSZ. PYNAS
105. Abraham Sending Hagar and Ishmael Away Abraham chassant Agar et Ismael

(Genesis 21: 8-21)

pan. 3o|x4i|^ (78 x 106 cm)
s.d. Jan. Pijnas a 161^

ex. Adam. Elsheimer fVerk, Kiinstlerische Herkunft und Nachjolge, Stadelsches Kunstin-
stitut, Frankfurt-am-Main, Dec. 2, 1966-Jan. 31, 1967, p. 66, No. 92; Rembrandt,
Leiden-Bolsward, 1968, No. 31, ill.

ref. Catalogues cited above/Catalogues des expositions citees; K. Bauch, "Die Elsheimer
Ausstellung in Frankfurt-am-Main," Kunstchronik, 20, 1967, p. 91

Daan Cevat, Worthing, Sussex

CONSTANTIJN DANIEL VAN RENESSE
Maarsen (Utrecht) 1626-1680 Eindhoven

The first notice of the family is in 1638 in Breda where his father preached.

From 1638 to 1642 Constantijn studied letters and philosophy at Leiden. His

activity as an artist may have been second to his role as municipal secretary in

Eindhoven, a post assumed in 1654. It was perhaps the security of that position

that permitted him to marry Elizabeth Drabbe, daughter of the burgomaster of

Breda in the same year. In 1649 ^^® ^^^^ drawing lessons from Rembrandt and

probably knew Nicolaes Maes as a fellow pupil. His style is heavily influenced by

Rembrandt especially by a print of 1636 and in the technique by Barent and Carel

Fabritius.

Pupil 164P

Le premier indice de I'existence de sa famille se trouve, en 1638, a Breda, ou son

pfere est ministre du culte. De 1638 a 1642, Constantijn etudie les lettres et la

philosophic a Leyde. Le poste de secretaire municipal qu'il assume en 1654 semble

avoir fait passer ses travaux artistiques au second plan. C'est probablement a

cause de la securite que lui procurent ses fonctions qu'il peut, la meme ann^e,

epouser Elisabeth Drabbe, fille du bourgmestre de Br^da. En 1649, i^ prend des

lemons de dessin de Rembrandt chez qui il fait probablement la connaissance de

Nicolaes Maes. Son style reflate clairement I'influence de Rembrandt, comme le

prouve une estampe de 1636, mais sa technique s'apparente davantage a celle de

Barent et de Carel Fabritius.

Eleve en 164^

106. Christ Before Pilate Le Christ devant Pilate

46^x38 (118,7x96,5 cm)
mono., base of the column/sur le socle de la colonne

coll. Reitlinger Collection, London; Sotheby's, Dec. 8, 1953 (as/comme Bisschop);

Mortimer Brandt, New York

112

I



rei". C. liiii'ie-Mismo. "I'n Petit Maitro llollaiulais, Coinelis, liisscliop"', O-H, 4, 1950,

p. 148, ill., p. 149; "Ace. of AiiuM-ic-. & Can. Miis." ^IQ, Autumn i960, p. 506, ill.

(as/coninie Cornt'lis liisscliop): Cutulogtw af the Rob Jones University Collection, 2, 1962,

p. 308

Ik)l) Jones I niveisity (Collection. (Jreenville

ROELAND ROGHMAN
Amsterdam 1597—1686 Amsterdam

Possibly a pupil of Hercules Se^hers, he was a life-long friend of Remljrandt and

(Jerhrand van den Eeckliout. He was a landscape artist of the first magnitude.

Like Wenceslas Hollar, Lievens and Doomer, Roghman liad made many views

for toj)Ograpliical purposes and 241 such drawings were included in the Ploos van

Amstel sale in Amsterdam in 1800. He remiirds us of Philips Koninck in that he

made a trip to Italy around 1650 with his sister Gertrude. It was Clifford Duits,

in the autumn 1964 Quarterly published by his gallery, who noted the drawing of

the Church of San Giacomo a Rialto.

Not a pupil

Roeland Roghman fut probablement I'eleve de Hercules Seghers qui, toute sa vie,

fut I'ami de Rembrandt et de Gerbrand van den Eeckhout. II fut un excellent

paysagiste. Tout comme Lievens et Doomer, Roghman execute de nombreux

dessins topographiques dont 241 furent inclus dans la vente Ploos van Amstel, a

Amsterdam, en 1800. A I'instar de Philips Koninck, il fit, vers 1650, un voyage en

Italic en compagnie de sa soeur Gertrude. Clifford Duits, dans le numero de

I'automne 1964 du "Quarterly" public par sa galerie, signale le dessin de I'eglise

San Giacomo a Rialto.

N^ctudia pas aixc Kcnihrandt

107. Rocky Landscape ivitli Jfaterfall Paysagc rocailleux a la Cascade

3l:JX39| (80,6 X 101 cm)

coll. Sir A. Chester lieatty

Daan Cevat, Worthing, Sussex, England

ROELAND ROGHMAN
108. Landscape Paysage

48^x59^ (123x151 cm)

coll. vente/sale, W. Gruyter, Oct. 24, 1882, Amsterdam

ref. Rernt, 2, No. 679

Rijksmuseum, Amsterdam

CORNELIS SAFTLEVEN
Gorkum 1607-1681 Rotterdam

Uncle of the better known landscape artist Herman Saftleven, he was active in

Utrecht and from 1648 to 1674 in Rotterdam, where he was a member of the
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Guild of St. Luke. In 1648 he married a widow Catherina Dirskz. van der Heyde
who died in 16545 in 1655 he married EHsabeth van den Avondt. In Rotterdam,

Ludolf de Jonge becam'e his pupil. His painting was concerned with landscajies

and scenes of everyday life. His landscape composition reflects a tonal manipul-

ation of light reminiscent of Rembrandt and Benjamin Gerritsz. Cuyp.

Not a pupil

Cornelis Saftleven, oncle du paysagiste mieux connu, Herman Saftleven, travaille

d'abord a Utrecht, puis, de 1648 a 1674, a Rotterdam ou il est membre de la

guilde de Saint-Luc. En 1648, il epouse une veuve, Catherina Dirksz. van der

Heyde qui meurt en 1654. L'annee suivante, il epouse Elisabeth van der Avondt.

A Rotterdam, il a comme el^ve, Ludolf de Jonge. II peint de preference des

paysages et des scenes de la vie quotidienne. Ses paysages sont baign^s de tons

lumineux, un peu a la mani^re de Rembrandt et de Benjamin Gerritsz. Cuyp.

N'etudia pas avec Rembrandt

109. Annunciation to the Shepherds UAnnonce aux Bergers

28^ X 24^ (72 X 1 07 cm)
s.d. C. Saftleven, 164)

coll. Glitza, Hamburg

ref. Catalogue August L. Mayer, p. 55; Kurt Bauch, Studien zur Kunstgeschichte, 1967,
No. 53, pi. XXV
Kurt Meissner, Zurich

JAN TENGNAGEL
Amsterdam 1584-1635 Amsterdam

Father of the poet Matthys Gansheb T., and brother-in-law to Jacob and Jan

Pynas. In 1608 he was recorded in Rome, and returned to marry in i6n. He was

a member of the painter's Guild of St. Luke from 1619 onwards. He was the

teacher of Laurens Hellewich, a minor painter. From his hand we have portraits

from 1610 and in a group portrait of 1615, formerly the Rijksmuseum, portrayed

himself as a sergeant of the Amsterdam Handboogdoele. Symbolic of the history

painting that he helped to establish is the Allegory of the Flowering of the

Republic of the United Netherlands during the Stadholdership of Prince Maurits

in the Museum "Het Prinsenhoff" Delft.

Forerunner of Rembrandt

Vhre du pofete Matthys Gansneb Tengnagel et beau-frfere de Jacob et de Jan

Pynas. En 1608, il est de passage a Rome. II revient dans sa ville natale et se

marie en 1611. De 1609 jusqu'a la fin de sa vie, il est membre de la Guilde de

Saint-Luc. On sait qu'il fut le maitre de Laurens Helleurich, un peintre mineur.

Ses portraits dates, le sont a partir de 1610. Dans un portrait de groupe de 1613,

autrefois au Rijkmuseum, il s'est peint sous les traits d'un sergent de la Com-

pagnie de gardes "Handboog" de Amsterdam. L'allegorie decrivant I'essor de la

Republique des Provinces Unies qu'il ex^cuta durant le stathoud^rat du prince
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Maurice et qui est niaintenant au inusee "Het Prinsenhof", a Delft, est un

exemple de la peinture d'histoire dont il fut I'un des initiateurs.

Precurseur de Rembrandt

lertumnus and Pomona f'ertumne et Pomonc
oil on copper/huile sur cuivre, 8^x ii^ (20,7x28,6 cm)
s.d. ./. Tengnagel Fecit A° 161 j

coll. E. W. Johnson. Cliichester; Christie's, London. Nov. 16, 1874, No. 506, (Atkins)

ex. Rembrandt, Leiden-Bolsvvard, 1956, No. 48

ref. Catalogue cited above/Catalogue de I'exposition citee; D. (J. Carter, "A Vertumnus
and Pomona by Gerbrand van den Eeckliout," Bulletin, Herron Museum of Art, India-

napolis, 53, 2, June, 1966, p. 42, ill. fig. 5

Daan Cevat, Worthing, Sussex

ROMBOUTS VAN TROYEN
Amsterdam c. 1605/15-1650 Amsterdam

Pupil of Jan Pynas with whom he spent seven years in Amsterdam j his works also

reflect Rembrandt's influence from the early 1630's. His landscapes are freighted

with the bizarre and the fantastic.

Not a pupil

ELlfeve de Jan Pynas avec qui il passa sept ans a Amsterdam. Ses oeuvres reflfetent

aussi I'influence du Rembrandt des annees 1650. Le bizarre et le fantastique sont

les traits dominants de ses paysages.

N^etudia pas avec Rembrandt

Phantastic Rocky Landscape by Moonlight, with the Adoration of the Magi
Paysage fantastique au Clair de Lune et rAdoration des Mages
pan. ii|x9i (29,5x23,5 cm)
s.d. il. Troyen fecit, 1648

coll. Viscount Chilston, England

Paul Drey Gallery, New York

JAN VICTORS
Amsterdam 1620-1676 India/Inde

His step-brother, Jacobus Victors, was a specialist in bird painting, and his own
son Victor, was a painter. Jan Victors, himself, entered Rembrandt's studio in

1632 remaining until 1635 about the same time as Jacob Backer and Govaert

Flinck. Victors shows a steady reliance upon Rembrandt figure compositions and

on occasion those of his forerunners—Pynas, and Lastman. He prefers clarity of

expression to dramatic mystery, and for that reason tends to find choice of subject

affects his success. His palette is usually bright and accompanied by a judicious

balance of accents. He married in 1642 and in 1661 became a widower with

seven children^ prior to his ill-fated voyage to the Indies he lived on the Kalverstraat.

Pupil i6)2-i6)^
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Son (l(Miu-fr('re Jacohiis se sjiecialisa ilans la jXMiiture ties oiseaiix ct sou jHopro

fils, Victor elait aussi jieiiitre. Jan Victors fut eleve do Rembrandt de 1652 a 1655,

a ])eii ])res en memo temps que Jacob Backer et Govaeit Fliuck. Victors s'insjnre

liabituellenu^ut des compositions de personnages de Rembrandt et de quelques-

uns de ses jirecurseurs tels que Pynas et Lastman. II prefere la clarte dans

I'expression au drame et au mystere et s'apercoit ([ue le succes depend souvent du

clioix du sujet. Les coideurs de sa palette sont generalement brillantes mais

soigneusement equilibrees. II se marie en 1642 et, en 1661, devient veuf avec

sept enfants. Jusqu'a son voyage fatal aux Indes, 11 habite la Kalverstraat.

Eleve i6)2~ 16j)

112. The Levitt' at Gibeah Le Lcvitc a Gahtui

40^x55! (103x134 cm)

coll. English private collection, before 1950/collection particuliere anglaise, avant 1950

ex. Artlntr Tooth, London, 1950, No. 17

ref. Cramer—The Hague, Catalogue, 15—1968, No. 61

G. Cramer, Onde Kunst, Den Haag

JAN MCTORS
113. The Angel Taking Leave of Tobit and His Family L\-lnge Quittant Tabic ct sa Famillc

4oiX5i| (103,5x141,4 cm)
s.d. JAN VICTORS f.c. 164^

ex. Rembrandt, Raleigh, 1956, p. 123, No. 79

ref. Catalogue cited above/Catalogue de I'exposition citee

A'ictor D. Spark, New York

JAN VICTORS
114. Expulsion oj" Hagar Lxpulsion d\'igar

55iX7oi (141x180 cm)
s.d. J. Victors 1650

coll. Oscar Bondi, Wien

ex. lyth Century Paintings from the Low Countries, lirandeis L'nivcrsitv, 1966, p. 36

No. 15, ill.

ref. Catalogue cited above/ Catalogiie de Texposition citee: R. Ilamann, "Hagar's

Abscliied bei Rembrandt imd in Rembrandt Kreis," Marburgcr Jahrbuch, 8-9, 1936,

p. 501, fig. 43

E. W., New York

JAN VICTORS
115. Esther Accusing Haman Esther accusant Aman

65^x71^ (162 X 182,3 ^"^)

s.d. J. Fictoors, i6)i, 1.1. /b.g.

coll. Edward Rice, Esq., Dane Court House, Deal, Kent

ref. "Rec. Acquisit," Art Journal, 27, 4, Smnmer 1968, p. 408, ill.

Hob Jones IJniversitv Collection, (ireenville

JAN VICTORS
116. The Fishmonger Le Marcliand de Poisson

i9iX25^ (49x82 cm)
s. J. Victors f. l.I. /b.g.

coll. //. Shickman Gallery, New York
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ex. Ejchibition of Dutch Seventeenth Century Paintings, H. Shickman Gallery, New York,

Oct., 1967, No. 26, ill.; Metropolitan Museum of Art, New York, 1967, indefinite loan

ref. Catalogiie cited above/Catalogue de I'exposition citee

Anonymous/Anonyme

JAN VICTORS
117. Dutch Pastoral Scene Scene pastorale hollandaise

39x35 (99x89 cm)
s. Jan Victors, on the boat/sur la barque

coll. Count Zubow, Riga

ex. Sur~vey of Landscape Painting, San Francisco Museum of Art, 1936, No. 103, ill.;

Mills College, California, 1936; Themes and f^ariations in Painting and Sculpture, BMA,
Baltimore, 1948, No. 41; L,ife in ijth Century- Holland, Wadsworth Atheneum, Hartford,

Nov. 1950—Jan. 1951, No. 55, ill., pi. XII; Inaugural Loan Exhibition, Greenville Art

Center, North Carolina, May 1-15, i960, cat. pp. 21, 30

ref. Catalogues cited above/Catalogues des expositions citees; Bernt, 3, p. 938, ill.

Paul Drey Gallery, New York

JACOB WILLEMSZ. DE WET
Haarlem 1610—1671

A painter of religious, historical, and mythological themes, his works are similar

in format and content to those of Leonard Bramer, Willem de Poorter and Jakob

van Spreekuwen. He was a pupil of Rembrandt from 1650 to 1632. Returning to

Haarlem as had Willem de Poorter, he married in 1635, was bereaved and

married again in 1639. Adriaen Verdoel, the still-life painter was his pupil. He
was recorded often as a member of the Guild of St. Luke in Haarlem. His son

Jacob de Wet Jr. followed his father's profession.

Pupil i6)o-i6)2

La peinture religieuse, historique ou mythologique de cet artiste ressemble,

quant au format et aux sujets, a celle de Leonard Bramer, Willem de Poorter

et Jakob van Spreekuwen. II fut elfeve de Rembrandt entre 1630 et 1632. Comme
Willem de Poorter il retourna a Haarlem et se maria en 1655. Devenu veuf, il se

remaria en 1639. II fut le maitre de Adriaen Verdoel, le peintre des natures

mortes. On retrouve souvent son nom parmi les membres de la Guilde de Saint-

Luc a Haarlem. Son fils, Jacob de Wet, embrassa la profession de son pfere.

Eleve i6)0-i6)2

118. The Circumcision La Circoncision

pan. 16^x21^ (42x54,6 cm)

coll. M. van der Stadt, London; A. C. .\. W. Baron van der Feltz, "Veldzicht", Brunimen,
Holland

ex. IVinter Exhibition of Fine Paintings of the European Schools, Old Masters Galleries,

London, Nov. 1-, 1968, No. 22, ill.

ref. Catalogue cited above/Catalogue de I'exposition citee

Old Masters Galleries, London
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JACOB AVILLEMSZ. DE AVET
119. Decollation of St. John Decollation ilc saint Jean

pan. 14^X20^ (36x53 ^'^)

s. l.c./b.c.

ex. ijth Century Paintings from the Lbw .Countries, lirandeis University, 1966, p. 28,

No. 11, ill., p. 29

ref. Catalogue cited above/Catalogue de I'exposition citee

E. W., New York

JACOB AVILLEMSZ. DE AVET
120. Chj-ist and the JVoman Taken in Adultery Le Christ et la Feininc Adultere

17^x21^(44,4x54,6 cm)
s. J. D. JVet

Galerie Sanct Lucas. AVien

4!
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REMBRANDT VAN RUN C. 1626
Esther's Feast Le Festin d'Esther

North Carolina Museum of Art, Raleiofh



H KM BRANDT VAN KIJN C. 1 624-25

Three yiiisiciiins {Hearing) Trois Musiciens (IJOuie)

G. Cramer Oiulc Kunst. Den Haag^



REMBRANDT VAN RUN C. 1 624-25
Tlie Operation (Touch) U Operation {Le Toucher)
G. Cramer Oiide Kunst, Deii Haag



REMBRANDT VAN RUN 1627

The Flight into Egypt La Fuite en Kgypte

Musee des Beaux-Arts de Tours, France



REMBRANDT VAN RUN C. 1628-29
Self Portrait Autoportrait

Daan Cevat, Worthing, Sussex, England



6
KF. MBRANDT VAN H I J N 1(^35

Rellotiii

The Metropolitan Museum of Art, Tlie Micliacl Friedsam Collection—1951, New York



REMBRANDT VAN RUN 1(555

loung M(in iritli a Siroid Le Jeune Homme a l' F.pee

Xorth Carolina MiiscMmi of Art, I\aloio:h. (iift of/don cle. The Samiu^l H. Kress I'oimilation. New York
7



II

8 Syndic of Amsterdam
REMBRANDT VAN RUN 1635

Portrait d'un Syndic d*Amsterdam
Earl C. Townsend, Jr., Indianapolis
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REMBRANDT VAN RUN 1637
Esther Preparing to Intercede with Ahasueras Esther se preparant a interceder aupres d' Assue'rus

The National Gallery of Canada/La Galerie nationale du Canada, Ottawa
9



10
UKMIJUANDT VAN lUJN

Self Portrait Autnportrait

Tlic Trustees of llie Bedford Settled Estates and His Grace the Duke of Bedford



REMBRANDT VAN RUN 1 644
Portrait of a Lady with a Handkerchief Portrait d\nic Dame tenant un Mouchoir
Art Gallery of Ontario, Toronto

11
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12a
REMBRANDT VAN RUN 1652

Clump of Trees with a Vista

Bouquet d''Arbres dans unc Clairierc

Miisoiiin of Fine Arts, Boston, Harvey D. Parker Collection

12
REMBRANDT VAN RUN 1 654

Landscape with Cottages Paysage avec Chaumieres

MMFA/MBAM, Bequest/legs, Adaline Van Home, 1945



REMBRANDT VAN RUN 1655
Portrait of a Man in a Fur Lined Coat

Trustees of the Fuller Foundation, Boston

Portrait d^un Homme portant une Pelisse 13



14
HE MliKANUT VAX KIJN C. 1660

Lamentation

John and Mable Ringling Museum of Art, Sarasota, Florida



REMBRANDT VAN RUN 1660

Titus, The Artist's Son Titus, Le Fib de V Artiste

The Baltimore Museum of Art, Bequest/legs, Mary Frick Jacobs
15



I

16
REMBRANDT VAN RUN C. 1665

Portrait of a Lady with a Lap Dog Portrait d'une Dame tenant un petit Chien

Art Gallery of Ontario, Toronto



R KM B KAN 1)1 \ A .\ HUN C.l()()iS

Portrait nf a \ oun^ ft oniun Portrait dune Jcinic Fcninn

MMFA/MBAM, Bequest of/legs de Mrs. K. Mad). I'ateisoii. H)49. IVom llie/dc la collection H. B. Angus



i8
SCHOOL OK/ECOLE UE REMBKANUT VAN RUN

Portrait of Rembrandt Portrait de Rembrandt

The Nalioual Gallery- of Canada^ La Galerie nationale du Cauuda, Ollaua



J A f ; O B ADRIAKNSZ. BACKKR 1641
Portrait of a Lady Portrait d'linc Dame
Nelson Gallery, Atkins Museum, Fund/fond Nelson, Kansas City, Missouri

19



20
FERDINANU BO I. 1644

I'ertumnus and Pomona Fertumne et Pomone
Tlie Cincinnati Art Museum



KERUINANU BOL 1659
Portrait of a Gcntlctnan Portrait d'un Gcntilhomme

Tlie Art Association of Indianapolis, The John Herron Museum of Art,

Gift of/dou de, Col. li Mrs. A. \V. S. Ilerrington ^

21



i

22
IKKUINAMJ BOL iGjg

Portrait of a Nobleman Portrait d'un Noble

Galerie iMcissner, Zurich



1- 1. 1\I)I N A M) HOL
f'liiiitds Poilitiit of Siiskiti fiiiiilds Porliiiit dc Sitskiu

Wildeiisloiii St (>o., Inc., ZS'cw York
^3



•I

24
i i: H DINAM) BO I.

Self Porliait Autoportrait

M. Kiioodlcr (Sl Company, Inc., New York



IF.RDIXAXD liOI.

The Intrepidity of (rains Fahricius in the .Irnn- Camp of Pyr)}iu.<

L'lntrcpidite de Gains Fahiicins an Cam/) dr i'.hnn'e dc Pyrrlins

Amsterdains Historisch Miiscuin

^5



26
I 1 H 1)1 \ \ N I) 15 OL

Kiii^ Pyrrliiis Lr l\<>i Pyrrlnis

Dell I'lihlisliiiifj Co., Inc., (Joorpo T. DclacoiMc, Cluiinnan



I- i:i< DINAMJ BOL
\hig>i(ininuty- of Scipio Lu \hi^ii(inu)iitc ilr Scipioii

Worcostor Art Museum, I'uiKl/foiul, (^harlollo I',. W. liulTin^jtori

27



28 Th

1 i:ui)i N A N 1) liOl.

yc-roti„tinn.< bctirccn i'luudius Civilis ami Quintiis. Pctilni.< Ccrcalif on the Demolished Bridge

Les Pourparlers entre Claudius Civilis el Quintus. Petilius Cerealis sur le Pont denwli

It. C. Th. F. Thurkow, Den Haag



FERDINAND B O L

Alexander before Dio^ene.^ Alejdndrc ilertint I)in°^ene

The Art Musoiim. Princeton I'niversitv

29
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l'.\ ILLS BOH

.)fa rice

CiimiiuT r.allorv of Art. .larksonvillo, Florida, noiiiicsl/lo{rs Niiiali M. H. Cuininor



LEONARD BRAMER C. 1638 - 1640
Solomon Praying in the Temple Salomon priant an TcmpU
MMFA/MBAM, gift/don de Mr. & Mrs. Neil F. Phillips

51



3^
LEON A RUHR A M K H

Presentation in the Temple Presentation au Temple

Mr. I'. H. Fciitcncr van Vlissingen, Vught



SALOMON UK BRAY 1641

A Shepherd Un Berger

Galerie Heiin, Paris ct Londres
33



34
BKNJAMIN GKHKITSZ. C U Y P

The .iitiniiicitition to the Slicphcnh L'.hinonciation aux Rcrgcrs

Miisce du Semiiiaire de Quebec

Ji



BENJAMIN GKKRITSZ. CUYl'

Annunciation to the Shcplicrcis L' .Innonciutiun aux Bergen

Paul Drey Gallerj-, New York
35



36
1658LAMBERT DOOMER

Young Couple Standing Beside a Globe Jeune Couple debout a coted'un Globe

Robert Hull Fleming Museum, University of Vermont



GERRIT DOU
An Evening School L' Kcolc du Soir

The Metropolitan Museum of Art, Bequest/legs, Lillian M. IlUis. 1940
37



38
WILLEM DROST 1654

Bathsheba Bethsabee

Musce National du Louvre, Paris



WILLEM DROST
Portrait of a Man Portrait (Vun Homme
Tlie Metropolitan Museum of Art, New York

39



40
WILL KM DHOST

Self Portrait Autopnrtrait

Kunstharulol F. do Boor, Amsterdam



\V I L L E M I) R O S T

Portrait of a Seated Girl and Hov
Portrait d'unc Jeune Fille et d'un Gannon
Kiinsthandel P. de Boer, Amsterdam

41
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42
IIF.YMAN DULLAERT

Troinpe-V Oeil

Old Masters Galleries, London



ABRAHAM VAN DYCK
Grace before Meal Le Benedicite

E.W., New York
45



44
GERBRANDT VAN L)EN EECKHOUT 1 642

Gideon and the Angel Gideon et VAnge

Dr. Otto J. H. Campe, Hamburg



G K R B R A N D T V A N DEN F. K C: K H O U T it) . .

Christ unci the Human of Samaria at the U ell

Le Christ et la Samaritaine au Puits

David M. Koetser Gallen', Zurich

45



46
GrRBUANDT VAN DEN I.ECKUUL i 1O61

Rebecca at the IVell Rebecca au Puits

H. Shickmaii Gallen-, New York



GERBRANDT VAN DEN EECKHOUT 1667

St. Peter Healing the Lame Saint Pierre guerissunt le Boilcu.r

M. H. de Young Memorial Museum, San Francisco. Gift of/don de Mr. and/et Mrs. George T. Cameron
4:



48
(JKRBKANUT VAN UKN E E f; K H O U T

Tin- Laborer of Gibea Offering Hospitality to the Levite and His IVife

L'Ouvrier de Gabao offrant V Hnspitalite au Levite et a sa Femme
E.W., New York

i



GERBRANUT VAN D p: N KECKHOIT C. 1 66o

JTertumnus and Pomona lertumnc et Pomonc
The Art Association of Indianapolis, The John Herron Museum of Art

49



50
BARE NT FABRITIUS 1656

St. Matthew and the An^el Saint Matthieu et VAnge
Daan (>cvat, Worthing;, Sussex, England



B A RENT FABRITIUS
Hagar and Islmiael taking leave (>f Abraham
F. Kleinberger & Co., Inc., New York

Igar et Isniael prenant conge d' .ibrahatu 51



52
B A R K N T F A B R I T I U S

Gideon and the Angel Gedeon et i Ange
S. Nystad, den Haag



B A R E N T I- A B R I T I V S

Hagar Leaving .Jbruhuni Agar quittant Abraliatn (Genesis, 21, 14)

M. H. de Young Memorial Museum, San Francisco
53



54
BARENT FABRITIUS

Portrait of an Old Man Portrait d'un flcillcirJ

H. Shickman Gallery, New York



B A RENT FA BRl TIL'S

Christ and the ff'oman Taken in Adultery
Walker Art Center, Minneapolis, .Minnesota

he Christ et la Femme adultere 55



56
B A RENT K A B R I T I f S

Young Girl Plucking a Duck Jcuuc Fille plumant un Canard

Dallas Museum of Fine Arts. Texas



BAREST FABRITIUS
The Prophet Elia and the Widow of Zurephtah
S. Nvstad. Den Haas

Lc Prophete Elie ct la rcuvc dc Surcphtu 57



58
CAR EL FABRITILS

Saint Peter in Prison Summoned br tfie Angel Saint Pierre en Prison appele par C Angc

iMuseum of Art, Rhode Island Scliool of Design, Providence



GOVAERT I LINCK J (J5.S

Isaac Blessing Jacob Isaac benissaiit Jacob ((ieiiesis 27:15-16)
Rijksinuscuni, Amstcrdaui 59



6()
G O \ A i; K r 1- L I N C K 1 640

Girl Beside a Baby-Chair Jcune Fillc pres dune Chaise

Royal Picture Gallery/La Galerie Royale Mauritshuis, Den Haag, 1903



GOVAERT FLINCK 1640
The Sacrifice of Manoah le Sacrifice dc Manoah
(Judges/juges 13, 2; 6-9; 17-22)
Marshall Spink, London

61



62 GOVAERT I LINCK 1641

Portrait of a Man Portrait cCun Homme
S. Nystad, Den Haag



GOVAKKT 1 I, IXC K 1 ()4.S

Portrait of a Man Portrait d'lin Honiinc

Milwaukee Art Coiilor Colloclion, ^ift of/don ile Dr. k Mrs. Alfred Rader
«3



I

64
COVAERT FLINCK 1648

Portrait of a iroinun Portrait d'une Femme
Milwaukee Art Center Collection, gift of/don de, Dr. & Mrs. Alfred Bader



GOVAERT FLIXCK C. 1 640
The Return of The Prodigal Son Le Retour de rEnfant prodigue
North Carolina Museum of Art, Ralein-h

65



66
A i; H r n k c; k i. u t: r 1 679

llic Forecourt of a Temple Le Purvis du Temple

Koyal Picture (iallcrv/La (ialorio Royale Maiirilsliuis, Dcmi llaa<r, pifl of/iloii do F. Klciiiborger



AERT DE GELDER 1685
Simeon in The Temple Simeon cm Temple
Kunsthandel P. de Boer, Amsterdam

67



68
AKRT UE GKLDKR 1689

Portrait nf a yian {an Actor?) Portrait d'un Homme {un Actcur?)

The Detroit Institute of Arts, gift of/don de Mr. & Mrs. William A. Fisher



AERT DE GELDER
Abraham and the Angeh Ihralntni ct lex Anges
Miisciiiii Boyniaiis-vaii Boiniiiio;(.n, Rottorclam

69



AERT DE GELDER
/\J Esther and Mordccai IVriting Letters to the Jews

Esther et Mardochee ecrivant des lettres aux Juifs

(Esther 9)

Museum of Art, Rhode Island Scliool of Design, Providence



AERT DE GELUEK
An Allegory of Abundance Allegoric de I'Abondance
H. Sliickman (iallery, New York



72
A I. IV T I) i: G 1. L u i: R

Rest on the Flight into Egypt Le Repos peinliint la Fuite en Kgyptc

Museum of Fine Arts, Boston, Funti/fond Maria T. 15. Hopkins



JAN DAVIUSZ. UE HEEM C. l6 ^O
StiU Life: Fanitas Nature Morte: f^anitas

M-MFA/MBAM, Bequest/legs, .Miss Adaliiic Van Home, 1945
73



74
SAMUEL UIRKSZ. VAN HOOGSTRATEN 1663

Perspective Box of a Dutch Interior Interieur hollandais en Trompe-V OeiL

The Detroit Institute of Arts, Founder's Society and Membership and Donations Fund



Ak \



75
SAMUEL DIRKSZ. VAN HOOGSTRATEN C. 1644

Young JVoman Sleeping Jeune Fetnine au Rcpos

Museum of Fine Arts, Springfield, Massachusetts



ISAAC DE JOUDERVILLE
Kitchen Interior Interieur (Tune Cuisine

E.W., New York
76



/v

BK KN HA W I) 1 KKI I.

Thr Parable „f the Labourers in a Jlncrard La Parabolc dcs Travaillcurs daii^ um- H^nc

".MMIA/MBAM, Purdiascd/acquis, 1968, Beciucst/lcgs, Horslev & Annie Townsend



BERNHARDT KEIL
Allegory of IJ inter Allcgorie de I' Hiver

Paul Drev Gallerv. New York
78



79
BKHNHAKUT KKIL

Children Playing with Pigeons Enfunts jouant avcc dcs Pigeons

Schaeffer Galleries, New York



PHILIPS KOMXCK 1676
Landscape Paysagc
Rijksmuseuin, Amsterdam, Bcquest/lcgs, L. DupptT ^V^.

80



8i
PHILIPS KONINCK 1656

Intel ior of (III fun Iiitciiciir (C /liihergc

II. Schic-knian Galiorv, Xcw York



PHILIPS KOMNCK
77/(' Toitst he Toast

i:.\V., New York

82



«3
S \ l.O MON KOM M.K

A Jcirisli Pliilosophrr I'n Philosophc juif

Mr. & Mrs. Alan Kantrowitz, New York



I'lLTEK I'lETLRSZ. L A S T M A N 1O15
St. yiatthcw and the Angel Saint Matthicu ct V Ange
iMuseum of Art, Rliode Island School of Design, Providence

84



8r,
PIETKR PIRTERSZ. LASTMAN 1627

Tin- Sacrifice of Mttnoali Lc Sacrifice de Manoah
Daaii (xnat, Worlhiii^, Sussex, England



PAUL us I. K SI RE 1G31S

Portrait of a Gentleman Portrait d' tin (jcntilhoniinf

Joliii and Malilo Riiiirlinjl Miis(Mmi of Art. Sarasota. Florida

86



«7
JAN LI EVENS 1651

Job

The National Gallcrv of Canada, Ottawa/La Galcrie nationale du Canada, Ottawa



JAN LIEVKNS 1650
Portrait of a JVornan Portrait dune Femtne
Walker Art Center, Minneapolis

88



89
.1 \ \ I.I I. \ i:ns

SiiDioin (iiiil Dcliliili Siinisoii el Daliln

FAijksmtisoum. Aiiislordain
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Yniing Bacchu,< Jcunc Hucchiis

Kurt Meissiier, Ziirich

90



91
J A N L I E \ K N S

Portrait of a .\l<in in Projile Portrait iVun Honune vu de Prnfil

Marsliall Spink, London



JAN LIE\i.NS
Wooded IVay Leading to a f^illage Chernin boise conduisant a un Village

CoUectie Stichting P. en N. de Boer, Amsterdam
9^



93
GERRIT LUNDENS

Merry Company Joyeuse Compagnie

Mrs. Otto Koemer, Vancouver



MCOLAES MAES lt)53

Adoration of the Shepherds Adoration dc< Rericers

MMFA/MBAM, Bequest/legs, Horsley and Annie Townsend, 1965
94



95
MCOLAES MAES 1666

Portrait of a Scholar (Spinoza) Portrait (Viin Philosophe {Spinoza)

E.W., New York



MCOLAES MAES C. 1655
Bathsheba Bethsabee

Douwes Brothers, Amsterdam

9t»



97 yidthcr irit/i Tiro Children in a Park
NICOLA KS MAES

Mere avec deux Enfants dans un Pare

G. Cramer Oude Kunst, Den Haag:



M c o L A r: S M A E s

Portrait of a Gentleman I'mlriiil d' ini (icntilhuDiini

MMFA/MBAM. Gift of/don do W. K. Brock Ltd.. H)4i
98



99 The Parable of the Labourers in the Vineyard
C A R L L VAN D E R P L U Y M

ha Parabole des Ouvriers de la Kigne
Dr. Willem M. J. Russell, Amsterdam



WILLEM DE POORTER
Sophonisba Taking the Poisoned Cup (?) Sophonisbe recevant la Coupe empoifonnce (?)

Museum of Art. Rhode Island School of Desig-ri. Providence

100



101 yian in Armour iritli Still Life

WILL KM DK. I'OOHTER
L' lloinmc a I' A rmure avec Mature morte

William J. Alford, Naples, Florida



JACOU SYMONSZ. I' Y N A S 1617

.Adoration of the Magi Adoration dt's Mages
Wadswortli Athcneuni, Hartford, ("onnecticut, The l-lla Gallup Sunnier and Marv (Ratlin Sunnior (]olloction

102



105
JACOB SYMONSZ. PYNAS 1617

TJic Stoning of St. Stephen Lapidation de St. Rtietine

Dr. E. Schapiro, London



JAN SIMONSZ. PYNAS 1607
The Entonibrnent Mise au Toniheau

Musee National du Louvre, Paris

104



105
J A.N Sl.MONSZ. PYNAS 1614

Abraham Sending Hagar and hlimacl .livav .ibrahani cliussant Agar ct Isrnacl

Uaan Cevat, Worthing, Sussex, England



CON STAN TUN DANIEL VAN REN ESSE
Christ Before Pilate Le Christ devant Pilate

Bob Jones University Collection. Greenville. South Carolina

106



107
ROE LAND ROGHMAN

Rocky Landscape with Waterfall Paysage rocailleux a la Cascade

Daan Ccvat, Worthing, Sussex, England



ROELAND ROGHMAN
Landscape Paysage
Rijksmuseum, Amsterdam

108



CORN EI, IS SAITLI'.VEN 1643
Annunciation to the Shepherds U Annonce aux Bergers

Galerie Meissner, Zurich



JAN TENGNAGEL 1617
I'ertumnus and Pomona Fertumne ct Pomone
Uaan Cevat, Worthing, Sussex, England

110



Ill
ROM BOLTS VAN TROVKN 1648

Phufitiistic Rocky Landscape by Moonlight, with the Adoration ofthe Magi
Paysagefantastique au Clair dc Lune ct V Adoration des Mages

Paul Drey Gallery, New York



JAN VICTORS 1644
The Levite at Gibeah Le Levite a Gabao
G. Cramer, Oude Kuiist, Den Haag

112



113
J A N V 1 C T O R S 1 649

The Angd Taking Leave of Tobit and His Family L\4nge Quittant Tobie et sa Famillc

\'ictor D. Spark, New York



JAN VICTORS 1650
Expulsion of Hagar Expulsion (V.igur
i:.\V., New York

114



115
JAN VICTOUS 1651

Estlier Accusing Hatnan Esther accusant Atnan

Bob Jones University Colleclion, Greenville, South Carolina



JAN VICTORS
The Fishmonger Le Marcharid de. Poisson

Anonymous/Anonvine

116



117
JAN VICTORS

Diilih l'(i.<tni III Scene Scene pastorale hollandaise

Paul Drev Gallery, New York



JACOB WILLEMSZ. DE WET
The Circumcision La Circnncisinn

Old Masters Gallcrios. T.oikIoii

118



1A9
JACOB WILLKMSZ. UK WET

Dfrnlliilinii of St. John Dt'collntioii dc saint Jean

I,. U . New York



JACOB \VI 1.1,1. M SZ . 1)1. Wl.l

Christ and tlir // oniuii I'ttki'ti in hiiiltriv

Galerio Saiict I^iicas, \\ ion

Li' Christ I't III Fi-mine .Idiiltcrc 120
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