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REMBRANDT

VER since the earliest times, art i '
. : st times, art in the No : ) > :
i : ! rthern and the Southern parts of the Netherlands never
1ad quite the same character; and in the seventeenth century this di
y ; ) o ry this difference became more
pronounced than it had ever been before. This was due to several causes

present-day Holland and Belgium now became politically divorced from one

tinued to acknowledge the sovereignty of the Kings of Spain while Holland
political independence, In Belgium,

For one thing,
another: Belgium con-

S i K ‘ achieved her complete
Catholicism remained the predominant form of religion

o | e _ : , and
this meant that, for painting, there was open, in the decoration of the

me: ‘ | churches, a vast field for the
cultivation of the style of monumental design—the style of which the greatest Flemish seventeenth
century artist, Rubens, was such a supreme master. Holland, on the other hand, embraced a form of

Protestantism which was particularly opposed to the decoration of the places of worship: and the
Dutch painters thus came to be shut off from one of the principal opportunities of developing a style
of monumental design. Then, another difference between Holland and Belgium in the S'L"\"Cl'lti.‘(:t-lth
century is that Holland was by far the more democratic community of the two, and a country where-
as an English observer noted in 1609—if the immensely rich people were very few, the number of quite
poor people was also very small; in Belgium, on the other hand, we find 2 much more unequal division
both of political power and of wealth, Consequently, in Belgium, the painters found plenty of work in
the production of great decorative paintings of historical and mythological subjects, of hu-nting scenes
and still-life pieces on a grand scale, for the palaces and chateaux of the aristocracy ; while in Holland,
the painters were principally engaged in producing pictures for the much less grand homes of the well-
to-do burghers, pictures generally of quite moderate dimensions and distinctly homely character—
portraits, scenes from passing life, landscapes, still-life pictures and the like. In the Fiemish school
there is no lack of painters whose works are of a kindred character; but they do not predominate as
they do in the Dutch school. Now, if we take a general view of Dutch painting of the seventeenth century,
we shall find that, while the painters are rarely lacking in feeling for colour, they show, on the other
hand, generally speaking, a tendency towards trivial realism and commonplace anecdote, as well as
neglect of the problems of design—facts which are easily to be explained from the conditions under
which Dutch seventeenth-century art developed. The greatest Dutch painter of the seventeenth century
Rembrandt, was, however, an artist of deeply poetic imagination, indeed with a definite inclination
towards the fantastic, and keenly interested in problems of design; and although his pupils were fairly
numerous and his influence was widely felt, he is, nevertheless, something of an exception among the
contemporary artists of the Dutch school, which is not dominated by him anything like as effectively
as the Flemish school is by Rubens.

In many other ways, Rembrandt also forms a contrast to Rubens, the many-sided, much-travelled
man, and, as a painter, the head of a regular picture factory. He quite probably never left Holland
there is no conclusive evidence to substantiate a story that he once visited England. He was certainly
known outside Holland during his lifetime. Charles I, for example, at a time when the master was still
comparatively young, owned no fewer than five pictures by him; but it is very seldom frluiL-L-Li that we
hear of him definitely working for a patron abroad. He devoted all his energies to his art, \\'fn'kmu
incessantly and only very occasionally availing himself of the assistance of pupils in executing a picture.
Even now we possess by Rembrandt more than six hundred pictures, to which :m‘xst h.c added well over
two hundred etchings and not far short of two thousand drawings—figures which in themselves are
sufficient to prove his untiring and undissipated industry. .

Rembrandt Harmenszoon van Rijn was the son of a miller in Leyden, Harmen Gerritszoon van

Rijn, and was born in 1600, belonging thus to a much later generation than Rubens, who was born
JAky
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in 1577. His parents wished him to enter upon a career of learning, so he received a good
education and actually matriculated at Leyden University. He left it, however, soon afterwards
and was apprenticed to a local Leyden master, Jacob van Swanenburgh, a very indifferent
hom, nevertheless, he studied for three years. He then went to Amsterdam

painter, under w
one of the most celebrated of the Dutch painters

where he became the pupil of Pieter l.astman,
of his time, and certainly a much more distinguished grtist than Jacob van Swanenburgh.
Rembrandt stayed with Lastman for about six months, and then returned to Levden. At some
time during his student years, it should here be mentioned, he may also have received tuition
from a thii‘d master, Jacob Pynas of Amsterdam. In Leyden, Rembrandt soon got busy on his
own account; in the year 1632 he, however, left his native city for good and settled at
Amsterdam, where he rapidly rose to fame, acquiring considerable wealth. In 1634 he
married. and we are familiar with the features of his pretty wife, Saskia van Uylenburch, from
many portraits (PIs. 4, 14, 18). Before many years had passed, he purchased a house of his own at
Amsterdam, where he gradually accumulated a large collection of drawings, engravings and other
works of art. By and by, however, things began to go against him his great picture, The Night Watch,
finished in 1642 and representing a company of the Civic Guard of Amsterdam, did not give
satisfaction: in the same year he lost his wife; and he got involved into financial difficulties which
went on increasing. Finally, in 1656, he was publicly declared insolvent, and his house and the whole
of its wonderful contents were sold by auction.

The remainder of Rembrandt’s life was spent in poverty: he died in 166¢ without having satisfied
his creditors, who had a right on a certain percentage of what he earned ; and in order to evade this,
Rembrandt’s and Saskia’s son Titus and his housekeeper Hendrickje Stoffels—both often depicted
by the artist (Pls. 57, 58, 00, 75, 6, 81)—established themselves as a firm of art-dealers, for which
Rembrandt was to work, while all the profits were nominally to go to the firm. But his art was no
longer a very valuable asset: for although to us the full greatness of Rembrandt as an artist is only
revealed in the works of this last period of his activity, with their orandeur of conception, and boldness
and freedom of handling, what contemporary taste in Holland was beginning to prize in art was
affectation. a sham classicism of form and slippery smoothness of technique. Nevertheless, Rembrandt
still received some important public commissions during these years the Staalmeesters or Syndics
of the Cloth Hall (1662; PL 82), and two or three pictures of which now only fragments survive
Dr. Deyman’s Anatomy Lesson (1656 ; PL.68), the Conspiracy of the Batavians (1661 ; PL.85) and probably
Moses showing the Tables of the Law to the People (16593 PL. 79).

Of Rembrandt as a man, the history of his life and the accounts of people who knew him allow
us to form a pretty clear idea. There is ample evidence of his whole-hearted devotion to his art,

and of his power of inspiring affection; also of a somewhat naive inclination towards extravagance
and display and of a certain spirit of ostentation. "Thus, one of his pupils tells us, that when attending
art sales as he often did, Rembrandt was wont, especially if pictures or drawings by famous artists
were offered for sale, to bid so high at the outset that no further bidder came forward, and he would
say that he did this to exalt the honour of his art. Also while we hear of his generosity in placing at
the disposal of other artists such of his innumerable paraphernalia draperies, arms, etc.—as they
may have required, it must be admitted that in certain incidents of his personal life he cuts quite
definitely a poor figure. Great as he was as an artist, he was by no means Aawless as a character: but
then it is very rarely that moralists can draw very comforting conclusions from the personal aspects
of art history.
* * #* * #*

Appreciation of Rembrandt, not only spoken but also written, tends to be of a mainly descriptive

nature, to be concerned, as it were, principally with the foreground of interest—the pictures, etchings
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and drawings by themselves, all of which is, of
course, amply sufficient to hold our attention. But the
art of Rembrandt also has a background in the gen-
eral history of art, upon which as a rule less emphasis
18 laid: and if we see Rembrandt’s art against that
background, much becomes clear that otherwise
would be difficult of explanation.

T'he seventeenth century, Rembrandt’s century,
18, in European art generally, pre-eminently the
period of the Baroque. The Baroque is an artistic
phenomenon, to which we can trace many counter-
parts in different periods of art: but for the pur-
pose of our present enquiry we are only concerned
with the European Baroque of the seventeenth cen-
tury. And the important fact to bear in mind about
it 1s that the Baroque, as here defined, was essentially
a creation of Italy.

Now what 1s it that Baroque art stands for?

Speaking in  very general terms, it stands for

largeness and simplicity of rhythm and telling
effect: also for a vital flow of movement and inten-
sity of expression. In sculpture, Bernini is the

F . . - . LORENZD BERNIN Clonstantine the (5
typical Baroque artist—in none of his works more WEPIEY TRt R i

so than in his equestrian statue of Constantine the
Great on the staircase of the Vatican, here reproduced (Fig. 1) for the purpose of indicating, by
one typical example, the spirit and character of Baroque art. In Flanders, a splendid consummation
of Baroque art is seen in the work of Rubens, who arrived at his style after years of study in Italy. In
Holland, too, eyes were turned to [taly, though the national movement, going back to what we might
call the Van Eyckian tradition of minute, matter-of-fact realism, during the greater part of the
seventeenth century counted the larger number of followers. And it is amongst the artists of this type
that Rembrandt stands out by contrast, as essentially a Baroque artist, influenced very decisiy ely
by Italian art. It is by bearing these facts in mind that we can arrive at a better understanding, tor or
thing, of Rembrandt’s isolation in contemporary Dutch art; secondly of his relation to the main
um'r.cnts of European art of his time; and finally also of the features which go to make up the individual
character of his art.
Now one often hears Rembrandt referred to as an artist who owed but little to foreign inHuence.

Of course, it is true that Rembrandt did not travel extensively—he certainly never visited Italy \m‘-.l.j
all things considered, the probability is that he never went bevond the frontiers of his n:tti_\'t'. ”'_'.Hu”!'

[ have spoken before of the fairly old, but unsubstantiated story that, towards th-lg end of his life, he
visited England. It is also true that the intimacy of Rembrandt’s feeling has a peculiarly ”"”I“"'f‘ fIG;
and that he very rarely shows any approach to classicism of form; but it is equally CERT) that
Rembrandt lL'iIl‘]l'l very much through study of foreign art, and especially Italan art. A piece of evidence
of some importance i-n this connection may be found in certain l‘l]L‘IYH_H‘;tI?IL?;l; \‘-'l‘il.tt'ﬂ &ll‘“-’?ll 1(‘3‘3? J.‘ .”
time when Rembrandt was still quite young, by a Dutch scholar and politician, nnst-.mt_mc [.Iu:\ gens,
who speaks in terms of great admiration of Rembrandt and ;ulf;thut‘ _\‘UL_In_L_’ Leyden "”‘“’;["I'T_ kf';;{rl“;
character, Jan Lievens, expressing, however, his regret at their not wishing to go to 1taiy. :

0|y ok mselves and explain their
must not omit to mention’, says Huygens, ‘the excuse in which they fold themselves and ex]
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inactivity ; for they say that, while in the flower of
their years, of which they must make the most, they
have not the time to spend in travel; and further-
more, that nowadays such is the love of Kings and
Princes of the North for paintings, and so careful
their choice, that the finest Italian pictures are
here to be seen (i.e. in Holland) and that they are
brought together here into collections, whereas in
[taly they are scattered far apart.” It is evident
from this, that Rembrandt did not despise [talian
art. and he was quite right in saying that he had

ample opportunity for studying it without going

2. PALMA YECCI10: Christ and the Woman of Samaria (6. 1520). south, for Holland was at this time becoming a
England, private awnership: destroyed by enemy action. Probably a picture ) )
which belonged to Rembrandt, who aseribed it to Gnorgione \,‘L"'I'}' |Inp(n‘t;1nt centre ol th(.' art Inil[‘k{_‘t.

[ndeed, a near relative of Rembrandt—Gerrit
van Uvlenburch, the nephew of Rembrandt’s wife Saskia, was concerned, among other things, with
the im.pnrturinn into Holland of the bulk of the very fine collection of Italian, and more particularly
Venetian, pictures formed by a Venetian nobleman, Andrea Vendramin, and known to posterity mainly
through an album of pen-and-ink drawings after the pictures composing it—an album now in the
Library of the British Museum.

More than this—Rembrandt was an omnivorous collector himself. The inventory of Rembrandt’s
own collection, drawn up on the occasion of his bankruptey, is simply astonishing as a revelation of
what Rembrandt not only knew, but actually himself possessed in the way of examples of Italian and
Classical art. To begin with, he owned a series of casts from the Antique, as well as a number of
Classical sculptures ; moreover, a few pieces of more recent sculpture, among which a statue of a child
attributed to Michelangelo has been \dentified with the lost marble figure of the Sleeping Cupid which
at one time was in the collection of Charles 1. Then there were Italian pictures by artists who already
canked as Old Masters : we read of a picture of Christ and the Woman of Samaria, attributed to Giorgione
(Fig. 2); of the Parable of Dives and Lazarus, held to be by Palma Vecchio; of A Camp on Fire by Old
Bassano: and of no fewer than two pictures ascribed to Raphael, a Madonna and Child and a Portrait
Head. Of prints by and after Italian Masters, Rembrandt possessed a very representative collection—
beginning with the complete work of Mantegna, and continuing the representation of the school right
down to the Bolognese Eclectics, including the Carracci and Guido Reni, as well as to one of the
naturalists of the tenebroso school, Ribera. Finally, Rembrandt’s collection of drawings by Italian Old
Masters was a very extensive one, and was long remembered, setting an example, for instance, to his
pupil, Govaert Flinck, another name famous in the annals of collecting.

So much for Rembrandt’s opportunities of getting to know about Italian art: and if we turn to
Rembrandt’s work, we shall find plentiful evidence of his acquaintance with it. Indeed, one might say
that Rembrandt copied everything he could get hold of—Classical statues, [talian prints, pictures and
drawings, Indian miniatures and what not. and of all great artists he 1s perhaps the onc in whose work
we can trace the largest number of definite horrowings from other artists mainly Italian. Up to
a point like Rubens, he does not, however, give us actual copies but free translations; and it 1s of great
interest to compare these translations with the originals, as this brings out very clearly wherein the
ndividual character of Rembrandt’s art consists.

[et us take one of the most striking instances first. It is provided by Rembrandt’s etching of 1654
The Virgin and Child with the Cat: and Foseph at the Window (B.63; H.275), here reproduced (Fig. 3)
alongside Mantegna’s engraving The Virgin and Child (B.8, 'T.B.1) (Fig. 4). A glance at the two
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3. pEMupaNvr: The Vigin and Child with the Cat;: and Jos phoat the Windoto (1654)

4. ANDREA MANTEGNA: The Virgin and Child

Etching (H. 2735). (c. 1466). Engraving (B.8, T.B.1)

compositions is sufficient to make us realize that Rembrandt has derived the whole of the idea of his
group of the Madonna and Child from Mantegna —introducing a number of variations no doubt, and
using his own language of form, but still upon many points—such as the placing of the Virgin’s head
and the disposition of the Child’s feet—following his prototype with remarkable closeness. The analogy
has; of course, no direct bearing on the question of Rembrandt’s connection with the Baroque, :{s
Mantegna belongs to a much earlier period of art: but this analogy does useful service as a piece of
evidence that Rembrandt was alive to certain qualities of Italian art which remain fundamentally
common to several of its successive stages. And here we may for a moment consider the question of
how it is that Rembrandt will follow another artist so closely as he does in this instance, seeing that, if
anyone, he was not deficient in inventive faculty. This, I am afraid, must remain a mystery, and all |
can say 1s that similar remarks are suggested by the work of many other great artists. Nothing, I feel,
can be urged against them for having acted as they did, and to the students of art history their borrow-
ings often provide the most valuable clues as to how unexpectedly the currents of influence will run in
the history of art. Raphael, for instance, in his frescoes in the Vatican, had to deal with the problem of
representation of the crowd—a problem which half a century earlier Donatello had tackled in his
bas-reliefs of the Altar of the Santo at Padua. Now, though we have no written evidence, it is an
indisputable fact that Raphael was impressed by Donatello’s performance: but what clinches the
argument is that in the School of Athens three figures are bodily copied from Donatello—and again we
may be sure that Raphael essentially was an artist who had no need of such expedients.

Another illuminating juxtaposition is that of Leonardo da Vinci's fresco of the Last Supper at Milan
(Fig. 5) and a drawing (now in the Berlin Print Room) made by Rembrandt after some reproduction
of that work—he never saw the original (Fig. 6). Now if we compare the two we shall find not only
that Rembrandt has done away with the classical regularity of Leonardo’s types, substituting for il a
great Coarseness ; but also how his endeavour has been to produce as vigorous and striking an vﬂ-.x.‘!,
of movement as possible. With this end in view, he has introduced various modifications nto I“"'rwrd_” ;
design: the groups immediately to the left and right of Christ have been drawn much clnlscr'_tn Him,
and at either end we have no longer the reposeful horizontals balancing one another, but tllllt}“l”k‘.‘ﬁ'“l"fr
silhouettes which in no way correspond to one another, and new and very dramatic f“"’““_- By his
endeavour to produce this effect of intense movement and dramatic life, Rcmhrumllt is following “I']“‘t
we have found to be the main tendency of the Baroque: and one of the few authentic pronouncements
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LEONARDO DA ViNcl: The Last Supper (1497).
From an engraving by Raphael Morghen.

of Rembrandt on his aims as an artist which are known to us deserves to be quoted in this connection.
a letter which he wrote in 1639 to the secretary of the Prince of Orange, for whom he had

[t occurs in
to deliver them ‘for the delectation of the Prince,

just finished two pictures; and Rembrandt now offers
achieved in them’ and it is for this reason that

as the utmost and most natural animation has been
uestion represents the Resurrection of Christ

they have been so long in hand. One of the pictures in q
and is now in the Gallery at Munich (Fig. 7); and while it certainly shows that ‘most natural animation’
of which Rembrandt speaks, it also reveals the tendency towards grotesqueness and exaggeration
which is by no means a rare feature in the earlier work of Rembrandt. But to return to the question
of the relationship existing between Rembrandt and Ttalian art. Reproductions are here given of a
picture of a Sibyl by Domenichino, an artist of the Bolognese school of the early seventeenth century
(Fig. 8) and a picture by Rembrandt of the same subject, a very late work of the artist’s, executed
about 1667, and now in the Metropolitan Museum, New York (Fig. 9). It is evident from a comparison
s, that Rembrandt must have been acquainted with one of the many variations
s make one realize very vividly how deeply Rembrandt

of these two picture
on this motif by Domenichino: and cases like th

Dy

A
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6. REMBRANDT AFTER LEONARDO pA viNcl: The Last Supper.

Drawing (1615) in the Berlin Print Room
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is indebted to his study of Italian art for his power
of simple and imposing, as well as decoratively
effective design ; but because there is in Rembrandt
concurrently a very pronounced tendency towards
irregular rhythm of line and accidental picturesque-
ness of effect—qualities which are so radically
opposed to the typically Italian qualities of regu-
larity and balance—people are apt to lose sight of
the fact that Rembrandt owes a great deal to
the Italians.

A very essential difference between these two
pictures may, of course, be found in the treatment
of light and shade, Rembrandt’s method of chiaro-
scuro being a most powerful means of conveying
to us an intensely mysterious and fantastic mood,
of which there is no trace in Domenichino.
Now Rembrandt’s method of chiaroscuro, though
independent of Domenichino, has undoubtedly its
origin elsewhere in Italian art.

In Italy, the ancestry of Rembrandt’s method
of treating light and shade can, in its full develop-
ment, ultimately be traced back as far as Tintoretto.

[ am here mentioning a master who is perhaps the

Q& moseNiCHiNG: The Cumaean Sthyl (e 1625)

Rome, Gallerin Borghese

PAINTINGS
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New York, Metropolitan M
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The Baptism of Christ (1577-51)

o and 11, TINTORETTO: The Adoration of the Sheplerds

Venice, Scuola di San Rocco
most influential single artistic force in the whole of the history of painting, from the end of the sixteenth
century down to our own times: and Tintoretto’s great gift to art, above all others, was, [ think, his
method of using light and dark masses, one standing out against the other, in alternating succession
of silhouettes. The magnificent sweep of line or tornado-like rush of movement, the superb rhythmic
harmony of his designs; his consummate mastery of colour, atmosphere and brushwork —to all this
Tintoretto’s method of contrasting light and shade is ultimately the life-giving touch. He subordinates
everything else to this obsession of his. Ruskin, in noticing that some of the dark heads in Tintoretto’s
pictures appear relieved against a halo of light, vouchsafes the information that ‘the daguerrotype
has proved this to be quite a realistic effect’. But how little Tintoretto really cared for verisimilitude
in this respect! For the purpose of articulating his compositions effectively, his resources of lighting
contrivances were as unlimited and as arbitrary in their application as those of any stage-electrician of
to-day. We can see that with particular clearness from such a classic example of Tintoretto’s style of
chiaroscuro as his Baptism of Christ in the Scuola di San Rocco in Venice (Fig. 11) where the whole
of the composition is built up on a most claborate system of contrasted silhouettes, light upon dark
and dark upon light, and where his completely arbitrary use of reflected light, whenever the design
demands it. is most strikingly evidenced in the figure in the extreme foreground, stripping himself.
And how extraordinarily Rembrandtesque is not all this, by anticipation !

Take another instance from the work of Tintoretto, the Adoration of the Shepherds, also in the
Scuola di San Rocco (Fig. 10), a scene of an indescribably magic and haunting effect of chiaroscuro,
the light penetrating the stable through the open timber of the roof, and the design being again built
on contrasting silhouettes, though this is not carried through in the almost mechanical fashion
noticeable in the Baptism. Added to the treatment of light and shade, the homely realism of the figures,

and the setting, make us feel that we are here getting very near indeed to Rembrandt.
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And, if we turn to the work of Rembrandt,
there is no lack of examples in which, conversely,
the distance from Tintoretto strikes us as hung
very small. Take a work such as his Blinding of
Samson of 1636 (Fig. 12) known to many genera-
tions of students in the possession of Count
Schonborn-Buchheim of Vienna,
Staedel Museum at Frankfort. This simply could
not have come about but for Tintoretto,

but now in the

S0
extraordinarily close is the approach to him, in the
turbulent rhythm of line, in the composition, and
above all in the use of light and shade with a view
to getting as strikingly contrasted silhouettes as
possible. T will quote yet another instance, quite
an early work by the master, The Supper at Emmaus

in the Musée Jacquemart-André in Paris (Fig. 13) dating from about 162¢: it bears out all I have

said of Rembrandt’s adoption of Tintoretto’s methods of chiaroscuro. And, incidentally, how close

do we not get in this scene of exaggerated dramatic agitation to some of Tintoretto’s rowdy Last
Suppers and other Biblical banqueting scenes, in which chairs are upset and people fling themselves
about, throwing all self-control to the winds.

In the history of Italian art, it was upon the shoulders of Caravaggio that the mantle of Tintoretto
in a sense descended. [ think there can be no doubt that Caravaggio’s forceful naturalism is derived
from Tintoretto and the same is true of his treatment of light and shad

e, though there 1s this important
difference—that Caravaggio favours

what has been called a cellar-lighting with the most unmitigated
and violent oppositions of tone, glaring patches of light next to large masses of unbroken shadow
(Fig. 14), whereas Tintoretto—and after him Rembrandt—very largely depends upon the effect of
reflected light playing across the shadows. Still, I think there can be no question but that Rembrandt
owes Caravaggio a considerable debt: and if we look at such a picture by Caravaggio as his Penitent
Magdalen in the Palazzo Doria-Pamphili in Rome (Fig. 15) we shall find in this uncompromisingly
naturalistic study of a plain girl asleep an astonishingly complete anticipation of many of Rembr: nlmr S
methods. To what extent Rembrandt had first-hand acquaintance with Caravaggio’s work is difheult

11, REMUBRANDI The Supper at Emmaus (¢ 1629 1 i s
Paris, Musée Jacquemart-André
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15. CARANVAGCIO: T Penitenit Magdalen (c. 1595)

Rame, Palazzo Dora-Pamphils

PAINTINGS

to say: on the whole it may be doubted whether
by then many examples of Caravaggio’s art had
found their way to Holland; but close at hand
there was the whole of that interesting school of
Caravaggio-imitators at Utrecht, the principal one
of whom was Gerard van Honthorst, of whose
peculiar effects of illumination by candle-light
there are some very palpable imitations in the
work of Rembrandt.

Then there is the case of Ribera—an artist
whose etchings we know that Rembrandt did
possess and whose pictures, too, we may be certain
were known to him. A picture which offers valuable
evidence in this connection is the Descent from
the Cross in the John and Mabel Ringling Art
Museum at Sarasota (Fig. 16). Although bearing a
Rembrandt signature (and the date 1650) the
authenticity of the picture was for a while doubted;
but opinion has lately again veered round in
favour of Rembrandt’s authorship. However, the
actual question of attribution matters comparatively
little for the purpose of our present enquiry: it s

that the

enough the picture should reflect

tendencies of Rembrandt’s immediate circle. Here not only are the oppositions of tone more forced
than is usual with Rembrandt, and singularly reminiscent of Ribera, but even the character of the

forms and the arrangement of the composition make one think of him (compare g, 17).
Yet another artist who, although a German by birth, ranks in the history of art as a member of that

Roman school of the seventeenth century which 1

s of such vital importance for the development of

European art, and who must be considered in any discussion of Rembrandt’s treatment of chiaroscuro

is Adam Elsheimer. This painter, a native of Frankfurt, who settled in Italy about 1598, and died at

16. R¥ . The Descent from the Cross (1650)

Sarasots, John and Mabel Ringling Art Muscum

MBRANDT

RIBERA

St. Sebastian after his Martyrdom (1628)

Leningrad, Hermitage.
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ID, HEMBRAND The Flight inta Epyvpt (10647

Dublin, National Gallery of Treland

Rome in 1610, while still quite young, painted practically only landscapes, of very small size and
distinguished by an extraordinary softness and tenderness of 1llumination and richness of atmosphere;
and it is quite clear that the art of Elsheimer made a most powerful impression on Rembrandt, directly
as well as indirectly through Lastman. Take such a picture by Elsheimer as his Flight into Egypt in
the Munich Gallery (Fig. 19), revealing an interest which comes to the fore in several of Elsheimer’s
works, the study of complicated effects of light. The darkness of night is here broken by the emanation
of light from several different sources: the torch carried by St. Joseph, the fire round which the
shepherds have gathered and the moon which is just rising on the starlit sky over the dark masses of
foliage and is reflected in the calm waters of a lake. Now let us turn to a picture of the same subject by
Rembrandt, painted in 1647 and belonging to the National Gallery of Ireland m Dublin (F7g. 18).
Here we see, in the foreground, the Holy Family resting by the fire, lighted by some shepherds and
reflected in a little pond : the moon is just breaking through the clouds, and the masses of foliage and
the castle with lights in its windows tell as a dark silhouette against the sky. The picture is so similar
in composition and effect to the one by Elsheimer just shown that judging merely from reproductions
one might almost be tempted to think that they are by the same artist: there is, however, undoubtedly
a far greater freedom of handling and richness of tone in the picture by Rembrandt.

.\Iﬁny more examples bearing upon the points I have been endeavouring to make could easily be
accumulated : but from what I have said I hope it is abundantly clear to what an extent Rembrandt
although all the time giving evidence of his individual bent, was yet influenced by Italian art; to what
an extent his art is an exponent of tendencies which are characteristic of the Baroque generally. And
while. as I have said, this differentiates him from the bulk of artistic endeavour in the Dutch school of
the seventeenth century, I am anxious not to be misunderstood as if wanting to convey that Rembrandt
was absolutely unique in this assimilation on his part of qualities in the art of Italy. We can trace a
whole group of kindred phenomena in Dutch seventeenth-century pa%ming. and .‘m“.”“"r _c]i the ey
greatest artists of the school, Jan Vermeer of Delft, offers a case in pomnt, ;1Etll1nut_{h with \L‘I'Il-l;_‘c;' -Ln‘:_-
working of the Italian influence is for the most part of a much more mysterious nature, much mmu.‘-
Lliﬂiculf to analvse and demonstrate than is the case with Rembrandt. Now as ra..-_t:;mis i.{t‘”]wm_ﬂL
and Italian art, :'m enquiry such as I am here sketching can be rounded off in a most .nltcrvst{nz Tﬁ?‘i"{”“
by going into the question as to how contemporary ltui__\' rcacltcd to ‘]{m'lhrandt S -.'u't_l.l_:luncer.r?ri_g:
this question we possess Some extremely remarkable information \\'In_chl has come to light not s
very long ago, and which deserves to be much more widely k[m\\'n‘th:m ]'L" iS. |

By the middle of the seventeenth century it is clear that the fame ot Rembrandt had penetratec

3 = r ~fare e to
' S0 f ilable evidence goes, the pers o must be mentioned by preference
into Italy. So far as the available evidence goes, the person who 1
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anvone else, among the contemporary admirers
of Rembrandt in Italy, was a member of a great
Sjcilian noble house, Don Antonio Ruffo, who lived
at Messina. Don Antonio, who was a great art
collector, ordered of Rembrandt direct three pic-
tures for his gallery: the first of these, painted mn
1653, being the picture of Aristotle (Pl. 55) now
helonging to Messrs. Duveen of New York; and
the two others, dating from about ten years later,
being a Homer—doubtless the picture of which a
fragment is in the Mauritshuis at the Hague (PL. 73)

and an Alexander which has been identified with

the Mars now at Glasgow, though the latter for

) CERCING: The Angel Appearing to St Foseph (e 1625)

various reasons, I think, is most unlikely to be the Nanles. Palizzo Real
o Naples, Palpzzo el

Ruffo picture—for one thing the Glasgow picture
is dated 1655 and secondly it does not show the figure seated as the Ruffo inventory describes it. Now
when Rembrandt’s picture of Aristotle arrived at Messina, in 1654, Don Antonio thought he would
have a companion picture painted for it. He commissioned this of an Italian painter and his selection
of an artist for this task is a most interesting one: for he chose Giovanni Francesco Barbieri, better
known as il Guercino, one of the most celebrated of Italian Baroque painters whose art combines
features of style derived both from the Bolognese Eclectics and from the tenebroso painters of the
Naturalist group, headed by Caravaggio (Fig. 20). We possess the letter which Guercino in 1660
wrote to Don Antonio Ruffo in response to his invitation that he should paint a pendant to Rembrandt’s

and it is one of the most interesting documents imaginable, imparting a character of

picture:

extraordinary actuality and vividness to the whole
of this curious episode. Guercino begins by saying
that the picture by Rembrandt is sure to be a
work of great perfection, as he has seen several
etchings by the Dutch artist, which are very
beautiful, engraved in good taste and executed in a
oood manner, allowing the inference that
Rembrandt’s colouring must be of equal exqui-
siteness and perfection: indeed, says Guercino, I
sincerely hold him to be a great @irtuoso. Guercino
goes on to declare his readiness to paint the
companion picture, adopting, as Ruffo wishes, the
manner of his own early period in which light and
shade are boldly contrasted—a very notable point
this, since it proves for one thing that Ruffo quite
rightly felt the affinity between Rembrandt’s style
of chiaroscuro and that of the Naturalist school
of Caravaggio and secondly this conveys a very
useful warning to art historians, not to be too
sure as regards their chronologies, if based solely

on the evidence of style, seeing that here Guercino,

quite late in life, calmly declares: ‘Very well,

fecai before Esther and Ahasuerus (e, 1666)

[ will paint a picture in my early manner.’

ollection of T'he King of Roumaniy
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Giiera; . Sop sruire :
suercino then asks for the size of Rembrandt’s picture and that a sketch of it be sent to him 50

that he ¢ :sign his compani : i The pi '
et e e e e
it would undoubtedly be of the most u'nsu;‘bin : b' lfﬂ A “_“f e
: : cdly - g mterest to know what a picture looked like if
painted by Guercino for the avowed purpose of harmonizing with a picture by Rembrandt, But
cvun] :.;(1},) th!e letter from Guercino gives us all the evidence we can possibly demand as to l‘hc c.\u-:lit
to which a leading Italian Baroque painter looked up ‘mbr; as an-artist shari : loc
there is not a \-'titi}.‘:c of t:riticil*amit:r d:i:’:;k;:l ?'IIl‘lﬂ:'!i{rl;::llwdmh . d»n o *‘l“““‘}i . “U'H”l"k:
| | S S8 . s pronouncements, nothing but admiration
and praise. Inevitably we come to wonder in this connection whether Rembrandt knew Guercino
and what he thought of the Italian artist. There is every probability on general grounds that Rembrandt
was acquainted with the art of Guercino: and there exist one or two ]‘liL‘LLll‘t:ﬁlh\‘ Rembrandt which to
me suggest something of an exercise in the manner of Guercino. I am purti‘culurl\-‘ referring to the
great picture of Mordecai before Esther and Ahasuerus (Fig. 21) a very late work, Liiltil'l*_{ fdm about
1665. Though I cannot give chapter and verse as in many previous instances, 1 feel in.-thc types and
forms, in the colouring, chiaroscuro and character of design, a very distinet echo here of Guercing's
dramatic compositions of scriptural and historical subjects.

In making the above general remarks on the art of Rembrandt [ have referred indiscriminately to
works from different stages of his career; but Rembrandt is emphatically one of those artists whose
evolution takes them very far indeed from where they began ; and I must now pass on to illustrate with a
few examples the principal stages of that evolution into which our selection of plates, even those
not mentioned especially, will be found to fit naturally.

By way of introduction, a word or two may here
be said about Rembrandt’s teachers. They were
all of them—a point of importance—artists who
had studied in Italy, where Jacob van Swanenburgh

PR L "
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(c. 1571—1638) lived for several years in Naples
and Rome. Of his scarce, and far from distinguished
work, a Square of St. Peter’s, Rome, now in the
Copenhagen Gallery, offers a characteristic example
(Fig. 22); it is signed and dated 1628 and thus
almost belongs to the period when Rembrandt was = 18688 540 5000 ntnais: Spuareof St. P’ Kom
studying under him. Jacob Pynas (c. 1585° after
1650)—who may have been one of Rembrandt’s teachers—was an artist of quite different calibre:
the drawing by him here reproduced (Fig. 23) is a late production, dated 1646, curiously Rembrandt-

- esque in character. Pieter Lastman (1583—1033)

was in Rome from 1604 to 1607—years which
witnessed the brief, but all-important activity of
Adam Elsheimer in that city; and the example of
the latter artist undoubtedly meant a great deal to
[Lastman. The picture by him chosen for 1llustra-
tion—Orestes and Pylades in the Rijksmuscum at
Amsterdam, dated 1614 (Fig. 24)—shows well his
adoption of the Italian manner; but one cannot

help feeling the clash between the exaggerated

o rhetoric of the style and the tendency to a trivial

a1 (ACOR PYNAS: Lamdscapr (10640)

Red Chalk and even gross realism which is characteristically
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Dutch and comes out notably in certain of the
heads. All things considered, Pieter Lastman is
little more than a tiresome and dull academic. His
influence on Rembrandt was, however, far from
negligible at the beginning of Rembrandt’s career;
and reminiscences of Lastman occur even in
comparatively late works of Rembrandt; while it
is of great interest to observe how Rembrandt, in
making drawings after Lastman—as it almost goes
without saying that he did—improves upon the

composition of his teacher. Of Rembrandt’s

Iy

34, PIETER LASTMAN: Orestes and Pylades (1614)

s method of chiaroscuro, we find but a very slight
anticipation in the art of Lastman.

Among the carly works by Rembrandt—who may be assumed to have begun working on his own
in 1625—two groups immediately define themselves. We have for one thing pictures showing
considerable breadth of treatment, such as is particularly well shown by his Supper at Emmaus already
reproduced (Fig. 13), in which the false pathos, over-emphatic action and the tendency to grotesque
realism remind one of Lastman, while there is much in it, too—as hinted before—to recall Tintoretto.
In other early works by Rembrandt we then find great delicacy of execution, as for instance in his
Rape of Proserpine (painted about 1632) in the Kaiser Friedrich Museum at Berlin which also still
has many features of style in common with the art of Lastman, while the colouring shows the lovely
harmonies of green and old gold which are so characteristic of Rembrandet.

Alongside sacred or mythological subjects, we then find among the early works of Rembrandt
subjects from everyday life and notably a great number of portraits of Rembrandt’s relatives as well
as of the artist himself (Frontispiece and Pls. 1, 4, 13, 14, 23, 50, 56, 57, 58, 69, 75, 76, 80, 81, 83, 84);
he remained indeed partial to these classes of subjects all through his life—no painter ever
painted his own portrait as often as Rembrandt. In these portraits of Rembrandt and his relatives
the sitters are frequently shown dressed up in gorgeous costumes, helmets, steel gorgets, turbans,
all the trappings in short which we know Rembrandt collected with such perfect passion, but
which, it must be confessed, tend to produce, in certain cases, a somewhat obviously picturesque
and fantastic effect.

A different note is struck in his early pictures of scholars and old recluses (Pls.3,5,6), among which
we will here specially instance the one in the Gallery at Turin, dated 1629. This interior of a
room with an old man asleep—quite a small picture of the most delicate execution—shows
Rembrandt pointing the way to a very numerous group of Dutch seventeenth-century painters of
homely subjects. And to mention yet another early work by Rembrandt, in his picture of a Money
Changer in the Kaiser Friedrich Museum at Berlin, dated 1627, we see him returning to the
subject which one hundred years earlier had been such a favourite one with Quentin Massys
and his school. The scene is lit by the candle held by the old man, the flame being hidden
by his hand—it is indeed a frequent device of Rembrandt (as of his older contemporary of the
[talianizing Utrecht school, Gerard van Honthorst) to make the light emanate from the centre of the
composition, the actual source being concealed; whereas Caravaggio uses strong side light coming
from above.

If the Dutch seventeenth-century painters received but little patronage from the church, they were
on the other hand frequently employed by other public bodies, on commissions which are quite peculiar
to Holland. T have referred previously to the very democratic constitution of the Dutch community:
the army was a volunteer force composed by all able-bodied men, the large and powerful guilds, to
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ot . _ and altogether, elected committees formed a very important part of the
;1 m‘mnstratwc machinery of Holland. Now it was customary for the members of these committees and
bodies or burgher companies to have their portraits painted grouped together in life-size pictures

which' were then hung in the assembly rooms of the respective public bodies; and to this day Holland
cor"{tams‘ an immense number of portrait groups of this kind. Among the most famou; of them 1S @
series of pictures by Rembrandt’s older contemporary Frans Hals, now in the Museum Iat Haarlem
representing the officers of the Civie Guard of Haarlem celebrating the anniversary davs of th::i;*
companies. Rembrandt only painted very few pictures of this type, but three of them arr:'anmng his
most celebrated works and illustrate well three successive stages of his career.

The carliest of them is the picture known as The Anatomy Lesson of Professor Tulp (PL. 2)

. : , painted
in 1632 for the guild of the surgeons at Amsterdam:

: : it represents a famous Dutch surgeon and
anatomist, Nicolaes Tulp, demonstrating on the dissected body in front of him, his hearers being the

members of the committee of the Amsterdam Guild of Surgeons. It is a somewhat stiff and formal
composition: Rembrandt has evidently been determined to give every figure in this group of portraits
an equal chance, and the light is, for him, very evenly diffused; the handling is very smooth, the whole
strikes one as a piece of somewhat prosaic and literal realism. This is one of the first pictures Rembrandt
executed after he had settled at Amsterdam, and to the same period belong also a number of other
works, mainly portraits, exhibiting a similar style; but although Rembrandt no doubt owed something
of his initial success at Amsterdam to these works, he soon abandoned this style of relatively cold and
literal realism, giving fresh emphasis to his characteristic method of chiaroscuro and -:ie\-'elnping
gradually an ever greater freedom of handling.
And when Rembrandt, ten years later, painted his second corporation picture he took up a very
different attitude. The picture in question, now in the Rijksmuseum at Amsterdam, is world-famous
under the title of ‘The Night Watch’ (PL. 28), which came to be given to it in the eighteenth century,
when it was supposed to represent a Night Watch turning out on its rounds by artificial light. At
the time, the picture was considerably darker than 1t is now that the old varnish has been removed from
it; and there can be no question but that the light which strikes the figures as they emerge from the
gloom of the hall or passage in the background is that of the sun, though it must be admitted that
the contrasts of tone are, and always have been, somewhat unnaturally forced. As for the subject, the
picture represents a company of the Civic Guard of Amsterdam leaving its Assembly Hall for a shoot-
ing competition: at the head of the men walk the captain and lieutenant of the company, and we can
see that the sun is still quite high by the shadow cast by the hand of the captain on the coat of the
lieutenant. The animation of the whole is extraordinary and we do not stop to question the naturalness
of the method of lighting, so magic is it in effect: but it is on record that the people who had ordered
the picture were far from pleased with it, as it decidedly did not correspond to the accepted nn_tinn n't“ a
portrait group, which was that attention should not in the first place be attracted by ic main action
and the general effect, but by the individual portraits; and it evidently made no difference to thc.
objectors that, although Rembrandt saw the whole picture first, yet all the individuz.il heads are full of
life and character. It must be owned, however, that admirable though it is, this picture does not as
vet show Rembrandt at his greatest, producing as it does an effect of too great \-'irt‘uosity: he had
;fet to learn a greater economy of expression, to acquire a greater intensity of feeling as well as
:qimplicit}-', boldness and effectiveness. _ il
His development in the direction indicated took place by d?grees du.rmg the remaining years nlt tu:1
1640’s. The character of his art is noticeably changed a‘lready in a specxaliy remarkable ]‘J‘lCtu‘l"c Em}t}t}e}:
four years after the Night Watch, or in 1646, and now in ﬂfc F}ai.lcr_\' at Cassel. IF rtfpftlbf'r;tb t tou;u_i
Family in their humble home: the Virgin with the Infant Christ in her arms, seated in the foregr .
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as. pEMBRANDT : Winter Landscape (1646) sf, pEsMBrANDT: Landscape with a Ruin (¢ 1650).

Cassel Gallery Cassel Gallery.

and in the background, vaguely seen, the figure of St. Joseph cutting wood. No better instance could
be chosen of the way in which Rembrandt infuses an altogether new life into the old and well-worn
scriptural subjects, through the nobly and intensely human spirit in which he approaches them and
the touching intimacy and simplicity of his conception. [f there is anything to be criticized in this
picture, it 18 perhaps the somewhat sophisticated device of imagining the whole as an altarpiece, the
hanging in front of which is not quite pushed aside. Equally beautiful is a picture, in the Collection
at Downton Castle (PL 29) and of about the same date, in which a similar scene is treated In a
similar spirit of typically Northern intimacy—again a humble interior, with the Virgin and St. Anne
quietly seated by the cot in which the Infant Child is asleep, the candle, hidden by the figure of the
Virgin, throwing a large and phantastic shadow of St. Anne on the wall at the back.

A work which also belongs to this phase of Rembrandt’s career is a tiny landscape, dated 1646,
now in the Cassel Gallery (Fig. 25). Among the paintings by Rembrandt, the landscapes form a very
small group, contrary to what is the case in his etchings and drawings; and here, as generally in his
landscape drawings and etchings, Rembrandt has given a frankly realistic rendering of a simple and
characteristic bit of Dutch scenery—a frozen canal on which some figures are moving about, and in
the distance a cottage and a bridge, the whole in the clear cool light of a winter morning. This little
picture is most crisply and vigorously touched, and is besides, for all its apparent simplicity, a most
consummately beautiful design. In several of Rembrandt’s landscape paintings he introduces, by
contrasts, motifs from scenery of which he had no first-hand knowledge: as he has done in a noble
landscape, now also in the Gallery at Cassel (Fig. 26), and painted a little later than the one just
mentioned. The hill in the distance with the lonely ruin standing out against the glowing sky of evening,
is quite [talian, and this very ruin suggests one which occurs over and over again in the landscapes of
Rembrandt’s contemporary Gaspard Poussin—the little temple of the Sibyl at Tivoli near Rome—and
there can be no question but that Rembrandt had received his inspiration for this picture from the
heroic landscapes of Gaspard Poussin. But just as Rembrandt loves to draw figures of the most
common and pronouncedly Dutch type in the most gorgeous and exotic costumes, so he has introduced
into this heroic landscape a typically Dutch windmill such as one never associates with Italian scenery.
A Dutch painter who strongly influenced Rembrandt in his landscapes was Hercules Seghers
(1590—¢. 1640): his etchings and pictures often give quite an astonishing anticipation of Rembrandt.

About 1650 one may say that the characteristics of Rembrandt’s final manner have become clearly
pronounced, and aesthetically speaking his career represents one great crescendo, so that one may
claim that the latest Rembrandts are the finest of all. His characters now get increasingly heroic, and
his design acquires a quality of reposeful and monumental majesty—there is but little endeavour on
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! ¢ last of the
nting the Syndics of the cloth workers’ guild at A

ideal assembly (Pl 82). Rembrandt has here returned to the formal method of com osition
t.exem.pliﬁcd in the first of his corporation pictures, the Anatomy Lesson ; and it is i.ndced im (Easihle u;
imagine that any of the objections raised against the Night Watch can have been heard frompat;v (.)f the
persons. here portrayed: but there is nothing here of the timid and primitive stiffness of the early
con1p931tinn, the grasp of character is much more subtle and sympathetic and as regards the warmth
and rllchness of tone, the magic of chiaroscuro and the breadth of handling, a wide gulf separates the
two pictures.

Among the greatest of the last works of Rembrandt are
of which one, in the Tveagh Collection at

corporation pictures painted
msterdam, presiding over an

some portraits of the artist by himself,
Ken Wood (Fig. 27), shows the aged master in his rough and
shabby clothes, with the bare wall of his studio in the background, quite otherwise heroic than in

many of the dashing self-portraits of his earlier time. And when the works of Rembrandt’s last vears
do not have this character of majestic and self-contained repose, the expression has nevertheless a
perfectly elemental power: as witness the amazing portrait of the Old Rembrandt laughing (PI. 84),
a very late work, dating from about 1665, and now in the Cologne Museum.

A very important example among the latest works of Rembrandst is also his Family Group in the
Brunswick Gallery (PL 86). Though not dated, considerations of style allow us to assign this work to
the very end of Rembrandt’s life—recent criticism favours as its date 1668, the year before the master’s
death—and it is indeed astonishing to find Rembrandt at this stage breaking into a colour scheme of
utter novelty and boldness, based in the main on a triple chord of different shades of red. The
subtlety with which the whole is harmonized goes hand in hand with a freedom and brilliance of
brushwork which are unsurpassed in Rembrandt’s production and make the picture a never-ending
marvel and delight to the eye.

Finally, to give an example of Rembrandt’s compositions of religious subjects dating from the
closing stage of his career, in his great picture of the Return of the Prodigal Son (Pls. 87, 88), in the
Hermitage, painted perhaps in the year of Rembrandt’s death, there is something strangely haunting
in all these solemn and gigantic upright forms, related to one another, in defiance of every academic
rule, in the surrounding twilight; while in the interpretation of the characters and the rendering of
the drama, Rembrandt’s power of appealing to our most intimate emotions is seen in an
unsurpassed degree.

In conclusion, I should like to add one more remark of a general character suggested by the
art of the great Dutch master. Rembrandt’s powers of interpretative sympathy and nf_' pmltic
imagination are such that it is perhaps no exaggeration to say that to some people 4 communion _\\'1th
Rembrandt’s characters and conceptions has become a kind of religion. That, obviously, is one form
of enjoyment: but it surely only takes us to ‘the point where art begins’. And sight should not be Inst‘
of the fact that it is because of the way in which the work of Rembrandt can stand the test of
strictly artistic form, without any consideration of subject and interpretation, that he can claim to

rank as one of the world’s greatest artists.

TANCRED BORENIUS
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1. REMBRANDT’S MOTHER READING THE BIBLE. WILTON HOUSE, EARL OF PEMBROKE




2. THE ANATOMY LESSON OF PROFESSOR TULP. 1632. THE HAGUE, MAURITSHUIS




3. A SCHOLAR IN A ROOM WITH A WINDING STAIRCASE. 1633. PARIS, LOUVRE




4. THE ARTIST WITH HIS WIFE SASKIA. DRESI
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6. A SCHOLAR STUDRYING. 1631
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1o. LANDSCAPE WITH THE BAPTISM OF THE EUNUCH. 1636, HANOVER, COLL. DR. BEINDORI



1. LANDSCAPE WITH STONE-BRIDGE. AMSTERDAM. RITKSMUSEUM
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PORTRAIT OF ELEAZAR SWALMIUS, MINISTER OF AMSTERDAM. 1637,
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24. STORMY LANDSCAPE. BERLIN, KAISER-FRIEDRICH MUSEUM
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35. TIMOTHY AND HIS GRANDMOTHER. 1648, LONDON, THE EARL OF ELLESMERE ((




36. THE ADORATION OF THE SHEPHERDS.




37. YOUNG GIRL AT A WINDOW. 1
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I'he Hague, Mauritshuis. Canvas, 65 < 86} in.
Signed and dated 1632.
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STAIR. Paris, Louvre. Panel, 1 1 X
and dated 1633,
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Dresden, Gallery. Canvas, 04 < 52
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DANAE, Leningrad, Hermitage. Canvas, 74 < 81 in.
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THE ENTOMBMENT. Nunich, Altere Pinakothek.
Canyas, 37 X 27} in. 1638-¢.

THE HOLY FAMILY. Paris, Louvre.
16 X 134 1n. Signed and dated 1640.
SUSANNA AT THE BATH. The Hague,
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SAMSON'S WEDDING . Dresden, Gallery. Can-
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Vienna, Kunsthisto-
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Signed and dated 1648.

THE ADORATION OF THE SHEPHERDS. London,
National Gallery. Canvas, 25 x 22 in. Signed
and dated 1646.
YOUNG GIRL AT A
Lanckoronski. Panel, 41}
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"REMBRANDT'S BROTHER'. Paris, Louvre.
Canvas, 28 < 22 in. About 1650.

wiNnDow. Vienna, Count
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MAN WITH A GOLDEN HELMET. Berlin,
Kaiser Friedrich Museum. Canvas, 26} 20! in.
About 16350.
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PHYSICIAN. Amsterdam, Rijksmuseum (lent
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AN OLD LADY WITH A BOOK. Washington
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rich Museum, Panel, 9!
PORTRAIT OF AN OLD
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Collection, reproduced by permission ol the
Trustees of the Chatsworth Settlement. Canvas,
441 X 35 1n. Signed and dated 1652.

London, National Gallery.

A JEW MERCHANT.
Canvas, 531 % 41 in. About 1650.
KING DAvID. New York, Coll. Louts Kaplan.

10 in. Signed and dated 1651.
Vienna, Kunsthistorisches

Panel, 12
SELF-PORTRAIT,

Museum. Canvas, 45 < 32 in. Signed and
dated 1632. _
A GIRL WITH A BROOM. Washington, National

Gallery of Art (Mellon Collection, 1937). Canvas,
42} 363 in. Signed and dated 1651.

mrw AUGHTER-HOUSE. Glasgow, Art Gallery.
Panel, 281 <20} in. Signed and dated 16(557).
JACOB BLESSING HIS GRANDCHILDREN,
Cassel, Gallery. Canvas, 69} x 831 in. Signed
and dated 1636.
“I'HE POLISH RIDER’ _
Collection. Canvas, 46 < 53 in. About 1656.
ARISTOTLE CONTEMPLATING A BUST OF
HOMER. New York, Duveen Bros. Inc. Canvas,
545 » 521 in. Signed and dated 1653.
BATHSHEBA AFTER HER BATH. Paris, Louvre.
Canvas, 561 < 56} in. Signed and dated 1654.
BOY READING. Vienna, Kunsthistorisches
Museum. Canvas, 28 ¥ 24} in. About 1656-7
TITUS, REMBRANDT'S soN. Cook Collection
(on loan to the Fitzwilliam Museum, Cambridge).
Canvas, 26 x 22 in. About 1648.
YOUNG WOMAN AT HER MIRROR.
Hermitage. Panel, 16 < 13 in.
dated 1654. .
PORTRAIT OF JAN
Family. Canvas, 44}
TOBIT AND HIS
W. van der Vorm.
and dated 1650.
THE VISION OF
Friedrich
About 1650.
OLD WOMAN IN AN ARMCIHAIR.
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dated 1654.
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Hermitage. Canvas,
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s1X. Amsterdam, Six
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Museum,

Berhin, Kaiser
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43: #3341 in.

l.eningrad,
Signed and
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THE ANATOMY LESSON OF DR. DEJMAN.
Amsterdam, Rijksmuscum. Canvas, 40 < 52 1n.
This is a fragment ; three- quarters s of the original
canvas were destroyed by fire in 1723. Signed and
dated 1656.
SELF-PORTRAIT.
Museum. Panel, 26
1655.

TIHE ADORATION OF THE MAGI.
Buckingham Palace, H.M. The Queen.
481 x 41 in. Signed and dated 1657.
THE APOSTLE PAuL. Washington,
Gallery of Art (Widener Collection,
Canvas, 51§ < 411 in. About 1657
A CAPUCHIN FRIAR. ,omlcm,
lery. Canvas, 341 X 25} 1.
illegible, probably 1661.
pnoMeRr. The Hague,
43 < 33 in. Cut down.
date 1663.

PORTRAIT OF A NUN. Epinal, Musée des Vosges.
Canvas, 454 = 32 in. Signed and dated 1661.
HENDRICKJE STOFFELS. Formerly Berlin,
Eleanora von Mendelssohn. Panel, 29 < 204 in.
Signed. About 1659.
HENDRICKJE STOFFELS.
Friedrich  Museum.
About 165¢.

Vienna, Kunsthistorisches
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National
1942).
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Berlin, Kaiser
Canvas, 34 X 26 in.

PORTRAIT OF THE MERCHANT JACOB TRIP.
London, National Gallery. Canvas, 51 x< 38 in.
About 1660.

JACOB WRESTLING WITH THE ANGEL. Berlin,
Kaiser Friedrich Museum. Canvas, 541 % 46 in.
Signed. About 1659.

MOSES SHOWING THE TABLES OF THE LAW.
Berlin, Kaiser Friedrich Museum. Canvas,
061 < 54 1in. Signed and dated 1659.
SELF-PORTRAIT. Aix-en-Provence, Museum.

Panel, 12 < g} in. About 1660.
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Paris, Louvre. Canvas, 38 X 32
dated 1661.
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Canvas,
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THE CONSPIRACY OF THE BATAVIANS,
Stockholm, National Museum, Canvas,
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