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This book with its 205 illustrations is 

the most comprehensive single volume 

in any language on Rembrandt and his 

followers. Combining the paintings and 

drawings of Rembrandt and his school 

in a scholarly work, the book serves to 

illuminate Rembrandt's relationship 

with his pupils and shows where that 

influence was strong and when through 

Rembrandt's advice, the followers 

developed their own originality. The 

book takes the reader behind the scenes 

and reveals the critical processes that 

scholars employ in determining what is a 

Rembrandt and what is not. 

On the occasion of the three-hundredth 

anniversary of the death of Rembrandt 

in 1669, The Art Institute of Chicago, 

in collaboration with The Minneapolis 

Institute of Arts and The Detroit 

Institute of Arts assembled this exhibi

tion with the assistance of six leading 

Rembrandt scholars in the United States, 

Charles C. Cunningham, Director, The 

Art Institute of Chicago, Professor 

]. Richard Judson, Smith College, 

Professor E. Haverkamp-Begemann, 

Yale University, Professor (EM.) 
Wolfgang Stechow, Oberlin College, 
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Foreword 

The year 1969 marks the three hundredth anniversary of the death of Rembrandt Harmensz 

van Rijn, who died on October 4, 1669. Exhibitions commemorating this anniversary 
have taken place or are being held in his native Holland, elsewhere in Europe, as well as 
in Canada and the United States. Only thirteen years ago, on the occasion of the three 
hundred and fiftieth anniversary of Rembrandt's birth in 1606, exhibitions of the work of 

Rembrandt, and in certain instances of Rembrandt and his circle, were held in Holland, 
Poland, Sweden, Russia, and the United States. In 1956, because the valuations of Rem

brandt paintings and drawings had not reached the astronomical figures which they fetch 
today, it was possible, as it is hardly today, to assemble a comprehensive exhibition of 

Rembrandt's own works. Owners are more reluctant to lend paintings and drawings; and 
even if they were not, insurance costs are almost prohibitive. 

The concept of this exhibition took form early in 1967, and has been discussed 
with many people, with Rembrandt scholars and officials of many institutions. The de
cision to hold an exhibition which would contain works by Rembrandt as well as those 

of his followers was made in order that a comprehensive image be presented of the genius 
of Rembrandt, and equally of the extraordinary impact which he had on the art of his 
own times and his own country. Few artists have had a greater influence on their era, the 

possible exceptions being Leonardo, Raphael, Michelangelo, Di.irer, and Caravaggio. Al

though Rembrandt had many pupils and followers, some fifty in all, it was decided to 
confine the exhibition to showing, in addition to the various periods of Rembrandt's 

creative activity, the work of the most accomplished artists of his circle, especially those 

which come closest to the style of the master. Quality and significance were important 
elements in the choice of each painting or drawing. Furthermore, it was deemed pertinent 

by the Exhibition Committee that paintings and drawings, the attribution of which had 

not found unanimity among experts, should be included so that they could be studied in 
relation to the works of the master as well as of the pupils. Therefore there are eleven 

paintings and fourteen or more drawings that were formerly given to Rembrandt but are 

now assigned to pupils, as well as seven paintings and twelve drawings which still await 
more positive attribution, but which have been listed as attributed to Rembrandt. 

Included in the exhibition are a few paintings and drawings by pupils such as 
Eeckhout and Maes which show how they departed from the master's style and adopted 

new modes of expression, such as the increasingly popular Flemish manner, or French, 

or the genre style of the Delft School. 



Whereas past generations have appraised Rembrandt's pupils in terms of disciples 
following the style of their master, and whereas it was considered that their departures 
from Rembrandt's style were contr ary to his concepts and demeaning to his greatness and 
theirs, this exhibition attempts to demonstrate that the pupils developed along different 
lines because their precepts and their integrity were fostered by Rembrandt's own respect 
for personal freedom. 

The exhibitions held in 1956 gave Rembrandt scholars and students, as well as 
the public, a splendid opportunity to appraise the work of Rembrandt, and the exhibitions 
held this year should provide further occasions to do this. During the past fifty or more 
years , there has taken place a general reassessment of Rembrandt's paintings and drawings 
as a result of a change in attitude of succeeding generations from what Hofstede de Groot 
called the "somewhat large hearted group" to a group who practiced what he called "hy 
percriticism." This change on the whole has been a healthy one, for it has eliminated from 
Rembrandt's oeuvre, paintings which do not measure up to his standards. 

There are several factors which have made the role of the modern Rembr andt 
critic far easier tod ay. A half century ago, many paintings and drawings were in private 
collections, often in inaccessible places, while today the majority of Rembr andt's work has 
now passed into the public nmseums of Europe and the United States where they may be 
easily seen and studied. Another element to be considered is the ease and speed of modern 
travel, permitting scholars, given time and funds, to study works in the original rather than 
from photogr aphs. Modern science and new methods of examining works of art through 
different types of photography, micro-photogr aphy, infra-red, ultra-violet , and x-ray 
photography have added immeasurably to the potential for critical examination of art, 
as have indeed the scientific analysis of pigments, paint structure, and supports. These are 
the tools of the art historian which must be added to the vital elements of connoisseurship 
and critical knowledge. A "Rembrandt Research Project" composed of six eminent Dutch 
scholars has been established this year to study scientifically, where possible, all paintings 
attributed to Rembrandt. This exhibition, one of the largest of its kind ever assembled, 
offers the opportunity to view Rembrandt and his followers in depth, but the last word 
will undoubtedly still remain to be said. 

In the last decade there have been published many books and articles on Rem
brandt and his followers, not a few with critical listings of their works. Since 1964, four 1 

critical listings of Rembrandt paintings have been published. From Valentiner's total of 
743, Bredius in 193 5 reduced the number to 620 . In 1964, Kurt Bauch in his catalogue fur
ther reduced this number to 562. In the past year, Horst Gerson has produced two books, 
one of which, R embrandt's Paintings, 1968, reduces the number to 42r. The same author's 
1969 revision of the 193 5 Bredius volume brings the number of paintings accepted with
out question to 3 76, with another 89 which are questioned but still retain Rembrandt's 
name. He lists 109 paintings which he rejects as probably by other hands, and 56 paintings 
are placed in the appendix as tot ally excluded from Rembrandt's work. Against some of 

1 Thi s would include J. Rosenber g's Rembrandr, Lif e and Work , with its reapp raisal of Valentin er's two Klassiker der 
K1111st volumes and Br ediu s' volum e of 1935. 
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these conclusions of Gerson' s, there have already been protests , and there will undoubtedly 
be more. B. Haak's recent book, Rembrandt, his Life, his Work, his Time, 1969, reclaims a 
few works rejected by others. His republication of the inventory of Rembrandt's studio 
prior to public sale in 1657 shows once again how many paintings are now lost . Jn the 
reevalu ation process, it is certainly hard for the private owner of a painting or drawing to 
discover that his prized possession is no longer considered to be by the master. The work 
remains the same, but its commercial value is reduced to about one-tenth or less of its 
value were it a genuine Rembr andt . Museums for the most part accept a reattribution 
of a Rembrandt where the weight of scholarly opinion and their own seems to confirm it. 
Where else if not in museums can students and the public find the truth? The Seated Man 
with a Stick (cat. no . 23) from the National Gallery, London, was reclassified in 1960 as 
"Cir cle of Rembrandt" by the Gallery, and Christ Washing the Feet of the Disciples from 
Chicago (cat. no. 81), was formerly given to Rembrandt but now accepted by the museum 
as Lievens. 

What are the paintings that can be attributed to Rembrandt on contempo rary 
documentary evidence and on which critical evaluation of his art may be based? They are 
few in number. Unlike Rubens, Rembrandt was not a court painter, and since he never 
traveled or had only few commissions outside of Holland, there is very little corre
spondence from his hand . J. Orlers, the burgomaster of Leiden, who wrote a history of his 
city published in 1641, proudly mentions Rembrandt as one of its distinguished citi
zens. The five painting s of the "Passion Series" now in Munich are mentioned in Rem
brandt's seven letters to Constantijn Huygens who commissioned them for Prince Frederick 
Henry of Orange. Three paintings, Rembrandt's Mother (Windsor), a Se[f-Portrait (Liver
pool), and a Scholar, now lost, were given to Charles I of Engla nd by Lord Ancrum before 
1633. The Huygens (Hamburg), the de Gheyn (Dulwich) and the Elison (pair, Boston) are 
all documented by early inventories. The Judas (Marquis of Normandy) is mentioned in 
Constantijn Huygens autobiography and the Balaam (Cognacq-Jay, Paris) is mentioned 
in a letter of Claude Vignon, the French painter. The tw o Anatomy Lessons (The Hague 
and Amsterdam) were mentioned being in the Anatomy Theater in Amsterdam during 
Rembrandt's lifetime . Commissioned works include the Night Watch, the .Julius Civ ilis 
and the Five Syndics. Then there is the St . .John Preaching in Berlin which is mentioned by 
Rembrandt's pupil Samuel van Hoogstraten in writing on his master. Well documented 
by let ters are the three paintings made for the Sicilian Don Antonio Ruffo , Aristotle (New 
York), Homer (The H ague) and A lexander (probably painting in Glasgow). Finally, there 
are paintings like The Blinding of Samson (Frankfurt) and the late Self-Portrait in the Uffizi 
where the documentary evidence is nearly fool-proof The paintings that are genuinely 
signed, and there are a fair number, can be accepted if indeed the signature is genuine. It 
has been suggested that Rembrandt sometimes signed the work of his pupils, alth ough 
under guild regulations, this was permissable as long as they were in his studio. Jo achim 
van Sandrart (1675) says that Rembrandt made a profit of 2,000 - 2,500 florins from the 
sale of his pupils work. This figure is likely an exaggeration since there is a Rembrandt 
dr awing in the Berlin Print Room on the back of which there is a notation in Rembr andt's 



hand of a very modest price received for works of two pupils, Boland Leendert Cornelisz 

van Beyeren. Signatures can be misleading, particularly as even some genuine Rembrandts 

have false signatures. It is equally apparent that Rembrandt, although he had pupils 

throughout his whole life, rarely used assistants, and even in such large paintings as the 

Night Watch, there is no evidence of any other hand but Rembrandt. That Rembrandt 

frequently added touches to pupils' work is well known and it has been suggested for in

stance th at the figures of the old woman on the steps and the girl in the door of the Chicago 

painting Rebecca Welcomed by Abraham (cat. no. 53) were retouched by Rembrandt. 

Since they are among the strongest figures in the picture, this could well be so. 

The same standards and criteria can be established in the case of the work of the 

pupils, so that such a painting as Elisabeth Bas (cat. no. 30), formerly given to Rembrandt 
and later by some to Backer, can be established as a work of Bolon the basis of his signed 

and dated Portrait of an Old Woman from Warsaw (cat. no . 31). On the other hand, two 

signed paintings by Drost included in the exhibition, the Louvre Bathsheba ( cat. no. 41) 

and the Self-Portrait (cat. no. 40) in the Metropolitan Museum of Art, have only been 

of moderate help in establishing the work of that artist. Houbraken says that Eeckhout was 

Rembrandt's most faithful follower and the San Francisco and Hartford pictures ( cat. nos. 

47 and 46) surely confirm this , but if we did not have evidence in the signature, it would 

be hard to accept as his the Party on a Terrace ( cat. no. 50) in Worcester. Not a few of the 

paintings by pupils in the exhibition have at one time been attributed to other pupils, and 

who was the artist, if not Rembr andt , who painted the beautiful Tobias and the Angel from 

Berlin (cat. no. 25) or the haunting fragment of the Virgin Annun ciate (cat. no. 26) from 

Prague? The striking Portrait of a Young Man ( cat. no. 80) from Edinburgh has been at 

tributed to Rembrandt, to Ferdinand Dol, and now to Lievens which gives some indication 

of how close the pupils were to the master and to each other. 

A simil ar situation exists as far as the dr awings are concerned, and here again the 

last word has surely not been said . Why are there no dr awings that can be assigned positive

ly to Carel Fabritius, or are some of these lost among those of Rembrandt or other pupils? 

Hoogstraten's drawings have frequently been mist aken for Rembrandt, but why are there 

so few Hoogstraten paintings in the Rembrandt manner? Can we be sure that the drawing 

of the Tower of the W esterkerk (cat . no. 176) long given to Rembrandt is not by him but 

by Furnerius as it has been catalogued? The relationship between Rembrandt's drawings 

to paintings and drawings by pupils is a fascinating study. Compare for instance the two 

drawings by Rembrandt of Joseph Interpreting the Prisoners' Dreams (cat. no. I03 and ro4) 

with Dal's interpretation of the same subject in Hamburg (cat. no. 152). There are also 

drawings by Rembrandt and his pupils related to some of his etchings. These drawings 

with their interrelationship between master and pupil give us a fascinating insight into the 

workings of Rembrandt's studio and his methods of teaching . There are drawings by Fur

nerius and Leupenius, but no paintings exist. Were they only dr aughtsmen? 

There are many questions to be asked and some may be answered. Hopefully one 

day, Rembrandt's pupils m ay be folly defined as individual artists, as some indeed are, but 

is it really the purpose of this exhibition? For the art historian, the opportunity to compare 
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artistic styles of master and pupil and pupil with pupil is certainly invaluable. What is 
even more cogent is to view the exhibition as a product of its times, where the shadow of 
a great artistic personality is everywhere . Unlike Leonardo or Rubens, Rembrandt brought 
out the creative genius of his pupils and except perhaps in the case of Carel Fabritius, when 
they were closest to him, they were closest to greatness. 

C. C. Cunningham 



Rembrandt as Teacher 

Just as Rembrandt was a nonconformist in his life and work, so was he an unorthodox 
teacher. By age twenty-one he had pupils, and he soon became so successful that from his 
late twenties until his mid-forties he was the most sought-after master in the Netherlands. 
Numerous artists came to Amsterdam in order to receive instruction from him, and some 
of these artists were among the most gifted of the period. Their performance often was 
at its best as long as they were working with their master; sometimes they even emulated 
his style so successfully that their works are still confused with those of Rembrandt . But 
almost invariably these artists sooner or later used mainly other styles as their means of 
expression. What was it that made these artists perform, and why did they turn away 
from their master? 

To some extent this question is answered by both the written sources and by the 
works of h is pupils, particularly their drawings. By criticizing Rembrandt's instruction 
and also by giving free rein to his feelings of surprise and envy with regard to Rembrandt's 
income,Joachim von Sandrart informs us about Rembrandt's teaching. Sandrart undoubt
edly knew Rembrandt personally when he was in Amsterdam (1637-1641 ), and must 
have known what went on in his studio. "Rembrandt was a very industrious man," he 
wrote in his Teutsche Akademie of 1675, "and he worked relentlessly, and Fortune made 
him wealthy and filled his house in Amsterdam with almost countless distinguished chil
dren for instruction and learning of whom every single one paid him roo guilders annual
ly, not to speak of the profit which he gained by selling paintings and prints of these pupils 
which amounted to an additional two to two-and-a-half thousand guilders in cash, and 
add to that all that he made with his own paintings." It is difficult to know what Sandrart 
considered "countless," but if any significance can be attached to his being perfectly able 
to count the "twenty-four or twenty-five students" that annually were instructed in Hon
thorst' s studio, we may suppose he meant that Rembrandt had annually more than twenty
five pupils. This was at the time that Sandrart lived in Amsterd am, when Rembrandt had 

reached the height of his popularity as a teacher. 
As we shall see, some of these pupils probably were formal students for a consider

able time, while others studied with Rembrandt tempor arily and rather informally. Un
fortunately the precise numbers of both groups are not known, but it is nevertheless likely 
that Rembrandt had more students at that time than any other artist in the Low Coun
tries, except for Rubens. 

Some aspects of the simultaneous instruction of a great number of students can 
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be learned from two drawings, one of which is included in this exhibition (cat. no. 147). 
They show Rembrandt surrounded by pupils drawing from the nude. The drawings con
form in their composition to a tradition of representations of such drawing classes, and 
therefore may not necessarily represent Rembrandt's studio accurately in every respect. 
We nevertheless do learn that Rembrandt and his pupils were seated and standing in front 
of a nude model and that they were making studies from this model. A number of studies 
of nudes in Rembrandt's style but drawn by different artists from slightly different angles 
prove that this indeed was Rembrandt's practice. Rembrandt even went one step further: 
at least in one instance, in or about 1646, he etched a nude male model on a prepared cop
perplate while his pupils were sketching it with pen and ink. We also learn from these 
views of Rembrandt's studio that the pupils held their paper upright, which accords with 
the advice given by Samuel van Hoogstraten to the readers of his handbook for artists, 
advice he may well have learned himself from Rembrandt: "Sit straight up, and hold your 
paper or sketchbook with your left hand also in an upright position, in order that you don't 
need to lift up your head or turn up your eye too much when looking up." The plaster 
casts indicate that Rembrandt let his pupils sketch from these as well as from the nude. The 
drawings also show that middle-aged and even elderly men were among the students 
sketching from a model. 

Since Rembrandt gave life classes to many students, sometimes perhaps more than 
twenty-five, this "school" may be called a "private academy" in the seventeenth -century 
sense of the word: a place where students of art could gather to draw from life and plaster 
casts, and to copy other works of art, under supervision of a master. The first academy of 
this type to become renowned and influential, that of the Carracci in Bologna, shows 
remarkable similarities to that of Rembrandt and probably served directly or indirectly as 
example. The Carracci tried to reintroduce the study of nature and classical art and at
tracted with their "Accademia degli Incamminati" or "Accademia del Disegno" many 
young and lively talents that shared their wish to overcome mannerism. The usual pro
gram of such academies, already formulated by Leonardo da Vinci, consisted of instruc
tion in perspective and anatomy, in copying the works of the master and other artists, and 
in drawing from casts and the nude. 

Whether the tradition to organize such academies to draw from the nude and 
from plaster casts in the Netherlands goes back as far as 1583, when Carel van Mander, 
Hendrick Goltzius and Cornelis van Haarlem were purported to have founded one in 
Haarlem, has not been established, but in the early 163o's at least one private academy 
existed in Amsterdam. It was the "famosa accademia" of Hendrick Uylenburgh, as Filippo 
Baldinucci called it. Since Hendrick Uylenburgh was an art dealer, publisher and collector, 
the instruction in his academy may have emphasized the copying of works of art, and it is 
not known whether any life classes were given. Rembrandt lived with Uylenburgh from 
1631 until 1634 or 1635, and may have had a hand in initiating the program or otherwise 
may have participated in it as a teacher. In 1634 a minor artist from Strasbourg, Jean
Frederic Brentel, stayed in Amsterdam and made various studies after one male model in 
different positions. Since the drawings bear no relationship to Rembrandt, he had the op-



portunity to do this in another studio, but whether this was Uylenburgh's academy or 
another one is not known. These drawings, however, prove that such classes were given 
at that time in Amsterdam. It also may be assumed that Honthorst's school, which was 
highly praised by his pupil Sandrart, who called it an "academy," included life classes. 

It is not known when Rembrandt founded his "academy," but it is likely that he 

did this not long after his move to Amsterd am. It existed by 1646 when Rembrandt 
etched male models who were also drawn by pupils, and probably by 1641, since Sandrart's 
statement seems to imply its existence. When Doi, Flinck, De Helst Stoccade, and Strijker 
founded a "drawing club" in the 165o's, the first two may have followed an example 
that they experienced themselves in the 163o's when studying with Rembrandt. 

Although Rembrandt's academy was not a novelty, it represented a significant 
departure from traditional teaching methods in Amsterdam inasmuch as it broke with 

the guild rules of that city. We are less well informed about the specific regulations of 
Amsterdam's Guild of St. Luke than about those of other cities in the Netherlands, but, in 
spite of local variations, some general rules applied everywhere. The guilds perpetuated 
the medieval mode of instruction, which w as apprenticeship. Under that system , a re
stricted number of students went through all stages of the craft under the tutelage of a 
master, and in his studio, starting with grinding paint and preparing canvases, and ended 

by becoming a master. The apprenticeship usually took three years. Everything was regu
lated, with freedom greatly restricted. To some extent the guilds often provided protec

tion for the artist by instituting pensions and insurances. 
Rembr andt apparently did not fully believe in the apprenticeship system and in 

the restrictions the guild imposed upon him as a teacher. His school, as he modeled it upon 
the example of the Italian academies, was less formal, allowed for a great number of stu
dents of different ages and levels of training, and enabled him to select the subjects taught. 
But Rembrandt's teaching was not all innov ation . Let us first discuss some of the traditional 

aspects that he adopted, and then have a closer look at the novel features . 
One traditional element was the emphasis on copying works of the master and 

of other artists. As early as 1634 an inventory was drawn up of the goods of Lambert 
Jacobsz, artist and dealer agent in Leeuw arden for Hendrick Uylenburgh, listing a num
ber of copies after Rembrandt, and many others are found in other contemporary inven
tories, as well as in Rembrandt's own possession in 1656. The public was happy to acquire 
copies when it could not afford originals, and students had to make them for practice. 

Students also made drawings after Rembrandt's paintings: a copy of Rembrandt's Holy 
Family is attributed to Maes, and Lambert Doomer copied the companion pieces Saskia as 
Flora and the Standard Bearer in two drawings, while Bo! copied Rembrandt's Minerva 
of 1635, and numerous other examples exist. As for Rembrandt's drawings, many of the 

contemporary copies undoubtedly were made by his pupils in an effort to grasp his style. 
Rembrandt also continued the traditional practice of selling the works of his stu

dents, as we know from a note on the reverse side of one of Rembrandt's drawings. The 
prices were moderate (five to fifteen guilders), yet they may have added considerably to 
Rembrandt's income. Sandrart's outrage at Rembrandt's selling his pupils' works for 
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money may partly have been caused by what in Sandrart's eyes was incomp atible with an 
"academy," as he conceived of it. 

It always had been the custom that the artist taught his students to work in his 
style, and Rembrandt laid great weight on his students acquiring the ability to work in 
his manner. The studies of nude models made by his pupils are so similar to Rembrandt's 

own that the authorship of some is still debated; and from the students' religious composi

tions as well as landscapes it is clear how closely the pupils could approximate the style 
of their master. In the present exhibition, paintings and drawings by or attributed to Bol 

(cat. nos. 32, and 151- 156), Van Borssum (no. 158), Gerard Dou (no. 37), Willem Drost 
(nos. 41- 44), Barent Fabritius (nos. 32 and 170), Govert Flinck (no. 61), Abraham Fur
nerius (no. 176), Philips Koninck (no . 184), Jan Lievens (no. 197), and Nicolaes Maes 
(no. 198) show this phenomenon. While they were in Rembrandt's school, the pupils 
tried to absorb Rembrandt's style and to express themselves in it. This explains the great 

number of paintings and drawings that remain anonymous because they cannot be con
sidered works of Rembrandt, and at present cannot be attributed to any of his pupils . The 

authorship of paintings and drawings made by pupils in Rembrandt's style can be estab

lished only in those instances where the personality of the artist reveals itself in spite of his 
efforts to work in Rembrandt's manner, or when paintings are based on drawings by 

known artists, or when drawings turn out to be studies for paintings that are known to 
have been painted by one or another pupil. In this respect it should be noted that drawings 

made by pupils as studies for their paintings often approximate Rembrandt's style more 

closely than the paintings. Bol's]oseph Interpreting the Prisoners' Dreams (cat. no. 152) may 
serve as example. 

Pupils often sketched and painted the same subject as Rembrandt. While they were 
in Rembrandt's studio, they may have done this in order to carry out the master's wish , 

but even after they left him, the impact of his choice of subject matter remained strong. 
The subject matter of the Rembrandt school is thus, to a large extent, defined by one man's 

preferences. 
Rembrandt corrected his pupils' drawings not only verbally, but he sometimes 

re-drew sections which needed improvement. Invari ably, these corrections, as represented 

in this exhibition by numbers 142- 145, were aimed at showing the pupils how to make a 
stronger point, how to express the essence of a biblical event, or how to represent the 
meaning of an action or of a figure, rather than to perfect the anatomy of a figure or the 

perspective of objects. Rembrandt also sometimes corrected his pupils' paintings, as in 
the case of Anna and the Blind Tobit in the N ational Gallery in London which was mainly 

painted by Gerard Dou (cf. also cat. no. 36). This phenomenon must be kept in mind in 
case of a number of student paintings which contain more than one style. In some instances 

these corrections were acknowledged conscientiously, as in the copy of Abraham Sacrificing 
Isaac in Munich, perhaps painted by Flinck , where is written "Rembrandt ver andert En 

over geschildert 1636" ("Rembrandt changed and overpainted 1636") . Quite a number 
of drawings corrected by Rembrandt were copied after they had been corrected (see the 

notes to nos. 142, 143, and 145 ). Since these copies invariably were made by artists less ac-



complished than those who had made the drawings that needed correction, we may assume 
that Rembrandt asked less advanced pupils to copy such corrected drawings in order to 
gain an understanding of his draughtsmanship. 

In spite of the ability of the students to emulate Rembrandt's style, they appar

ently did not assist him to any substantial degree in his drawings, etchings and paintings. 
Whether students primed canvases and ground paint for Rembrandt has not been estab
lished, but not one painting is known of which the visual surface shows evidence of hav

ing been executed by Rembrandt with the assistance of another artist. In this respect Rem
brandt differed greatly from Rubens , who used the- talents available to assist him in his 
work, and whose paintings range from those strictly done by himself to such that were 
almost entirely painted by assistants or pupils after his design, and finally retouched by 
Rubens himself. Rembrandt was not a m an to let things be done by others.Just as he cor
rected his pupils' drawings to show them how they should do it themselves, he himself 

preferred to complete his paintings, his dr awings, and his etchings without the assistance 
of others. After initial unsuccessful trials , Rembrandt even went so far as not to accept the 

widespread practice (so successfully adopted by Rubens) of having other artists make 
large prints after one's designs, but rather preferred to make the prints entirely himself 

(Hundred Guilder Print, Ecce Homo, Three Crosses). Brush strokes and lines drawn with 
pen or etching needle were integr al parts of his paintings, drawings, and prints, and, to 
his mind, these could not be left to others. 

As for Rembrandt's innov ations in teaching, we have noted above that he found 

in the Italian private academies a pattern for his departure from Dutch tradition. He ac
cepted some of the Italian basic principles: first, the necessity of group study of the nude; 
and, second, an element of inform ality unknown under the apprenticeship system. As we 

have seen, Rembrandt admitted great numbers of students, many of them from outside 
Amsterdam: Flinck from Cleves, Backer from Friesland, Bol, Maes, Hoogstraten, and 
Aert de Gelder from Dordrecht, Bernh ard Keihl from Denmark, and others from else
where. 

Rembrandt also taught artists who had learned the basic principles of the craft 
elsewhere: Backer and Flinck had worked in a pre-Rembrandtesque style as pupils of Lam

bert Jacobsz before entering Rembrandt's studio (see cat. nos. 150 and 171); Gerbrand 
van den Eeckhout worked in Lastm an's style while at the same time adopting Rembrandt's 

(cat. nos. 164 and 165); Carel Fabritius probably had already had a basic training before 
coming to Rembrandt; Van Hoogstraten had first been a pupil of his father, Aert de Gelder 
one of Van Hoogstraten' s. Some of the older figures in the drawing of Rembrandt's "acad

emy" (no. 147) seem somewhat caricatured, and the exaggeration of their age and scholarly 
looks is the artist's expression of the exceptional nature of the presence ot these "characters" 

that are far beyond the age of an apprentice. 
Undoubtedly many visited Rembrandt's academy only for a short time, while 

others stayed longer than the average number of years. The principle of temporary asso

ciation apparently applied to the study of painting as well as of drawing. It is not only 
through chance or lack of documentation that we do not know whether certain artists 
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were actually pupils of Rembrandt (for inst ance, Darent Fabritius, Jan Victors , Karel van 

der Pluym, Philips Koninck) . Rather, they seem often to have associated freely with him, 

instead of engaging in a form al master-pupil relationship. Already early in Rembrandt's 

career, by 1629- 30, one artist, who had been painting for m any years, associated himself 

with Rembr andt and absorbed some of the feature s of his style , which he later relinquished. 

This was J an Lievens, and he was no exception , but rather set a pattern for later ye ars. 

There is even a more profound difference between Rembrandt's approach to in

structi on and the traditi onal apprenticeship system. The guilds were still operating under 

the assumption th at art was a craft, while the aim of Rembr andt and others who opposed 

the guilds and the apprenticeship system was to cons ider the artist's profession as a noble 

ar t. The academic freedom from drudgery of the basic skills and the concentration on 

m ore "a rtistic" endeavors symbolized this new appro ach. In this light, Sandrart's state

ments need to be reinterpr eted: when he wrote that Rembrandt instructed "fiirnehme 

Kinder " and that Honthorst 's academy w as full of " fornehmer Leute Kinder," he probably 

did not think m ainly of young ar istocr ats (althou gh some were among them , e.g. Con

stantijn van Renesse ), but rather of young people who were studying the art of painting 

as a di gnified and learned di sciplin e, rather th an acquiring the skills to perform a craft. 

Although Rembrandt accepted these basic principles of the Italian private academy, 

he rejected others . This du al opp osition aga inst tot al acceptance of both the tr adition al ap

prenticeship system and the new academic insights is a fund ament al trait of Rembrandt's 

appro ach to teaching. It also expl ains much of the criticism of later adherents to both 

systems. 

From the studies of nudes made by various pupils at the same session, it is obvious 

that Rembr andt did not stress the need for anatomical detail and accuracy. What he and 

his pupils sketched was light and tone rather than structure, as we see it, for instance, also 

in Rembrandt's female nudes of a later period, here exhibited (nos . 136 and 137). It was 

precisely this devi ation from the academic tr adition th at aroused Sandrart's ire: "Rem

brandt battled against our rules of art, such as anatomy and the proporti ons of the human 

body, aga inst perspective and the usefulness of classical statues, against Raph ael's art of 

drawing, against intelligent instruction and also aga inst the academies so necessary for 

our professi on." If an old fashioned artist had omitted the instruction of perspective and 

anatomy , Sandrart might not have liked it, but probably would have found no reason to 

critici ze it as severely as in Rembr andt's case, who, in his opinion , neglected these essential 

classical aspects of art instruction while at the same time adopting the academic method 

of group dr awing from the nude. For Sandrart this was tantamount to sacrilege. He wrote 

his book as the summa of wh at should be taught in the academy in Nuremberg, of which 

he himself w as a director, and which he was enlarging and tr ansforming into a public in

stituti on at the time of publication of his book . Rembr andt's lack of interest in anatomy 

and perspective attacked the classicistic art theory, and therefore the principles of his book, 

and the foundation of his instituti on, and thu s could not be tolerated. It is und erstandable 

th at under these circumstances Sandrart pr aised Rembr andt almost exclusively for his 

colors and for his industriousness . 



In evaluating Rembrandt as a teacher one wants to know whether most pupils 
sooner or later worked in other styles because of his mode of instruction or in spite of it. 
Invari ably the histori ans consider their departure from Rembrandt a decline , and generally 
interpret their change of style as a move against Rembrandt. 

This view is questionable for various reasons. Although, as we saw, Rembrandt 
stressed the necessity for his students to adopt his style, it is very unlikely that he did this 
in order to submit them to acceptance of his style as their own for the rest of their lives. 
This is brought out by two contemporary sources. Arnold Houbraken wrote in 1718 about 
one particular aspect of Rembrandt's instruction. Rembrandt "rented a warehouse on 
the Bloemgracht where, in order to be able to paint from life without disturbing each 
other, his pupils made small cubicles, each one for himself, by setting up partitions of 
paper or oilcloth." By this statement Houbraken implies that Rembrandt rented this ware
house soon after he moved to Amsterdam, and the specific reference to the location of the 
building lends credibility to his statement. Later in his career Rembrandt also apparently 
made it a practice to allot individual space to his students, as we learn from one of the 
conditions set forth at the time of the sale of his belongings in 1658. Then "two stoves 
and various partitions set up for his pupils in the attick" of his house in the Jodenbreestraat 
were exempted from the sale because they were considered indispensable for the continua
tion of his business. Houbraken may have obtained this information from his own teachers, 
Samuel van Hoogstraten or Jacobus Levecq who had been in Rembrandt's studio in the 
early 164o's and 165o's respectively. 

These cubicles seem to be without precedent in the history of art instruction. It is 
more likely that Rembrandt wanted his students to concentrate better and develop their 
own talents, rather than to exercise stiffer control. Small spaces, to quote Leonardo da 
Vinci, "stimulate the mind" ("ravian lo'ngegno") but the larger ones "distract" ("lo 
sviano"). 

Rembrandt knew and told his students that they would find their own way if they 
learned well what they were taught. This is recorded by Hoogstraten who related that he 
received the following answer when he had bothered his master with too many questions: 
"Try to make proper use in your work of what you have learned so far; then you will dis
cover soon enough the hidden things about which you ask." Van Hoogstraten also prob
ably reflected Rembr andt's opinion as well as the traditional concept when he wrote that 
an artist should copy to learn, but then be original, and that in matters of composition an 
artist should be free to do what he wants , and choose arrangements that suit best his per
sonality and the subject of his paintings. "As far as we are concerned , we give ... every 
one the freedom to follow his pleasure, and don't reject a tulip because it is no rose, neither 
a rose because it is no lily ." To back up his statement he chose as an example the painting 
that he saw his master paint and that broke the tradition of group portraiture, the Night 
Watch. 

Not only the system of cubicles and Hoogstraten's statements, but also the nature 
of the students' work shows that Rembrandt permitted other styles besides his own. Many 
of his best students came already formed to his studio, as we have seen, and continued work-
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ing in another style while with Rembrandt, and also after they had left him. Others em
ployed different styles simultaneously. Govert Flinck's Rembrandtesque drawings (cat. 
no. 173) are only one phase of his work following and preceding other trends ( cat. nos. 
171, 172, and 174). A particularly clear example is provided by Gerbrand van den Eeckhout 
who made drawings in Lastman's style during and after his association with Rembrandt 
(cat. nos. 164 and 165). 

It is difficult to appreciate an artist employing a variety of styles in succession or 
simultaneoulsy as long as the style of a work of art is considered to express the artist's 
individuality, and it is equally difficult to associate a disparity of styles with pupils of one 
artist as long as the term school implies the community of styles of a group of disciples of 
one master. Both the individuality of an artist's style and the homogeneity of the style of a 
school long have been accepted by art historians as valid concepts. Around the turn of the 
fifteenth to the sixteenth century, however, a variety of styles was considered a sign of 
mastery. Carel van Mander wrote about it, and Goltzius and other Mannerists often used 
different styles for different purposes. This practice was never fully abandoned in the 
Netherlands, but remained valid in certain circles, particularly in that of Rembrandt and 
his pupils. In contr ast to most Dutch artists who specialized in one subject matter (history, 
genre, portr ait, landscape, etc.) and varied their styles little, Rembrandt's pupils did paint a 
variety of subjects and used a variety of styles. Whether they preferred this variety because 
they were less dependent on public dem and and less concerned with the consumer, or be
cause they wanted to select the most appropriate style for each subject, is not known, but 
this application of different styles should be seen in the context of the mannerist tradition 
rather than as a protest against Rembrandt. Gerbrand van den Eeckhout is, once more, the 
prime example. His portraits, landscapes, and religious scenes are all sometimes similar to 
Rembrandt, but in other instances entirely different. 

If for this reason alone it is an oversimplification to maintain that Rembrandt's 
students turned themselves away from him, it becomes a half truth when one considers 
carefully the oeuvre of a number of those artists. In this exhibition Rembr andtesque draw
ings by Gerbrand van den Eeckhout date from the 166o's (cat. no. 168), and one by Jan 
Lievens was made in 1665 (cat. no. 203 ). These are no exceptions: Valentiner convincingly 
attributed drawings to Ferdinand Bol which are in Rembrandt's style and which were made 
in the 165o's, more than a decade after he had left Rembrandt's studio. It should be added 
that this persistence of Rembrandt's style manifests itself particul arly in drawings rather 
than in painting s, and in the case of those artists who treated various subject matter, in 
religious subjects rather than in landscapes or portr aits. 

Rembrandt's pupils did go different ways, but this can only be considered a break 
with Rembrandt if it is assumed that their instruction implied a life long devotion. In that 
respect they contrast sharply with Rubens' s pupils who, with very few exceptions, never 
escaped his powerful hold. As Edgar Baes formulated it as early as 1882, in spite of the 
liberalizing effect of the Italian concepts and the ensuing principle of voluntary imitation, 
they became enslaved by the powerful influence of their master. Rembrandt's instruction 
as Rubens's opposed the traditional system of apprenticeship which was based on the as-



sumption of continuity of style. In contr ast to Rubens, however, Rembr andt was deeply 
interested in the individu al development of each student's talents . That his students went 
their own way instead of following him meant a success for his instruction rather than a 
failure. 

E. Haverkamp-Begemann 

BIBLIOGRAPHICAL NOTE 

Still basic for our knowledge of Rembrandt's teaching is C. Hofstede de Groot, "Rembrandts onder
wijs aan zijne leerlingen," in Feest-bundel Dr. Abraham Bredius ... , Amsterdam 1915, pp. 79- 94; since then vari
ous essays about the subject have been written of which the following are particularly relevant: the introductions 
to the catalogue of the exhibitions Rembrandt's Influence in the 17th Century, London, the Matthiesen Gallery, 
1953, and Raleigh 1956 (see list of abbreviations) , respectively by H . Gerson and W.R. Valentiner, and the 
article by 0. Benesch, "Rembr andt's Artistic Herit age," in Gazette des Beaux-Arts, VI S., XXXIII, 1948, 

pp. 281-300. For Academies in general see the fund amental book by Nikolaus Pevsner , Academies of Art Past 

and Present, Cambrid ge 1940, for that of the Carracci the excellent article by Heinrich Bodmer , "L' Accademia 
dei Carracci," in Bologna, Rivi sta Mensile de/ Comune, XXII, no. 8, August 1935, pp. 61-7 4, and also the more 
easily accessible recent essay by Milton J. Levine, ''The Carracci: A Family Academy," in Art News Annual, 
XXXIII , 1967, pp. 19 ff; for that of Hendrick Uylenburgh ,J. Six, "La Famosa Accademia di Eeulemborg," 

in Jaarboek der Kon. Academie van Wetenschappen te Amsterdam 1925/ 26, Amsterdam 1926, pp. 229 ff and 
H. F. Wijnman, "Rembrandt als huisgenoot van Hendri ck Uylenbu rgh te Amsterd am (1631- 1635)," in 
his Uit de Kring van Rembrandt en Vonde/, Amsterdam 1959, pp. 1- 18. The most recent interpretation of Carel 
van Mander's "Academy ," given by E. K. J. Reznicek, Die Zeichnungen von Hendrick Goltz ius, Utrecht 1961, 

pp. 215- 220, is also the most cautious one. He also refers to the nude studies ofBrentel and to F. G. Pariset , 

"Les Dessins de Jean-Frederic Brentel de Strasbourg dans les Pays-Bas, 1634," in Actes du XV IIme Congres 

International de I' Histoire de /'A rt 1952, The Hague 1955, pp . 379- 384. A wealth of inform ation on numerous 
aspects of artistic practice may be found in Ettore Camesasca, Artisti in Bottega, Milan 1966. 

Since Hofstede de Groot, in his Die Urkunden uber Rembrandt, The Hague 1906, collected the con
temporary sources almost exclusively for the factual inform ation they provide on Rembr andt's life and works, 
while disregarding their interpret ative values, they should be consulted in their contexts in the original edi

tions (or complete reprints of them), and in Seymour Slive's Rembrandt and his critics, The Hague 1953. San
drart' s passages of his Teutsche Academie der Bau- Bild- und Mahlerey-Kunste ( 1675) quoted or referred to above 
are to be found in the 1925 edition by A. R. Peltzer on the pp. 173 (Honthorst) and 202- 203 (Rembr andt) ; 

Hoogstraten's statements in his Inleyding tot de Hoage Schoole der Schilderkonst, Rotterdam 1678, pp . 13 (Rem
brandt's advice), 26 (position of paper or sketchbook) , 176 (freedom of composition and Night Watch), 
219 (copying); Houbraken's reference to Rembr andt's cubicles in his De Groote Schouburgh ... (1718), in 

P. T . A. Swillens' s edition, vol. I, Maastricht 1943, p. 202. 
The first mention of Rembrandt's departure from the guild rules in his teaching and his efforts to ascer

tain individual instruction was, to my knowledge , G. J. Hoogewerff, De geschiedenis van de St. Lucasgilden in 
Nederland, Amsterdam 1947, pp. 88- 90, which provides a useful introduction to the St. Luke's guilds; Benesch 
(1948, p. 283) mentioned Rembr andt's gifts to develop individu al talents and contrasted him in this respect 
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with Rub ens. Edgar Baes' astute observation is found in his inform ative, alth ough disorga nized and not en

tirely reliable article "La Peintur e flamande et son enseignement sous le regime des confreries de St-Lu c," 

in the M emoires couronnes et Memoires des savants etrangers, publies par l'A cademie R oyale des Sciences, des Lettres 

et des Beaux-Arts de Belgique, XLIV, Brussels 1882 (Extrait, p. 153). 

I am grateful to J. Richard Judso n for his cor rections and addition s to this essay, particularly with 
regard to paintin gs by Rembrandt and his pupils. 



Catalogue of Paintings 

by]. Richard Judson 

Rembrandt's Pupils Represented in the Exhibition 

l LEIDEN PERIOD 1625-163 l 

Jan Lievens 
Gerard Dou 

II EARLY AMSTERDAM PERIOD 1632-1642 

Jacob Backer 
Ferdinand Bol 
Govert Flinck 
Jan Victors 
Philips Koninck 
Gerbrand van den Eeckhout 
Carel Fabritius 

III MIDDLE AMSTERDAM PERIOD 1642-1653 

Abraham Furnerius 
Lambert Doomer 
Samuel van Hoogstraten 
Anthonie van Borssum 
Barent Fabritius 
Karel van der Pluym 
N icolaes Maes 
Constantijn van Renesse 
Willem Drost 

IV LATE AMSTERDAM PERIOD 1653- 1669 

Aert de Gelder 
Johannes Leupenius 

A ll measurements of paintings are in 
centimeters; of drawings, in millimeters. 

Height always precedes width. 
Titles of works shown only in Chicago 
are fo llowed by an asterisk. 

31 



REMBRANDT 1606-1669 

J. Orlers, writing in 1641, states that Rembrandt Harmensz 

van Rijn was born at Leiden on July 15, 1606. His father was 
the miller Harmen Gerritsz; his mother, Neeltje van Suydt

broeck. The young Rembrandt spent seven years in the Lei

den Latin School and at the age of fourteen enrolled in the 

University where he remained for a short but unknown 

length of time . Orlers also informs us that Rembrandt first 

studied in Leiden with Jacob lsaacsz van Swanenburgh for 
about three years, 1621- 23, and then for about six months, 

in 1624, with Pieter Lastman in Amsterdam . Simon van 

Leeuwen, writing in 1672, states that Rembr andt studied 

with Joris van Schooten; and Houbraken, in 1718, wrote 
that after Rembrandt left Lastman's studio he studied in 

Amsterdam for some months with Jacob Pynas. During the 

late 1620's Rembrandt worked very closely with Jan Lie

vens, and they might even have worked on the same pic
tures on several occasions. Also, during Rembr andt's late 

Leiden period, that is, from February 1628 until Rembr andt 

left for Amsterdam in 1631 or 1632, Gerard Dou studied 
with him. Rembrandt's earliest dated paintings are from the 

year 1625 and shortly there after he must have started to 

etch, althou gh the earliest dated etching is from 1628. 

We know that Rembrandt was still living in Leiden in June 

1631, and it is not until Jul y 1632 that we have the first docu
ment telling us that he is in Amsterd am. Because of this, we 

are not cert ain when Rembrandt appeared in Amsterd am, 

but we are sure that he was a success immedi ately upon his 

arrival there. Orlers tells us this as does the knowledge of the 

enthusiastic reception of his 1632 A natomy L esson of Dr. 

Tulp. Two years later in 1634 Rembrandt married the 

daughter of a wealthy and prominent Frisian family, Saskia 

van Uylenbur gh . Durin g the 163o's he was the leading por

traitist in Amsterdam, but he also painted a number of im
port ant religious pictures , amon g them the series (6) of 
Christ's Passion for the Stadtholder , Prince Frederik Hen

drik, executed between 1633 and 1639. Beginning in the 
164o's his portrait style was not considered fashion able and 

his commissions declined , but from thi s time on until his 

death he created his most brilliant portr aits for a select group 

of connoisseurs like Jan Six . In 1642, he finished the well

received Nig ht Watch. His cont act with Frederik Hendrik's 

court in The Hague continued with the completi on of tw o 

scenes from the life of Christ in 1646. In the 165o's he paint

ed several great portraits, the 1654 Portrait of Jan S ix and the 

1656 A natomy L esson of Dr. Deyman. In this same year , 1656, 
he became bankrupt and two years later his personal effects, 

including his large art collection, were sold at auction. Rem-

brandt's popularity continued into the 166o's and in 1662 

he painted the Group Portrait of the Cloth Sampl ers (Syndics). 
He also was asked to cont ribute to the decoration of Amster

dam's new Town Hall and painted the magnificent Con

spiracy of Juliu s Civilus which, for reasons still unclear to

day , was rejected although it was highly praised in a con

temporary poem. His final work dates from the year 1669, 

the unfinished Simeon in the Temple which was on his easel 

at the time of his death on October 4. 

I Self-Portrait 

Rijksmuseum, Amsterd am , loan from Collection Daan Ce

vat, since 1960 

Panel 22.5 X 19 ems. Ill. p. 88 

PROV ENANC E Dr. A. Patterson, Glasgow; J. R. Mackay, 
Glasgow; Mrs . M. A. Winter, Bearsden, Dunbartonshire ; 

sale London (Sotheby's) , 27 May 1959, no. 135 [purchased 

by D. Cevat]. 

EXHIBITIONS Delft /Antwerp 1964- 65, no . 93 [as Rem
brandt]; Leiden , Stedelijk Museum , Rand om R embrandt, 

De verz ameling Daan Cevat, 1968, no . 35, Ill. [as Rembrandt, 

ca. 1629]; Montreal /Toronto 1969, no. 5 [as Rembrandt, ca. 

1628- 29] . 

SELECTED REFERENCES Bauch 1960, P· 174 f., fig. 157 [as a 

study and used in 1629 Munich Self-Portrait, in the 1630 

engraved Self Portrait (Mi.inz 1952, I, cat . no. 5, fig. 5) and by 

J.J. van Vliet in his 1634 engraving] ; K. Bauch, "Ein Selbst

bildnis des fri.ihen Rembr andt," WallrafRichartz Jahrbuch, 

XXIV , 1962, pp. 321, 324 ff [states that Kassel Self-Portrait 

has no connecti on with Rembrandt's Leiden style, while 

Cev at picture is closely bound to master's early period (cf. 

Study of an Old Man, Fogg Art Museum, Cambridge, Mass., 

on loan from J . P. W arbur g, Bauch 1966, no . u4; en

graved self-portraits , Mun z 1952, I, cat . nos . 5, 9, figs. 5, 9 ; 

drawn self-portr ait, Benesch I, cat . no. 54, fig. 61); also J. J. 
van Vliet's 1634 engravin g is after Cevat and not Kassel 

portrait] , 328- 332, figs. 189- 198 [attribution of Kassel por
tr ait to Lievens can be no more than mere assumption]; S. 

Slive, "The Young Rembr andt ," All en Memorial Art Muse

um Bulletin, Oberlin College, XX, no. 3, 1963, p . 149, note 20 

[writes that Cevat version is by a copyist]; Bauch 1966, no. 

287 [as ca. 1628]; Rosenber g, Slive, Ter Kuile 1966, p. 267, 
note 4 [state that Kassel Self Portrait is origin al and Cevat's 

is a copy] ; F. Erp el, D ie Selbstbildnisse Rembrandt' s, Berlin , 

1967, p. 141 f. , no . 8, fig. 6 [states that Kassel painting is 

a copy after Cevat's]; Gerson 1968, p. 489 f., note 30 [ writes 



that Kassel painting is authentic after having seen it and the 

Cevat picture together in Delft J; Haak 1969, p. 34 f., figs. 

42- 44 (Cevat' sis earliest known self-portrait from ca. 1628; 

]. ]. van Vliet made an etching after this portrait; Kassel 

painting is a copy of Cevat' s which is further strengthened 

by comparing technique with Munich Self-Portrait, signed 

and dated 1629 J. 
COPIES Formerly Coll. Matvansky, Vienna [see K. Bauch, 

Wallraf-Richartz Jahrbuch, XXIV, 1962, p. 325, fig. 192 J; 
also Sir John Heathcote Amory, Bart., (Bredius. (Gerson), 

1969, no. I, p. 547]. 

2 Artist in His Studio 

Museum of Fine Arts, Boston, Zoe Oliver Sherman Col

lection 

Panel 25.4 X 3 r.8 ems. Ill. p. 89 

PROVENANCE Earl of Morton, Dalmahoy, Kirknewton, 

Midlothian; Countess of Morton, 1850; Lord Churston; 

sale Princess Royal & others (Lord Churston), London 

(Christie's),June 26, 1925, no. 14; with R . Langton Doug

las; Zoe Oliver Sherman, Boston; acquired in 1938. 

EXHIBITIONS Cambridge, Mass. 1948, no . 2; Rotterdam/ 

Amsterdam 1956, no. 4, ill.; Milwaukee, Art Institute, An 

Inaugural Exhibition, 1957, no . 13, frontispiece; Indianapo

lis /San Diego 1958, no. 4; Delft /Antwerp 1964- 65, no. 94; 

Tokyo, National Museum of Western Art, Kyoto Munici

pal Museum, The Age of Rembrandt, 1968-69, no. 43, ill. 

SELECTED REFERENCES C. Hofstede de Groot, "Rembrandt's 

Painter in his Studio," The Burlington Magazine, XL VII, 

1925, p. 265, ill. [cites replica in Coll. W. Chase, N.Y . (ill. 

in C. Hofstede de Groot 1915, p. 82, fig. 3) states that Doug

las version, now Boston, must be an original and figure 

most likely represents Rembrandt]; C. H. Collins Baker, 

"Rembrandt's Painter in his Studio," The Burlington Mag

azine, XLVIII, 1926, p. 42 [as by same hand that painted 

La Main Chaude, National Gallery oflreland, Dublin, here 

attributed to Gerard Dou; slight falsities of tone are not 

characteristic of Rembrandt but of Dou; whole plan of 

painting points to Dou who often places small figures back 

in his picture, on empty and brightly lit floors; Rembrandt 

never arranges figures marooned in a flat, evenly lit space 

but lonely figure is always connected with every part of 

design by subtle continuity of atmosphere and luminous 

half-tone]; R. Frey, "Rembrandt's Painter in his Studio," 

The Burlington Magazine, XLVIII, 1926, p. III [as Rem

brandt forgetting almost entirely the academic ideals of 

Lastman]; W.R. Valentiner, "Two Early Self-Portraits by 

Rembrandt," Art in America, XIV, 1926, p. rr8 [as self

portrait by Rembrandt];]. G. van Gelder, "Rembrandt's 

vroegste ontwikkeling," Mededelingen der Koninklij'ke Neder

landse Akademie van Wetenschappen, Afd. Letterbmde, Am

sterdam, XVI, no. 5, 1953, p. 290 f. [as not self-portrait; 

as 1628 and must be 14 year old Dou]; Bauch 1960, p. 140 f. 
[as depicting Rembrandt and calls painting The Easel of 

ca. 1628; connects title with emblematic literature Null a dies 

sine linea ("not a day without its line") published in Justus 

Reifenberg's Emblemata Politica, Amsterdam, 1632, for 

which illustrations were drawn by 1624]; S. Slive, "Rem

brandt's Self-Portrait in a Studio," The Burlington Maga

zine, CVI, 1964, pp. 483 ff [suggests that strips removed 

from upper and lower part of panel in 1925 were added by 

Rembrandt and increased the height by about one-third; 

states that there is no parallel in Rembrandt's oeuvre for 

unusual composition with huge dark easel that throws scene 

out of balance; when upper and lower pieces are added (in

creases height to about 37 ems.), the relation of artist and 

furnishings to the size of the interior is compatible with 

other Rembrandts of the late 162o's; relates Rembrandt's 

drawing of an Artist in a Studio, Coll. F. Springell, Portin

scale Keswick, with its high spatial setting to Boston paint

ing before cutting, as did A. M. Hind, "Rembrandt in his 

Studio," Old Master Drawings, I, 1926, p. 9; also cites con

nections between enlarged Rembrandt and Gerard Dou's 

studio scenes], 486 [states that it is Self-Portrait in a Studio 

and compares head with drawn Self-Portrait, British Muse

um, London]; Bauch 1966, no . II2 [ accepts Slive' s inter

pretation that original was higher and dates it ca. 1628; also 

restates idea that it has emblematic character]; Gerson 1968, 

pp. 186, 489, no. 20 [uncertain as to whether it is a self

portrait or a portrait of Dou; not convinced that additions, 

now cut away, were by Rembrandt J; Haak 1969, p. 36, 

fig. 46 [some say figure is Dou and others Rembrandt J; 
Bredius (Gerson) 1969, no. 419, p. 336. 

COPY Formerly Coll. W. M. Chase, N.Y. [sale W. M. 

Chase, New York, (American Art Galleries), May 14-17, 

1917, no. 250 (panel 26.7 X 33.6 ems.); A. Ravesteyn, 

The Burlington Magazine, XL VIII, 1926, p. 162 (as a later 

and inferior copy); S. Slive, op. cit. CVI, 1964, 483 f., note 

2, for more details]. 

3 The Tribute Money 

The National Gallery of Canada, Ottawa 
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Panel 41.4 X 33 ems. signed on cartouche upper right: 
RHL 1629 Ill . p. 90 

PROVENANCE with R. Langton Douglas, London; Alfred 
Beit, London (died in 1906); Sir Otto John Beit (died 
1930); Lady Beit, London (died 1946); Sir Alfred Lane 
Beit, London; with Marlborou gh Gallery, London, 1966; 

acquired in 1967. 

EXHIBITIONS Cape Town, National Gallery of South Afri
ca, Old Master Paintings from the Beit Collection, Supplement, 
1950, no. 61; Baltimore, The Baltimore Museum of Art, 
From El Greco to Pollock: Early and Late Works by European 
and American Art ists, 1968, no. II , ill. 

SELECTED REFERENCES Hofstede de Groot , VI, 1916, p. 93, 

no. 117; W. Weisbach, Rembrandt, Berlin, 1926, p . 610 

[connects drawing of Oriental Leaning on a Stick, Berlin, 
with Beit picture]; Benesch I, cat. no. IO, fig. 17 [cites 
drawin g of Oriental Leaning on a Stick, Print Room, Berlin , 
as being connected with Ottawa painting]; Sumowski 
1957-58, p. 224 , fig. 4 (writes that space is important for 
Rembr andt School, Presentation in the Temple, Priv ate Coll., 
Stuttgart); Bauch 1966, no. 48; Gerson 1968, pp . 26 [writes 
that Rembrandt did not exploit dram atic potenti al of chia
roscuro until 1628-29 in impassioned scenes from life of 
Christ such as The Tribute Money . .. J, 182, 489, no. 15 

[ cites drawing in Berlin as study for one of the figures J, ill. 
on p. 182; Bredius (Gerson), 1969, no. 536, p. 451. 

4 Portrait of a Man from the Raman Family, Amsterdam 

Frances and Armand Hammer Purchase Fund, Los Angeles 
County Museum of Art 
Panel, oval 70.2 X 50.5 ems. signed bottom right just 
above shoulder: Rembrandt ft 1634 and inscribed just above 
the left shoulder: Aet. 47 Ill. p. 91 

PROVENANCE with Kleinberger, Paris; A. de Ridder , Frank
fort a. /M. [at least by 1910]; sale A. de Ridder, Paris (Gal
erie Georges Petit),June 2, 19,24, no. 55; Ehrich Galleries, 
New York (at least in 1930- 35); with]. H . Weitzner, N.Y . 
(at least by 1956); with P. de Boer , Amsterdam, 1960; 

H . Kohn, The Hague; acquired in 1969 . 

EXHIBITIONS Detroit 1930 , no . 22, ill. (companion piece, 
painted in 1636, is in Coll. Lord Kinnaird, Rossie Priory J; 
The Hague, Mauritshuis, Tentoonstelling van uit Duitsland 

teruggekeerde Nederlandsche kunstschatten, 1946, no. 49; Ra
leigh 1956, no. 9, ill. (cites Kinnaird picture as a companion 
piece]. 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, p. 347, 

no. 739 (said to be member of Raman family; pendant to 
Kinnaird portrait J; Br. no. 194 (as pendant to 1634 Portrait 
of Young Lady, Coll. Duke of Sutherland, painting original
ly comes from Coll. Raman, Amsterdam and sitter very 
probably was a member of Raman family J; Bauch 1966, 

no. 374 (as from collection of Raman family , Amsterdam; 
originally ten-sided; pendant to 1636 Kinnaird portrait J; 
Gerson 1968, pp. 288, 495, no. 168, ill. on p . 289 (signature 
is retouched; said to have been in Raman family collections; 
like supposed Kinnaird pendant, originally ten-sided J. 
Bredius (Gerson) 1969, no . 194, p. 158 (although the signa
ture is retouched , the attribution to Rembrandt should be 
sustained J. 

5 Portrait of a Man 

Earl C. Townsend, Jr. , Indianapolis 

Panel 77 .5 X 64.8 ems. signed to right of lower edge of 
collar: Rembrandt Jee. 1635 Ill . p. 92 

PROVENANCE Du e de Valentinois , Paris; Count Pourtales, 
Paris [at least in 1825 J; John Smith, London (sometime 
between 1825-36]; Lord Ashburton, the Grange [at least 
by 1836 until 1907); with A. Sulley & Co., London, 1908-

10; with C. Sedelmeyer, Paris, 1911; C . von Hollitscher, 
Berlin, 1912- 22; C. Castiglione, Vienna, 1922-25; sale 
C. Castiglione (Vienna), Amsterdam, Nov. 17, 1925 , no. 
71; with Duveen, London, 1925-39; with Duveen Brothers, 
Inc., N.Y., 1939- 59; acquired in 1959. 

EXHIBITIONS London, Royal Academy, Winter Exhibition, 

1890, no. 97; Berlin, Ausstellung von Werken alter Kunst aus 
Berliner Privatbesitz, 1914 , no. 129; Philadelphia, Sesqui
Centennial International Exposition, 1926; Detroit, Institute 
of Arts, Old and Modern Masters, 1927, no . 46; Detroit 1930 , 

no. 24; Wilmington, Society of Fine Arts, Masterpieces of 

Three Centuries, 1931 , no. 30; Amsterdam 1935, no. 6; 

Grand Rapids, Michigan, Art Gallery, Masterpieces of Dutch 
Art, 1940, no. 64; New York, Duveen Galleries, Great 

Dutch Masters, 1942, no . 43 ; Chicago 1942, no. 25; Mil
waukee, Art Institute, 1943, no. 27; Raleigh 1956, no. IO, 

ill.; Indianapolis /San Diego 1958, no. 11, ill.; Montreal / 
Toronto 1969, no. 8, ill. 

SELECTED REFERENCES J. Smith, VII, 1836, p. III , no . 304; 

Hofstede de Groot, VI, 1916, p. 343 f., no. 730; Bauch, 
1966, no. 375 [pendant to 1635 Portrait of a Young Woman, 
Museum of Art , Cleveland (Bauch 1966, no. 485)]; Ger-



son 1968, pp. 294, 495, no. 180, ill. on p. 295; Bredius (Ger
son) 1969, no . 201, p. 164 [as probably pendant to Portrait 
of a Lady with Lace-C ollar, Coll. Mrs. F. F. Prentiss, Cleve

land , Bredius (Gerson) 1969, no. 350, p . 274.] 

6 Self-Portrait Ill. p. 93 

Norton Simon Found ation, Fullerton, Californi a 

Panel 63.3 X 50.6 ems. signed right lower center: Rem

brandt F / 16 3. ( date has been read as 163 3, 163 5, or 163 8) 

PROVENANCE Sale Earl of Portarlin gton, Lond on (Chris

tie's), 28 June 1879, no . 89 (bought A. Levy); sale Albert 
Levy , London (Christie's) , 3 May 1884, no. 56; wit h Col
naghi, London; Arthur Pemberton Heywood-Lonsd ale, 
Shavingt on, Shropshir e, before 1890; sale Arthur Hey

wood-Lonsdale (grandson), London (Christie's ), 27 June 
1969, no. 70 (bought by Rob ert Light for Norton Simon, 
Inc . Museum of Art). 

EXHIBITIONS London, Royal Academy, 1878, no. 98; Lon
don, Royal Academy, 1890, no. 61; Lond on 1899, no. 64; 
London, Burlington Fine Arts Club, 1936- 37, no . 67; Lon

don, Roy al Academy, 17th Century Art in Europe, 1938, no. 
121; Edinburgh, National Gallery of Scotland, Rembrandt, 

1950, no . 9; Amsterd am, Rijksmus eum, Drie Eeuwen Portret 

in Nederland, 1952, no. 141; London 1952-53 , no. 177. 

SELECTED REFERENCES Hofstede de Gro ot , VI, 1916, p. 282 f. , 
no. 576;]. G. van Gelder, The Burlington Magazine, XCII, 

1950, p. 327 f. [dates 163 8 /9, and mentions engraving by 
J. B. Le Sueur, supposedly after a portr ait by Flinck of 
1636]; H . van Hall, Portretten van Nederlandse Beeldende 

Kunstenaars, 1963, p. 268, no . 51 [old replica of1635 in sale 
R. Lepke, Berlin, 5 May 1914, no . 62, ill; copy of 1634 in 
sale H. 0. Havemeyer Collection, New York (Americ an 
Art Association Anderson Galleries), 10.4.1930, no. 102, 

ill]; Bauch 1966, no. 313 (dates about 1639]; Gerson 1968, 
no. 229 [prob ably dates about 1638]; Bredius (Gerson) 
1969, no . 32, p. 28. 

7 Visitation 

Th e Detroit Institute of Arts 

Panel 56.5 X 48.1 ems. signed bottom center on lowest 
step: Rembrandt 1640 Ill. p. 94 

PROV ENANCE Kin g of Sardinia; Prin ce Eu gene of Savoy , 
Vienna, no. 122; impo rted into Engl and by Nieuwenhu ys 
about 1807; pur chased by Marquis of Westminster , 1812; 

Marquis, later Duke, of Westminster, at least until 1899; 
Alfred de Roth schild, Halton Manor; with M. Knoedler 

& Co.; acquired in 1927. 

EXHIBITION S London, British Institution, 1834, no. 114; 
Lond on, Royal Academy, Wint er Exhibition, 1870, no. 36; 
London , Royal Academy, Winter Exhibition, 1895, no. 88; 
Am sterd am, Stedelijk Museum , Rembrandt, Schilderij"en 

bij"eengebracht ter gelegenheid van de inhu/diging van Hare Ma
jes teit Koningin Wilhelmina, 1898, no. 45; London 1899, no. 
52; New York 1925, no . 4; Detroit 1930, no . 30, ill.; Los 
An geles 1947, no . 16; Cambridge, Mass. 1948, no. 5; New 

York /Tol edo /Toronto 1954-55, no. 62, ill. ; Raleigh 1956, 
no. 13, ill. ; Raleigh, North Carolina Museum of Art, Mas

terpieces of Art, 1959, p. 284, no. LIi, ill. 

SELECTED REFERENCES J. Smith, VII, 1836, p . 22 f., no. 57; 
Hofstede de Groot, VI, 1916, p . 63, no. 74;J. Bruyn,Rem
brandt's keuze van Bij"belse onderwerpen, Utrecht, 1959, p. 9 
[as unique subject for Rembr andt]; Bauch 1966, no. 70; 

Gerson 1968, p. 312 f., no . 203, ill. [inspiration is probably 
Diirer' s print while setting is derived from Lastman] ; 

Haak 1969, p. 264 f., ill. [as going back to Diirer wood
cut of ca. 1504; here Rembr andt's version follows very 

closely Luke I: 39-40]; Bredius (Gerson), 1969, no. 562, 

p. 476. 

ENGRAVING J. Burnet, 1813 

ETCHING P.J. Arendzen, 1899 

8 Young Girl at an Open Half-Door 

The Art Institute of Chicago, Mr. and Mrs . Martin A. Ry
erson Collection 

Canv as 102 X 84.2 ems. signed bottom center: Rembrandt 

f 1645 Ill. p. 95 

PROVENANCE sale De Gueffier, Paris (Paillet) , 1 March 1791, 
no . 67; sale Robit, Paris (Paillet and Delaroche), II May 
1801, no . 120 [purchased by Michael Bry an for George 

Hibbert]; sale George Hibbert, London (Christie's), 13 
June 1829, no. 68; N athaniel Hibbert, London [as late 
as 18 57]; sale Prince Paul Demidoff, Florence (Palazzo San 

Don ato), 15- 17 March 1880, no. 1n4 [bought in and trans
ferred to Villa Demidoff , Pratolino]; purchased from Prin
cess Demidoff, Pratolino, by Martin A. Ryerson, 1890; 

given by latter to Art Institute in 1894. 

EXHIBITIONS London, British Institution, 1818, no . 100; 
London, British Instituti on, 1844, no. 23; London, British 
Institution , 1857, no. 87; Chicago, The Art Institute of 
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Chicago, Old Dutch Masters and other Pictures, 1890, no. 5; 
Chicago, The Art Institute of Chicago, Paintings, Sculp
tures and other Objects Exhibited during The World's Con

gresses, 1893, no. 5; New York 1909, no. 91, ill. ; Detroit 
1930, no. 42, ill.; Chicago, The Art Institute of Chicago, 

A Century of Progress. Exhibition of Paintings and Srnlpture, 

Lent from American Collections, 1933, no. 75, ill. ; Chicago, 
The Art Institute of Chicago, A Century of Progress Exhibi

tion of Paintings and Sculpture, 1934, no. 107; Amsterdam 

1935, no. 12; Chicago 1935-36, no . 4, ill. p. 60; Worcester 
1936, no. 4, ill. p. 58; Chicago 1942, no. 27, ill.; Philadel
phia, Museum of Art, Diamond Jubilee Exhibition. Master

pieces of Painting, 1950- 51, no. 37, ill .; New York /Toledo/ 

Toronto 1954- 55, no. 63, ill. 

SELECTED REFERENCES J. Smith, VII, 1836, p . 170, no. 532; 
K. Cox, "Art in America. Dutch Paintings in the Hudson

Fullton Exhibition, I," The Burlington Magazine, XVI, 

1909- ro, pp. 178, 184 [finest Rembrandt in exhibition; 

modelling and facial expression are as subtle as Leonardo J; 
Hofstede de Groot, VI, 1916, p . 187 f., no. 324 [cites copy 
in sale W.R . Williams & others, London, 28 Nov . 1903, 

sold to Dowdeswell]; Van Dyke 1923, p . 160, fig. 145 [as 
unknown Rembrandt pupil group III; another version 

with Durand-Ruel, Paris]; D. C. Rich, "The Paintings of 

Martin A. Ryerson," Bulletin of The Art Institute of Chicago, 
XXVII, no. I, 1933, p. 12, ill. on cover [as Hendrickje 

Stoffels]; Chicago 1961, p. 366, ill. p. 185 [as possibly 

Hendrickje Stoffels; attribution to Nicolaes Maes has been 

suggested; wears costume of Municipal Orphanage, Am

sterdam]; Rosenberg 1964, p. 91, fig. 78 [represents same 

girl as Dulwich portrait (fig. 77), also dated 1645 and Ma

donna in Leningrad Holy Family (fig. 165) as well as two 

studies (figs. 79 and 163)]; H.F. Wijnman, "Aantekenin
gen" in Christopher White, Biogra.fieen in woord en beeld. 

Rembrandt, translated by J. M. Komter, The Hague, 1964, 

p. 151 [as Portrait of Geertge Dircks and wearing costume 

from her home province, North-Holland]; Bauch 1966, 

no. 507 [as Geertge Dircks (?)]; Rosenberg, Slive, Ter 

Kuile 1966, p . 97 [as source for Maes' 1653 Girl Leaning on 
a Window Sill, Rijksmuseum , Amsterdam J; Gerson 1968, 

p . 342, fig. 248; Bredius (Gerson) 1969, no. 367, p. 288 [pos

sibly by pupil Jan Victors) . 

ENGRAVING F. C. G. Geyser 

COPIES Sale Seger Tierens, The Hague, 23 July no. 224 [ca. 
76.2 X 66 ems.]; sale Sir W.R. Williams, Bart., London 

(Christie's), 28 Nov. 1903, no. 61 [bought by Dowdes

well]; probably 19th- century copy, National Gallery, 

Prague; with Durand-Ruel, Paris. 

9 Winter Landscape 

Staatliche Kunstsammlungen, Kassel 

Panel 16.7 X 22.4 ems. signed bottom left: Rembrandt J 
1646 Ill. p. 96 

PROVENANCE Probably acquired in 1749 for Landgrave Wil

helm VIII of Hesse [inventory of 1749, no. 768]; Musee 

Napoleon, Paris, 1807- 15. 

EXHIBITIONS Schaffhausen , Museum zu Allerheiligen , Rem
brandt und seine Zeit, 1949, no. 132 [as related to pen and 
wash drawing in Coll. C. Hofstede de Groot]; Paris , 

Orangerie, Le paysage hollandais au XVIIe siecle, 1950, no. 

67, pl. 2; Milan 1954, no. II7, ill. 

SELECTED REFERENCES J. Smith, VII, 1836, p. 193, no. 609 

[as signed and dated 1636 and now in Public Gallery at 

Hesse, Kassel]; Hofstede de Groot, VI, 1916, p. 430 f., no . 

943 [as signed and dated 1646]; R. Hamann, Rembrandt, 
Berlin, 1948, p. 295, figs. 200, 201 [as an exception in r64o's 
when realistic landscapes were not painted in Holland; com

pares Kassel painting with drawings that are even more 

realistic and without sentimentality and pathos of paint

ings]; Vogel 1958, p. 120 f., no. 241 [cites pen and wash 
drawing in Print Room, Rijksmuseum, Amsterdam, has 

similar motif, but not directly related to painting (Henkel 

1942, no. 73, pl. 56)]; Rosenberg, Slive, Ter Kuile 1966, p. 

60, fig. 3 SB [ contains spontaneity and freshness of etchings 
and drawings after nature; seems to be direct study of the 

effects of cold air and wint er light; it is exception for Rem

brandt as his few known landscape paintings are imaginary 

with a visionary character]; Stechow 1966, pp. 87 [writes 
that Esaias van de Velde's Winter Landscape, formerly Mansi 

Coll. , Lucca, really feels like winter and that this impression 

has been vastly enhanced by the free brush as well as the 

great economy in the coloristic structure; we are very close 

to Rembrandt's masterpiece of 1646], 90 ff [Isaak van 

Ostade's winter landscapes contain reliable dates for years 

between 1642- 47, and there is no reason to assume he paint

ed such scenes at an earlier or later date; some of these Van 

Ostade scenes are done on a small panel, painted with a 

quick brush in a sketchy style~one of these is in Berlin (no. 

1709) and is very close to Rembrandt's; Rembrandt's is 

exceptional within history of winter landscapes; one has 

the impression that the Kassel picture was made on the spot 

as Rembrandt did with his drawings and an occasional 

etching ; no Rembrandt drawings can be seen as preliminary 

sketch for Kassel painting]; Bauch 1966, no. 552; Gerson 

1968, p . 3 52, no. 267, ill. p . 3 52 [as painted fluently and 
quickly like a sketch; signature is so pressed into wet paint 



that it can be read in x-rays which is very rare]; Haak 1969, 

p. 199, fig. 325 [no drawing can be brought into direct re
lation with Kassel painting, and it could have been painted 

out-of-doors; winter landscapes were always a popular 
subject in Dutch painting and Rembrandt's vision is most 

related to the much earlier works of Esais van de Velde 

which have same simple directness] ; Bredius (Gerson), 

1969, no . 452, p. 360. 

ETCHING w. Unger 

IO Portrait of Hendrickje Stoffels 

Mr. and Mrs. Norton Simon, Los Angeles 

Canvas 66 X 54 ems. Frontispiece 

PROVENANCE Galerie-Inspektor Pechwell; sale H. W. 

Campe, Leipzig , 24 Sept. 1827; sale Berlin (Lepke ), 18 

May 1897, no. 129; Von Gelder, Dresden, 1910; sale 0. 
Huldschinsky, Berlin, IO May 1928, no. 24; Lord Melchett 

of Landford, Romney, Hampshire [by 1929]; with Duveen, 

N.Y. [by 1935]. 

EXHIBITIONS Berlin , Kiiniglichen Kunst-Akademie, Ausstel 

lung von Bildnissen des fiinfzehnten bis achtzehnten Jahrhun
derts, 1909, no. 108; London 1929, no. 104 [Coll. Lord 

Melchett]; Amsterdam 1935, no. 18; Toronto , Art Gallery, 

Catalogue of Exhibitions, Sixt eenth and Seventeenth Century 
Paintings by Et1ropean Masters ... Paintings by Nineteenth

Century French Artists, 1936, no. 13 [lent by Duveen]; Tole

do, Museum of Art, Artists Unappreciated in their Day, 1939, 

no. 1, ill.; Chicago 1942, no. 28 ; Los Angeles 1947, no. 
XXII, ill. 

SELECTED REFERENCES W. Bode, "Neuentdeckte Bilder von 

Rembrandt ," Zeitschrijt fiir bildende Kunst, XXI, 1910, p. 8 

[as. recalling, in type, costume and execution, the known 

portr aits of Hendrickje Stoffels whom this must represent; 

it dates from ca. 1654]; Hofstede de Groot, VI, 1916, p. 33 8, 

no. 717 [as ca. 1660]; Bauch 1966, no . 513 (as ca. 1654]; 

Gerson 1968, p. 392, no. 318, ill. p. 318; Bredius (Gerson) 
1969, no. 112,p. 100. 

I I Christ and the Woman of Samaria 

The Metropolitan Museum of Art , Bequest of Lillian S. 

Timken, 1959 

Panel 63 .5 X 48.9 ems. signed bottom center on stone to 

right of Christ's foot: Rembrandt J 1655 Ill. p. 97 

PROVENANCE sale H. Reydon & others, Amsterdam, 5 April 

1827, no. 130 [bought by Brondgeest, 55.9 X 45.7 ems.]; 
Sheepshanks, Harrogate [at least by 1906]; with R. Lang
ton Douglas , London; with M. Knoedler & Co., London; 

Marcus Kappel, Berlin [by 1914]; with Van Diemen & Co., 
Amsterdam; with M. Knoedler & Co. , London; Mr. & 

Mrs. W.R. Timken, N.Y. [by 1930]; acquired in 1959. 

EXHIBITIONS Leeds, 1889; Leiden , Fetes de Rembrandt, Cata
logue de I' Exposition de Tableaux et de Dessins de Rembrandt 
et d' autres Maitres de Leyde, du dix-septieme siecle, 1906, no.47 

[as in Coll. Sheepshanks]; Detroit 1930, no. 54, ill.; Am

sterdam 1932, no. 30, fig. 30; Los Angeles 1947, no. XXIV, 
ill.; New York, Wildenstein, Loan Exhibition of Paintings 

and Drawings- Masterpieces, 1961, no . 18. 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, p. So f., 
no . IOI; E. Redslob, "Ein Kupferstich nach Michel angelo 

als vorbild for Rembrandt," Berliner Museen, Berichte aus 

den ehem. Preussischen Kunstsammlungen, VI, 1956, p. 18 f., 
fig. 4 [there is a recognizable connection with Michelange

lo's Samaritan woman, known in print by Nicolaus Bea

trizet after Michelangelo's drawing]; Sumowski VII, 1957-

58, p. 231 [as a pupil's work]; Rosenberg 1964, p. 231, fig. 

263 [accepts as Rembr andt and dates painting 1655, re
marks on technique characteristic of late style]; Bauch 

1966, no. 87 [original was much lower as Rembrandt 

added the tower later]; Gerson 1968, pp . 108 ff [as Rem
brandt's painting that most clearly embodies the Venetian 

spirit], 362, no. 273, ill. p. 362; Bredius (Gerson) 1969, no. 

589, p. 496. 

I 2 Portrait of a Young Man 

W adsworth Atheneum, Hartford, The Ella Gallup Sumner 

and Mary Catlin Sumner Collection 

Canvas 97 X 83.8 ems. signed bottom right: Rembrandt/ 

1655 (badly abraded) J/1.p. 98 

PROVENANCE Frederick Hawker; Trevor Lawther Brode
rick; sale, London (Sotheby's ), II June 1947, no. 20, ill.; 

with Duits, Ltd., London; with Koetser, N.Y.; acquired 

m 1954. 

EXHIBITIONS London, Royal Academy, Winter Exhibition, 

1910, no. 125; Raleigh 1956, p. 22 (as most outstanding of 
numerous Titus portraits, where Rembrandt , for the first 

time, seems to have discovered the poetic charm of youth], 

no. 27, ill.; New York, M. Knoedler & Co., Masterpieces 

from Wadsworth Atheneum, Hartford, Conn., 1958. 
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SELECTED REFERENCES C . C. Cunningham , "A Portrait by 

Rembr andt, " Wadswor th A the11eum Bulletin, LVI, April 

1955, p . 1 f., ill. [right hand is in similar position to Por

trait of a Young Man, City Art Museum, St. Louis ; Hartford 

paintin g suggests compari son , stylistically, to Man with the 

L ong St'ick, Louvre , and M an with Pearls in his Cap, Copen

hagen]; W. R. Valentin er, "A Portr ait by Rembrandt in 

the W adswor th Atheneum," Art Quarterly, XVIII , 1955, 

pp . 215 [should be comp ared with Mendelsohn Self Por

trait, where head is placed in similar manner high up in com

positional space, motif of collar is similar and large velvet 

cap also enfr ames head ; suggests Titus as model althou gh it 
is difficult to believe sitter is only fifteen, if 1655 date is 

right J, 217 [as wearing same costume often used by Rem

brandt in his self-p or traits], 219, ill. p . 216 [as placing model 

into Rembr andt 's new sense for classical beauty] ; E. H. 

Turn er- B. B . Turner, Handbook-Wadsworth A theneum, 

Hartford, 1958, ill. opp. p. 77 [unlikely Portrait of Tit us]; 

Bauch 1966, no. 413 [Tit us van R ij'n (?), 1655 (?); attribu
tion has been doubted several times]. 

I 3 Portrait of a Man with A rms Akimbo 

Columbia Univ ersity, Gift of Huntin gton Hartfor d 

Canvas 165.7 X 87.6 ems. signed bottom-left corner: R em

brandt f 1658 Ill . p. 100 

PROVENANCE G. Folliott, Vicars Cross, Chester [by 1847] 
and after his death in 1851 rema ined in family gallery until 

1930; sale Folliott , Lond on (Sotheby's), 14 May 1930, no. 

51; wit h Asscher & W elker , London, 1930; How ard 
Young Galleries, N.Y.; Huntington Hartford, Los Angeles. 

EXH IBITIONS London, British Instituti on, 1847, no. 43 [as 
Du tch Admira l, Co ll. G. Folliott]; New York, World's Fair , 

Ma sterpieces of Ar t, 1939, no. 304; Los Angeles 1947, no. 
XXVIII, ill] ; Raleigh 1956, no . 9, ill . [as ow ned by Colum

bia University and Huntingford Hartford, N.Y.]; Mil
waukee, Art Institute , Inaugural Exhibiti on, 1957, no. 17, ill . 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, p. 3 81, 
no . 827a [as a Dutch Admiral and not known to writer] ; 
T. Borenius, "T he New Remb randt ," T he Burlingt on 

Magaz ine, LVII, 1930, pp. 53-59, ill. [pictoria lly it has 
affinities with Rem brandt 's Titus, Louvre , and portrait , 
formerly Coll. M. Kann ; however , in its simple and effec

tive monument ality, it stands apart from those cited and 

raises question of Rembr andt's relations to Italy; suggests 

possible recoll ection of Raphael's Portrait of Castiglione in 

silhouette and headpiec e; way of compos ing light mass of 

right hand grasping belt and in tr ansparent shadow pre

sents a parallel to Titi an's L aura de' Dianti , Coll. Cook, 

Richmo nd] ; W.R. Valentin er, "Rediscovered Rembrandt 

Paintings," Th e Burlington Magazin e L VII, 1930, p. 260 

[compos ition and pose are similar to Vienna Self-Portrait, 

but techniqu e is broader and form simpler like 1658 Frick 

Self-Portrait]; Bauch 1966, no . 421; Gerson 1968, pp . 406, 

501. no. 342, ill. p . 406; Bredius (Gerson) 1969, no . 290, 
p. 222. 

John Maxon points out an even more striking parallel to 
Titi an's work may be noticed in the Venetian master's 

por trait of Fabrizio Salvaresio in Vienna, which was in 

Vienna by 1659 and seems to have been known to Terriers 
before then , in Brussels, for the plates for the Theatrum 

pi ctorium were circulated in proof form by 1658, the year 
of th is picture. 

I4 O ld Man with Mantl e and Beret 

Mr. and Mrs. N athan R. Allen 

Canv as 82.5 X 64.5 ems. Ill . p. 99 

PROV ENANCE with L. Lesser, London; C . A. W altner , Paris ; 

W. A. Slater, N orw ich, Conn.; on loan to Museum of Fine 

Arts , Boston , 1889 and to Corcor an Gallery, W ashington, 

D .C. , at least in 1916; w ith M. Knoedler & Co., N.Y.; 

Nath an R. Allen, Sr., Kenosha, Wis. 

EXHIBITIONS New York 1909, no . IOO , ill. opp. p . IOI ; De

troit 1930, no. 56, ill. 

SELECTED REFERENCES Hofst ede de Gro ot , VI, 1916, p. 234 f., 
no. 454 [as ca. 1654] ; Bauch 1966, no. 220 (as Coll. Whitac

ker , Kenosha (Chicago) and painted ca. 1657 or somewh at 

earlier]; Gerson 1968, p. 400, no. 333, ill. p. 401 (as in Coll. 
R . Whit acker , Kenosha , Wisconsin J; Bredius (Gerson), 
1969, no. 282, p . 216. 

I 5 Portrait of Titu s 

The Baltimore Museum of Art, The Mary F. J acobs Col 

lection 

Canv as 81.3 X 68.6 ems. signed on back of chair to right 
ofcenter:Rembr andtf 1660 Ill . p.101 

PROV ENAN CE Duke of.Rutl and, Belvoir Castle [at least since 

1836]; with Duveen , London ; with Kramer, Paris; with 

Gimpel and Wildenstein, Paris [at least by 1916]; James 
Stillman, N.Y .; C. C . Stillman, N.Y. ; on loan to Metro

politan Museum of Art , N .Y., 1921- 26; sale Stillman, N.Y. 



(American Art Galleries), 3 Feb. 1927, no . 25; H.B. Jacobs, 

Baltim ore [at least by 1937); presented to museum by 
Mary Frick Jacobs. 

EXHIBIT!ONS London 1899, no. 97; New York, Wildenstein, 

Rembrandt 1606- 1669, 1950, no. 21, pl. XVIII; Wilmington, 

Society of Fine Arts, 1951; Baltimore Museum of Art, Man 

and his Years, 1954, no. 82, ill. p. 15; Montreal /Toronto 

1969, 110. 15, ill. 

SELECTED REFERENCES J. Smith, VII, 1836, p . 133, 110. 379 
[as in Coll. Duke of Rutland, Belvoir]; Hofstede de Groot, 

VI, 1916, p. 334 f., no. 707 [as signed and dated 1660; with 
Gimpel and Wildenstein , Paris; cites drawn copy by Mathys 

van den Berghe in Print Room, Berlin J; Rosenberg 1964, 

pp. ro3- 04, 349 (footnote 22), fig. 91 [composition well 
documented by Mathys van den Ber ghe pen drawing, 

signed and dated 1682]; Bauch 1966, no. 430; Bredius (Ger

son), 1969, no . 124, p. rr2. [notes pentimenti, and comments 
that due to overpainting and restoration, definitive jud g

ment impossible]. 
The head and hands are very strongly brush ed in and typi-

cal of Rembrandt's work aro und 1660. Upon close exami

nation of the painting, pentimenti become obvious. Rem

brandt changed the position of the thumb several times and 

corrected the outline of the top of the hat and along the 
shoulders. 

COPY Mathys van den Berghe , Print Room, Berlin, no . 524, 

drawing: pen brown ink, white highli ghts , 252 X 199 mm. 

(Bock and Rosenberg 1930, p. 82, no. 524 (as after Rem

brandt's painting in Belvoir Castle) J. 

I6 Titus 

The Detroit Institute of Arts, Bequest of Mr. and Mrs. 

Lawrence P. Fisher 

Panel 40.6 X 34.6 ems. Ill. p. 102 

PROVENANCE possibly painting in sale, Amsterdam, 15 April 

1739, no. 25; possibly painting in sale J . H. Molkenboer, 
Am sterdam , 6 September 1853, no. 18 (bought by Van 

Houten]; M. Lermoyez, Paris; M. L. .. , J. L. .. and 

C. L. .. . Paris; L. P. Fisher, Detroit (at least by 1930]; 

given by Dollie May Fisher in 1969. 

EXHrB!TlONS Detroit 1930, no . 57, ill. (as Titus, ca. 1655- 56]; 
New York, World's Fair, Masterpieces of Art, 1939, no . 303 

(as Titu s, ca. 1655- 56). 

SELECTED REFERENCES W.R. Valentiner 1921, pp. XXII, So, 

ill. (suggests that it could be painting in sales cited above 

(1719, 1853); says it could be Titus as Mars or Alexander 
and dates it ca. 1655-56; perhaps hung together with 

Alexander th at Rembrandt exported to Don Antonio Ruffo, 

Messina J; Br. no. 125 (as Titus and asks if it is identical 
with Ho fstede de Groot, VI, 1916, nos. 787h , 827c J; Bauch 

1966, no. 230 (as An Angel and painted ca. 1660; cites Su

mowski who suggests that perhaps it is study for angel; 

cf. angel in St. Matthew and the Angel, Louvre, Paris, 1661]; 

Bredius (Gerson) 1969, no. 125, p. rr3. 

I 7 Portrait of a Young Man 

George Eastman Collection of the University of Rochester 

Canvas 92.7 X 82.5 ems. Ill . p. 103 

PROVENANCE Lord Carrin gton, Wycombe Abbey, 1836- 95; 

C. J. Wertheimer, London, 1895; A. Beit, London; 0. 
Beit, London; with M. Knoedler & Co., N.Y.; George 

Eastman, Rochester, N.Y., 1914; tr ansferred from Eastman 

House to Memorial Art Gallery in 1969. 

EXHIBIT!ONS London 1899, 110. 59. 

SELECTED REFERENCES J. Smith, Supplement IX, 1842, no. 

28; Hofstede de Groot, VI, 1916, p. 365, no. 782 (as painted 
about 1660]; Bauch 1966, no. 433 [as signed Rembrandt f 

1660]; Gerson 1968, p. 438, no. 394, ill. p. 439 (as signed 

R embrandtf 1660]; Bredius (Gerson) 1969, no. 299, p. 229. 
The painting has recently been cleaned and relined after its 

recovery from theft in 1967. 

I 8 Christ 

Mr. and Mrs. Harry G. John, Milwaukee 

Panel 62 X 49 ems. Ill. p. 106 

PROVENANCE with E. Plietzsch, Berlin, 1920; Lord Melchett, 
Melchett Court, Romney , Hampshire; with Duveen Broth

ers, N.Y. (at least by 1935). 

EXHIBITIONS Cambridge, Mass., Fogg Art Museum, Seven

teenth-Century Dutch Art, 1927; Northampton, Mass., Smith 

College Museum of Art, Exhibition of Old Masters, 1928; 

Washington, D.C. , Phillips Memorial Gallery, Catalogue o; 

Educational Loan Exhibition, 1941, no. 50; Montreal, Art 

Association, Catalogue of Loan Exhibition of Great Paintings, 

Five Centuries of Dutch Art, 1944, p. 33, no . 50; Los Angeles 
1947, p. 70, no. XX, ill. [as ca. 1650; another, similar repre
sentation of Christ is in Metropolitan Museum of Art, N .Y. 

(Fletcher bequest); type of Christ should be compared with 
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that of Lamentation, Ringling Coll., 1650 (see cat . no . 23) 

and not model used by Rembrandt ca. 1660]. 

SELECTED REFERENCES C. Hofstede de Groot, Die hollandische 
Kritik der jetzigen Rembrandtforschung, Stuttgart, 1922 , p. 41 

[gives painting to Rembrandt for first time]; Bauch , 1966, 

no. 228 [not seen but probably ca. 1660- 61]; Gerson 1968, 

pp. 432, 503, no. 378, ill. p. 433 [as not known to Bauch or 
me]; Bredius (Gerson) 1969, no . 627, p. 528. 

19 Old Man Praying* 

The Cleveland Museum of Art , Purchase, Leonard C. 

Hanna, Jr., Bequest 

Canvas 87.6 X 72.4 ems. signed middle-right side: Rem
brandt [t]. F166[?] Ill. p. 105 

PROVENANCE Castle Rohrau; Count Harrach, Vienna [by 

1897]; Harrach Gallery from sometime prior to 1904 until 
1939; Mrs . C. Barreiss, Zurich; on loan to Alte Pinakothek , 
Munich, 1963; sale C. Barreiss, London (Sotheby' s ), 24 

June 1964, no. 5, ill.; acquired in 1967. 

EXHIBITIONS Schaffhausen, Museum zu Allerheiligen, Rem

brandt und Seine Zeit, 1949, no. 141; Schaffhausen, Museum 
zu Allerheiligen, Thirty-one Paintings of the 15th-18th Cen
turies from a Private Collection, 1952, no . 22, ill.; Rotterdam / 
Amsterdam 1956, no. 89. 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, p. 131, 

no . 194 [ as The Old Man Praying]; H. Ritsch , Kata log der 
Erlaucht Crae.fiich Harrachsen Cemalde-Calerie in Wien, 
Vienna, 1926, p. 1ro f., no. 218, ill. ; F. Grossmann, "The 
Rembrandt Exhibition of Schaffhausen," The Burlington 

Magaz ine, XCII, 1950, p. II [as an Apostle belon ging to 
series painted in 1661]; W.R. Valentiner, "The Rembrandt 
Exhibitions in Holland, 1956," The Art Quarterly, XIX, 

1956, p. 400, fig . 1 [as part of Apostle series undoubtedly 
ordered by some religious organization - perhaps for one 
of hidden Mennonite churches J; Bauch 1966, no . 234 [as 
Praying Apostle, 1661 and perhaps part of a second apostle 
group (Bauch 1966, nos. 235,236,241, 338)]; S. Lee, "Old 
Man Praying," The Bulletin of the Cleveland Museum of Art, 
LIV, 1967, pp. 295 ff. [states that originally picture was 
slightly larger on all four sides; dates clearly from same time 
as 1661 St. Matthew with the Angel, Louvre, because of simi
larity of technique, appearance, subject and mood], 298 f. 
[writ es that of eight Apostle pictures from or attributable 
to 1661, four, including Cleveland painting, have roughly 
comparable dimensions; the Cleveland figure, surely iden

tifiable, though through instinct figure suggests rude fisher-

man, Andrew; cites symbolic relationship between Old 
Man Praying and St. Peter in Raphael's cartoon of The 
Miraculous Draught of Fishes, Victoria and Albert Museum, 

London], 300 f., ill.; Gerson 1968, pp. 426, 502, no. 365, 

ill. p. 427 (states that remains of another signature is visible 
on upper edge of book?; "my reservations about the place 
of this painting in the late group of Apostles and its attri bu
tion to Rembrandt in the first place have not altogether 
vanished; there is a kind of looseness of surface execution 
that I have not observed in other Rembrandt works"]; 

Haak 1969, p. 299, fig. 502 [as Praying Apostle, similar in 
size to several others painted at this time but probably not 
part of a commissioned series; states that various parts of 

these pictures are of unequal quality and possibly Rem
brandt let a pupil help him (Aert de Gelder? Titus?)]; 

Bredius (Gerson) 1969, no. 616, p . 519 (as Praying Apostle]. 

20 Saint James 

Private Collection 

Canvas 94 X So ems. signed lower right side: Rembrandt f 
1661 Ill. p. 104 

PROVENANCE possibly from sale Heirs of Caspar Netscher, 

A. Schouman and others, The Hague, 15 July 1749, no. 
122; MacKenzie, Kintore; Sir Charles]. Robinson, London; 

E. F. Weber, Hamburg (1891-95); with Sedelmeyer, Paris 
189 5; Maurice Kann, Paris ; with Duveen , New York, Paris; 
with Henry Reinhardt, New York;John N. Willys, Toledo, 

Ohio [at least by 1930]; Mrs. I. van Wie Willys, New 
York (sale Parke-Bernet Gall., New York, 25 October 
1945, no. 16, ill.), bought by William Samuel Rosenberg 
(Billy Rose), New York; Stephen C. Clark, New York, 
bequeathed to present owners. 

EXHIBITIONS Toledo, Museum of Art, Paintings of the Early 
English and Dutch Schools, loaned by John North Willys, 1913, 

no. 84; Detroit 1930, no. 67, ill.; New York, World's Fair, 
Masterpieces of Art, 1939, no. 309, pl. 69; New York, Wil
denstein & Co., Rembrandt, 1950, no. 24, pl. XXI; New 
York, M. Knoedler & Co., A Collector's Taste (Stephen C . 

Clark), 1954, no. 4, pl. 4; New York, The Parke-Bernet 
Gall., Art Treasures Exhibition, 1955, no. 340, ill. 

SELECTED REFERENCES C. Woermann, "Meisterwerke Nie
derliindischer Malerei," Die Craphischen Kiinste, XIV, 1891, 

p. 32 [as The Praying Pilgrim or Saint James]; Zeitschrift fiir 
Bildende Kunst. 1892, p. 168 [part of a series of monks paint
ed around 1661] and etching by Albert Kruger facing p. 

152; Hofstede de Groot, VI, 1916, p. 121, no. 170; W. R. 



Valentiner, "D ie Vier Evangelisten Rembr andt s," Kunst

chronik 11nd Kunstmarket, 1920, no. 12, p. 221 [thinks that 

Saint James may be part of an altarpiece, perhaps commis
sioned by a church , and representing the Four Evan gelists 

with Jesus and Mary in their middle, surrounded by half

lengths of apostles and monks; points at several pictures 

dated around 1661, as possible parts of thi , altarpiece ] ; 

Bauch 1966, no. 236 [perhaps it belongs to second series of 

half-lengt h Apostl es (includin g cat . no. 19)]; Gerson 1968, 

p. 424, no. 361 ill. ; Bredius (Gerson ) 1969, no. 617, p. 521 · 

ETCHING Albert Kru ger 

21 Lucretia 

The Minne apo lis Institut e of Arts Ill. p. 107 

Canvas 105 X 92 ems. signed bott om left Rembrandt f 1666 

PROVENANCE Radziwill Co llection (according to Hofstede 

de Groo t, VI, 1916, no. 220a); sale John Calvert Womb 

well, London (Ch ristie 's), 4 June 1853, no. 8 (bought by 

Burd on); sale William W . Burdon, Newcastle-on-Tyne , 

London (Ch ristie's) 28 June 1862, no. 137 (bought in); J. 
Purvis Carter, London and Villa Torrigiani, Quint o, Flor

ence (after 1877); with Reinh ardt, New York (ca. 1926); 

sold to Herschel V. J ones, Minneap olis, ca. 1927; acqu ired in 

1934. 

EXHIBITIONS Detroit 1930, no. 77, ill; Chica go 1935- 36, no . 

8, ill; W orceste r 1936, no . IO, ill. ; Cleveland, Mu seum of 

Art, The Twentieth Anniversary Ex hibition, 1936, no . 178; 

Chicago 1942, no. 34, ill. ; St. Louis, City Art Museum, 

Forty Masterpieces, 1947, p. 98, ill.; Los Angeles 1947, no . 

XXXI , ill. [cites Shakespeare's poem The Rape of Lucretia, 
publish ed in 1594] ; Bu ffalo, N.Y. , Albr ight Art Gallery, 

Pai11ters' Painters, 1954, no. 9, ill.; Minn eapo lis, Institute of 

Art s, Fortieth An niversary Exhibition, 1955, no. 8; Rotter
dam /Amsterd am 1956, no. 98; New York, M . Kno edler & 

Co., Paintings a11d Sculpture from the Minneapolis Institute ~f 
Arts, 1957, no . 4, ill. 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, p. 144, 

nos. 220 and 220 A; F. E. W ashurn Freund, "Varn Ameri

kanischen Kunsth andel," Der Cicerone, XIX, 1927, p. 245, 

fig. 8 [as a trul y wonderous wor k of the late period] ; "In

stitute Acquires N oted Rembrandt," Bulletin of the Minne

apolis Institute of Arts, XXIV , no. 2, 1935, pp. 71 ff [as simi
lar to 1664 paintin g of same subject in Collection Andrew 

Mellon ]; W . Stechow, "Lucretia e statua," Beitriige fiir 

George Swarzenski, Berlin, 1951, pp. II4 - 124 [suggests that 
Rembr andt's Lucretia comes from the theater]; 0 . Benesch , 

"Rembrandt and Ancient History, " Art Quarterly, XXII, 

1959, pp. 328, 3 31 [states that death of Lucreti a was one of 
chief mora l subjects of Renaissance art ; it was treated either 

as a drama tic group scene with supporting actors or as a 

cold display of the mastery of the nude as, for example, by 

D i.irer; Rembrandt stresses the deep human content of the 

story], 332; Rosenberg 1964, pp. 286- 7, fig . 246 [discusses 
spiritual quality of paintin g] ; Bauch 1966, no . 286; Gerson 

1968, pp. 132, 430, no . 372, ill. p. 431 [cord of curt ain to 
right m ight be a theater prop ; however, see M . Hirst's 

convincing com pari son with Caravaggio's David]; M . 

Hi rst, "Re mbr andt and Italy," The Burlington Magazine, 
CX , 1968, p . 221, fig. 83 [cites connection between Rem

brandt's Minne apolis Lucretia and Caravaggio's David, 
Borg hese Gallery, Rome ; suggests that Rembr andt possibly 

knew th e David throu gh a paint ed or dr awn copy]; Haak 

1969, fig. 540; Bred ius (Gerson) 1969, no . 485, p. 395. 

As recounted in Livy , Histories, I, 57, 58, the story of Lu

cretia started the revolution against the Tarquinii and the 

start of the Roma n republic. 

ATTRIBUTED TO REMBRANDT 

22 Man Reading 

Sterling and Francine Clark Art Institute , Willi amstow n, 

Mass. 

Canvas 74.1 X 56.2 ems . signed just above book , bottom 

right : Rembrandtf 1648 I/1.p . 108 

PROVENANCE possibly painting cited in Coll. Count of 

Vence, 1750, 72.4 X 59.1 ems ., and dated 1643; possibly 
in sale Amsterd am , 6 March 1769, no. 8, canvas: 72.4 X 

59.7 ems.; possibly in Coll. M . D anoot, Brussels, 1828, 

72.4 X 59.1 ems., dated 1643; possibly paintin g in sale, 

Paris (H otel Drouot), II June 1904, no . 23, ill., as School 

of Remb randt , canvas; 70.5 X 54 ems .; Count Demandol x
Dedons, Marseilles; with M. Knoedl er & Co., N.Y .; pur

chased by Robert Sterlin g Clark in 1923. 

EXHIBITIONS N ew York 1925, no . 14; New York, M . 
Knoedler & Co., Loan Exhibition of Paintings by Rembrandt, 

1933, no. 6. 

SELECTED REFERENCES J. Smith , VII, 1836, p. 67, no. 156 

[lists pictu re dated 1643 and which answers descripti on of 

Clark paintin g as do nos. 380,475 but which are not dated] ; 

Hofstede de Groot, VI, 1916, pp . II [writes that one of the 

greatest puzzles is this very effective subject which occurs 
often; Smith describes it three or four times and I know 
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of at least six examples - Collections Sir F. Cook, J. G. 

Johnson, Count de Besanval, etc.-usually attributed to 

Carel Fabritius; however , none show style of any known 

Rembrandt pupil; probably all go back to lost Rembrandt ; 

a copy exists, or did exist , dated 1643, which possibly could 

be date of lost original], 159, no. 255 ; A. Bredius, "An 
Unknown Masterpiece by Rembrandt," The Burlington 

Magaz ine, XXXVI, 1920, p. 208 f., ill. (connects paintin g 

with]. Smith, VII, 1836, no. 255 and perh aps Hofstede de 

Groot, VI, 1916, no. 246a; states that painting in Coll. 
Count de Demandolx-Ded ons, is origin al and is signed and 

dated 1643; stylistically it is unique in Rembr andt's oeuvre]; 
W. Martin, AltHollandische Bilder, Berlin, 1921, pp. 82 ff, 
figs. 48- 50 (illustrates two copies of original which he also 

believes to be in Coll. Count Demand olx-Dedons, Mar

seilles, and dated 1645 J; A. Bredius, "Trois tableaux de 

Rembr andt peu connus," Gaz ette des Beaux-Arts, LXIII, 

no. 3, 1921, p. 215, ill. (cites copies; writ es that one does 
not think of Rembr andt because they differ from his usual 

way of paintin g- dark figure against a light background ; 

undoubt edly original with beautiful signatur e and date of 

1645; before d eaning lost cipher looked like a 3 J; Valen

tiner, 1921, no. 56 (as Rembrandt and dated 1648 (?)]; 

W. Martin , Kuns/wanderer, III , 1921- 22, p . 30 (as Rem

brandt] ; Br. no. 238 (as Rembrandt and dated 1645]; 
Williamst own , Mass., Sterlin g and Francine Clark Art 

Institute, Ex hibit Twelve- Dutch and Flemish Masters 1960, 

no. 422 (as painted in 1645] ; Bauch 1966, p. 347 (best 
version of four known copies after a lost or iginal, which is 

perhaps by Carel Fabritius; signed and dated 1643 J; J. Q. 
van Regteren Altena, Oud Holland, LXXXII, 1967, p. 70 

(as Rembr andt J; Bredius (Gerson) 1969, no . 23 8, p. 190 (as 
young Barent Fabritius; signature and date of 1645 added 

later]. 

COPIES 

a. Priv ate Coll., England, 18th century (attributed to Fra

gonard] . 

canvas 72.4 X 57.r ems. 
PROVENANCE J. C . Robins on; Sir Francis Cook, 1881-

1961; with A. Brod, Lond on, 1961, as Fragonard . 

SELECTED REFERENCES C. J. Holmes,. The Burlington Maga

zine, VI, 1904- 05, p. 330 (as Carel Fabritius]. 

b. Coll.]. G.Johnson, Ph ila. (as old copy after Rembrandt]. 

canvas 73 .6 X 59.1 ems . 

C. Coll. Count de Besanval. 

d. sale Paul Mersch, Paris , May 1909, no . 27. 

[as Carel Fabritius]. 

e. sale Stocki , Vienna, 5- 6 April 1910, no. 32, ill. , canvas: 

73 X 60 ems . [could this be painting in Coll. Stern, 

Vienna, cited in J. 0. Kronig, Catalogue of Cook Collec
tion- Dutch and Flemish Schools, II, 1913, p. 75?]. 

f. sale Funck-Bretana, Paris (H otel Drouot) , 29 April 1921, 

no. 176, 58.5 X 67 ems. , [as Carel Fabritius . J 

g. Coll. Rath , Budapest . 

ENGRAVING S 

a. J. L. Krafft [J. Smith, VII, 1836, p. 155, no . 475]. 

b. Laffard [ibid., p. 133, no . 380]. 

c. Anon ymous [ibid., p. 67, no . 156, as dated on painting 

1643- prob ably Clark picture]. 

d. Debouc ourt [ibid. p. 139, no. 409, as in Coll. Marquis 
Gerini ; Fenaille, L' ceuvre grave de P. L. Deboucourt, Paris, 

1899, no. 316 [as after painting in Coll. Guerin and 

signed Rt .f 1636]. 

e. L. Baskin, 1963 [as Portrait of Hercules Seghers]. 

The paintin g in the Clark Collection appears to be the best 
of the man y versions cited above. The attributi on to Rem

brandt still presents problems, but one can say that the sig
nature, whi ch looks genuin e, is in the origin al paint struc

ture. How ever , the question of the attribution should 

consider whether or not the background and foreground 

are by the same hand [as suggested by E. Haverkamp
Begem ann J and whether or not the structure of the anato

my is consistent with Rembr andt's output in the 164o's. In 

any case, wh oever may be the artist, Rembr andt himself, a 

gifted pupil or a copyist workin g after a lost work by the 
master , it is certainly one of the most fascinating of all the 

portraits by Rembr andt, his pupils or his followers . It is, 

therefore , not surprising that it was once considered to be a 

Portrait of Herwles Seghers, one of the great and original per
sonalities of Dutch art wh om Rembrandt collected and 

admired [W. Fraenger, Die Radierungen des Herwles Seghers, 
Berlin, 1922, p. 88, as Portrait of Hercules Seghers]. 

23 A Seated Man with a Stick* 

Trustees of the N ational Gallery, London 

Canvas 137.5 X 104.8 ems. signed very likely falsely, m 

bottom-left corner: R. (.)mbrandt /(.)6( .. ) Ill. p . 109 

PROVENANCE Probably paintin g by Rembr andt, subject un

known, which, following Joseph Farington , was sold by 
Sir Thom as Lawrence to Sir George Beaum ont, Bart. , 

in July 1794; presented by Sir George Beaum ont in 1823 

to British Museum until N ational Gallery was to be estab
lished; transfe rred to Nation al Gallery in 1828. 



EXHIBITIONS London, British Institution, 1815, no. 34, lent 
by Beaum ont [very likely painting described as Head of 
Rabbi- see MacLaren 1960, p. 342 f., for discussion of this 

problem]. 

SELECTED REFERENCES J. Smith, VII, 1836, p. 141, no . 415 
[as a Jew Merchant by Rembr andt] ; Hof stede de Groot, VI, 

1916, p. 214, no. 391 [as about 1650 J; MacLaren 1960, pp . 
341 ff., no. 51 [states that signature and date are prob ably 
false and almost effaced; pentimento in top of stick; until 
now picture has always been accepted as Rembrandt but 
weaknesses, especially meaningless brush strokes on nose, 
draw ing of right shoulder and rather niggling treatment of 
right sleeve, suggest this is in part , possibly entirely, by a 

pupil in Rembr andt's shop; executed ca. 1648-50]; Bauch 
1966, p. 48 [quotes W. Sumowski as having attributed this 

work to Samuel van Ho ogstraten]; Bredius (Gerson) 1969, 
no . 257, p . 539, [not even good enough for Samuel van 
Hoogstraten]. 

COPY Painting Gallery, Kassel (Catalogue , 1929, p. 64, no . 

253) 

MEZZOTINT Samuel William Reyn olds, 1816. 

MacLaren's reasons for attributing this work , in part or in 
its entirety, to a Rembr andt pupil working in the shop ca. 

1648- 50, are extremely well founded. One mi ght also 
state that for the period the forms are worked out in too 
much detail, and the paint does not impart a sense of struc
ture to them. Each area of color is clearly separated from 
the next, which is also unlike Rembrandt. 

24 Lamentation 

John and Mable Ringling Museum of Art, Sarasota 

Canvas 180.3 X 198.7 ems. signed falsely bottom-right cen
ter [signature seems to be above origin al paint layer J: Rem

brandt J 1650 Ill. p. 11 o 

PROVENANCE Marquess of Abercorn [at least by 1836]; 
Duke of Abercorn , Baro n's Court, Ireland, in 1899; on 
loan to Dublin, National Gallery, around 1880; with Forbes 
and Paterson, London; Comtesse de Beam, Paris; Comtesse 

de Behague, Paris; sale, London (Christie's) , June :!8, 1929, 

no. 76 (later bought by J . Ringling ); John Ringling, Sara
sota. 

EXHIBITIONS London, British Institution, 1835, no. n5 ; 
London, Royal Academ y, Exhibition of Works by The Old 
Masters, 1876, no. 153; London 1899, no . 94; Detroit 1930, 
no. 53, ill. ; New York 1940, no . 84; New York, Duveen 

Galleries, Paintings by the Great Dutch Masters, 1942, no . 44; 
Raleigh 1956, no . 19, ill. [states that discrepancy between 
background figures on right and those in front is due to 
early restoration and not by different hands as suggested 
by Bredius]; Milw aukee, Art Institute, Six Great Painters, 

1957; Montreal /Toronto 1969, no . 44. 

SELECTED REFERENCES J. Smith, VII, 1836, P· 41, no. 95 [as 
painted in the broadest and most accomplished style of the 
master and may justl y be ranked among his finest works, 

signed and dated 1640 J; W. Bode, Studien zur Geschichte der 
hollandischen Malerei, Braunschweig, 1883, pp . 432, note 1, 
581, no . 156 [as on loan to Nation al Gallery, Dublin, from 
Duke of Abercorn and signed and dated 1640 J; A. Rosen
berg , R embrandt des Meisters Gema/de, Stutt gart & Leipzig, 

1908, pp. 533,566 [as doubtful and possibly by a student] ; 
Hofstede de Groot, VI, 1916, p. 105 f., no. 137 [as signed 
and dated 1650; states that authenticity is often contested 
but it is not, as yet, time to decide J; Br. no . 582 [doubt 
concerning authenticity is unjustifi ed and drawing of this 
subject in Stockholm is by student and perh aps made after 
the paintin g] ; A. Bredius , "Rembrandt's Beweening van 
Ch ristus aan den voet van het Kruis," Oud-Holland, LIV, 

1937, p. 219, fig. 1 [writes th at John is weak and head is 
from a later time while woman at Christ's feet , Virgin, 

young girl leanin g against Cross , and Joseph of Arimathea 
are certainly by Rembrandt; points out painted study in 
Private Collection which includes two thieves on crosses, 
Christ's empty cross and sky and suggests that Sarasota 
paintin g was either cut at top or only half-finished]; W. 

Suida, A Catalogue of Paintings in the John and Mable Ringling 
Museum of Art, 1949, no. 252, ill. [cites sketch for St. John 
as being in Stockholm J; Sumowski 1957- 58, pp. 231 [fol
lowing Valentiner, by B. Fabritius ], 234 [states th at Stock
holm drawing of crying boy is not study for Sarasota St. 

John and is school piece; falseness of attribution of Sarasota 
paintin g to Rembrandt can be seen in many borrowings of 
Rembr andt motifs and their mixture arouses doubt con

cerning genuineness of signature and date J; 240, fig . 81 
[as B. Fabritius (?)]; Bauch 1966, p . 49 [impressive work 
of an imp ortant pupil around 1650, perh aps Nicolaes 
Maes; the painted study in Swiss privat e collection recalls 

th e late Jan Lievens J; Bredius (Gerson) , no. 582, pp. 492, 
610 [very definitely by pupil , B. Fabritius or Hoo gstraten, 
the oil-sketch is a late and superficial work, prob ably by 

Jan Lievens] . 
It is difficult to accept the Sarasota Lamentation as a work by 
Rembr andt . Stylistically it does not compare favorably in 
handlin g of the paint which, during the late 164o's and 
early 165o's, Rembrandt builds up in powerful layers and 
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his light effects are not made up of spotted highlights across 
the picture surface . The Sarasota painting contains an ob
vious melancholic quality which is fore ign to Rembrandt. 
Ther e are also too many obvious bor rowi ngs from compo
sitions by the master. Sumowski (p. 234) has pointed out a 
number of motifs taken over from etchings, while the same 
can be said in connection with Rembr andt's drawings [cf. 

for example Benesch I, cat. nos . 100 recto, 154, figs. 107, 
172; Benesch III , cat. no. 587; Benesch V, cat. no . 926, fig. 
u36J and in at least one paintin g such as the Lamentation, 
N ational Gallery, London , of ca. 1642 (Bauch 1966, no. 
69]. One mi ght also add that the authenticit y of the signa
tur e is extremel y doubtful. Th e R is peculiar when com
pared with other signatures, and the entire signature does 

not appear to be in the original layer of paint, but appears 
to be superimposed. 

Recently it has been suggested by Haverkamp -Beg emann 
and David Carter that the picture is more in line with the 
style of Willem Drost who studied with Rembrandt in the 
165o's. This idea could very well be right, especially when 
one studies the figure leaning on the cross with Dro st' s 
Bathsheba [ cat. no. 40] . Both have a similar melanchol y at
titude with dark eyes emerging from deep sockets and a 
highlighted face. The way in which Christ 's dr apery is ren
dered wi th thick white paint and gray-green shadows caus
ing it to stand out against th e dark body is also similar to 
the drapery and the effects it achieves in the Bathsheba. The 
Virgin's bri ght red headpiece with reflecting white light 
is painted like the small red highlighted area in the Portrait 
of a Man (cat . no. 38] and Noli Me Tangere (cat. no . 42]. 
There are, to be sure, awkw ard passages in this composition, 

especially St. John and his companion in the background , 
as well as differences in the manner of paintin g these figures 
which make one think th at it is a student work . Because 
of the possible affinities with D rost in some of the figure s, 
one might suggest that he painted this work while still ex
perimenting as pupil in Rembr andt's shop. 

Th e composition is, followin g Rembr andt's predilection, 

based upon a mediev al prot otype, and , in this case, it could 
be Geertge n tot Sint J ans' Lamentation, Kunsthistorisches 
Museum, Vienna . Geert gen' s pictur e was famous in the 

early seventeenth century as is attested to by the praise it 
received from Carel van Mander and the print made after 
it sometim e between 1621 and 1630 by Theodore Matham , 

published by Jacob Matham and dedicated to Jacob van 
Campen [for documentati on see J. E. Snyder, "The Early 
Haarlem School of Paintin g," The Art Bulletin, XLII, 1960, 

p. u3]. 

Th e painted sketch called a study for the Sarasota painting 
by Bredius seems to be an expanded copy by a later artist
perhaps made in the eighteenth centur y. 

2 5 Tobias and the Angel Ill. p. 111 

Staatliche Museen Berlin, Gemaldegalerie Dahlem 

Canv as 86 X 74 ems. signed bottom left by later hand: R 

PROVENANCE with Auerbach, Berlin ; sale H . Emden, Berlin 

(Lepke), 3 May, 1910, no. So, as Govert Flinck; W. Bode, 
Berlin, 1910; given by latter to museum, 1910. 

SELECTED REFERENCES W . Bode , "Rembr andt's Tobias mit 

dem Engel am Rande des W assers in der Berliner Gemal
degalerie," Jahrbuch der Kiiniglichen Preussischen Kunstsamm
lungen, XXXI, 1910, pp. 159- 163, ill. [as not by Flinck; 
with discovery of ca. 1650 prep aratory drawing in Coll. 
Bonnat, Paris, and compositi onal and landscape similarities 
with works by Rembr andt executed ca. 1650, Bode at
tributes paintin g to Rembrandt and dates it ca. 1650 J; Hof

stede de Groot, VI, 1916, p. 58, no. 67 [as Rembr andt]; 
Valentiner 1921, p . xx, note 64, fig. 62 [as Rembrandt ca. 
1650]; A. Bredius, "Besprechung von Valentiner's Wie
dergefund ene Rembrandts ," Zeitschrijt fiir bildende Kunst, 
L VI, 1921, p . 160 [ as Flinck] ; Staatl. Museen zu Berlin, 
Beschreibendes Verzeichnis der Gema/de im Kaiser-Friedrich
Museum und Deutschen Museum, Berlin , 1931, p. 389, no. 
828N [as Rembrandt ca. 1650 and signed R in later hand]; 

Lugt 1933, p. 7, no . u22 (states that painting is not univer
sally accepted , but this does not mean drawing is not Rem
brandt; a student durin g the years 1650- 55 could have used 
the drawing as a model as did Bo! in his Moses Striking the 
Water]; Benesch V, p . 266, cat. no. 908, fig. 1n9 [writes 
that a painting by a pupil , based on the drawing of Tobias 
and the Angel by the Riv er, Print Room , Louvre , is in Berlin, 
Kaiser Friedrich Museum]; Von Moltke 1965, p. 229, cat. 
no . 24 (as wrongly attributed to Flinck] . 

In spite of the fact that there are similarities to Rembrandt's 
compos ition of ca. 1650 cited by Bode [p. 161 ], there is a 
certain softness and decorative quality in the handling of 
the paint that one does not generally associate with Rem
brandt . However, it is possible that the master touched up 

this picture which seems to have been painted after the 
Louvre drawing of ca. 1652 by an unknown Rembrandt 

pupil. 



26 Fragment of an Annunciation-The Virgin 

Narodni Galerie, Prague Ill. p. 113 

Canvas 88 X 70 ems. signed lower-right corner Rembrandt F 

PROVENANCE Baron A. von Lanna, Prague; acquired Ill 

1923. 

EXHIBITIONS Wars aw 1956, no. 17, ill. 

SELECTED REFERENCES V. Kramar, Mariae Verkundigung von 
Rembrandt, Prague, 1926, pp. 46 ff. (states detailed argu
ment for attribution to Rembrandt and dates painting ca. 
1650];]. L. A. A. M. van Rijckevorsel, Rembrandt en de 
Traditie, Rotterdam, 1932, p. 39, fig. 29 [states that the in
clusion of the book is traditional since start of Gothic and 
is commonly present in the Netherl ands beginning with 
Ghent altarpiece, while the bed seen in the background be

comes common with Roger van der Weyden J; N arodni 
Galerie v Praze, Sbfrka Stareho Umenf, 1955, no . 463; 0. 
Benesch, "Die Rembr andt-ausstellung in Warschau ," 

Kunstchronik, IX, 1956, p . 199 (as of wondrous beauty and 
und oubtedly a Rembr andt from the beginnin g of the 
165o's; cont ains many parallels with Rembr andt's drawings 
from this time; no one from Rembrandt's School was 

capable of creating the deep expression of the face] ; 

Sumowski 1956-57, pp . 234 (as not by Rembr andt be
cause the Virgin is an imitation of the Virgin in Rem

brandt's 1651 Noli Me Tangere, Brunswick; because of 
connection with the Berlin drawing of the Annunciation by 
Constantijn van Renesse and corrected by Rembrandt 
( cat. no. 141 ), one might suggest this to be an early Re

nesse]; 242 [as Renesse (?)], 246, fig . 64; J. Sip, A lte hol
landische Meister, Prague, 1961, fig. 9 (as ca. 1650 and th at 
many see this as a student work]. 

27 Apostle Thomas(?) 

Staatliche Kunstsammlun gen, Kassel 

Canvas 120 X 90.5 ems. signed by a later hand on the left 

along table edge: 1656 Ill . p. 112 

PROVENANCE sale Lambert ten Kate, Amsterdam, 1732, 
bou ght for Landgrave of Hessen-K assel ; tempor ar ily in 

Paris , 1807- 15. 

SELECTED REFERENCES F. Schlie, Beschreibendes Verzeichniss 
der Werke alterer Meister in der Grossherzoglichen Gemd/de
Galerie z11 Schwerin, Schwerin, 1882, p . 515, no. 855 [as 
ascribed to Riber a by Prosch and Waagen but techniqu e 
is closer to Rembrandt between 1650- 1660]; W. Bode , 

Studien zur Geschichte der holliindischen Malerei, Braun
schweig, 1883, pp . 515, 566, no. 68 (as Rembrandt and 
signed partly or wholly false R embr. 1656]; 0. Eisenmann, 
Katalog der Konig/. Gemd/de-Galerie zu Kassel, Kassel, 1888, 
p. 150£., no . 224 (as doubtful Rembr andt] ; Hofstede de 
Groot, VI, 1916, no . 182 (as St. Thomas by Rembrandt and 

prob ably pendant to St. Paul at his Writing Table, Coll. 
P.A. B. Widener, Philadelphia]; W. Martin, "Zur Rem
brandtforschung," Der Kunstwanderer, IV, 1923, p. 408f. 
ill. (as not Rembr andt and lacking plasticity and warm 
atmosphere when compared with Rembrandts of 165o's 

like 1656 Jacob Blessing; the date was put on later and pic
ture is old copy after a lost original that could have been 
painted around 1652 at the time of the Portrait of a Seated 
Man, Devonshire Coll., Chatsworth (now National Gal
lery, London); because Kassel painting was in inventory 

of 1749, it can hardly be a copy from the eighteenth 

century]; Van Dyke, 1923, pp . 128, 130 [as possibly by 
Nicolaes Maes in his middle period and compares it with 
Maes' Portrait of Man, Mauritshuis, The Hague and with 
Portrait of an Old Man, Carstanjen Coll., supposedly by 
Rembrandt]; Valentiner 1932, 212£., note 8 [as The Archi
tect and tent atively given to Drost or Maes by museum 
authorities ; it is by neither of these masters nor by Rem
brandt and perhaps an excellent work by Barent Fabritius]; 

R. Hamann , Rembrandt, Berlin, 1948, p. 190 [as an Architect 
and not by Rembr andt himself; is it possible that Titus 

could have done this in 1655?]; Slive 1953, p. 169£., note 4 
[discusses Lam bert ten Kate Collection inventory and de
scription of Kassel picture which was called Rembrandt 

and cites attributions to Drost and Barent Fabritius]; 
Vogel 1958, p. 122£., no. 246 [attribution is under conten
tion and Nicholaes Maes is chiefly in dispute]. 

EI CHING N . Mossoloff 

COPY W. Troost I, pastel: 352 X 277 mm., Besarn;on Mu
seum, inv. no. D. 283. 

This type of picture must be connected with paintings of 
similar contemplating Apostles executed by Rembrandt 
in the late 165o's and early 166o's (cf. Bauch 1966, nos. 217, 

221,234 (cat. no. 19), 236 (cat. no. 20)], but certainly not 
by th e master himself. The light seems to dissolve the 
forms rather than build them up as in Rembrandt, nor is 
the paint thickly built up as in the latter. The soft-atmos

pheric quality of the picture and the way in which the 
forms blend into each other indicate a closer affinity with 
Nicol aes Maes. It is difficult to see any connection with 
Willem Drost who uses strong contours to outline his 

forms and much brighter light contrasts (cf. cat. nos. 39-44 J. 
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The attribution to Barent Fabritius is also hard to maintain 
[cat. nos. 51- 55 ]. If this picture is from the seventeenth cen
tury as it appears to be, it seems closest in style to someone 
like Maes, and /o r the artist who painted The Woman Paring 
Her Nails, The Metropolitan Museum of Art, New York. 

The attribution must rem ain open for the time being. 

28 Supper at Emmaus 

Musee du Louvre, Paris 

Canvas 50.5 X 64 ems. Ill. p. 111 

PROVENANCE perhaps Coll. d'Angiviller; in the Louvre be

fore 1852; Chateau ofCompiegne, 1874- 1901 (as School of 
Rembrandt]; in Louvre since 1901 [as Rembr andt]. 

EXHIBITIONS Cologne, Wallraf-Richartz Museum, Rem

brandt durchleuchtet, 1956, no. 29 

SELECTED REFERENCES Louvre, Catalogue, 1907, no. 2555A 
[as by pupil but retouched by master or a sketch started by 
master and finished by pupil] ; Lilienfeld , p. 166 f., no. 98 
[the types and color are like those found in a number of 
De Gelder's works; however, head of Christ is by Rem
brandt; suggests that Rembrandt corrected De Gelder's 

work; it dates ca. 1661 when De Gelder studied with 
Rembrandt]; Hofstede de Groot, VI, 1916, p. II2 , no. 146 
(as Rembr andt and painted ca. 1661, cites pen and 
wash drawing for Louvre picture as being in Coll. C. 
Hofstede de Groot, The Hague]; L. Demonts , Catalogue 
des Peintures exposees dans /es Galeries (Musee National du 

Louvre), Paris , III, 1922, p. 22, no. 2555A [as Rembrandt]; 
Stechow 1934, p. 340 (cites Rembrandt's drawing for 
Supper at Emmaus in Amsterdam as study for ca. 1660 

Louvre painting]; Van Regteren Altena 1948- 49, p. 23, 
notes 43 (cites doubts about attribution]; 44 (as much 
similarity between Louvre panel and larger Van den 
Eeckhout in Palazzo Corsini, Rome; Louvre picture seems 
to be earlier than Van den Eeckhout]; Benesch VI, p. 394, 
cat. no. A66 [as not worthy of Rembrandt nor is the draw
ing formerly Coll. C. Hofstede de Groot and now Print 

Room, Amsterdam]; Sumowski 1957-58, pp. 226, 241, 
246 [as early De Gelder]; M. Hours, "Rembr andt, observa
tions et presentations de radiographies executees d' a pres !es 
portraits et compositions du musee du Louvre," Bulletin 

du Laboratoire du Louvre, VI, 1961, pp. 4 [the texture of the 
canvas is more regular and close than in the canvases Rem
brandt uses; hands and faces show Rembr andt's manner] , 

27, ill.; Bauch 1966, p. 49 [as following Sumowski, perhaps 

an early De Gelder]; Gerson 1968, pp. 416, 502, no. 3 52, 

ill. p. 417 [the picture is in very poor condition but what 
remains points to an original by Rembr andt]; Bredius 

(Gerson) no. 597, p. 501. 

The attribution of this paintin g has been questioned by the 
Louvre authorities. Further study of it in the exhibition 

may help scholars reach more definite conclusions. 

JACOB BACKER 1608- 1651 

Jacob Adri aensz Backer was born in Harlingen in 1608. 
His father was Adriaen Tjerkse; his mother's name is un
known . It is likely that the family originally came from 
Antwerp to Harlingen, an important Friesian trade center, 
during the last quarter of the sixteenth century. At an un
known date, perhaps close to 1630, Jacob went to study in 
Leeuwarden with Lambert Jacobsz who worked in much 
the same styles as Lastman, Moeyaert, and the Utrecht 
School. It was also at this time that Backer probably met 
Govert Flinck, who was also studying with Lambert 

Jacobsz around 1630. Backer's portrait style was also in
fluenced at this time by another Leeuwarden artist, Wy 
brand de Geest, who, incidently, was married to Rem 
brandt's wife's cousin, Hendrickje van Uylenburg. In 1633 

Jacob Backer, a fully trained and formed artist, moved to 
Amsterdam where he immedi ately fell under the influence 

of Rembr andt . A year later, in 1634, Backer received his 

first great commission, The Portrait of the Lady Regents oJ 
the City Orphanage. Backer died in Amsterd am on August 

27, 1651. Backer had a number of pupils, of whom the best 
known were Adriaen Backer and Jan de Baen. 

Jacob Backer was especially successful as a portraitist in 
the Rembrandt style, but he also maintained something of 

LambertJ acobsz's light effects and compositional ideas. His 
early work is characterized by a sympathetic feeling for 
the subject and a free brush (see cat. no . 29 ). Sometime 
after 1642, he turned away from Rembrandt's style toward 
the more elegant, courtly manner of Bartholomeus van der 
Heist. Houbraken, I, p. 265, speaks of his excellent drawing 
technique and the praise Backer received for his history 
paintings , especially myth ology, in the poems of Jan Vos 
and Lud. Smids. 

29 Portrait of a Boy 

Royal Gallery of Paintin gs "Mauritshuis ," The Hague 

Canvas oval, 94 X 71 ems. signed middle right side in light 



reddish brown I: Debacker 1634, and just beneath a false 
signatureanddateRembrandtj 1639 Ill.p . 121 

PROVENANCE Steengracht, The Hague, at least by 1893; sale 
Steengr acht, Paris , 9 June, 1913, no. 2, bought by Mrs . 

C. A. Rose; presented by Mrs. Rose in 1914. 

EXHIBITIONS Amsterdam, Rijksmuseum, Vereeniging "Rem

brandt" Catalogus van de Jubileum-T entoonstelling, 1923, no . 
42 (as early work from student time with Rembr andt]; 

Amsterdam, Rijksmuseum, Veertig Jaren Vereeniging Rem
brandt, 1925, no. 42; London 1929, no. 351 (as Backer]; 
Rotterdam, Museum Boymans-van Beunin gen, Kerst 
Tentoonstelling, 1947, no. 4; Zurich, Kunsthaus , Hollander 

des 17. Jahrhunderts, 1953, no. 9, pl. 26; Milan 1954, no. 7. 

COPY Coll. Capt . von Geyer, Wegeholm, Sweden. 

SELECTED REFERENCES G. Lafenestre-E. Richtenberger, La 

Peinture en Europe. La Hollande, Paris (ca. 1900], p . 62f., 
no. 543 (as attributed earlier to Bo! but as a work charac
teristic of Backer's second period and similar to his paintings 
in Dresden and Brunswick] ; E . Dacier, "La Galerie 
Steengracht," Revue de/' art ancien et moderne, XXXIII, 1913, 
p. 356f.; W. Martin, "Aanwinsten van het Mauritshuis, " 
Bulletin van den Nederlandschen Oudheidkundigen Bond, VII, 

1914, pp. 244 ff. (discusses validity of signature which was 
doubted by some and consequently they attributed painting 
to Thomas de Keyser; Martin secures attribution to Backer 
by comparing it with works done in similar style such as 

Backer's ca. 1634 Regents of the City Orphanage, City 
Orphanage, Amsterdam (Bauch 1926, pp. 28. roo, no. 231) 
and the 1635 Portrait ofWtenbogaert, Rijksmuseum , Amster

dam (ibid., pp. 31 f., 91, no. 159, fig. 24]; Bauch 1926, pp. 
16 f. (as earliest dated Backer and related to Regents of City 

Orphanage of ca. 1633-34], 92f., pl. 8 (as perhaps pendant 
to Portrait of a Girl, Museum of Fine Arts, Montreal]; 
Mauritshuis, Catalogue Raisonne des Tableaux et Sculptures, 

The Hague, 1935, p . 6 f., no . 747, ill. (mentions fact that in 
spite of authentic signature some say it is by Thomas de 
Keyser]; Martin II, 1936, p. II2 [as very close to Rem
brandt in light and composition, but the airy and tender 
handling of the brush is specifically Backer]. 

Stylistically the painting is certainly close to the ca. 1634 
Regents of the City Orphanage and the 1635 Portrait of 
Wtenbogaert. From the reproduction in Von Moltke 1965, 

p. 253, no. 136, a Portrait of a Young Boy, Art Gallery, 
Johannesburg, also seems to belong to this group of paint
ings. It has been suggested that the pendant for the 
Mauritshuis portrait is The Portrait of a Girl, Montreal, 
Museum of Fine Arts, no. 863, formerly van Horne Coll . 
(Mauritshuis, The Hague, Beknopte Catalogus der Schilderijen 

en Beeldhouwwerken, 1949, p. 5, no. 747]. This cannot be 
the case as the Portrait of a Girl is much smaller (72.3 X 
53.1 ems.) than the Portrait of a Boy (94 X 71 ems.), and 
the little girl wears a costume of the early 164o's. Her face 
and dress are more strongly outlined compared to the 
atmospheric dissolving of form present in the Portrait of a 
Boy. In the latter picture the soft atmospheric quality of 
the light, the very rich, painterly brush strokes and the deep 

folds of the drapery, especially in the right side, are remi 
niscent of Backer's early years in Leeuwarden with Lambert 
Jacobsz. (Compare for example the latter's 1629 St. Paul, 
Coll. C. G. Knight, Sacramento, Calif. (ill. in Leeuwarden, 
Friesch Museum, Herdenkings- Tentoonstelling Lambert Ja
cobsz ., 1936, no. 5.) However, the use of light to stress the 
face as the main point of interest is typical of Rembrandt 
in the early 1630' s ( cf. Portrait of Nicolaes Ruts, Frick Coll., 
N.Y.); but light in the latter is much more forceful and 

not atmospheric as in Backer. 

FERDINAND BOL 1616- 1680 

Ferdinandus Bo!, son of the surgeon Balthasar Bo!, was 
baptized in Dordrecht on June 24, 1616. Houbraken I, p. 
237, tells us th at when Ferdinand was two or three years 
old his family moved to Amsterdam, where he lived until 

his death. Houbraken also writes that Bo! studied with 
Rembrandt, but does not give the years, although one can 

suggest sometime about 1633-1635. Rembrandt's drawing 
of Susanna and the Elders, ca. 1637, Print Room, Berlin, con
tains an inscription on the back written by Rembr andt 
referring to the sale of paintings by himself of 163 5 and of 
those by his students Bo! and Leendert Cornelisz van 

Beyeren (Benesch II , p. 102, cat. no. 447, fig. 506]. Bo! 
was still on close terms with Rembrandt in 1640, when he 

was witness to a document drawn up by him. In 1652 Bo! 
became a citizen of Amsterdam. On October 2, 1653, he 
married Elisabeth Dell; on October IO, 1669, a widower, 
he married a wealthy widow, Anna van Erckel. His last 

known painting, the Portrait ,if Engel de Ruyt er, Mauritshuis, 
The Hague, dates from 1669, and in the next year a docu
ment describes Bo! as a merch ant, very likely dealing in 

cloth. Houbraken II, p. 173, tells us that Cornelis Bisschop 
was his student , as well as Gottfried Kneller [Houbraken 

III, p. 183]. He was buried in Amsterdam on July 24, 1680. 

Bo! was one of Rembrandt's most gifted pupils, and for 
many years some of their works were confused [ cf. for 

example, cat. no. 30], especially the portraits. After 1650, 
Bo! moved away from Rembr andt's style. In portraiture 
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he was especially attracted by the fashionable mode of 
Bartholomeus van der Heist. Bol was very much appreci
ated during his lifetime especially as a portr aitist . He also 
received a number of commissions for history pictures to 
decorate public buildings in Amsterdam and Leiden. Of 
greatest interest are his decorations for the Town Hall in 
Amsterd am [see H. van de Waal, Drie Eeuiven Vader

landsche Geschied-Uitbeelding 1500 - 1800, The Hague, I, 
1952, pp. 216,218,221,230, figs. 47, 78]. Beginning in 1642 

he executed etchings under the influence of Rembrandt , 
while the latter seems to have etched Bol's portrait [Miinz 
1952, I, cat. no. 58, fig. 65]. 

3 0 Portrait of Elizabeth Jacobsdr Bas (1571- 1649) 

Rijksmuseum, Amsterdam 

Canvas II8 X 91.5 ems. Ill . p . 122 

PROVENANCE acquired by the Van de Poll family through 
inherit ance from the families Rey, Meulen aer, and Muil
man; presented to the Rijksmuseum in 1880 by S. H. van 
de Poll, Amsterdam. 

EXHIBITIONS Brussels, Paleis voor Schoone Kunsten , De 
Hollandsche Schilderkunst van Jeroen Bosch tot Rembrandt, 

1946, p. 16, no. 7; Lond on, 195~-53, no. 223; New York / 
Toled o /Toronto 1954- 55, no. 9, ill.; Leiden 1956, no. 21, 

fig. 7. 

SELECTED REFERENCES A. B. de Vries-N. de Roever, "Rem
brandt, Bijdragen tot de Geschiedenis zijner Laatste 
Levensjaren," Oud-Holland, II, 1884, p. 82, note 1 [first 
identified sitter as Elisabeth Jacobsdr Bas and not Rem
brandt's mother]; J. G. Frederiks, "Het Portret der 
Weduwe van den Admiraal Zwartenh ond, door Rem
brandt," Archief van Nederlandsche Kimstgeschiedenis, VI 
1884- 87, pp. 265-278, ill. [detailed discussion of genealogy]; 
C. Vosmaer, "Arendzen's ets naar het Portret van vrouw e 
Elizabeth Jacobs Bas," De Nederlandsche Spectator, 1887, p. 
121f.; A. Bredius, "Heeft Rembrandt Elizabeth Bas Wed. 
van Jo chem Hendricksz Swartenhont geschilderd?" Oud
Holland, XXIX, 19II, pp. 193-197, ill. [first to attribute 
paintin g to Bol ca. 1641- 42 and compares meticulous 
handling to, among others, Bol's signed and dated 1642 

Portrait of a Woman, Staatliche Museen, Berlin-Dahlem]; 
idem. "D id Rembrandt Paint the Portr ait of Elizabeth 
Bas?" The Burlington Magazine, XX , 19u - 12, pp. 330- 341, 

ill. [English version of Oud-Holland article J ;Jan Six, "Rem
brandt's Elizabeth Bas," Bulletin Nederlandsche Oudheid

kundigen Bond, IV, 19u, pp. 3 II ff. [as too good for Bol] ; 

C. Hofstede de Groot, "Meeningsverschillen omtrent 
Werken van Rembrandt," Oud-Holland, XXX, 1912, pp. 
74-81 [as Rembrandt from ca. 1636-38 and in style of 1637 

Portrait of Sivalmius, Royal Museum, Antwerp, and Man 
Seated in Armchair, Duke of Sutherland, Mertoun, Scot
land; also lists obscure literature on controversy and refutes 
earlier Bode and Bredius Backer attribution]; A. Bredius, 
"Kantteekeningen op Dr. Hofstede de Groot's Meenings

verschil," Oud-Holland, XXX, 1912, pp. 82-86, ill. [sees 
Rembrandt's 1634 Portrait of an Old Woman, National 
Gallery, London, as prototype for Bol]; C. G. 't Hooft, 
"Le Portr ait d'Elizabeth Bas au Musee de l'Et at a Amster
dam," La Revue de l'Art Ancien et Moderne, XXXI, 1912, 

pp . 459- 466 [as Boland compares it with two Bois, of 1650 

and 1651, Amsterdam J; A. Bredius, "The 'Elizabeth Bas' 
Portrait Again," The Burlington Magazine, XXIV, 1913- 14, 

p. 217f. [discovered documents stating Bol was called a 
painter in Dordrecht in 163 5 and consequently went to 
Rembr andt as early as 1636; Bas could be prior to 1640 J; 
Van Dyke 1923, pp . 7, 46, pl. VI, fig. 22 [as by Backer and 
same handling as Portrait of a Woman, in Antwerp and 
Berlin]; Bauch 1926, pp . 33ff. [as belonging to group of 
Backer portr aits painted in second half of 1630' sand closest 
stylistically to Berlin Portrait of a Woman J, 44, 65, note 68 

[summarizes att ributions], cat. no. 137, pl. 26 ; C. J. 
Welcker, "De zoogenaamde 'Moeder van Rembrandt' 
een Kamper dochter 1," Amstelodamum, Maandblad voor de 

Kennis van Amsterdam, XIV, 1927, p. 68f.; A. Bredius, 
"Rembrandt, Bol oder Backer?," Festschrift fur Max J. 
Friedlander zum 60. Geburtstage, Leipzig, 1927, pp. 156 

[handkerchief is painted like the one in Bol's Portrait of a 

Woman, Berlin], 158 [the pose, the painting of the drapery 
silhouetted against the background are like Leningrad 
Bol of 1651 J; 160 [Bol painted only a few strongly Rem
brandtesque paintings]; Martin II, 1936, p . 120, fig. 64 [as 
Bo! more than ever in the Rembrandt spirit]; Miinz 1952, 

II, p . 179 [as Bo!]; Van Gelder 1953, p. 38 [as from the late 
1630' s J; 0. Benesch, "D ie Rembrandt ausstellung in 
Warschau ," Kunstchronik, IX , 1956, p. 202 [points out 
stron g stylistic affinities between Elizabeth Bas Portrait and 
signed Bol Portrait of a Woman, Wars aw, National Mu
seum (cat . no. 31)]; Michalkowa, p. 264f., fig. 7 [com
pares Elizabeth Bas with signed Bo! Portrait of a Woman, 
Warsaw , National Museum (cat. no. 31)]; Valentiner 
1957, p. 49; H . Kiihn, "Untersuchungen zu den Mal
grunden Rembrandts," Jahrbuch der Staatlichen Kunst

sammlungen in Baden-Wurttemberg, II, 1965, p. 203 [as ca. 
1640]; Haak 1969, p. 165, fig. 258 [as F. Bo!(?)]. 



The meti culous renderin g of the face, the strong contours 
outlining the headpiece combined with the more freely 
brushed in costum e and hands resembles the style of Bo!' s 
signed Portrait of a Woman, Wars aw (cat. no. 31) and 
his 1642 Portrait of a Woman, Berlin. In these portraits Bo! 
seems to revert to Rembr andt's style of around 1634- 36. 
How ever, although Rembrandt does paint in a more de
tailed manner , it is not nearly as precise as one finds in the 
faces and some of the details in Bo!. Rembrandt 's brush is 
much more fluid. Upon first glance it appeared that Rem
brandt's signed and dated 1644 Portrait of a Woman, Art 
Gallery of Ont ario, Toronto, might be by the same hand as 
the Elizabeth Bas but this cannot be maint ained. The 
Toronto painting is much freer in application of the paint, 
especially in the face where there is also a greater variety of 
colors used to create the forms. The use oflight and shadow 
in the Toronto painting is mor e atm ospheric and the forms 
blend into the backgro und . In the Elizabeth Bas there is a 
strong er contrast of light and shadow ther eby stressing 
contours and separat ion of parts. The same can be said for 
Bol's 1642 Portrait of a Lady, Berlin, which is also similar 
to the Elizabeth Bas in postur e and application of the paint , 
especially in the handker chief. Because of this connection 
with the Berlin Portrait and Elizabeth Bas' probable age, 
certainly a woman in her late sixties or early seventies, it is 
most likely that the Elizabeth Bas dates shortly after or 
around 1640. 

3 I Portrait of an Old W oman 

Mu seum N arodowe, W arsaw 

Canvas 81 X 68 ems. signed lower right just above hands 
F. Bo/ Ill. p . 122 

PROVENANCE Gallery Stanislawa Augusta, 1795 [as Rem
brandt]; Gallery Lazienki Palace, W arsaw, 1931, no. 13 [as 
Bol] . 

EXHIBITIONS Bordeaux , Galerie des Beaux-Arts, Tresors 
d'art Polonais, Chefs-d'oeuvre des Musees de Pologne, 1961, 
no. 61; Bud apest, Szepmii veszeti Muzeum, Holland 
Mestermuvek a X VII. szazadb6/, 1967, no . 4. 

REPLI CA (?) Coll. Sarasin, Basel, 82 X 66 ems., monogram 

AB [Bauch 1926, p . 95f., no . 194]. 

SELECTED REFERENCES Bauch 1926, P· 96, no. 194 [as a repe
tition, better preserved than orig inal in Basel, with signa
ture by Bo! and wh ich Hofstede de Groot thinks is closer 
in style to Backer] ; S. Iskierski, Kata log Galerji Obraz6w 
Palacu w Lazienkach w Warszawie, 1931, no. 13 [as Bo!] ; 

Benesch IX p. 202 [as close stylistically to Portrait of Eliza
beth Bas and amazed that it is not Backer]; Michalkowa, 
p. 26ef. ; W arsaw, Muzeum Narodowe w W arszawie, 
Malarstwo Europejskie, I, 1967, p . 51, no. II9. 

Very close stylistically to Portrait of Elizabeth Bas ( cat. 
no . 30) and to the Portrait of a Woman Holding Handkerchief, 
Art Gallery of Ont ario , Toronto, signed Rembrandt and 
dated 1644. For further discussion of style see catalogue 
entry no . 29. 

3 2 Angel Appearing to Hagar 

W alker Art Gallery, Liverpool 

Canvas 109.5 X 100.5 ems. Ill. p. 12 4 

PROVENANCE possibly picture of this subject cited in Bol's 
inventor y of 1669 and sale Peter Six, Amsterd am, 1704; 
very likely acquired by Liverpo ol, Royal Institute in 1842; 
on loan to W alker Art Gallery, 1893; given in 1948. 

EXHIBITIONS Manchester 1857, no . 674; London 1953 M. 
G., no. 4, ill.; Leiden 1956, no. 19, fig. 6. 

SELECTED REFERENCES G. F. W aagen, Treasures of Art in 
Great Britain, III , London, 1854, p. 240; Wurzbach, I, p . 
I28 [as from sale Peter Six, Amsterd am, 1704]; A. Bredius , 
"Bol's Kunstch atten ," Oud-Holland, XXVIII , 1910, p . 233 f.. 
no. 36 [possibly Liverpool painting] ; H . van de Waal, 
"Hagar in de Woestijn door Rembr andt en zijn School," 
Nederlandsch Kunsthistorisch Jaarboek, I, 1947, p. 151 [as 
stressing the human actions to establish psychological con
flict and not landscape]; Van Gelder 1958, no. 83 [cites 
drawing in the Frits Lugt collection, Paris, as the first 
sketch for the Liverpool painting]; Laren, Singer Museum , 
Oude Tekeningen uit De Nederlanden verzameling Prof E. 
Perman, Stockholm, 1962, p. 8, no. II , fig. 33 [compare 
with painting in Liverpool]; Liverpool , W alker Art Gallery, 
Foreign Schools Catalogue, Liverpool, 1963, p. 24 f., no. 
957 [late 164o's]; idem, Foreign Schools Catalogue Plates, 
Liverpool, 1966, pl. IIO . 

The subject was very popul ar with the Rembr andt School 
and Pieter Lastman. The large angel receiving the full force 
of the light is reminiscent of Rembrandt during the 1630' s 
[cf. Angel in 1634 etchin g of Annunciation to the Shepherds; 
1636 Tobias Healing His Father, Staatsgalerie, Stutt gart; 

163 (9) Resurrection of Christ; drawing ca. 1632-3 4 Angel 
Appearing to Manoah and His Wife, Boymans-van Beunin
gen Coll., Rott erdam] when Bo! studied with him . The 
dark trees, the light filtering throu gh below and the dra-
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matic sky also recall Rembrandt's style of the 163o's and 
his interest in Adam Elsheimer which was shared by Lievens 

in his landscapes [Liverpool, Walker Art Gallery, op. cit., 

p. 24 f., as observed by H. Gerson]. 

It is possible that the drawing formerly in the Coll. Rud olf 

Goldschmidt and sold in Frankfurt, 4-5 Oct. 1917, no. 185, 

as Eeckhout (Van de W aal, op. cit., fig. II) was a prepar a

tory sketch for the Liverp oo l painting, although the hand

kerchief is omitted in the drawing, and Hagar kneels on 

one foot. Stylistically the picture seems closest to Bol ' s 

signed and dated 1644 Three Marys at the Tomb of Christ, 
Royal Museum, Copenh agen , and the signed and dated 

1644 Angel Appearing to Gideon, The Hague, Dienst voor's

Rijks Verspreide Kunstvo orwer pen, inv. no. N.K. 2484. 

Other paintin gs of this subject by Bol , alth ough differentl y 

composed, were with D. A. Hoogendijk, Amsterdam 
[Van de W aal, op. cit., fig. 12] and on the Berlin art market 

[Valentin er 1957, p . 56 f., fig. ro] . 

3 3 Portrait of Saskia 

M. H. de Young Memori al Museum, San Francisco: 

Gift of Donald McCloud Lewis Ill. p. 124 

Panel 67.3 X 52 ems. dated botto m left on balustrade 1642 

PROVENANCE A. J. Sully, London; with Jacques Seligman, 

N.Y. [at least in 1935- 36]; D. McCloud Lewis; given by 

the latter in 1959. 

EXHIBITIONS Chicago 1935-36, no . IO, ill. p. 67 (cites later 
painting of 1663 which recalls San Francisco Saskia and is 

in the Toledo Museum of Art, Toledo, Ohio; also compare 

Rembr and t's 163 3-34 Portrait of Saskia, Kassel]; Worcester 

1936, no. II, ill. p. 67. 

SELECTED REFERENCES H. Gerson , ' J an Victors," Kunsthis
torische Mededelingen van het Rij'ksbureau voor Ktmsthistorische 

Documentatie, 's-Gravenhage, III , no. 2, 1948, p. 19 f. [proves 
that signed and dated 1663 Bo! Portrait of Saskia in Toledo 
Museum is really a copy of Jan Victor's picture of 1640 in 
the Louvre ; also states that motif of young girl looking out 

of window was common amo ng Rembr andt' s students but 

the master did not, as far as preserved works are known, 

use this motif until 1645 in painting in Dulwich; perhaps 
students used an early Rembr andt that is now lost]. 

This genre -like portrait type seems to have developed as a 

popul ar form aroun d 1640 in the Rembr andt circle. It is 
possible that it originally stems from the tr adition of 

illusionistic allegorical-genre painting introduced into the 

North by Gerrit van Honth orst . The latte r's 1623 Allegory 
of Merry Violinist, Rijksmus eum, Amsterd am, shows a 

figure leanin g out over a window balustr ade in much the 

same way as Bol's figure but without the shutter. As far 
as I kno w Rembrandt did not isolate this type in his por

traiture until later, but such figures do appear in his histor y 

pictures as early as the 163o's [cf. Benesch II, cat. nos. 250, 

4II, figs. 273,460; Bauch 1966, nos. 14, 55; Mi.inz 1952, I, 

cat. nos., 17~ 196, 20~ 207, figs. 193,219,229, 23~ 233]. 
Because of this, Gerson's suggestion that this portrait type 

does go back to a lost Rembrandt is possible. However, as 
we have seen in other instances concernin g the Rembrandt 

School, the latter 's pupils and followers have, more than 

once, established new compositiona l formats that were later 

taken over by the master. 

3 4 Scene from Ancient History 

Worcester Art Museum, Charlotte E.W. Buffington Fund 

Canvas 83.2 X 83.5 ems. Ill . p. 123 

PROVENANCE H. D. Mole swor th , London [on loan (?) to 

Victori a and Albert Museum, London], 1955; with P. de 

Boer, Amsterdam, 1959; wi th P. de Boer & F. Mont, Inc ., 

N .Y. ; purch ased in 1961. 

EXHIBITION S Montreal /Toronto 1969, no. 27, ill. [as Mag
nanimity of Scipio]. 

SELECTED REFERENCES "La Chronique des Arts," Supplement 
a la Gazette des Beaux-Arts, 110. II17, Feb. 1962, p. 68 [as 

Joseph' s Cup Found in Benjamin's Sack]. 

The identification of the subject is still an open question. 

Although the Montreal /Toronto exhibition catalogue has 

interpreted this subject as the Magnanimity of Scipio, there 
is still some doubt as to whether or not this really illustrates 

Livy, XXVI, 50. This story has often been cited as a 
supreme demonstration of statesmanship [for short discus

sion see J. Held, Rubens Selected Dral/lings, London, I, 1959, 

p. IIo]. 

As far as I know the Dut ch and Flemish representations of 

this them e always include the yo ung couple who do not 

seem to be present in Bo!' s painting [for representations of 
the Continence of Scipio, see Rubens' ca. 1615- 17 drawings 

in Berlin and Bayonne (J. Held , op. cit., 1959, cat. nos. 

38, 39, pls. 40, 41); Van Dyck's painting in Christ Church, 
Oxford, and his drawings in the Louvr e and Bremen 

(H. Vey, Die Zeichnungen Anton van Dycks, Brussels, I, 

1962, cat. nos. 106, 107, figs. 141- 43); G. van den Beck-



hout's paintin g of 1658, Toledo Museum of Art and others 

listed in A. Pigler, Barockthemen, Budapest , II, 1956, p. 

406 ff.] . 

Because Bol's sketch is very similar in compositio n to his 

repr esent ation of The Intrepidity of Caius Fabricius in the 
Army Camp of Pyrrhus, executed for th e Town Hall, Amster 

dam, and also pr eserved in two studi es [see H. Schneider, 

"Ferdinand Bo! als Monument almaler im Amsterdamer 

Stadth aus," Jahrbuch der Preussischen Kunstsammlungrn. 

XLVII, 1926, pp. 73- 78, figs. 3-5 J, th ere is littl e doubt that 
the Worcester sketch is not an exemplar virtutis from Rom an 
history which was to decorate a governm ent buildin g in 

Holland . However, the subject and th e locatio n of the final 

version are pro blem s still to be answ ered . Perh aps the key 

to th e meaning of the subject is the woma n peering do wn 
on th e scene from the balcony above. 

Stylistic ally the Worcester sketch mu st date from the same 

time as the more Flemish-oriented Bol sketches from the 

Amsterdam T own Hall- that is 1656. The placement of 

the scene wit hin a decora tive and imaginative architectural 

setting illustrates the imp ort ance of Antwerp for Dutch 
ar t aro und th e middle of the century. 

3 5 Portrait of a Young Boy in Polish Costume 

Museum Boymans -van Beunin gen , Rott erdam 

Canvas 158 X 120.5 ems. signed lower right on bot tom of 
drum F Bo! 1656 Ill . p. 125 

PROV ENANCE acqu ired in 1865. 

EXHIBITI ONS London 1929, no . 354 

SELECTED REFERENCES Rotterd am, Museum Boymans-van 

Beunin gen , Catalogus, Schilderij"en tot 1800, Rotterd am, 

1962, p. 25, no. ro71 [coat-of-arms of the family Van der 

Wayen was added in beginning of nin eteenth century; 

drawing in Museum earlier called a study for portrait is by 

Leendert van der Cooghen or De Grebber]. 

This portr ait illustr ates Bol's moveme nt away from the 

Rembr andt style beginnin g around 1650. T he str ess up on 
the renderin g of the rich material of the costume and at

tribut es, th ro ugh the use of sharp cont ours, is typ ical of the 

fashionable Amsterdam portr ait style inaugurated by Bar

thol ome us van der Heist in the 164o's and beautifully taken 

up by Bo! in this picture. However , something of Rem
brandt is still evident in the dark backgro und. Here Bo ! 

combines th e best of two styles to produ ce a warm and 

sympathetic portr ait of his young subject. 

GERARD DOU 1613- 1675 

Gerar d Dou was born on April 7, 1613 in Leiden to the 
glass-engraver Douwe Jansz. Accordin g to Houbr aken II, 

p. 1, Dou first went to study dra wing in 1622 with the en

graver Bartholomeus Dolendo and after a year and a half 

changed teachers. He remained with his new master, the 

gifted glass-engraver Pieter Kouw enh orn, for about two 

years, when D ou went to work for his father. From 1625- 27 

D ou was a member of the glazier' s guild in Leiden . Hou

braken II , p. 2, infor ms us that at the age of 15, on Febru 
ary 14, 1628, Dou entered Rembr andt 's studi o where he 

rem ained for about three years until Rem brandt moved to 

Amsterdam some time in 1631-32 . 

Dou, a bachelor, lived his entire life in Leiden, and achieved 

great fame. He was one of the first mem bers of the Leiden 

Painters' Guild founded in 1648. In 1660 th e States of Hol

land and th e East India Company bought several of Dou' s 

paintin gs as a gift for Charles II of En gland who invited 

him for a visit. Dou's paintings were in many roya l collec

tions formed in the seventeenth century. Dou had num erous 

stud ent s includ ing D ominicus van T oi, J acob Toorenvliet , 
Frans van Mieris the elder, Gabriel Metsu, Pieter van Slinge

landt , Godfri ed Schalcken, Karel de M oor and Matthys 

Naiveu. Dou died in Leiden on February 9, 1675. 

Gerard Dou was a history painter, a portrai tist , and, above 

all, paint er of allegor ical-genre scenes. His years with Rem
brandt were cru cial for Dou's future style which based it

self up on th e farmer's chiaroscuro and more detai led paint

ing of th e late Leiden years . Dou' s early training as a glass 

en<>raver was also decisive. It was from thi s backgro und 
b 

th at D ou created his sty le w hich started the Leiden School 

of "fijnschilders" (delicate and pre cise painters ) and which 

was enormo usly successful well into the nineteenth centur y . 

3 6 Artist in His Studio 

Coll ection G. Henle, Duisburg 

Panel 66.5 X 50.7 ems. Ill. p . 120 

PROVENANCE Co lonel Legh of Leghall, Knutsford ; L. S. 

Meyers, Lond on; w ith F. Kleinb erger, Paris- New York ; 

Fritz vo n Gans, Frankfurt a /M.; w ith Bachstitz, The Hague ; 

Hens chel, Kassel; wi th G . Cramer , The Hague; Private 

Col l. , Amsterdam; sale N. R. Colville and ot hers, London 

(Christi e's), 24 Feb., 1939, no. 37 [as Self-Portrait by Rem
brandt]; with H . Schaeffer, N.Y., 1948; wit h F. H. Enne

kin g, Am sterdam, 1958; H. Kisters, Kreuzlingen . 
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EXHIBITIONS Delft, Prinsenhof, Xe Oude Kunst- en Antiek

beurs, 1958, Booth 27, ill., Cologne, Wallraf-Richartz-Mu

seum, Die Sammlung Henle, 1964, no. IO. 

SELECTED REFERENCES W. Martin, Gerard Dou, Paris, 19n, 

p. 173, no. 63; idem, Gerard Do11 (Klassiker der K11nst), 

Stuttgart-Berlin 1913, pp. 13, 180, ill.; L. Balet, "Die 

Sammlung Bachstitz," Der Cicerone, XIII, 1921, pp. 336 ff., 
ill ; Bauch 1960, pp. 221 ff., ill. [points out that changes 

were made in the painting, among others the face and back, 

and attributes them to Rembrandt]; E. Plietzsch, Hol/dn

dische und_fiamische Maler des 17. Jahrh1mderts, Leipzig, 1960, 

p. 37 f., fig. 36 [as Self Portrait and one of Dou's earliest 

works, ca. 1628- 29, which is very close stylistically to 

Rembrandt J. 
There has been a great deal of discussion concerning the 

subject and attribution . It has been attributed to Rem

brandt, to Dou, and also said to have been painted by Dou 

and retouched by Rembrandt [for details see Cologne, 

Wallraf-Richartz-Museum, op. cit., 1964, no. ro]. When 

one compares the Henle painting with paintings of the 

same subject by Dou, stylistic differences are at once notice

able. For example the Artist in His Studio, Cook Coll., 

Richmond [Martin , op. cit., p. 57] is much flatter, and lacks 

the plasticity of form and the subtle use oflight and shadow 

to create a sense of space and to unite the various parts of 

the composition. The same can be said when one compares 

the Henle painting with the painting formerly with Sedel

meyer, Paris, 1894 [Martin, op. cit., no. 12] and the picture 

in the New York Historical Society signed G. Do11 which 

seems to be a copy [ill. in S. Slive, "Rembrandt's Self-Por

trait in a Studio," The Burlington Magazine, CVI, 1964, p. 

485, fig. 5]. Bauch 1960, pp. 221 ff. (and Cologne, 1964, no. 
IO) was the first to point out that changes and corrections 

were made in the painting in the outline of the figure, the 

easel, the face, the cap, the still-life, etc. Bauch attributes 

these changes to Rembrandt when Dou was still in his 

atelier around 1630. Bauch compares the face with Rem

brandt's Laughing Self-Portrait, Rijksmuseum, Amsterdam 

[Bauch 1966, fig. 298] and sees a strong similarity. This is 
difficult to maintain, in that Rembrandt is more painterly 

and animated by more subtle highlights than the drier hand 

of the Henle painting. Bauch also sees Rembrandt's hand 

in the still-life; but when compared with, for example, the 

the brilliant rendering of the still-life in the Allegory of the 

Miser, 1627, Staatliche Museen, Berlin-Dahlem [Bauch 

1966, fig. no], or the handling of metal objects in Rem

brandt's paintings of ca. 1630 [ibid., figs. II7, 120, 295 & 

passim J, the still-life in the Henle painting appears to be 

more precise and detailed. Bauch suggests that the head 

[Bauch 1966, p. 29, A7J compares more favorably with 
self-portraits by Dou from a time later than the 163o's 

[for Dou possibilities from the 164o's see Bauch 1960, p. 

267, note 290]. If this is the case, then it is possible to suggest 
that Dou himself reworked the painting and that it belongs 

to his oeuvre of the 164o's. For this writer the comparisons 

with Dou of the 164o's are not convincing. The problem 

might very well resolve itself in the light of further study 

during the exhibition. 

Visually, the artist conceives this painting in emblematic 

terms. It is not a description of the artist's studio as in the 

Cook Coll., but Dou [Martin, op. cit., p. 57 J seems to stress 

the problem of creation. At this time atelier paintings were 

manifestations of the worthiness and dignity of the artist. 

It was a continuation of the theme evident in a St. Luke 

painting the Virgin and Child but now placed in a profane 

setting. The artist shown in his studio was a manifestation 

of the self-assurance of the artist as a creative genius and not 
of a man who worked with his hands . [For a detailed dis

cussion see J. Emmens in Delft /Antwerp 1964-65, pp. 9-13; 
this emblematic notion is confirmed by the presence of the 

book and the musical instrument (trumpet) long associated 

with Clio, the muse of history, while the format of the pic

ture follows earlier examples such as Jacob de Gheyn's 1622 

drawing in the Print Room, Munich [J. Q. van Regteren 

Altena, The Dra1vings of Jacques de Gheyn, I, Amsterdam, 

1936 p. 99]. 

3 7 Eli Instructing Samuel 

Anonymous 

Canvas 102.9 X 88.2 ems. Ill. p. 119 

PROVENANCE Verstolk; Cornelia, Countess of Craven, 
Combe Abbey, no. 12; sale Cornelia, Countess of Craven, 

London (Sotheby's), 27 Nov., 1968, no . 87; with H. Shick

man, N.Y., 1969. 

EXHIBITIONS London, British Institution, 1853; Manchester 

1857, no. 919 [as Rembrandt]; London 1952-53, no. 200 

[as by Jan Lievens]. 

SELECTED REFERENCES Schneider 1932, p. 32, note. l [as not 
Lievens]; "Dutch Pictures at the Royal Academy," The 

Burlington Magazine, XCV, 1953, p. 33, no. 200, fig. 4 [as 
not by Lievens but composition is his or Rembrandt's. 

Dou? or J. G. van Vliet?]; Van Gelder 1953, p. 37. 

REPLICA Coll. Schulze, Oldenburg. 



As Van Gelder , foe. cit., points out , thi s cannot be by Lie
vens, but th e com position is close to him or Rembrandt. 

Ther e are a numb er of Rembrandt drawings and etch ings 

of old men placed in attitu des similar to Eli's and, of course, 

the soft light highlighting of the faces, hands, and part of 

the costum es recalls Lievens and Rembr andt dur ing the late 

162o's. Howev er, the brush stroke is more precise and finer 

than the broader and freer handlin g found in Lievens 

and Rembr andt. The care and precision in renderi ng the 

details, especially the garment s, jewels, and headpiece of 

Samuel , seem closest to Gerard Dou. 

3 8 Vanitas 

Museum of Fine Arts, Boston, Gift of Mr s. Anto nie 

Lilienfeld in memory of Dr. Leon Lilienfeld 

Panel 46.3 X 48.8 ems. Ill . p. 120 

T his paintin g seems to be typ ical of th e early Gerar d Dou 

when he was still closely associated with Rembrandt. His 

early and life long care for the renderin g of very fine de

tailed surfaces is evident here. However, the treatment of 

the upper part of the woma n' s dress still contains some evi

dence of Dou' s buildin g up of forms in a less detailed and 

more Rembr andtesque manner than he will do later. For 

this reason the paint ing must date ca. 1631, if not earlier. 

It also contains a clearly lighted and spatially defined interior 

which one also finds in Dou' s work ca. 1628- 30 (cf. Rem

brandt i11 his Studio, formerly Cook Coll., Richmo nd] and 

also Rembrandt' s of the same time [Artist in his Studio, 

cat. no. 2]. 

Dou's picture also was directly influenced by the Leiden 

schoo l of "Vanitas" painting which became very important 

in that city beginning in the 162o's . It not on ly was a subject 

for still-life paintings but also found its way into seemin gly 
genre representations in the works of Rembrandt [ cf. Two 
Philosophers, N ational Gallery of Victor ia, Melbourne , 

1628- Bauch 1966, no. 5]. Lievens, Metsu and Gerard Dou 

as in th is painting. For detailed discussion of "Vanitas" 

paintings see I. Bergstrom, Dutch Still-Life Painting in the 

Seventeenth Century, translated by C. Hedstrom & G. 

Taylor, London ( 1956], pp. 154- 62, passim. 

WILL EM DROST active ca. r650- r66o's 

T here is no real documentation of thi s artist 's life. Th ere 

are, howeve r, six signed paintings, one dated 1653 (Portrait 

of a Woman, Bredius Museum , The Hague) ; two dated 

1654 (Bathsheba, Louvre, Paris ; Portrait of a Woman, Priv ate 

Co llection, Swi tzerland ) ; and a third said to be dated 

1663(?) (PortraitofHill egonda van Beuningen, Private Collec

tion, The Nethe rlands ). There is also an etchin g dated 1652 

(Mi.inz 1952, II, pp. 183 f.). We know Drost's Christi an 
name and the fact that he wor ked in Amsterdam from the 

inscripti on on the Self Portrait (?), Met ropo litan Museum 

of Art , N. Y. (cat. no . 40). On the basis of th is signature 

which Valentiner read as Wilhelm Drost, the former has 

suggested that Drost was born in Germany (Art Quarterly , 

II, 1939, p. 300]. However, thi s notion becom es highly 
question able if we read the first nam e as "Wi lhelmu s" 

which is the Latinized form of the Dut ch , Will em [one 

might also add chat "Wilhelmus" is the title of the Dut ch 

national anthem]. Follow ing Hofstede de Gro ot who in 

1913 read the signature as Wilhelmu s as did the cataloguers 

of the 1956 Rembrandt exhib ition in Raleigh, this writer 

wo uld propose a Dutch origin for Drost. Houbr aken III , 
p. 47 f., writes about a Drost who was a Rembr andt pupil 
and who had been in Rome for a long time where he was a 

comp anion of J ohann Carl Loth (1632- 1698) and Jan 
van der Meer. A Wilhelm Drost was also a witness to an 

inventory dr awn up in December 1680 in Rott erdam 

(Brediu s V, p . 1626), but we do not know the occupation 

of thi s Wilhelm. 

Because D rost 's dated paintings of 1653- 54 and an etching 

of 1652 con tain strong stylistic affinities wi th Rembrandt 's 

wo rks from ca. 1648-ca. 1654, Houbr aken's statement th at 

Drost studi ed w ith Rem brandt seems reliable. Using the 

same reasonin g one mi ght also suggest that Drost was in 

Rembr andt's atelier ca. 1650. Beginning ca. 1655 (Mac

laren 1960, p. 107), D rost was beginnin g to feel the in

fluence of F. Bol and B. van der Heist , while in the 1660' s 

in the Portrait of Hillegonda van Beuningen, N . Maes also 
seems to have attracted Drost. 

Drost's oeuvr e might very well be expanded after studyin g 

the paintin gs in the exhibition placed und er the category of 
"attr ibuted to Rembrandt" (for example, cat . no . 24). 

3 9 Portrait of a Young Boy 

Private Collection. 

Panel 28.5 X 25 ems. signed bott om right DJ Ill . p. 148 

PROVENANCE Comte de Dempierre d'Hornoy , Paris [with 

false Remb randt signatur e] ; with F. Mont, N.Y., 1968 

For similar typ e of head see the painting ascribed to Drost , 

formerly in the Co ll. Sir Willi am van Horne, Montre al, 
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canvas 99 X 90 ems. [ill. in Valentiner, 1939, p.317, fig. 19 J 
and the Portrait of a Young Boy attributed to Carel Fabritius, 
Coll. Chiaramonte Bordonaro, Palermo, falsely signed 

Rembrandt, panel 64 X 48 ems. There is also a strong simi
larity in the handling of the white drapery around the neck 

with the thick heavy layers of paint in Drost's Old Woman 

Holding a Knife and Leaning out of a Window, Coll. M. Q. 
Morris, London, (ill. in Valentiner, 1939, fig. 9 J. It is diffi
cult to see the connection with Drost's etched Self Portrait 

[ill. in Miinz 1952, II, pl. 31b] proposed by W. Sumowski 
in a letter of May 4, 1968 (owner's files). It is on the basis 

of this comparison that Sumowski suggests that this paint

ing is a self-portrait. The portr ait , which could very well 
be by Drost, must date from the early 165o's- about the 

same time as the Kassel Noli Me Tangere (cat. no. 43). 

40 Self Portrait (?) 

Th e Metropolitan Museum of Art. Given in memory of 

Felix Warburg by his wife and children , 1941 

Canvas 86.5 X 72.4 ems. signed bottom left on paper Wil
helm [11 ]s Drost F. /Amsterdam 16 .. (read variously as 1653, 

1655, 1656 or 1666) Ill. p . 148 

PROVENANCE possibly portrait of Jacob Gerritsz van Velsen 

listed as Drost in Inventory of the estate of Jacob Gerritsz 

van Velsen, Leiden, 1656 (see Bredius III, pp. 887, 890, 

no. 2]; sale Amsterdam, 17 Dec. 1850, with pendant; sale 

A. Levy, London, 3 May 1884, with pendant; sale James 

MacAndrew, London (Christie's) 4 Feb. 1903, no. 128, 

with pend ant; L. Lesser, London; purch ased ca. 1913 by 

Felix M. Warburg, N.Y. 

EXHIBITIONS New York 1940, no. 99 [as signed and dated 

1655 J; University of Wisconsin, Old Masters of the Metro
politan, 1949, ill.; Raleigh 1956, p. II6, no. 21 [as signed 

Wilhelmus Drost and dated 165 5 J; Montreal /Toronto 1969, 
no. 39 [as signed Wilhelm Drost F. /Amsterdam]. 

SELECTED REFERENCES C. Hofstede de Groot in Thieme

Becker, IX, 1913, p. 577 [as signed Wilhelmus Drostf 1655]; 

Bredius III, pp. 887 [as perhaps the Drost Portrait of 
Jacob Cerritsz van Ve/sen and signed W ilhelm Drost f 16 53], 
890; A. Bredius, "Een portret van Willem Drost ," Oud

Holland, XLVI, 1929, p. 96 f., ill (as signed Wilhelm Drost 
f 1655 on the calling card and being very Rembrandt

esque ; he cites head of pendant in Bredius Museum, The 

Hague, as being model for Bathsheba, Luvre (cat. no. 

41) and that portraits represent Drost and his wife]; Valen

tiner 1939, pp. 300 [as clearly signed Wilhelm which makes 

Drost very likely German in origin]; 303 [the conception 

is so close to Rembrandt that it seems that painting was 
made while Drost was in the farmer's studio], 325, note 4, 
fig. 4; H.B. Wehle , "A Gift of Paintings and Drawings," 

The Bulletin of the Metropolitan Museum of Art, New York, 

XXXVII, 1942, p. 160 f., ill. [as signed Wilhelm Drost F / 
Amsterdam and as similar in handling of paint to Bathsheba, 

Louvr e (cat. no. 41)]; Maclaren 1960, p . IOS [attributes 

Portrait of a Young Woman with her Hands Folded on a Book, 
Nati onal Gallery, London, to Drost on basis of similarity 

to Self Portrait (?) J; Haak 1969, p. 223 [signature suggests 

Germ an ori gin]. 

Dro st's portrait seems to reflect Rembr andt's portrait style 

of ca. 1650- 55. Valentiner has suggested a strong connec
tion in the facial expression with Rembrandt's Portrait of 

Nicolaes Bruyni11gh, Kassel, or the Portrait of Jan Six, Amster

dam (Valentiner 1939, p. 303). However, Rembrandt's 

forms are more strongly built up in terms of light and 
shadow and there is a greater variety of colors while 

Drost' s forms are much weaker , rounder, more decorative 

and less structurally rendered. 

The signature and date on the Metropolitan portrait also 

present an interesting problem. Following Hofstede de 

Groo t and Raleigh 1956, Rembrandt and his Pupils, this 

writer reads the signature as Wilhelmus and not Wilhelm. 
The prop osal that Drost was of German origin because the 

signature has been read as Wilhelm (Valentiner 1939, p. 

300) is highly questionable. Wihelmus is certainly the 
Latinized Dut ch form of Willem (also the title of the Dutch 

national anth em ) and could refer to some connection with 

or a reverence for Wilhelmus van N assau. 

The inscription poses a problem in that , accordin g to some , 
it contains a date and to others ju st decorative lines. Again 
followin g Hofstede de Groot, Bredius and ochers, it does, 

indeed , seem to contain a date, but whether it reads 1653, 

1655, 1656 or 1666 is difficult to determine. Because the 
portr ait seems to have a long history of association with the 

Portrait of a Woman, Bredius Museum, The Hague, and the 
sizes are relatively close, we can believe that they are pen

dants. Bredius' suggestion that they represent Drost and his 

wife seems plausible when we consider the inscription on 
the paper held by the man. It contains Drost 's name in the 

same way that Maerten Loot en's name appears, as pointed 

out to me by Stechow, in his portr ait in the Los Angeles 

County Museum of Art. Cons equently, it is conceivable 

that the paper identifies the sitter and the fact that he was 

in Amsterdam. Because the Portrait of a Lady is dated 1653, 

read by some as 16 5 5, and because the costume of the man is 



from the early r65o' s, one can suggest that this Self Portrait 
is from 1653. 

4I Bathsheba 

Mu see du Louvre, Paris 

Canvas ror X 86 ems. signed on paper in lower midd le left: 

Drostj 1654 or Drostfec. 1654 Ill. p. 149 

PROV ENANCE sale Dr. Leroy d'Etiolles, Paris, 21-22 Feb. 

1861, no. 27; M. de Vandeul, 1866; presented to Mu seum 

in 1902 [ as Cornelius Drost J. 
EXHIBITIONS Cambrai, Exposition circulan.te en province, 1936; 

Valenciennes-Metz, 1938; Leiden 1956, no . 30, fig. 19; 
Paris , Louvre, Exposition de 700 Tableaux tires des R eserves 

du department des peintures, 1960, no. 404; Mont real /To ronto 

1969, no. 3 8. 

SELECTED REFEREN CES L. Dem onts, Catalogue des peintures ex
posees dans /es galeries du Musee National du Louvre, . .. 
Eco/es fiamande, hollandaise, ... 1922, p. 153, no. 2359A 

[as Jacob or Cornelis van D rost J; C. Hofst ede de Groot, 
"R em brand t of W . Drost?," Oud-Holland, XLVI , 1929, p. 

39; A. Brediu s, "Een portret van Willem Drost," Oud

Holland, XLVI, 1929, p. 98 [as the same model as D rost's 

Portrait of his Wife, Bredius Museum, The Hague]; Martin 

II, 1936, p. 137 f. [as inspired by Rembr andt 's 1654 Bath
sheba J; Valentiner 1939, pp. 296 [as wor king with Rem

brandt at time of creat ing Bathsheba], 300 ff, fig. r [as 
recalling Rembrandt's 1654 Bathsheba, but Drost 's style is 

mor e linear]. 321 [att ributes Dresden Portrait of a Young 
Girl to Drost on basis of similarity of face to Louv re 

Bathsheba J; H. Wehle , "A Gift of Paintin gs and Drawin gs," 

The Bulletin of the Metropolitan Museum of Art, XXXVII, 
1942, p. 161 [as close in handling of the paint to Drost's 
Portrait of a Man, Metropolit an Museum of Art, N.Y. J; 

Rosenberg , Slive, Ter Kuile 1966, p. 98, pl. 73A [as in

spired by Rembrandt's 1654 Bathsheba]; Gerson 1968, p. 
188, ill. on p. 120 [as a work of extraordinary charm 
at least in terms of finish and techniqu e; element of internal 

power is another matter ]; Haak 1969, p. 223, fig. 373. 

Alth ough Drost seems to use Rembr andt's 1654 Bathsheba, 
Louvre, Paris, as his starting point, he changes the composi
tion and content considerabl y. Drost moves the figure into 

the foreground and makes it a three-qu arter length compo 

sition with all our attention focused upon Bathsheba. The 

figure is bathed in a brilliant white light which stresses the 

outline of the forms rather th an dissolving th em as does 

Rembr andt's light. The rich white, stron gly contoured 

drap ery is typical of Drost (see cat. nos. 42, 45, Oxford , 

Kassel) and also seems to comp are with the shroud upon 
which Christ rests in the Sarasota Lamentation (cat. no. 

24). Drost's Bathsheba also tends to be more sentiment al 
than Rembrandt's, but this does not detr act from the monu

ment al originality of thi s highly gifted Rembr andt pupil. 

42 Ruth and Naomi 

The Visitors of the Ashm olean Museum, Oxford 

Canv as 89 X 71 ems . Ill. p. 150 

PRO VENANCE sale C. D . T. Crews, London (Christie's) , r 

July 1915, no. 20 [as Carel Fabritius] ; with H . A. Butterly, 

Lond on ; F. H. Shiller, London; sale F. H. Shiller, Lon

don (Sotheby's ), 6 May 1925, no . 16 (as Carel Fabritius], 

Mrs. W. F. R. Weld on; presented by latter in 1929. 

EXHIBITIONS London, Guild Hall, Dutch Exhibition, 1903, 

no. 139 (as Carel Fabritius]; London 1953 MG , no . 27, ill. 
[as Barent Fabritius]. 

SELECTED REFERENC ES Sumowski 1957- 58, pp. 232, 240 [as 

Barent Fabritius]; Pont 195 8, p . 129 [as unjustl y ascribed 
to Barent Fabritius and attributed to Willem Drost J; Idem 

1960, pp. 205 f., 208, 2ro (point s out similaritie s with Rem
brandt in Ruth' s gestures, and border decor ations of her 

costume (cf. etching of 1645, Abraham and Isaac, Mi.inz 

1952, II, fig. 200) and triangul ar concentration of Naomi's 

drapery folds (cf. Rem brandt 's 1651 Noli Me Tangere, 
Braunschweig )]. 218- 221 [attributes painting to Drost and 

dates it ca. 1652- 53 J; Univer sity of Oxfor d , Catalogue of 
Paintings in the Ashmolean Museum, Oxford, 1962, p. 48, 

no. 152 [as D rost]. 

Thi s painting , as first suggested by Pont , seems to belong to 
the oeuvre of Willem Drost. It had formerly been attributed 
to Carel and Barent Fabritius , but on stylistic grounds the 

attributi on to either of these men cannot be maintained. As 

Pont wr ites, [1960, p. 220], th e brush stroke is not nearly 
as free, suppl e, and broad throughout the entire work 
as one wou ld find in the work of Barent Fabritius. It also 

lacks the subtle light effects of Car el and his heavy, thick, 

multi- colored brush of the 164o's . It certainl y cannot be 

by the Care l Fabritius of the 165o's with the stress on per
spectiv e and light background s which started a new style 

in Delft. The similariti es with signed paintin gs by Drost 

such as the lightin g of Naomi and that of Christ in the 

Kassel, Noli Me Tangere (see cat. no 43) are immedi ately 
evident while the similarity in profile between Ruth and 

the Magdalen [ibid. p. 219 J, the soft and rounded figures 
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created by the use oflight and shadow and the stron g con
trast betw een light forms placed against a dark background 
are typic al of D rost and comp are favor ably with his signed 

and dated 1654 Bathsheba, Louvre , Paris (see cat . no . 41 ). 

Pont also suggests [lac. cit.] that Na omi's drapery is similar 
to The Cook, Co ll. Mr s. M . F. Fleischman, London, at

tributed to D rost by Valentin er [ 1939, p. 307 f., fig . 9] . 

It should be interesting to comp are the drapery , figure typ es 

and light effects of the Oxfo rd , Kassel (see cat . nos. 42, 43) 

and Paris (see cat. no. 41) pictur es with the Lamentation, 
Sarasota (cat . no. 24) generally attribut ed to the Rem
brandt Schoo l but possibly by Drost . 
The Kun sthalle, Brem en, own s a dr awin g representin g 

Ruth and Naomi which Benesch [VI, p . 392, cat . no . C 100, 

fig. 1640] calls a good copy by a student wor kin g in Rem

brandt's studi o . Sumowski [1957- 58, p. 232] writes that 
it is not a copy but by a student working in Rembrandt's 

style, and Pont [ 1960, pp. 205- 221] attribut es the drawin g 

to Drost and suggests that it is a stud y for the Oxford 
paintin g. Van den Eeckhout 's name has also been suggested 

[Leiden 1956, no . u2 J on the basis of a comp arison with 

his paintin g in the Museum at Bremen. 

43 Noli Me Tangere 

Staatliche Kunst sammlun gen, Kassel 

Canvas 95.4 X 85-4 ems. signed bottom left on column 

fragment : Drost: J Ill . p. 150 

PROVEN ANCE sale Jan Agges, Amst erdam , 1702, no. 69; ac

quired for paintin g Collection of Land grave of Hessen

Kassel and cited in Supplement to Invent ory of 1749, no . 

934. 

SELECTED REFEREN CES G. Hoet , Cata/ogus of Naam/yst van 

Schilderyen . . . , The Hague, II , 1752, p . 68 f. ; Valenti

ner 1939, pp . 300 [as containin g Caravaggesque elements 
and datin g ca. 1652- 53], 304, 308, 3u, fig. 5; Van Dyke 
1923, p. 61; Vogel 1958, p . 51, no. 261 ; Pon t 1960, pp. 

218 f., fig. 3 [relates it to Oxford R uth and Naomi and says 
Ruth and Magdalen are same model , and play of light and 
shadow over Chri st's body is similar to Nao mi' s], 221 ; 

M acl aren 1960, p. 107. 

As point ed out by Valentin er (1939, p. 304), thi s wo rk by 
Dro st is related to Rembr andt 's 1651 paintin g of the same 

subject in Braunschweig. However, D rost changes the com
position and places the figures close to the foreg round. 

They are no longer small in size but domin ate the scene. 

Drost is Rembr andtesque in his light effects, which stress 

the facial expressions and gestures, and in his placing of 

Christ against a lighted background . These features are 
found in Remb randt in the late 164o's and early 165o's. 

Valentiner att ributed to Drost with a question mark a draw

ing of this subj ect in the Print Room, Copenhagen (Valen

tiner 1939, p . 325, note S, fig. 13). Lugt and Benesch 

(Benesch VI, p . 400, cat. no. A 84, fig. 1658) rej ect this at

tributi on while Pont (1960, pp . 212, 218 f., 221) favors 
the att ribution to Drost . Wh ether the Copenhagen draw

ing is by Dr ost is an open question, but it does not seem to 
be a study for his Kassel pictur e. Perhaps more closely re

lated to the Drost with regard to large figur es placed close 
to the foregro und is Rembr andt' s drawin g of this subject 

dated ca. 1655 in the Coll. F. Lugt, Institut Nee rlandais, 

Paris (Benesch V, p. 285, cat . no. 99 3, fig. 1206). 

44 Samuel and Eli 

Th e Ar t Institut e of Chicago, W ilson L. Mead Fund 

Canvas 132 X 110.5 ems. Ill. p. 15 1 

PROVENAN CE H. L. Terrell, En gland [formed before 1904 J; 
Mrs. Wilfr ed Buckley, daughter of Terrell, Moundsmere 

Manor, Basingstoke, En gland ; sale Mrs. W . Buckley, Lon

don (Sotheb y 's), 23 June 1937, no. 22, purch ased by M. 

Knoedler & Co., London & N .Y.; acquired in 1937. 

EXHIBITION S London 1929, no . IO I [as attribut ed to Jan Vic
tor s and representin g J acob and Benjamin ?] ; New York 

1940, no. IOI , ill. [as Barent Fabritius] ; Baltim ore, Mary

land, Th e Baltimore Mu seum of Art , Masterpieces Lent in 

Honor of the Museum's Golden Jubilee 1914- 1964 , 1964 [as 
Barent Fabritius] ; Jerus alem , Th e Bezalel N ational Muse
um , Works of Faith, 1965. 

SELECTED REFERENCES Commemorative Catalogue of the Exhi
bition of Dutch Art held in the Galleries of the R oyal Academy, 
Burlington House London, 1929, London, 1930, p . 37 [as at
tributed to Barent Fabritius] ; G. W. Long street, "A Paint
in g of the Rembrandt Schoo l," Bulletin of the Art Institute 

of Chicago, XXX III, 1939, pp . 1- 5, ill. [as being similar in 

style to 1656 Apostle Thomas(?), Kassel, (see cat. no . 27) 
which has been called Barent Fabritius, Will em Drost , 

and Ni colaes Maes]; Valent iner 1939, pp. 315 ff , fig. 18 
[as probably illustrating The Departure of Benjamin fr om 

Jacob and painted in a techniqu e closest to Drost J; W . 
Stechow, "Recent Periodical Literature on 17th Century 
Painting in Th e Ne therland s And Germ any," The A rt 

Bulletin, XXIII, 1941, p. 229 [ as not by Dro st] ; Pont 195 8, 
p . 16, note I [as attribut ed to Drost and probably after 



1650 J; Chica go 1961, p . 159, ill . on p. 189 [as Barent Fabrit
ius and representing Jacob and Benjamin]. 

Not only has there been difficulty in establishing the subject 
matter of the painting [ Samuel and Eli or, as Valentiner sug

gests (1939, p. 315), The Departure of Benjamin from Jacob] 
but also the artist. Valentin er's suggestion that the picture 

could be by Drost seems possible because non e of the pic
tur es generally accepted as being by Barent Fabritius can be 
compared favorabl y with the Chicago canvas. Valentiner, 
in his pro-D rost argument (p. 316 f.) asserts that the subtle 
and delicate colors are closer to Drost and are very different 
from those ofBarent Fabritius which are strong and direct. 
Valentiner (p. 315) also suggests that the Chicago painting 
can be read as a pendant, not in size, but in composition 
and spirit to the Hannah and Samuel, Hermit age, Leningr ad, 
attributed to Dro st. One mi ght also add that the general 

mo od, atmosphere and relationship of the figures in the 
Chicago painting seem to have a close affinity with Rem
brandt's Prodigal Son, Hermit age, Leningrad, of ca. 1668. 
This is especially evident in the faces of the elders, half in 
shadow, looking dow n upon the young man with such ex
traordin ary warmth and love. Could it be that the idea for 
the great Rembrandt comp osition began with the work of a 

pupil executed in the 165o's, or was the idea already present 
in a now lost work by Rembrandt ? 

For a drawing very likely of the same subject but entirely 
different in composition, see that in the sale Ehlers and 

others, Leipzig (Boemer) , 9 May 1930, no. 136, ill., as 
Eeckhout, aquarelle in brown, grey, and red : 160 X 205 
mm. The tw o figures are small and set back in space before 
a buildin g while to the left there is a landscape view. The 
chief similarity is the placement of darker figures against a 
light wall. 

GERBRAND VAN DEN EECKHOUT 
r62r-r674 

He was born on August 19, 1621 in Amsterdam and was 
the son of the goldsmith, Jan Pietersz van den Eeckhout. 
Houbrak en, II, p. 79, informs us that Gerbr and was one of 
the best Rembrandt pupils and that Van den Eeckhout and 
Roeland Roghman were great friends of Rembrandt durin g 
their lifetime (Houbr aken, I, p. 137). It is very likely that 
Van den Eeckhout studied with Rembr andt durin g the 

late 163o's, say ca. 1635 to ca. 1640. Van den Eeckhout 
seems to have worked exclusively in Amsterdam where he 

died a bachelor and was buried on September 29, 1674. 
Houbrak en, II, p . 80, states that Van den Eeckhout died 
on September 22, 1674. 

Van den Eeckhout was a portrait, history , and genre painter 
as well as a prolific drau ghtsm an. It was mainly in Van den 
Eeckhout's religious paintin gs and drawings that he fol
lowe d Rem brandt's style- especially the broad manner of 
the 164o's. After 1660 Van den Eeckhout's style follows 
Rembr andt's of the 165o's. It was also as early as 1651 

(MacLaren 1960, p . 117) that Van den Eeckhout began to 
paint interiors wi th gaming soldiers, etc. (see cat. no. 50) 
which look forward to later works by Pieter de Hoogh. 
Van den Eeckhout 's portr aits also follow the more stylish 
type impor ted from Flanders rather than Rem brandt 's. 

4 5 Isaac Blessing J acob 

The Metropolitan Museum of Ar t, New York: Bequest of 

Collis P. Hunt ington, 1925 Ill. p. 129 

Canv as 100.7 X 128.2 ems. signed bot tom left of center on 
step G. V. eeckhout A 0 1642 

PROVENANCE possibly at sale The Ha gue , 24 April 1737; 
presented to the museum in 1925 by Collis P. Huntin gton. 

EXHIBITIONS New York, Metropolitan Museum of Art , The 
A rt of Rembrandt, 1942; Little Rock, Arkansas Art Center, 

Five Centuries of European Painting, 1963. 

SELECTED REFERENCES Sumow ski 1957- 58, p. 239 f. [as con
taining Baroque frills typical of his early signed paintin gs 
and includin g shell ornament also often used by Eeckhout 
and based on original designs in Schw erin Museum J; idem., 
"Ge rbr and van den Eeckhout als Zeichner," Oud-H olland, 

LXXVII, 1962, p. II ; Haak 1969, p . 183, fig. 294 [as strongly 
dependent upon Rem brandt ; tankard on table is copy of 
famous silver piece by Adam van Vianen] . 

The rich and free application of the paint, the careful high
lightin g of small det ails which conveys a sense of the mate
rial, and the use of small figures placed in a deep space all 
brin g to mind some of Rembrandt's compositions of the 

late 1630' s and early 1640' s [ cf. 1640 Visitation, cat. no . 7 J. 
Although there is no kn own paintin g of this subject by 
Remb randt , he did make a numb er of dr awings of this 

theme in the early 164o's. Th e ca. 1640- 42 sheet , formerly 
Coll. Van Diemen, Berlin [Benesch III, cat. no. 507, fig . 

631 J might have been known to Van den Eeckhout. In 
the drawing one finds a similar decor ative treatment of 

the pillows, the kneelingJacob with his back to the viewer , 
Rebecca standing to the left in profile and a stress upon the 
curtains as an enframing device. However, the space and 
Isaac's position are entir ely different. 
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This subject was important for the Rembrandt circle 
around 1640 and Flinck also rendered it in 1638 (Rijks
mu seum, Amsterdam, Von Moltke 1965, cat. no. 8, pls. 
1- 3]. However, the latter places his frontal , three-quarter 
length figures close to the picture plane . In this way, Flinck's 
early effort is closer to Rembrandt 's preserved drawings 

from the early 164o's [Benesch III, cat. nos. 508, 5 ro, figs. 
632, 633] and the monumental 1656 painting in Kassel of 

Jacob Blessing the Sons of Joseph. This has caused Von Moltke 
to ask whether or not a lost Rembr andt composition from 
the 163o's was not behind Flinck's [Von Moltke 1965, p. 
17 f.] . One might also ask the same question about the 
Van den Eeckhout, even though there seems to be some 
connection between his painting and Rembrandt's drawing 
formerly with Van Diemen, Berlin. It is also possible that 

Rembrandt first became aware of the possibilities of this 
composition through the efforts of his pupils. 

46 Daniel Proving the Innocence of Susanna 

Wadsworth Atheneum, Hartford , The Ella Gallup Sumner 

and Mary Catlin Sumner Collection 

Canvas 57.8 X 65.4 ems. Ill. p. 130 

PROVENANCE perhaps sale Ysselsteyn and others, 26 May 

1744, no . 1; perhaps sale Jan Verkolje , the younger, Am
sterdam, 24 Oct. 1763, no. 29 [bought by Fouquet]; Earl 
of Bute, London, 1764-1774; possibly sale de Beze, Paris, 
3 April 1775, no. 48 [bought by Langlier]; sale M. Del place 
& others, Paris (Hotel Drouot), 1958 [bought by J. H. 
Weitzner]; acquired in 19 59. 

EXHIBITIONS New York, The Jewish Museum-The Jewish 
Theological Seminary, The Hebrew Bible in Christian, Jew
ish and Muslim Art, 1963, no. II6. 

SELECTED REFERENCES C. C. Cunningh am, "Two Paintings 
by Gerbrandt van den Eeckhout," Wadsworth Atheneum 
Bulletin, V, no. 6, 1960, pp. 14 ff, figs. 7, 8 [as closely fol
lowing Rembrandt's style of 164o's; weeping Susanna is 
taken directly from Rembrandt's Woman Taken in Adultery, 
National Gallery, London, 1644; another possible Rem
brandt borrowing is Romanesque apse of church seen 
through opening at left which resembles Temple in Rem

brandt's Reconciliation of David and Absalom, Leningrad, 
1642; Van den Eeckhout prob ably dates around 1655-
1660]. 

ENGRAVINGS William Baillie, 1764; recut for Earl of Bute 

in 1774. 

This subject was painted and drawn by Rembrandt on a 
number of occasions and comes from the Vulgate [cf. 
Cunningham, op. cit., 1960, p. 16]. In this painting Van den 
Eeckhout clearly returns to his master's style of the 164o's 
with the strong dependence upon chiaroscuro to draw our 
attention to the main participants in the story. He also uses 
Rembrandt's fantastic type of architecture with an opening 

into the distance on one side [Cunningham, op. cit., 1960, 
p . 14 f.] . As Cunningham has pointed out, he also borrows 
a Rembrandt type , the weeping female, in this case Susanna. 
This crying figure holding a veil to her eyes appears quite 
often amo ng Rembrandt's pupils and followers and at least 
twice in Van den Eeckhout [cf. Hartford painting and 
Sophonisba, Duke Anton Ulrich-Museum, Brunswick, 
1664]. Van den Eeckhout's technique follows the broad 
brush of Rembrandt's from the 164o's but in a personal and 
more crisp manner making his pictures very pleasant to 
view. They are also somewhat theatrical in character. Be
cause the Hartford picture contains elements similar to 
those present in works like Van den Eeckhout's Christ dis
puting in the Temple, Munich, 1664; Sophonisba, Brunswick, 
1664, one might suggest a date from the early 166o's. 

4 7 St. Peter Healing the Lame 

M. H . de Young Memorial Museum, San Francisco, Gift 
of Mr. and Mrs. George T. Cameron 

Canvas 61 X 69.8 ems. signed and dated bottom left on 
step: G.v.d. Eeckhout fe A 0 1667 Ill. p. 132 

PROVENANCE Gart, Amsterdam, at the latest in 1781; sale 

G. Hibbert , 13 June 1829, no . 17, bought by J. Neeld; Sir 
Audley D. Neeld; sale Neeld, London (Christie's), 13 July 
1945, no. 60; with F. Mont , N.Y.; W. Heil, San Francisco. 

EXHIBITIONS London 1938, no. 144; Leiden 1956, no. 35, 
fig. 16; Raleigh 1956, no . 22; Montreal /Toronto 1969, 
no. 47. 

SELECTED REFERENCES The Literary Works of Sir Joshua Rey
nolds, edited by H. W. Beechey, London , II, 1835, p. 203 
["some parts of this picture are so exactly like Rembrandt 
that a connoisseur might without disgrace at first sight 
mistake it for his"] ; J. Byam Shaw, 'Three Drawings of 
Rembr andt's School," Old Master Drawings, Sept ., XIII, 

1938, p. 19 f., pl. 17 [as similar to drawing in Coll. Capt. 
Gathorne-Hardy which also bears slight resemblance to 
Rembrandt's 1659 etching (Munz 1952, I, cat. no. 239, pl. 
2 76)]; H. Gerson, Het Tijdperk van Rembrandt en Vermeer, 
Amsterdam, 1952, p. 20, fig. 43 [as using Rembrandt's late, 



broadly painted style found in his history paintings]; Ro

senberg, Slive, Ter Kuile 1966, p. 95, pl. 68B (as achieving 
a truly Rembrandtesque effect with his chiaroscuro and 

color]. 

Here Van den Eeckhout uses Rembrandt's free and broad 
type of brush stroke and chiaroscuro effects of the late 
165o's. For a close variant on the composition see painting 
signed and dated 1666, of this subject in sale Earl of Lonsdale, 

London (Christie's), 2July 1937, no. IO, bought by Grant, 
canvas: 129 X 142 ems., and the drawing for it in the Coll. 
Capt. G. M. Gathorne-Hardy. 

48 Portrait of Jan Pz van den Eeckhout 

Musee des Beaux-Arts, Grenoble 

Panel 76 X 58 ems. signed on balustrade bottom left: G. V. 
Eeckhout F.A 0 1644 Ill . p. 131 

PROVENANCE Very likely portrait described by Houbraken 
(II, p. roo) as in Coll. Gerbrand van den Eeckhout, son of 
the wine merchant,Jan; Poull ain, Paris; sale Poullain, Paris, 

15 March 1780; since 1825 in Musee des Beaux-Arts, 
Grenoble. 

EXHIBITIONS Paris, Petit Palais, Les chefs-d'oeuvre du Musee de 

Grenoble, 1935, no . 60. 

SELECTED REFERENCES London 1929, p. 72 (as being similar 
in composition and style to 1651 Portrait of Jan Pz van den 
Eeckhout, Coll. J.B. Hubrecht, Doorn; also cites 1644 por
trait drawing in Print Room , Dresden]; Staring 1948, p. 
182 f. (as pendant to Portrait of Cornelia Dede/ and as more 
striking than 165 l portr ait of same man in Hubrecht Coll. ; 
combines lessons learned from Rembrandt with his own 

ideas and cites compositional connections with Rembrandt]. 

Jan Pietersz van den Eeckhout, Gerbrand's father, was a 
goldsmith who married Cornelia Willem sdr Dede! on 
February 22, 1633. For further details see next entry. 

49 Portrait of Cornelia Dede/ 

Dr. Jan B. Hubrecht, Doorn 

Panel 75 X 58 ems. signed on balustrade bottom-right cor
ner: G. V. eeckhout A O 1644 Ill. p . 131 

PROVENANCE In possession of descendants of Cornelia Dede! 
since her death in 1660. 

EXHIBITIONS Leiden , 1850, no. 39; The Hague, Noordeinde 
Palace, Tentoonstelling van schilderijen van oude meesters, 

1881, no. 127; Brussels, Palais des Beaux-Arts, Exposition 
Neerlandais, 1882; London 1929, no. 138; Amsterdam , 
Rijksmuseum, Drie Ernwen Portret in Nederland, 1952, no. 3 5 
(coat of arms is a later addition, and its pendant is Portrait 
of Jan Pietersz van den Eeckhout, Musee des Beaux-Arts, 
Grenoble]. 

SELECTED REFERENCES A. Houbraken, Groote Schouburgh 

( Quellen-studien zur Hollandischen Kunstgeschichte ), edited by 
C. Hofstede de Groot, The Hague, 1893, p. 120; E. W . 

Moes , Iconographia Batavia, Amsterdam, I, 1897, no. 1920; 
Martin II, 1936, p. 129 (as one of the most impressive por
traits made in Rembrandt's style]; Staring 1948, pp. 180 f. 
(as influenced by Rembr andt's chiaroscuro], p . 182 f. (the 
placement of the sitter at an angle within a window frame 
and with one hand on the balustrade comes from Rem
brandt , for example the 1640 Self-Portrait, National Gal

lery, London, 1641 Portrait of a Man, Brussels, 1641 Por
trait of a Woman, Buckingham Palace], 184 f. (states that 
Portrait of Baycken van Bracht (?), Coll. Gatacre-De Stuers, 

is from same time]. 

The connection between this portrait of Van den Eeckhout' s 

stepmother and portraits by Rembrandt in the 164o's is 
inescapable. However, the tonality is lighter and there 
seems to be a great stress on decorative frills. This is es
pecially evident in the painting of the details of the sitter's 
costume and the curtain to the left. Van den Eeckhout seems 
to combine Rembrandt's chiaroscuro with the addition of 
more elegant details found in the fashionable portraiture 
of the 164o's especially evident in the works of Bartholom

eus van der Heist. 

50 A Party on a Terrace (Allegory) 

Worcester Art Museum 

Canvas 53 .6 X 64 ems. signed on terrace bottom left of 
center: G . Eeckhout F. Ano. 1652 Ill. p. 132 

PROVENANCE Said to have been in Coll. of King of Hol
land; possibly Dingwall, London; with R. Langton Doug
las, London; with P. & D. Coln aghi and Knoedler & Co. , 

London; with R. Langton Douglas, London; acquired from 
latter in 1922. 

EXHIBITIONS Worcester 1936, no . 24, ill.; Kansas City, Wil
liam Rockhill Nelson Gallery of Art , Paintings of Dutch 

Seventeenth Century Interiors, 1967- 68. 

SELECTED REFERENCES E. I. S., "The Garden Party, Gerbrand 
van den Eeckhout, Dutch, 1621- 1674," Bulletin of the 
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Worcester Art Museum, XIV , no . 3, 1923, p. 70 ff., ill. [near
ness to Rembr andt is shown in richness of costume and color 

and in treatment of scenes not entirely removed from life 

of people; influenced by Terborch ]. 

Here Van den Eeckhout continues the long line of elegant 
garden and terrace parties containing allegoric al overtones 

(for a discussion of this see J. R. Judson, "Dirck Barentsen 

.. . ," Bulletin der Koninklij"ke Musea voor Schone Kunsten, 
Brnssel, 1- 2, 1962, pp . 97- ro 8] which began in the sixteenth 

century. Van den Eeckhout's scene, with the extreme care 

for the paintin g of materi als and the inclusion of almost liv
ing statuary in an atmospheric garden containing elements 

of classical architecture, must have been known to Pieter de 

Hoogh who later painted similar scenes during his stay in 

Amsterdam. This type of painting was also important for 

Gerard Terborch (see S. J. Gudl augsson, Katalog der Ge

ma/de Gerard Ter Borchs, II, The Hague, 1960, p. 157). 

BARENT FABRITIUS 1624- 1673 

Barent Fabritius, the younger brother of Carel , was bap

tized on November 16, 1624 at Midden-Beemster in North 

Holl and. Ori ginally both brothers were known as Barent 

and Carel Pietersz, but in 1641 this surname was dropped 

by Carel and replaced by Fabritius (carpenter) . By 1650 

Barent had also adopted this form . We know that Barent 

w as living in Midden-B eemster in May 1641, in Amster

dam in April 1643, and back in Midden-Beem ster in June 

1643. He was again in Amsterdam in October 1647 where 

he signed a document with his brother Carel. A marri age 

document drawn up in Midden-Be emster in August 1652 
informs us that Barent then lived in Amsterd am . It is also 

likely that Barent visited Delft in the early 165o's, as his wife 
lived there before their marriage, and Carel was also in 
residence there from around 1650 until his death in 1654. 

We know that Barent was livin g in Midden-Beemster in 

April 1653 and April 1655, as children of his were baptized 
there. By 1656, Barent must have been in Leiden where he 
executed the Portrait of Willem van der Helm with his Wife 
and Child, Rijksmuseum , Amsterd am . Barent was surely 

in Leiden in January 1657 when he rented a house, and by 

May 1658 he entered the painters' guild of th at city. He is 

last mentioned in Leiden in Octob er 1658 when he paid his 

dues to the guild. We find his name in the 1665- 1666 regis

ter of the Midden-Beemster Chur ch memb ers and three 

years later he painted a ceiling decora tion for a country 

house near Beemster. After 1669 Barent resided in Amster
dam where he died and was buried on October 20, 1673 in 

the Leidse Kerkh of (cemetery). 

Barent Fabritius was a history, portrait and allegorical

genre painter. His early works, datin g from the 165o's, are 
based on Rembr andt's style of the 1640' s although it is not 

clear from the documents that Fabritius was a Rembrandt 

pupil. Barent appears to have also been influenced by his 
broth er Carel, Nicolaes Maes, Gerbrand van den Eeckhout, 

and the Delft School. 

5 I Self-Portrait (?) 

Mu seum of Fine Arts, Boston. Lent by the Boston Athe
neum 

Canv as 64 X 52 ems. Ill. p. 141 

PROV ENAN CE Count F. Celestini, Florence, 1883 [as Self
Portrait by Rembr andt]. 

SELECTED REFERENCES C. C. Cunningham, "Four paintings 

of the Rembr andt School in Boston," Art in America, XVII, 

1939, pp. 186- 188, ill. (dates it about 1647] ; Pont 1958, p. 

133 (as only known from photograph and therefore unable 
to jud ge attribution]. 

It is possible that this is the same sitter as in Fabritius' ca. 

1656- 57 Self-Portrait, Alte Pinakothek, Munich (Pont 1958, 

p. II6, no. 33, as Portrait of a Man). However, the Boston 
figure is a bit younger and consequently the portr ait would 

be earlier, perh aps around 1650. The Munich picture is 

much more three dimension al with a more subtle use of 

light and shadow to create bolder forms. One mi ght sug

gest, therefore , that the Boston portr ait is either an early 

work by Barent or, perhaps, even by another hand. Both 
the Boston and Munich paintings could be the same subject, 

while the so-called Self-Portrait of Barent, Staedelsches 
Kunstinstitut , Frankfurt, 1650, seems to be another sitter 

(ill, in Pont 1958, cat. no . 31, fig. 4) . 

52 The Dismissal of Hagar 

M. H . de Youn g Memori al Museum, San Francisco, Anon

ymous Gift 

Canv as 108.5 X 108.5 ems . signed falsely to left at bottom: 

Rembrandt f Ill . p. 1 4 1 

PROV ENANCE possibly sale at Amsterdam, 30 Oct . 1823, no . 

233, 103 X 143.5 ems.; Earl of Denbigh, Newnh am Pad

dox [by 1824]; with Colna ghi & Ob ach, Lond on ; anony

mous gift to Mu seum in 1950. 

EXHIBITIONS Lond on, British Institution, 1824, no. 100 [as 

in Coll. Earl of Denbigh]; Manchester 1857, no. 838; Lon-



don, Guild Hall, Dutch Ex hibition, 1903, no. 192; Montre al / 
Toronto 1969, no. 53, ill. 

SELECTED REFERENCES J. Smith , VII, 1836, no. 5 (as Rem
brandt]; A. Delen in Thieme-Becker, Leipzig, X , 1914, p. 3 55 
(as one of many pictures given to Rembrandt but by Van 

den Eeckhout]; Hofstede de Gro ot, VI, 1916, p. 26 f., no . 6 
(as signed to left of foot : R embrandt J - a later signature 
used to be somewhat lower but disappeared in restoration; 
the authenticity is much disputed and author has not 
formed any definite conclusion; if genuine, it was painted 
about 1650; a study in black chalk is in the Albertin a (Be
nesch II, cat. no. 447, fig. 506)]; R. Hamann, "Hag ars 
Abschied bei Rembr andt und im Rembrandt-Kreis e," 

Marburger Jahrbuch fiir Kunstwissenschajt, VIII- IX, p. 15, 
fig. 14 (points out connection with Lastman in Kunsth alle, 

Hamburg]; Benesch II, p. 102, cat. no. 447, fig. 506 (says 
Rembrandt drawing was used by Rembrandt pupil for 

painting formerly in Coll. Earl of Denbigh]; Pont 1958, 
pp. 19 f. (as going di~ectly back to Lastman's composition 
of this subject in the Kunsthalle , Hamburg, of 1612; also 
points out changes such as greater simplicity in costumes 
and movements which gives Fabritius' a richer inner life; 
dates ca. 1650], 103, cat . no . 3, fig . 3 [as a little larger earlier 
and with false signature : Rembrandt J] ; European Works of 
Art in the M. H. De Young Memorial Museum, Berkeley, 

Calif., 1966, p . 124, ill. 

This subject was extremely popul ar in the Rembr andt circle 
from about 1640. The general compo sitional arrangement 
was not a Rembrandt creation , as pointed out by Ham ann, 
but one established by the master 's teacher, Pieter Lastman 

(for more det ails concerning the importance of Lastman 
for Rembrandt's mature years see forthcoming article by 
Prof. Stechow in Oud-Holland]. Rembr andt copied the fig
ures from Lastman's 1612 representation of this subject in 

a drawing of ca. 1637 now in the Albertina, Vienna (Be
nesch II, cat. no. 447]. It is this drawing which served as 
the basic model, but with variations, for Rembr andt's later 

arrangements , as well as those by his followers (see Benesch 

III, cat . nos. 499, 525, figs. 499, 654; V, cat. no. rooS, fig. 
1222]. Rembrandt makes one important change from Last
man to place Ishmael with his back to the spectator. This 
occurs in drawings executed in the early r64o's at the time 
when Fabritius prob ably knew Rembr andt. A similar ar

rangement of figures in a landscape, although the centr al 
group of three is adult, was used by Gerbrand van den 
Eeckhout in his representations of Ruth and Boas, Museum 
Boymans-van Beuningen, Rotterdam, 1655; Gallery Leger, 
Brussels, 1656. 

5 3 Rebecca Welcomed by Abraham 

The Art Institute of Chicago, Wirt D . Walker Fund 

Canv as 146 X 180.3 ems. Ill . p . 140 

PROVE NANCE probably painting described as "Isaac receiving 
Rebecca, Figures, Camels, etc., Capital ... Rembrandt," 

in sale E. Glover , London , 1745, 3rd day, no . 215, purchased 
by Mrs . Forth ; sale Richard Hulse, London (Christie's), 
21-22 March, Blackheath 1806, no. 86, bought by Beerens; 

W. Cole, Lond on, 1836 (as Rembr andt]; E . C. Stuart Cole , 
London , 1862; sale various properties , London (Christie's), 
20 June 1913, no . 85 [as Barent Fabritius], bought by 
Asher Wertheimer; sale A. W ertheimer, London (Chris

tie's), r S June 1920 (as Carel Fabritius]; S. de! Monte, 
Brussels, before 1928; on loan to Perth Art Gallery , Aus

tralia, 1940-50 ; on loan to Stedelijk Museum, Gouda , 1952-
ca. 1959; sale S. de! Monte, London (Sotheby's), 24 June 

1959, no. 49, bought by D. Koetser (as School of Rem
brandt] ; with D. Koetstr, Zurich; with Jan Dik, Vevey, 

1967; acquired in 1967. 

EXHIBITIONS London, British Institution , Exhibition of the 

Works of Ancient and Deceased British Artists, 1862, no. 65; 
Kunst zaal Kleykamp , The Hague, De Verzameling Del 
Monte, 1932, no . 22, ill. ; Sheffield, Art Gallery, Del Monte 

Collection, 1950- 51. 

SELECTED REFERENCES J. Smith, VII, 1836, p. 258, no. 617; 
Hofstede de Groot, VI, 1916, p . 24, no. I [as Rembrandt's 
Abraham Presenting Sarah to Abimelech]; G. Gluck, La Col
lection def Monte, Vienna, 1928, pp. 17 ff., no. 22, pl. 22 [as 
A braham Received by Rebecca and reflecting spirit of Rem
brandt 's atelier in 1648- 50; describes similarity in style and 
composition to Good Samaritan, Louvre, and suggests N. 
Maes as artist but retouched by Rembr andt]; A. C. Mayer, 
"Die Sammlun g de! Monte in Brussel," Pantheon, IV, 1929, 

p. 442 [as Rembr andt's shop]; P. Bautier , "La Collection 
de! Monte a Bru xelles," Gazette des Beaux-Arts, XVIII, 

1928, p. 320 f. (as Rembrandt ca. 1650]; Valentiner 1932, 
pp . 227, [as same hand as The Robbing of Joseph by his 
Brethren (?), Coll. Van Gelder, Brussels, and by Barent Fa
britius, ca. 1648], 235, fig. 25 [youth behind camel has same 
features as Portrait of Artist formerly attributed to Rem

brandt (Valentiner 1908, no. 346), Wadsworth Atheneum, 
Hartford , whi ch is possibly Barent' s self-portr ait]; P. K., 
"Tento onstellingen Den Haag, De verzameling Del 

Monte . .. ," Maandblad voor Beeldende Kunsten, IX, 1932, 
p. 283 (as attributed to Barent Fabritius by A. Bredius]; 
G. W. Longstreet, "A Painting of the Rembrandt School ," 

Bulletin of the Art Institute of Chicago, XXXIII, 1939, p. 4 
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[as Barent Fabritius]; Pont 1958, pp . 126, cat. no . l * [placed 
in category of doubtful attributions to Barent Fabritius ], 

143- 146 [as presumably a Rembrandt atelier work because 
of different styles and very possibly retouched here and 
there by Rembrandt; relates painting to Rembrandt's ca. 

1637 drawing of the Departure of R ebecca from her Parents' 

Home (Benesch I, cat. no. 147, fig. 159); suggests that 
Drost painted main group which was retouched by Rem
brandt and possibly the who le composition is based on 
an unknown Rembrandt invention; also suggests that 
Barent Fabritius did the figures on the left and the land
scape while Maes those on the right as well as the architec 
ture]; W. Sumowski, "Danie l Pont , Barent Fabritius," [re

view] Kun stchronik, XII, 1959, p. 292 [as more likely 
Barent under the strong influence of Carel]. 

There seem to be three different styles present in this paint
ing, but whether or not this was an atelier work by three 
artists, with Rembrandt's correcting brush, is open toques
tion. It could be one artist experimenting with three dif
ferent styles. Willem Drost, Barent Fabritius, and Nicolaes 
Maes worked in Rembr andt's atelier or were closely con
nected with it in the late 164o's when this picture was prob

ably executed. 

C . C. Cunningham has pointed out that according to rec
ords [Frank Simpson, "Dutch Paintin gs in England before 
1760," Burling ton Magazin e, XCV , 1953, p. 41f.] this 
painting fetched the second highest price of any painting 
attributed to Rembrandt sold publicly in England from 
1722- 1759. He points out that even though the painting 
is not by Rembrandt , it did represent the British concept of 

Rembr andt in the eighteenth century . The landscape in 
this painting has many similarities to the Mill so much 
admired in England at the time . 

5 4 Th e Satyr and the Peasant 

Wadsworth Atheneum, Hartford, The Ella Gallup Sumner 
and Mary Catlin Sumner Collection 

Canvas 47.6 X 62.8 ems. Ill. p. 14 2 

PROV ENAN CE David Cartier, N.Y. ; PaulM . W arburg, N.Y. 
[as N. Maes]; sale Nina (Mrs. Paul M .) Warburg, N.Y. 

(Meredith Galleries), 13 April 1946, no . 823; purchased in 

1946 from D . Koefser, N.Y. 

EXHIBITIONS Chicago 1935, no. 14; Worcester 1936, no. 15; 
Hartford, Conn., Wadsworth Atheneum, In Retrospect

Tw enty-on e Years of Museum Collecting , 1949, no. 27; Ra
leigh 1956, p. n8, no. 31; New London, Conn., Lyman 

Allyn Museum, The Golden Age of Dutch Painting-A 

Loan Exhibiti on from New Eng land Collections, 1962, no. 9; 
Hartford, Conn. , Wadsworth Atheneum, Harvest of Plenty, 

1963, no. 13. 

SELECTED REFERENCES Valentiner 1932, p. 239, fig. 43 [the 
spatial arrangement and bright lighting of the walls against 
which the main figures stand out show connectio n with 
Carel Fabritius and dates ca. 1652]; C . C. Cunningham, "A 
Painting by Rembrandt's Pupil Barent Fabritius in the 

W adsworth Atheneum," Art Quarterly, IX , 1946, pp. 360 ff 
[as dating 1652- 1656; influenced by Delft School in sil
houetting of figures against light background and also in
fluenced in both conception and technique by such works 
as Rembr andt's Leningrad Holy Family] ; Wadsworth Athe

neum , Bulletin, November 1946, p. 1, ill.; Pont 1958, pp. 
32 f. [as dating ca. 1653-54 and suggests that Fabritius knew 
Jordaens' compositions of this subject and that intimate 

character of painting recalls Rembrandt], 34, 79- 82, n3 f., 
159, cat. no. 26, fig. 8. 

This story, most likely inspired by one of the many repre 
sentations of this theme painted by Jacob Jord aens and his 
studio beginning around 1619, illustrates the fable of 
Aesop. "A certain man made friends with a Satyr and took 
a meal with him. It was winter and the man feeling cold 
put his hands to his mouth and blew upon them. When the 
Satyr asked him why he did this, he answered: 'To warm 
my hands, which are cold.' When shortly after this the hot 
dinner was served, the man blew on it, and again being 
asked why he did so, said: 'To cool my food.' Thereupon 
the Satyr said, 'I wi ll not have your friendship, for you 
blow cold and hot from one and the same mouth' " [taken 

from M . Rooses, Jacob Jordaens, translated by E. C . Broers, 
London-New York, 1908, p. 18]. 

Barent's stylistic connection with Carel Fabritius and Rem

brandt have long been accepted, but one wonders whether 
Nicolaes Maes may not have influenced the concep tion of 
this painting. The silhouetting of forms against a light 
backgound on one side of the composition wit h the 
other side plunged into darkness can also be documented 

in Maes' work as early as 1655; for example , the Allegory 

of a Maid Scraping a Parsnip , London , N ational Gallery . 
The light, delicate coloring of the mother and child in the 
center, and the broad handling of the brush creating an in
tim acy very similar to Maes' works from the 165o's, con

tinue in painting the marvelous family dr awings made by 
Rembr andt in the 164o's. It is possible that Barent met Maes 
around 1650 in either Amsterdam or Delft, altho ugh there 
is no documentation that Maes ever visited the latter city. 



In fact, the interrelationship between Car el Fabritius, Nico 

laes M aes, and Pieter de Hoog h is still to be worked ou t. 

For other representations of the subject by Barent, but not 

related compositionally to the Hartford paintin g, see Pont 

1958, p. II3 f., cat. nos. 26, 27; p. 124 f., cat. nos., 6, 7. 
Co nstant ijn van Renesse's representation of this subject 

signed and dated 1653, in the National Mu seum , W arsaw, 

shows close stylistic affinities with Fabritius in the handlin g 

of the paint and use of chiaroscuro , but there is no connec

tion in the arrangement of the figures- illustrated in H . 

Gerson, "Rembr andt in Poland," The Burlington A1aga.zine, 

XCVIII, 1956, p. 282 f. , fig. 38. One also finds this subject 
by still anothe r follower of Rembrandt , this time a pupil, 

Gerbr and van den Eeckhout, in a drawing in the Hambur g, 

Kun sthalle, no. 21915 [red and black chalk, grey wash: 

190 X 258 mm., ill. in Sumowski 1962, p. II f. , fig. 20 ]. 

This is a study for his 1653 painting formerly with Rosen

thal, Berlin . 

5 5 Allegory: Woman Picking Fleas from a Child's Head 

Hessisches Landesmuseum, D armstadt 

Canvas 85 X 72 ems. signed middle-right margin with false 

signature: Rembrandt 1652 Ill . p. 142 

PROVENANCE acquired from Artari a, Vienna, in 18ro- 18u. 

SELECT ED REFERENCES G. Rath geber, Annalen der niederlan

dischen Malerei, Gotha, 1839, p. 201 [as perhaps paint ed by 
Titus van Rijn?] ; R . Hofmann, Die Gemaldesammlung des 

Grossherzoglichen Museums zu Darmstadt, Darmst adt , 1872, 

no . 378 [as perhaps G. Flinck and probably dated 1652]; 
W. Bode , "Berichte und Mitteilungen ... zu den Bilder
benennun gen der Darmstiidter Gemiilde-Galerie," Reper

torium fur Kimstwissenschafi, III, 1880, p. 317 [as Barent Fa
britius]; Wurzb ach , I, p. 525 [as falsely signed Rembrandt 
with an old indistinct signature and a date 1652; reminds 
one of Jan Vermeer]; F. Back , Grossherzoglich Hessisches 

Landesmuseum in Darmstadt, Verzeichnis der Gema/de, Darm

stadt, 1914, p. 141, no. 261, ill. [writes that the attribution 

to Flinck is as little tenable as that to Maes; at present it 

seems to be an early work by Barent Fabritius and recalls 

the color and transp arent light of the backgro und found 

in Fabritius' 1650 portr ait , Staedelsches Kunstinstitut , 

Frankfurt a/M.]; Pont 1958, p. 128, cat. no. 6* [under 

category of doubtful attributions or unjustly ascribed to 

Barent Fabritiu s; however, color scheme recalls Barent, but 

the linear treatment of the drapery in the lap raises some 
doubts concerning the attribution to Barent J. 

Stylistically the picture seems to be closely related to Barent 

Fabritius in the color tones and the treatment of the wall. 

Pont (1958, p. 128) likens it to Fabritius' 1662 Satyr and the 
Peasant in Berg amo . It also would be of interest to com

pare the Darmstadt painting with the Hartford Satyr and 
the Peasant of ca. 1653- 54. The Darmst adt painting might 
be seen as the start of Fabritius' interest in renderin g indoor 

scenes with a real feeling for space and the use of light and 

shadow to obtain this effect. This could very well be the 

case, as the A llegory of the Woman Combing the Child's Hair 
bears a date of 1652 which could be original. This interest 

in creating a readable interior space cont aining an intimat e 

scene could have been don e under the influence of his broth

er Carel, whom Barent visited in Delft in the early 165o's. 

Althou gh there seem to be strong affinities between the 
Darmstadt painting and Barent Fabritius, this attribution 

needs further consideration. The soft and rounded drapery 

with forms bounded by contours and the painting of the 
white collar and head band also seem to be connected with 

several paintings attributed to Rembrandt and his Circle. 

[cf. Woman Cutting her Nails, Metrop olitan Museum of 

Art, N .Y.; Young Woman Sleeping, Museum of Fine Arts, 

Springfield, attributed to Samuel van Hoogstraten ; Virgin 
of the Annunciation, N ational Gallery, Prague, cat. no . 26]. 

The subject appears to have become popul ar arou nd 1650, 

and mi ght find its beginnings in the oeuvre of Gerard Dou 

[cf. ca. 1650 paintin gs in Cook Coll., Richm ond and A!te 
Pinakothek, Munich, ill. in W. Martin , Gerard Dou; 

des Meisters Gema/de, pp . 94- 96 and is also present in 

Gerard Terborch [cf. ca. 1652- 53, Maruitshuis, The Hague, 

ill. in S. J. Gudlaugsson, Gerard Terborch, I, The Hague, 

1959, p. 254, no. 95 ], Michael Sweets [Musee des Beaux
Arts, Strasbourg, ill, in Rott erdam , Museum Boym ans

van Beunin gen , Michael Sweerts e11 Tijdgenoten, 1958, no. 

14, ill.] and others. 

Th e subject matt er has been explained by Gudlau gsson [op. 
cit., II , 1959, p. ro6 f.] as illustrating the following em
blematic text taken from J . Cats, Spiegel van den Oude 
ende Ni euwen tydt, Th e Hague, 1632: "De kam is wonder 
nut, de kam is wonder net . De kam is die het hooft in beter 
orde set" [The comb is wo nderfully useful , the comb is 
wonderfully clean . The comb is that which sets the head 

in better ord er]. 

CAREL FABRITIUS 1622- 1654 

Carel Pietersz was baptized on February 27, 1622 at 

Midden-Beemst er. He was the son of Pieter Carelsz, a 
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schoolmaster, but it seems that Carel did not follow his 

father' s profe ssion but in his youth became a carpenter. 

Thi s probably explains wh y he added the name Fabritius 
(Jaber meaning carpenter) to his Christian name sometim e 

before 1641. His brothers Barent and Johannes also adopted 

this surname. It is possible th at Carel began to study paint
ing with his father who, by 1620, painted as a hobby. It is 

very likely that he moved to Amst erdam, after his wedding 

in Septemb er 1641, as Hoo gstraten tells us that they both 

studied with Rembrandt at the same tim e. (S. van Hoo g

straten , Inleyding tot de Hoage Schoole der Schilderkonst, 1678, 
p . n) . W e kn ow that Hoog straten did not enter Rem

brandt' s studio before 1641, so it seems likely that Carel 

enter ed the atelier in late 1641 and remained throu gh the 

follow ing year. In June 1643 Car el was back in Midden
Beemster as his name appears on a list of parishioners and 

a child , very likely his, was buried there in Au gust of the 

same year. We also know that Carel was in Midden -Beem

ster in April 1646, but because of th e shor t distance between 

thi s tow n and Amsterd am (Macl aren 1960, p. 126), he 
could easily have traveled the 15 miles on more than one 

occasion durin g the years 1646- 48. Perhaps the 1648 Por
trait of A braham de Potter, Rijksmu seum , Am sterdam , was 

painted in Amsterdam , as the latter lived there ; but he is 

also known to have visited Midden -Beemster at least 

once. Carel m arried a second time in Midden-Be em

ster in August 1650, but shor tly thereafter the couple is 
said to have been living in Delft where he resided for the 

rest of his life. Records from Delf t tell us that he was there 

in May 1651, and in October 1652 he became a member of 

the Delft painters' guild . Ot her document s record his 

presence in Delft in Febru ary and August 1653. In Jul y 

1654 he received payments for paintin g two coats of arm s, 
and on October 12, 1654 he died from injuri es sustained in 

the explosion of the Delft ammuni tion depot. 

Fabritius was a portrait , genre, and history painter. There 

are few documented works from his hand, and the earliest, 

The Raising of Lazarus (see cat. no. 57) clearly shows 
his connection with Rembr andt' s style of the early 164o's 

and comp ositions of the early 163o's . His style changes with 

the 1648 Portrait of Abraham de Potter, Rijksmuseum, Am

sterdam , towa rd a mu ch lighter color. He is also said to 

have executed illusionistic perspective pictur es in Delft, es

pecially wa ll paintin gs, but only the small perspective pic

tu re in London, N ational Gallery, The View of Delft, is still 

extant (for document ation see Macl aren 1960, p . 126 f.). 
Pictures like Fabrit ius' Sentinel, Schwerin, and the Gold.finch, 

Maurit shui s, The Hague, demonstrate how influential he 

was on the new style in Delft which developed shortly 

after 1650. He was imp ortant for Vermeer , (who may have 

been Carel's pupil ,) Pieter de Hoog h , Emanuel de Witte 

and others. His only document ed stud ent , Mathias Spoors, 
was killed in the same explosion with Care l. 

56 The Beheading of St . .John the Baptist 

Rijksmuseum , Amsterdam (as attributed to Carel Fabritius) 

Canvas 149 X 121 ems. Ill . p. 137 

PROVENANCE probably the paint ing of th is subject cited as 
Fabritius in sale Catharin a Dey!, widow of Ni e. Roosendael , 

Am sterdam , 16 May 1687; possibly pictur e described in 

sale, Am sterdam , 16 May 1696, no . 76; sale P. Fouqu et, 

Amsterdam, 13 April 1801, as by Rembr andt ; National 
Mu seum , Th e Hague , 1808. 

EXHIBITIO N S Groningen, Museum van Oudheden, Oude 

Meesters, 1946, no. 3r; W arsaw 1956, no. 29 ; Leiden 1956, 
no. 16 (as Rembrandt School] . 

SELECTED REFERENCES G. Hoet , Catalogus of Naamlyst van 

Schilderyen, I, The Hague, 1752, p . 37, no . 76; W . Bi.irger, 
"N otes sur !es Fabrit ius," Gazette des Beaux -Arts, VII, 1865, 

p . 82; 0 . Eisenm ann , "Die T aufe J ohanni s des T iiufers von 

Bernh art Fabritius," Z eitschrijt fii r bildende Kunst, XVI , 

1881, p . 404 ; H. Havard, La Peinture Hollandaise, Paris, IV, 

1881, p . 61; C . Hofstede de Groo t, Catalogue of Dutch 
Painters, I, 1908, p . 573, no. 2 (as very uncertain attribution 

and for merly called Rembr andt and for a time Drost]; 

Hofstede de Gro ot VI, 1916, pp . IO [as variously ascribed 

to Rembrandt , Drost, Carel Fabritiu s and must be by a con

temp orary of G. Flinck , F. Bo!, and Victors while in Rem

brandt 's studi o ca. 1633- 35; old wo man recalls Rebecca 
type in wo rks by Flinck and Victors whil e executioner and 

corpse recall Lievens ' Leiden period] ; 460, note 48; Van 

Dyke 1923, p . 79 [ types hardl y suggest Fabritius]; Wijn
man 1931, p . 140, fig. 12 [asks if pictur e by Fabritius of this 
subject cited in 1687 invent ory is the one given to Carel in 

Rijksmu seum] ; Valentiner 1932, pp . 210 ff. [as a rare sub
j ect in Dut ch art and datin g from Car el' s apprentic eship 

with Rem brandt ; some featur es suggest pup ils of 163o's 

like G. Flinck in old wom an at left and color scheme and 

Jan Victors who used similar isocephalic arrangement of 

backgro und figures; the chiaroscuro and tonal differenti a

tions recall Remb randt of early 164o's as do certain types

Salome, executioner, old wo man at left] ; Martin, II , 1936, 

pp . 504, note 131, 3a, 508, note 242 [as only attributed to 
Car el ; Martin sees even less of the fa rmer's hand than did 

Hofstede de Groot]; K. E. Simon, "Ein neuentdecktes 



Werk des Carel Fabritius," Z eitschriftfur Kunstgeschichte, V, 

1936, p. 320 (as ca. 1643 and certainly Carel Fabritius whe n 
com pared with Warsaw Raising of Lazarus]; Starzynski 

1935- 36, pp. 95- u3; G. Knutt el, De Nederlandsche Schil
derkunst, 1938, p. 276; A. Heppn er, "Thore-Bi.irger en Hol
land, " Oud-Holland, LV, 193 8, p. 73 f. (that Thore-Bi.irger 
was first to see this as Carel and not Drost] ; A. Bredius, 
"Een Vroeg Werk van Car el Fabritius ," Oud-Holland, LVI, 

1939, pp. 5, 8, 13, fig. II; Schuurm an 1947, pp. 10-17 (as 
more than one hand ; com pares head of old woma n on left 

with Rebecca's in G. Flinck's 1638 Blessing of Isaac, Rijks
museum, Amsterdam; compares execution er wit h School 
of Remb rand t, Sti,dy, Oslo Museum (Br. no. 241); cannot 
be before 1642 and unable to tell which part Carel painted 

although he may be the artist] ; Starzynski 1956, pp . 402- 418 
(doubts attri bution to Carel and sees G. Flinck as main 
artist with possibility of several heads being done by Fabri
tius- possibly those in background] ; H. Gerson, "Rem

brandt in Poland ," The Burlington Magazine, X CVIII, 1956, 
p. 283 (questions attribution to Car el]; Th . H . Lunsingh 
Scheurleer, "Rembrandt en het Rijksmuseum ," Bulletin van 
het Rijksmuseum, IV, 1956, p. 27, fig. 2 (discusses histor y of 
picture includin g fact that it was the first Rembr andt pur
chased by Rijksmus eum in 1801 and ca. 1850 it was, with 
sadness, ascribed to Carel Fabritius and G. Flinck]; Rosen

berg , Slive, Ter Kuile 1966, p . 93 (as one of earliest paint
ings attributed to Carel]. 

M EZZOTINT Signed bottom -left margin R embrandt pinx and 
bottom- right margin L. A . Claessens sculp 

To judge from the documented works of Carel Fabritiu s, 
it is not possible that this is a mature work by him, nor , as 
suggested by several wr iters, an early work by Carel using 
Rembrandt types. It is evident that more th an one paintin g 
style is visible in this picture. Perhaps we can see here a 
student experimenting, or possibly the paintin g was actually 

executed by several students or collaborators connected 
with Rembr andt. 

5 7 The Raising of Lazarus 

Museum Narodowe, Warsaw 

Canvas 210 X 140 ems. signed on bottom center of sar
cophagus: Car. Fabr Ill. p. 139 

PROVENANCE perhaps painting cited in sale Amsterdam, 16 

Sept. 1739, no. 151 (called Raising of Lazarus and by Rem
brandt]; Church of St. Alexander , Wars aw by 1855 and 
attr ibuted to the Germ an imit ator of Rembr andt , C. W. E. 

Dietrich (1712- 74). 

EXHIBITIONS Warsaw 1956, no. 38, ill .; Leiden 1956, no . 43, 
fig. II. 

SELECTED REFERENCES Starzynski 1936, pp. 95- II3 (first pub
lished paintin g as Carel Fabritius after signature was found 

durin g 1935 cleaning. He suggests figures are portraits of 
Rembrandt and his family and states work is strongly in

fluenced by 1642 Night Watch; He dates it betw een 1643- 46 
after the Beheading of St. John the Baptist ( cat. no . 56)]; 
K . E. Simon, "Aus landi sche Kunst in Polen - II. Ein neu

entd ecktes Werk des Carel Fabritius," Zeitschrift fur Kunst
geschichte, V, 1936, pp. 317- 320, figs. 4, 5 (in the 19th cen
tury given to Dietrich and also points out connections wi th 
Rem brandt such as old man on left behind Mary who re
calls Mano ah in Sacrifice of Manoah, Dresden , 1641; typ es 
and gestures recall etching of Triumph o_(M ordecai, ca. 1639-

40 (Miinz 1952, I, cat. no. 178, fig. 198); comp osition re

calls 1630 and 1642 etchings of Raising of Laz arus (ibid., cat. 
nos. 192,21 4, figs. 214,241); theatrically it belongs to Pas
sion series made in 1639 for Frederik Hendrik] ; A. Brediu s, 
"Een vroe g werk van Carel Fabritius," Oud-Holland, L VI, 

1939, p. 8, figs. 8- 10 [as a very early work and under strong 
influence of Rembrandt's 1632 etching of this subject; 

woman to left and behind sarcophagus wears pearl head 
decoration similar to second wom an from right in Amster
dam Beheading of St. John the Baptist ( cat. no. 56).]; Schuur

man 1947, pp. 20-27, 28 ff, ill. pp. 21, 27 (as prob ably 
painted in 1643, the year Carel prob ably left Rembrandt 's 
studio, and as recalling works of early thirties such as 
Rembr andt's Raising of Lazarus, Private Coll., Californi a, 

th e ca. 1632 etching (M iinz 1952, I, cat. no. 192, fig. 214) 
and the 1630- 32 drawin g in the Museum Boymans-van 
Beunin gen, Rotterdam (for prop er date of 1640-42 and 
ill. see Benesch III, cat. no. 518 recto, fig. 644)]; J. Bialo
stocki-M . W alicki, Europaische Malerei in polnischen Samm

lungen, Wa rsaw, 1957, p. 529, no. 240, figs. 240- 243; Star
zynski 1956, pp. 402- 418, figs. 1, 6, 7, 9- 14 (as first com
pletely independent work probably done just after leavin g 
Rembrandt's atelier; color and light are similar to 1642 

Night Watch; suggests that Rembr andt 's portr ait is present 
in turbaned figure with outstretch ed arm in center just be

hind sarcophagus]; MacLaren 1960, p. 125 f. (as showing 
acquaintance with Night Watch]; Gerson 1968, p. 68, ill. 

(as dated 1642] ; Haak 1969, p. 182, fig. 292 (as unmist ak
ably influenced directly by Rembr andt's etchings and paint

ing of this subject]. 

As suggested in several of the publi cations cited above, the 
Resurrection of Lazarus must be considered as Fabritius' first 
known work executed after he left Rembr andt's studio 
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around 1642. This painting can be connected not only with 
the master's works from about 1630 but also, contrary to 
Schuurman (p. 28), with those done around 1642. The con
nections with Rembr andt's painting of this subject done 
about 1630 in a Private Coll ., California, in the posture of 
Christ, the placement of the tomb , and the terrified gestures 
of the secondary figures, have all been pointed out by 
Schuurman. He also discusses the main difference between 
the master and pupil, the use of chiaroscuro. In the Rem
brandt the light comes from an unknown source outside 
of the composition-a typic al Caravaggio idea- while in 
the Fabritius the light emanates from the rising Lazarus. 
Schuurm ail (p. 29) also neatly shows the relationship be
tween the painting and the ca. 1631- 32 etching which he 
finds especially evident in the gestures, positions, and facial 
expressions (cf. for example Virgin with clasped hands and 
figure in left background of etching, figure in right fore
ground of painting and etching). Schuurm an also cites a 
connection with Rembr andt's drawin g of this subject in 
Rotterd am in the placement of the young boy standing next 
to Christ. However, Schuurm an dates the drawing from 
ca. 1630- 32 whereas it certainly belongs to the years around 
1640- 42 (see Benesch III, cat no. 518r) and differs very 
much from the earlier painting and etching in the inclusion 
of a greater number of secondary figures. Fabritius might 
very well have taken this idea of expanding the number of 
figures in the scene and combined it with the Night Watch 
idea of placing them in a variety of levels with marvelous 
highlights striking their hands, parts of their faces, and cos
tume s. Fabritius combined a number of Rembr andt ideas to 
produce a highly original and monument al rendering of this 
subject in this, his earliest known independent creation. 

5 8 Head of an Old Man 

Roy al Gallery of Paintings "Ma uritshui s," The Hague 

Panel 26 X 21 ems. Ill . p. 138 

PROVE NANCE Harrach , Vienna; with Ho ogendijk , Amster
dam, 1935; H . L. Larsen, Wassenaar; presented to Museum 
by Susi Larsen, Wassenaar, 193 8. 

EXHIBITIONS Amsterdam 1936, no. 44; New York/T oledo/ 
Toronto 1954- 55, no . 21 ; Leiden 1956, no. 46. 

SELECTED REFERENCES C. Hofstede de Groot.Jan Vermeer van 
Delft en Carel Fabritius, Amsterdam (1907], pp . 7 f., II , 

no. 55, ill. (in Vienna first called Spanish School, then 
Barent Fabritius, and then C. Hofstede de Groo t gave it to 
Carel] ; Valentiner 1932, p . 214, fig. 13 (as second half of 

the forties]; Mauritshuis, Catalogue Raisonne des Tableaux et 
Sculptures, Supplement de 1939, ... , The Hague, 1939, p. 7, 
no . 88, ill. ; Schuurman 1947, p. 36, ill. on p. 37 (as done 
at the same time as the Study of an Old Man, Groningen, 
ca. 1642-43 but more carefully worked out]. 

COPY Coll . Mrs. Gatacre-de Steurs, De Wiersse, Varden, 

canvas: 23 X 19 ems. 

The paint is applied in thick , varied patches of color. In 
the forehead it seems to have been so quickly laid on that 
it runs to the bridge of the nose. The light brown under
paint plays an important role in this picture and forms the 
main color from the shoulders down. It is also part of the 
color scheme of the hat and the beard. The thick multi
colored but fluid paint occurs also in Rembr andt's studies 
of heads executed in the early 164o's during and after 
Fabritius worked in the master 's shop (see Bauch 1966, 
nos. 178-181, and passim]. 

Here Fabritius' paint is less structural and the tone is much 
darker than the Man with a Helmet (cat. no . 59). The lat
ter seems to mark a change in Fabritius's style toward the 
1648 Portrait of Abraham de Potter, Rijksmuseum, Amster
dam, in which a dark form is placed against a light back
ground. 

The hat is the type commonly worn by orthodox Jews in 
Centr al Europe. 

5 9 Man with a Helmet 

Gronin ger Museum voor Stad en Lande, Groningen 

Panel 38.5 X 31 ems. Ill. p. 138 

PROVENANCE possibly painting described as "A Soldier's 
Portrait" (een krijchsm ans troonij) in Invent ory of Aeltje 
Velthuysen, 24 April 1643, the wife of Carel Fabritius ; 
possibly Mars cited in 1666 Inventory of Adriaan Evertsz 
van Bleyswijck, Delft which was inherited and listed in In
ventory of Anna van Eyck, Delft, 1669; P. Delaroff, St. 
Petersbur g (Leningrad) ; C. Hofstede de Groot; presented 
to Gronin gen in 1931. 

EXHIBITIONS Rotterdam, Museum Boym ans, Vermeer, 1935, 
no. 20, fig. 20; Brussels, Paleis voor Schoone Kunsten, De 
Hollandsche Schi/derkunst van Jeroen Bosch tot R embrandt, 

1946, no . 29, ill.; London 1952- 53, no. 155; Zurich, Kunst
haus, Hollander des 17. jahrhunderts, 1953, no. 32; Rome , 
Palazzo delle Esposizioni, Mostra di Pittura Olandese de! Sei

cento, 1954, no. 36, fig. 25; Milan 1954, no . 43, ill.; Delft, 
Het Prinsenh of, Meesterwerken uit Delft, 1962, no. 17, fig. 6. 



SELECTED REFERENCES C. Hofstede de Groot,Jan Vermeer van 
Delft en Carel Fabritius, Amsterdam (1907], no . 37, ill.; 
Idem., Catalogue of Dutch Painters, I, 1908, p. 576, no. IO 

[as placed before a white background like The Goldfinch, 
Mauritshuis, The Hague, and The Sentinel, Schwerin]; Van 
Dyke 1923, p. So; Wijnman 1931, pp. II2, 128, 140 [cites 
1666 and 1669 inventories quoted in Provenance]; Gro
ningsch Museum, Verzameling Dr. C. Hojstede de Groot. 

Schilderijen en Teekeningen, 1931, p . 5 f., no. 4; J . Q. van 
Regteren Altena, "Groningen's Aanwinsten," Maandblad 
voor Beeldende Kunsten, VIII, 1931, p. 67 f., fig. I [as painted 
from life] ; Valentiner 1932, pp. 210 [suggests possibility 
that this could be Mars cited in 1666 and 1669 inventories], 
213 f., fig. 7; Martin II, 1936, p. 178 f., fig. 90 [as executed 
shortly after leaving Rembrandt's shop and in its browns 
still recalling Rembr andt but placement of dark figure 
against a light background indicates a new attitude ; Schuur

man 1947, pp. 36 ff., ill. p . 39 [as dating from 1645- 46 and 
possibly inspired by Rembrandt's work of ca. 1645- 46 such 
as the 1645 Man Reading, Williamstown, Mass. (cat. no. 
22) ; also perhaps showing the start of a new palette and 
technique in rendering wall, while color of jacket relates 

to Rembrandt of ca. 1645]; Pont 1958, p. 136 f. [reproduces 
1643 inventory]; Rosenberg, Slive, Ter Kuile 1966, p . 93. 

It is possible that this is the Mars cited in the 17th-century 
inventory above (for a discussion of Mars see B. Nicolson, 
Hendrick Terbrugghen, London , 1958, p. 102 f.). That the 
placement of the dark form against a light background 
marks a change in Fabritius' use of chiaroscuro is evident 
when one compares this painting with the Raising of Lazarus 
(cat. no. 57), probably done after Fabritius left Rembrandt 
in 1643. However, Rembrandt had been using reverse 
chiaroscuro since the late 162o's (cf. Bauch 1966, nos. n9, 
120) and this cannot be seen as a Fabritius innovation. 
Because the colors and handling of the face and jacket recall 
those of Rembr andt's in the 1640' s, the painting must date 
from sometime after the Warsaw Raising of Lazarus and 
shortly before the light tonality of the 1648 Portrait of 
Abraham de Potter, Rijksmuseum , Amsterdam . The Man with 
the Helmet also looks forw ard to The Sentinel, Schwerin, of 
1654, in the highlighting of the helmet, the use of reverse 
chiaroscuro and also subject matter. 

GOVERT FLINCK 1615-1660 

Govert Teunisz Flinck was born on January 25, 1615 at 
Cleves, on the German side of the Dutch border. Hou
braken II, p. 15, informs us that at an early age Flinck began 

making drawings of small insects and studies of men, while 
working as an apprentice for a silk merchant in Cleves. 
After much objection from his family, Flinck was finally 
allowed to study painting in Leeuwarden with the Men
nonite preacher Lambert Jacobsz who had visited Cleves 
about 1630. While studying with Lambert Jacobsz, Flinck 
met Jacob Backer, and the two students went off to Amster
dam to study with Rembrandt around 1631- 32. By 1636 he 
had left Rembrandt's studio. In 1645 he married Inghitta 
Thoveling, from an old and respected Rotterdam family. 
She died in 1649, and in 1656 Flinck married Sophia van der 
Hoeven. Flinck was extremely successful and beginning in 
the 164o's was commissioned to do a number of group 
portraits. He also executed the largest portion of the painted 
decoration for the new Town Hall in Amsterdam begin
ning in 1656. He died before he was able to complete the 
decoration on February 2, 1660. 

Flinck was a portrait, history, and genre painter. His works 
until about 1642 were in the style of Rembrandt; after that 
time he changed to the more elegant, stylish mode of B. 
van der Heist, which was itself based upon the Flemish 
portrait style of Rubens and Van Dyck. 

60 Hermes and Aglauros 

Museum of Fine Arts, Boston, Martha Ann Edwards Fund 

Canvas 72 X 91 ems. signed with a false inscription , bottom 
left on step Rembrandt 1652 Ill. p. 126 

PROVENANCE purchased by father of Francis Brooks in Paris 
1854 [as Rembrandt]; Francis Brooks, Boston; purchased 
in 1903 as Rembrandt. 

EXHIBITIONS Chicago 1935-36, no. 15; Worcester 1936, no. 
16; Michigan, Grand Rapids Art Gallery, Masterpieces o; 
Dutch Art, 1940, no. 22; Montreal, Art Association, Five 
Centuries of Dutch Art, 1944; Kleve, Stadtisches Museum 
Haus Koekkoek, Govaert Flinck, 1965, no. 13, ill. 

SELECTED REFERENCES Museum of Fine Arts Bulletin, Boston, 
I, 1903, no. 4, p. 23 [as Danae by Rembrandt]; C . Hofstede 
de Groot in Thieme-Becker, Kiinstler-Lexikon, XII, 1916, 
p. 99 [as Flinck]; Von Moltke, 1965, p. 83, no. 85, pl. 16 
[probably painted in 1639 or 1640 and cf. Flinck's Sacrifice 
of Monoah, with C . M. Spink, London, 1969 ]. 

The thick, heavy, and rough application of the paint, the 
placement of the main figures before a building to one side, 
and a view into a landscape on the other are characteristics 
taken over from Rembrandt. The awkward figure types 
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are typical ofFlinck's oeuvre [cf. Von Moltke, 1965, plates 

IO, 14, 15]. 

The story, as first identified by Panofsky, illustrates the 

moment when Aglauros, a daughter of Cecrops, was 

punished by Hermes. He turned Aglauros into stone because 
she tried to keep Hermes from entering her sister Herse' s 

house. Hermes had fallen in love with Herse. 

6 I The Return of The Prodigal Son 

North Carolina Museum of Art, Raleigh 

Canvas 133 .4 X 170.2 ems. Ill . p. 128 

PROVENANCE Justina van Baerle (widow of David Becker), 
Amsterdam; Sir Francis, Sir Frederick, and Sir Herbert 

Cook, Richmond, England, no. 257. 

EXHIBITIONS London 1899, no. 89 [as Rembrandt]; Raleigh 

1956, no. 3 5; Kleve, Stadtisches Museum Haus Koekkoek, 

Covent Flinck, 1965, no. 9, ill; Montreal /Toronto 1969, no. 

65, ill. [as ca. 1640]. 

SELECTED REFERENCES A. Bredius, "Die Rembrandt Ausstell

ung in London," Zeitschriftfur bildende Kunst, X, 1899, p . 

3 04 [ as Govert Flinck]; C. Hofstede de Groot, "Die Rem

brandt Austellungen zu Amsterdam und zu London," 

Repertorium fur Kunstwissenschaft, XXII, 1899, p. 164 [as 
agreeing with Bredius' attribution to Flinck; compares 

painting with Flincks in Rotterdam, Vienna (Diana and 
Endymion, Liechtenstein Gallery; Hager in the Wilder
ness, Schiinborn Gallery)]; W . R. Valentiner, Catalogue of 
Paintings, North Carolina Museum of Art, Raleigh, N.C., 

1956, p. 48, no. 48 [as ca. 1640 and influenced by Rem

brandt's 1636 etching of this subject]; Von Moltke 1965, 

pp. 27 [as ca. 1642- 43], 76 f., cat . no . 52, pl. 9. 

Although a number of authors (Valentiner, p . 48, Von 

Moltke 1965, p . 76) relate this composition to Rembrandt's 
1636 etching of the same subject, the difference between 
the two works is considerable. Flinck's composition is 

decidedly different from the Rembrandt etching, but it 

does combine a number of Rembrandt motifs from the 

163o's and early 164o's (Von Moltke 1965, p. 27). The 

general arrangement of the figures placed upon steps before 
a fantastic type of architecture with an open view into the 

distance on one side can be found in several of Rembrandt's 

biblical scenes from the late 1630' s and early 1640' s ( cf. 

1640 Detroit Visitation, cat. no. 7). The romantic land

scape recedes into the space in terms of parallel planes of 
alternating dark and light zones; this, as well as the obelisk 

in the distance, recalls such Rembrandt landscape paintings 

of the late 1630' s as the Landscape with Obelisk, Isabella 

Stewart Gardner Museum, Boston. This obelisk appears in 

Rembrandt's etched Landscape with an Obelisk (Miinz 1952, 

I, no. 157). It served as a milestone at Halfweg about two 
miles from Amsterdam. 

62 Portrait of a Boy 

Barber Institute of Fine Arts, University of Birmingham, 

England 

Canvas 129.5 X 102.5 ems. signed bottom right G. Flinck 

f 1640 Ill . p. 127 

PROVENANCE Sir Francis Seymour Haden, London; sale 

London (Christie's), 12 April 1940, no. 60, bought by 

Thomas Agnew & Sons; acquired 1940. 

EXHIBITIONS Hull, Ferens Art Gallery, Dutch Painting, 1961, 

no. 26, ill.; Kleve, Stadtisches Museum Haus Koekkoek, 

Govcert Flinck, 1965, no. 43, ill. 

SELECTED PREFERENCES Catalogue of the Paintings, Drawings 
and Miniatures in the Barber Institute of Fine Arts University of 

Birmingham, Cambridge, 1952, p . 36, ill.; Von Moltke 1965, 

p. 22 f., cat. no . 407, pl. 47 [fence is Rembrandtesque in 
brushwork while river and black trees behind it are original 

in conception]; Haak 1969, p. 13of, fig. 199. 

The style of the portrait brings to mind Rembrandt's work 

from ca. 1630-ca . 1635 (Von Moltke 1965, p. 23) with one 
side of the face receiving the full intensity of the light and 

the other side partly in shadow. The free and loose applica

tion of the paint in the landscape also is Rembrandtesque. 

Actually, the more precise style of the figure, especially the 

face, recalls Flinck, while the landscape is more freely 
brushed as Rembrandt does in the late 163o's and early 

164o's. [cf. 1640 Detroit, Visitation, (cat. no. 7) or the 
Landscape with Obelisk, Isabella Stewart Gardner Museum, 

Boston]. 

6 3 Portrait of a Man 

The Minneapolis Institute of Arts 

Canvas 85.6 X 70.5 ems. signed in upper-right corner 

G. Flinck. f 1654 Ill. p. 127 

PROVENANCE with Julius H . Weitzner, London; acquired 

1963 



SELECTED REFERENCE S Von Moltke 1965, p. IJI , no . 306 +. 
pl. 41. 

In spite of the fact that Flinck supposedly moved away 
from Rembr andt's style in the early r64o's , the paintin g of 
the hand, the head and the background retains somethin g 

of the free brushw ork and tonality of the latter 's por
traitur e in the early 164o's. However, the smooth and 
shiny renderin g of the drapery reflects the m ore elegant 

Flemish portr aiture introduc ed into Amsterd am in the 
early r64o's by artists like Van der Heist . The latter style 
was the popular one with Amsterd am society, but the 
Minne apolis portrait indicates that Rembrandt's technique 

was not entirel y for gotten by the middl e of the sevente enth 
centur y. 

AERT DE GELDER 1645-1727 

Aert de Gelder was born in Dordr echt on October 26, 
1645, into a well established D ordrecht family . Accordin g 
to Houbraken (III, p. 162) , De Gelder first studied with 

Samuel van Hoog straten but when is not precisely stated . 
For various reasons, one can suggest the years around 1660. 
By 1661 he was in the atelier of Rembr andt who also had 

been the teacher of Van Hoo gstraten . De Gelder remained 
with Rembrandt for a number of years, perh aps unt il 1667, 
and even after returnin g to D ordrecht continu ed to paint 
in Rembrandt 's style for the rest of his life. De Gelder's 

earliest dated picture comes from the year 1671 (Ecce Homo, 
Dre sden) . Up on his return to D ordr echt, De Gelder met 
A. van Houbr aken. De Gelder very likely supplied Van 
Houbr aken w ith the inform ation about Rembr andt which 

one finds in the former' s publi cation of 1718. W e know from 
Van Houbr aken that De Gelder was still in good health 
in 1715. Durin g his many years as a productive arti st in 
Dordr echt , D e Gelder carried on the style of Rembr andt 
in his many history, portrait and landscape paintin gs. He 

died unm arried on Au gust 27, 1727. 

64 Forecourt of a Temple, Figures Before an Imaginary 
Structure 

Roy al Gallery of Paintin gs, "M auritshuis ," The Hague 

Canvas 70.7 X 91 ems. signed upper left on block of stone 

A De Gelder. J. 1679 Ill . p. 152 

PROVE NAN CE Possibly paintin g described as Sacrifice in In
ventory of Aert de Gelder, 29 Au gust 1727 [Lilienfeld, pp. 
172, 276] ; very likely paintin g at sale Seger Tierens, The 

Hague, 23 Jul y 1743; M. van Bremen , The Hague, 1752; 
sale Duk e of Buckingh am, Stow e, 15 Au gust 1848, no. 408, 
bought by Anth ony; Wh atm an, 1857; with Lesser, London, 
1887; w ith M. Co lnaghi, London ; J. Porges, Paris, until 
19n; with Kleinberger, Paris ; presented to Mauritshuis in 

I9II. 

EXHIBI TION S Manchester , Catalogue of the Art Treasures of 
the United Kingdom. Collected at Manchester in 18 5 7 [Lon
don], 1857, no . 672 [as in Coll. Wh atm an]; Paris,Jeu de 
Paume, Expositions des Grands et Petits Maztres Hollandais 
du XVII • Siecle, 19n, no. 3 [as The Sacrifice]; Paris, Exposi
tion Hollandais. Tableaux, Aquarelles et Dessins anciens et 
modernes, 1921, no. 12; London 1929, no. 275; Brussels, 
Paleis voor Schoone Kunsten , De Hollandsche Schilderkunst 
van Jeroen Bosch tot R embrandt, 1946, no. 33; Manchester , 
Art Gallery , A rt Treasures Centenary European Old Masters, 
1957, no. 121; Montre al /Toront o 1969, no . 66, ill. 

SELECTED REFERENCES W . Bur ger, Tresors d' Art en Angleterre, 
Paris, 1856, p. 256 f. [as the Synagogue and at first glance 
can be taken for a sketch by Rembr andt] ; G. H . Veth , 
"Aanteekenin gen omtrent eenige Dordr echtsche Schilder s," 
Oud-Holland, VI, 1888, p . 186; W. Martin, "Ausstellung 
althollandischer Bilder in Pariser Priv atbesitz," Monats

hefi e f ur Kunstwissenschaf t, IV, 19n , p . 436 [as The Sacrifice, 
Co ll. Porges and close to Dr esden Ecce Homo and fully 
signed and dated 1677] ; K. Lilienfeld, "Runds chau-Samm

lungen-H aag," Cicerone, IV, 1912, pp. 140 ff., ill. [gives 
provenance, calls it Holy Family Entering Temp le, says it is 
close sty listically to 1671 Dresden Ecce Homo by De Gelder 
and recalls Remb randt' s etchin gs of the Presentation in the 
Temple (Mi.inz 1952, I, cat . no. 210, fig. 237) and the 
Synagogue (ibid. cat. no . 273, fig . 318) while the color is 
close to Remb randt 's after 1660] ; W . Martin , "Maurit 

shuis," Bulletin van den Nederlandschen Oudheidk11ndige11 
Bond, V, 1912, pp . 20- 23 [as Rembrandt esque in paintin g 
and comp osition (cf. Rembrandt' s etchin g of Presentation 
in Temple Mi.inz 1952, I, cat. no . 210, fig. 237) for similar 
breadth . States that subject could be, as also suggested by 
Lilienfeld , the Visit of Holy Family to the Temple who is 
seen to the right of center in the middle ground behind old 
wo man with basket; positioning and stance of two figures in 
left foreground recall the Captain and Lieutenant in Rem

brandt's Night Watch]; Lilienfeld , p . 171 f., no . l l l [ as mor e 

likely represent ing Peter and John at the Gates of the Temple; 
the group in the far right with two figures standing before 

the sick man recalls Rembr andt' s etchin g of Peter and John 
healing the Cripple before the Temple (Mi.inz 1952, I, cat . no . 
239, fig. 276); stylistically the picture is close to De Gelder' s 



1671 Dresden Ecce Homo while the grouping of the figures 
brings to mind Rembrandt's etchings like the Presentation in 
the Temple and the Synagogue (Mi.inz 1952, I, cat. nos. 210, 

273, figs. 237, 318)]; Mauritshuis , Catalogue Raisonne des Ta
bleaux et Swlptures, The Hague , 1935, p. 99 f., no. 37. 

As Lilienfeld (p. 172) has pointed out , the composition with 

the figures arranged in a relief-like setting parallel to the 

picture plane, in a readable shallow space, is typical of the 

early works of Aert de Gelder. The deep, warm, beautiful 
color tonality recalls Rembrandt of the 166o's when De 

Gelder studied with the master. The figure groupings, on 
the other hand , illustrate De Gelder' s knowledge and 

ingenious use of earlier Rembr andt compositions beginning 
in the 164o's. 

The subject represented presents a problem, but it can be 
safely assumed that the scene does not illustrate Peter and 

John healing the Cripple before the Temple, because the two 

figures are dressed in exotic Jewish costumes. However, 
Lilienfeld's original idea that it might represent the Holy 

Family should be investigated further. Prof. Stechow also 
suggests that Anna, who plays such an important role in 

Rembr andt's oeuvre, might be the old woman placed in the 

center just in front of the Holy Family (?). The secondary 

figures and the architecture seem to set off this group 

especially the rising staircase which reinforces their central 

position - while the other participants are dispersed in un

related groups before and within the building. These fig

ures, carrying on their worldly activities, might be an 

allusion to the state of the Temple before Christ cleansed it. 

The architecture, including the large curtain acting as a 

repoussoir, and the deplo yment of the figures could very 
well have been inspired by the theater to which Rembrandt 

also turned in his 1648 etching of Medea, for example 

(Munz 1952, I, cat. no. 270, figs. 314- 315). However, if 
this is the case and the subject illustr ates a scene from a 

play, it is unlikely that it could represent a scene from the 
life of Christ, which was not allowed to be presented in 

the the ater. Whatever the subject may be, the key to its 

expl anation seems to be the four centr al figures whose 
presence is stressed by the architecture . 

For the preliminary drawing of the main and subordinate 

figures on the left see cat. no . 181. When comparing the 

study and the painting, slight changes are evident. For 
example, the fourth head from the left in the preparatory 

study is seen in clear profile, while in the painting it is 

front al and partially overlapped. The drawing also con

tains a sixth head not in the painting . 

6 5 Esther and Mordecai Writing Letters to the Jews 

Museum of Art , Rhode Island Schoo l of Design, Provi
dence, R.I. 

Canvas 59.7 X 143.5 ems. Ill . p . 152 

PROVENANCE Sanford [ as Bo! and called The Misers J; with 

Meyer Reifstahl; purchased from latter in 1917. 

EXHIBITIONS Chicago 1935- 36, no . 18; Worcester 1936, no. 

19; Raleigh 1956, p. 119, no. 46; New York , The Jewish 

Museum, The Hebrew Bible in Christian, Jewish and Muslim 

Art , 1963, no. 114; Montreal /Toront o 1969, no . 70, ill. 

SELECTED REFERENCES L. E . Rowe, "A Painting by Aert de 

Gelder ," Bulletin of the Rhode Island School of Design, IX , 

1921, pp. 39 ff., ill. [as painted before 1685]. 

The delicate color and touch of the brush, especially in 

Esther's costume, are different from the heavily built up 

forms generally associated with De Gelder' s work from the 

168o's. [cf. Portrait of a Girl, Chicago , cat. no. 68]. Be

cause of this more decorative, sensitive, and detailed applica

tion of the color , the picture seems to have more in com

mon with De Gelder' s works executed in the eighteenth 

century than with the paintings of this same subject now in 

Budapest and Dresden. The Bud apest picture is dated 1685, 
whil e the Dresden painting may be a bit earlier. It has 

also been suggested that the models for these pictures were 

De Gelder's lawyer-brother and his wife [Lilienfeld, p. 

143 f., fig . 6 and, for illustration of Dresden painting, see 

H. Posse, Meistenverke der Staatliche Cemaldegalerie in 

Dresden, Munich , 1924, p. 242 J. From the reproductions 
this idea seems to be difficult to maintain . 

It is also of interest to note that this same book from the Old 
Test ament seems to have been an import ant one for Rem

brandt's choice of subject matter. One can only speculate 
as to why the Book of Esther fascinated both men . In the 

case of De Gelder, he is known to have painted at least four 
pictures of Esther and Mordecai Writing Letters to the Jews 
[Book of Esther ix:20 - 22; for list of pictures see Lilienfeld, p. 

143 f., nos. 38- 40]. Professor Kahr rightly suggests that the 
large number of pictures by Rembr andt and his circle taken 

from the Book of Esther must have had patriotic as well as 
religious significance for the period. [See M. Kahr , "Haman 

or Uri ah?," Journal of the Warburg and Courtauld Institutes, 
XXVIII, 1965, p. 271 f. For an argument against this 
thought see J. Nieuwstraten, "H aman, Rembrandt and 

Michel angelo," Oud-Holland, LXXXII , 1967, pp. 61 ff.]. 
Prof. Kahr cites Calvinistic belief that the Dutch, like the 
Jews of the Old Testament, were God's chosen people 



which led to a greater inter est in the Old Test ament, and 
that parallels were drawn betw een the two peoples in 
seventeenth-centur y Dutch sectarian religious writin gs. 

It is also possible that the Provid ence painting has been cut 
on all four sides. 

66 Rest on the Flight into Egypt 

Museum of Fine Arts, Boston, Maria T. B. Hopkins Fund 

Canvas 109 X II8 ems. Ill . p. 153 

PROVENANCE Esterhazy, Nordkirchen, no . 64, sometime be

tween 1859- 1904; Arenberg, Brussels, 1904- 1956; with 
E. Speelman, Lond on; acquired in 1957. 

EXHIBITIONS Diisseldorf , Kunsthistorische Ausstellung , 1904, 

no . 303; San Francisco /Toledo /Boston 1966- 67, no. 97, 

ill. (as about 1690]; Montre al /Toro nt o 1969, no. 72, ill. 

SELECTED REFERENCE Lilienfeld , pp . 148 ff, no. 53. 

The smoo th, rich, painterly surface cont aining an occasional 
decorative highlight added to the costum es in th ick and 
heavy bits of paint is similar to the type of surface found in 
the Leningrad Self-Portrait of ca. 1685-90. Althou gh De 
Gelder 's earlier works do contain such painted surfaces, 
they usually are combined with a style that is more broken 

up, ro ugher and detailed (cf. figures in left and right fore 

gro und of 1679 Forecourt of a Temple (cat. no. 64)]. Be
cause of the affinity in style wi th the Leningrad Self Portrait, 
it is possible to suggest a date of ca. 1685- 90 for the Boston 
Holy Family. 

The Virgin's deep brownish-red drapery combines with 
Joseph 's dark grey- brow n clothes to create a very quiet and 
intim ate scene brin ging to m ind Rembr andt's renderin gs 
of this subject . De Gelder, following Annib ale Carracci 

(Mi.inz 1952, I , p. 19, fig. 50 J as introdu ced to the N orth by 
Rem brandt , includ es th e unu sual motif of J oseph readin g 
from a large book ( Scriptures?). Rembr andt does this in his 
ca. 1651 drawin g of the Holy Family, Print Room, Berlin , 

(Benesch V, cat . no. 873, fig. 108 5 J and the etchings of 

1631- 32 and ca. 1656- 57 [Miinz 1952, I , cat. nos. 193, 237, 
figs. 216, 270, 271 ], while Ferdinand Bo! also includes the 

book in his etching of 1645 [Miinz 1952, II, pl. 23 b J. How
ever, contr ary to Remb randt's etchin gs, both Bo! and De 

Gelder dress their Virgin s as gypsies. (For the costume, 
especially the hat, see F. de Vaux de Foletier, "Icono graphie 
des 'Egyptiens,' precisions sur le costume ancien des 

Tsiganes," Gazette des Beaux-A rts, LXVIII , 1966, pp . 165-
171 J. Wh ether or not Bo ! and D e Gelder used the gypsy 

headpiece simply because it may have been an exotic 
studio prop presents an interesting question. Because Rem
brandt used a simple headdress from daily life and because 
the Holy Family has been connected with gypsies, one 
wo nders wheth er or not the Boston painting might not 

reflect an unkn ow n seventeenth -centur y legend of this type. 
Could it even be a gypsy family reading the story of The 

Flight? 

67 Vertumnus and Pomona 

N arodn1 Galerie, Prague 

Canvas 93 .5 X 122 ems. signed and dated falsely lower left 

quarter R embrandtf e 1649 Ill. p. 155 

PROVENANCE Marquis de Lassay [as Rembr andt]; Countess 
de Verrue [as Rembr andt J; sale Blonde! de Gagny, Paris, 

IO Dec., 1776, no. 69, to Joshu a Reynolds (as Rembr andt J; 
Durn ey, 1789 (as Rembr andt]; Le Brun, Paris, 1798 [as 
De Gelder]; Duke of Ch oiseul ( as De Gelder J; Graf Fries, 
Vienna, 1800 (as Rem brandt] ; Baron]. B. Pouth on [as 

Remb randt]; Dr.]. Hoser, 1843 [as Rembr andt J; in Prague 
Museum some time durin g second half of 19th centur y. 

EXHIBITION S W arsaw 1956, no. 44, ill. 

SELECTED REFERENCES ]. Smith, VII, 1836, no. 189 (as Rem
brandt] ; W. Bode, 1883, p . 481 [as Rembrandt] ; Lilienfeld, 

pp . 177 f. [as difficult to date; color shows taste of 18th 
century, especially rich application of blue; Pomona's 
drapery and flesh colors recall 1685 Esther and Mordecai, 

Budapest; the paintin g, especially Vertumnu s, comes from 
Rembr andt's ca. 1644 etching of the Spanish Gipsy (Preciosa) 

(Miinz 1952, I, cat. no. 267, fig. 3n)] , 180, 197 (color of 
Pomon a's costum e is similar to that found in ca. 1700 

Portrait of Peter the Great, Rijksmuseum, Amsterd am J, cat . 
no. 130, fig. 18; Miinz 1952, II, p. n6 (as being in nearly 
same pose as Rembrandt's etching of Spanish Gipsy which 
was protot ype for De Gelder] ; Prague, N arodn1 Galerie 

V Praze, Catalogue, 1955, no. 244. 

COPIES Nantes Museum, canvas: 90 X II7 ems. (Lilienfeld , 
pp . 178, 180; with]. Bruinse, Paris, 1926, 86 X 74 ems.; 
M . Schulthess, Basel, copy of Pomon a including back
ground of right side of original 

MEZZOTINT Signed bott om-l eft margin Peint par Rem
brandt and bottom-ri ght mar gin Grave par Lepicie (Lilien
feld , p. 178). For a drawn copy after Pomon a in the 

Lepicie print see drawing with V. Spark , N .Y., 1961, as 
17th century Dut ch School , pen & wash: 180 X 140 mm . 
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To jud ge from the photographs, the Prague painting seems 
to be similar in style to the Chicago Portrait of a Girl 
(cat. no. 68) and especially to the 1685 Budapest Esther 
and Mordecai. Both the Prague and Bud apest pictures 
ju xtapose two styles of paintin g. The costumes of the older 
figures seem to be broadly and relatively smooth-brushed 
while the young women wear costumes that are made up 

of exotic det ails with thick and heavy Rembrandtesque 
highlights counter-balanced in part by delicately and thinly 
painted veils and smooth skirts. This type of detailed brush 
with thick accents is also evident in the costume of De 
Gelder's 1685 Portrait of E. van Beveren, Rijksmuseum , 
Amsterd am . Because of these similarities in the application 
of the paint, a date of ca. 1685 for the Prague painting 
mi ght be plausible . 

68 Portrait of a Girl 

The Art Institute of Chicago, Wirt D. W alker Fund 

Canvas 66 X 53 ems. Ill . p. 154 

PROVENAN CE H. Ken-Colville , Jr. , Bellport Towers, Eng
land ; withJ. Goudstikker , Amsterdam , 1925; with D . A. 

Hooge ndijk , Amsterdam, 1929; purchased in 1932. 

EXHIBITIONS London 1929, no . 288; Chicago, The Art In

stitute of Chicago, A Centtlry of Progress. Exhibition of 

Paintings and Srnlpture Lent from A merican Collections. 193 3, 
no. 60, ill.; Chicago, The Art Institute of Chicago, A 
Century of Progress. Exhibition of Paintings and Sculpture, 

1934, no . 89; Chicago 1935- 36, no. 17; W orcester 1936, 
no . 18 [according to Lilienfeld dates ca. 1690]; Hartford, 
Conn ., W adsworth Atheneum, 43 Portraits, 1937, no. 18; 
Kansas City, Mo., William Rockhill Nelson Gallery of 
Art, Seventh Anniversary Exhibition of German, Flemish, and 

Dutch Painting , 1940-41, no . 23, pl. XV; New York / 
T oledo /Toronto 1954-55, no . 25, ill. ; Dallas, Texas, 
Dallas Museum of Fine Arts, Six Centuries of Headdress, 
1955, no . II, repr. cover; Winnipe g, Canada, The Winni
peg Art Gallery, Portraits, Mirror of Man, 1956, no . 42, ill. 

p. 9. 

SELECTED REFERENCES K. Bauch, "A usstellung Hollandisch

er Kunst von 1450- 1900 in Lond on," Zeitschrift f iir Bildende 
Kunst, LXIII , 1929-30 , p. 20; D.C . Rich , "A Portrait by 
Arent de Gelder," Bulletin of The Art Institute of Chicago, 

XXVII, no. 2, 1933, pp . 34 ff, ill. [writes that pictorial 
concept comes from Rembrandt's studio, but De Gelder is 
less interested in character analysis than Rembrandt and 
concentr ates more on producing greatest possible richness 

of effect ; suggests that hands, smile and gaze of eyes might 
show D e Gelder unconsciousl y using engraving after 
Leonardo's Mona Lisa; sees De Gelder as link between 17th 
and 18th centuries by preserving dignity of old style and 

combinin g it with something of richness and profusion of 
new style]; C. F. Madsen, "Portrait of a Girl by Arent de 
Gelder," The Connoisseur, CX, 1942, p. 96, ill. [as showing 
little interest in character and mood but with effect of 
costume which comes from studio resources; style com
parable with Rembrandt and from De Gelder' s late phase] ; 

Chicago 1961, p. 172; Haak 1969, p . 293, fig. 488 [as ca. 
1690; developed his own style in spite of admiration for 
Rembr andt ; De Gelder is lyrical in effect and coloring as 
seen here] . 

The placement of a half-length, exotically dressed figure 
behind a balustrade and looking directly at the spectator is 

a type used by Rembrandt in his drawin gs and etchings of 
the 163o's [cf. the drawn Portrait of Saskia in a Straw Hat, 
Print Room, Berlin, 1633 (Benesch II, cat. no. 427, fig. 
483) or the 1636 etched Studies of the Head of Saskia (Miinz 
1952, I, cat. no . 91, fig. 105)]. Although Rembrandt con
tinu es to use this straight forw ard portr ait type, with or 
without the balustrade , throughout the rem ainder of his 
career, beginning in the 164o's the exotic costumes are re

placed by the sober clothes of daily life [cf. ca. 1644 draw 
ing of a Portrait of a Man Looking out of a Window, Petit 
Palais, Paris (Benesch IV, cat. no. 764, fig. 9u) or the 1651 
paintin g of a Girl Looking out of a Window, National 
Museum, Stockholm] . 

The Chicago painting cont ains the delicate color harmony 
and rich texture generally associated with Aert de Gelder's 
style. The light, coming from above , creates a three 
dimen sional form and causes the figure literally to glow 

from within (Rich, p. 35). The mixture of techniques, that 
is brush, palette knife and the sharp wooden handle of the 
back of the brush, imparts to the surface a decorative and 
graceful quality very close to that of the 18th century. The 
variety of surface textures, the decorative accents, and 
even the awk ward fingers are characteristics also present in 

De Gelder's signed and dated 1684 or 87 Juda and Thamar, 
Mauritshuis, The Hague; the signed and dated 1685 Esther 
and Mordecai, Bud apest; and the ca. 1685 Vertumnus and 

Pomona, Na tional Gallery, Pra gue (cat . no. 67). How 
ever, the paint in the Chica go Portrait of a Girl seems to be 
more delicately and thinly laid on than in these paintings. 
For this reason the Chicago picture mi ght be a few years 
later , say ca. 1690, as first suggested by Lilienfeld. 



69 Christ on the Mount of Olives 

Julius H. Weitzner, London 

Panel 36 X 41 ems. Ill. p. 155 

PROVENANCE sale Baron Vivant Derron, Paris, 1826, no. 
ro4; sale Trustees of the Cook Collection, London (Chris
tie's), 25 Nov. 1966, no. 64. 

EXHIBITIONS Sheffield, Graves Art Gallery, Dutch Master

p ieces, 1956, no. 14 [as lent by Sir Francis Cook, Bt.J . 

SELECTED REFERENCES ]. 0. Kronig, A Catalogue of the 
Paintings at Doughty House Richmond and Elsewhere in the 
Collection of Sir Frederic Cook Bt., London, II, 1914, p. 38, 

no. 259 [as late work and similar in treatment to Aschaffen
burg paintin g of this subject]; Lilienfeld, pp. 155, 157 f., 
no. 82 [ as probably study for the painting in Aschaffenburg ; 
recalls Rembrandt's engraving of this subject (Mi.inz 1952, 

II, no. 225) and his drawing in the Kunsthalle, Hamburg 

(Benesch V, cat. no. 899, fig. nn)J; Sumowski 1957- 58, 

p. 226, pl. 27 (Rembrandt's drawing of the same subject 
(Benesch VI, no . 899) being the model for this composi
tion]. 

Very likely this is the study for the painting of this subject 
in the Aschaffenburg series of the Passion of Christ. The 
Weitzner sketch is changed in the final composition where 
it has become vertical and the sleeping foreground figure 
is eliminated in favor of shrubbery and a wooden fence. The 
light is also changed and becomes a shaft moving into the 
scene from the upper right to the lower left. The figures 
in the final version are also smaller and set farther back in 
space. To jud ge from the photograph, the sketch is very 
swiftly brushed in and the forms seem evaporated by the 
light whic h is so different from De Gelder' s usual more 
precise rendering in the Aschaffenburg series. The Weitzner 
picture is, however, close in style to the sketchlike painted 
forms and spotlight effect of the signed Aert de Gelder, 
Dream of Jacob, Dulwich Gallery (Lilienfeld, no. ro). 

70 Christ Before The Sanhedrim (Caiaphas) 

Rijksmuseum, Amsterdam Ill. p. 156 

Canv as 73 X 59 ems. signed bottom -left corner A De Gelder 

PROVENANCE certainly belongs to series of twenty-two 
paintings representing the Passion of Christ and cited in 
Inventory of Aert de Gelder's effects made in 1727; pos
sibly part of series of twelve pictures of Passion of Christ at 
sale S.J . de Dufresne, Amsterdam, 22 August 1770, no . 270 

[each was on canvas: 72 X 57.9 ems.] ; Frenkner, Bruns
wick; bought from the latter in 1908. 

EXHIBITIONS London 1953 M.G. , no . 37, ill.; Warsaw 1956, 

no. 43. 

SELECTED REFERENCES Houbraken III, p. 163 [the last of his 
works is the Passion with twenty of twenty-two com
pleted; De Gelder is in good health as I wri te this in 1715]; 

C. Hofstede de Groot, Arnold Houbraken und seine "Groote 
Schouburgh," ( Quellenstudien zur Hollandischen Kunstge

schichte), The Hague, 1893, pp. 66 f. [cites paintings in 
Aschaffenburg], 125,466 f. [cites 1770 sale of twelve scenes 
from Passion and closeness of measurem ents to Aschaffen
burg pictures; asks whether there might not be a printer's 
mistake in Hou braken and instead of twenty-two and twen
ty, the latter really meant twelve and ten]; Lilienfeld, pp. 
59 [cites compositiona l connection with Rembr andt's 1648 

etching of Medea], 69, 159 f., no. 85 [style of scene with 
exaggerated ly elongated figures, with the placement of 
the main scene and the light source in the middleground are 
elements that connect this picture with those in Aschaffen
burg]; Van Dyke 1923, p. 90 [as hardly characteristic of 
De Gelder, but remarkable for imagination and novelty of 
presentation rather than for form and color]; Munich, 
Bayerische Staatsgemaldesammlungen , Galerie Aschajfen

burg Katalog, Munich, 1964, p . 79 f. [as part of Passion cycle 
mentioned in Inventory of Aert de Gelder consisting of 
twenty-two pictures; two now in Rijksmuseum, Amster
dam and ten in Aschaffenburg; the cycle following Hou

braken, dates ca. 1715]. 

Th is picture demonstr ates De Gelder 's continuous debt to 
his master well into the eighteenth century. As Lilienfeld 
has pointed out (pp. 59, l 59) the high vaulted space and the 
setting in general is directly dependent upon Rembrandt's 
1648 etching of Medea [Mi.inz 1952, I, cat. no. 270, pis. 314, 

315]. The rich olive-b rown ton ality and the artificial light 
effects highlighting the main particip ants are also strong ly 
reminiscen t of Rembrandt [cf. Christ and the Adulteress, 
National Gallery, London, of 1644] , but the paint is more 
thinl y and delicately applied, whi le the light creates an 
atmospheric effect that dissolves rather than reinforces the 

forms. 

SAMUEL VAN HOOGSTRATEN 
1627-1678 

Van Hoogstraten was born in Dordrecht on August 2, 

1627. From his publication, Inleyding tot de Hoage Schoole 
der Schilderkonst, 1678, p. 257, we learn that he first studied 
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with his father, Dirck van Hoogstraten, and that after the 
latter's death in December 1640, Samuel went to Amster
dam and became a pupil of Rembrandt. Van Hoogstraten 
also tells us th at Fabritius (certainly Carel] and Abraham 
Furnerius were in Rembr andt's studio at the same time . 
Van Hoogstr aten was back in Dordrecht by April 1648 
where he spread his master's teachings. Three years later , 
in May 1651, he was working for the Court in Vienna ; 

then in 1652 he was in Rome and probably returned to 
Vienna in the same year where he seems to have worked 

until 1653. He probably returned to Dordrecht before 
November 1654. Two years later, in 1656, he married 
Sara van Balen, and worked in Dordrecht, as artist and 
teacher (ca. 1660 Aert de Gelder was his pupil] until shortly 
before September 1662 when he visited London . From his 
own writings (1678, p. 266), we know that he witnessed 
the Great Fire in London of September 1666. Shortly there
after, he returned to The Netherlands and worked in The 
Ha gue where he was enrolled in the painter's guild in 
January 1668, and was still in The Hague in September 

1671. Van Hoogstraten returned to Dordrecht and in 1673 
was Provost of the Mint . He remained in Dordre cht where 

he painted and wro te his Inleyding tot de Hoage Schoole der 

Schilderkonst, which was published in 1678, and died that 

year on Octob er 19. 

W e know from the sources, especially Houbr aken (II, p. 

123 ), and his extant work, that Van Hoogstr aten painted 
religious themes , portr aits, genre works, architectural fan
tasies, landscapes, seascapes, flowers , and still life. Early in 
his career he painted portr aits in a Rembrandt esque style 
but soon gave this up in favor of the style of G. Metsu , 

P . de Hoogh, and Jan Steen. 

His most import ant pupils were A. Houbraken , G. Schalk
en, and Aert de Gelder. One must also not forg et that Van 
Hoogstraten was a gifted writer of poems and plays. 

71 Portrait of a Young Man 

Sidney van den Bergh, W assenaar 

Canv as 71 X 59.7 ems. Ill. p. 133 

PROVENANCE Count Lubomirski , Lwow, before 1790; 

Count Eduard Raczynski , Castle Rogalin, Poznan ; on loan 
to Mauritshuis, The Hague, 1910; with Duits, London , 

1963, as Barent Fabritius; acquired in 1963. 

EXHIBITIONS Delft / Antwerp 1964-65, no . 62, fig. 29; Leiden, 
Lakenhal, 17de eeuwse meesters uit N ederlands particulier bezit, 

1965, no. 27, fig . 6. 

SELECTED REFERENCES W. Martin, "Mauritshuis," Bulletin 

van den Nederlandschen Oudheidkundigen Bond, III, 1910, pp . 
173 ff, fig. 2 (as not Barent Fabritius but by an unknown 
Rembrandt pupil , ca. 1650, and directly under influence of 
Rembr andt's style of ca. 1640- 50; comp ares coat with that 
worn by A Seated Man with a Stick, National Gallery, 
London (cat. no. 23)]; J. 0. Kroni g, "Zwei Selbstbild
nisse von Samuel van Hoogstraten ,"Kunstchronik, XXV, 

1914, p . 58 f., ill. (attributes Van den Bergh Portrait to Van 
Hoogstraten on basis of stylistic affinities to signed and 
dated 1645 Self-Portrait, Liechtenstein Coll., Vaduz]; H . 
van Hall, Portretten van Nederlandse Bee/dende Kunstenaars, 

Amsterd am, 1963, p. 144, no. 4 (as Van Hoo gstraten]; 
A. B. Vries, "Old Masters in the Collection of Mr . & Mrs. 

Sidney van den Bergh," Apollo, LXXX, 1964, p. 357, fig. 
IO (as Self Portrait of Van Hoogstraten and ca. 1645; com
pares j acket with early 16th century Venice- Titian, 

Giorgi one, and says type resembles Rembrandt's 1640 
Self Portrait. National Gallery, London] ; Verzameling Sidney 

]. van den Bergh, Wassenaar, 1968, no. 72, ill. [states that 
Van Hoogstraten attribution is not generally accepted and 
attribution to Barent Fabritius is not plausible, how ever 
Dro st is a possibility]. 

The picture has been attributed to Hoogstraten (Kronig, 
op . cit., p. 587) on the basis of a comp arison with the Self

Portrait dated 1645 in Vaduz and the 164(?) Vanitas, 

Rott erdam. Howe ver, the painting of the costumes in these 
works is different from the Van den Bergh paintin g. Per
haps the closest work to the Van den Bergh painting is the 
Portrait of the Artist, W adswo rth Atheneum , Hartford (Ver

zameling Sidney ]. van den Bergh, 1968, no. 72) where the 
treatm ent of the face and the eyes set in shadow is very 
similar . It mi ght even be the same sitter. The j acket in the 
Van den Bergh painting, although it is the same type as in 

the London Seated Man with a Stick (cat.no. 23 ), seems to be 
mor e broadly and freely rendered. If one compares the 
signed and dated paintings in Vaduz and Rotterd am , there 
is also a difference in the rendering of the costume . The 
Vaduz picture is very Rembrandtesque and thick ; the other 
is loose and free, while the faces are alike in the smooth ap
plication of the paint. The heads of the Vaduz and Rotter
dam paintings, half in and half out of shadow, are similar to 

the Van den Bergh and Hartford heads and might con
ceivably be by the same young, experimenting hand. 

72 R esurrection 

The Art Institute of Chicag o, Sophia P. Morton Purchase 
Fund 



Canvas 78.7 X 63.2 ems. signed on tomb, bottom right of 

center S. v. H. Ill . p. 133 

PROVENANCE sale London (Sotheby's), 13 November 1968, 
no. 66; with]. H . Weitzner, London; acquired in 1969. 

Here Van Hoogstraten appears to combine two very differ

ent styles. The lower section contains expressive figures 
placed in deep shadow but with their gestures and expres
sions highlighted to give a real sense of emotion. This is 
found often in Rembrandt's work of the 163o's beginning 

with the Raising of Lazarus, Private Collection, California 
[Bauch 1966, no. 51 ]. On the other hand, the upper section 
contains brightly clothed angels and an idealized and some
what overly posed figure of Christ. This upper section is 
highly Italianate , and perhaps if one looked in the direction 
of the Cavaliere d' Arpino, one might find a source. Be

cause of the close stylistic connections with Rembr andt and 
Italy, one can suggest that the picture was painted after Van 

Hoogstraten's trip to Vienna and Rome in 1652- 53. It is 
also possible that it was done during his stay in Engl and 
around 1662-66, but the provenance of the picture is too 
uncertain to validate this notion. The figures in the upper 
zone of the painting are, according to Prof. Haverkamp

Begemann, similar in style to Van Hoogstraten's prints in 
his Inleyding tot de Hoage Schoole der Schi/derkonst: anders de 
Zichtbaere Werelt, Rotterdam, 1678. This is especially evi

dent in Death Crowning Youth illustrated between pages 52 

and 53. 

PHILIPS KONINCK 1619- 1688 

Philips Koninck was born in Amsterdam , November 15, 
1619, the son of a wealthy goldsmith, Aert de Koninck. 

Philips went to Rotterd am to study painting with his broth
er, J acob , and on Janu ary 2, 1640, their father paid Philips' 

study fee (30 gulden) for a half a year. In 1640 he married 
Cornelia Furnerius , the sister of the artist Abraham Furneri
us. In 1641 the younger Koninck returned to Amsterdam a 

fully trained painter. Houbr aken (II, p. 42) writes that 
Koninck had been Rembrandt's pupil, but this is not cer
tain; Gerson thinks it highly unlikely. Koninck's wife died 
in 1642, and nothing is heard about him in the archives for 

ten years; however , after 1653, he is constantly mentioned 
as being in Amsterdam. In 1657 he married Margriete van 
Rijn . He died in Amsterdam, October 6, 1688. 

For about a decade after 1645, Koninck seems to have been 
strongly influenced by Rembrandt and somewhat less by 
Hercules Seghers' dramatic landscapes. Perhaps Koninck's 
sensitivity and feeling for panoramic Dutch views was 

nurtured by his second interest as owner of an inland 
shipping line between Amsterd am and Rotterdam . He was 
also well known as a painter of portr aits, genre scenes, and 
historical subjects, and he was a close friend of the famous 
Dutch poet, J oost van den Vondel, of whom he did several 

portraits. 

73 Portrait of Heyman Dullaert 

City Art Museum of Saint Louis 

Canvas63.5 X 55.9 cms. Ill .p .135 

PROVENANCE sale Luchtmans, Rotterdam, 20 April 1816, 
no. So [as Portrait of Willaars]; with Butterly, London [as 
Rembrandt]; Neville-Coope r, London; with Ehrich Gal

leries, N.Y.; acquired in 1923. 

EXHIBITIONS New York , Wildenstein & Co., Fifty Master

works from the City Art Museum of St. Louis, 1958, no. 20, 

ill. p. 38. 

SELECTED REFERENCES Houbr aken III , p. 61 [cites portrait as 
memento of friendship and used it later in 1721 publication 
- Pl. C SJ, J. D. Descamps, La Vie des peintres jlamands, 
Paris, III, 1753-63, p. 47;J. Kronig, "Een Schildersportret," 
Oude Kunst, II, 1917, p. 99, ill. [as having appeared "several 
years ago" in winter sale at Christie's under Rembrandt's 
name; identified sitter and artist from Houbr aken's text and 

illustration]; Van Dyke 1923, pp. 65, 107 [as signed and 
now (1923) in Ehrich Galleries, N.Y .; says second version, 
showing a hand, is in Coll. Neville-Cooper, London, and 
given to Bol];J . B. M., "A Portrait by Philips Koninck," 

Bulletin of the City Art Museum of St. Louis, X, no. 2, 1925, 
p. 26, ill. p. 27 [as framed as an oval; earlier given to Bo!; 
rom antic sentiment is emphasized by skillful handling of 
glazed ton es characteristic of Rembr andt school]; Gerson 

1936, pp. 49 f. [as middle of the 165o's], 123, cat. no. 204, 

pl. 24 [ oval frame covers the left hand J. 
ENGRAVINGS J. Houbraken, 1719 [for book of poems pub
lished that year by Dullaert J; taken over in 1721 in A. 
Houbraken's De Groote Schouburgh . . .. Amsterdam, III, 
1721, pl. C 8. 

This portrait of the painter and poet, Heyman Dullaert, 
clearly illustrates Koninck's debt to Rembrandt in the 
middle fifties. The dark tonality of the drapery, the bright

ly-lighted face enframed by the curls, and the dark red 
velvet beret all emerging from an unlit background, bring 
to mind Rembrandt's portraiture of the 165o's [cf. Bauch 

1966, figs. 4ro- 12 ]- especially the portraits of the young 
Titus. However, the seriousness of Rembrandt's portraits is 
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replaced in Koninck by a romantic and poetic attitude 

which must characterize so aptly his sitter. 

7 4 Panoramic Landscape 

Swiss Private Collection 

Canvas 138.4 X 167 ems. signed bottom-right corner: P. 

Koninck 1665 Ill. p. 136 

PROVENANCE Lord Hillingdon, London [by 1887]; the 

Hon. Charles Mills, London [at least in 1952- 53). 

EXHIBITIONS London, Roy al Academy, Winter Exhibition, 

1887, no. 72; London 1952-5 3, no. 269, ill. [as signed and 

dated 1665). 

SELECTED REFERENCES Gerson 1936, p . II3, no. 97; H. Ger
son, "Dutch Landscape," The Burlington Magazine, XCV, 

1953, p. 48 [as similar to Hunteri an picture); MacLaren 

1960, p . 2II [states that stajfage is most likely by the same 
artist who painted landscape and not another hand, such as 

Joh annes Lingelbach or Adriaen van de V elde). 

This is a type oflarge, panor amic landscape which Koninck 

began to paint in the late 165o's. As a composition this is 
not new for Dutch art but carries on a tradition introduced, 

as far as we know, into the early seventeenth century by 

Hendrick Goltzius in his 1603 drawin g, now in Museum 

Boymans-van Beuningen Rotterdam [for details and ill. see 

Stechow 1966, p. 44 f., fig. 53). Rembrandt, following the 

Goltzius-Hercules Seghers line, also executed such pano
ramic views which combine realistic and fantastic elements 

into a conceivable landscape view. The most famous was 

Rembrandt's etching of The Goldweigher's Field, 1651 

[Miinz 1952, I, cat. no. 167, fig. 185) which has a breadth 

and sense of distance similar to Koninck. Koninck's rich, 
warm colors and the heroi c character of his views show his 
debt to Rembrandt as well as a connection with Jacob van 

Ruisdael. 

7 5 View Between Heavy Trees over a Flat 
Landscape with a River 

Hofje van Aerden, Leerdam, on loan to the Museum Boy

mans-van Beuningen, Rotterdam 

Canv as 65.5 X 80 ems. signed bott om center: P. Koninck 
1668 Ill . p. 136 

PROVENANCE Hofje Mevr ouw van Aerden, Leerdam, since 

before 1761. 

SELECTED REFERENCES Gerson 1936, pp. 3 5 [as a late work 

introducing a new type to flat landscape, the woods, which 
takes up a motif from early work), 106, cat. no. 29. 

As Gerson (1936, p. 35) points out, Koninck, beginning 
with this dated work, combines the flat, broad landscape 

view with the woods which he had used as a single motif 

in his early works. However , Koninck's wooded landscapes 

are different from those of Jacob van Ruisdael, where one 

enters into the forest. In Koninck, one sees the entrance, 

really a park with beautiful trees and resting shepherds (as 

in the works of Adriaen van de Velde), but one does not 
step into the woods. One's eye, instead, passes over the few 
tall trees into the distance. 

JAN LIEVENS 1607- 1674 

Jan Lievens was born in Leiden on October 24, 1607. His 

father, Lieven Hendricx, was an embroiderer-emigre from 

Ghent and his mother, Machtelt Jansdr (Hey), a native of 

Leiden . According to]. Orlers (Beschrij"vinge der Stadt Ley
den, 1641, p. 375 f.), Lievens began studying in Leiden with 

Joris van Schooten at about the age of eight and around the 
age of ten went to Amsterd am to study for two years with 

Pieter Lastman and then returned to Leiden and worked 

on his own. Schneider (1932, pp. I - IO, for docum entation) , 
with reason, suggests that Lievens studied with Lastman 

from 1619- 21. Lievens is mentioned as being in Leiden in 

1624, 1626 and 1629. He appears to have worked very 
closely with Rem brandt in the late 162o's until the latter 

left for Amsterd am in 1631- 32. Orlers (op. cit., p . 377) in
forms us that Lievens went to England in 163 r where he re

mained for about three years painting portraits of famous 

people, includin g royalty. However, we know from the 

Leiden archives that Lievens was still there in 1632. This 

English trip from 1632-1635 is based solely on Orlers' ac

count. We do know, however , that Lievens was in Ant
werp by 1635 as he entered the painte rs' guild in that year. 
Durin g his Antw erp time which lasted, except for one trip 

to Leiden in 1639, until 1643, he knew Adriaen Brouwer 

and Jan Davidsz , de Heern well enough to have them wit
ness a contract for him. Lievens also must have known other 

members of that group such as Lucas Vosterm an, Paulus 

Pontius and Daniel Seghers. Anthony van Dyck had drawn 

Lievens' portr ait. In 1638 Lievens marr ied Susanna, the 

daughter of the Antwerp sculptor, Andries Colijn de Nole , 

and in Decemb er 1640, Lievens became a citizen of Ant
werp, but by March 1644 he was back in Amsterdam, where 

records are continuous until 1653. From 1654-58, he lived 



in The Hague and was a charter member of the painters' 
confraternity, Pictura, which was founded in October 1656. 
In 1661, he paid dues to Pictura although we know that he 
was in Amsterd am in March 1659 and continued to live 
there until October 1669. In March 1670 he was back in 
The Hague living in a rented house where he remained 
until the middle of 1671 when he is mentioned as being in 
Leiden in September. In February 1674 he rented a house 
in Amsterdam where he died in June of that year. 

During his Leiden years, Lievens followed a course of de
velopment very similar to that of Rembrandt's, and they 
both strongly influenced each other. However, he changed 
his style entirely after his move to Antwerp and adopted 
the elegant seventeenth-century courtly portr ait style of 
Van Dyck and was also affected by the landscape style of 
Rubens and Brouwer . Lievens painted genre scenes as well 
as portraits, landscapes and history pictures. He was also an 
excellent etcher, very close in style to Rembrandt, as well 
as a woodcut artist following, in the main, the contempo
rary Flemish style. Upon his return to Holland , he painted 
stylish portraits and contributed to the decoration of the 
new Town Hall in Amsterdam; the Huis ten Bosch, near 
The Hague; the chamber of the provincial assembly of 
Holland, The Hague ; and the Rijnlandhuis, Leiden. 

76 Old Woman Reading 

John G. Johnson Collection, Philadelphi a 

Panel 71.4 X 67.3 ems. signed on book clasp in left back
ground J. L. (mon ogram is questionable) Ill. p. 115 

PROVENANCE J. G. Deuringer, Augsburg [at least by 1813 
where it is catalogued as Lievens]; in Johnson Coll. at 
least by 1913. 

EXHIBITIONS New York 1909, no. 62, ill. [as Nicol aes Maes 
ca. 1650- 55]; Worcester 1936, [as Lievens]. 

SELECTED REFERENCES M. J. Friedlander, "Die Ausstellung 
holliindischer Bilder im Metropolit an Museum zu New 
York," Repertorium fur Kunstwissenschajt, XXXIII, 1940, p. 
96 [because signature appears genuine, attributes painting 
to Lievens]; Hofstede de Groot, VI, 1916, p . 5 ro, no. 120 
[catalogued under Maes, but not seen by author; red re
minds one strongly of Maes, but character of brushwork 
seems earlier; signature is very suspicious]; Schneider 1932, 
p . 176, cat. no . XXXVIII [cannot accept as Lievens with out 
technical examination]; Catalogue of the John G. J ohnson 
Collection, Philadelphia, 1941, p. 31, no. 487 [disputed by 
all scholars; formerly Nicolaes Maes but now called Lievens 

as it has been most recently published; could possibly be a 
late English work] ; Bauch 1967, pp. 161 [as part of a group 
of early paintings by Lievens which are not influenced by 
Rembrandt but stimulated him ; inspired by Haarlem
especially Salomon de Bray or Pieter de Grebber who had 
strong connections with Utrecht Caravaggisti; prob ably 
real source for Lievens and Haarlem are the rare half-length 
figures of Lastman], 162 [the ermine fur is also found in 
Lievens and Rembrandt( ?), Esther and Haman, North Caro
lina Museum of Art, Raleigh ; same type of cartilaginous 
hands are also present in the Raleigh painting, Simeon with 
Christ Child in the Temple, sale Munich (Helbing ), 1908, and 
Pilate Washing his Hands, with E. Speelman, London] , 164 
[asc a.1625]. 

To jud ge from the reproduction , there is no question that 
the Johnson picture is not closely related to the early works 
ascribed by Bauch to Lievens. From reproductions , the 
Johnson picture seems to be more thickly built up in terms 
of the paint structure ; however, this does not necessarily 
mean that Lievens was not the artist. All of these paintings, 
cited by Bauch as early Lievens, seem to be closely connect
ed with Utrecht. Pilate Washing his Hands is a close varia
tion on the so-called Terbrugghen in Kassel [for this writer 
a contemporary copy] , while the Johnson picture bears a 
strong resemblance to the Old Woman Holding Spectacles, 
Painting Gallery , Dresden, which has been ascribed to Ter
brugghen, but which Nicolson rightfully attributes to an 
unknown artist, close to Terbrugghen, who worked in 
Utrecht , ca. 1625- 30. (B. Nicolson, Hendrick Terbmgghen, 
London, 1958, p. 122 f., cat . no. E ro3, pl. ro9b] . A recent 
cleaning of the picture reveals that the signature appears 
to be part of the original paint structure. 

77 Portrait of R embrandt 

Daan Cevat, St. Peter Port 

Panel 57 X 44.7 ems. signed bottom left I. L. Ill. p. 115 

PROV ENANCE Earls of Derby, Knowsley Hall, sometime 
prior to 1736; sale Earl of Derby, London (Christie's) , 17 

Jul y 1964, no. 48. 

EXHIBITIONS Manchester 1857; Delft /Antwerp 1964- 65, no . 
74; Leiden, Lakenhal-Bolsward, R andom Rembrandt- De 

verzameling Daan Cevat, 1968, no. 25, ill. 

SELECTED REFERENCES Schneider 1932, no. 264b. [as Portrait 

of Young Tromp and hardly by Lievens]; Bauch 1967, p. 
263 f., fig. 23 [as ca. 1630 and after cleaning Lievens' mono
gram appeared and very likely represents an acquaintance 
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of the artist. One can think that the sitter is Rembrandt, 
but he had brown eyes and not grey-blue. The face is per
sonal, the hair style and costume so Rembr andtesque that 
the sitter must be traceable to Leiden artistic circles]; Haak 
1969, p. 42, fig. 60 [as Portrait of R embrandt, ca. 1628). 

The Cevat portrait once again illustrates Lievens' ability to 
create a highly decorativ e and beautifully painted picture 
using the smooth brush and the Caravaggesque lightin g 
characteristic of his Leiden period. Authorities have ques
tioned whether this is a portrait of the young Rembrandt. 
Bauch, 1967, question ed this identification , because the 
grey-blue eyes differ from the brown eyes in Rembr andt's 
1640 London Self-Portrait. Howev er, after Bauch saw the 
Lievens in Bolsward, he wrote to Cevat stating that the 
eyes are grey-brown and consequently the Cevat Lievens 
could represent Rembr andt. Lievens' formal and elegant 
presentation of the sitter brings to mind Rembr andt's ca. 
1629- 30 Self-Portrait, Mauritshuis, The Hague, where the 
same type of armo red neck piece covered by a collar is pres
ent. Here Rembrandt depicts him self as a gentleman in 
the same spirit as we find in Lievens' portrait. However , 
the smooth, decorative painting style of Lievens with the 
decorative light effects produce an effect entirely different 
from Rembr andt's rou gher surface and more powerful 
contrasts of light and shadow. In spite of these stylistic dif
ferences, it is highly possible that the Lievens portrait is the 
same sitter as the Remb randt Self-Portrait in the Maurit s
huis , and that they both date from ca. 1629- 30. 

7 8 Eli Instructing Samuel 

H. Shickman Gallery, New York Ill. p. 117 

Canvas 106 X 96.5 ems. signed on arm rest in center IL. 

PROVENANCE sale A. Sydervelt , Amsterdam , 23 April 1766, 
no. 58 [as G. Flinck, 40 florins J; Earl of Cr aven, Combe 
Abbey [at least since 1866), sale Cornelia, Countess of 
Craven, and]. T aylor, London (Christie's), 13 April 1923, 
no . II [bought in); sale Cornelia, Countess of Craven, 

London (Sotheby's ), 27 Nov. 1968, no. 88 [as Jacob Cats 
instructing the Prince of Orange and bought by H. Shickman 

Gallery, N.Y .J. 

EXHIBITIONS Birmingham, 1833, no. 134; Lond on, British 
Institution, Catalogue of Pictures by Italian, Spanish, Flemish, 
Dutch, French and English Masters, 1853, no. 47 [as by Flinck 
and entitled Samuel and Eli]; Manchester 1857, no . 922 [as 
by Rembrandt); London 1952- 53, no. 202 [as Jacob Cats 
instructing the Prince of Orange]. 

SELECTED REFERENCES Schneider 1932, pp . 32 [as ca. 1628; 
this type of didactic subject is typical for Leiden; the pure 
profile is characteristic of Lievens' portrait heads of the 

early period), 125, cat. no . 135 [entitled Aristocratic Boy 
with his Teacher; the young boy cannot be related to Rem
brandt's etched Portrait of a Boy in Profile (1641) called 
Willi am II of Orange by Blanc J; Miinz 1952, II, p. 65 f., 
pl. 71 [for discussion of Rembrandt's 1641 etched Portrait of 
a Boy in Profile and its lack of connection with Lievens J; 
Van Gelder 1953, p . 37 [as typi cal of Lievens' work ca. 
1628- 29 and representing Eli Instructing Samuel]. 

COPIES Leningrad, Hermit age, as Flinck and falsely signed 
Flinck, canvas: 105 X 88 ems. (A. Somof, Leningrad Ermi
tazh Kartiny, II , 1901, p. 120, no. 842); Coll. Earl of Spen
cer, Althorp Park, as G. Flinck; sale Hohenzollern , Berlin, 

13 May 1890, no. 2, as Eeckhout, canvas: 89 X 72 ems.; 

sale J. Hollander , Berlin, 9 May 1899, no. 71, as Flinck, 
canvas: 77 X 60 ems.; sale W. Locket-Agnew & others, 

London (Christie's), 15 June 1923, no. 105, 106.7 X 86.3 
ems.; picture cited in Coll. Prince Frederik of The Nether
lands, signed in armrest JAL. 

ENGRAVING G. Fr. Schmidt , as by Flinck. 

As stated by Schneider and Van Gelder, this painting must 
date from the time of Lievens' Leiden period , ca. 1628-29. 
The carefully brushed in details and the rich golden color 
of Samuel's drapery appears to be very similar to the Edin

bur gh Portrait of a Young Man (cat. no. So) The type of 
scholarly port rait, with one figure making a point through 
the gesture of a "speaking hand" in close relation to an open 
book and the placement of one head in profile and the 
other full faced, is often found in the group working with 
Rembr andt in the late 162o's [cf. Rembrandt's 1628 Two 
Scholars Disputing, National Gallery Melbourne ; Dou, Eli 

Instructing Samuel, Private Coll., N.Y. (cat. no. 37). 

79 Raising of Lazarus 

Brighton Art Gallery, England 

Canvas 103 X II2 ems. signed on center of tom b beneath 

Christ IL 16 31 Ill. p. 114 

PROV ENANCE possibly painting cited in Rembr andt's In

ventory 25 Jul y 1656, no . 42; possibly painting mentioned 

in celebrated poem of 1662 by Jan Vos as in Coll. Jan Ja
cobsz. Hinlo open, Amsterd am; possibly picture listed in 
estate of Clem entia Zeger, widow of Dirk Vennekool, 
Am sterdam, 14 Feb. 1664; possibly in Coll. Thom as Asselijn, 
Amsterdam , 1685; possibly at sale Amsterdam , 13 April 



1695, no. 8; sale Van Kretschm ar, Amsterd am, 29 May 

1757, no. 32; sale Amsterdam, 21 June 1774, no . 132; sale 

J. Know les, London, 15 April 1842, no. 113; J. Sidney 
North , 1853; Baroness North, London , 1871; sale Lond on 

(Christie's), 7 June 1884, no. 98; H. Willet , Bright on; given 

by latt er to Mu seum in 1903. 

EXHIBITIONS London, British Institution , 1852, no. 30; Lon

don , British Institution , 1867, no . 123; London, Royal Aca

demy , 1871, no. 17; Brimson Art Loan, 1884; London 1929, 

no. 170; Lond on 1952- 53, no. 76; Leiden 1956, no. 65; Lon

don , Roya l Academy , 1961, no . 127. 

SELECTED REFERENCES F. Sax!, "Rembr andt und Italien ," 

Oud-Holland, XLI 1923- 24, pp. 145- 148, ill. (states that 
Rembr andt's first idea in the 1630 red chalk drawing of 

Rai sing of L azarus was made after Lievens' etching and 

that the composition comes from Italy-Guido Reni]; 

Schneider 1932, pp. 38 ff., cat. no. 31 [agrees that first idea 
in Rembr andt's 1630 red chalk drawin g of Entom bment, 

London , was made after Lievens' etching and painting by 

Lievens signifies a high point in his development J; M iinz 

1952, II , p. 176 f. [says paintin g in Bri ghton is model for 

etching of 163 l and that, althou gh idiom is close to Rem

brandt and dependent upon him in Rai sing , Lievens emer ges 

here as an origin al artist]; Van Gelder 1953, p. 37 [as still 
following Rembrandt's development in 163 1 J; Benesch I, 

cat . no. 17, fig. 15 (first version of red chalk drawing in 

British Museum (Entombment), strongly influenced Lievens' 

16 3 1 R aising of Laza ms and that Lievens reprodu ced paint

ing in his etching (ill. in F. W . H. Hollstein, Dutch and 

Flemish Etchings, Engravings and Woodcuts, Amst erdam, XI , 

n .d., p . 8, no. 7) ); Sumowski 1957-58, p. 236 f. (as after 
Rembr andt's 1630 drawing in London] ; Begem ann 1961, 

p. 20 (writes that Remb randt's first version of the 1630 

Entombment is a copy of Lievens' etching; if the date of 1631 
on the painting in Brighton is right, then Lievens once 

more repeated the composition of the etching]; Bright on 

Art Gallery and Museum, Paintings Ex ecuted before 1837 in 

the Permanent Collection, Catalogue, Brighton, 1964, p . 32 f. 
(states that one of models is recognizeable as Rembrandt 's 

father who died in 1630 and painting was perhaps a memo 

rial to the latter]; Bauch 1967, pp . 166 ff., fig. 9 (sees Rem

brandt's 1629- 30 Rai sing of Lazarus, Priv ate Coll., U .S.A. 

and his 1630 drawing in Lond on as forerunners of Bright on 

Lievens J; Haak 1969, p. 62 f., fig. 91 [painting must have 
been inspired by Rembr andt's drawing of 1630 in British 

Museum , Lond on, but problem is not solved as paintin g is 

in reverse of Rembrandt's drawing - must be missing link 
somewhere] . 

This is one of the most impressive works executed by Lie

vens during his Leiden period and illustrates the strong 

effect Rembrandt and Lievens must have had upon each 

other. The small figures, the use of chiaroscuro and the 
careful painting of the surface details are also characteristic 

of Rembrandt's oeuvre around 1628-29 . Lievens' paintin g 

is close in concept to Rembrandt 's ca. 1628- 29 R aising of 

Lazaru s, Privat e Coll., California, U .S.A., and the 1629 

Tribute Money, Nation al Gallery, Ott awa (cat . no . 3). 

Because Lievens' style is so close to Rembrandt's of two 

years earlier, it is most likely that Lievens drew his inspira

tion for the Brighton picture from Rembrandt - not only 

stylistically but , as a composition. It is also possible that 
Lievens made a drawin g, now lost, for the paintin g; but 

it most likely would not have been done before Rembrandt's 

of 1630. 

80 Portrait of a Young Man 

National Gallery of Scotland, Edinburgh 

Canvas II2 X 97 ems. signed with false signature in lower

right corner R emb.vandt ll/. p. 116 

PRO VENANCE Mary, Lady Carberry, Castle Freke, County 

Cork, Ireland ; sale Mary, Lady Carberry, London (Chris

tie's) , 4 March 1921, no. 9 (as Portrait of Count Wallenstein 

by D ou] , with H . M. Clark, Lond on (and called Lievens]; 

with Agnew & Sons, London, 1922 [as Bo!] ; acquired in 

1922. 

EXHIBITIONS Leiden 1956, no. 68, ill. 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, no. 799a 

(as ca. 1632 and that original is lost but composition is pre

served in 1772 mezzotint by J. R. Smith with inscription 
calling it Count Wallenstein by Dou; however, following 
Wurzb ach, it seems to be an early Rembrandt; also cites 

etching of head by C. Hess] ; Van Dyke 1923, p . rr2 , fig. 91 
(attributes painting to Salomon Koninck and states that 

it is similar stylistically to Rembr andt's Portrait of Oriental , 

Metrop olitan Museum of Art, N.Y. and the one in the 

Petit Palais, Paris]; Schneider 1932, pp . 29 (writes that an 

increase in the facial expression is sought after by an in

crease in finery of costume; Lievens' models are dressed as 

in a masquerade to give greater pleasure to his contempo

raries], 158, cat . no . 283; Edinburgh, N ational Gallery of 

Scotland, Catalogue of Paintings and Sculptures, 1957, p . 

147 f., no. 1564 (as Lievens, and states that Hofstede de 

Groot, upon seeing the paintin g gave it to Lievens while 
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So 

Bredius , on basis of photo graph , called it Paulus Bor ; cata
logued as Ferdinand Bo! until 1946 edition]. 

COPIES Engraved mezzotint : J. R. Smith , 1772, inscribed 
Bi ldnis von Graf Wallenstein von Dou; Etching of upper-half 
of body in opposite direction inscribed Rembr. pinxit Hess 

fecit aqua fort Graf Wallen stein. 

This por trait illustrates the close pro ximity in style between 
Lievens and Rembrandt durin g the years in Leiden from 

1625- 3 r. Th e major difference between the two young 
men was very adequatel y described by their contemporary 
and patron Constantijn Huy gens, who, sometime between 

May 1629, and April 1631, wrote that Rembrandt was 
superior to Lievens in juctgment and in the representation 
of lively emotional expression, while Lievens has a gran
deur of invention and boldness which Rembrandt does not 

achieve [see Slive 1953, pp . 9, 15]. 

The Portrait of a Young Man certainly can be characterized 
as a work of splendor with its stress upon the beautifully 
highlighted costume and face. Rembrandt also used Cara
vaggesque lightin g for similar subjects, but his light con
centrates on the face in an attemp t to establish the sitter's 
mood, and, if it is possible, to achieve an underst andin g 
of his inner make -up . Th is difference is evident if one com
pares Lievens' Portrait of a Young Boy with Rembr andt's 
Self Portrait, Isabella Stewart Gardner Museum, Boston, 
where the light increases in intensity from the shoulder to 
the face, while in the Lievens' the light is of equal intensity 

whether bringing out a sense of the material of the cos
tum e or modeling the face. 

Th e Lievens painting must date from the end of the Leiden 

period, ca. 1630-31, and the careful treatment of the drapery 
wi th the reflected light, appears to be similar to Samuel's 

in E li Instructing Samuel (cat. no . 78). 

8 I Christ Washing the Feet of the Di sciples 

The Art Institute of Chicago, Robert A. Waller Fund 

Canvas, oil on paper made of woo d fiber and flax: 48.2 X 

60-4 ems. Ill . p. 11 8 

PROVENANCE possibly paintin g cited in Invent ory of Abra
ham Jacobsz Greeven, Amsterdam , IO March 1660 ("Een 
schilderijtie daer Christus de voeten wast van Rembr andt." 
-A small paintin g where Christ washes the feet by Rem

brandt] ; possibly cited in Inventory of Harmen Becker, 
Amsterdam, 19 October 1678 ["een graeutie van Rem
brandt daer Christus de voete wast."-A grisaille by Rem
brandt where Christ washes the feet]; sale Huybert Kete-

laar , Amsterdam, 19 June 1776, no. 175, purchased by F. 
Kemper; Count Wilczek , Bur g Kreuzenstein , Austria; with 
E. & A. Silberman, New York , 1934 ; acquired in 1934. 

EXHIBITIONS Chicago 1935- 36, no. 2; Worcester 1936, no . 
2; Indianapolis, John Herron Art Museum , Dut ch Paintings 

of the Seventeenth Century, 1937, no. 60, ill. ; Hartford, Wads
worth Atheneum, Night Scenes, 1940, no. 30, ill.; New 
York, Duveen Galleries, Paintings by the Great Dutch Mas

ters, 1942, no. 41, ill. 

SELECTED REFERENCES Hofstede de Groot, VI, 1916, no . II9 

[cites inventories mentionin g this subject]; Julius Held, 
"Seven teenth-Century Dutch Paintings recently added to 
American Collections," Art in Ame rica, XXIII, 1934- 35, 

pp . 114, II9, fig . 3 [as Rembr andt of 1630- 31 and Apostle 
is related to some Rembr andt etchings of 1630- 31; greatest 
argument for authenticity is that it seems possible to identify 
it with painting of this subject described as a grisaille by 

Rembr andt in the 1678 Inventory of Harmen Becker]; 
Wilhelm R. Valentiner, "Some early Compositions by 
Rem brandt," Th e Burlington Magazin e, 1936, pp. 80-81, 

pl. Illa (as early Amsterdam period; no one but Rembrandt 

could have invented such a group as the three Apostles 
with its dram atic counterbalance to the silent Christ; states 
that composition is very clearly connected with Doubting 

Thomas, Hermit age, Rest on the Flight into Egypt, The 
Hague, and the 1634 chalk drawing of Christ Among the 

Di sciples, Teyler Foundation, Haarlem, and therefore, can 
be dated 1634. Valentiner also states that it is obviously 
identical with Washing of Feet by Rembrandt cited in In
ventory of Abraham Jacobsz Greeven, Amsterdam, IO 

May 1660; and that it also mu st be grisaille in Inventory of 
Coll. Harmen Becker and also picture in Coll. Huybert 
Ketelaar J; Hans-M artin Rotermund, "Rembr andt und die 
religiosen Laienbewegungen in den Niederlanden seiner 

Zeit, " Nederlandsch Kun sthistorisch Jaarboek, IV, 1952- 53, 

p. 164 f. [as by Rembrandt; states that subject was impor
tant for the Mennonites and is connected with idea of Com
munion; possibly Rembrandt had this in mind when paint

ing Christ Washing Feet of Hi s Di sciples]; Hans-Martin Ro
termund, "Wandlungen des Christus -T ypus bei Rem

brandt ," Wa llrafRichart z-J ahrbuch, XVIII, 1956, pp. 22 ff., 
figs. 161, 162; Sumowski 1957- 58, pp. 239 [in spite of the 
distinguished quality , the overall impression makes its at
tributi on to Rembrandt doubtful; the figure types are 
strange for Rembrandt as are the strong undulating con
tours], 240 [as by G. van den Eeckhout(?) ], 244, fig. 128; 

Chicago 1961, p. 394 [identity of this artist is not known 
although Jan Lievens or Benjamin Gerritsz Cuyp have 



been suggested; neither of these attributions is completely 
convincing]; Bauch 1967, pp. 168 ff, fig. 12 (as based on 
Tintoretto's early work of this theme in N ational Gallery, 
London ; treatment of light and silhouetted figures is not 
like Rembrandt; however, three Apostles in background 
related to Lievens' studies of old men in Leipzig and Dres
den, Chicago painting is characteristic of Lievens and comes 
out of paintings like Rembrandt's ca. 1629- 30 Raising of 
Lazarus, Private Coll., California (Bauch 1966, no . 51), the 
1633 Daniel and Cyrus (ibid., no. rr) and the 1634 Doubting 
Thomas (ibid., no. 60); also relates to 1634 Rembrandt 
drawing of this subject in Haarlem; it must date from after 
the time Lievens left Rembrandt and Leiden but still shows 
influence of Rembrandt-ca. 1634]. 

As has been suggested earlier, the Chicago painting appears 
to be connected with such paintings as Rembrandt's 1634 
Doubting Thomas, Hermitage, Leningrad, the 1634 chalk 
drawing of Christ Among the Disciples, Teyler Foundation, 
Haarlem, the ca. 1629- 30 Raising of Lazarus, Private Coll., 
California and a number of etchings from around 1630. 
However, the painting style is very different from Rem
brandt's of these years. Bauch has made a strong case for 
Lievens, but once again it is difficult to see the similarities 
he cites between the three speaking Apostles in the back
ground of the Chicago painting and, for example, The 
Head of an Old Man, Museum der bildenden Ki.inste, 
Leipzig, or St. Paul, Coll. W achtmeister, Wanos. The con
tinuity of the paint structure and the smooth, detailed ren
dering of the forms are very different from the broken up 
brush strokes and shapes that seem to be dissolved by the 
light in the Chicago painting. 

82 A Woodland Walk 

National Gallery of Scotland, Edinburgh University Loan, 
Torrie Collection 

Canvas 52.7 X 70 ems. Ill. p . 117 

PROVENANCE possibly painting sold at Amsterdam, 23 May 
1764, no . 188 [bought by Koeling] ; Sir James Erskine of 
Torrie [at least by 1880]; presented by latter to College of 
Edinburgh in 1835. 

EXHIBITIONS Edinburgh, Roy al Institution, 1830, no. 120 
[as Rembr andt]. 

SELECTED REFERENCES G. F. Waagen, Treasures of Art in Great 
Britain, III, London, 1854, p. 272 (as not by Rembrandt] ; 
Hofstede de Groot, VI, 1916, p. 437, no. 958g. (as vigorous 
in style and according to note by J. van der Marek not by 

Rembrandt; sale Amsterdam, 23 May 1764, no. 188, 52 X 
69.8 ems J; Schneider 1932, pp. 63 (as somewhat earlier than 
the 165o's Amsterdam period Berlin landscape (probably 
late 1640' s); the vigorous, almost toxic , green tonality with 
yellow light betw een brownish foliage is somewhat strange 
for Lievens but possible]. 162, cat. no . 302; National Gallery 
of Scotland, Catalogue of Paintings and Sculpture, Edinburgh, 
1957, p . 147, no. 68 (as ascribed to Jan Lievens and belong
ing to group of landscapes, some given to Brouwer and 
others to Lievens; painted at Antwerp about late 163o's]. 

This landscape is typical of Lievens' ability to create a mood. 
Lievens was very much affected by the landscapes of Rubens 
and Brouwer during his stay in Antwerp. However, here, 
as suggested by Schneider (p. 63), he is a closer observer 
of nature than we find in his Antwerp landscapes. The dark
er tonality of the Edinburgh picture is also typical of his 
post Antwerp days and might show a new interest in Rem
brandt's light effects. The placement of the trees in such a 
way that strong bits of light are seen through the distant 
woods is a carry over from Antwerp and probably was 
taken up by other Dutchmen such as Bol (cat. no. 32). 

NICOLAES MAES 1634-1693 

Nicol aes Maes was born in Dordrecht in January 1634. Ac
cording to Houbr aken (II, p. 215), Maes learned drawing 
from an average master and painting from Rembrandt . 
Maes prob ably studied with Rembrandt sometime around 
1648. He must have returned to Dordrecht sometime before 
his betrothal there on December 28, 1653. He was married 
in Dordrecht on January 13, 1654 and remained in that city 
until 1673 when he moved to Amsterdam. Houbraken (II, 
p. 216) informs us that Maes made a special trip to Antwerp 
to study the works of Rubens, Van Dyck, Jordaens and 
others. It has been suggested that Maes made this voyage 
sometime between 1660 and 1665. He died and was buried 
in Amsterd am on December 24, 1693. 

Maes' early works still remain highly problematical. A 
number of religious paintings in a Rembrandtesque style 
have been called early Maes, but these attributions are very 
much open to question. We do reach sure ground in a 
number of genre paintings executed around 1654 to 1659, 
but they are not Rembr andtesque. These interiors have 
very much in common with those by Carel Fabritius and 
Pieter de Hoogh, but the interrelationship between these 
men is difficult to establish. By 1656 Maes had started to 
paint portraits in a Rembrandtesque style and from 1660 on 
he became exclusively a portraitist . After his trip to Ant-
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werp, his portrait style changed. He now combined the 
elegance of Van Dyck and French court portraiture. 

8 3 Portrait of a Man 

The Art Institute of Chicago, Gift of Charles L. Hutchinson 

Panel 29.8 X 26.7 ems . Ill. p . 144 

PROVENANCE Gustave Rothan, Paris, before 1873; sale Gus
tave Roth an, Paris (Galerie Georges Petit), 29- 31 May 1893, 
no. 71; Ch arles L. Hutchinson [by 1893]; given to Museum 

in 1925. 

EXHIBITIONS Chicago, The Art Institute of Chicago, Paint

ings, Sculpture and other objects exhibited at the opening of the 
new Museum, 1893, no . 176; Chicago, The Art Institute of 
Chicago, Paintings from the Collection of Charles L. Hutchin
son, 19ro, no. 12; Chicago, The Art Institute of Chicago, 

A Century of Progress, Exhibition of Paintings and Sculpture 

1934, 1934, no . 96. 

SELECTED REFERENCES Paul Mantz, "La Galerie de M. Ro
than," I, Gazette des Beaux-Arts, VII, 1873, p. 282; Hofstede 

de Groot, VI, 1916, p. 567, no. 389; Valentiner 1924, p. 60, 
pl. 50 [as painted in middle 165o's in Rembrandt's style]; 
R.M.F ., "The Charles L. Hutchinson Bequest," Bulletin of 

the Art Institute of Chicago, XIX, 1925, p . !03, ill. [as Por
trait of Pierre Corneille, poet and dramatist]; Chicago 1961, 

p. 264. 

For comments concerning this portrait, see discussion of 

pendant (cat. no. 84). The identification of the sitter as 
Pierre Corneille is hardly tenable. 

84 Portrait of a Lady 

The Art Institute of Chicago, Gift of Charles L. Hutchinson 

Panel 29.8 X 26.7 ems. Ill . p. 144 

PROVENANCE Gustave Rothan, Paris, before 1873; sale Gus
tave Roth an, Paris (Galerie George Petit), 29- 31 May 1890, 

no. 72; Charles L Hutchins on [by r 893] ; given to Museum 

in 1925. 

EXHIBITIONS Chicago, The Art Institute of Chicago, Paint

ings, Sculpture and other objects exhibited at the Opening of the 
New Museum, 1893, no . 176; Chicago, The Art Institute of 
Chicago, Paintings from the Collection of Charles L. Hutchin
son, 19ro, no . III; Chicago, The Art Institute of Chicago, 
A Century of Progress. Exhibition of Paintings and Sculpture 

1934, 1934, no. 97; Chicago 1935-36, no. 22. 

SELECTED REFERENCES Paul Mantz, "La Galerie de M. Ro
than. I.," Gazette des Beaux-Arts, VII, 1873, p. 282; Hof

stede de Groot, VI, 1916, p. 576, no. 440; Valentiner 1924, 
p. 60, pl. 51 (as painted in middle 165o's in Rembrandt's 
style] ; Chicago 1961, p . 264 [as painted between 1650 and 
1660]. 

The dark tonality and the rough brush indicate that Maes, 

in this and its pendant (cat. no. 83), was still strongly 
under the influence of his teacher when he executed these 

portraits. They are not yet painted in the lighter tonality 
and thinner , more delicate brush of the 1657 Portrait of 
Jacob de Wit, Mayor of Dordrecht, Dordrecht Museum, which 
marks the beginning of Maes' more elegant portrait style. 
The same difference in technique is noticeable in the pair 
of three-qu arter length portr aits, Private Coll., London 
(Valentiner 1924, pl. 52] which represent the same sitters 
as the Chicago pendants. It is possible that the Chicago por
traits were informal studies done in the Rembrandt style 
and shortly thereafter changed to the more form al and ele
gant style in the finished portraits . The London portraits 
might be seen as Maes' earliest attempt at m oving away 
from his master's style, althou gh the tonality is still some
what Rembr andtesque. 

8 5 Portrait of a Young Boy 

Cincinnati Art Museum, Gift of Mary Hanna 

Canvas 74 X 60.4 ems. Ill. p. 145 

PROVENANC E Countess W . Sologhoube, Leningrad, at least 
in 1909; sale Leningrad Castles and Museums, Berlin 
(Lepke), 6 Nov. 1928, no. 394 [withdrawn before salej; 
with Knoedler, London , sometimes before 1948; bought 
from Knoedler's by Mary Hanna and presented to Museum. 

EXHIBITION S Petrograd, Exhibition Starye Cody, 1908- 09, 
no. 398; Minne apolis Institute of Arts, Great Portraits by 
Famous Painters, 1952; Americ an Federation of Arts, Pic

ture of the Month (traveling exhibition], 1954- 55. 

SELECTED REFERENCES N . Wr angel in Les Anciennes Eco/es de 
Peinture dans !es Palais et Collections Privees Russes representees 
a I' exposition organisee a St. Petersbourg en 1909 ... , Brus
sels, 19ro, p . 84, ill. [mentions a smaller version in Coll. 
P. P. Semenoff and says that in Sologhoube (Cincinnati) 
painting Maes is still a humble Rembrandt pupil imitating 
not only the master's technique but also his compositional 
arrangem ent of hands and pose which is close to Rem
brandt's Girl with a Broom, Hermitage (now N ational Gal
lery, Washington) or the Portr ait of Titus, Lord Kanford, 



England (very likely meant to read Lord Crawford which 
is painting now in Museum Boymans-van Beuningen, Rot
terdam) J; Hofstede de Groot, VI, 1916, p. 508, no . II2 
(the attribution to Maes might very well be right and it 

was painted about 1650 J; Valentiner 1924, p . 43 f., pl. II 
(conceived as a genre-like portr ait very close in spirit to 
Rembrandt; prob ably a portrait of Rembrandt's son Titus 
when he was around nine years old ( ca. 1650); stylistically 

it belongs to paintings such as The Happy Mother, Museum 
of Art , Toledo, Ohio, Mother with Three Children and a Goat, 
formerly Coll. Sir Anthony Rothschild, London, and The 
Card Players, National Gallery, London]; P. Wescher, "Die 
Auktion von Werken aus den ehem . Privatsammlungen im 
Besitz des russischen Staates," Pantheon, II, 1928, p. 523, ill. 
[as Rembrandt 's son Titus and close to Rembrandt's sty!e]; 

Guide to the Collections of the Cincinnati Art Museum, 1956, 

p . 49. 

This portrait is Rembrandtesque in its dark tonality, in the 

importance of the chiaroscuro to set the mood and to model 
the forms and in the presentation of the sitter. This type of 
figure placed behind a barrier, in this case a railing, in others 
a balustrade or window, and looking straight out at the 
viewer is typical of Rembrandt during the first half of the 

165o's (cf. the 1655 Portrait of Titus, Museum Boymans
van Beuningen , Rotterdam; 1651 Girl Resting on Balus
trade, National Museum, Stockholm; 1651 Girl Holding a 

Broom, National Gallery, Washington]. It was at this time 
(ca. 1650-53), when Maes studied with Rembrandt, that 

this picture was prob ably painted. However, the attribution 
to Maes is not documented nor are the other early paintin gs 
attributed to him by Valentiner [Valentiner 1924, pis. 1- 14]. 
Of the first fourteen illustrations in Valentiner's book on 
Maes, the picture that seems closest in style to the Cincin 
nati portrait, The Card Players, N ation al Gallery, London , 
has been taken away from Maes and called a follower of 

Rembrandt, ca. 1650. [MacLaren 1960, p. 349 f.J . 

86 Portrait of a Gentleman 

Miss Monica Hedy Brod, London 

Panel 53-3 X 38.1 ems. Ill. p. 144 

PROVENANCE Herman de Kat van Barendrecht, Dordrecht; 

sale Herman de Kat van Barendrecht , Paris, 3 May 1866, 
no. 68 [as Rembr andt J; sale J. D ollfuss, Paris, 20 May 1912, 

no . 56; Ludwig Mandi, Wiesbaden [at least by 1916]; E . G. 
Innes, London [at least by 1929]; sale E.G. Innes, London, 
13 Dec. 1935, no. 129; D. V. Shaw-Kennedy, London. 

EXHIBITIONS The Hague, Kleykamp Galleries, Oud-Hol

landsche en Vlaamsche Meesters, 1926, no. 30; London 1929, 
no . 259 [as not yet clear which member ofHeinsius family 
it might be and as an early work strongly influenced by 
Rembrandt]; Amsterd am , Rijksmuseum , Drie Eeuwen Por
tret in Nederland, 1952, no . 94 [as Portrait of a Gentleman and 

painted around 1655]; London 1952-53, no. 193; Rome, 
Palazzo delle Esposizioni, Mostra di Pittura Olandese de/ Sei

cento, 1954, no. 83; Milan 1954, no . 86; Leiden 1956, no. 

73, fig . 22. 

SELECTED REFERENCES E. W. Moes, lconographia Batava, I, 

no. 3370, Amsterd am, 1897, no. 33, 70 [as portrait of the 
Leiden professor and poet Daniel Heinsius (1580- 1655) by 
Remb randt]; Hofstede de Groot , VI, 1916, p. 525 f., no. 
178 [as Dr. Heinsius by Maes; a good portrait influenced by 
Rembr andt]; R. R. Tatlock, "An lnpublished Nicolaes 

Maes," The Burlington Magazine, XLVIII, 1926, p. 3, ill. [as 
safe to assume that it was painted during Maes' Amsterd am 
period, that is not later than about 1665, and that it bears 

more than just a superficial resemblance to the Portriat of a 
Man, Brussels Gallery, attributed to Vermeer, but it is not 

by the same hand]; Van Gelder 1953, p . 38, fig. 8 [as no 
longer thought to represent Dr. Heinsius; attribution to N. 
Maes is not convin cing but Drost is more of a possibility]; 
E. Plietzsch, "Ausstellung holliindischer Gemiilde in der 
Londoner Akademie," Kunstchronik, VI, 1953, p. 131 [as ca. 

1658 and like Portrait of a Man, Brussels, which had been 

ascribed to early Vermeer]. 

The directness with which the sitter engages the spectator, 
the strong use of chiaroscuro placing part of the face in 
shadow and part in bright light , the playing down of the 
costume, except for the white collar, which helps to lead 
the eye to the pensive face, are all elements found in Rem
brandt's portraiture of the 165o's [cf. Portrait of Dr. Arnout 

Tholinx, Musee Jacquemart-Andr e, Paris, Bauch 1966, no . 

415]. 

There has been some discussion concerning the attribution 
of this painting to Nic olaes Maes. The rough application of 
the paint around the lighted cheek and forehead seems to 
recall the type of paint surface found in Maes' 1657 Portrait 

of Jacob de Witt, Dordrecht Museum [ill. in Valentiner 1924, 
p . 53 ]. This rough and gritty surface is carried even further in 
the pendants owned by the Art Institute, Chicago (cat. nos. 

83 and 84). The notion that the Brod picture mi ght be by 
Dro st seems debatable, given the smoother surfaces and 
stron ger stress upon contours outlining the forms associated 

with that artist . 
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probably refers to the common practice of the hunter offer
ing his catch, often a bird, to a maiden - a disguised attempt 
at seduction. The subtle placement of the drinking vessels, 
such as the crock by the window and the glass and crock 
enframed by the open door, also must have a specific mean
ing likewise involved with lust or gluttony but for the 

moment their presence cannot be explained with certainty. 
The same can be said for the vessels and fruit in the fore
ground. 

89 Portrait of a Family 

Fogg Art Museum, Harv ard University Purchase, Louise E. 
Bettens and Friends of the Fogg Art Museum Funds 

Canvas 109.2 X 108 ems. signed bottom left on base of 

pier N. Maes Ill. p. 147 

PROVENANCE sale Col. Ridgeway, Shipley Court, Devon

shire, London (Sotheby's ), 19July 1922, no. 61; with A. M. 
Bouwens , The Hague, 1926; Stiidtische Kun stsammlung en, 
Dusseldorf, during the 193o's; sale London (Christie's), 
8 Dec. 1950, no. 94, sold to Hyatt; sale Bowring & others, 

London (Sotheby's), 23 Feb. 1955, no. 131; with Frost & 

Reed, London, 1955; purchased from Vose Galleries, Bos

ton, 1957. 

EXHIBITIONS San Francisco, Museum of Art, Los Angeles, 

Museum of Art, San Diego, Fine Arts Gallery, 1938, no . 
18; Portland, Portland Art Museum , Old Master Paintings, 

1940, no. l l; Milwaukee, Art Institute, 1943; Boston, Vose 
Galleries, 64th Anniversary for Robert Vose, 1961; Buffalo, 
Albright-Knox Gallery, Harvard Club Exhibition, 1967; 
New Haven , Yale University Art Gallery, Exhibition of 

Paintings, Drawings and Sculpture from the Fogg Art Mu se

um, 1967. 

SELECTED REFERENCES S. Slive, "A Family Portrait by Nico
laes Maes," The Annual Report of the Fogg Art Museum, 

1957- 58, pp. 32- 35, 36 [as painted around 1680], pp. 37 ff, 
ill. The Fogg portrait clearly illustrates Houbraken's state
ment that "Maes very soon gave up Rembr andt's way of 
painting, part icularly when he saw that he had a real talent 
for portraiture, and wh en he discovered that young ladies 
would rather be painted in white than in brown ." [Slive, 

op. cit., 1957- 58, p. 33]. The change-over from Rembrandt's 
style is striking in this picture which shows Maes' debt to 
the currently fashionable internation al style of portraiture. 
We know that Maes traveled to Antwerp to see the works 

of Rubens, Van Dyck, and Jordaens. The trip probably 
reinforced Maes' knowledge of the Flemish style which 

was already practiced in Amsterdam in the 164o's and 165o's 

[cf. Bot, Lievens, Flinck, Van der Heist, etc.]. 

In this work, Maes' brilliant brush stroke and magnificent 
command of color is evident in the rendering of the rich 
and sumptuous drapery . However, in no way do the cos
tum es and trappings detr act from the faces which stilt main

tain some of the soft chiaroscuro effects Maes learned from 
Rembrandt . Certainly pictures like this prompted Hou
braken to write that Maes painted better portraits than any 

artist working before or after him. 

KAREL VAN DER PLUYM 1625 (?)- 1672 

Karel van der Pluym came from an important Leiden family 
and served that city in a number of official posts, including 
that of city plumber and member of the Town Council of 

Forty . His mother was Rembr andt's sister, and in 1662 he 
included Titus, Rembr andt's only surviving child, in his 

will. On December 30, 1651, he married and in the follow
ing year became the head of the painters' guild (Saint Luke's 

Guild) in Leiden. He was one of its first members upon its 
founding in 1648; in 1654 and 1655, he was Dean of the 
Guild. Because of the style .of his painting and his family 
connections with Rembr andt, it is likely that he studied 
with the master sometime between 1642 and 1648 when he 
entered the Guild of St. Luke as an independent master. 
There are very few paintings extant and this might be ex

plained by his many commitments to the city of Leiden . 
He is basically known as an allegorical genre painter. 

90 The Parable of The Labourers in the Vineyard 

Dr. Willem M. J. Russell, Amsterdam 

Panel 43.2 X 54.6 ems. signed bottom right on step k. v. d. 
Pluym Ill. p. 143 

PROVENANCE sale J. Searle, London (Christie's), 7 June 1856, 
lot 1, as Rembr andt; Sir Herbert Cook, Richmond, as 
Rembrandt; Sir Frederick Cook Bt., Richmond; Sir Fran

cis Cook Bt .; with Alfred Brod, London. 

EXHIBITIONS London 1953 MG, no. 57, ill.; Montreal/To

ronto 1969, no . 99, ill. 

SELECTED REFERENCES Kronig 1914-15, pp. 172, 177, ill. 
[states that during restoration Van der Pluym's signature 

appeared beneath Rembr andt's]; Bredius 1931, pp. 243, 

254 f., fig. I. 

Although Rembrandt painted this subject in 1637 [cf. pie-

85 
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ture in Hermitage, Leningrad] and made several drawings 

in the late 164o's [Benesch III, cat. nos. 603-605, figs. 734-

736], Van der Pluym's composition has no connection with 
these . His small format of two figures placed in a clearly 

delineated room with bright light entering from the win

dow on one side and the other side in shadow brings to 

mind Rembrandt's compositions from around 1645-46 [cf. 

1645 Tobias and his Wife, Staatl. Museen, Berlin or 1646 

Holy Family, Painting Gallery, Kassel-Bauch 1966, nos. 

26, 77 J. Van der Pluym's inclusion of a hanging curtain on 

a rod giving a "trompe-l'oeil" effect is also present in Rem

brandt's 1646 Holy Family. This motif appears again in 

Van der Pluym's signed and dated 1655 Philosopher, Laken
hal, Leiden, which also contains a similar looseness in the 

application of paint, awkwardness in the rendering of the 

hands, and one side strongly lighted with the other in 

shadow. Because of these affinities, one can suggest that 

The Parable dates from around the same time as the 1655 

Philosopher. 

9 I The Geographer 

Mr. and Mrs. Chester D. Tripp , Chicago Ill. p. 143 

Canvas 71.1 X 50.8 ems. signed on book lower right Karel 

PROVENANCE J. E. Stillwell, New York [at least by 1915]; 

sale J. E. Stillwell, New York, 1 December 1927, no. 210; 

sometime between 1927 and 1931 sold to Chester D. Tripp, 

Chic ago , as Rembrandt. 

EXHIBITIONS Chicago, The Art Institute of Chicago , Cen
tury of Progress Exhibit, 1933, no. 72; Chicago 1935-3 6, no. 
25, ill. (as signed Karel van D .... ] ; Worcester 1936, no. 23 

[as signed Karel van D . . .. ] . 

SELECTED REFERENCES Kronig 1914- 15, p. 177 [as in Coll . 
Stillwell, New York]; Bredius 1931, p. 246 f. [as signed 

Karel van de ... and connected stylistically, especially in 
the hands, with Woman with the Bible, Frick Coll., New 

York] , p. 255 figs. 4-6; Sumowski 1957- 58, p. 229 [as 
imitating Rembrandt's ca. 1645 etching of Old Man in 
Meditation (Munz 1952, I, cat . no. 67, pl. 74]. 

In this painting, it appears that Van der Pluym built up his 

forms with heavy layers of impasto to give them a rough 

quality. His broad brush and light effects are similar to 

Rembr andt's of the 165o's. 

The Chicago Geographer(?) seems not far in style from The 
Parable of the Labourers in the Vineyard (cat. no. 90) and 

the signed and dated 1659 Allegory of the Goldweigher, 
Coll. H. Fraenkel, London. 

JAN VICTORS 1619/20-after 1676 

Jan Victors was born in Amsterdam , and when his engage

ment was announced in 1642 he gave his age as twenty-two. 

It is likely that he studied with Rembr andt sometime before 

1640. From 1642 on he is documented as being in Amster

dam and is last cited in the city records in January, 1676. 

Sometime in 1676 he set out for the Dutch East Indies and 
was not heard from again . 

Victors painted biblical scenes (cat. no. 92) like those of 
his teacher but without imagin ation, and the influence is 

only external. He was a better portraitist than history 

painter, but he is best known for his genre paintings which 

he produced beginning ca. 1650. These genre paintings il

lustrate subjects that were popular in the circle of Jan Miense 

Molen aer- that is, scenes from the lives of the people de

void of much action and sometimes cont aining an amusing 
failure. 

92 The Angel Leaving the Family of Tobit 

Victor Spark , New York 

Canvas 103 .5 X 141.4 ems. signed on stone balustrade along 

lower-ri ght margin Jan Victors Fe 1649 Ill. p. 134 

EXHIBITIONS Raleigh 1956, p. 123, no . 79, ill.; Montreal/ 

Toronto 1969, no. IIJ, ill. 

This subject was treated several times by Rembrandt, and 

certainly a number of motifs and painterly devices were 

taken over from the master. The architectural setting with 

the figures placed before and within it, the opening to one 

side leading to a clouded landscape, the angel flying up and 
out of the picture on a diagonal, and the use of light and 

shadow to create a dramatic effect are all elements present 
in Rembrandt's rendering of the theme starting with his 

1637 painting Angel Leaving the Family of Tobit, Louvre. 
Jan Victors borrows the general format of Rembrandt's 
work but changes the positions of the figures except for 

the angel and the general attitude of the young Tobias. Jan 
Victors' Tobit, as in the original source for Rembrandt, 

Maarten van Heemskerck' s woodcut, rests his chin upon 

his clasped hands . [A similar motif also occurs later in 

Rembr andt's ca. 1650 Study, Museum of Fine Arts, Buda

pest ( ill. in J. Held, Rembrandt and the Book of Tobit, North

hampton, 1964, fig. 29) and in the ca. 1652 Rembrandt 

School drawing, Albertina , Vienna (Benesch VI, cat. no. 

1373, fig. 1607)]. Jan Victors also includes a young boy 



looking out of the window which is a variation of the old 
servant in a similar position in Rembrandt's 1614 etching of 
this subject (Miinz 1952, I, cat. no. 179, pl. 199]. 

Jan Victors' use of strong contrasts between the light and 
dark areas of the picture, the manner of painting with light 
accents on the costumes and head of the young Tobias, and 
the careful rendering of surface details are elements very 
similar to those found in Jan Victors' 1648 Joseph Explaining 
Dreams, Rijksmuseum, Amsterdam . The fine detailing of 
the brushwork also accompanied by broad areas of color 
which give a sense of the actual materials is close to the 
style of another Rembr andt pupil working with the master 
at roughly the same time, Gerbrand van den Eeckhout 
(cf. cat. no . 45). Victors repeated this subject with changes 
but in much the same Rembrandtesque style in his 1651 
painting in Munich, inv . ro3r. 

9 3 The Fishmonger 

Anonymous, on indefinite loan to Metropolit an Museum 
of Art, N.Y . 

Canvas 49 X 82 ems. signed on boat bottom - left corner 
]. Victors f Ill. p. 134 

PROVENANCE with H. Shickman Gallery, N .Y., 1967. 

EXHIBITIONS New York, H. Shickman Gallery, Exhibition 
of Dutch Seventeenth-Century Paintings, 1967, no. 26, ill.; 
Montreal /Toronto 1969, no. rr6, ill. 

Jan Victors painted a number of genre paintings like this 
around the year 1650. In these pictures he obviously has 
turned away from his teacher Rembrandt and executed 
more anecdotal outdoor scenes, possibly introduced into 
Amsterdam in the 164o's by the Haarlem painter, Jan 
Molenaer. However, in spite of the change in subject mat
ter, the brownish-gray tone reminds one of Rembrandt. 
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Rembrandt 
Self-Portrait 
Daan Cevat 



2 Rembrandt 
Artist in His Studio 
Museum of Fine Arts, Boston 



Rembrandt 

3 Rembrandt 
The Tribute Money 
The National Gallery of Canada, Ottawa 

90 



4 Rembrandt 

Portrait ef a Man from the Raman Family , Amsterdam 
Los Angeles County Museum of Art 
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Rembrandt 

5 Rembrandt 
Portrait of a Man 
Earl C. Townsend.Jr., Indianapolis 



6 Rembrandt 
Self-Portrait 
Norton Simon Foundation 
Fullerton, California 
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Rembrandt 
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7 Rembrandt 
The Visitation 
The Detroit Institute of Arts 



8 Rembrandt 
Young Girl at an Open Half-Door 
The Art Institute of Chicago 

95 



Rembrandt 

9 Rembrandt 
Winter Landscape 
Staatliche Kunstsammlungen Kassel 



11 Rembrandt 

Christ and the Woman of Samaria 
The Metropolitan Museum of Art 

97 



Rembrandt 

12 Rembrandt 
Portrait of a Young Man 
Wadsworth Atheneum, Hartford 



14 Rembrandt 
Old Man with Mantle and Beret 
Mr. and Mrs. Nathan R. Allen 
Greenwich, Conn . 

99 



Rembrandt 

IOO 

13 Rembrandt 

Portrait of a Man with Arms Akimbo 
Columbia University 



15 Rembrandt 
Portrait of Titus 
The Baltimore Museum of Art 

IOI 



Rembrandt 

16 Rembrandt 
Titus (or An Angel) 
The Detroit Institute of Arts 

!02 



1 7 Rembrandt 

Portrait of a Young Man 
George Eastman Collection of the University of Rochester 

103 



Rembrandt 

20 Rembrandt 
Saint James 
Private Collection 



19 Rembrandt 

Old Man Praying 
The Cleveland Museum of Art 
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Rembrandt 

!06 

18 Rembrandt 
Christ 
Collection of Mr. and Mrs. Harry G. john, Milwaukee 



21 Rembrandt 
Lucretia 
The Minneapolis Institute of Arts 
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Attributed to Rembrandt 
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22 Attributed to Rembrandt 

Man Reading 

Sterling and Francine Clark Art Institute 



23 Attributed to Rembrandt 
A Seated Man with a Stick 
Th e National Gallery, London 



Attributed to Rembrandt 

!IO 

24 Attributed to Rembrandt 

Lamentation 

John and Mable Ringling Museum of Art 



25 Attributed to Rembrandt 
Tobias and the Angel 
Staatliche Museum Berlin, 
Gemaldegalerie Dahlem 

28 Attributed to Rembrandt 
Supper at Emmaus 
Musee du Louvre, Paris 

III 



Attributed to Rembrandt 

112 

2 7 Attributed to Rembrandt 
Apostle Thomas(?) 
Staatliche Kunstsammlungen Kassel 



26 Attributed to Rembrandt 
Fragment of an Annunciation-The Virgin 
Narodnf Galerie, Prague 

II3 



Jan Lievens 

Il4 

79 Jan Lievens 
Raising ef Lazarus 
Brighton Art Gallery, England 



77 Jan Lievens 
Portrait of Rembrandt 
Daan Cevat 

76 Jan Lievens 
Old Woman Reading 
john G. Johnson Collection 
Philadelphia 

II5 



Jan Lievens 

80 Jan Lievens 
Portrait of a Young Man 
National Gallery of Scotland, Edinburgh 

II6 



·8 Jan Lievens 

Eli Instructing Samuel 

H. Shickman Gallery, New York 

2 Jan Lievens 
A Woodland Walk 

National Gallery of Scotland 

Edinburgh University Loan 

Torrie Collection 

II7 



Jan Lievens 

II8 

81 Jan Lievens 

Christ Washing the Feet of the Disciples 
The Art Institute of Chicago 



3 7 Gerard Dou 
Eli Instructing Samuel 
Anonymous 

Gerard Dou 

II9 



Gerard Dou 

120 

36 Gerard Dou 

Artist in His Studio 

Collection G. Henle, Duisburg 

38 Gerard Dou 

Vanitas 
Museum of Fine Arts, Boston 



29 Jacob Backer 
Portrait of a Boy 
Royal Gallery of Paintings 
"Mauritshuis," The Hague 

Jacob Adriaensz Backer 

I2I 



Ferdinand Bol 

30 Ferdinand Bo/ 

122 

Portrait of Elisabeth Jacobsdr Bas 
Rijksmuseum, Amsterdam 

31 Ferdinand Bo/ 
Portrait of an Old Woman 
Muzeum Narodowe, Warsaw 



34 Ferdinand Bal 

Scene from Ancient History 
Worcester Art Mu seum 

123 



Ferdinand Bo[ 

32 Ferdinand Bo/ 
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Angel Appearing to Hagar 

Walker Art Gallery, Liverpool 

33 Ferdinand Bo/ 

Portrait of Saskia 

M. H . de Young Memorial Museum, 
San Francisco 



35 Ferdinand Bo/ 

Portrait ef a Young Boy in Polish Costume 

Museum Boymans-van Beuni ngen, Rotterdam 

125 



Govert Flinck 

126 

60 Govert Flinck 

Hermes and Ag/auras 

Museum of Fine Arts, Boston 



62 Govert Flinck 

Portrait of a Boy 

Barber Institute ef Fine Arts, 

University ef Birmingham 

63 Govert Flinck 

Portrait of a Man 

The Minneapolis Institute of Arts 
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Govert Flinck 

61 Govert Flinck 
The Return of the Prodigal Son 
North Carolina Museum of Art, Raleigh 

128 



4 5 Gerbrand van den Eeckhout 

Isaac Blessing Jacob 

The Metropolitan Museum of Art 

Gerbrand van den Eeckhout 

129 



Gerbrand van den Eeckhout 

130 

46 Gerbrand van den Eeckhout 

Daniel Proving the Innocence of Susanna 

Wadsworth Atheneum, Hartford 



48 Gerbrand van den Eeckhout 

Portrait ef Jan Pz van den Eeckhout (1584- 1652) 

Musee des Beaux Arts, Grenoble 

49 Gerbrand van den Eeckhout 

Portrait ef Cornelia Dede/ 

Dr. Jan B. Hubrecht, Doorn 

!JI 



Gerbrand van den Eeckhout 

47 Gerbrand van den Eeckhout 

St. Peter Healing the Lame 

M. H . de Young Memorial Museum, 

San Francisco 

50 Gerbrand van den Eeckhout 

132 

A Party on a Terrace (Allegory?) 

Worcester Art Museum 



71 Samuel van Hoogstraten 

Portrait of a Young Man 

Sidney van den Bergh, Wassenaar 

72 Samuel van Hoogstraten 

Resurrection 

The Art Institute of Chicago 

Samuel van Hoogstraten 

133 



Jan Victors 

9 3 Jan Victors 
The Fishmonger 
Anonymous 

9 2 Jan Victors 

134 

The Angel Leaving the Family of Tobit 

Victor Spark, New York 



73 Philips Koninck 
Portrait of Heyman Dullaert 
City Art Museum of Saint Louis 

Philips Koninck 

135 



Philips Koninck 

75 Philips Koninck 

View Between H eavy Trees over 
a Flat Landscape with a River 

Hofje van Aerden, Leerdam, on loan to 
the Museum Boymans-van Beuningen 

74 Philips Koninck 

Panoramic Landscape 

Swiss Private Coll ection 

136 



56 Carel Fabritius 
The Beheading of St . john the Baptist 

Rijksmuseum, Amsterdam 

Carel Fabritius 

137 



Carel Fabritius 

13 8 

59 Carel Fabritius 
Man with a Helmet 

Groninger Museum voor 

Stad en Lande 

58 Carel Fabritius 

Head of an Old Man 

Royal Gallery of Paintings 
"Mauritshui s," The Hague 

5 7 Carel Fabritius 
The Raising of Lazarus 

Muzeum Narodowe, Warsaw 
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Barent Fabritius 

140 

53 Barent Fabritius 

Rebecca Welcomed by Abraham 
The Art Institute of Chicago 



; 1 Barent Fabritius 
Self Portrait 
Museum of Fine Arts, Boston 

; 2 Barent Fabritius 
The Dismissal of Hagar 
M. H. de Young Memorial Museum, 
San Francisco 
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Barent Fabritius 
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5 4 Ba rent Fabritius 

The Satyr and the Peasant 

Wadsworth Atheneum, Hartford 

5 5 Ba rent Fabritius 

Allegory : Woman Picking Fleas from a Child's Head 

Hessisches Landesmuseum, Darmstadt 



Karel van der Pluym 

91 Karel van der Pluym 
The Geographer 
Mr. and Mrs. Chester D. Tripp. 
Chicago 

90 Karel van der Pluym 
The Parah/ e of the 
Labourers in the Vineyard 
Dr. Willem M.]. Russell, 
Amsterdam 

143 



Nicolaes Maes 

144 

83 Nicolaes Maes 
Portrait of a Man 

The Art Institute ef Chicago 

84 Nicolaes Maes 
Portrait of a Woman 
The Art Institute of Chicago 

86 Nicolaes Maes 
Portrait of a Gentleman 

Miss Monica Hedy Brod, London 



8 5 Nicolaes Maes 
Portrait of a Young Boy 
Cincinnati Art Museum 

145 



Nicolaes Maes 

87 Nicolaes Maes 
Boys Bathing 
Musee du Louvre, Paris 



89 Nicolaes Maes 
Portrait of a Family 
Fogg Art Museum, Harvard University 

88 Nicolaes Maes 
Allegory: A Girl Plucking a Duck 
The Philadelphia Museum of Art 

147 



Willem Drost 

40 Willem Drost 

Self-Portrait (?) 
The Metropolitan Museum of Art 

39 Willem Drost 
Portrait of a Young Boy 

Private Collection. 



41 Willem Drost 
Bathsheba 
Musee du Louvre, Paris 

149 



Willem Drost 

43 Willem Drost 
Noli Me Tangere 
Staatliche Kunstsammlungen Kassel 

150 

42 Willem Drost 

Ruth and Naomi 

The Ashmolean Museum, Oxford 



44 Willem Drost 
Samuel and Eli 
The Art Institute of Chicago 

151 



Aert de Gelder 

65 Aert de Gelder 
Esther and Mordecai 
Writing Letters to the Jews 
Museum of Art, 
Rhode Island School of Design 

64 Aert de Gelder 
Forecourt of a Temple, 

152 

Figures Before an Imaginary Structure 
Royal Gallery ef Paintings, 
"Mauritshuis," The Hague 



66 Aert de Gelder 

Rest on the Flight into Egypt 
Museum of Fine Arts, Boston 

153 



Aert de Gelder 
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68 Aert de Gelder 
Portrait of a Girl 

The Art Institute of Chicago 



67 Aert de Gelder 

Vertumnus and Pomona 

Narodni Galerie, Prague 

69 Aert de Gelder 

Christ on the Mount of Olives 

Julius H. Weitzner, London 

155 



Aert de Gelder 
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70 Aert de Gelder 
Christ Before the Sanhedrim (Caiaphas) 
Rijksmuseum, Amsterdam 
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REMBRANDT 

94 Old Beggar in a Long Cloak and High Cap 

Rijksprentenkabinet, Amsterdam 

Black chalk, 293 X 170 mm . Ill . p. 203 

INSCRIPTIONS Annotated with brush and black ink at bot

tom right: Rem. 

DATE [ca. 1628-1630]. 

PROVENANCE Jacob de Vos Sen. (sale October 30, 1833, per
haps Pf. L, p. 38, no. 14); J. G. Verstolk van Soelen (sale 

March 22, 1847); Jacob de Vos Jbzn (L. 1450; sale May 
24, 1883, no . 412, together with two other beggars [Henkel 

1942, nos. 1 and 3 ]). 

EXHIBITIONS Rotterdam /Amsterdam 1956, no. 8. 

BIBLIO GRAPHY HdG rr 86 [ ca. 1630-3 5]; Freise and Lilien

feld 30 [1630]; Bauch 1933, p. 187, fig. 30 [ca. 1628]; 

Benesch 193 5, p. 9 [ 1629] ; Henkel 1942, p . 1, no . 4, pl. 3; 

Benesch I, no. 32, fig. 3 8; Benesch 1960, p. 13; Bauch 1960, 

pp . 158- 9, fig. 124; Sumowski 1962, p. 275 [ca. 1628]; 

Sumowski 1964, p. 234. 

Throughout his life Rembrandt included the poor in bibli
cal scenes whenever their presence was justified. This inter
est in the deprived bordered on fascination in his early 
career in Leiden ( ca. 1628- 31) when he repeatedly sketched 
beggars with pen and brush or black chalk, and even lent 
his own features to a beggar in one of the numerous etchin gs 
devoted to this subject (Beggar Seated on a Bank, H . rr). 
The long tradition of beggars as an artistic subject (Bosch, 
Bruegel) was revitalized at the beginning of the seventeenth 

century, particularly by Annibale Carracci and Callot. 
Rembr andt's beggars are closer to Callot's than to those of 
any other preceding artist, and his interpretation of the poor 
probably was stimulated and influenced by his French con
temporary. However , in contrast to Callot' s more anecdotal 
and Annibale's rather detached approach, Rembrandt em
phasized in his beggars their state of misery and their lack 
of formal beauty. 
Together with other black chalk studies of beggars, this 
drawin g once belonged to a sketchbook that may be dated 
1628-30 . Rembrandt's treatment of the line, especially the 
dense vertical parallel hatching , is reminiscent of Callot' s 

prints. As for the black chalk, Rembrandt probably learned 
to appreciate this medium when he was in Lastman's studio 

(ca. 1624 /25). 

9 S A Team of Horses Resting 

Rijksprentenkabinet, Amsterdam 

Black and some red chalk in the head of the front horse, 

170 X 272 mm. Ill. p. 203 

DATE [ca. 1629-32] . 

PROVENAN CE I. de Bruijn, Muri-Bern. 

EXHIBITIONS Basel 1948, no. 1; Amsterdam 1961, no. 33. 

BIBLIOGRAPHY Henkel 1942, p. 59, under no. 124; Benesch 
II, no. 461, fig. 518 [ca. 1637] ; Van Regteren Altena 1961, 

p. 85, no . 33, fig. 18, L. C.J. Frerichs, Openbaar Kzmstbezit, 
VI, 1962, no. 20. 

Rather than a representation of animals per se, this is a study 
of a particul ar relationship of man and animal, drawn from 
life. In other instances, Rembrandt sketched dromedaries 
and elephants with their caretakers. Here, his interpretation 

of shabby horses is similar to that of the beggars during his 
last years in Leiden. As Miss Frerichs pointed out, there are 
also stylistic similarities between the man covering the 
horses and the Study of a Man Seen from Behind, perhaps a 
wagoner, sketched on the reverse of the Standing Beggar 
of about 1629 (B. 30, fig. 36). The drawing may also date 
from the same time, and in any event was made not long 
after Rembrandt moved to Amsterdam . The mot if is 
reminiscent of Jan van Goyen. 

96 Beggar Woman Leaning on a Stick 

National Gallery of Art, W ashington, D. C., Rosenwald 

Collection Ill. p. 203 

Brush and brown wash, and in the face and hat a few lines 
drawn with pen and brown ink, 135 X 120 mm. 

DATE [ca. 1629- 31] 

PROVENANCE J. Richardson Sen. (L. 2183); Th. Hudson (L. 
2432 ) ; Sir Joshua Reynolds (L. 2364); Lessing]. Rosenwald. 

EXHIBITIONS Philadelphia, Art Alliance, 1930; Worcester 
1936, no. 62; Raleigh 1956, no. 5; New York /C ambridge, 
Mass. 1960, no . 1, pl. 1; Washington, National Gallery of 
Art, 1966; Ibid. 1969, no . 26 [illustrated]. 

BIBLIOGRAPHY Benesch 1947, no. 9; Benesch I, no . 24, fig. 25 

[ca. 1628- 29]; Bauch 1960, pp. 161- 63, fig. 130. 

In the emphasis on the light and dark values as well as in 
subject matter, this drawing is related to the etching of an 
Old Beggar Woman with a Gourd (B. 168, H. So) , according 
to Hind made in 163 r. This is one of the few early studies 
done almost entirely with the brush, a technique which is 
also found in Rembrandt's Self Portrait draw ing of about 



1627-28 (B. 53, fig. 60). Although not as close to some 
etchings of Callot as the preceding drawings, this one may 
also reflect the influence of the French artist, particularl y of 
his brush drawings. 

97 Seated Old Man 

National Gallery of Art , Washington , D.C. , Rosenwald 
Collection 

Red chalk, 157 X 147 mm. Ill. p . 202 

INSCRIPTIONS Signed in monogram and dated with red 
chalk at left center: Rt / 1630. 

DATE 1630. 

PROVENANCE Narcisse Revil, Paris; Jacob de Vos Jbzn (sale 

Amsterdam, May 22- 24, 1883, no. 410); J. P. Heseltine, 
London (sale Amsterdam, May 27, 1913, no. 5) ; H. Eissler, 
Vienna; Lessing]. Rosenwald. 

EXHIBITIONS London 1899, no. 139; Cambridge, Mass. 

1948- 49, no. 36; Rotterdam /Amsterdam 1956, no. 14, fig. 
2; New York /Cambridge, Mass. 1960, no. 2, pl. 2; Wash 

ington, National Gallery of Art, 1966; Ibid. 1969, no. 24 
illustra ted. 

BIBLIOGRAPHY HdG 997; Lippmann I, no. 187b; C. Vos
maer, Rembrandt, sa vie et ses oeuvres, The Hague, 1877, pp. 
106- 07, 487; E. Miche l, Rembrandt, II, London, 1894, p. 
255. W . von Seidlitz, in Repertorium fur Kimstwissenschajt, 

XVII, 1894, p. 120; Heseltine 1907, no. r; Bauch 1933, p. 

201, fig. 93; Benesch 1935, p. ro; Benesch 1947, no. 17; 
E. Mongan, in A. Mongan, One Hundred Master Drawings, 
Cambridge, Mass., 1949, p. 86; Benesch I, no . 37, fig. 41; 

Rosenberg D 1956, p. 126, fig. 12; J. Rosenberg, Great 
Draughtsmen from Pisanello to Picasso, Cambridge, Mass., 

1959, p. 74, fig. 135; Slive 1965, no. 201. 

The old man of this drawing repeatedly served Rembrandt 

as a model about 1630 and 1631. He appears in eight draw
ings, all executed in red chalk, a material which the artist 
favored in these years. In some of these drawings Rem

brandt also used black chalk. The wrinkled old face with 
heavy beard and unkempt hair must have fascinated the 
artist for various reasons, one being that the features con

formed to Rembrandt's conception of venerable scholars or 

saints. We find this model in paintings as a philosopher, as 
the Apostle Paul, as St. Peter, and as Jeremiah. He appears 
also in a number of etchings. Similar types of old men are 
found in the works of Lievens and Dou. 

98 A Negro tvith a Turban 

Chr. P. van Eeghen, Netherlands 

Red and black chalk, 192 X 148 mm. Ill . p. 204 

DATE (ca. 1630- 31 ]. 

PROVENANCE Valerius Rover, Delft (bought in or shortly 

before 1738, Pf. 8, no. 39, as Rembrandt: Een Persiaan met 
een tu/band, met rood en zivart krij't [A Persian with a turban, 
with red and black chalk]); Goll van Franckenstein ( 18 3 3, 
Pf. P, no. 9); Van Idsinga (1840, Pf. H, no . 2); De Kat 

(1867, no. 358, as School of Rembrandt); De Clercq. 

EXHIBITIONS Amsterdam, Museum Fodor, Teekeningen . .. 
verzarneling Mr. Chr. P. van Eeghen, 1935, no. 76 (illustrated 
in color; as by Rembrandt]; Rotterdam /Amsterdam 1956, 
no. 17 (red and black chalk drawing by Rembrandt]. 

BIBUOGRAPHY Bauch 1933, p. 221, no. 3 [rather in the man

ner of Lievens]; fouch 1939, pp. 250- 51, fig. 172 (in color; 
corrected by Rembrandt; finished red chalk drawing 
worked over with black chalk J; Benesch II, no. A 4, fig. 
593 [hard to place it convincingly among Rembrandt's 

chalk drawings of 1630- 31 J; Rosenberg K 1956, pp . 351- 52 
[doubtful]; Sumowski 1956-57, p. 258 [considers Bauch's 
opinion correct]; Bauch 1960, p. 208 (red chalk drawing 
by Lievens gone over and corrected by Rembrandt with 

black chalk]; Begemann 1961, pp. 89- 90 (portrait, prob
ably by Rembrandt about 1630- 31, drawn in red and black 
chalk, "completed" by other hand with black and red 

chalk]. 

Later in his life Rembrandt painted Negroes, and occasion
ally throughout his career he introduced Negroes in re
ligious scenes. This drawing, however , is his only full-size 

study of a Negro . 
The authorship of the drawing has been disputed, and the 
opinions vary from accepting the drawing in its entirety as 
a work of Rembrandt to attributing it to Jan Lievens. To 
the present writer it seems most likely that a more sketchy 
original version drawn with black and red chalk was re
worked in both media by another hand, either in the seven
teenth or already in the eighteenth century. Rembrandt 

made his study probably about 1630- 31. 

99 The Supper at Emmaus 

Fogg Art Museum, Friends of the Fogg Art Museum Fund, 
Harvard University, Cambridge, Mass. 

Pen and brown ink, IOI X rro mm . Ill. p. 204 

159 
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DATE [ca. 1630-JI ]. 

PROVENANCE Wilhelm von Bode, Berlin. 

EXHIBITIONS Cambridge, Mass., Fogg Art Museum, A Trib
ute to John Coolidge: Purchases of Two Decades, 1968. 

BIBLIOGRAPHY HdG 189; W. von Bode, in Leidsch Jaarboekje, 
1906, p. 98 [as first idea, in reverse, for painting in the 

Musee Jacquemart-Andre, Paris (Br. 539)]; Stechow 1934, 

pp. 334- 35, fig. 2 [ca. 1633, not study for painting]; Valen

tiner 1934, no. 525 [ca. 1629]; Benesch 1935, p. 15 [ca. 1632-

33 J; Van Regteren Altena 1948- 49, p . 7, fig. 3; Rotermund 
1952, p. 103, pl. 19d; Benesch I, no. II, fig . JI (ca. 16?9] ; 

Sumowski 1956-57, p. 263, fig . 54 (drawing pe£haps in 
Dirk van Santvoort's possession, because he used it for his 

painting, in 1942 in Collection Vermunt, Beclin J; Bauch 

1960, p. 284 (ca. 1634]; Sumowski 1961, p. 3 (ca. 1634); 

Rotermund 1963, p. 266, fig . 243; Gantner 1964, p. 102, 
note r and p. 129; Gerson 1968, p. 28 and under no. 14 

(same period as painting]. 

This drawing is one of the earliest representations of a sub

ject that fascinated Rembrandt throughout his life. The 

drawing and the painting of the same subject in the Musee 

Jacquem art-Andre, Paris (Br. 539) which dates from 
about 1630 are the earliest instances of Rembrandt's use of 

rays oflight emanating from Christ as an indication of His 

revel ation to man. Rembrandt here represented the moment 

recounted in Luke 24: 3 1: ''And their eyes were opened, and 
they knew him." The vanishing of Christ immediately 

following the recognition is represented in the drawing 

exhibited under no. 122. 

Although the drawing may have been made at the same 

time as the painting, it probably is not a study for it. This 

supposition is based on the fact that the composition is 
further removed from Elsheimer's Jupiter and Mercury 
Visiting Philemon and Baucis which served Rembrandt as a 

point of departure for his painting, and that in the location 

of both Christ and one disciple on this side of the table, the 

drawing already includes features of the etching of the 
same subject of 1634 (B. 88, H. !21 ). The drawing there
fore may have been made shortly after the painting. This 

date, to some extent, is confirmed by the similarity between 

the disciple seated at the right and the woman in the lower 

right corner of the earlier states of the etching The Raising 

of Lazarus of about 1632 (B . 73, H. 96). 

Another variation Rembrandt sketched of the subject at 

the time of the Fogg drawing or slightly later is known 

only through at least two copies (pen and brown ink, 

97 X II3 mm., Chicago Art Institute, Charles Deering 

Coll., 27.5195, and HdG 78, Valentiner 1934, 526, Berlin 
KdZ 5259). In the lost original Rembrandt placed Christ 
behind the table, as he did again much later. 

I 00 The Last Supper 

The Lehman Collection, New York 

Red chalk, 365 X 475 mm. Ill. p. 205 

Signed with red chalk at bottom right: Rembrant f 
DATE (ca. 1635]. 

PROVENANCE Friedrich August II of Saxony , Dresden. 

EXHIBITIONS Paris 1957, no. 122; Washington , D.C. et al. 

1958- 59, no. 60; Cincinnati 1959, no. 268; New York / 

Cambridge, Mass. 1960, no. 9, pl 9. 

BIBLIOGRAPHY Lippmann I, 99; E. Michel, Rembrandt, Paris, 

1893, opposite p . 406; C. Hofstede de Groot, in.Jahrbuch der 
preussischen Kunstsamml,mgen, XV, 1894, p. 178; HdG 297 

(ca. 1635]; R. Graul, Rembrandt, Leipzig. 1906, no. 25; 

Hind 1915, under no. 3; Neum ann 1918, pp. 106-08, fig. 

34; Neumann 1919, no. 58; Freise and Wichmann 1925, no. 

105; W . Weisbach, Rembra11dt, Berlin , 1926, fig. 46; 

Kauffmann 1926, p. 177; Hell 1930, p. III, noter (second 

stage of drawing inconsistent with late style]; Lugt 193 r, 

p. 62, under no. 1369; J. L. A. A. M. van Rijckevorsel, 

Rembrandt en de traditie, Rotterdam, 1932, pp. 236-37, fig. 
293; A. M. Hind, Rembrandt, Cambridge, Mass., 1932, pl. 

XXXIX; Valentiner 1934, no. 623 B (ca. 1633); Benesch 
1935, p. 21; J. Poortenaar , Rembrandt teekeningen, Naarden, 

1943, no. 40; Benesch 1947, no. 43; Van Regteren Altena 

1948- 49, p. 14; Benesch II , no. 443, fig. 500 [both stages ca. 

1635]; Sumowski 1956-57, p . 263; C. White , The Drawings 
of Rembrandt, London, 1962, p . 12; Gantner 1962, pp. 179-

84, fig. 4; Scheidig 1962, p. 43 and no. 45, fig. 45; Roter

mund 1963, p. 261, fig. 216; Gantner 1964, pp. 27-51, 

fig. 12; Slive 1965, no . 100; Clark 1968, pp. 53- 56, fig. 43; 
Gerson 1968, p. 86 (illustrated]; C. White, Rembrandt and 
His World, New York, 1968, p. 19 [illustrated]. 

Rembrandt based his copy after Leonardo's fresco in Santa 
Maria delle Grazie in Milan on an early sixteenth-century 

engraving attributed to the Master of the Sforza Book of 

Hours (cf. A. M. Hind, Early Italian Engraving in the British 

Museum, Pt. II, London, 1948, V, p. 88, no. 9). 

The study consists of two superimposed drawings. In the 
first one, drawn with fairly hard red chalk, Rembrandt 

followed the engraving rather closely. This under -drawing 

is best visible in the figure of Christ and the apostles at His 



left. Later, Rembrandt reworked the drawing with a softer 
red chalk. While reworking his copy, Rembrandt changed 
Leonardo's composition, most notably by adding the 
canopy over Christ and the three apostles at His left, and 
by changing the position of Christ. The main effect of these 
changes is the elimination of Leonardo's symmetry. 

Valentiner wrongly considered the somewhat timid under

drawing to be by a pupil, which was reworked by Rem
brandt himself. The difference between the first and second 
version rather points to a different time of or igin , and it is 
likely, as Neumann already suggested (1918, p . 107), that 
the second stage dates from a considerably later per iod. The 
first stage probably dates from the mid-thirties, and prob
ably preceded a second copy after Leonardo's Last Supper, 

which Rembrandt drew with the pen and dated 163 5 (Ber
lin, B. 445, fig. 501). In that pen drawing Rembrandt 
changed the position of the disciples considerably and did 
not include any architectura l background. 

Another version in the British Museum (B. 444, fig. 502 ), 
also in red chalk, has survived as a fragment only. It rep
resents a further modification of the six figures to the left 
of Christ and probably was made sometime after the Berlin 

drawing (B. 445). The second stage of the Lehman drawing 
may date from the 165o's. 

If the reconstruction of th is sequence is correct, the second 
stage of the Lehman drawing is the last of the generally 
accepted drawing~ by Rembrandt after Leonardo's Last 
Supper. It seems, however, that the artist made one more 
version of the final stage of the Lehman drawing, namely in 

pen and wash on two pieces of Japan paper. The orig inal 
pen and brush lines of this large drawing (325 X 486 mm.) 

in Berlin (Bock and Rosenberg 1930, p. 238, Inv. no. 1369, 
pl. 177) may well be the work of Rembrandt himself, while 
another artist added accents and retouched large areas. 

Valentiner rejected the drawing as a copy by a pupil, and 
Benesch omitted it, while Lugt (1931, under no. 1369) had 
gone as far as to hesitate wheth er to attribute the origina l 
lines to Rembrandt or not, and Van Regteren Altena had 

even mentioned it as a work of Rembrandt (1948- 49, pp. 

14 and 25). 

Although in spite of his intensive interest in Leonardo's 
Last Supper, Rembrandt never painted or etched this subje ct 

per se, he used Leonardo's composition for various paintings 
( Supper at Emmaus, Weddi11g Feast of Samson, Conspiracy 
of Julius Civilis), and particularly for his etching of Christ 
at Emmaus of 1654 (B. 87, H . 282) where he reintroduced 
the canopy as well as the attitude of Christ of the second 
Lehman version. 

IO I Sheet of Stt1dies with a Blind Old Woman 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich
kabinett, Berlin 

Pen and brown ink , corrected with white body color in 

the figure of the boy, 185 X 170 mm . Ill . p. 208 

DATE (mid-163o's]. 

PROVENANCE J. Richardson Sen. (L. 2183); Th. Hudson (L. 
2432); Sir Joshua Reynolds (L. 2364); T. Lawrence (L. 
2445); W. Esdaile (L. 2617); De Kat;Jacob de Vos Jbzn 

(L. 1450). 

EXHIBITIONS Berlin 1930, no. 242. 

BIBLIOGRAPHY HdG 141 (ca. 1635); Lippmann I, no. 23; 
Betty Kurth, in Wickhoff , Seminarstudien, Einige Zeichnung

ell Rembrandts mit biblische11 Vonvurjen, Innsbruck , 1906, p. 
II ff [as Hannah a11d Samuel]; Freise and Lilienfeld 131 

(132), Bock and Rosenberg 1930, p. 234, no . 3772, pl. 169 
[reject identification as Hannah and Samuel; ca. 163 5]; 

Benesch 1935, p. 16; Benesch II, no. 223, figs. 242-43 [ca. 

1633- 34]; Slive 1965, no. 23. 

Of the many genre studies of the mid-163o's this is one of 
the most poignan t ones. The briskly drawn lines express 
conv incingly the hesitating movements of the woman 

walking up some steps and the guidance of the boy who is 

eager to keep moving. 

In this very well preserved drawing, the effect of the pen
lines is enhanced by their contrast with the white paper. 
Rembrandt repeated the boy in a slightly different position . 

102 T1110 Studies of a Woman Reading* 

The Metropolitan Museum of Art, Bequest of Mrs. 

H. 0. Havemeyer, 1929, The H . 0. Havemeyer Collection, 

1929. 

Pen and dark brown ink, 173 X 150 mm. Ill. p. 206 

DATE [mid-163o's]. 

PROVENANCE J. Richardson Sen. (L. 2183); W. Mayor; F. 
Seymour Haden (sale London, Sotheby,June 15, 189r , no. 

582); Mr. and Mrs. H. 0. Havemeyer. 

EXHIBITIONS Rotterdam/Amsterdam 1956, no. 56; New 

York /Cam bridge , Mass. 1960, no. 34, pl. 29. 

BIBLIOGRAPHY W. Mayor, Description of a Collection of Orig

inal Drawings, 1871, no . 356; Lippmann I, 142; W. R. 
Valentiner, "Aus Rembrandts Hiiuslichkeit", Jahrbt1ch fur 
Kt1nstwissenschajt, I, 1923, p. 279, pl. rr6; W.R. Valentiner, 

r6r 
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in Metropolitan Museum Studies, III, 193 l, p. 139, fig. 6; 

Benesch 1935, p. 16; W. M. Ivins, The Unseen Rembrandt, 
New York, 1942, pl. 33; European Drawings from the Collec
tion of the Metropolitan Museum, II, 1943, no . 9; Benesch 
1947, no. 39; Munz 1952, II, under no. 175; Benesch II, no. 

249, fig. 272 [ca. 1633- 34);]. Q. van Regteren Altena, in 

Oud-Holland, LXX, 1955, p. 120; Sumowski 1956-57 , p . 

255; Begemann 1961, p. 24; Slive 1965, no. 147. 

This woman is known from several other drawings. In one 

she is represented seated at the bedside of a woman, perh aps 

Saskia (B . 426, F. Lugt Collect ion , Paris), and she may 
thus have been a member of Rembrandt's household. In 

this case Rembrandt did not represent the setting except for 

indicatin g a dark background by numerous parallel lines 

adjoining the figure. In m anner of execution similar to the 

preceding Sheet of Studies with a Blind Old Woman, this 

drawing also dates from the mid-thirties. 

IO 3 Joseph Interpreting the Prisoners' Dreams 

The Art Institute of Chicago, Clarence Buckingham Col

lection Ill. p. 207 

Pen and brown ink and brown wash, 174 X 206 mm. 

DATE [ca. r634 -3 6]. 

PROVENANCE Baron Grahame (sale March 15, 1878, no. 

136); E. J. Poynter (L. 874; sale London , Sotheby, April 

24-25, 1918, no. 281); Victor Koch , London; W. H. 

Schab, New York (1966). 

BIBLIOGRAPHY Benesch I, no. So, fig. 84 [ca. 1632-33 J; Su

mowski 1956-57, p. 257, fig. 13 [implies Rembrandt's 

authorship] ; Rosenberg AB 1956, p . 67; New York / 
Cambridge, Mass. 1960, under no. 4; Sumowski 1961, p. 7; 

[W. H . Schab Gallery] , Great Old Master Prints& Drawings, 

XLII, New York, [1966], pp. 144- 45, no. 167 (illustrated]. 

In this and the following drawing, Rembrandt represented 

two successive episodes from the story of Joseph interpret

ing the dreams of the Pharaoh's chief butler and chief 
baker (Genesis 40: 1-20 ). In this drawin g, Joseph probabl y 

is telling the butler seated at the right that his dream means 

that he will be set free by the Pharaoh within three days. 

The baker, in the center of the composition, is listenin g 

intently . Rembrandt character ized both imprisoned servants 
of the Pharaoh as "sad", as they are described in the Bible . 

The same episode was once more represented by Rem
brandt, many years later, in a drawing in the Rijksprenten

kabinet, Amsterdam (Benesch V, no. 912, fig. u22). The 

same "sadness" of the prisoners now is expressed with a 
minimum of lines and primarily by the attitudes and pos 
tures of the figures . 

Because of the similarity in the placement of the figures and 

because of a related architectural background , a painting in 

1932 with Douwes in Amsterdam, attributed to Eeckhout 

(Sumowski 1956- 57, fig. 14) and to Flinck (Von Moltke 

1965, no. 17) is probably based on this drawing . The com
position is taken up once more by Gerbrand van den 

Eeckhout in 1643 ( or 1645) in his painting in the Co llection 

of the Marquess of Zetl and (Exhibition London 1952-53 , 

no . 213; Sumowsk i 1962, p. II). 

See also the following drawing . 

I 04 Joseph Interpreting the Prisoners' Dreams 

Anonymous American Collection Ill . p. 206 

Pen and brown ink and brown wash, 155 X 180 mm. 

DATE [ca. 1634-36]. 

PROVENANCE Joachim von Bergmann, Storkel-Kauffung, 
Silesia. 

EXHIBITIONS Cambridge, Fogg Art Museum, 1929; Provi

dence, Rhode Island School of Design , 1931; Omaha , 

Joslyn Art Museum, 1941; Middletown, Wesleyan Uni

versity, Davison Art Center, 1956 and 1959; New York / 

Cambridge, Mass. 1960, no. 4, pl. 4; Cambridge, Fogg 

Art Museum, 1962. 

BIBLIOGRAPHY Valentiner 1925, no. ro4 [ca. 1633]; Kauff

mann 1926, p . 174 [1633- 34); Benesch 1935, p. 21 [1634-

35]; Rosenberg 1948, p. 129, fig. 175 [ca. 1633]; Benesch I, 
no. ro9, fig. 124 [ca. 1635]; Valentiner 1957, p . 56 [ca. 
1634-3 5, example for Bol]; Harvard Alumni Bulletin, April 

16, 1960; Rotermund 1963, p. 23, fig. 64 [erroneous inter
pretation of subject]; Sumowski 1964, p. 30, note 4 [lists 
copy in Brussels] ; Rosenberg 1964, p. 208, fig. 174 [ca. 

163 3 ]. 

In this draw ing Rembr andt represented the episode of 

Joseph's story immediately following the one of the pre

ceding drawing. Both were probably executed at approxi

mately the same time. 

Upon hearing Joseph's favorable interpretation of the 
butler 's dream , the baker told Joseph his own dream . 

Joseph, however, had to foretell him that within three days 
the Pharaoh would hang him on a tree and that the birds 

wou ld feed on him (Genesis 40: 16-19) . Rembrandt chose 



to represent the baker's despair at the prediction of his 

impending death, and emphasized the dramatic effect by 

contrasting the figure of the baker with his own dark 

shadow cast on the wall behind him. A drawing attributed 

to Rembrandt and, perhaps more likely, to Gerbrand 

van den Eeckhout, represents the same episode (British 

Museum, B. 423 verso, fig. 482 ). 

As a draughtsman, Bol learned from Rembrandt's drawings 

of this type and style, as exemplified by his own interpret a

tion of the same subject (see cat. no. 152). 

A rather mediocre copy of this drawing (already mentioned 

by Sumowski) is in the Royal Library, Brussels (III.58335; 
pen and brown ink and red chalk, 150 X 170 mm .; 

architectural background "completed" with the brush). 

IO 5 Seated Girl in Pro.file to the Left 

Museum Boymans-van Beuningen, Rotterdam Ill. p. 209 

Black chalk, heightened with white, 199 X 153 mm. 

DATE [ca. 1637]. 

PROVENANCE P. Bureau (sale Paris, May 20, 1927, no. 12); 
F. Koenigs, Haarlem. 

EXHIBITIONS Amsterdam 1929, no. 254; Berlin 1930, no. 

323; Stockholm 1956, no. 69; Rotterdam /Amsterdam 
1956, no. 69; Vienna 1956, no. 33. 

BIBLIOGRAPHY Benesch 1935, p. 28; Benesch 1947, no. 86; 

Benesch II, no. 376, figs. 424- 25 [ca. 1637]. 

Sketched around 1637, this is one of the few black chalk 
studies of the nude of the 163o's. 

I 06 Odysseus and Nausicaa 

Sterling and Francine Clark Art Institute, Williamstown, 
Massachusetts Ill. p. 208 

Pen and brown ink and brown wash, 128 X 162 mm. 

INSCRIPTIONS Annot ated at bottom left: Remdt. 

DATE [ca. 1637]. 

PROVENANCE Coll. Reitlinger (?); Hans Schaeffer, New 
York . 

PROVENANCE Coll . Reidinger (?); Hans Schaeffer, New 

brandt, ca. 1637]. 

Odysseus, shipwrecked on Scheria, is found by Nausicaa, 

the daughter of King Alcinous. While the maids of Nau
sicaa flee, · frightened by the appearance of the naked 

Odysseus , the princess stands still and listens to Odysseus' 

requests to have pity upon him (Odyssey VI: 127- 185). 

This drawing is similar to drawings by Rembrandt of ca. 

1637, particul arly the Sheet of Studies with Two Scenes from 
the Old Testament in the Pierpont Morgan Library (B. 145, 

fig. 160) and The Daughters of Cecrops Finding Erichthonius 
in a private collection in New York (B. 149, fig. 165). It 

also has features in common with early drawings by Ger

brand van den Eeckhout , to whom Benesch attributed the 

drawing (in a letter to the Clark Art Institute). It seems 

more likely that the drawing was made by Rembrandt at 

the time that Eeckhout was his pupil. 

The anno tation R emdt is written by the same hand as 

similar, generally shorter annotations on a great number 

of Rembrandt drawings. The annotator has not been 

identified. 

107 Two Studies of Saskia Asleep* 

The Pierpont Morgan Library, New York 

Pen and brush and brown ink, 130 X 171 mm. Ill. p. 210 

DATE [ca. 1635- 37]. 

PROVENANCE J. van Rijmsdijk (L. 2167); Tighe; C. Fairfax 

Murray;]. Pierpont Morgan. 

EXHIBITIONS Paris 1908, no. 415; Cambridge, Fogg Art 
Museum, 1917; New York, Metropolitan Museum of Art , 

Handlist of Works by Rembrandt, 1918, no . 27; New York 

1919; San Francisco 1920, no. 367; Cambridge, Fogg Art 

Museum, 1922; Toronto 1926, no. 41; Buffalo 1935, no . 50; 

Chicago 1935, no. 31; Worcester 1936, no. 30; Hartford, 

Wadsworth Atheneum, 1938; New York 1939, no. 86; 

Toronto, Art Gallery of Toronto, 1951; Rotterdam / 

Amsterdam 1956, no. 51; New York /Cambridge, Mass. 

1960, no. 24,pl. 20. 

BIBLIOGRAPHY Fairfax Murray I, no . 180; Valentiner 690 [ca. 

1636]; A. M. Hind, Rembrandt, Cambr idge, 1932, pp. 49, 

125, pl. XXVI; Benesch 1935, p . 22; Tolnay 1943, no. 195; 

Tietze 1947, no. 65; Benesch II, no. 289, fig . 319 [ca. 1635 J; 
Rosenberg D, 1956, p. 127, fig. 17; J. Rosenberg, Great 
Draughtsmen from Pisanello to Picasso, Cambridge, 1959, 

p. 75, fig. 139b; [E.H .-B.] 1962, no. 579 [illustrated]; 

Scheidig 1962, p . 41 and no. 26, fig. 26. 

It is very likely that Saskia was the subject of many of the 

sketches Rembrandt made of a woman sleeping or resting 

in bed in the second half of the 163o's. Even if the features 
are not recognizable , the knowledge that she must often 



have been confined to bed due to illness or childbearing 
strengthens this hypothesis (her four children were born 

in 1635, 1638, 1640, and 1641). 

The upper study undoubtedly was drawn first. It shows 
Saskia in deep sleep. In the lower sketch she has moved her 
right arm slightly toward herself, opened her mouth, and 

has sunk deeper in her pillow. 

The two studies should be dated ca. 1635-37, and thus are 
among the earliest examples among this considerable group 
depicting Saskia in bed. Closest in style is the drawing in 

Groningen, Saskia Sitting up in Bed (B. 282, fig. 315 ). 

See also the following drawing. 

I08 Saskia Lying in Bed 

National Gallery of Art, Washington, D.C., Ailsa Mellon 

Bruce Fund 

Pen and brush and brown ink and brown wash, 125 X 180 

mm. Ill . p . 210 

DATE [ca. 1638]. 

PROVENANCE Samuel, Graf von Festetits (L. 926); The 

Prince of Liechtenstein. 

EXHIBITIONS Washington 1969, no. 27 [illustrated]. 

BIBLIOGRAPHY HdG l 508 [ ca. 163 5]; Schiinbrunner and 
Meder, no. 418 a [illustrated]; Valentiner 1934, no . 689; 

Benesch 1935, p. 13; Benesch 1947, under no. 98 [study for 
Rachel in H. 160]; Mi.inz 1952, II, under no. 175 [not study 
forRachelinH . 160]; Benesch I, no. 169, fig. 181 [ca. 1638]; 

Sumowski 1956- 57, p . 263 [not study for Rachel in H. 
160]; Roger-Marx 1960, p. 152, fig. 39 a; Begemann 1961, 

p . 23; "Rembrandt Drawing for the National Gallery", 

The Connoisseur, CLXII , July 1966, p. 220 [illustrated]. 

Rembrandt's studies from nature often contributed to his 
representation of biblical scenes. This and similar drawings 
of Saskia in bed (see preceding entry) finally were in
corporated in the figure of Rachel in the etching Joseph 

Telling His Dreams of 1638 (B. 37, H. 160; for a preliminary 
study for this etching see cat. no . IIO ). 

I 09 Christ as Gardener Appearing to Mary Magdalen 

Rijksprentenkabinet, Amsterdam 

Pen and dark brown ink, traced for transfer, 153 X 146 

mm. Ill . p. 211 

DATE [ca. 1637-38]. 

PROVENANCE C. A. Mariette (1703); Beurnonville (sale Par-· 
is, February 16-19, 1885, no. 205); Chausson; I. de Bruijn, 
Muri-Bern. 

EXHIBITIONS Bern 1937, no. 189; Basel 1948, no. 9; Amster

dam 1961, no. 36. 

BIBLIOGRAPHY Valentiner 508 [ca. 1638], F. Lugt, in Old 

Master Drawings, IX, 1934/35, pp. 16-17, pl. 17 [ca. 1638; 

connected with painting of 1638, Br. 559], Henkel 1942, 

under no . 45 [ca. 1637- 38]; Rotermund 1952, p . 103, 

note 1; Benesch III, no. 538, fig . 668 [ca. 1643]; Rosenberg 
1959, pp. u2-13 [sketch for painting of 1638]; Van Regter
en Altena 1961, p. 85, no . 36, fig . 21 [one of the sketches 
for painting of 1638]; Begemann 1961, p . 52 [probably 
study for painting]; Brussels /Ha mburg 1961, under no . 52 

[related to painting]. 

Rembrandt represented the moment after the Resurrection, 
when Christ disguised as gardener, addressed himself to 
Mary Magdalen with the words: "Woman, why weepest 

thou? whom seekest thou?" (John 20:15). In 1638 Rem
brandt represented the same subject in the painting now in 

Buckingham Palace, London. Although the composition 
of the painting is quite different , it is likely that Rembrandt 
made the drawing when he was occupied with the painting. 
Another drawing of the same subject is also in Amsterdam 
(B. 537), while one representing the moment following 
that of the present drawing, namely, Mary Magdalen 
recognizing the gardener as Christ, and which was drawn 
much later, is in the F. Lugt Collection (Institut Neer

landais, Paris, B. 993). 

The main features of the drawing were reproduced in an 
etching by Mathijs Pool in the beginning of the eighteenth 

century. 

I IO Studies of a Woman Reading and an Oriental 

Private Collection, New York 

Pen and brown ink and brown wash, corrected with white, 

139 X 125 mm. Ill. p. 212 

DATE [ca. 1637-38]. 

PROVENANCE T. Dimsdale; Hamian; Rev. Stopford Brooke 

(sale London, May 28, 1924, no. 75); C. Hofstede de Groot 

(sale Leipzig, Boerner, November 4, 1931, no. 163). 

EXHIBITIONS The Hague 1930, no. 68; Rotterdam/Amster
dam 1956, no . 87; New York/Cambridge, Mass. 1960, no. 

29, pl. 24. 



BIBLIOGRAPHY Benesch 1947, no. 98; Munz 1952, II, under 
no. 175; Benesch I, no. 168, fig. 186; Begemann 1961, pp. 
51-52 (on sequence of drawings and oil sketch, with er
roneous numbering ]. 

Both figures are preliminary studies for the etching Joseph 
Telling His Dreams of 163 8 (B. 37, H. 160 ), where they were 
incorporated with only slight changes (in reverse). Rem
brandt must have thought of introducing the figure of a 

woman reading only shortly before executing the etching 
because she is missing in the three other preliminary studies. 
Rembrandt first drew the one in the Collection Baron 

Hatvany, London (B. 527, fig. 657), then the one in the 
Albertina (B. 526, fig. 653) and finally the one in the 
British Museum (B. 528, fig. 656). These drawings were 
followed by the grisaille oil sketch in the Rijksmuseum, 

Amsterdam (Br. 504). Only after the composition had thus 
been established, did Rembrandt draw this study of a wo
man reading. He had already the etching in mind, since 
light and shadow are applied according to the requirements 
of the etching. The oriental is a further definition of a figure 
summari ly indicated in the oil sketch and not included in 
the drawings preceding it . This drawing as well as the 
three other preliminary studies mentioned above many, 
therefore, be dated 163 8 or shortly before. 

In a drawing attributed to Jan Victors in Darmstadt (Su

mowski 1957- 58, p. 229, fig. 48), probably representing 
the same subject, the reading woman is found seated in 
front of the bed. 

I I I Self-Portrait 

National Gallery of Art, Washington, D.C., Rosenwald 
Collection Ill . p. 213 

Red chalk, 129 X II9 mm. 

DATE (ca. 1637- 38]. 

PROVENANCE Valerius Rover, Delft, C. F. U. Meek; Lessing 
J. Rosenwald. 

EXHIBITIONS London 1929, no. 574; Philadelphia, Art Alli

ance, 1930; Worcester 1936, no. 60; Los Angeles 1947, p. 
77, no. 1; Rotterdam/Amsterdam 1956, no. 70; New 
York /Cambridge, Mass. 1960, no. 28, pl. 22; Washington 
1969, no. 28 (illustrated]. 

BIBLIOGRAPHY A. M. Hind, in Vasari Society, 2nd Series, I, 

1920, no . 8 (ca. 1639]; Valentiner 1934, no. 662 [ca. 1635-
37]; Benesch 1935, p. 24; Benesch 1947, no. 81;]. G. van 
Gelder, in Burlington Magazine, XCI, 1949, p. 207 (from 

Rover Collection]; Slive 1953, p. 175, fig. 41; Benesch II, 

no. 437, figs. 494-95 (ca. 1637]; Sumowski 1956-57, p. 263; 
R. Fry, "Rembrandt, an interpretation", Apollo, LXXVI, 

March 1962, pp. 42- 55, fig. 5; [E. H. -B.] 1962, no. 571 
[illustrated]; A. Livermore, "Rembrandt and Jansen", 

Apollo, LXXXV, April 1967, pp. 240-45, fig. 1; Fritz Erpel, 
Die Selbstbildnisse Rembrandts, Berlin, 1967, p. 167, no. 64, 

fig. 33 (ca. 1637]. 

This is Rembrandt's only self-portrait in red chalk. It is 

closely related to others painted and etched in 163 7 and 
1638, in particular to the painting of 1637 in the Louvre 
(Br. 29) and the etching Rembrandt in Velvet Cap and Plume 
(B. 20, H. 156) of 1638. It probably dates from the same 
time. 

The two fragmentary sketches for a Deposition or a Lamenta
tion on the reverse perhaps were made in connection with 
Prince Frederik Hendrik's commission of 1633 for a series 

of Scenes of the Passion. 

Valerius Rover kept this "portrait of Rembrandt with a 
bonnet on his head, drawn by himself with red chalk" 
('t portret van Rembrandt met een muts op't hoojt van hem ze!fs 
met root kryt getekent), as he described it, unnumbered in 
portfolio no. 8, immediately following the portrait of 
Anslo, now in the British Museum. 

I I2 Two Mummers on Horseback* 

The Pierpont Morgan Library, New York 

Pen and brown ink and brown wash and yellow and red 

chalk, and some white gouache, 212 X 153 mm. Ill. p. 212 

DATE [ca. 1637-38]. 

PROVENANCE J. Richardson Sen. (L. 2184); Th. Hudson (L. 
2432); Earl of Aylesford (L. 58); Sir J. C. Robinson (in
scribed by Robinson on the reverse of mount: J. C. Robin

son /July 1 /, 1893 / from Lord Aylesford Colin); C. Newton 
Robinson; C. Fairfax Murray;]. Pierpont Morgan. 

EXHIBITIONS London, 1899, no. rro; Paris 1908, no. 433; 
Cambridge, Fogg Art Museum, 1922; New York, Metro 

politan Museum, 1952; Rotterdam/Amsterdam 1956, no. 
74; New York /Cambridge, Mass. 1960, no. 31, pl. 26. 

BIBLIOGRAPHY Fairfax Murray I, no. 201; HdG uo9; Valen

tiner 1934, no. 790 [ca. 1633-35]; Benesch 1935, p. 41; Van 
Regteren Altena 1952, pp. 59- 63; Benesch II, no. 368, fig. 

414 (ca. 1637- 38]; J. Watrous, The Craft of Old Master 
Draivings, Madison, 1957, pp. 96- 97, ro6; Scheidig 1962, 

p. 44 and no. 47, fig. 47. 
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Particularly in the second half of the thirties Rembrandt 
showed in his drawings an interest in festivals and theatrical 
performances. This and three related drawings, one of a 

horseman (British Museum, B. 367, fig. 415), and two 
others of Negro drummers and trumpeters (Bri.tish 
Museum, B. 365, fig. 412; Mrs. Feilchenfeldt, Zurich, 
B. 366, fig . 413 ), were probably sketched at one such oc
casion, which, as Van Regteren Altena suggested, may have 

been a pageant staged as part of the festivities in The Hague 
in honor of the wedding of Wolfert van Brederode with a 
sister of the Princess of Orange in February, 1638. The 
costumes, particularly the high hat and ruff of the cavalier 
on the left, are typical of the first two decades of the seven
teenth century . 

Technically, the drawing is an example of an unusually 

complex range of drawing materials used by the artist in 
one drawing . Watrous analyzed it as follows: "Rembrandt 

. .. introduced natural red chalk strokes into the plume of 
a hat and applied moistened red chalk to the boots and 
along the slits in one of the costumes while the remainder 
of the drawing was comp leted with quill pen and bistre 
ink, bistre washes, yellow ochre fabricated chalk, and 
semi-opaque whites applied with a brush." 

I I 3 Actor in His Dressing Room 

Devonshire Collection, Chatsworth 

Pen and brown ink, 183 X 150 mm. Ill . p. 214 

DATE (ca. 1638]. 

PROVENANCE N. A. Flinck (L. 959); Duke of Devonshire. 

EXHIBITIONS London 1953, no. 316 (illustrated] ; Manchester 

1961, no. 89; Washington, D.C. et al. 1962/63, no. 88 

(illustrated]. 

BIBLIOGRAPHY HdG 832; Lippmann I, 79; Neumann 1919, 

no. 50; Benesch 1935, p . 24; Benesch 1947, no . 71; Benesch 
I, no . 120, fig. 132; H. van de Waal, in Museum, LXI 1956, 

p . 204, note 2; (F. Thompson 1962], no. 1018 [illustrated]; 
Slive 1965, no. 79; R. H. Fuchs, Rembrandt en Amsterdam, 

Rotterdam, 1968, p. 37, fig. 63. 

The bishop's robes hanging on a coat stand at the right have 
led the seated figure to be interpreted as "St. Gregory" or 
"St. Augustine in His Study" until Van de Waal identified 

him as an actor in a dressing room of the Amsterdam 
"Schouw burg ", preparing to play the part of the old Bishop 
Gozewijn inJoost van den Vondel's Gysbreght van Aemstel. 

As Fuchs observed, a bishop would hardly hang his precious 

robes so unceremoniously on a stand. This tragedy was 

performed for the first time on 3 January 1638 at the in
auguration of the newly-built theater. 

With three others, the drawing belongs to a senes rep
resenting different ac;tors performing the same play. Rem

brandt may have sketched some of these actors at the same 

occasion (B. 120-23, figs. 132-36), but apparently he also 
recorded other actors at various visits to different plays 
(B. 316- 21 ). 

I I4 Two Cottages 

The Lehman Collection, New York 

Pen and dark brown ink, corrected with white; in the heavy 

lines of the roof gallnut ink apparently has been used, 149 X 

192 mm. Ill. p. 215 

DATE [ca. 1640-45]. 

PROVENANCE Anonymous Collector (sale London, Sotheby, 

June 30, 1948, no. 147); Colnaghi & Co. , London; Hanns 
Schaeffer, New York . 

BIBLIOGRAPHY Benesch II, no. 462 a, fig. 521 (ca. 1632-33 ]. 

This drawing is one of the numerous sketches Rembrandt 
made in the neighborhood of Amsterdam. With three other 
studies of farm buildings and trees in Vienna, Stockholm 

and Chatsworth (B. 794, 795 and 796) it probably dates 
from 1640- 1645 because of similarities with etchings of 

1641 (B. rr4, H . 177, and B. IIS, H . 178) and of 1645 (B. 
205, H. 212, and B. 242, H. 213). The date ca. 1632- 33 sug
gested by Benesch for the Lehman drawing seems too 
early, that of ca. 1640-41 for the three comparable studies, 
too narrow. 

I I 5 Satire on Art Criticism 

The Lehman Collection, New York 

Pen and brown ink, 156 X 200 mm. Ill. p. 215 

INSCRIPTIONS Dated at bottom center: den tyt 1644 and in
scribed on the platform on which the "critic" is seated: 

dees ... van d kunst / is .ooting gunst; on the framed paint-

ing: ... / ... and Houdl.os . .. / .indt dat.; Emmens reads 
the first inscription: Dees quack van de kunst / is Jockich 

gunst. (for other readings, see New York /C ambridge, Mass. 
1960, no. 41) . Annotated by a later hand: Rembrandt. 

DATE 1644. 



PROVENANCE Baron Vivant Derron (perhaps identical with 
A. N. Perignon, Description des objets d'art ... de Jeu M. le 
Baron V. Denon ... , Tableaux, ... , Paris, 1826, p . 166, 
no. 55 "Un dessin a la plume, representant un sujet alle
gorique"); Friedrich August II of Saxony; Mr. and Mrs. 
Louis H. Silver, Chicago. 

EXHIBITIONS New York / Cambridge, Mass. 1960, no. 41, pl. 

3 5. 
BIBLIOGRAPHY HdG 303; Freise and Wichmann 1925, no. 
III (not by Rembrandt J; Valentiner 1934, no. 619 (by Rem
brandt J; Benesch IV, no. A 3 5 a, fig. ro37 ( apparently work 
of a pupil; inscription den tyt 1644 by Rembrandt]; Rosen
berg 1959, p. II6 (could well be by Rembrandt];]. G. van 
Gelder, "Dencwerk", Bunde/ opstellen in 1959 Prof Dr. D. T. 
Enklaar te Utrecht aangeboden, 1959, p. 308 (mentioned as by 
Rembrandt]; "Rembrandt Drawings from American Col

lections", Arts, XXXIV, 1960, p. 29 [illustrated J; Van 

Gelder 1961, p . 150 [probably by Rembrandt] ; Begemann 
1961, p. 90 [by Rembrandt]; Sumowski 1961, p. 24 
[Benesch's doubts justified; perhaps Flinck] ; G. F. Koch, 

Die Kunstausstellung, Berlin, 1967, p. 71, fig . 33; J. A . 
Emmens, Rembrandt en de regels va11 de kunst, Utrecht , 1968, 

pp. 150-5 4, 201, fig. 28; C. White, Rembrandt and His 
World, New York, 1968, p. 92 [by Rembrandt; illustrated] . 

Whatever the exact meaning of the various figures, objects 
and inscriptions in this drawing may be, it clearly satirizes 
contemporary art criticism. The critic, seated at the left, is 

characterized as foolish by the donkey's ears sticking 
through his hat, and as invidious by a snake around his 
right arm, while his words are empty and his mind is 
hollow (as indicated by the pipe and the barrel) . He judges 
a painting lying on the floor, while another one is held in 
front of him by a man who could be the bode or servant of 

the painter's guild. The man crouching in the foreground 
at the right expresses his contempt for the "critic" and his 
pronouncements. In contrast, the onlookers watch the 
"critic" with awe as they listen to his words. 

Emmens recently has ventured the supposition that the 

critic satirized in this drawing is Franciscus Junius, author 
of De Pict11ra Veterum, and who for Rembrandt may have 
personified academic and classical art criticism. Although 
the head of the "critic" indeed shows a certain resemblance 

with Junius' s portrait by Wenzel Hollar, it remains possible 
that Rembrandt was directing himself in this drawing 
against a type of criticism rather than against one author. 

Doubts about the attribution of this drawing seem un

justified and may be explained partly by the subject matter, 
which is unusual for Rembrandt. 

I I 6 The Holy Family Asleep 

Lent by the Syndics of the Fitzwilliam Museum, Cambridge 

Pen and brown ink, corrected with white body color, 

173 X 212 mm. Ill. p. 216 

DATE (ca. 1645). 

PROVENANCE Sir E. J. Poynter (L. 874; sale London, Sothe

by, April 25, 1918, lot 268); C. B. 0. Clark; Louis C. G. 
Clarke. 

EXHIBm ONS London 1938, no. 553; Cambridge 1966, no. 3. 

BIBLIOGRAPHY Benesch 1947, no. 139; Benesch III, no . 569, 
fig. 699 [ca. 1645]; Life, Christmas 1958 [illustrated]; Cam
bridge 1966, no. 3 [with full discussion J; Gerson 1968, p . 

496, illustrated p. 321, fig. 1; White 1969, p. 52, fig. 56. 

In front of a fireplace the Holy Family is asleep. Joseph lies 
in the foreground, while at the left over a table or work

bench two putti appear, carried by a cloud. 

In its subject the drawing is a counterpart to the painting in 

Leningrad of 1645 (Br. 570-71 ), and the preparatory draw 
ing for it in Bayonne (B. 567, fig . 698). In both the paint
ing and the Bayonne drawing the scene also takes place in a 

room, but Joseph is carpentering, and Mary is taking care 

of the Christ Child. 

Rembrandt prob ably made the drawing in close connection 

with the painting. 

I I 7 Cottage near the Entrance to a Wood 

The Lehman Collection , New York Ill. p. 216 

Pen and brown ink and brown wash, 298 X 452 mm. 

Signed and dated with pen and brown ink: Rembrandt j 
1644. 

DATE 1644. 

PROVENANCE J. Richardson Sen. (L. 2184) ; A Pond; J. 
Barnard; Benjamin West (L. 419); W. Esdaile (L. 2617); 
Sir Thomas Lawrence ; Baron Grahame; J. P. Heseltine 

(sale Amsterdam, F. Muller, May 27, 1913, no. 24); 0. 
Gutekunst; Jacob Hirsch. 

EXHIBITIONS London 1899, no. 160; London 1929, no. 587; 

London 1938, no.551; Paris 1957, no. 123; Cincinnati 1959, 
no. 267 [illustrated]; New York / Cambridge, Mass. 1960, 

no . 40, pl. 34. 

BIBLIOGRAPHY Lippmann I, 186; HdG ro49; Heseltine 1907; 

Neumann 1919, no. 64; Lugt 1933, pp . 33- 34, under no. 
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245; Benesch 1935, p. 36; Tolnay 1943, no. 197; Benesch 
1947, no . 134; Van Regteren Altena 1951, under no. 77; 

Benesch IV, no. 815, fig. 965; Rosenberg 1959, p. u4; 

Benesch 1960, no. 45, fig. 45; [E. H.-B.J 1962, no. 585 
[illustrated]; Slive 1965, no. 199; Dattenberg 1967, p. 83 

(with incorrect B. no. J; Gerson 1968, pp. 96 and 3 52, 

llustrated p. 3 53, fig. a. 

In many respects this drawing stands out among the nu

merous landscapes Rembrandt sketched: it is his largest 

landscape drawing; it is one of the very few signed and 
dated drawings; and the subject is to a greater extent than 

usual defined by broadly applied brush strokes. Lambert 

Doomer also sketched the same cottage, and the two artists 

may have done this at the same occasion, as Van Regteren 

Altena suggested, especially since Doomer's drawing also 

shows an elderly man in the door opening. Doomer' s draw

ing in the Louvre differs from the Lehman drawing in the 

foreground and omits the background. Since Rembrandt in 

his drawings of the Dutch rural scene usually aimed at a 

rather faithful representation, these differences may be 

credited to Doomer' s imagination. An additional reason for 

this assumption is that Doomer's drawing in the Louvre, in 

spite ofDattenberg' s opinion to the contrary, may very well 

be based on an earlier version , while it is known that Doo

mer was in the habit of introducing variations in subsequent 

versions. 

I I 8 View over the Amstel from the Rampart 

National Gallery of Art, Washington, D.C., Rosenwald 

Collection Ill. p. 217 

Pen and brown ink and brown wash, 90 X 186 mm . 

DATE (ca. 1645- 50]. 

PROVENANCE Johan van der Marek, Leiden (sale Amster

dam, November 29, 1773); R. P. Roupell; sale Coll. Jhr. 
A. Boreel and others, Amsterdam, Muller & Co.,June 15-

18, 1908, no. 487; August Janssen and his heirs, Amsterdam; 
D. A. Hoogendijk, Amsterdam; Lessing]. Rosenwald . 

EXHIBITIONS Delft, Kunst- en Antiekbeurs, 1953; Rotterdam/ 
Amsterdam 1956, no . 145, fig. 45; New York/Cambridge, 

Mass. 1960, no. 45, pl. 39; Washington, National Gallery 

of Art , 1966; Ibidem 1969, no . 32 (illustraved]. 

BIBLIOGRAPHY Lugt 1920, p. 86, fig . 47; Henkel 1942, under 

no. 74; Van Gelder 1961, p. 150; Brussels/Hamburg 1961, 

under no . 56 [ 1648- 50]; Slive 1965, no. 539. 

Rembrandt sketched the view to be seen over the Amstel 

River from a bastion situated immediately to the west of 

the Amsterdam bridge known as the "Blauwbrug". Rem

brandt used the piles in the foreground as a repoussoir for 

the lightly sketched middle and background . This drawing 
is closely related to a view from the "Blauwbrug" now in 

the F. Lugt Collection (B. A 35b, fig. 1038) which includes 

at the right the bastion on which Rembrandt stood when he 

made the Rosenwald drawing. Both drawings were prob

ably made about the same time, probably in the second half 
of the 164o's. 

I I 9 Cottage with a White Paling 

Private Collection 

Pen and brown ink and brown wash and touches of white 

body color and violet wash (on the right hand horizon), 

168 X 252 mm. Ill . p . 217 

INSCRIPTIONS Annotated with pen and brown ink: Rembrant 

van Rijn. 

DATE (ca. 1648]. 

BIBLIOGRAPHY Benesch IV, no. C 41, fig. IOI!; C. White, in 

Burlington Magazine, CX, 1968, p. 393, fig . 5 (by Rem
brandt; ca. 1648]; White 1969, pp. 207-08, fig. 3II. 

This drawing is an exception in Rembrandt's oeuvre in as 

much as it is a direct study (in. reverse) for the etching of 

the same subject (B. 232, H. 203). Ifin general Rembrandt's 

studies of those landscape motifs which he also etched differ 

greatly from the prints and should be considered indepen

dent rather than preparatory studies, in this case Rembrandt 

relied heavily on the drawing . The changes consist mainly 

of a reduction of the large tree , a reformulation of the space 
in front and to the sides of the cottage, and, above all, of an 

intensification of the contrasts of the light fence and its 

darker surroundings, which gave the etching its name . 

Christopher White solved the differences of opinion m 

dating the etching either to 1642 or 1652 by establishing 
that in fact it was made in 1648. The drawing dates from 

the same time. 

I20 Landscape with Farm Buildings and High Embankment 

Museum of Art, Rhode Island School ofDesign,Jesse Met

calf and Mary B. Jackson Funds, Providence 

Pen and brown ink and brown wash; verso: black chalk, 

145 X 260 mm . Ill . p . 218 



DATE [ca. 1645-50]. 

PROVENANCE Friedrich August II of Saxony (L. 971 ). 

EXHIBITIONS Worcester, Mass., Worcester Art Museum, 

The Practice of Drawing, 1951-52, no . 63; New York / 

Cambridge, Mass. 1960, no. 46, pl. 40; Utica / Rochester 

1963, no. 24 [illustrated]; New Orleans 1964, no . 17. 

BIBLIOGRAPHY HdG 322; W. von Seidlitz, in Repertorium fur 

Kunstwissenschaft, XVII, 1894, p. 125 [as by Rembrandt]; 

Lippmann IV, no. 21; Lugt 1920, pp. 141- 42, fig . 89 
[probably not by Rembrandt]; Freise and Wichmann, III, 

no. 130 (ca. 1650-60]; Benesch 1935, p. 41 (ca. 1647- 50]; 
H. Schwarz, "A Drawing by Rembrandt", Museum Notes 

... Providence, VII, no. 2, November 1949 (full discussion; 

ca. 1645-5 0, closer to 1650]; Benesch IV, no. 831, figs. 

982-8 3 (ca. 1648]; Slive 1965, no. 464 and underno. II7. 

The location of the cottages and country house of which a 

chimney or tower is visible above the trees has not been 

identified . Frits Lugt thought of one of the farms near the 

Diemerdijk, Heinrich Schwarz ofHuis Kostverloren on the 

Amstel River. Rembrandt made a second drawing of the 

same spot from a standpoint a littl e more to the right and 

farther back (British Museum; B. 832, fig. 985). In the 

Providence sketch, he used a broader pen, and the two 

studies were not necessarily done on the same trip. It is 

possible that the Providence sketch , the bolder of the two, 

is to be dated a few years after the more precisely executed 

British Museum sketch, perhaps at the end of the 164o's. 

On the reverse Rembrandt sketched, with black chalk, trees 
near a fence or bridge. 

I 2 I Landscape with a Drawbridge* 

Albertina, Vienna II/ . p. 218 

Pen and brown ink and brown wash, 156 X 268 mm. 

INSCRIPTION Annotated at the bottom: Rimbrandt 16. 

DATE [ca. 1648-5 0]. 

EXHIBITION Vienna 1936, no. 45 (acc. to Benesch by pupil, 

ca. 1647 J; Stockholm 1956, no. 137; Rotterdam / Amster

dam 1956, no. 147; Vienna 1956, no. Sr. 

BIBLIOGRAPHY Schonbrunner and Meder 688; HdG 1487; 

Benesch IV, no. 851, fig. 999 (as Rembrandt , ca. 1648-5 0]. 

The drawing belongs to a small group of freely invented 

landscapes probably sketched about 1650, which have 

characteristics in common both with drawings by Rem

brandt of that period and also with drawings of Van 

Borssum and Furnerius. This drawing is probably by 

Rembrandt and represents the style which the other two 
artists adapted as a point of departure for their own work. 

122 The Supper at Emmaus: The Vanishing of Christ 

The Syndics of the Fitzwilliam Museum, Cambridge 

Pen and brown ink and brown wash, heightened with 

white, 198 X 183 mm. Ill. p. 219 

DATE [ca. 1648-49] . 

PROVENANCE Frans van de Velde (sale Amsterdam ,January 

16, 1775); possibly sale Simon Fokke, December 6, 1784; 

possibly W. P. Kops (sale Haarlem , March 14, 1808); pos

sibly J. Goll van Frankenstein (sale July 1, 1833);]. L. C. 

van den Berch van Heemstede, Amsterdam (sale Amster

dam, F. Muller, January 19, 1904, lot 291 [illustrated]); 

possibly Edward Cichorius; (?Eisler, sale London, Christie); 

Ch. Ricketts and Ch. Shannon. 

EXHIBITIONS Leiden 1850; London 1929, no. 589; London 

1938, no. 554; Cambridge 1966, no. 4 (see bibliography]; 

Tokyo/Kyoto 1968, no. 19. 

BIBLIOGRAPHY C. Hofstede de Groot, "Arnold Houbraken" 

.. . , in Q11elle11st11dien z1 1r hollandischen Kunstgeschichte, I, 

1893, p . 193 [on etching in Houbrak en and variants]; Onze 
K1111st, 1904, p . 91; Hind 1915, under no. 137; A. M. Hind, 

in Vasari Society, 2nd series, 1920, no. 7; F. Wichmann , in 

Festschrijt f11r Adolph Goldschmidt, 1923, p. 103; Lugt 1927, 
p. 29, under no. 63 [by Rembrandt]; A. M. Hind, in Old 

Master Drawings, III, 1928, p. 42; Valentiner 1934, no. 528 

[ca. 1645]; A. M. Hind , Rembrandt, 1932, p. 64, pl. XLIII; 

Stechow 1934, p. 337, fig. 4 [shortly before 1648; first repre
sentation of Christ's disappearance as appearance of light]; 

Van Regteren Altena 1948-49, p. IO, fig. 9; H.-M . Roter
mund, "Begegnungen mit dem Auferstandenen", Die Neue 

Schau, March 1951, p. 62 [illustrated on cover]; Rotermund 

1952, p. 103, pl. 19e; Slive 1953, p. 178, note 3, p. 179, note 
1, fig. 43; Benesch IV, C 47, fig. 1017 [probably pupil's copy 
after lost original of ca. 1648- 49 J; Rosenberg 1959, p. II6 
[by Rembrandt]; Van Gelder 1961, p. 150 [not copy] ; 

Rotermund 1963, pp. 266- 67, fig. 245; Gantner 1964, pp. 

126- 29, fig. 34; Cormack 1966, no. 4 (with full discussion]. 

In this drawing Rembrandt represented the disappearance 

of Christ which immediately followed His recognition by 

His disciples: "And their eyes were opened and they recog
nized him; and he vanished out of their sight." (Luke 

24: 3 1). It was the first time in the long history of represen-
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tations of the Supper at Emmaus that the disappearance of 

Christ was depicted by showing only the light that ema
nated from Him. This unprecedented interpretation of the 

scene was copied and reproduced various times, but only 
once an artist took up the challenge to formulate a similar 

interpretation of the event . Jan Steen did the latter in his 

painting in the Rijksmuseum, Amsterdam . 

In his compilation of biographies of Dutch artists , De 

Grote Schouburgh der Nederlantsche Konstschi/ders . .. (Vol. 

I, opposite p. 258), Arnold Houbraken included an etching 

after a work of Rembrandt of the same subject and com

position . This etching which generally is attributed to 
Houbraken himself, may be based on this drawing but 

could also reproduce a painting . In that case the Cambridge 

drawing should be considered a study for a lost painting. 

This interpretation of The Supper at Emmaus was very 
popular in the eighteenth century. The etching in Hou 

braken' s book is one of its very few illustrations other than 

portraits of artists discussed, and the Fitzwilliam drawing 

was reproduced twice more: J. Buys made an etching of it 

in 1765, and a color print appeared in Ploos van Amstel's 

Collection d'Imitations de Dessins . .. (ed. Josi , Vol. I, Lon

don, 1821). Except for a drawing in Dresden which prob

ably is a varian t of the Cambridge drawing by one of 

Rembr andt's pupils (Hoogstraten ?; Wichmann, fig. 3), 

other variants are more likely based on the etching in 

Houbraken (London; Collection Dutuit, Paris) . A third 

variant is in Edinburgh . 

In spite of Benesch' s opinion to the contrary, the drawing 

seems to be a work of Rembrandt , as most Rembrandt 

scholars think (Lugt, Stechow, Van Regteren Altena, 

Rosenberg , Van Gelder and others). Around 1645- 48, 
Rembrandt made a number of drawings characterized by a 

somewhat awkward angularity of line which disturbed 

Benesch in this Supper at Emmaus (B. 599, 600, 630, 753). 

I 2 3 Tobias and His Wife Sara Praying* 

The Metropolitan Museum of Art, Rogers Fund, 1906 

Pen and brush and brown ink, corrected with white, 174 X 

237 mm. Ill . p. 220 

DATE (ca. 1648-50]. 

PROVENANCE Sir Joshua Reynolds (L. 2364) ; W. Esdaile 

(L. 2617 ; annotated on the reverse in Esdaile's hand: 1798 

Sr Jos Reynolds colln WE. P 84 Rembrandt). 

EXHIBITIONS New York, Metropolitan Museum, 1918, no . 

58; New York / Cambridge , Mass. 1960, no. 44, pl. 38. 

BIBLIOGRAPHY "The Collection of Drawings", Metropolitan 
Museum Bulletin, I, 1905- 06, p. 160 (illustrated] ; G. S. Hell

man, in The Print Collector's Quarterly, V, 1915, p. 387; 

W . R. Valentiner, in Kunst 11nd Kunst/er, XXII , 1924, p. 19; 

Valentiner 1925, no . 242 (ca. 1650]; W. M . Ivins, The Un
seen R embrandt, New York 1942, pl. 41; William M. Ivins, in 

Metropolitan Museum of A rt Bulletin, XXXVII, no . 1, 1942, 

p. 14 (illustrated J; European Drawings from the Collection of 
the Metropolitan Museum, I, 1943, no. 12; Benesch III, no. 

633, fig . 767 (ca. 1648- 50J;Julius S. Held, Rembrandt and 
the Book of Tobit (Gehenna Essays in Art , 2 ), [Northampton, 

Mass.], 1964, pp. 13- 14, fig. 17; Roger-Marx 1960, p . 196, 
fig. 60 d ; Sumowski 1961, p . 13 [lists copy in Rotterdam]. 

As Julius Held pointed out, Rembrandt illustrated the Book 
of Tobit more often than any other biblical text of com

parable length . This drawing illustra tes the events of the 

wedding night . Sara's seven previous husbands had died on 

their wedding nights, but now the demon flies off, ex

pulsed by the burning of the heart and the liver of the fish 

brought by Tobias. "His depa rture goes unnoticed by the 

young couple, who devoutly pray for delivery" (Held, p. 
13 ) . Rembrandt stressed in this drawing the delicate rela

tionship between Sara and Tobias in a situation of suspense, 

and their absolute submission to the will of God in their 

concerted prayers . Although the episode is not mentioned 
in the Book of Tobit , the man visible through a door open

ing at the left might be Sara's father Raguel, concerned 

about the fate of his new son-in-law . 

124 Jae/ and Sisera 

The Visitors of the Ashmolean Museum, Oxford 

Pen and brown ink, border-line by a later hand, 173 X 254 

mm. Ill . p . 22 2 

DATE [ca. 1650]. 

PROVENANCE Viscount Fitzharris (sale London, Christie, 

April 21, 1950, lot 90). 

EXHIBITIONS Rotterdam/ Amsterdam 1956, no. 139. 

BIBLIOGRAPHY [K. T . Parker], Report of the Visitors of the 
Ashmolean Museum, 1950, p. 54, pl. XI; Benesch III, no. 

622a, fig . 754 (ca. 1648- 49]; Benesch 1960, p. 153, no . 53, 
fig. 53; A. E. Popham , in Burlington Magazine, CIV, 1962, 

p. 70; Rotermund 1963, p. 91, fig . 77; S. Slive, "Recon

sideration of some rejected Rembrandt drawings", Art 

Quarterly, XXVII, 1964, p . 294, fig. 21. 

Although according to the story in the Bible (Judges: 4) 

Jae! nailed Sisera to the floor of her tent, Rembrandt placed 



the scene in the interior of a room with an arched window, 

and the slain soldier on a bed. The oval object hanging 
above him is probably his shield which he hung on the wall 

before falling asleep. Rembrandt "used a whirlwind of furi

ous strokes as he sought for the most effective way to depict 

the thrashing arms and legs of a man being murdered by a 

woman powerful enough to drive a nail through his head" 

(Slive 1964). The figures resemble those of Cain and Abel 

in the drawing Abel Slain By Cain in Copenhagen (B. 860). 

Both were probably made about 1650. 

125 The "Diemerdij"k" with the Village Houtewael 

Museum Boymans-van Beuningen, Rotterdam Ill. p. 221 

Pen and brown ink and brown and gray wash, 132 X 182 

mm. 

DATE [ca. 1651]. 

PROVENANCE J.P. Zoomer (L. 15u); Lady H.F. Wilson; 

Cte de Robiano (sale Amsterdam , F. Muller & Co., June 

15- 16, 1926, no. 438); F. Koenigs, Haarlem. 

EXHIBITIONS Dusseldorf , Kunstverein, 1929, no. 8 5; Berlin 

1930, no. 3 39; Amsterdam 1932, no. 303 [ca. 1650 J; Rotter

dam 1934, no . 96; Rotterdam 1938, no. 321; Brunswick 

1948, no. 36; Dijon 1950, no. 84; Rotterdam 1952, no. 44; 
Rotterd am/ Amsterdam 1956, no. 166; Vienna 1956, no . 90. 

BIBLIOGRAPHY A. M. H[ind], in Vasari Society VII, 19u - 12, 

no. 21; Lugt 1920, pp. 134-36, fig. 83; Benesch 193 5, p. 42 
[ca. 1648-5 0]; Benesch VI, no. 1262, fig. 1488 [ca. 1651]. 

Before Amsterdam expanded in the 166o's, the hamlet 

Houtewael was situated to the east of it along the dike 

leading to Diemen. Rembrandt sketched this view standing 
on the dike, facing east. He included in the distance at the 

left some ships in the estuary of the river IJ. The gray wash 

was added later by another hand in an effort to "complete" 

the drawing . 

126 The "Rijnpoort" at Rhenen 

Devonshire Collection, Chatsworth 

Pen and blackish-brown ink and slight brown wash, rubbed 

with the finger , 120 X 176 mm. Ill. p. 221 

DATE [ca. 1652-53]. 

PROVENANCE N. A. Flinck (L. 959). 

EXHIBITIONS Stockholm 1956, no. 144; Washington, D.C. 

et al. 1962 /63, no. 95 [illustrated]. 

BIBLIOGRAPHY Lippmann I, 72; HdG 857; Lugt 1920, p . 161. 
fig . u6 [possibly one trip, taken between 1650 and 1660 J; 
Max Eisler, R embrandt als Landschajter, Munich, 1918, pp. 

94, 96; Neumann 1919, p. 9; Hell 1930, pp. 35 and 102 [ca. 

1652 J; Lugt 193 3, under no . u98; Benesch 193 5, p. 41 [ca. 
1647, first group of architectural views]; G. Wimmer, 

Rembrandts Landschajtszeichnungen, Frankfurt, 1935, pp. 43, 

48; Henkel 1942, p. 39, under no . 77; Benesch 1947, under 

no. 219; Benesch VI, no. 1301, fig . 1531 [ca. 1652- 53, sec
ond group of architectural views; cf. also Benesch IV, no. 

823 for discussion of whole group J; F. Winzinger, Rem
brandt Landschajtszeichnungen, Baden -Baden, 1953, under 

no. 4; Begemann 1961, p. 56; [F. Thompson 1962], no . 

1043 [illustrated]; Scheidig 1962, p. 55, fig. 96; Slive 1965, 

no. 72 [ca. 1648]. 

In studies of buildings and architecture Rembrandt pre
ferred two distinct categories, namely rural buildings 

(farms, windmills) and historical structures (churches, city 

gates, fortifications), while he rarely sketched contemporary 

buildings. Rembrandt's associations with the architecture of 

the past probably were closely related to his interpretation 

of historical scenes. 

The several studies of medieval town gates and walls of 

Rhenen belong to Rembrandt's most impressive architec 

tural drawings. His representations of the "Rijnpoort", seen 

from within the city, are also of topographical interest be

cause the gate was destroyed by the French shortly after 

Rembrandt had sketched it (1673). 

It is not known whether Rembrandt visited the provinces 

of Utrecht and Gelderland once or several times, but it 

seems quite possible that he passed through Rhenen more 

than once . On stylistic grounds it seems certain that the 

drawing exhibited here was done during the same visit as 

another view of the "Rijnpoort" drawn from a standpoint a 

little closer and a little to the left, in the Louvre (B. 1300, 

fig. 1530 ), and the Town Gate in the British Museum (B. 
1304, fig. 1534). As Lugt pointed out , the shadows indicate 
that Rembrandt made the Louvre sketch early in the morn

ing and the one here exhibited late in the afternoon. 

Benesch in 1957 assumed that Rembrandt made two trips, 

one in 1647- 48, the second one in 1652-53, and counted 

the Chatsworth drawing among those done during the 

second trip. 

127 Two Indian Noblemen of the Mughal Court: Abd a/

Rahim Khan and a Falconer* 

The Pierpont Morgan Library, New York 
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Pen and brown ink and brown wash with touches of red 
chalk wash and red and yellow chalk and some white 
gouache (in turban and skirt of right figure ), on oriental 

paper, 191 X 234 mm. Ill. p . 222 

DATE (ca. 1650-56]. 

PROVENANCE J. Richardson, Sen. (L. 2184); Goll van 
Franckenstein?; Earl of Aylesford (L. 58); C. Fairfax Mur

ray; J. Pierpont Morgan. 

EXHIBITIONS Paris 1908, no. 428; New York, Metropolitan 
Museum, 1918, no. 29; New York / Cambridge, Mass. 

1960, no. 62, pl. 5 5. 

BIBLIOGRAPHY Fairfax Murray I, no. 208; HdG 1087; Valen

tiner 1934, no. 651; Benesch 1935, p . 56; Benesch V, no. 
1203, fig . 1429 (ca. 1654- 56]; New York / Cambridge, 
Mass. 1960, under nos. 61 and 63 (for Indian paper J; Richard 
Ettinghausen, Paintings of the Sultans and Emperors of India in 

American Collections, Lalit Kala 
Akademi, India [ 1961 ], p. 6 (illustrated]; Theodore Bowie 
et al., East-West in Art, Bloomington / London, 1966, p. 

108, fig. 204. 

This drawing is one of a series of studies after miniatures 
made by seventeenth-century Hindustani artists at the court 
of the Mughal dynasty ruling over India. Such miniatures 
were well known in Holland at the time and were found in 
various collections in which they generally were referred 
to as "drawings from Surat" or "Mogul drawings" 
("Suratse" or "Mogolse teeckeningen"). One of these 

Dutch collections ended up as part of the decorations of 
the "Millionenzimmer" in Castle Schonbrunn in Vienna. 

Rembr andt may have owned the miniatures he copied and 
in that case they perhaps were identical with the book 
"filled with curious miniature drawings", listed in the in

ventory of his belongings drawn up in 1656. 

For his free copies of Mughal Miniatures, Rembrandt chose 
what is traditionally known as 'Japan paper", i.e., an 
oriental wove paper which, according to A. Hyatt Mayor, 

recent Japanese authorities say is actually Indian. This draw
ing is one of the twenty-five Richardson Sr. had assembled 
in the eighteenth century, and of which twenty-four are 
known today. Rembrandt may have copied the two figures 
from two different miniatures; prototypes for both are 
found among the mutilated miniatures in Schonbrunn. 

Rembrandt made most of these copies at approximately the 
same time, sometime before 1656, when he etched Abraham 

and the Three Angels (B. 29, H. 286) which compositionally 
is based on one of the miniatures Rembrandt copied (B. 

II87, fig. l4II ) . 

Ettinghausen identified the archer as Abd al-Rahim Khan 
(1556- 1627), a renowned scholar, statesman, and general 
at the Mughal Court, known under the title Khan-i
Khanan. 

128 Detail from Raphael's "The Repulse of Attila" 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich
kabinett, Berlin 

Red chalk and pen and brown ink and brown wash cor
rected with white on brown paper, 190 X 317 mm.; top 

corners arched. Ill. p. 223 

DATE (ca. 1650-60]. 

BIBLIOGRAPHY Bock and Rosenberg 1930, p. 243, no. 13733 

(style of Rembrandt]; (Oskar Fischel and] A. P. Oppe, 
"Rembrandt van Rijn, The Repulse of Attila (after 

Raphael)", Old Master Drawings, XIV, 1939- 40, p . 59, pl. 
52 (as by Rembrandt]; Oskar Fischel, Raphael, London, 

1948, p. 326, pl. 299; idem, Raphael, Berlin, 1962, p. 245. 

In this drawing Rembrandt copied the central section of 
Raphael's fresco in the Stanza d'Eliodoro in the Vatican. He 
eliminated at the left the figure of Pope Leo I riding towards 
the right to meet the King of the Huns, and also St. Peter 
and St. Paul appearing above the figures; at the right he 
omitted a group of riders and warriors. Instead, he con

centrated on the figure of Attila frightened by the appari 
tion of St. Peter and St. Paul and on his immediate sur
roundings. 

Sometime before 1930 Oskar Fischel found this drawing in 
Berlin among the anonymous Italian drawings, and at
tributed it to Rembrandt . In spite of Fischel' s opinion which 
after his death was published by A. P. Oppe, the drawing 
was listed by Bock and Rosenberg as "in the style of Rem
brandt" and excluded by Benesch from his "Corpus" of 

Rembrandt drawings. Although few have supported the 
attribution to Rembrandt (Friedrich Winkler, in conversa
tion), there do not seem to be sufficient reasons to relegate 
this drawing to the anonymous followers. For the drawing 
to be evaluated properly, it should be pointed out that 
another hand added contours and details to figures and 

horses at the left with a thinner pen and ink over broad 
brush strokes. Rembrandt himself had first started the 
drawing with a little red chalk , then carried it out with pen 
and brown ink, and finally completed it by adding shadows 
and tone with brush and brown ink . 

The character of the pen lines of Rembrandt's copies after 
other works of art varies according to the example copied 



and reflects to some degree the characteristics of the proto
type, whether this was by Mantegna , or Polidoro, or a 
Mughal miniature. Whatever unusual aspects of this draw
ing may have deterred Rembrandt students from accepting 
it as a work of the artist, this copy does not differ more sub
stantially from Rembrandt's own compositions than his 
other copies do . In this case the particular characteristics of 
the drawing also may have been influenced by the proto
type used. That example unfortunately is not known, but it 
probably was a drawing (a workshop sketch [?] is in the 
Louvre, a seventeenth-century copy drawn with the brush 
and heightened with body color is in Oxford [K. T . Parker 
II, no. 663]; according to Borenius the latter is a copy of an 
early stage of the fresco). 

Another reason to accept the drawing as a work of Rem
brandt's was already found by Fischel and published in his 
posthumous book. Attila's helmet which in the fresco is 
held by an attendant, and which is difficult to make out, was 
misinterpreted in the drawing ; its visor was transformed 
into a face and the warrior thus introduced in the drawing 
(fourth figure from the left) resembles closely Rembrandt's 
Man with the Golden Helmet of ca. 1650 in Berlin. The 
resemblance may be explained as Rembrandt's reverting to 
a familiar figure when he had to interpret a difficult passage. 

I 29 The Mocking of Christ* 

The Pierpont Morgan Library, New York 

Pen and brown ink, rubbed with the finger, 155 X 215 
mm . Ill . p. 225 

DATE [ca. 1652- 55]. 

PROVENANCE Sir John Charles Robinson (L. 1433); C. Fair
fax Murray;] . Pierpont Morgan. 

EXHIBITIONS London 1899, no. 105; Paris 1908, no. 354; 
Cambridge, Fogg Museum, 1917; New York, Metropoli
tan Museum, 1918, no. 55; New York 1919; San Francisco 
1920, no . 374; Cambridge, Fogg Museum, 1922; New 
York, Wildenstein and Co. , 1950, no. 36; New York, 
Metropolitan Museum, 1952; New York, Pierpont Morgan 
Library, 1957, no. 96; New York, Knoedler and Co., 1959, 
p. 55, pl. 28; New York / Cambridge, Mass. 1960, no . 59, 
pl. 52; Minneapolis, Minneapolis Institute of Arts, Fiftieth 
Anniversary Exhibition, 1915-1965, 1965-66. 

BIBLIOGRAPHY Fairfax Murray I, no. 189; Valentiner 1934, 
no . 476 [mid-fifties] ; Benesch 1935, p. 51; Tietze 1947, no. 
68; Benesch V, no. 920, fig. rr31 (ca. 1652-53]; Begemann 
1961, p. 86 [close to B. rooo, fig . 1214]; Malcolm Vaughan, 

"Master Drawings: a Royal Occasion", Connoisseur Year 
Book, 1961, p. 29 (illustrated]; Rotermund 1963, pp . 262-

63, fig. 227. 

Rembrandt essentially followed Matthew 27: 27-29: "Then 
the soldiers of the governor took Jesus into the common 
hall, and gathered unto him the whole band of soldiers. 
And they stripped him, and put on him a scarlet robe. And 
when they had plaited a crown of thorns , they put it upon 
his head, and a reed in his right hand: and they bowed the 
knee before him, and mocked him, saying, Hail, King 
of the Jews!" The main difference between Rembrandt's 
representation of the event and the biblical text is the fact 
that Christ's upper body is uncovered. Undoubtedly the 
artist was influenced by the pictorial tradition of "The Man 
of Sorrows Seated", a subject especially common in Ger
man and Netherlandish art ("Christus op de koude steen"). 
In another drawing Rembrandt represented Christ draped 
in "a scarlet robe", and in that case the attitude of Christ 
resting his head on his hand is also derived from that same 
tradition ( drawing formerly in the Leon Bonnat Collection, 
sale London, Sotheby, Dec. ro, 1968; B. 1024, fig. 1238). 

I 3 0 The Prophet Elisha and the Widow with Her Sons 

Private Collection 

Pen and brown ink, 172 X 254 mm. Ill. p. 224 

DATE (ca. 1653-57]. 

PROVENANCE Artaria:J. C. Klinkosch (sale Vienna , Wawra, 
April ro, 1889, no. 7rr ); The Prince of Liechtenstein. 

BIBLIOGRAPHY HdG 1502; Schonbrunner and Meder 853; 
Valentiner 1925, no. 188 (important composition ; execution 
somewhat insecure]; E. W. Bredt, Rembrandt-Bibel, 1927, I, 
p. I21; Benesch 1935, p . 62 (late fifties]; Benesch 1947, no . 
259; Benesch V, no. 1027, fig. 1240 (ca. 1657 J; Sumowski 
1957-58, pp. 232 and 237 (drawing by Rembrandt; used 
for painting attributed to Barent Fabritius J; Sumowski 
1961, p. 19 (copy]; Sumowski 1964, p. 33 [lists copy in 
Diisseldorf] ; Sumowski 1964, p. 247 [drawing according 
to reproduction a copy; painting of 165o's based on it is by 
anonymous pupil]; White 1969, p. 222 ( 1657? compares 
with St. Francis etching ; Italianate landscape]. 

The prophet Elisha has listened to the complaints of the 
widow who has no more left than one pot of oil and whose 
sons are wanted as bondsmen by her creditor. Replying 
"What shall I do for thee?" he advises her to return home 
and fill all the vessels she can borrow with oil which 
miraculously suffices (II Kings 4: 1-3). 

173 
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As he preferred to do in the 165o's in his etchings as well as 

in his drawings, Rembrandt placed the figures in front of 

a mountainous landscape influenced by Venetian examples, 

particularly of Titian. In this case the setting with trees at 
the right, hills with buildings in the middle, and a bridge in 

a valley at the left is particularly reminiscent of the etching 

St. Jerome Reading, in an Italian Landscape (B . ro4, H . 267) of 

about 1653. 

For the setting, and also for similar characteristics of lines, 

this drawing can be compared with the Rest on the Flight 
into Egypt, here also exhibited (no . 132). 

Sumowski mentioned a painting by a Rembrandt pupil, 

according to him Barent Fabritius, which is based on this 

drawing (sale Brussels, March 15, 1926, no. 37, as Rem

brandt), and also a mediocre copy of the drawing in Diissel

dorf (F. P. 5ro9). 

I 3 I Christ Finding the Apostles Asleep 

Sterling and Francine Clark Art Institute, Williamstown, 
Massachusetts 

Pen and brown ink and brown and grayish-brown wash, 

183 X 280 rpm. Ill. p. 225 

DATE [ca. 1655]. 

PROVENANCE R. P. Roupell, London (L. 2234);J. P. Hesel

tine, London (L. 1507); Colnaghi, London (1913). 

EXHIBITIONS Paris 1908, no. 3 53 (dimensions incorrect J; 
Williamstown, Sterling and Francine Clark Institute, 

Dutch and Flemish Masters (Exhibit Twelve), 1960, no. 424. 

BIBLIOGRAPHY E. Michel, Rembrandt, Paris, 1893, p. 584; 

Lippmann II, 36; HdG 990; Heseltine 1907, no . 79; Kruse 
1920, p . 32, under no. II, IO, fig. 37; W. Weisbach, Rem
brandt, Berlin, 1926, fig . 152; Hell 1930, pp. roo and 134-3 5; 

Bock and Rosenberg 1930, p. 227, under no. 2700; Valen

tiner 1934, no. 449; Benesch 1935, p. 55; Henkel 1942, p. 35, 
under no. 69; Benesch 1947, no. 199; Benesch V, no. 941, 
fig. II53; Egbert Haverkamp-Begemann, Standish D. 

Lawder, and Charles W. Talbot, Jr., Drawings from the 
Clark Institute, New Haven and London, 1964, no. 18, pl. 
22; A. Werner, "Rembrand t's Bible Drawings", American 

Artist, XXVIII, 1964, p. 57 (illustrated J; Slive 1965, no. 25 8; 

White 1969, p. 97, note 37. 

At various instances Rembrandt represented successive 

moments of this subject. In this drawing Christ, returning 

from His first prayer on the Mount of Olives, finds His 

disciples asleep and reproaches St. Peter, beginning with 

the words, "What, could ye not watch with me one hour?" 

(Matthew 26: 40 ). While in this drawing St. Peter is not 

yet responding, in a second version of this subject he is 

listening intensely to the pleading Christ (Berlin, B. 940, 

fig. u52). In a third drawing (Warsaw, B. 613, fig. 745), 
Christ, after the third prayer, is telling His disciples, "Rise, 

let us be going: behold, he is at hand that doth betray me" 

(Matthew 26:46). 

Of the two washes on this drawing, the brown one seems 

to have been applied by Rembrandt, while the grayish

brown one (in the trees, the landscape to the right of 

Christ, and the left foreground) probably was added later. 
The drawing should be dated to the mid-fifties. 

I 3 2 The Rest on the Flight into Egypt 

Norton Simon Foundation, Fullerton, Calif. 

Reed-pen and brown ink and some brown wash, 171 X 231 

mm . Ill . p. 226 

DATE (ca. 1655). 

PROVENANCE Sir Joshua Reynolds (L. 2364); R. Kann; A. 
Hamilton Rice; Mr. and Mrs. Louis H . Silver, Chicago. 

BIBLIOGRAPHY Valentiner 1925, no. 343 (ca. 1655]; Benesch 

1935, p. 55; Benesch V, no. 965, fig. n79 (ca. 1655]; Clark 
1968, p. II3, fig. !02. 

Like the preceding drawing, this is one of a group of draw

ings of the middle 165o's where Rembrandt represented 
religious scenes in wide, hilly landscape with distant views. 

In this Rest on the Flight into Egypt Rembrandt introduced 
a city reminiscent of traditional representations of Jerusa

lem . The landscape itself owes some of its features to Cam
pagnola and through him to Titian. 

I 3 3 Three Studies for a Deposition from the Cross 

Norton Simon Foundation, Fullerton, Calif. 

Pen and brown ink, 180 X 199 mm. Ill. p. 226 

DATE (ca. 1653-56]. 

PROVENANCE Earl of Warwick; T. Halstead ; A. Hamilton 

Rice; Mr. and Mrs. Louis H. Silver, Chicago. 

EXHIBITIONS New York/Cambridge, Mass. 1960, no. 68, pl. 

57. 

BIBLIOGRAPHY Valentiner 1934, no. 493 (ca. 1655]; Benesch 

1935, p. 55; Benesch V, no . 934, fig. n45 (ca. 1653- 54]; 



Rosenberg 1959, p. II4 (closer to Bredius 584 than H. 280] ; 
"Rembrandt Drawings from American Collections", Arts, 

XXXIV, 1960, p . 29 (illustrated]. 

Intermittently Rembrandt represented the Deposition fr om 

the Cross. First he etched and painted the subject twice in 

1633/34, then he made a drawing of it circa 1650 (B. 587, 
fig. 718) and in 1654 he etched it once more (B. 83, H. 
280 ). The present drawing probably follow ed the last 

etching and thus concludes Rembrandt's represent ation s of 
this subject. His principal aim in these three studies of the 
two figures is to define the proper relationships of heads 
and limbs, and to express the compassionate acceptance of 
the lifeless Christ . In none of the earlier representations had 
Rembrandt tried to bring the body of the dead Christ in 

such close proximity to the man lowering him. 

I 3 4 View of Diem en 

National Gallery of Art, Washington , D.C ., Rosenwald 

Collection Ill. p. 229 

Pen and brown ink and brown wash, 90 X 225 mm. 

DATE (ca. 1653- 57]. 

PROVENANCE A. Firmin-Didot, Paris; Gilhofer & Ransch
burg, Vienna; Lessing]. Rosenwald. 

EXHIBITIONS Philadelphia, Art Alliance, 1930; Worcester 

1936, no . 63; Raleigh 1956, no. 4; New York/Cambridge, 
Mass. 1960, no. 58, pl. 49; Washington, National Gallery 

of Art, 1966; Ibidem 1969, no. 34 (illustrated] . 

BIBLIOGRAPHY Tietze 1947, pl. 43; Benesch VI, no. 1360, 

fig. 1596 (ca. 1655-56]. 

This drawing shows Diemen, a village situated to the 
southwest of Amsterdam and identified by its square church 
tower. Rembrandt's position in making the sketch was on 
a road along a canal. To the viewer's right is Diemen; to 

the left a crowd of people are crossing a bridge and entering 
the village. 

Rembrandt did several drawings of Dieman around 1650 

and slightly later (B. 1229- 31, 13 II). This study has been 
cut out of a sketchbook, as the rounded bottom corner of 

the paper shows. 

I 3 5 Portrait of a Man in a Wide-Brimmed Hat 

Fogg Art Museum, A. S. Coburn and Alpheus Hyatt 
Funds, Harvard University, Cambridge, Mass. 

Reed pen and brush and brown ink, corrected with white; 

a few black chalk lines added by another hand, 184 X 157 

mm. Ill. p. 227 

DATE (ca. 1655- 60]. 

PROVENANCE F. Koenigs , Haarlem; D. G. van Beuningen , 
Rotterdam; Lukas H. Peterich, Rotterdam; C. Albert de 
Burlet, Basel. 

EXHIBITIONS New York / Cambridge, Mass. 1960, no. 71, pl. 

63. 

BIBLIOGRAPHY J. Rosenberg, "A Portrait Drawing by Rem

brandt", Fogg Art Museum, Annual Report, 1952- 53 [illus
trated; mid-fifties, close to B. n81 and u82] ;J. Rosenberg, 

in Art Quarterly, XVII, 1954, pp . 80-81; Benesch VI, no. A 
8oa, fig. 1686 [started by another artist, perhaps finished by 

Rembrandt]; Rosenberg 1959, p. II7 [by Rembrandt]; 
Van Gelder 1961, p. 150 [by Rembrandt]; Sumowski 1961, 

p. 26 [probably Maes]; Slive 1965, under no. 222 [by Rem
brandt]. 

This late portrait drawing is similar to two other half
length portrait drawings of men, both likewise wearing 
voluminous cloaks, in the Six Collection, Amsterdam, and 
in the Louvre, Paris (B. u81, fig. 1407, and B. n82, fig. 

1408). The drawing probably dates from the years 1655- 60. 
Rembrandt repeatedly changed the position of the left arm 

of the sitter and the cloak covering it. He tried various solu
tions and corrected with white, which has rubbed off to 
some extent. He also sketched the hat several times, finally 
giving it a broad shape corresponding with the wide 
silhouette of the cloak . The lines to the right of the figure 
probably indicate a table or similar object. 

Benesch's supposition that two artists were responsible for 
this drawing does not seem to be substantiated by a close 
inspection. Sumowski's attribution to Maes is understand.: 

able in as muc h as a group of drawings generally attributed 
to Maes shows similar characteristics ofline. Apart from the 
uncertainty whether Maes actually is the author of that 
group of drawings (cat. nos. 204 and 205), this similarity 
rather indicates that the artist, whether Maes or another one, 
learned from drawings such as the Fogg Portrait and related 

studies. 

I 3 6 Study of a Female Nude 

The Art Institute of Chicago, Gift of Tiffany and Margaret 

Blake Ill. p. 228 

Pen and brown ink and brown wash, 233 X 178 mm. 
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DATE [ca. 1658-61]. 

PROVENANCE M (L. 1841; perhaps Bastiaan Molewater , sale 
Rotterdam, November 14, 1833, or Moelaard, Dordrecht, 
first half eighteenth century). 

EXHIBITIONS Cambridge, Mass. 1948-49, no. 37; Rotter

dam / Amsterdam 1956, no. 235, fig . 65; New York / 
Cambridge , Mass. 1960, no . 72, pl. 64; New York 1963, 

no . 3 l, pl. 12. 

BIBLIOGRAPHY The Art Institute of Chicago Bulletin, XLIII , 

1949, p. 12 [illustrated] ; H[arold]J[oachim ], in A. Mongan , 
One Hundred Master Drawings, Cambridge, Mass. 1949, p. 
92 [illustrated] ; Benesch V. no. u27, fig. 1348 [ca. 1654-
56]; Van Gelder 1958, pl. 70 [ca. 1658- 61]; Rosenberg 1959, 
p . II5; Claude Roger-Marx, "Les Nus de Rembrandt", 
L'CEil, LXII, 1960, pp. 25-26 [illustrated]; Roger-Marx 

1960, p. 294, fig. 121d; Scheidig 1962, p. 59 and no . 137, 
fig. 137; [E. H.-B.] 1962, no. 597 [illustrated]. 

Between 1658 and 1661 Rembrandt made six etchings of 
the female nude, and at the same time a number of sketches 
with pen and brush . Much earlier in his life, around 1632, 
he had done some black chalk studies of female nudes 

(B. 191-193 , figs. 205-207) , and a number of etchings. 
Compared with the earlier nudes , the later ones are more 
painterly and show less attention to detail. 

Some of the late studies were done from the same model , 
and this particular drawing seems to represent the same fig

ure as a study in Amsterdam (B. 1u7, fig. 1339 ). In the pen 
lines the drawing is similar to R ebecca Spied upon by 
Abimelech (see cat. no . 140 ). See also the following drawing . 

I 3 7 Female Nude Seated on a Stool 

The Art Institute of Chicago, Clarence Buckingham Col

lection Ill. p. 229 

Pen and brown ink and brown wash, 2II X 174 mm. 

DATE [ca. 1658- 61 ]. 

PROVENANCE L. Corot, Ni mes (L. 1718); A. Striilin , Paris
Lausanne . 

EXHIBITIONS Bern 1937, no . 198; Rotterdam / Amsterdam 
1956, no . 237, fig. 64; New York / Cambridge , Mass. 1960, 
no . 74, pl. 66; New York 1963, no. 32. 

BIBLIO GRAPHY Societtf de reproduction des dessins de maitres, V, 
Paris, 1913, no . 29 [mark L. 1718 mistaken for that ofE. V. 
Otterson] ; Hell 1930, p. 103, note 3; De Bruijn 1932, p . 
187 [Dr. Bierens de Haan 's theory about Rembrandt 

drawing in a hospital]; Benesch 1935, p . 57; A. A. Sidorov 
Risunki starykh masterov, Moscow-Leningrad, 1940, fig . 
242; Hanna Prinz, Das Thema des weiblichen Aktes in Meister
und Schiilerzeichnungen aus Rembrandts Spiitzeit, Diss. Mar

burg, 1945, pp . 100, 126; Rosenberg 1948, I, p. 153, II, 
fig. 222; H .Joachim, in The Art Institute of Chicago Quarter
ly, XLVIII , 1954, pp . IO-II [illustrated]; Benesch V, no . 

II22, fig . 1344 [ca. 1654- 56]; Rosenberg 1959, p . II5; 
"Rembrandt Drawings from American Collection", Arts, 

XXXIV, 1960, p . 28 [illustrated] ; Roger-Marx 1960, p . 
293, fig . 121b; [Exhibition Catalogue] Brussels/ Hamburg 

1961, under no . 59; [E. H.-B .] 1962, no. 599 (illustrated]; 
A. Frankfurter, "II 'bon disegno' from Chicago", Art 

News, LXII, 1963, p. 30 [illustrated] ; Rosenberg 1964, p. 
259, fig . 222. 

This drawing belongs to the same group of studies from 
the nude as the preceding one. The same model is found 
once more in a drawing where she is seen from the back, 
slightly turned to the right, sitting on a low stool in front 
of a stove . Both drawings are related to Rembrandt's etch

ing of a Woman Sitting Half Dressed beside a Stove (H. 296) 
dated 1658. Since one of the impressions of this etching is 
inscribed voor't Chirurgijnsgild ("for the Surgeon's Guild") , 
and since in the first state of the etching, the woman seems 
to show symptoms of a disease diagnosed by Dr.]. C.]. 
Bierens de Haan, the latter suggested that the woman might 
have been a patient in a hospital. As many of Rembrandt's 

friends were doctors, it would not be surprising to find him 
sketching from life in a hospital ward. 

This and the preceding drawing are among the few of the 
many related studies from the nude which were not re
touched by a later hand . Apparently when many of these 
studies were still part of one collection , they were "com
pleted" by a rather heavy brush with darker brown ink 

(for instance, B. u28, fig . 1349; II43, fig. 1367; u44, fig. 

1368; II46 , fig. 1370; II47, fig. 1371). 

I 3 8 Study of a Franciscan Monk 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich
kabinett, Berlin 

Pen and brown ink and brown wash corrected with white , 

touches of red chalk at the bottom, 270 X 191 mm .; top 

corners arched. Ill. p. 22 7 

DATE [ca. 1658-61]. 

PROVEN ANCE]. Richardson Sen. (L. 2184); Ch . Rogers (L. 
624); Von Rumohr. 



EXHIBITIONS Berlin 1968, no . 8 [as Rembrandt] . 

BIBLIOGRAPHY Charles Rogers, A Collection of Prints in Imita
tion of Drawings etc., II, London, 1778, 220 [reproduced in 
etching by W.W. Ryland; as Rembrandt]; R. Weigel, Die 
Werke der Maler in ihren Handzeichnungen, Leipzig, 1865, p. 
641, no. 73 [probably Lievens]; Bock and Rosenberg 1930, 
p. 239, no. 13 785 [probably old copy]; Lugt 1931, p. 62 
[good school drawing]; Sumowski 1964, pp. 243- 44, fig. 13 
[by Rembrandt, ca. 1655]. 

Although this drawing in the past has been considered as a 
work of Lievens, as a copy or a school drawing, it seems a 
characteristic drawing by Rembrandt himself, as was first 
suggested by Valentiner (note on mount) and subsequently 
substantiated by Sumowski. There are indeed such close 
similarities with Rembrandt's studies of nudes of the years 
1658-61 that it is difficult to doubt his authorship . To be 
compared are particularly the studies of seated nudes in 
Munich (B. no7), Rotterdam (B. u21) and Chicago 
(B. u22, here exhibited under no. 137), and also the draw
ing Woman Looking out of a Window in the Louvre (B. 
1099). In all these drawings the modeling is done in a 
similar way with few, often angular lines, while shadows 
and tone are indicated with broadly applied brush strokes. 

The drawing seems to date from the same years. It was 
also at that time that Rembrandt painted monks (A Fran
ciscan Monk, London, 1655 or slightly later; Titus (?) in 
Franciscan Habit, Amsterdam, 1660; A Franciscan, Helsinki, 
1661 ). The barefooted friar of this drawing wears the same 
hood as the monks of the Amsterdam and Helsinki paint
ings, and therefore probably also is a Franciscan. 

IJ9 Noah's Ark 

The Art Institute of Chicago, Clarence Buckingham Col
lection Ill . p . 230 

Reed pen and brown ink and brown wash, 199 X 243 mm. 

DATE [ ca. 1660]. 

PROVENANCE Alliance des Arts, Paris ; F. van den Zande (?) 
(sale Paris, April 30, 1855, no. 3042); Marquis de Biron 
(sale Paris,June 9-II, 1914, no . 50 [illustrated]; P. Mathey, 
Paris; A. Strolin , Paris-Lausanne. 

EXHIBITIONS Bern 1937, no . 204; Rotterdam/Amsterdam 
1956, no. 248, pl. 68; New York /Cambridge, Mass. 1960, 
no. 75, pl. 68; New York 1963, no. 33, pl. 13b;Jerusalem 
1965, no. 3 [illustrated]. 

BIBLIOGRAPHY E. Dutuit, Tableaux et dessins de Rembrandt 
... Supplement . .. , 1885, p . 105 ["La Synagogue des 
Juifs"]; Valentiner 1925, no. 6 [ca. 1660]; Hell 1930, p. 105; 
Benesch 1935, p. 62 [ 1656- 59]; Rosenberg 1948, I, p. 213, II, 
fig. 278; H .Joachim, in The Art Institute of Chicago Quarterly 
XLVIII, 1954, pp . 12- 13 [illustrated]; Benesch V, no . 1045, 
fig. 1261 [ca. 1659- 60]; Rosenberg 1959, p. no; [E. H .-B.] 
1962, no. 597 [illustrated J; Scheidig 1962, p. 67, no . 170, 
fig. 170; Rotermund 1963, p. IO, fig. 6; Rosenberg 1964 
p. 341, fig. 278. 

In contrast to the usual representations of Noah's Ark, 
Rembrandt did not show the animals embarking, but pre
ferred to stress the human element. Taking as his text 
Genesis 7: 7, he represented the moment in which "Noah 
went in, and his sons, and his wife, and his sons' wives with 
him", before the animals entered "two and two". The 
figures in the foreground at the left are probably two of 
those whom God destroyed because of their wickedness. 
Rembrandt imagined them watching Noah and his rela
tives embark, unaware of their fate and that of all living 
creatures. The small stooped figure standing at the top of 
the stairs is probably the six-hundred-year-old Noah. 

The very broad pen lines point to the years around 1660. 

I 40 Isaac and Rebecca Spied upon by Abimelech 

Private Collection, New York 

Pen and brown ink, corrected with white (partly oxidized), 

145 X 185 mm . Ill. p. 231 

DATE [early 166o's]. 

PROVENANCE Ludwig Richter; Eduard Cichorius (sale Leip
zig, May 5, 1908, no. 581); Oscar Huldschinsky; W. R. 
Valentiner (sale Amsterdam, October 25, 1932, no. II). 

EXHIBITIONS Amsterdam 1936, no. 202; Rotterdam 1938, 
no. 327; Cambridge, Mass. 1948- 49, no. 38; Rotterdam/ 
Amsterdam 1956, no. 210, fig. 63; New York /Cambridge, 
Mass. 1960, no. 76, pl. 69;Jerusalem 1965, no. 18. 

BIBLIOGRAPHY W. R. Valentiner, in Kunst und Kiinstler, 
XXII, 1924, p . 18 [as Tobias and Sara]; H. Swarzenski and 
E. Schilling, Handzeichnunger alter Meister aus deutschem 
Privatbesitz, Frankfurt, 1924, no. 47; Valentiner 1925, no. 
243 [ca. 1667; Isaac and Rebecca?]; Kauffmann 1926, p. 158 
[Isaac and Rebecca]; Hell 1930, pp. 130-31; Benesch 193 5, 
pp. 56, 68 [ca. 1653-55]; Tietze 1947, no. 70, p. 140; Rosen
berg 1948, I, pp. 67-68, II, fig. n4 [early fifties, Isaac and 
Rebecca; couple in painting portrayed as Jacob and Rachel]; 
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J. R(osenberg], in A. Mongan, One Hundred Master Draw
ings, Cambridge, Mass., 1949, p. 88; Benesch V, no. 988, 
fig. 1202 (ca. 1655-56]; C. Muller Hofstede, in Kunst
chronik, X, 1957, pp. 147-48; W. R. Valentiner, in Fest
schrift Kurt Bauch, Munich, 1957, p. 228; Sumowski 1957-
58, pp. 225- 26 (dating in sixties more likely; comparable 
in pen lines to B. 1057]; Roger-Marx 1960, p. 330, fig. 
152a; Begemann 1961, p. 86 (probably after 1660], Rosen
berg 1964, p. 128, fig. 114; Clark 1968, pp. 140- 41, fig. 133; 
Gerson 1968, pp . 132, 420, 502, illustrated p. 421, fig. a. 

King Abimelech discovers that Rebecca is not Isaac's sister 
as Isaac had pretended ( Genesis 26 : 8). 

Rembrandt drew the head of Isaac twice; he subsequently 
deleted the first version and also deleted the foliage at the 
right. Rembrandt used the composition of this drawing 
for his painting The Jewish Bride in which he portrayed 
a bridal pair in biblical guise, either as Jacob and Rachel or 
as Tobias and Sara. The drawing is not necessarily made as 
a study for the painting, but may very well have preceded 
the painting by a short time only . In that case it would date 
from the early 166o's. 

I 4 I The Meeting of Christ with Martha and Mary after the 
Death of Lazarus 

The Cleveland Museum of Art. Purchase, Leonard C. 

Hanna Jr. Bequest 

Reed pen and brown ink, corrected with white , 174 X 208 
mm. Ill. p. 231 

DATE (ca. 1662- 65]. 

PROVENANCE E. V. Utterson (L. 909 ). 

BIBLIOGRAPHY 0. Benesch, "A Drawing by Rembrandt 
from His Last Years", Bulletin of the Cleveland Museum of 
Art, L, March, 1963, pp. 42-45 (illustrated]; idem, "Ueber 
den Werdegang einer Komposition Rembrandts", Bulletin 
du Musee Hongrois des Beaux-Arts, XXII, 1963, pp. 86- 87, 

fig. 47; Benesch 1964, pp. 140- 41, fig. 37. 

Although knowing that Lazarus was ill, Jesus left Bethany 
to go to Judaea. After his return to Bethany, Mary came to 
Him and "fell down at his feet, saying unto Him, Lord, if 
thou hadst been here, my brother had not died" (John 
rr: 33). This is the moment Rembrandt represented in this 
drawing. Behind Jesus two disciples bow their heads in 
mourning; Martha kneels before Jesus; at the right Jews 
accompanymg Martha and Mary listen and discuss the 
tragic events . 

This representation of Mary's complaint and sorrow and 
her trust in Jesus is Rembrandt's last-known formulation 
of a subject that he had treated in greater detail- although 
not more eloquently - in The Hundred Guilder Print. 

Various times Rembrandt changed and corrected the figure 
of Martha , especially the position of her head and praying 
hands, and deleted a man standing behind her. The drawing 
is one of the very few late religious and mythological sub
jects characterized by broad reed pen lines ( St. Peter at the 
Deathbed of Tabitha, Diana and Actaeon, both Dresden) . All 
three date from ca. 1662- 1665. 

DRAWINGS BY PUPILS, CORRECTED BY 
REMBRANDT 

I 42 The Annunciation 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich
kabinett, Berlin 

Pen and brown ink and red chalk and brown and gray 
wash corrected with white, 173 X 23 l mm. Ill . p. 233 

PROVE NANCE Sir Joshua Reynolds (L. 2364); Th. Hudson 
(L. 2432); Sir Thomas Lawrence (L. 2445); W. Esdaile (L. 
2617); Ch . S. Bale. 

EXHIBITIONS Berlin 1930, no . 276. 

BIBLIOGRAPHY HdG 47 (pupil corrected by Rembrandt J; 
Neumann 1918, pp . rr5 - 19, fig. 40 (Rembrandt corrected 
his own drawing]; Lilienfeld 3 3 (Maes or Fabritius J; 
Valentiner 1925, no . 288 (pupil, corrected by Rembrandt]; 
Falck 1924, pp . 192- 93 (illustrated; C. van Renesse, cor
rected by Rembrandt]; Bock and Rosenberg 1930, p. 224, 
Inv. no. 2313, pl. 149; A. M. Hind, Rembrandt, Norton Lec
tures, Cambridge, Mass., 1932, pl. XII; Benesch 1935, p. 51; 
Mi.inz 1935, pp. 213-14, figs. 157, 160- 162; Benesch 1947, 
no. 188; Rosenberg 1948, p . 180; Michael Walichi, in 
Biuletyn historii sztuki, XVI , 1954, p. 244, fig. 8; Benesch 
VI, no. 1372, fig. 1606 (by Van Renesse, corrected by Rem
brandt ca. 1652]; Sumowski 1957-58, p. 234, fig. 65; 
Sumowski 1964, p . 33, footnote 4 [lists copy in Braun
schweig]; Sumowski 1964, p. 244; Benesch 1964, p. 131; 
Sumowski P 1965, p. 253, fig. 8. 

No other drawing by any of Rembr andt's pupils was cor
rected as drastically and meaningfully as this Annunciation. 
The pupil sketched the angel on the same scale as the Virgin 
Mary , and tried to express his supernatural character by 
surrounding him with light and equipping him with large 
wings. Rembrandt obtained the effect more convincingly 
by increasing the size of the angel while reducing the wings. 



By turning the body of the angel and letting only his head 
face the Virgin, Rembrandt gave the figure a fleeting in
stead of a static appearance. Rembrandt also increased the 
lectern, thus expressing more clearly the concept of the 
Virgin of Humility, and clearly defined the closed shutters 
stressing her seclusion from the world. 

As most of Rembrandt's corrections of pupils ' drawings 

these date from the early fifties. The similarities with signed 
drawings (Daniel in the Lions' Den, 1652, Rotterdam; St. 
Jerome, 1652, Haarlem) and with others which certainly 
were made by Van Renesse (The Judgment of Solomon, ex
Reidinger Collection) are such that the Annunciation may 
be considered a work of his. 

I 4 3 The Departure of Benjamin for Egypt 

Teylers Museum, Haarlem 

Pen and brush and brown ink , corrected with wh ite, 190 X 

290 mm. Ill. p. 232 

DATE (ca. 1650]. 

PROVENANCE Goll van Franckenstein;J. de Vos Sen.; Men
des de Leon; De Kat. 

EXHIBITIONS London 1929, no. 633; Haarlem 1951, no. 176. 

BIBLIOGRAPHY H.J. Scholten, Catalogue raisonne des dessins, 
Musee Teyler a Haar/em, Haarlem, 1904, p. 105, no. 45; 
HdG 1317; Lippmann IV, 90; C. Hofstede de Groot, in 

Oud-Holland, XLI, 1923-24, before p. 97; H. Buisman, 
Teyler Museum, Handzeichnungen alter Meister der hollandi
schen Schule, Leipzig, 1924, no . II; Valentiner 1925, no . II9 
(ca. 1656]; W. R. Valentiner, in Art Bulletin, XIV, 1932, p . 
232, fig. 33 (invention of Rembrandt, open to discussion 
whether entirely autograph or only touched up by Rem

brandt J; Lugt 1933, under no . 1275 (first stage similar to 
drawings attributed to Barent Fabritius]; Benesch 1935, p. 

43 (Barent Fabritius?; end of 164o's J; Henkel 1942, p. 80, 
under no. 1; Benesch IV, no . 856, fig. 1004 [Barent Fabri

tius; date of corrections 1648- 50 J; Sumowski 1957-58, p. 
237; Pont 1958, pp. 94 and 129 [first stage of drawing not 
by Barent Fabritius; attr. painting to Constantijn van 
Renesse], "Stellingen" VI (considers Nicolaes Maes]; 

Sumowski 1959, p. 292; Sumowski 1961, p . 15 (attribution 
of first stage to Fabritius uncertain; second copy at sale 

Aachen (Lempertz), R. Bonneval, December 18, 1907, no. 

183 J; Slive 1965, no. 540. 

Jacob reluctantly agrees to send the young Benjamin to 
Egypt and tells his brothers who will accompany him to 
take fruits and balm and other presents for the King of 

Egypt (Genesis 43: II - 13). While he gives these instruc
tions, a servant carries goods to the standing donkey. 

Rembrandt vigorously corrected and strengthened the 
drawing of a pupil. This pupil may have been Barent 
Fabritius or Constantijn van Renesse. Rembrandt mainly 
restructured the architectural background , redefined the 
figures, and introduced the scene of the loading of the 

donke y at the right. Rembrandt's corrections were appar
ently also concerned with a change in format. The direction 
of the bannister at the side of the steps and the remains of a 
head and shoulder at the bottom right indicate that original
ly the drawing extended further downwards. Rembrandt 
indicated the new ground level by introducing the donkey 
and its attendants. These corrections probably date from 

the early 165o's. 

A painting corresponding with the left half of the drawing, 

in the Mauritshuis, The Hague , has been attributed to both 
Barent Fabritius and Van Renesse. A drawing in Amster

dam is a copy after the corrected drawing . 

144 Judas Receiving the Thirty Pieces of Silver 

Devonshire Collection, Chatsworth 

Pen and brown ink and brown and gray wash, corrected 
with pen and brown ink; heads and shoulders of the man 

at the left blotted out with gray ink; 143 X 220 mm. Top 

corners arched. Ill . p. 233 

DATE [ca. 1655]. 

BIBLIOGRAPHY Miinz 1935, pp . 205-06, figs. 150-51 (as 
Renesse J; Benesch VI, nos. 1378 and ad 1378, fig. 1613 (as 
Renesse corrected by Rembrandt ca. 1655-56]; Sumowski 

1961, p. 22. 

PROVENANCE "Cabinet du Mr. Vilenbrock" (according to 

print by Picart, probably referring to Coll . Gosuinus Uilen

broek, sale Amsterdam, Oct. 23, 1741 ). 

This drawing, attributable to Renesse, was also corrected 
by Rembrandt. He stressed the structure of the central 
figures and added the figure to the chair at the very right, 
balancing the composition and at the same time introducing 

an element of contrast with the central group. 

Two copies of the drawing were made after Rembrandt 

had corrected it (Stockholm, Kruse 1920, II.25, Benesch ad 

1378; Berlin KdZ u47). The drawing was also reproduced 
in print by B. Picart (Impostures Innocentes, Amsterdam 
1734). These copies and the print show that originally the 

drawing was larger at the left. 
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l 4 5 Lot Defending the Angeli from the People of Sodom 

The Pierpont Morgan Library, New York, Gift of Mr. and 
Mrs. Arnold Whitridge 

Pen and gray-black ink and gray and brown wash, with 
corrections in reed pen and brown ink, also some in white, 

197 X 256 mm. Ill. p. 235 

INSCRIPTIONS Annotated with pen and brown ink at bottom 
right: Rembrandt. 

DATE (ca. 1655-60]. 

PROVENANCE Charles Rogers (L. 624); Chevalier Ignace
] oseph de Clauss in (L. 48 5); Duke of Somerset at Bulstrode 
Park (sale London, Christie,June 28, 1890, no. 7); Charles 
Sedelmeyer, Paris ( according to annotation on the reverse); 
Charles Stewart Smith (1907; according to annotation on 
the reverse); Mr. and Mrs. Adolph I. Margolis; their son 
Stephen Margolis. 

BIBLIOGRAPHY Van Regteren Altena 1961, p. 87 [re: copy in 
Amsterdam J; (Felice Stampfl.e J, in Fifteenth Report to the 
Fellows of the Pierpont Morgan Library 1967 & 1968, New 
York (to be published) (possibly Van Renesse, corrected by 
Rembr andt]. 

This subject is taken from Genesis 19: r-rr. Before fl.eeing 
Sodom, Lot had given shelter to two angels. The drawing 
represents the moment that the men of the city called on 
Lot and "said unto him, where are the men which came in 
to thee this night?" Rembrandt represented a slightly later 
moment in a drawing which in composition is similar to 
the one here exhibited; in that drawing (Valentiner 3 5, as 
original; B. C IOI, as copy; Slive 1965, no . 499, as original) 
the Sodomites are preparing to force their passage into the 
house. 

In order to correct the work of a pupil who remains anony
mous Rembrandt strengthened and tightened the timid 
outlines of almost all figures, heightened the element of 
drama by introducing a man talking directly to Lot and an 
angel behind Lot, and by changing the upper half of the 
Dutch door from opening outwards to opening inwards. 
He also added two more figures at the right, reformulated 
the window and constructed a clearly articulated architec
tural framework around the door and the figure of Lot. 

Rembrandt corrected this drawing in the fifties, probably 
ca. 1655- 60. A mediocre copy after this drawing, including 
Rembrandt's corrections, is in the Rijksmuseum, Amster
dam. 

UNIDENTIFIED PUPILS OF REMBRANDT 

146 The Good Samaritan 

The Art Institute of Chicago, Charles Deering Collection 

Ill. p. 235 

Pen and brown ink, corrected with white, 190 X 230 mm. 

PROVENANCE Crozat(?); Charles Deering (L. 516). 

BIBLIOGRAPHY Falck 1924-25, p. 83 (painting Louvre at
tributed to B. Fabritius] ; Clotilde Briere-Misme, "Autour 
de Rembrandt", Musees de France, June 1949, pp. 122-28, 
fig. 6 (pupil, 1644-1650]; Benesch III, under no. 518a 
(pupil]; Leiden 1956, under no . 17 (direct copy after paint
ing?]; Benesch V, under no. 1018 (after ca. 1656-57]; 
Sumowski 1957-58, p. 232, fig. 58 (not copy; by pupil; 
Carel Fabritius?]; Pont 1958, p. 127, no. 4 (mentions Maes 
as well as Fabritius in connection with Louvre painting, but 
omits Chicago drawing]; Sumowski 1959, p. 292; Roger
Marx 1960, pp. 262- 63, fig. 97[. 

Although this drawing is a study for a well-known paint
ing, its author has not been identified. Until Schneider and 
Falck attributed that painting to Barent Fabritius, it was 
considered one of the best Rembrandts of the museum 
(Br. 581) an attribution which probably cannot be upheld. 
Unfortunately, no other drawings by the artist of the Chi
cago Good Samaritan which could clarify the authorship of 
the painting have become known. 

The anonymous artist evolved his composition from two 
other drawings of the same subject, in London and Rotter
dam (B. 518a and B. 518b; it is not certain whether those 
two drawings are by Rembrandt) . A variation of the com
position of this drawing is found in a painting of the same 
subject and the preparatory drawing for it which both were 
attributed unconvincingly to Ferdinand Bol by Valentiner. 
Both may have been made by a pupil who worked in 
Rembrandt's studio when the Chicago drawing was ex
ecuted. (Painting in Coll. Captain Palmer, London; draw
ing formerly with J. Weitzner, New York; Valentiner 1957, 
figs. 15 and 16). 

Although inscriptions by the same hand as the one on this 
drawing are often found on drawings by Rembrandt and 
from his school, it is not certain whether indeed Crozat 

added these as sometimes is supposed (cf. B. 503, 594, 1076 
and others). 

14 7 Rembrandt's Studio with Pupils Drawing from the Nude 

Hessisches Landesmuseum, Darmstadt 



Black chalk and brown wash, heightened with white, 
180 X 266 mm. Ill. p. 234 

DATE [ca. 1650-60]. 

EXHIBITIONS Leiden 1956, no. 171, fig. 28; Ingelheim am 
Rhein 1964, no. 69. 

BIBLIOGRAPHY Falck 1924, p. 199, fig. IO (as Renesse J; Stift 
und Feder, 1928, no. 95 (as Rembrandt pupil]; Lugt 1933, 
under no. 1327; Lugt 1936, under no.251; Gerson 1957, p. 
149; Scheidig 1962, p. 59 and no. 125A, fig. 125A; Sumow
ski 1964, p. 239 (as Renesse J; Gerson 1968, p. 62, illustrated 
p. 64, fig. a. 

The master himself and five pupils are sketching a nude 
model in a room which is furnished only with some boxes 
that serve as chairs or footrests, a trunk or chestlike struc
ture for the model to lie on, three plaster casts, and cur
tains. 

A second drawing of the same subject is in the Staatliche 
Kunstsammlungen, Weimar (Hofstede de Groot 1915, fig. 
28; Valentiner 1930, fig. 7 (as Hoogstraten]; Bernt 1958, 
fig. 384 (as Maes]). The main difference with the drawing 
here exhibited is the absence of the plaster casts, the position 
of the model that now is standing, and the identity of the 
master who clearly is Rembrandt himself. As Scheidig 
already suggested (1962, p. 59), both drawings probably 
reflect a common prototype. In the drawing here exhibited 
some details are misinterpreted while these are accurately 
represented in the Weimar version (the man at the very 
left carries a dagger instead of the more appropriate writing 
utensils). The Darmstadt version must remain anonymous 
because it does not have enough in common with Renesse's 
ascertained drawings to be attributed to him. 

This drawing is remarkably similar in composition to a 
representation of the "Academy" of the Carracci in Diissel

dorf (illustrated in Budde 1930, no. 45 [as Bonzi] and by 
Pevsner, Academies of Art . .. , 1940, fig. 7) . Seven artists 
are also grouped in the center and towards the left sketching 
from a model that is placed at the very right. Here, too, 
only one pupil, at the very right, is seated on the ground. 
The Darmstadt drawing (or rather the lost original that it 
reflects) may therefore partly conform to a pictorial tradi
tion rather than factually represent a session of drawing 
from life in Rembrandt's studio. 

The drawing nevertheless confirms our knowledge ofRem
brandt's way of instructing his pupils. Drawings done in 
the 1640' s by different artists of the same male models from 
slightly different points of view, prove that sessions as here 
represented actually took place. We also know from 

Sandrart that all kinds of people were to be found in Rem
brandt's studio, and older artists or amateurs may very well 
have been among them. Furthermore, the Weimar drawing 
identifies the master as Rembrandt. 

A drawing in the Lugt Collection (Gerson 1968, p. 471, fig. 
c) is probably a copy of the Darmstadt version. 

JACOB ADRIAENSZ BACKER 

148 Reclining Nude 

Kunsthalle, Hamburg Ill. p. 237 

Black and white chalk on blue-gray paper, 225 X 271 mm. 

PROVENANCE E. Harzen (1863). 

EXHIBITIONS Leiden 1956, no. 86, fig. 29. 

BIBLIOGRAPHY Bauch 1926, p. 106, no. 49; Pauli 1926, no. 
22; Lugt 1929, under no. 272; Gerson 1957, pp. 149, 150. 

In the 165o's and 6o's both Flinck and Backer made numer
ous studies of nudes in the Italo-Flemish tradition while 
Rembrandt at the same time sketched nudes in similar 
attitudes but in an entirely different style. Despite these 
differences, this common interest may be the result of an 
exchange of ideas. 

In a drawing in Braunschweig, attributed to Backer and to 
Van den Eeckhout (Flechsig 1925, no. 87), one of the 
sleeping companions of Iphigenia is represented in almost 
the same attitude as the nude of the drawing here exhibited, 
and it is likely that the other artist studied the same model. 
The subject of Cimon Discovering Iphigenia and Her Com
panions was also painted by Backer (painting in Braun
schweig), and it is possible that a study such as the one here 
exhibited was made in view of a painting of that subject. 
Flinck made a similar study, also on blue paper (also in 
Braunschweig, Von Moltke D. 223) which he used for his 
drawing of Cimon and Iphigenia (Louvre, Lugt 1929, pl. 

272). 

A modified counterproof is in the Albertina, Vienna, ac
cording to Bauch. 

149 Self Portrait* 

Albertina, Vienna 

Black chalk, 143 X 147 mm. Ill. p. 237 

INSCRIPTION Signed and dated with pen and brown ink: 
Jacob ABacker / Jecit 1638. / In Vlissingen. 

DATE 1638. 
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PROVENANCE Count Van Neale (sale Amsterdam, March 

28, 1774); Nyman; Ploos van Amstel (sale March 3, 1800, 
no. 17); Van der Schley. 

BIBLIOGRAPHY Bauch 1926, no. 59, pl. l; H. van Hall, Por
tretten van Nederlandse beeldende kunstenaars, Amsterdam, 

1963, p. 9, no . II; Benesch 1964-67, no. 177. 

This self-portrait of 1638 is Backer's only drawing which 

shows a marked influence of Rembrandt's black chalk 

drawings of the early and mid-thirties. To be compared 

are, among others, A Team of Horses Resting from Amster

dam and Seated Girl in Profile to the Left from Rotterdam 

(here exhibited under nos. 95 and 105). The pose, on the 
other hand, and even the fashionable hair dress have a 

sophistication and elegance which is reminiscent of Rubens 

and Van Dyck rather than Rembrandt. 

I 50 Portrait of a Man 

Lent by The Metropolitan Museum of Art, Rogers Fund, 

1947 Ill. p . 238 

Black and white chalk and touches of red chalk in the face, 

on gray paper, 237 X 213 mm . 

INSCRIPTIONS Annotated at bottom right: Bakker. 

PROVENANCE H. L. Larsen (sale New York, Parke-Bernet, 

November 6, 1947, no. 19). 

BIBLIOGRAPHY Louise Burroughs, in Metropolitan Museum of 

Art Bulletin, N. S. VII, 1949, p. 282 [illustrated]. 

Except for the preceding self-portrait, Backer's drawings 

show little influence from Rembrandt. His studies of por

traits and figures on blue paper are, on the other hand, very 

similar to Flinck' s works in the same medium. Since Backer 

was seven years older than Flinck, and since both were 

pupils of Lambert Jacobsz in Leeuwarden before coming 
to Amsterdam, it is likely that Flinck was influenced by 
Backer and that both learned some of the common features 

of their art from their teacher who had absorbed Flemish 

and Italian elements (Rubens, Feti). 

On the reverse of this portrait Backer sketched a landscape 

with black chalk and with brown (pen) and gray ink 

(brush); it is the only preserved effort of his in this subject 

matter. 

FERDINAND BOL (?) 

I 5 I The Finding of Moses* 

Rijksprentenkabinet, Amsterdam 

Pen and brown ink, cut in two vertically and pasted to

gether, 170 X 240 mm. Ill. p. 247 

PROVENANCE C. Hofstede de Groot . 

EXHIBITIONS The Hague 1902- 03, no. 34; Leiden 1903, no. 
20; London, Whitechapel Art Gallery, 1904, no . 131; Leiden 

1906, no . 8; Paris 1908, no. 306; Leiden 1916, no. 28 [ca. 

1640 J; Amsterdam, Rembrandthuis, 19II, Gids p. 7; 

Amsterdam 1913, no. 6; Paris 1921, no. 50; The Hague 

1930, no. 5; Rome 1951, no . 76 [see Bibliography]. 

BIBLIOGRAPHY HdG 1251; Lippmann III, 40; H. Teding van 

Berkhout, 25 Teekeningen door Rembrandt uit de Verzameling 
Dr. C. Hojstede de Groot, Amsterdam, 1913, no. 3; Hofstede 

de Groot 1915, p. 87, pl. 26 [by Rembrandt, used by Bo!]; 

0. Hirschmann, in Cicerone, IX, 1917, pp. 13-14, fig. 6 

[ 1638-40]; W. von Seidlitz, in Zeitschrijt fiir bildende Kunst, 
N. F. XXVIII, 1917, p. 252 [ca. 1640];]. Meder , Die Hand
zeichnung, Vienna, 1923, p. II, fig. 4; Becker 1923, no. 19 

[ca. 1640]; Munz 1924, p. III, fig . 12 [Bo!; after 1660]; 

Valentiner 1925, no. 123 [Rembrandt; ca. 1635 J; Kauffmann 

1926, pp. 161, 173 [Rembrandt; 1637-38]; Hell 1930, p. IIS, 
noter [Rembrandt]; Henkel 1931, p. Sr [by Bo!]; Benesch 

1935, p. 29 [pupil, corrected by Rembrandt]; Henkel 1942, 

no. 49, pl. 34 [by Rembrandt; ca. 1640]; Van Regteren 
Altena 1951, no . 76 [by Rembrandt, used by Bo!]; Benesch 

II, no. 475, fig . 539 [pupil, corrected by Rembrandt; ca. 

1635]; Valentiner, in Raleigh 1956, under no. II [by Rem

brandt , ca. 1635]; Rosenberg 1956, p . 69 [Rembrandt]; 

Sumowski 1956-57, p. 264 (Rembrandt; beginning 164o's]; 

Valentiner 1957, p. 56 [by Rembrandt, ca. 1635, used by 

Bo!]; Begemann 1961, p . 28 [Rembrandt]; Sumowski 

1961, p. 7 [Bo!; 164o's]; Rotermund 1963, p. 89, fig. 71; 

Slive 1965, no. 373; Clark 1968, p. 50, fig. 39 (Bo!] . 

Although the drawing shows Rembrandt's style of the mid-

163o's, its attribution to the artist himself is complicated by 

the presence of unusual flourishes and by the existence of 
a painting of the same subject, based on this drawing. 
Ferdinand Bo!' s painting in the Peace Palace in The Hague 

generally is thought to have been executed ca. 1660. The 

question whether Bo! used a drawing of his own made 

about 25 years earlier, or one of Rembrandt's has not been 
solved satisfactorily. There are enough similarities with 

Rembrandt's drawings of ca. 1635 to attribute it to him , 

and with Bol's drawings of the same time (Abraham and the 
Three Angels, cat. no. 153; Joseph Interpreting the Prisoners' 
Dreams, cat. no. 152) to justify the supposition that Bo! 

made the sketch, concentrating on contours and omitting 

details. The flourishes and the shapes of hands seem to be in 
favor of Bo!, and so is the consideration that Bo! in execut-



ing the painting incorporated one element of the drawing 
which is difficult to read for anyone else but the artist him
self, namely, the nudity of the upper parts of the princesses' 
bodies. 

FERDINAND BOL 

I 5 2 Joseph Interpreting the Prisoners' Dreams 

Kunsthalle, Hamburg Ill. p. 245 

Pen and brown ink and brown wash, 167 X 229 mm. 

DATE (ca. 1634-36]. 

PROVENANCE Sir Joshua Reynolds (L. 2364); E. Harzen 
(1863). 

BIBLIOGRAPHY HdG 343 (Rembrandt J; Hofstede de Groot 
1915, p. 87, pl. 25 (Rembrandt drawing, used by Bol for 
painting in Schwerin J; Kruse 1920, p. I 8, under no . I, 16 

(probably pupil; same hand as drawing in Bayonne]; 
F. Sax!, in K,mstchronik, LVI, 1921, p. 325 (pupil, corrected 
by Rembrandt]; Miinz 1924, pp. 107-08, fig. 4 (Bol]; 
Valentiner 1925, p. XXVI, reproduced p. XIV [Bol]; 
Pauli 1926, no. 18 (as Rembrandt?]; Falck 1927, pp. 178, 

180 (by Bol after Rembrandt]; Henkel 1931, p. 81 (as by 
Bol]; Lugt r933, under no. 1205 and 1950, under no. 478 

[by Bol]; Sumowski 1956- 57, p. 256 (Bol]; Valentiner 

1957, p. 56, fig. 3 (Bol; ca. 1635]; Sumowski 1957-58, p. 
237. 

The artist represented here the same subject as Rembrandt 
in his drawing belonging to an anonymous American col
lection (cat. no. ro4). It is also likely that the pupil gave his 
version of Joseph foretelling the baker his impending 
death at the same time that the master designed his. Only 
by assuming this relationship, the compositional and stylistic 
similarities can be explained. The differences consist mainly 
in the pupil's greater use of continuously drawn curving 
lines, for defining contours and also for patterning a back
ground. Furthermore, the hands in this drawing are more 
stereotyped than those in Rembrandt's drawings. 

It is not known when Bol entered Rembrandt's studio, but 
it is likely that he did so in 1633 or 1634 as Valentiner sup
posed; neither is it known how long he stayed with Rem
brandt. It may have been as long as 1641 because Bol's first 
signed painting dates from 1642. Especially in the early 
part of his apprenticeship Bol's drawings very closely re
semble those of Rembrandt's of the same period. Some of 
these are here exhibited (cat. nos. 153-157); others are listed 
by Lugt, Valentiner and Sumowski. 

Bol used this drawing for a painting which corresponds 
with it in composition and in its details, but it differs con
siderably in style. This difference may either imply a later 
date for the painting or, if he executed both at about the 
same time, a preference for a different style in painting. 

I 5 3 Abraham Visited by the Three Angels 

Museum Boymans-v an Beuningen, Rotterdam. Ill. p . 246 

Pen and brown ink and brown wash, 185 X 258 mm. 

PROVENANCE F. Koenigs, Haarlem. 

EXHIBITIONS Rotterdam 1934, 110. III; Leiden 1956, no. 90. 

BIBLIOGRAPHY Valentiner 1925, p. XXVI, illustrated p. XV 
[as by Bol]; Lugt 1933, under no. 1205 (suggests Bo!]; 
Valentiner 1957, p. 60, fig. 20. 

The drawing is a study for the painting formerly in the Lan
na Collection. In the painting Bo! changed the position of 
Abraham from sitting to kneeling, and gave wings to the 
angel seated on this side of the table. The drawing belongs 
to the same period of Bol's career as Joseph Interpretillg the 
Prisoners' Dreams and The Holy Family (cat. nos. 152 and 

154). 

I 54 The Holy Family 

Hessisches Landesmuseum, Darmstadt Ill. p. 247 

Pen and brown ink and brown wash, 180 X 272 mm. 

DATE [ca. 1634- 36]. 

EXHIBITIONS Ingelheim am Rhein 1964, no. 15; Darmstadt 

r964, no. 8. 

BIBLIOGRAPHY J. Q. van Regteren Altena, in Maandblad voor 
beeldende Kunsten, II, 1925, p . 371, fig. r; Valentiner 1925, 

p. XXVI, reproduced p. XII; Stijt und Feder, r930 , pl. 215; 

De Bruijn r932, p. 77; Miinz 1952, II, p. 93; Bernt r957, no. 
88. 

The position of the Virgin Mary, the Christ Child and the 
sewing box next to her is, in reverse , so close to Rem
brandt's etching The Holy Family (B. 62, H. 95) that De 
Bruijn suggested that the etching perhaps was made by 
Bo! rather than by Rembrandt. It is more likely that Bo! 
based his drawing on a study Rembrandt made for his 
etching. The relationship between this drawing and Rem
brandt's work would then be similar as in the case ofBol's 
Joseph Interpreting the Prisoners' Dreams and Rembrandt's 
interpretations of the same subject (see cat. no. r52). 



The Holy Family,Joseph Interpreting the Prisoners' Dreams, St . 

Jerome (see cat. no. 155), The Angel Appearing to Hagar 
(Amsterdam), and a few other drawings, probably all 
were made at approximately the same time (1634-36). The 
entire group precedes studies for paintings of the early 
164o's such as The Three Marys at the Tomb in Munich, for 
the painting of 1644 in Copenhagen . 

I 5 5 Saint Jerome 

Kunsthalle, Hamburg Ill. p. 248 

Pen and brown ink and light brown wash, 174 X 246 mm. 

DATE [ca. 1634- 36]. 

PROVENANCE E. Harzen (1863). 

BIBLIOGRAPHY Lippmann I, no. 132 [as Rembrandt]; HdG 
346; Kruse 1920, fig. 8; Pauli 1926, no. 15 [as Rembrandt] ; 

Lugt 1933, under no . 1205 [suggests Bol] ; Rotermund 1952, 
p . rr4, pl. 22e [school of Rembrandt]; Benesch IV, under 

nos. A 23a and A 56 [as pupil]. 

As in Rembrandt's drawings, the revelation of God is made 
visible by means of rays of light . The execution of the 
drawing , however, is not Rembrandt's. As Benesch pointed 
out, it is by the same hand as another drawing of the same 
subject , formerly in the Collection Argoutinsky-Dol

goroukoff (B. A56, fig. 1058). Both are so similar to draw
ings attributed to Ferdinand Bol, such as Joseph Interpreting 
the Prisoners' Dreams (cat. no . 152) and particularly Abraham 
and the Three Angels ( cat. no. 153) that it seems justified to 
consider this St. Jerome also a work of his, made ca. 1634- 36. 

Another drawing of the same saint made much later by 

Lievens is exhibited under no . 197. 

I 56 Seated Woman 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich

kabinett, Berlin Ill. p. 249. 

Pen and brown ink and brown wash, 162 X 128 mm. 

DATE [ca. 163 5- 36]. 

PROVENANCE C . Hofstede de Groot (sale Leipzig, Boerner, 
November 4, 193 l, no. 179, pl. XII [as Rembrandt, portrait 
of Saskia; according to Valentiner related to Bol] . 

EXHIBITIONS Amsterdam 1929, no. 1304 a; The Hague 1930, 

no. 96. 

BIBLIOGRAPHY Lugt 1933, under no . 1300 [suggests Bol]; 

Sumowski 1957-58, p. 224, fig. 19 [as Minerva by Bol, 
based on Rembrandt] . 

This drawing is probably a study for a portrait of a young 
lady, possibly in the role of Minerva, or Esther, or another 
historical figure, although the headgear may also be part of 
a fashionable embellishment. For the position of the figure 
Bol was visibly influenced by works of Rembrandt of the 

years 1634-35 (The Great Jewish Bride, 1635; Maria 
Bockenolle, Boston, 1634; Saskia (?) Seated in an Armchair, 
black chalk drawing, Hamburg, Benesch 428, formerly 

called Bol , ca. 1633 ). The manner of drawing is reminiscent 
of Rembrandt's studies of Saskia in Bed and related draw
ings of the mid-thirties. 

Bo! made a second drawing of the same subject, of some
what lesser quality and in a wide instead of high format 
(Berlin KdZ rro2); in that drawing the figure is clearly 
identified as Minerva by the shield behind her and musical 
instruments on the table next to her. The figure represented 
in both drawings, is also known from a painting, now at 
Wildenstein's, New York (exhibition Montreal-Toronto 
1969, no . 23). A similar woman is also found in a drawing 
by Van den Eeckhout of 1643 in Dublin (Sumowski 1962, 
fig. 6) ; she is the mirror image of the figure in the draw
ing here exhibited. 

Also related is the study of a Woman in an Armchair in the 

Hermitage which may be attributed to Bol (Benesch 1964 
p. 141, fig . 38 [as Rembrandt]). 

I 57 Woman before a Mirror 

Biblioteca Nacional, Madrid Ill. p. 248 

Black chalk, corrected with white, 235 X 177 mm. 

DATE [ ca. 1649]. 

PROVENANCE Vicente Izquierdo. 

BIBLIOGRAPHY Angel M. de Barcia, Catdlogo de la colecci6n de 
Dibujos originales de la Biblioteca Nacional, Madrid , 1906, pp. 
720- 21, no. 8712 [as Rembrandt]; E. Lafuente Ferrari, in 
Grabados y dibujos de Rembrandt en la Biblioteca Nacional 

[Exhibition Catalogue], Madrid, 1934, p. 26 [as not by 
Rembrandt]; Sumowski 1965, p . 123, no. 14 [as Bol; acc. 
to Lugt study for painting of 1649 in Philips Collection, 

Eindhoven]; Wegner 1966-67, p . 31, under no . 53 [as 
Bol]. 

Frits Lugt was the first to recognize that this drawing is a 
study by Ferdinand Bol for his painting known as The Pearl 
Necklace, formerly in Lord Northbrook's Collection and 



since about 1926 in the Philips Collection in Eindhoven. 
This painting (reproduced by Bernt 1948, I, pl. IOI) differs 
from the drawing mainly in the clothing of the woman, 
who is more elegantly dressed and who is adjusting a string 
of pearls. In the painting the man is seated instead of stand
ing near a chair, while the composition extends farther to 
the right. 

The painting is dated 1649 and seems to be a double por
trait. It is therefore likely that the drawing was made in 
connection with a commissioned painting and not a long 
time in advance. The drawing thus shows that Bo! as late 
as 1649 stilt based himself on a type of black chalk drawing 
which was developed by Rembrandt in the early 164o's. 
Even the paper is similar to that used by Rembrandt for 
black chalk studies. Bo!, therefore, probably remained in
fluenced by Rembrandt after he had left his studio. 

Similar to this Woman before a Mirror is the Portrait of a 
Standing Man in Berlin (KdZ 5313 ), also a black chalk study 
for a painting (Hermitage, Leningrad; ca. 1650). 

ANTHONIE VAN BORSSUM 

I 5 8 Farm Buildings 

Rijksprentenkabinet, Amsterdam 

Pen and brown ink, 99 X 227 mm. Ill. p . 271 

INSCRIPTIONS Signed (?] in monogram at bottom right: 
AVE . . . 66[?]; and annotated: Rembrandt. 

PROVENANCE Jacob de Vos Jbzn (L. 1450; sale May 22, 1883, 
no. 405 [as Rembrandt]). 

BIBLIOGRAPHY Henkel 1942, p. 66, no. 2, pl. 97. 

Anthonie van Borssum (1629 /30- 1677) is best known as a 
spirited draughtsman of landscapes which he often en
livened with watercolors. His paintings, sometimes re
sembling works of Hobbema, often stand out by their un
orthodox compositions and lighting. He probably was in 
Rembrandt's studio between the years 1645-1650, when he 
was 25 to 30 years old. 

This and similar drawings (Amsterdam, Henkel 1942, nos. 
I and 4; British Museum, Hind 1915, no . 3) were probably 
made by Van Borssum early in his career since they reflect 
the style of Rembrandt's landscape drawings and etchings 
of that time. 

Henkel already pointed out the similarity between this 
drawing and Rembrandt's etching Cottage with a White 
Paling which he then thought to date from 1642. These 

similarities are confirmed by the preliminary drawing 
which was unknown to Henkel and by the recently 
established date of 1648 for the etching (see cat. no. u9). 

I 5 9 View of Soest 

Amsterdams Historisch Museum (Collection Fodor) 

Pen and brown ink and watercolor, 159 X 237 mm. Ill. 
p. 271 

PROVENANCE H. van Eyl Sluiter? (inscription on reverse); 
sale Amsterdam , Coll. F. A. v. S. and others, June II, 1912, 
no. 30; C. Hofstede de Groot (L. 561; sale Leipzig, Boerner, 
November 4, 1931, no. 30); A. W. M. Mensing (sale Am
sterdam April 27-29, 1937, no. 76). 

EXHIBITIONS Leiden 1916, no. 18; Jerusalem 1960, no. 14; 
Beograd /Zagreb 1960, no. 14; Brussels/Hamburg 1961, 
no. 126; Budapest 1962. 

BIBLIOGRAPHY 0 . Hirschmann, in Cicerone, IX, 1917, p. 
210; Becker 1923, no. 2; Catalogue Museum Fodor 1863-1938 

(Teekeningen keuze uit aanwinsten 1932-1937), no. 38; 
J. W. Niemeijer, "Varia topografica, II, Antonie van 
Borssums gezichten te Soest", Oud-Holland, LXXVII, 1962, 
pp. 62-75, fig. I. 

As Niemeijer pointed out, this rather elegant country house 
with a small tower probably was situated in the village of 
Soest near Utrecht . Somewhat later Van Borssum made a 
second drawing of the same motif from a different point 
of view. He also painted it (Metropolitan Museum of Art , 
Friedsam Collection, as Paul Potter). 

I 60 Mill and Boat-Lift near a Canal 

Rijksprentenkabinet, Amsterdam Ill. p. 272 

Pen and brown ink over traces of black chalk and light 
gray, green, yellow, and red watercolor, 206 X 335 mm. 

INSCRIPTIONS Signed at bottom right: AVBorssom. 

PROVENANCE Abr. van Broyel (sale October 30, 1759, no. 
71); C. Ploos van Amstel (L. 2034; sale March 3, 1800, no. 
3);Jac. de Vos Sr. (sale October 30, 1833, no. 3); Six van 
Hillegom (sale July 7, 1845, Pf. A no. 4);J . G. Verstolk van 
Soelen (sale March 22, 1847, no. 4); G. Leembruggen Jr. 
(sale March 5, 1866, no. ro2);Jacob de VosJbzn (L. 1450; 
sale May 22, 1883, no. 66). 

EXHIBITIONS London 1929, no. 667. 

BIBLIOGRAPHY E. W. Moes, Oude teekeningen van de Hal-
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landsche en Vlaamsche school in het Rijksprentenkabinet te 
Amsterdam, 's-Gravenhage, 1905- 06, pl. 16; Henkel 1942, 
p.68,no. 10,pl. 102. 

The boat-lift, rarely found outside Holland, allows the 
transfer of a boat from the high-level canal in the fore

ground to the lower polder beyond the dike. The narrow 
stretch of water connecting the mill with the canal receives 
the water from the polder when the mill pumps it out . 

In contrast to the preceding drawing, this one shows hardly 
any relationship with Rembrandt's art . It is a characteristic 
example of the type of finished, self-contained watercolors 
as Van Borssum developed it . His drawings of this type 
were very influential in the eighteenth century and were 
often imitated, particularly by Erkelens. 

LAMBERT DOOMER 

I 6 I The "Hoenderpoort" and the Belvedere in Nij"megen 

Museum Boymans-van Beuningen, Rotterdam. 

Pen and brown ink and brown :md gray wash, 205 X 317 
mm. Ill. p. 256 

INSCRIPTIONS Inscribed on the reverse: Belvedere ende hoen
derpoort te Niemegen. 

PROVENANCE F. Koenigs, Haarlem. 

EXHIBITIONS Paris 1952, no. 55. 

BIBLIOGRAPHY Henkel 1942, p. 71, under no. 9; Brussels/ 
Hamburg 1961, under no. roo. 

Lambert Doomer (1622 /23-1700) is the only one of Rem
brandt's pupils who specialized as a topographer , and who 

introduced a Rembrandtesque and thereby picturesque 
element into the tradition of linear precision as developed by 
Hoefnagel, Merian and Hollar. He made numerous draw
ings on his travels along the Rhine and in France, and made 
var iations of his drawings after his return to Amsterd am . 
His paintings which are few in number, show less influence 
from Rembrandt than his free drawings of which this 
"Hoenderpoort" is one of the best examples. 

The buildings were part of the "Valkhof", the castle built 
by Charles the Great on the high embankment of the river 
Waal near Nymegen. The tall tower was renamed Bel

vedere by Alexander Farnese and received the circular 
balustrade only in 1646- 49. Doomer's drawing includes 
the balustrade, and thus must have been made after 1649. 
The drawing is particularly sketchy and free, and in that 
respect displays a greater similarity to Rembrandt's land
scapes than most other drawings ofDoomer. 

The artist represented the same buildings in a less sketchy 
and more definitive drawing (pen and brown ink, brown 

and gray and a little blue wash; Amsterdam). A third, 
finished but less accomplished version is in the Museum in 
Nijmegen; a fourth view of the Belvedere in the late 
Clifford Duits Collection, London (Leiden 1956, no. ro1) . 

I 62 The Well and Fortress at Tai Ehrenbreitstein 

The Pierpont Morgan Library, New York 

Pen and brown ink and brown and gray wash, 232 X 362 
mm. Ill. p. 256 

INSCRIPTIONS Inscribed on the reverse : de tide bron toe Ko
be/ens. 

PROVENANCE Lord Palmerston; C. Fairfax Murray;]. Pier
pont Morgan. 

EXHIBITIONS New York , The Pierpont Morgan Library, 

Landscape Drawings and Watercolors Bruegel to Cezanne, 
1953, no. 76; Raleigh 1956, no. 15. 

BIBLIOGRAPHY C. Hofstede de Groot and W. Spies, "Die 
Rheinlandschaften van Lambert Doomer", Wallraf
Richartz Jahrbuch, III-IV , 1926- 27, p. 198 [re site and Rotter
dam version]. 

As Dattenberg and A. Verbeek established, Lambert Dao
mer probably traveled from 1658 to 1660 along the Rhine to 
Switzerland and back to Holland, again along the Rhine. 
The present drawing represents in the distance Fort Ehren
breitstein on the Rhine, in the foreground a well, probably 
a mineral water well still in demand tod ay, in Tai Ehren
breitstein at the foot of the fortress. 

At the sites Doomer often made sketchy drawings with pen 
and brown wash and sometim es a little color. In many 
instances he later repeated these drawings, introducing 
details and figures, and finishing them carefully with pen 
and brush and gray and brown ink. In the rather freely 
drawn sketches, Doomer shows his indebtedness to Rem
brandt, especially in the pen lines. A second version of the 
present drawing in the Museum Boymans-van Beuningen, 
Rotterdam , is probably a later variant. 

As a topographer Doomer is part of the long tradition of 
which Georg Hoefnagel and Wenzel Hollar were out
standing representatives. He modified this tradition by 
showing a greater interest than his predecessors in single 
buildings and other structures, and in the purely rural 
aspect of the places he visited. 



GERARD DOU 

I 6 3 An Elderly Man Sharpening His Pen 

Amsterdams Historisch Museum (Collection Fodor) 

Black chalk, 238 X 183 mm . Ill. p. 236 

INSCRIPTIONS Annotated at bottom right: G. Dou. 

DATE [ca. 1628- 31 ]. 

PROVENANCE Sybrand Feitama, Amsterdam (sale October 

16, 1758); Goll van Franckenstein (sale July l, 1833); Ploos 
van Ams tel; Baron J. G. Verstolk van Soelen ( sale March 

22, 1847); C.J. Fodor, Amsterdam. 

EXHIBITIONS Amsterdam, Museum Fodor, Klassieke Hol

landsche teekenaars, 1932, no . 19; Cologne/Bremen 1955, 

no. 25; Warsaw 1956, no. 49, pl. 24; Leiden 1956, no. 104, 
pl. 30; Washington, D.C. et al. 1958-5 9, no. 76;Jerusalem 
1960, no. 22; Beograd /Zagreb 1960, no. 22; Brussels / 
Hamburg 1961, no. 70; Budapest 1962; Amsterdam 1963, 
no. 8. 

BIBLIOGRAPHY Beschrij'ving der Schi/derij'en, Teekeningen etc. in 
het Museum Fodor te Amsterdam, Amsterdam, 1863, p. 28, 

no. 46; J. H.J. Mellaart , Dutch Drawings of the Seventeenth 
Century, London, 1926, p . 34, no. 57 [illustrated]; Henkel 
1931, p. 90; Gerson 1957, p. 122; Wegner 1957, under no. 
40 [on similarity with B. 13 J; Van Gelder 1958, p. 34, no. 
85 [illustrated]; Trautscholdt 1958, p. 367; Trautscholdt 

1967, p. 126. 

Gerard Dou, who in 1628 came to Rembrandt as a pupil, 

also painted the same subject of an old man sharpening his 
pen, although the model is different ( two versions, Hannover 
and formerly Dr. Simon Collection, ca. 1628-31 ). If the 
traditional attribution of this drawing is correct, Dou prob
ably made it shortly after he entered Rembr andt's studio in 

1628. Around 1635 Rembrandt himself made a drawing of a 

young man sharpening his pen (B. 263, fig. 288) stressing 
the contrasts between the light of the candle and the shad
ows at the side of the table and behind the figure rather than 

carefully modeling the figure as Dou did in this drawing . 

The figure of the old man and his immedi ate surroundings 
which are carefully drawn with rather hard black chalk 

(table top and book, chair, objects above the table to the 
left ) differ so much from the other objects which are 
broadly and freely drawn (the curtain, side of table and 
objects in front of it) that these latter parts seem to have 

been added by another artist. Since these additions are so 
similar to black chalk drawings of Rembrandt (B. 6v0

, 12, 

13, 31 and also the other beggars, 38 and others), it seems 
justified to suggest that Rembrandt added these details. 

The drawing is not arched at the top, but instead the corners 

have been drawn, probably in the eighteenth century. 

GERBRAND VAN DEN EECKHOUT 

I 64 Gideon and the Angel 

Herzog-Anton-Ulrich Museum, Braunschweig Ill. p. 243 

Pen and brown ink and gray wash, 175 X 152 mm. 

INSCRIPTIONS Annotated at bottom left: G. VE. 

DATE [ca. 1642]. 

EXHIBITIONS Leiden 1956, no. 108, fig. 33; Ingelheim am 
Rhein 1964, no . 69. 

BIBLIOGRAPHY Flechsig 1925, no. 94; Henkel 1931, pp. 83-

84; Sumowski 1957- 58, p. 237; Sumowski 1962, p. II, 

fig. I. 

This is the earliest drawing by Van den Eeckhout which can 
be dated with certainty . Since it is a study for the painting 

of the same subject dated 1642 (or 1640?) in the Otto 
J. H. Campe Collection in Hamburg (ex-Lippmann coll.; 
Exhibition Toronto 1969, no. 44), it must have been made in 
that year or shortly before. In its composition, in its motifs 
such as the tower in the distance, and in its mannered 
lineation , the drawing is greatly dependent on Lastman 

rather than on Rembr andt. It is the earliest example of 
Eeckhout's drawings in the Lastman style (see also follow

ing drawing) . Probably for the same painting the artist 
made a second drawing, in the same style, and now also in 
Braunschweig (pen and brown and gray wash, 161 X 179 
mm.). Entirely different in style is a finished and colored 
drawing of the same subject Van den Eeckhout probably 
made about 1647 in connection with a painting of that 
year (drawing in London, Hind 1; painting in Brera, 

Milan). A chalk study for this subject is on the reverse of 
Van den Eeckhout's Dismissal of Hagar in the Teyler 

Museum, Haarlem. 

I 6 5 Dismissal of Hagar 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich

kabinett, Berlin 

Pen and brown ink over traces of black chalk, 162 X 186 

mm. Ill . p. 243 

INSCRIPTIONS Signed at bottom right: Eechout. p 
DATE [ca. 1642- 43 ]. 
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PROVENANCE H. Oppenheimer (sale London.July 13, 1936, 
no. 242). 

BIBLIOGRAPHY R. Hamann, in Marburger Jahrbuch fur Kunst
wissenschajt, VIII /IX, 1936, p. 487, fig. 23; Bernt 1957, no . 
206; Trautscholdt 1958, p. 367; Sumowski 1962, p . II 

(beginning of the 164o's). 

This drawing is one of the most accomplished of those Van 
den Eeckhout made in the Lastman style. It does not have 
much in common with any of the drawings of the earlier 
forties that Rembrandt made of this subject; only the 
architecture at the right is based on a work of Rembrandt's, 
namely his etching of the same subject of 1637 (H . 149 ). The 
figures of Abraham, Hagar, and Ishmael, as well as the 
bridge, tree and peacock are transformations of similar 
motifs in Lastman's painting of 1612, which by then had 
been painted about thirty years ago. 

Van den Eeckhout painted the same subject in 1666 (if 
attribution and date of the painting formerly in the Stro
ganoff collection are correct) and incorporated features of 
the drawing in the attitude of the figures and the building 
at the right. Since Van den Eeckhout seems to have been 
able to adapt to different styles and to switch from one to 
the other without any difficulty, it remains to be estab
lished, whether the artist reverted in 1666 to a drawing he 
had made long ago, or whether he applied the Lastman 
style in a drawing as late as in or about 1666. 

I66 David's Promise to Bathsheba 

The Metropolitan Museum of Art, Gift of Robert Lehman, 

1941 

Pen and brown ink and, over it, brown wash and black and 
red chalk, 188 X 270 mm. Ill. p. 242 

DATE (ca. 1646?). 

PROVENANCE Valerius Rover (L. 2984c); Goll van Francken
stein (L. 2987); D. Marshag (sale Amsterdam, October 30, 
1775, Pf. M, no. 792); Jacob de Vos Jbzn (L. 1450; sale 
Amsterdam, May 22-24 , 1883, no. 169); V. Everit Macy 
(sale New York, American Art Association, January 6-8, 
1938, no. So (illustrated)) ; Robert Lehman, New York. 

BIBLIOGRAPHY Sumowski 1962, p . 17, fig. IO (study for 
painting in Hannover) ;]. Bean, 1 oo European Drawings in 
the Metropolitan Museum of Art, New York (1964), no. 91 
[ represents I Kings 1 : 15-20, illustrated). 

Probably the moment is represented when King David is 
saying: "Assuredly Solomon thy son shall reign after me, 

and he shall sit upon my throne in my stead; even so will I 
certainly do this day" . After finishing his statement, 
Bathsheba "bowed with her face to the earth and did 
reverence to the King . .. " (I Kings 1 : 30-31 ). The prophet 
Nathan is standing behind Bathsheba, and King David's 
young maid Abishag is standing near a column. 

The drawing corresponds closely with the painting of 1646 
in the Museum in Hannover ( on loan from Siecke Collec
tion). Although Sumowski considered the drawing a study 
for the painting, the degree of finish makes it more likely 
that Eeckhout designed it as an independent drawing. An
other representation of the same episode in Vienna, also 
by Van den Eeckhout and drawn in the same manner, is 
probably also a finished, independent drawing (Schon
brunner /Meder no. 783). 

I 67 The Dreamer 

Goldschmidt Collection 

Brush and brown ink, 141 X II3 mm. Ill. p. 244 

DATE (ca. 1650-60?). 

PROVENANCE Jacob de Vos Jbzn (L. 1450; sale Amsterdam, 
May 22-24, 1883, lot 162); Pieter Langerhuizen Lzn (L. 
2095; sale Amsterdam, April 29-May 2, 1919, lot 257, pl. 7). 

BIBLIOGRAPHY ( Sale Catalogue Coll. C.R. Rudoij J, Sotheby' s, 
May 21, 1963, under no. 33. 

This brush drawing , remarkably similar in technique and 
mood to works of Fragonard and other eighteenth-century 
French artists, is one of a group of studies of figures and 
animals that probably present the most attractive and at the 
same time most puzzling aspects of Van den Eeckhout's 
oeuvre. Some drawings, especially the Boy Reading in the 
Musee Cognacq-Jay, Paris, until very recently were con
sidered to be by Fragonard. In favor of an attribution to 
Van den Eeckhout, however, is the tradition that goes back 
to Ploos van Amstel, who in the second half of the eigh
teenth century, considered some of them to be by the Dutch 
artist. No firm connecting link with the artist's established 
work as yet has been found. 

A larger variant of this drawing is in the Walter C. Baker 
Collection, New York (8 I /16 X 5 3 /4 inches; ex-Coll. 
Mouriau, De Vos, Heseltine, Rudolf). Other drawings of 
this type are in Amsterdam (Boy Sleeping on the Ground; 
Woman Spinning), Vienna (Boy Leaning on a Chair), London 
(British Museum, Seated Boy), Paris (F. Lugt, Studies of 
Dogs), and elsewhere. They probably date from the 165o's. 



I 68 Christ and the Woman Taken in Adultery 

The Art Institute of Chicago, Gift of the Print and Drawing 

Club Ill. p. 244 

Pen and brown ink and brown wash, 145 X 198 mm. 

INSCRIPTIONS Inscribed at bottom center: 't vrouwtie in over

spel. 

DATE [ca. 1664]. 

PROVENANCE Thomas Agnew and Sons, London (1920); C. 
Hofstede de Groot (L. 561; sale Leipzig, Boerner, Novem
ber 4, 1931, no. 130, pl. IX [as Philips Koninck]). 

EXHIBITIONS The Hague 1930, III, no. 64; Chicago, The Art 
Institute, Century of Progress Exhibitions, 1933, no. Su [as 
Philips Koninck]; Chicago 1935-36, no. 55 [as Philips 
Koninck]. 

BIBLIOGRAPHY Becker 1923, no. 22, pl. 22 [as Philips Kon
inck]; Lugt 1933, under no. 1225 [as Van den Eeckhout]; 
Gerson 1936, no. Z. LXXV [closer to Van den Eeckhout ]. 

The drawing is a study for the painting of 1664 in the 
Rijksmuseum, Amsterdam. The group of elders with the 
woman to the right of the composition and the figure of 
Christ are found again in the painting, but in reverse; the 
figure at the very right in the drawing has been taken over 
in the painting in that same place. The only second study 
for the painting known, in Copenhagen (Sumowski 1962, 
fig. 38), is farther removed from the painting. 

This drawing is one of the most distinguished examples of 
a group of drawings made by Van den Eeckhout in a very 
Rembrandtesque style. To this group, already reconstructed 
by Lugt in 1933, belongs also the series of ten representa
tions of scenes from the life of Joseph. Except for the last 
drawing of the series (Lugt 1933, no. 1225) these are all 
retouched with the brush and gray ink, a circumstance 
which needs to be taken into consideration when this 
phase of Van den Eeckhout's work is studied. Since another 
drawing of this group, Peter and John at the Gate of the 
Temple, is a study for the painting of that subject of 1666 
(Ex-Lonsdale Coll.; cf. Byam Shaw, Old Master Drawings, 
XIII, 193 8 /39, pp. 18- 20 ), the artist seems to have favored 
this style for religious studies for paintings around the years 
1664- 66. It surprises that the artist worked in a Lastman 
tradition when in Rembrandt's studio, and in Rembrandt's 
style long after he had become an independent artist. 

BARENT FABRITIUS (?) 

I 69 The Satyr and the Peasants 

The Art Institute of Chicago, Charles Deering Collection 

Pen and brush and brown ink and brown wash, 182 X 165 

mm. Ill. p. 255 

PROVENANCE Charles, Earl of Shrewsbury; Charles Deering 

(L. 516). 

EXHIBITIONS Chicago 1935/36, no. 28 [as Rembrandt]. 

BIBLIOGRAPHY D. C. Rich, in The Art Institute of Chicago 
Bulletin, XXIII, no. 4, 1929, pp. 39-40 [as Rembrandt, 1634 
or 35 according to Valentiner]; W.R. Valentiner, in Art 
Bulletin, XIV, 1932, p. 239 [as Rembrandt]; Benesch IV, 
no. A 31, fig. 1031 [as Rembrandt?; if so, ca. 1640-42]; 
Pont 1958, pp. 79, 81-82, 124, no. 7, fig. 3 5 [as Fabritius, 
ca. 1652-62]; Sumowski 1959, pp. 288, 293; Sumowski 

1961, p . 24. 

The subject of the satyr's surprise about man's blowing hot 
and cold, taken from Aesop's Fables, was often represented 
by pupils of Rembrandt. Paintings of this subject are at
tributed to Van den Eeckhout, Barent Fabritius, Con
stantijn van Renesse, and Salomon Koninck, while Barent 
Fabritius made at least one drawing of the subject (Rotter
dam; Pont fig. 34), Samuel van Hoogstraten and Gerbrand 
van den Eeckhout each probably one (Rotterdam and 
Hamburg, Kruse 1920, fig. 52 and Sumowski 1962, fig. 20 ). 

For the subject, see the discussion of the painting from 
Hartford, here exhibited under no . 54. 

Although the drawing has some compositional features in 
common with the drawing in Rotterdam, its attribution to 
Fabritius proposed by Gudlaugsson and Pont is not easily 
acceptable. The similarities with his paintings of this subject 
in Hartford and Bergamo are not compelling, but an at
tribution to any other pupil of Rembrandt's does not seem 
justifiable either. The closest parallel in Fabritius' work is 
The Adoration of the Shepherds ( cat. no. 170 ), especially in 
the pen lines. The drawing has features in common with 
genre scenes by Rembrandt of the 164o's and even with 
the later Garden of an Inn, dated by Benesch ca. 1654-56 
(Rijksprentenkabinet, Amsterdam; B. u58, fig. 1381). If 
the drawing is by Barent Fabritius, it is closer to Rem
brandt's work than anything else he made. 
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BARENT FABRITIUS 

l 70 Adoration of the Shepherds 

Museum Boymans-van Beuningen, Rotterdam 

Pen and brown ink and brown and blue wash, with 

touches of red chalk, 244 X 240 mm. Ill. p . 255 

DATE [ca. 1660-67?]. 

PROVENANCE F. Koenigs, Haarlem. 

EXHIBITIONS Leiden 1956, no. IIS. 

BIBLIOGRAPHY Valentiner 1932, p . 240, fig . 50; Pont 1958, 

pp. 90, 91, 123, no. 3, fig. 32 ; Maclaren 1960, p . 124; 

Sumowski 1959, pp. 288, 293 . 

In the figures of Joseph and the Virgin Mary, and in the 
placement of shepherds in an opening at the right, the 
drawing is similar to Barent Fabritius' s painting of the same 
subject dated 1667 in the National Gallery, London . This 
relationship, combined with a similarity in the pen lines 
existing between this drawing and some certainly by 
Barent Fabritius (]11das Returning the Thirty Pieces of Silver, 
Louvre), confirm the attribution of the drawing to Barent 
Fabritius first suggested by Valentiner. The date of 1667 

which was only found on the painting in 1959 during a 
cleaning could indicate that the drawing was made as late 
as that year. 

GOVERT FLINCK 

171 Seated Female Nude 

Rijksprentenkabinet, Amsterdam Ill. p. 240 

Black chalk heightened with white on blue paper, 315 X 

265 mm. 

INSCRIPTIONS Signed and dated at bottom right: G. Flinck f 
1637 [or 1647?]. 

DATE 1637(?). 

PROVENANCE H. Cremers, The Hague. 

EXHIBITIONS Brussels /Hamburg 1961, no . 72 [ 1647 more 
likely than 1637]. 

BIBLIOGRAPHY Kleinmann I, no. 44; Henkel 1942, p. 82, no. 

1, pl. 137 [dated 1637] ; Von Moltke 1965, p . 46 [accepts 
1637] and no. D. 203 [1647 more likely]. 

One of Flinck' s most accomplished academic studies of a 
female model, it is very similar to the work of Jacob Backer 
as is brought out by a comparison for instance with the 
Reclining Nude from Hamburg (cat. no. 148). Flinck and 

Backer had both been pupils ofLambertJacobsz (ca. 1592-

1637) in Leeuwarden before coming to Amsterdam. Similar 
nudes and similar draperies are found in Backer's etchings 
of ca. 1630 (The Senses). There is therefore no reason to 
interpret the date on this drawing as 1647 instead of 1637, 

the more since the third digit appears to be a 3. A second 
study of a nude quite similar to the present one also seems 
to be dated 1637 (British Museum, Hind 1915, no. 1). 

Flinck probably painted in 163 8 in the Rembrandtesque 
style of Isaac Blessing Jacob while simultaneously with or 
shortly after having made drawings in the Backer style. 

l 72 St11dy of a Pollard Willow 

Museum Boymans-van Beuningen, Rotterdam 

Pen and brown ink, 187 X 193 mm. Ill. p. 239 

INSCRIPTIONS Signed and dated at bottom right: G. jlinckf 
1642. 

DATE 1642 

PROVENANCE Pitcairn Knowles (sale Amsterdam, June 25-

26, 1895, no. 233). 

EXHIBITIONS Dijon 1950, no. 57; Leiden 1956, no. 121; 

Cleves 1965, no. 72. 

BIBLIOGRAPHY Jaarsverslag Museum Boymans, 1932, p. 5 [il
lustrated] ; Lugt 1933, under no. 1340; Henkel 1942, p. 82, 

under no. 2: Von Moltke 1965, no. D 226 [illustrated]. 

Only three landscape drawings by Flinck are known, and 
all three of them were made in 1642. Although the pen 
lines show a certain similarity with Rembr andt's drawings, 
they are more directly molded on the work of an earlier 
generation (Jan Pynas, Cornelis Vroom). The willow itself 
with its somewhat anthropomorphic deformations is 
reminiscent of similar studies of Jacques de Gheyn. Since 
Flinck signed all three drawings, he must have considered 
them as finished works of art. 

Flinck, who painted landscapes only as backgrounds to 
portraits and settings for historical scenes, included trees 
with similar foliage and branches in his Portrait of a Boy 
of 1640 (see cat. no. 62) and the double portrait of Dirck 
Graswinckel and Geertruyt van Loon of 1646 (Rotterdam) . 

173 Yo11ng Boy Asleep 

Coll. F. Lugt, Institut Neerlandais, Paris Ill. p . 239 

Pen and brown ink and brown wash, 163 X 147 mm. 



INSCRIPTIONS Signed and dated at bottom left: [f J linck f 
1643: ; anno tated with pencil on the reverse: jlinck. 

DATE 1643. 

PROVENANCE Probably D . de Jong Azn. (sale Rotterdam , 
March 26, 1810, Pf. K, no. 25); probably Gerrit Muller 

(sale Amsterdam, April 2, 1827, Pf. C, no. 51); Obach & 

Co., London (1908) ; C. Hofstede de Groot (L. 561; sale 
Leipzig, Boerner, November 4, 1931, no. 91); H. Tietje, 
Amsterdam; P. Cassirer, Amsterdam; B. Houthakker , 
Amsterdam. 

EXHIBITIONS Leiden 1916, no . 50; The Hague 1930, no. 50; 
Amsterdam 1936, no . 175; Amsterdam, B. Houthakker, 
Dessins, 1959, no. 15 (illustrated]; Cleves 1965, no. 70. 

BIBLIOGRAPHY A. M. Hind, in Vasari Society, 1st Series, Part 
V, 1909-10, no. 25; C . Hofstede de Groot, in U. Thieme 

and F. Becker, Allgemeines Lexikon der Bildenden Kiinstler, 
XII, 1916, p. 100; 0 . Hirschmann, in Cicerone, IX, 1917, 

p. 205, fig. 6; Becker 1923, no. 12; Henkel 1931, p . So; 
J. Byam Shaw, in Old Master Drawings, VIII, 1933, p . 44; 
Henkel 1942, p. 9, under no . 22; Gerson 1957, p. 123; 
Trautscholdt 1958, p . 368; Von Moltke 1965, p. 52 and no . 
D. 84, pl. 65 (probably identical with Von Moltke D. 85 
and D. 86); Gerson 1968, p. 471 (illustrated J. 
This is the only signed drawing by Govert Flinck in a Rem

brandtesque style. In the pen lines and also, although to a 
lesser extent, in the brushstrokes, it is modeled upon the 
example of Rembrandt's figure studies from nature from 
the second half of the thirties. There is an affinity to Rem
brandt's Study of a Sleeping Child (Amsterdam, B. 379, 
Henkel 22) which is more than similarity of motif. The 
Flinck drawing differs from Rembrandt's studies in a greater 
looseness of form and a preference for flowing lines and 
little curlicues. Since it is signed and dated, it should serve 
as a point of reference for further attributions which, how
ever, have not been made. 

I 7 4 Portrait of a Young Man Standing 

Bernard Houthakker, Amsterdam 

Black chalk heightened with white on blue paper, 390 X 
240 mm. Ill. p. 240 

DATE (ca. 1646). 

EXHIBITIONS Amsterdam, B. Houthakker, 1956, no. 38 (as 
Backer J; Amsterdam, Rijksprentenkabinet , De Verzameling 
van Bernard Houthakker, 1964, no. 31, fig. 14 (as Flinck); 
Cleves 1965, no . 64 (illustrated] . 

BIBLIOGRAPHY Von Moltke 1965, no . D. 153, pl. 63; Jan 
Lauts, Staatliche Kimsthalle Karlsruhe, Katalog alte Meister, 

Karlsruhe 1966, under no . 2479. 

This drawing is one of the few that can be recognized as a 
study for a portrait signed and dated by Flinck and thus is 
a welcome point of reference for distinguishing between 
Backer's and Flinck's drawings of this type . The painting 
for which Flinck made this study is a Portrait of a Couple, 
dated 1646, in the museum in Karlsruhe. 

GOVERT FLINCK (?) 

I 7 5 Isaac Blessing Jacob 

Museum Boymans-van Beuningen, Rotterdam 

Red over black chalk, and gray-brown wash, 192 X 182 

mm . Ill. p. 241 

PROVENANCE C. Fairfax Murray (sale London, January 30, 

1920, no. 98); Parsons & Sons, London (Cat. 38, 1921, no . 
131); F. Koenigs , Haarlem. 

EXHIBITIONS London 1929, no . 652; Brussels 1937 /38, no. 
98; Rotterdam 1938, no. 266; Braunschweig 1948, no. 8; 
Leiden 1956, no . u9; Brussels /Hamburg 1961, no. 71; 

Cleves 1965, no. 48. 

BIBLIOGRAPHY Hofstede de Groot 1929, p. 144 (probably 
copy after painting]; Henkel 1931, pp. So, 126, pl. LXII 

(prob ably study for painting]; Lugt 1933, under no. 1314 
(study for painting; best available document for early 

Flinck drawings] ; Bernt 1957, no. 231; Trautscholdt 1958, 
p. 367 (generally considered as by Flinck]; Von Moltke 
1965, pp. 17, 18, 170, no. D 4 (questions Flinck's author 
ship); Sumowski 1967, p . 339, fig. l (as by Flinck]. 

The drawing corresponds in its composition and in its de
tails with the painting of the same subject in the Rijks
museum, Amsterdam, which on the basis of a former sig
nature and date always is considered as Govert Flinck's 
earliest painting, made in 163 8 under direct influence of 
Rembrandt. In contrast to the painting, the drawing shows 
hardly any similarity with Rembrandt's drawings. Since it 
is also without parallel in Flinck's oeuvre, its authorship 

needs to be reviewed . Although in certain details, par
ticularly the draperies on the bed, the drawing seems to be 

a study for the painting , it perhaps is a copy after it, as 
Hofstede de Groot thought in 1929. 

In technique and style the Rotterdam drawing has much in 
commo n with Granida and Daiphilo in Braunschweig 

(Flechsig 1925, no. 95). That drawing , also sketched with 
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red over black chalk and washed with brown ink, is signed 
or annotated G.v. Eekhout and may very well be by him. 
If so, it probably dates from the r65o's (Sumowski 1962, p. 
r8). The Rotterdam drawing could date from the same 
period and may even have been made by the same artist

Gerbrand van den Eeckhout. 

ABRAHAM FURNERIUS (?) 

I 76 Tower of the Westerkerk in Amsterdam 

Amsterdams Historisch Museum (Collection Fodor) Ill . 
p. 267 

Pen and brown ink and brown wash, 189 X 147 mm. 

INSCRIPTIONS Annotated in the seventeenth century at bot
tom left: Westerkerks Tooren / a Amsterdam; and in the eigh

teenth century: Rembrand. 

DATE [ca. 1650-60?]. 

PROVENANCE J. de Groot (sale December ro, 1804); W. 
Baartz, Rotterdam (sale Rotterd am, June 6-8, 1860, no. 
96); C. J. Fodor, Amsterdam. 

EXHIBITIONS Amsterdam, Oude Mannenhuis, Historische 

tentoonstelli11g van Amsterdam 1876 , 1876, no . 1294; Amster
dam , Historische tentoonstelling, 1925, no. 617; Amsterdam, 
Rijksprentenkabinet, 1930; Amsterdam 1932, no. 288 [ca. 
1646]; Haarlem r95r, no. r68; Utrecht , Centraal Museum 
Utrecht , Nederlandse architectuur schilders 1600-1900, 1953, 
no. IJI; Cologne /Bremen 1955, no. 68 [illustrated on 
cover]; Warsaw 1956, no. 32 pl. r6; Rotterdam /Amster
dam 1956, no. 143 ;Jerusalem 1960; Beograd /Zagreb 1960, 
no . 6r; Budapest 1962; Amsterdam 1963, no. 30; Ingelheim 
am Rhein 1964, no. 65, pl. XII. 

BIBLIOGRAPHY Beschrijving der schilderijen, teekeningen, etc. in 
het Museum Fodor te Amsterdam, Amsterdam, 1863, no . 172; 
Lippmann III, 86; Kleinmann III, 4; HdG 1230; Lugt 1920, 
pp. rr-12, fig . 5 [identifies point of view; by Rembrandt, 
ca. 1640- 50]; J. Q. van Regteren Altena, in Maanblad voor 

beeldende Kunsten, II, 1925, pp. 170- 73 [illustrated; questions 
Rembrandt's authorship; Abrah am Furnerius?J; J. Poor
tenaar, Rembrandt teekeningen, Naarden, 1943, no . 67; 
Benesch VI, no. A 62, fig. 1642 [pupil ; r65o's]; Rosenberg 

1959, p. rr 7 [Rembrandt; early r65o's]; Van Gelder r96r, 
p. 150 [drawing judged too harshly by Benesch J; Slive 
1965, no. 423 (Rembrandt; ca. 1650-5 2 J; Rosenberg 1968, 
p. 342, fig. 281 [Rembrandt; early fifties J; Gerson 1968, pp. 
136, 487, note r6 [probably pupil] . 

The "Westerkerk" is seen from the Leliebrug, a bridge 

over the Prinsengracht. It is the church where Rembrandt 

was buried in 1669. 

The authorship of Rembrandt was first doubted by Van 
Regteren Altena in 1925. Benesch followed him and 
pointed out that the manner of drawing reflects that of 
Rembrandt of ca. 1650-60 without showing the character
istics of his own work of that time . 

Altena's suggestion that the drawing may be by Furnerius 

prob ably should be accepted. The structure of the pen lines 
and washes has much in common with those of his views 
of farms under trees (see the two following drawings). 

ABRAHAM FURNERIUS 

I 77 Wooded Landscape* 

Rijksprentenkabinet, Amsterdam 

Pen and brown ink and brown and gray wash, over black 

chalk, 162 X 225 mm. Ill. p. 268 

INSCRIPTIONS Annotated at top right: Rembrandt. 

DATE [ca. 1660-7 0?]. 

PROVENANCE Hauth; Solms-Braunfels, Amsterdam (sale 

Amsterdam, R. W. P. de Vries.January 24, 1922, no. 195); 
C. Otto (L. 611c; sale Leipzig, November 7, 1929, no. 59). 

BIBLIOGRAPHY G. Swarzenski and E. Schilling, Handzeich
nungen alter Meister aus deutschem Privatbesitz, Frankfurt

Berlin, 1924, pl. 54; Henkel 1942, p. 83, no . I, pl. 139; 
Cormack 1966, under no. 3 r ; Van Hasselt 1968- 69, under 
nos. 57 and 58 [for Furnerius' oeuvre]. 

Little is known about this artist who apparently specialized 
in landscape drawings to the exclusion of other subjects and 
media. Born between 1620 and 1628, Furnerius generally is 
assumed to have worked in Rembrandt's studio between 

1640 and 1645. 

The present drawing and the one exhibited under the fol
lowin g number belong to a group of views of woods with 
winding roads, drawn with a broad pen and slashing, ex
pressive lines and washes. There is no doubt that these 
views, some of the most impressive landscape drawings 
by Dutch artists of the seventeenth century, are by one and 
the same artist, and it is very likely that this was Furnerius 

since they are similar in the design of leaves and of occa
sional figures to drawings of a second group (see cat . nos. 
179- r So) which is related to a landscape in Dresden, an
notated probably still in the seventeenth century abrah. 

farnerius (Henkel 1931, pl. 68). 



Only to a limited extent are these drawings similar to the 
late landscape drawings of Rembrandt of the 165o's. They 
have more in common with the work of Philips and Jacob 
Konin ck. It is known that Philips Koninck married a sister 
of Furnerius in 1640, and it is very well possible that the 
art ist was more impressed by the work of his brother-in
law than that of Rembrandt. 

The attributi on of a third group of drawings to the art ist 
on the basis of an annotated drawing in Brussels (see Van 

Hasselt 1968 /69) needs to be verified. 

See also comments to the following drawing. 

I 7 8 Wooded Landscape 

Central College, Pella, Iow a, The Browe r Collection 

Pen and brown ink and gray and brown wash, 168 X 202 

mm.; top corne rs arched. Ill . p. 270 

DATE [ca. 1660- 70?]. 

PROV ENANCE H. Oppenheimer (sale London, Christie,July 

13, 1936, no . 245); H. L. Larsen, Amsterdam-New York; 
Frank E. Bro wer, Pella, Iowa . 

EXHIBITIONS London 1929, no. 664. 

BIBLIOGRAPHY G. Falck, in Old Master Drawings, III , 1928-

29, pp. 47-48, pl. 41; Henkel 1931, p . 86; Henkel 1942, p. 
83, under no . 1; Van Hasselt 1968-69, under no. 58. 

This drawing is another example ofFurnerius' woody land
scapes (see notes to the preceding drawing). This one is 
parti cularly similar to one in the Van Eeghen Collection, 

Amst erdam (Van Gelder 1958, pl. 94). By virtue of these 
views of woods, Furnerius is one of the most original and 
independent Dutch landscape drau ghtsmen of the seven
teenth century. Apart from the two drawin gs here ex
hibited, and the Van Eeghen drawing just mentioned, four 

mor e belon g to the same grou p (British Museum, Hind 
nos. 163, 165, 166; Coll. Lugt, Van Hasselt 1968-69, no. 

58). 

I 79 Cottage under Trees 

Mr. and Mrs . Winslow Ame s, Saunderstown , R.I. Ill . 
p. 269 

Pen and brown ink and brown wash, 178 X 254 mm. 

DATE [ca. 1660- 70]. 

PROVENANCE E. Parsons & Sons, London; C. Hofstede de 

Groot (sale Leipzig, Boerner , November 4, 1931, no . 129 
[ as Phi Ii ps Koninck]). 

EXHIBITIONS The Hague 1930, no. 66, W ashington, D.C. et 
al. 1966- 67, no. 17 (illustrated] . 
BIBLIOGRAPHY Gerson 1936, no. Z. XXXVII (probably by 

Furnerius]. 

This and the following drawin g are two of a group ofland
scapes which are certainly by one artist and which have 
many characteristics in common with works of Philips and 

Jacob Koninck. Since in the outline of trees and bro ad 
treatment of the foreground these landscapes are similar to 
one drawing in Dresden annotated farnerius (see note to no . 
177), the authorship of Furnerius rests on rather safe 
grounds. As often Furnerius includes in this dr awing a few 
schematically outlined figures which give the impression 

of posing for the artist. 

See also notes to the two preceding drawings and to the 

following one. 

I 80 Farm Buildings under Trees 

Kunsth alle, Hamburg 

Pen and brown ink and brown wash over black chalk, 

150 X 271 mm.; top corners arched. Ill . p. 269 

PROVENANCE WB (L. 2603a, unidentified) ; E. Harzen 

(1863). 

BIBLIOGRAPHY HdG 355 [as Rembrandt]; Kruse 1920, p. 99, 
under VII, 4, fig. II7 [as Furnerius] ; Pauli 1924, no. 21; 

Henkel 1931, p. 86; Bernt 1957, no . 239. 

The drawing is similar in subject matter and execution to 

the preceding one. 

AERT DE GELDER 

I 8 I Group of Figures in Oriental Costumes 

Miss Annette Ruth Brod, London 

Pen and brown ink, 152 X 200 mm. Ill . p. 266 

DATE (ca. 1679]. 

PROVENANCE Parsons, London (1923, no. 190 (as Rem
brandt]); Ch. de Burlet, Basel (1951); Herbert List, 

Muni ch. 

BIBLIOGRAPHY Valentiner 1934, p. XXXIV, fig. 34 [as study 
for painting of 1679 in The Hague]; Musee Royal de tableaux 
Mauritshuis a La Haye, Catalogue raisonne des tableaux et 

sculptures, The Hague, 193 5, p . 100, under no. 737. 
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This study for a group of figures in Aert de Gelder' s paint
ing here exhibited under no . 64 is the only drawing which is 
documented as by the artist. The painting is dated 1679, 
and the drawing probably preceded it shortly, unless Aert 
de Gelder reverted to a study he had made earlier. While 
basing himself in this study on Rembrandt's drawings of 
the 165o's, Aert de Gelder indicates contours with broken 

and sometimes multiple lines instead of defining them with 
single strokes, corrects emphatically without using white 
body color or chalk to mask the mistakes, and indicates 

eyes with dots. The drawing conveys something of the 
colorful, shimmering appear ance of the figures in the 
painting. 

I 82 Jacob Being Shown Joseph's Coat 

The Art Institute of Chicago, Charles Deering Collection 

Pen and brown ink and brown wash and some white body 
color, 120 X 180 mm. Ill. p. 266 

PROVENANCE Unidentified collector (L. 2844a) ; Ph. Moore 

(L. 2844; sale 1856); Charles, Earl of Shrewsbury; Charles 
Deering (L. 516). 

EXHIBITIONS Chicago, The Art Institute, Century of Progress, 

1933, no. 813 (as Rembrandt]; Chicago 1935-36, no . 50 (as 
Aert de Gelder]. 

BIBLIOGRAPHY D. C. Rich, in The Art Institute of Chicago 

Bulletin, XXIII, no. 4, 1929, pp. 40-41 [as Rembrandt]; 
Valentiner 1934, p. XXXV, fig. 35 (as Aert de Gelder]; 
Benesch VI, no. A 83, fig. 1689 (close to drawings of about 

1655-56]. 

This drawing is so similar to the preceding one in the 
character of the pen lines that there can hardly be any doubt 
that it is also by Aert de Gelder. In subject matter and to 
some extent in the composition and manner of drawing it 
shows features of Rembrandt's study of the same subject in 
Rotterdam (B. 991; it seems to combine two different ideas 
for the subject). 

The preceding drawing and this one may be considered a 
basis for attributing further pen drawings to the artist. Since 
it is likely that Aert de Gelder, as other pupils of Rem
brandt, expressed themselves in a variety of media and 
"styles" it is hoped that other drawings linked with his 

paintings will be found and thus will provide further 
nuclei for the reconstruction of his oeuvre. 

SAMUEL VAN HOOGSTRATEN 

I 8 3 Adoration of the Shepherds 

Kunsthalle, Hamburg 

Pen and brown ink and brown wash over sketch in pencil, 

155 X 204 mm. Ill. p. 254 

INSCRIPTIONS Signed at bottom right: S v Hoogstraten. 

PROVENANCE W. Esdaile (L. 2617); E. Harzen (1863). 

BIBLIOGRAPHY Bernt 1957, no . 309. 

Hoogstraten was a pupil of Rembrandt's m the 164o's, 
perh aps simultaneous with or shortly before Constantijn 
van Renesse and Barent Fabritius were in Rembrandt's 
studio. 

In contrast to all other pupils of Rembrandt, Hoogstraten 
used to sign his drawings either in full or with his initials, 
and invariably in a neat classical handwriting befitting a 
poet and art theoretician . Sometimes his initials are ac
companied by a two digit number which indicates a large 
series of drawings (not the date of origin, as usually is 

supposed, cf. Finding of Moses, Coll. Dutuit, numbered 53). 

The present drawing is perhaps not one of the most attrac
tive ones that Hoogstraten signed, but since it is one of the 
few that is not colored it is a useful point of reference for 
attributing pen or pen and wash drawings to the artist . 

It also demonstrates a certain dependence upon Elsheimer, 
which is characteristic for many ofHoogstraten's drawings, 
and to which Sumowski has drawn attention. 

PHILIPS KONINCK (?) 

I 84 Christ among His Disciples 

Ecole Nationale Superieure des Beaux-Arts, Paris Ill. p . 
262 

Pen and black ink and light brown wash, 198 X 260 mm. 

PROVENANCE Sylvestre (sale Paris, Dec. 4- 6, 1861, no. 156); 
Jules Bailly (sale Paris, March 19, 1869, no. 29); A. Armand 
and P. Valton. 

EXHIBITIONS Paris 1879, no. 359; Paris 1908, no. 489. 

BIBLIO GRAPHY Ph. de Chennevieres, in Gazette des Beaux

Arts, 1880, p. 64; Valentiner 362 (copy, probably by Ph. 
Koninck after Rembrandt]; Kauffmann 1926, p. 175 (Rem

brandt, 163 5 or 36]; Falck 1927, p. 178 (copy by Koninck 
after Rembrandt] ; M . Delacre and P . Lavallee, Dessins de 

maitres anciens, Paris /Brussels, 1927, pl. 23 (as Rembrandt]; 



Lugt 1933, under no. II32 and no. 1263 (neither by Rem
brandt nor Ph. Koninck]; Gerson 1936, no. Z 150, pl. 54 
[as Ph. Koninck J; Lugt 1950, no. 479 [neither Rembrandt 
nor Ph. Koninck; gray ink added]; Benesch III, no. 495, 

fig. 619 (Rembrandt ca. 1640- 42; figure at left and tw o at 
bott om right added by Ph. Koninck]. 

Since only ten disciples are present, the drawin g prob ably 
represents Christ's appearance to his disciples after the 
Resurrection. 

The attribution of this drawin g is problematic al. It seems to 
be by the same artist as The Death of Jacob, formerly in the 
Museum at Montre al (B. 493), Christ's Body Carried to the 
Tomb in Rotterdam (B . 484) and The Entombment of Christ 
in Berlin (B. 485), all three considered by Benesch to be 
works of Rembrandt. The man at the very left in the 
drawin g here exhibited is very similar to figures in early 
drawings of Philips Koninck (cf. Simeon, Coll. T. Christ, 
Gerson 1936, no. Z . 142; Dismissal of Hagar, Coll . Friedrich 
August, Gerson 1936, no. Z. II 7) and was accordingly by 
Benesch attributed to Philips Koninck as an addition to a 
drawing by Rembr andt. Since the whole drawing , how
ever, seems to be by one hand (except touches of gray ink), 
Philips Koninck is a very strong candidate. If he made the 
drawing, it is one of his most Rembrandte sque works. 

PHILIPS KONINCK 

I 8 5 Elij"ah and the Prophets of Baal 

Mr. and Mrs. Seymour Slive, Cambridge, Mass. 

Pen and brown ink and some gray wash over traces of 
pencil, 206 X 324 mm. Ill . p. 263 

PROV ENANCE W . Esdaile (L. 2617; perhaps identical with 
Sale London, W. Esdaile, Part III, June 18, 1840, no. 946 
[as Ph. Koninck]) ; Defer -Dumesnil ; Marsden]. Perry, 
Providence ; J oseph E . Widener, Elkins Park; W. R. 
Valentiner, Berlin /Raleigh . (According to other inform a
tion the drawing was also in the collections of Berlant , 
Gersaint , John Barn ard, James Butler , W . Young Ottley, 
Hor ace Walpole, and Captain Donn adieu). 

BIBL!OGRAPHY [Rembrandt Drawings in the Collection of Joseph 
E. Widener, Volume of Photographs, ca. 1921 J, pl. 32 (acc. to 
Valentiner by Ph. Koninck]; Gerson 1936, no. Z 129 
(probably copy]. 

The drawing represents King Ahab (standing, in the center) 
and the prophets of Baal witnessing the burning of the 
offerings on the altar built by Elijah . The King and the 
prophets had been summoned by Elijah (kneeling) to a 

contest between Baal and Jehov ah on Mount Carme l. 
Whil e the day-long prayers of the prophets failed to ignite 
their offerings, Elijah's few calm words imm ediately had 
the desired effect and demon strated the victory of the true 
over the false religion (I Kings 18 : 17- 3 8). 

While Rembr andt treated the subject entirely differently 
(Konstanz, B. 593 ), Samuel van Hoo gstraten represented it 
in 1646 with a similar composition (British Museum , H. 1 ). 
Since it is not very likely that the Koninck drawing dates 
from the same time, it probably is either based on the one 
by Hoogstraten or on a common model available to both 
artists (Hoogstr aten made a study for his drawing, Berlin 
KdZ 5664; cf. Sumowski 1966, p. 303). There certainly is 
no reason to consider the drawing a copy as Gerson sug
gested (cf. also F. Lugt in a manuscript note in the Institute 
in Th e Hague : "P. Koninck") . 

The drawing is in the same style derived from Rembr andt 
as the following Visitation. 

I 86 The Visitation 

The Pierpont Morgan Library , New York 

Pen and brown ink and some gray-brow n wash, 267 X 

205 mm . Ill. p. 263 

INSCRIPTIONS Annotat ed with pen and brown ink at bottom 

left : Rembrant. 

DATE [ca. 1655- 60]. 

PROV ENANCE C. Fairfax Murr ay ;]. Pierpont Morgan. 

BIBLIOGRAPH Y Gerson 1936, no. Z 140, pl. 56 (mid-forti es]. 

The Visitation takes place near the entr ance to a dwellin g. 
Zacharias is standing in the entrance. 

The drawing is a characteristic work of Philips Konin ck. 
Only the date presents problems: although Gerson sug
gested the mid-forties, the com position seems to have 
originated in connection with Rembr andt's own representa
tions of the subject, namely two drawin gs which are dated 
by Benesch ca. 1656- 57 (Louvr e, Paris; B. 1019). Possibly 
Konin ck used the style of this drawing longer, and in that 
case it could be considered as a wor k of the second half of 
the 165o's. 

I 87 Distant View from the Dunes 

Groninger Museum voor Stad en Lande, Groningen Ill . 

P· 265 
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Pen and brown ink and brown wash, 140 X 220 mm. 

DATE (ca. 1650-55]. 

PROVENANCE T. Dimsdale, London; T. Humphrey Ward, 

London (1906); C. Hofstede de Groot. 

EXHIBITIONS The Hague 1902, no. 45; Leiden 1903, no. 12; 

Paris 1908, no. 475; Leiden 1916, no. 61; The Hague 1930, 
no. 65; Groningen 1931, no. 71; Groningen 1948, no. 96; 

Groningen 1952, no. 53; The Hague 1955, no. 31; Leiden 
1956, no. 144; Vancouver 1958, no . 42; Padua/ Florence / 
Venice, Disegni 0/andesi de/ Seicento, 1968, no . 49, fig. 3 8. 

BIBLIOGRAPHY 0 . Hirschmann , in Cicerone, IX , 1917, p. 202; 

Becker 1923, no. 23; Gerson 1936, no. Z 30, pl. 30; Van 
Gelder 1958, no. 97a; L. C. J. Frerichs, Openbaar Kunst
bez it, 1959, no. 33; Bolten 1967, no . 41 (illustrated] . 

Although it is fairly certain that here represented is a stretch 

of the dunes, as long as the country house or castle at the 
left rem ains unknown a more precise identification of the 
site cannot be given. Koninck who generally preferred a 

high viewpoint must have been sketching from a rooftop 
or a tower, as Miss Frerichs pointed out. The arrangement 
of spaces, the blank areas of paper, and the fine, rather 
delicate pen lines are reminiscent of draw ings and etchings 
by Rembrandt of ca. 1650, particularly the etching The 

Goldweigher's Field (H. 249) of 1651 and the drawing closely 
connected with it, Open Landscape with Haar/em in the 
Distance (B. 1259, Rotterdam), as well as the Landscape with 

the 'Huys met het Toorentje' (H . 244). 

I 8 8 Riv er Landscape with High Embankment 

Musees royaux des Beaux-Arts de Belgique, Bruxelles 

Pen and brown ink and brown wash and watercolor, 129 X 

188 mm. Ill . p. 265 

DATE (ca. 1663]. 

PROVENANCE J. Gildemeester (sale Amsterdam, November 
24, 1800, Pf . U, no. 8); Goll van Franckenstein (sale Am
sterdam, July r, 1833, Pf. F, no. 14); H. v. Cranenburg 
(sale Amsterdam, October 26, 1858, no. 6, Pf. A); Jacob 
de VosJbzn (L. 1450; sale Amsterdam, May 22, 1883, no. 

217) ; De Grez. 

BIBLIOGRAPHY Gerson 1936, no. z 23, pl. 31. 

The artist may have found this site in the southern part of 
the present Netherlands (Limbur g) or in what is now 
West Germany, but it has not been identified. He probably 
made the drawing around 1663, as Gerson suggested. 

I 89 Ri ver Scene 

Bowdoin College Museum of Art, Brunswick, Maine 

Pen and brush and brown ink , heightened with white, 

199 X 317 mm. Ill. p. 264 

DATE (ca. 1663]. 

PROV ENANCE James Bowdoin III (r8n) . 

BIBLIOGRAPHY (Henry Johnson, comp.], Catalogue of the 
Bowdoin College Art Collections, Part I, The Bowdoin Draw

ings, Brunswick , Maine, 1885, no. 50 (as Rembrandt]; 
Rev. Fred . H . Allen, The Bowdoin Collection, Part I, Bruns
wick, Maine, 1886, no . r (as Rembrandt]; Frank Jewett 
Mather, "Drawings by Old Masters at Bowdoin College 
Ascribed to Northern Schools: II", Art in America, II, 1914, 
p. III, no. 250, fig. 4 (as Ph . Koninck] ; Gerson 1936, no . 

Z 20, pl. 38. 

This study of a bend in a river is related in execution to 

other drawings by Koninck of about 1663, for example the 
Farm, signed and dated 1663 in Berlin (Gerson 1936, no . Z 
12), and according to Gerson may date from the same time. 
This and similar drawin gs presuppose Rembr andt 's land
scape sketches of the late forties and early fifties (e.g. B. 
1227, 1234). The fence in the foreground prob ably has been 
reenforced by another hand. 

Since this sketch was already in this country by rSII it is 
one of the earliest, if not the earliest, drawing from Rem
brandt's school to enter an American collection . 

JOHANNES LEUPENIUS 

I 90 View of Trees and Houses Across a Stream* 

Albertin a, Vienna 

Pen and brush and brown ink, 193 X 313 mm. Ill. p. 273 

INSCRIPTION Signed and dated at bott om right: ]Leupeni (us] 
1665; and inscribed: N° 6. 

DATE 1665. 

BIBLIOGRAPHY Bernt 1958, no. 3 58; Benesch 1964-67, no. 
183; Van Hasselt 1968--69, under no. 92. 

J ohannes Leupenius, son of a minister who had come to the 
Netherl ands from England , was trained as a surveyor and 

was qualified as such in 1669. Active also as a mathematician 
and mapm aker, he combined his scientific interests in ge
ogra phy with an artistic approach to his surroundings, and 
sketched mainly country houses on the rivers Amstel and 
Vecht. App arently he deployed his great artistic gift as a 



landscape draughtsman mainly or even exclusively in the 
years 1665 and 1666, when he was about eighteen or nine
teen years old. About 1668 - 1671 he also made a series of 
etchings of country houses which are less accomp lished as 
an artistic performance. 

Like the following drawin g this one probably represents a 
country house surrounded by trees situated along the Vecht 
between Utrecht and Amsterdam, or on the Amstel near 
Amsterdam. Both are among the best he made, and show 
the proximity of his work to that of Jan Lievens from which 
he may have learned. If ever he was a pupil of Rembr andt, 
he probably was in his studio about 1660. 

I 9 I Castle Nij'enrode 

Rijksprentenkabinet, Amsterdam 

Pen and brown ink and brown wash and traces of black 
chalk, 171 X 281 mm. Ill. p. 273 

INSCRIPTIONS Signed at bott om right: J Leupenius; annotat
ed on the reverse: D'Ridderrnatige Hofstad Neyenrode van 
Agteren in 't Stigt 1665]. Leupeniusfect. No . 6. 

DATE 1665 

PROVENANCE C. Ploos van Amstel (sale March 3, 1800, no . 
20); probably J. H. Molkenboer (sale October 17, 1825 , no. 
32) ;Jacob de VosJbzn (L. 1450; sale May 22, 1883, no. 292 ). 

BIBLIOGRAPHY Henkel 1931 , p . 86, pl. LXIX; Henkel 1942 , 

p. 99, no. 3, pl. 152; Bernt 1958, no. 357; Van Hasselt 
1968 - 69, under no . 92 . 

Leupenius sketched this view of Castle Nij'enrode in the same 
year as the preceding drawing. In 1666 he made a second 
view of the same country house, this time in winter and 
from a different point of view (Van Eeghen Collection). 
One of his etchings (Hollstein 1) represents also the same 
subject. 

See also note to the preceding drawing. 

JAN LIEVENS 

I92 Evangelist Mark* 

Albertina, Vienna 

Black chalk , 278 X 2II mm. Ill. p. 250 

PROVENANCE Sale Amsterdam, S. Fokke, December 6, 17 84 , 

no. 802; sale Amsterdam, Ploos van Amstel, March 3, 1 800 , 

Pf. C, no . 17 . 

BIBLIOGRAPHY Schneider 1932, no. Z 21, fig. 40. 

In the type of head of this old scholar and also in the manner 
of drawing, Lievens approximates Van Dyck closer than in 
almost any other of his drawings . 

Lievens intended some of his black chalk portraits to be 
finished works of art by themselves, but made others as 
studies for his own etchings ( Portrait of Caspar Streso, Lugt 
Collection, 1654 - 58? for etching Rovinski 76; Man with a 
Skull, Amsterdam, for Rovinski 31 ), or as preparatory 
drawings for woodcuts. 

The present drawing probably was made as an independent 
study and was later reproduced in an etching. In the etching 
which is one of a series of four evangelists the figure is 
identified as St. Mark by the addition of a lion. Although 
the etching which is considerably smaller than the drawing 
usually is attributed to Jan Lievens, it is probably made by 
another artist, perhaps Laurent de la Hire to whom two 
other prints of the series have been attributed. 

See also note to the following drawing. 

193 Portrait of a Scholar 

Museum Boymans-van Beuningen, Rotterdam. 

Black chalk, traced for transfer, 255 X 189 mm . Ill . p. 253 

PROVENANCE F. J. 0. Boymans, Rotterd am. 

EXHIBITIONS Oberlin, Allen Memorial Art Museum, Seven

teenth-Century One-Block Woodcuts, 1962 . 

BIBLIOGRAPHY A. M. Hind, "The Woodcut Portraits of Jan 
Lievens and Dirk de Bray", in The Imprint, I, 1913, pp. 233 

ff.; Schneider 1932, no. Z 42. 

When he was in Rembrandt's studio, Lievens must have 
become acquainted with the portr aits and studies of figures 
Rembr andt made with black chalk, but the style of almost all 
drawin gs in this medium owes much to Van Dyck. An 
exception is the Portrait of Petrus Scriverius of 1631 ( or 
1637? , British Museum , London) which combines Rem
brandtesque and Van Dyck-like elements. 

The central part of this drawing without the background 
was reproduced in a woodcut signed IL. Because of the 
cape-like upper part of the costume which was introduced 
in the print but which is not present in the drawing, 
Bartsch and later writers called it Portrait of a Venetian 

Nobleman. In the drawing the books, the papers and what 
looks like a globe on the large table in front of the sitter, and 
the inkpot on the small table behind him characterize him 
as a scholar. The differences between this drawing and the 
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print support the supposition made by Hind that another 
artist (Frarn;:ois Dusart?) cut Lievens' woodcuts. 

See also note to the following drawing. 

I 94 Entrance Gate to a Garden 

Amsterdams Historisch Museum (Collection Fodor) 

Reed pen and brown ink on Japan paper, 222 X 371 mm. 
PROVENANCE W. Baartz (sale Rotterdam,June 6, 1860, Pf. 

P, no. 341); C.J. Fodor. Ill. p. 251 

EXHIBITIONS Amsterdam, Museum Fodor, Klassieke Hol

landsche teekenaars, 1932, no. 34; Paris 1950, no. 13 8; 

Cologne /Bremen 1955, no . 47; Vancouver 1958, no. 49; 

Jerusalem 1960, no . 42; Beograd /Zagreb 1960, no. 40 ; 

Brussels /Hamburg 1961, no. 69, pl. XXXVII and detail 
on cover; Budapest 1962. 

BIBLIOGRAPHY Beschrijving der schilderijen, teekeningen, etc. in 

het Museum Fodor te Amsterdam, Amsterdam, 1863, no. 96; 

Schneider 1932, Z 391. 

This Entrance Gate to a Garden stands out among the best 
landscape drawings of Lievens by virtue of the subject 
matter. Although Lievens often included figures in his 
drawings , these generally are either farmers, shepherds, 
travelers or occasionally a painter, and they invariably are 
subordinated to the landscape . Here, however, he intro
duced a well-dressed lady with a child in a park or garden 
near a pond in the very center of the composition. The gate 
enframing them stresses their importance. A similar element 
of country elegance is more generally found in Flemish art , 
and Rubens' La Promenade comes easily to mind. As many 
of Lievens' drawings, this one shows in the pen lines an 
affinity to Campagnola and Titian. 

I 9 5 Wooded Landscape 

The Pierpont Morgan Library, New York 

Pen and brown ink, 222 X 375 mm. Ill. p. 252 

PROVENANCE C. Fairfax Murray; J. Pierpont Morgan . 

EXHIBITIONS Raleigh 1956, no. 69. 

BIBLIOGRAPHY Fairfax Murray I, no. 183; Schneider 1932, 

no. Z 309. 

These oak trees standing on a hill and similar wooded 

scenes were developed by Jan Lievens after he had come in 
cont act with landscapes painted by Adriaen Brouwer and 
Rubens . Heavy foliage and light coming from the distance 

between the heavy trunks are common features of these 
drawings and of some of the artist's paintings (Rotterdam, 
and elsewhere). 

196 Trees 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich

kabinett, Berlin Ill. p. 253 

Pen and brown ink on Japan paper, 378 X 232 mm. 

INSCRIPTIONS Annotated in monogram at bottom left :.J.L.; 
annotated on the reverse by Ploos van Amstel: Landschap 

Jan Lievens J de Stajfage Ad . van de Ve/de J Hoag 14 3 / 9 d 
br 9 d. 

PROVENANCE Sale Amsterdam, November 23, 1767, Pf. F, 
no. 487; sale Amsterdam, December 12, 1768, Pf. A, no. 
45 ;J. van der Marek (sale Amsterdam, November 29, 1773, 

no . 254); C . Ploos van Amstel;J. C. van Hall (sale Amster

dam , February 21, 1814, Pf. D, no. 14) ; Six van Hillegom 
(sale Amsterdam,July 7, 1845, Pf. A, no . u); L. Dupper 
Wzn (sale Dordrecht, July 28, 1870, no. 221); B. Suer
mondt. 

BIBLIOGRAPHY C. Josi, in Collection d'imitations de dessins 

d' apres !es principaux maztres hollandais, commence par C. 
Ploos van Amstel, continue par C. Josi, London, 1821 [as 
scene of the "Haagsche Bosch" in the collection of the 

banker Muller]; Bock and Rosenberg 1930, p. 178, no. 

2622; Schneider 1932, Z 303. 

This is one of a small number of large drawings by Jan 
Lievens representing one or a few trees showing their age 
in the twisted forms of their trunks and branches (similar 
examples are in Rotterdam and Dresden). Lievens sketched 
these trees on Japan paper in the same style as his woody 
landscapes and views of farms. 

The tradition going back as far as the eighteenth century 
that Lievens would have sketched these oak trees and 
beaches in the woods near The Hague is attractive but 
cannot be substantiated. The "staffage" is by Lievens him
self in spite of Ploos van Ams tel' s opinion to the contrary. 

I 97 St. Jerome 

Kunstmuseum der Stadt Diisseldorf 

Pen and brown ink, 217 X 318 mm. Ill. p. 251 

INSCRIPTIONS Signed in monogram and dated at bottom 

left : IL 1665. Annotated: 23. 



DATE 1665. 

PROVENANCE Lambert Krahe; Kunstakademie, Diisseldorf 

(L. 2309 ). 

EXHIBITION S Diisseldorf 1968, no. 62. 

BIBLIOGRAPHY Budd e 1930, no . 894, pl. 197; Schneider 1932, 
no . Z 12; Eckhard Schaar, in (Diisseldorf] 1968, no. 62. 

As Rembr andt did in his etching St. Jerome in an Italian 
Landscape and in accordance with a long pictorial tradition, 
Jan Lievens represented the saint near a large tree. The 
drawing is one of the very few that Lievens dated and 
shows that as late as 1665 Lievens included stylistic elements 
of Rembr andt of the 163o's and 164o's, combining these 
with impressions from Rubens's work. There is also simi
larity with the drawin g of the same subject by Ferdinand 
Bo!, here exhibited under no. 155. 

NICOLAES MAES 

I 9 8 Christ Blessing the Children 

Rijksprentenkabinet, Amsterdam 

Pen and brush and brown ink; the kneeling woman in the 
foreground drawn first with red chalk; corrected with 

white, 223 X 193 mm. Ill. p. 257 

DATE [ca. 1652-53). 

PROVENANCE Matthys Balen, Dordrecht (1766). 

EXHIBITIONS Brussels/Hamburg 1961, no. 138, pl. 28. 

BIBLIOGRAPHY Wegner 1966- 67, under no. IOI. 

The subject , "Suffer little children to come unto me" was 
also repre sented by Rembrandt as part of his illustration of 
the entire chapter 19 of the Gospel according to Matthew 
(the so-called Hundred Guilder Print). 

The drawing is a study for the painting of the same subject 
in the National Gallery , London and preceded a second 
drawing (British Museum) which is closer to the paintin g. 
Both drawings document the gradual tran sformation of a 
motif inspired by The Hundred Guilder Print into a virtu ally 
independent paintin g. In the drawing here exhibited the 
figure of Christ standing, and both the kneeling woman and 
the one standing next to her are reminiscent of the cor
responding figures in the print. In the second drawing 
Christ is seated as he is in the paintin g, and a child is 
standing between him and the kneeling woman. In the 
painting Maes retained the child, but eliminated the kneel
ing wom an altogether. The composition of the second 

drawing, as that of the painting, is closed at the left by a 
standing woman with a child in her arms. 

Already in 1923 Hind (1915, pp. 50-51, no. 144) attributed 
the drawin g in London to Maes because of a similarity with 
three drawings (Milk Maid at Dre sden and two others in 
Cambrid ge), and he concluded that the painting in the 
N ational Gallery also should be considered a work of the 
artist . Since then both attribution s have been confirmed 
(pace Hofstede de Groot 1929, p . 144; see Maclaren 1960, 
pp. 229- 31, and Pont 1958, pp. 155- 6). The painting is 
the most significant early work of Nicolaes Maes, painted 
perhaps still in Amsterdam before he returned to Dordrecht 

at the end of 1653. 

199 Woman Scraping a Parsnip 

Coll. F. Lugt, Institut Neerlandais, Paris Ill . p . 258 

Brush and brown ink ; verso: red chalk, 123 X 84 mm. 

DATE [ca. 1655). 

PROVENANCE Unidentified collector (L. 1460d); Earl of Dal

housie (L. 717a). 

EXHIBITIONS Dordrecht 1934, no. 3 r. 

BIBLIOGRAPHY Valentiner 1923, p. 21, pl. I b; Valentiner 

1924, p. 50, fig. 43- 44; Maclaren 1960, p . 228. 

One of the few drawings from a scrapbook which until 1922 
was in the collection of the Earl of Dalhousie ; it is a study 
for a paintin g by Nicolaes Maes of the same subject, dated 
1655, in the National Gallery, London. A second drawing 
for the same painting in the same album is a little further re
moved from the painting (Valentiner 1924, fig. 42). Since 
most of the drawings in the volume were by one artist, 
these and similar drawings identified Nicolaes Maes as their 
author. The volume apparently contained mainly early 
drawings by the artist. 

Rembrandt's use of the brush in the 165o's apparently im
pressed his pupils : both Van den Eeckhout and Maes gladly 
took it over. 

On the reverse is a summary sketch of a woman eaves
droppin g closely related to the painting of 1656 in the 
W allace Collection, London. 

200 Old Woman with a Yarn Winder and n Spool 

Staatliche Museen Preussischer Kulturbesitz, Kupferstich
kabinett, Berlin Ill . p. 258 

199 



200 

Red chalk and brush and brown ink, 222 X 174 mm. 

DATE [ca. 1654-6o ]. 

PROVENANCE Baron J. G. Verstolk van Soelen; A. H. E. 
van Pallandt; B. Suermondt. 

BIBLIOGRAPHY Lippmann and Grote 1st ed., no . 69 (2nd ed., 
no . 291); Bode and Valentiner 1907, pl. 18; Valentiner 
1924, pp. 45-46, 50, fig. 28; Hofstede de Groot 1929, p · 
145 [by Maes]; Bock and Rosenberg 1930, p. 183, no· 
261I, pl. 125; Benesch 1948, p. 289, fig. 2; Bernt 1957, no. 

383. 

The numerous paintings Nicolaes Maes devoted to the sub
ject of the old woman seated and absorbed by her work or 
by her prayers have contributed much to the artist's fame. 
Only three drawin gs of these subjects are known , and of 
these three this is the most accomplished and impressive 
one. The woman apparently is fastening the end of the 
thread that she has wound unto the spool from the yarn 
winder. The drawin g is closely related to two paintings of 
similar subjects in Amsterdam (Valentiner figs. 32 and 30) 

20 I The Young Mother 

The Metrop olitan Museum of Art, Rogers Fund, 1947 

Ill. p. 259 

Pen and brown ink and brown wash, 35 X 180 mm. 

DATE [ca. 1655-56] . 

PROVENANCE Private Collection, Berlin (1924); W.R. Val
entiner, Detroit (sale Amsterdam, Mensing, October 25, 
1932, no . XXVI); H. L. Larsen, Amsterdam-New York 
(sale New York, Parke-Bernet, November 6, 1947, no. 16). 

BIBLIOGRAPHY Valentiner 1924, p. 51, fig. 55; Louise Bur
roughs, in Metropolitan Museum of Art Bulletin, N.S. VII, 

1949, p. 282; Bernt 1958, no. 381. 

Similar domestic scenes were frequently painted by the art
ist in 1655 and 1666, and this drawing prob ably dates from 
that time . It is the most finished version of this subject 
among Maes' drawings. 

202 Young Man Descending a Staircase 

Museum Boymans-v an Beuningen, Rotterd am Ill. p. 259 

Pen and brown ink, corrected with white, 174 X 175 mm. 

DATE [ca. 1655-6 0?]. 

PROVENANCE Earl of Dalhousie (L. 717a); F. Koenigs, Haar
lem. 

EXHIBITIONS London 1929, no. 669; Dordrecht 1934, no. 
22; Dijon 1950, no . 71; Leiden 1956, no. 165. 

BIBLIOGRAPHY Valentiner 1924, p. 50, fig. 47; Hofstede de 
Groot 1929, p. 144 [questions attribution to Maes; copy 
after painting?]. 

One frequently recurring subject in Maes's paintings is an 
interior with one or two young couples embr acing in the 
background, while a maid servant, her hand against her 
lips, enjoins silence. Sometimes it is a young man instead of 
a maid, but they always are placed prominently in the fore
ground, and they invariably smile. Rather than eavesdrop
ping or tryin g to prevent others from disturbing the lovers, 
these central personages are amused by the couples that 
trust that they are not observed. As in this drawing these 
paintings often include a view into a farther room beyond 
a staircase in the center of the space ( A psley House, Wall ace 
Collection, Buckingham Palace, Six Collection). 

The lines of this drawing are simplified variations of Rem
brandt's pen lines, and are found in a large number of early 
drawings by Nicolaes Maes. On the reverse of the paper 
the artist made a sketch of a man seated. 

20 3 A Scholar in His Study 

Wadsworth Atheneum, Hartford 

Pen and brown ink and brown wash, 184 X 184 mm.; top 
corners canted . Ill. p. 261 

DATE [ca. 1655-60?]. 

PROVENANCE Earl of Dalhousie (L. 717a). 

EXHIBITIONS Detroit, The Detroit Institute of Arts, Sixty 
Drawings from the Wadsworth Atheneum, Hart ford, 1948; 
Montreal, The Monreal Museum of Fine Arts, Five Cen
turies of Drawings, 1953, no . 127 [illustrated]; Middletown 

1959. 

BIBLIOGRAPHY Valentiner 1924, pp . 56- 57, fig. 69; Wads
worth Atheneum [Handbook ], Hartford, 1958, p. 74 [illus
trated]. 

The subject of the scholar in his study has occupied Rem
brandt and many of his pupils for long periods of tim e 
(Bo!, Van der Pluym, Koninck, and others). Maes made 
two drawings of the subject, the one here exhibited and a 
second one formerly also in the Dalhousie Collection. In 
both, Maes payed more attention to accessories such as 



books and clocks, than Rembrandt, who tended to focus the 
attention on the figure. 

204 Man Standing 

Museum Boymans-v an Beuningen , Rotterd am Ill. p. 260 

Pen and brown ink and brown wash, 162 X 52 mm. 

PROVENANCE Earl of Dalhousie; F. Koenigs, Haarlem. 

EXHIBITIONS Dordrecht 1934, no. 26; Rotterd am 1934, no. 
117; Dijon 1950, no. 73; Leiden 1956, no. 163. 

See note to the following drawing. 

205 Man Standing, Leaning against a Doorpost 

Museum Boymans-v an Beuningen, Rotterdam 

Pen and brown ink, 162 X 67 mm . Ill . p. 260 

PROVENANCE Earl of Dalhousie; F. Koenigs, Haarlem. 

EXHIBITIONS Dordrecht 1934, no. 27; Rotterdam 1934, no. 
uS; Dijon 1950, no. 72; Leiden 1956, no. 164. 

BIBLIOGRAPHY Sumowski 1961, p . 26 under no. A soa. 

This and the preceding drawing are not directly connected 
with any paintings by Nicolaes Maes or with any of the 
drawings that are certainly by him. Because of their prove
nance from the Dalhousie album and a general resemblance 
with other drawings by the artist they are also considered 
to be his work . 
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Rembrandt 
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9 7 Rembrandt 
Seated Old Man 

National Gallery of Art, Washington, D.C. 
Rosenwald Collection 



94 Rembrandt 
Old Beggar in a Long Cloak and High Cap 
Rijksprentenkabinet, Amsterdam 

96 Rembrandt 
Beggar Woman Leaning on a Stick 
National Gallery of Art, Washington, D.C. 
Rosenwald Collection 

95 Rembrandt 
A Team of Horses Resting 
Rijksprentenkabinet, Amsterdam 
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Rembrandt 
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98 Rembrandt 
A Negro with a Turban 
Chr. P. van Eeghen 

99 Rembrandt 
The Supper at Emmaus 

Fogg Art Museum, 
Harvard University 
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100 Rembrandt 
The Last S T upper 

he Lehman C II . o ectton 
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Rembrandt 

102 Rembrandt 
Two Stud' J T 1es <!J a W: 

he Metropolitan Moman Reading 
useum of Art 

1 o4 Rembrandt 

Joseph Interpretin th 
Anonymous ,g e Prisoners' D reams 



1 o 3 Rembrandt 

Jo seph Interpreting the Prisoners' Dreams 

The Art Institute of Chicago 
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Rembrandt 
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1 o 1 Rembrandt 

Sheet of Studies with a Blind Old Woman 

Staatliche Museen Preussischer Kulturbesitz, 

Kupferstichkabinett, Berlin 

106 Rembrandt 

Odysseus and Nausicaa 

Sterling and Francine Clark Art Institute 



1 o 5 Rembrandt 

Seated Girl in Prqfile to the Left 

Museum Boymans-van Beuningen 
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Rembrandt 
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1 o 7 Rembrandt 
Two Studies o,j : The p· Saskta Asleep 

ierpont Moraan L 'b 6 1 rary 

1 o8 Rembrandt 
Sas~ia Lying in Bed 
National Galle if r-Y;h' ryoArt 

as ington, D.C 
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Rembrandt 

112 
Rembrandt Horseback 

M mmers on 
Two u r an Library The Pierpont Mo g 

("j " 

110 
Rembrandt Reading and an Oriental Studies of a Woman 

Private Collection 
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111 Rembrandt 

Self-Portrait 

National Gallery of Art, Washington, D .C. 
Rosenwald Collection 
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113 Rembrandt . Room 
. His Dressing Actor m . 
hire Collection Devon s 

Chatsworth 



114 Rembrandt 
Two Cottages 
The Lehman Collection 

115 Rembrandt 
Satire on Art Criticism 

The Lehman Collection 
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Rembrandt 

116 Rembrandt 
The Holy Family Asleep 
Syndics of the Fitzwilliam Museum 

11 7 Rembrandt 
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Cottage near the Entrance to a Wood 
The Lehman Collection 
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119 Rembrandt 
Cottage with a White Paling 

Private Collection 

118 Rembrandt 

View over the Amstelfrom the Rampart 

National Gallery of Art, Washington, D.C. 
Rosenwald Collection 

217 



Rembrandt 
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121 Rembrandt 

Landscape with a Drawbridge 

The Albertina 

120 Rembrandt 

Landscape with Farm Buildings and High Embankment 

Museum ef Art, Rhode Island School ef Design 



122 Rembrandt 

The Supper at Emmaus: The Vanishing of Christ 

The Syndics of the Fitzwilliam Museum 
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12 3 Rembrandt 
Tobias and His Wife Sara Praying 
The Metropolitan Museum of Art 
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126 Rembrandt 
The "Rijnpoort" at Rhenen 
Devonshire Collection, Chatsworth 

125 Rembrandt 
The "Diemerdijk" with the Village Houtewael 
Museum Boymans-van Beuningen 
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124 Rembrandt 
Jae/ and Sisera 
The Visitors of the Ashmolean Museum 

127 Rembrandt 
Two Indian Noblemen of the Mug ha I Court: 

Abd al-Rahim Khan and a Falconer 
The Pierpont Morgan Library 

128 Rembrandt 
Detailfrom Raphael's "The Repulse of Attila" 
Staatliche Museen Preussischer Kulturbesitz, 
Kupferstichkabinett, Berlin 
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130 Rembrandt 
The Prophet El' h 
Private Collecti;: a and the Widow with u S 

ner ons 

129 Rembrandt 
The Mock' The p· mg of Christ 

terpont Morgan L 'b t rary 

131 Rembrandt 
Christ Finding the A 
Sterling and F . post/es Asleep 

rancme Clark A rt Institute 
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Rembrandt 

133 Rembrandt 
Three Studies for a Deposition 

from the Cross 
Norton Simon Foundation 

132 Rembrandt 
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The Rest on the Flight into Egypt 
Norton Simon Foundation 
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135 Rembrandt 
Portrait of a Man in a Wide-Brimmed Hat 
Fogg Art Museum, Harvard University 

138 Rembrandt 
Study ef a Franciscan Monk 
Staatliche Museen Preussischer Kulturbesitz, 
Kupferstichkabinett, Berlin 
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136 Rembrandt 
Study of a Female Nude 
The Art Institute of Chicago 
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134 Rembrandt 
View of Diemen 
National Gallery of Art, Washington, D.C. 
Rosenwald Collection 

137 Rembrandt 
Female Nude Seated on a Stool 
The Art Institute of Chicago 



229 



Rembrandt 

230 

.' 

"-I 

139 Rembrandt 
Noah's Ark 
The Art Institute of Chicago 

140 Rembrandt 
Isaac and Rebecca Spied 11pon by Abimelech 
Private Collection 

141 Rembrandt 
The Meeting of Christ with Martha and Mary 
after the Death ef Lazarus 
The Cleveland Museum of Art 
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Drawings by pupils, corrected by Rembrandt 
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143 Pupil, corrected by Rembrandt 
The Departure of Benjamin for Egypt 
Teylers Museum, Haar/em 

142 C. van Renesse, corrected by Rembrandt 
The Annunciation 
Staatliche Museen Preussischer Kulturbesitz, 
Kupferstichkabinett, Berlin 

144 C. van Renessee, corrected by Rembrandt 
Judas Receiving the Thirty Pieces of Silver 
Devonshire Collection, Chatsworth 
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Drawings by pupils, corrected by Rembrandt 
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147 Unident/fied Pupil 
Rembrandt's Studio with Pupils Drawing from the Nude 
Hessisches Landesmuseum, Darmstadt 

14 5 Pupil, corrected by Rembrandt 
Lot Defending the Angels from the People of Sodom 
The Pierpont Morgan Library 

146 Unidentified Pupil 
The Good Samaritan 
The Art Institute of Chicago 
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Gerard Dou 
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1 6 3 Gerard Dou 

An Elderly Man Sharpening His Pen 

Amsterdams Historisch Museum 

(Collection Fodor) 
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Jacob Adriaensz Backer 

148 Jacob Adriaensz Backer 
Reclining Nude 
Kunsthalle, Hamburg 

149 Jacob Adriaensz Backer 
Self-Portrait 
The Albertina 
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Jacob Adriaensz Backer 

150 Jacob Adriaensz Backer 
Portrait of a Man 

The Metropolitan Museum of Art 

\. 



172 Govert Flinck 

Study of a Pollard Willow 
Museum Boymans-van Beuningen 

173 Govert Flinck 

Young Boy A sleep 

Coll. F. Lugt, Institut Neerlandais, Paris 
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Govert Flinck 

171 Govert Flinck 

d F, ale Nude 
Seate em k b. t Am sterdam t n a ,ne, Rijk spren e 

174 
Govert Flinck Man Standing 

. "a Young d 
Portrait '!I kk Amster am 

d Houtha er, Bernar 



17 5 Govert Flinck? 
Isaac Blessing Jacob 
Museum Boymans-van Beuningen 
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Gerbrand van den Eeckhout 

166 Gerbrand van den Eeckhout 

David's Promise to Bathsheba 

The Metropolitan Museum ef Art 



16 5 Gerbrand van d The D. . en Eeckhout 
zsmzssal o,JR 

Staatliche agar Museen Preu . h 
Kupferstichkabinett B ssl'.sc er Kulturbesitz 

, er in ' 

164 Gerbrand van d 
Gideon and th ~ Eeckhout 
Herzoa-A e ngel 

6 nton-Ulrich .., ,nuseum B • raunschweig 
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Gerbrand van den Eeckhout 
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16 7 Gerbrand van den Eeckhout 
The Dreamer 
Goldschmidt Collection 

168 Gerbrand van den Eeckhout 
Christ and the Woman Taken in Adultery 
The Art Institute of Chicago 
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Ferdinand Bo! 

Ferdinand Bo/ . he Prisoners' Dreams 15 2 h Interpreting t Josep b 
Kunsthalle, Ham urg 
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Ferdinand Bo! 
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153 
Ferdinand Bo/ b h Three Angels 

h Visited Y t e . 
Abra am Beuningen 

Boymans-van Museum 
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Ferdinand Bo/? 
151 d' of Moses 

The Fin mg . Amsterdam 
kabmet, Rijksprenten 

Ferdinand Bo/ 

, . .. . 
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154 '/ 

The Holy Fam, Y Darmstadt 
. h Landesmuseum, Hesszsc es 
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Ferdinand Bol 

155 Ferdinand Bo/ 
St.Jerome 
Kunsthalle, Hamburg 

157 Ferdinand Bo/ 
Woman before a Mirror 
Biblioteca Nacional, Madrid 
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156 Ferdinand Bo/ 

Seated Woman 

Staatliche Museen Preussischer Kulturbesitz, 

Kupfer stichkabinett, Berlin 
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Jan Lievens 
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192 Jan Lievens 

Evangelist Mark 

The Albertina 

197 Jan Lievens 

St.Jerome 

Kunstmuseum der Stadt Diisseldorf 

194 Jan Lievens 

Entrance Gate to a Garden 

Amsterdams Historisch Museum 

( Collection Fodor) 





Jan Lievens 
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195 Jan Lievens 
Wooded Landscape 

The Pierpont Morgan Library 



19 6 ] an Lievens 
Trees 
Staatliche Museen p . reussischer FG I b . 
Kup_Jerstichk b. u tur es,tz 

'.)' a inett, Berlin ' 
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193 Jan Lievens 
Portrait of a Scholar 
Museum B oymans-van Beuningen 
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Samuel u-van noogstraten 

183 Samuel van H, Ad . oogstraten 
oration of the Sh 

Kunsthalle H, epherds , amburg 
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170 Barent Fabritius 
Adoration of the Shepherds 
Museum Boymans-van Beuningen 

169 Barent Fabritius? 
The Satyr and the Peasants 
The Art Institute of Chicago 

Barent Fabritius 
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Lambert Doomer 

162 Lambert Doomer 

The Well and Fortress at 
Tai Ehrenbreitstein 

The Pierpont Morgan Library 

161 Lambert Doomer 

The "Hoenderpoort" and the 
Belvedere in Nijmegen 

Museum Boymans-van Beuningen 
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198 Nicolaes Maes 
Christ Blessing the Children 
Rijksprentenkabinet, Amsterdam 

Nicolaes Maes 
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Nicolaes Maes 

200 Nicolaes Maes 

Old Woman with a Yarn Winder and a Spool 

Staatliche Museen Preussischer Kulturbesitz, 

Kupferstichkabinett, Berlin 

199 Nicolaes Maes 
Woman Scraping a Parsnip 

Col I. F. Lugt, 

Institut Neerlandais, Paris 



201 Nico laes Maes 

The Young Mother 
The Metropolitan Museum of A rt 

202 Nicolaes Maes 
Young Man D escending a Staircase 

Mu seum Boyman s-van Beuningen 
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Nicolaes Maes 
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204 Nicolaes Maes 

Man Standing 

Museum Boymans-van Beuningen 

20 5 Nicolaes Maes 
Man Standing, Leaning against a Doorpost 

Museum Boymans-van Beuningen 



203 Nicolaes Maes 

A Scholar in Hi s Study 
Wadsworth Atheneum 



h .1. 5 Koninck p ttp 

. . Koninck? 

184 Philips His Disciples Arts Paris 
Christ among , ·eure des Beaux- , 

I Nationale Supen Eco e 
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185 Philips Koninck 
Elijah and the Prophets of Baal 
Mr. and Mrs. Seymour Slive 

186 Philips Koninck 
The Visitation 
The Pierpont Morgan Library 



Philips Koninck 

189 Philips Koninck 
River Scene 
Bowdoin College Museum of Art 

• 

187 Philips Koninck 
Distant View from the Dunes 
Groninger Museum voor Stad en Lande 

188 Philips Koninck 
River Landscape with High Embankment 
Musees royaux des Beaux-Arts de Belgique 
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Aert de Gelder 
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182 Aert de Gelder 

Jacob Being Shown Joseph 's Coat 
The Art Institute of Chicago 

181 Aert de Gelder 

Group of Figu res in Oriental Costume 
Mi ss Annette Ruth Brod 

/ 

176 Abraham Furnerius? 
Tower of the Westerkerk in Amsterdam 

Amste rdams Historisch Museum 

(Coll ection Fodor) 

Abraham Furnerius 



Abraham Furnerius 
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177 Abraham Furnerius 

Wooded Landscape 

Rijksprentenkabinet, Amsterdam 

179 Abraham Furnerius 

Cottage under Trees 

Mr. and Mrs. Winslow Ames 

1so Abraham Furnerius 

Farm Buildings under Trees 

Kunsthalle, Hamburg 





Abraham Furnerius 

178 Abraham Furnerius 

Wooded Landscape 

The Brower Collection 

Central College, Pella, Iowa 

158 Anthonie van Borssum 

Farm Buildings 

Rijksprentenkabinet, Amsterdam 

159 Anthoni e van Borssum 

View of Soest 

Am sterdams Historisch Museum 

( Collection Fodor) 
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Anthonie van B orssum 

• 
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Anthonie van Borssum 

160 Anthonie van Borssum 

Mill and Boat-Lift near a Canal 

Rijksprentenkabinet, Amsterdam 

190 Johannes Leupenius 

View of Trees and Houses across a Stream 
The Albertina 

191 Johannes Leupenius 
Castle Nijenrode 

Rijksprentenkabinet, Amsterdam 
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