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REMBRANDT »
Harmenszoon van Rijn
Self-portrait with Beref
(unfinished)

0Oil on wood

30.7 by 243 cm

Musée Granet, Aix-en-Provence
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Ha npotsikeHun bonee Tpex BEKOB Xy[AOXECTBEHHOE Hace-
AMe reHnanbHOro macrepa He nepecraet BOCXMLLATb 3puUTenei
HeoOblYanHO MPOHMLATENbHLIM U NO-PUNOCODCKU MYyAPbIM
BOCNPUATMEM JINYHOCTU YEeNOBEKA M OKPYKAIOLLEro ero Mmnpa.
B nocneaytolme 3noxu 66110 AOCTAaTOYHO pa3HOEe, OCHOBAH-
Hoe Ha 6araxe cOOCTBEHHOW lyXOBHOM KyNbTypbl U HECXOXee
C NpeALecTBeHHUKAMI NOHMMaHNe 06pa3HO-NIacTUYeCcKoro
COAEpPKaHUS peMOpPaHATOBCKIX TBOPEHMIA. B 3TOM CMbICNe He
MNOANENUT COMHEHNIO TOT (DaKT, YTO KaXKA0e HOBOE NMOKONeHMe
HYXJaeTca B «CBOemM» PembpaH/Te 1 C10BHO 3aHOBO OTKPbI-
BaeT ero ans cebs. B Hawen ctpaHe, B MockBe u CaHKT-
Netepbypre (JleHnHrpaae), B 1936, 1956 1 1969 rofax Nnposo-
AVAUCh BbICTaBKM, NPUYPOYEHHbIE K 0OMeHbIM faTaM Benu-
Koro ronnaHgua. OgHako ¢ MOMeHTa OCyLLeCcTBNeHNA nocnes-
HeN U3 HUX NPOLLIO NOYTN COPOK NeT. 3a 3TO BPEMA UHTEHCUB-
Has NybnMKauuMsa pe3ynbTaToB UCCNeA0BaHNUIA YYeHbIX JOCTU-
rna CTo/b BNeYyatnAaLWmnx pe3ynbratos, YTO0 BO3HUKNA BMNOIHE
o4yeBUAHAA HEOOXOAMMOCTb MOCMOTPETb HOBbIM CBEXUM
B3N1A0M Ha 6e€CCMepPTHbIE NPOM3BEAEHUS MacTepa U ero ydye-
HUKOB, XpaHSALLMECA B My3eMHbIX COOPaHNAX pa3HbIX CTPaH, 1
6onee 06HLEKTUBHO ONPEAENUTL X MECTO B UCTOPUN MUPOBO
XY[0XEeCTBEHHOWN KYNbTYpPbl.

CA B NoKa3se Ha npuMepe OTAe/bHbIX

BbIAAIOWMXCA XKUBOMUCHBIX U Tpa-
thuryeckmx paboT He TONbKO XyL0XKEeCTBeH-
Horo cBoeobpas3una v 3BONIOLUN TBOPYe-
CTBa reHManbHOro MacTepa, Ho 1 CyTU ero
npodeccnoHanbHbIX KOHTAKTOB C npej-
LWecTBEHHMKaMM, CTapliMMU COBpPEMEH-
HMKaMW, MHOTOYUC/IEHHBIMU YYeHUKaMu
1 nocnegosatenamu. Ee ocHosy cocra-
BNIAIOT KapTWHbI, Bcero 6onee Tpex gecat-
KOB, NpuHagnexalme cobpanuio TMNUN.
Cpean HuX - npounsBeseHus camoro Pem-

rﬂaBHaﬂ naeA BbICTaBKM 3aKnw4aert-

6paHaTa, a Takke pabotbl Mutepa Jlact-
MaHa, Hukonayca KHiondepa, Akoba bak-
kepa, @ununca KoHuHka, AHa JluBeHca,
Kapena ®abpuuuyca, lepbpaHata BaH
neH Jkxayta, PepanHanaa bona n 36ep-
xapaa Kenns. Co3paHHble B pasHble ne-
PVOAbI N B Pa3sHbIX }aHpax, OHU NoKa3bl-
BAlOT OpraHMyYHoe B3aMMofencTBme TBOp-
yecTBa BE/IMKOrO ro/ifiaHALLA U ero coBpe-
MeHHUKOB. B cocTtaB 3kcnosunuum Takxke
BK/IIOYEHbl NATb lWeAeBpoB KUCTU Pem-
OpaHaTa n3 cobpaHus MetpononuTen-
myses B Hblo-Mopke (CLUA), aBTonopt-

.
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The Anniversary

of a Great
Dutchman

“Rembrandt,

His Predecessors and Followers”
at the Pushkin Museum of Fine Arts

Followers” marks the 400th

anniversary of the painter’s birth.
The main aim of this exhibition is, using a
number of Rembrandt's masterpieces, to
illustrate the distinct nature and evolution
of his art, as well as his artistic relation-
ships with his predecessors, older contem-
poraries, and numerous pupils and follow-
ers. The main body of the exhibition con-
sists of over 30 paintings belonging to the
Pushkin Museum of Fine Arts in Moscow.
Among these are works by Rembrandt him-
self and by his predecessors and follow-
ers, including Pieter Lastman, Nicolaus
Knupfer, Jacob Backer, Philips Koninck, Jan
Lievens, Carel Fabritius, Gerbrand van den
Eeckhout, Ferdinand Bol and Bernhard Keil.
Created at different times and in different
styles, these bear testimony fo the strong
links between Rembrandt and his contem-
poraries. The exhibition also includes five of
the artist's masterpieces from the Metro-
politan Museum in New York, as well as
Rembrandt's self-portrait from the Musée
Granet in Aix-en-Provence, works by
painters of the Rembrandt school from the
Hermitage in St. Petersburg, and eight can-
vases from Russian regional museums in
Ryazan, Nizhny Novgorod, Voronezh and
Serpukhov; rarely reproduced, these are lit-
tle known to the public. Alongside this won-
derful collection of paintings, viewers can
also enjoy drawings and etchings by Rem-
brandt and his school from the Pushkin
Museum of Fine Arts.

id Rembrand’r, His Predecessors and
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For well over three centuries, Rembrandt van Rijn has contin-
ued to inspire and enthral viewers with his remarkably astute,
wise and philosophical portrayal of mankind and its surround-
ing world. Each successive generation has developed its own
unique understanding of the great artist’s style and imagery,
based on its own cultural and spiritual experience. Re-discov-
ering and re-interpreting his work afresh, every generation
has, in a sense, created “its own” Rembrandt. In the Soviet
Union, a number of exhibitions were held to mark anniver-
saries of the Dutch genius: 1936, 1956 and 1969 saw such
events open in Moscow and St. Petersburg (then Leningrad).
Since the last of these, however, almost 40 years have
passed, and the wealth of new material published by special-
ists during this period clearly requires us to take a fresh look
at the immortal works of the master and his pupils. The time
has come to re-examine the legacy lovingly preserved in a
number of countries, and to re-assess with greater objectivity
the place it occupies in the history of world artistic culture.

The exhibition also provides an inter-
esting opportunity to assess the qualitative
evolution of the study of art, its achieve-
ments and limitations, as well as the devel-
opment of stylistic criticism and technical
and technological research methods in art.
It is well known that a large number of
famous works purchased by collectors as
Rembrandt originals have subsequently
been judged by experts as belonging fo the
great master’s pupils and followers. Natu-
rally, the works themselves have remained
the same, and our appreciation of them
has not dwindled. What has changed is our
idea of the falent and breadth of interests
of their creators. To carry out a detailed
analysis of the style and “language” of
painting and drawing, modern experts first
examine a huge number of distinct and
subjective elements: the way in which an
artist constructs human figures and space,

how he deals with motion, the texture and
direction of his brushstrokes, his feeling
for colour and, of course, his unique over-
all manner of execution. Together with
meticulous research into a work’s origin
and the technical and technological fea-
tures of the board, canvas, primer and
paints used, these allow specialists to draw
a number of objective conclusions.

Not all works previously attributed to
Rembrandt and now thought to belong to
his pupils or followers have been ascribed
fo specific painters. Some form independ-
ent, “anonymous” categories, to which it
may prove possible to attach names at
some point in the future. Thus, Rem-
brandt's oeuvreis becoming clearer to us,
as the drawings and paintings belonging
to others are gradually separated out from
those created by the great master. At the
same time, our knowledge of the painters

pet u3 Mysen [paHe B SkKc-aH-TlpoBaHce
(PpaHumAa), npousBeseHUs MacTepoB
wKonbl PembpaHaTta n3 Konnekuuun locy-
napcTtBeHHoro Spmutaxa B CaHkt-letep-
Oypre, a Takxe BoceMb peAKo nybanKo-
BaBLWMWXCA WM OTTOFO Mano W3BECTHbIX

MaccoBOMY 3pUTeNto KapTUH, NpuHaase-
alumx pervoHanbHbiM MyseAM Poccun
(PasaHb, HmxHuin Hoeropoa, BopoHex n
CepnyxoB). OpraHWYHbIM JOMONIHEHNEM K
XKMBOMUCU TaKxKe ABNAIOTCA npejcTa-
B/IEHHbIE Ha BbICTaBKE PUCYHKU 1 odop-
Tbl PembpaHaTta 1 ero wkonbl 13 cobpa-
Hua TMUN.

BbictaBka B 3anax MWW npepocra-
B/IIET BO3MOXHOCTb AJ1A HarNALHOTO yAC-
HEHWA JOCTVMIKEHWUI U rPaHUL, BO3MOXHO-
CTell COBPEMEHHOro 3HaTOYecTBa B KOH-
TEKCTe KayeCTBEHHOIN 3BOMIOLMUMN HayKK
06 MCKyccTBe, COBepLIEHCTBOBAHUA
MEeTOA0M0MMN CTUIINCTUYECKON KPUTUKM
N TEXHUKO-TEXHOJIOMMYECKMX UCCNe0Ba-
HWiA. Besb MHOrve npocnaeneHHble Npo-
N3BeAeHUs, KOTopble B CBOE BpeMsA Bbinu
npuobpeTeHbl KoOMNeKuMoHepaMu Kak
OpUrMHaNbHble TBOPEHUA MacTepa, CO-
BpeMeHHOe peMbpaHATOBEAEHMe cnpa-

PEMBPAHAT
XapmeHc BaH PeitH
Apmarcepkc, AmaH
u Fegups. 1660
Xoncr, Macno. 73x94
MUN um. AC. MywkuHa

REMBRANDT
Harmenszoon van Rijn
Artaxerxes, Haman
and Esther. 1660

Oil on canvas

73 by 94 cm

Pushkin Museum of Fine Arts,
Moscow

BeAJINBO cuMTaeT obpasLamMm TBOpYeCTBa
ero y4eHuWKoB W nocneposateneii. [pn
3TOM MeHAeTCA He CTO/IbKO NpejcTaBne-
HWe 0 naMATHWKe, 06pasHoO-xyAoxe-
CTBEHHOE COAepXaHue KoToporo obbek-
TUBHO OCTaeTCA HeM3MEeHHbIM, CKOJIbKO O
maclwTtabe AapoBaHUA U Kpyre WHTepe-
COB €ero nogiuHHoro cosaarens. Moapo6-
HbIl @aHanM3 CTUIA W 371eMEHTOB XXUBO-
NUCHOro 1 rparyecKoro A3bIKa y coBpe-
MEeHHbIX CreunanncToB cnaraeTca u3
COBOKYMHOCTM OTAENIbHO B3ATbIX U MO
CBOel npupoge CyObeKTUBHbIX KaTero-
pvi: cneundrKa NOCTpoOeHUA YenoBeye-
CKoW urypbl 1 NpocTpaHCTBa, nepesaya
ABWKeHWUA, GaKTypa M Hanpas/ieHHOCTb
MasKa, YyBCTBO LiBeTa W, HaKoHeL, HernoB-
TOPUMbIV Y KaXAOro macrepa XyAoxe-
CTBEHHbIN noyepk. byayun paccmotpen-
HbIMW BMecTe, HapAjy C AOCKOHasIbHOM
MPOBEPKOW MPONCXOXKAEHMA NaMATHUKA,
TEXHNKO-TEXHONOMMYECKNMUN 0COOeHHO-
CTAMU [OCOK, XOJICTOB, FPYHTOB U KPacokK,
OHVM B W3BECTHOM CMbIC/Ne MO03BONAIT
caenatb 06beKTMBHbIE BbIBOABL. [pryem
He Bce paboTbl, paHee NpUNMCbIBaBLLNe-
cA PembpanaTy, obpetaloT MMeHa ero

KOHKPETHbIX YYEHWKOB W nociejoBare-
neii. HekoTtopble 06pasyloT OTAeNbHble
aHOHMMHbIe TpynMbl, nocnegytollee nsy-
YeHMe KOTopbIX CMocoBHO npuHecTU
no3unTuBHble pesynbratbl. C ogHON cTOpO-
Hbl, MAET npoLecc 0cBOOOXKAEHUA KNBO-
nucHoro n rpaguyeckoro Kopnyca Pem-
6paHAaTa oT paboT, No TeM WY MHbIM NpU-
YMHaM NpeACcTaBAAOWMNXCA COMHUTENb"
HbiMu. C apyroii - ceiuac, KaK HUKorga
npexze, pacwmpuancb u yrnybunuco
3HaHMA O MacTepax peMOpaHATOBCKOW
LIKONbI.

PeMbpaHAT 6bln 0AMHAKOBO reHuna-
NleH Kak Xwusonwucel, opopTUCT U puco-
BanblWyK. N ero HoBaTopcKWin BKnaj B
MCTOpUI0 pasBUTUA KN306pasnTenbHOro
uckycctea lonnanaum n Bcen 3anagHom
Esponbl TpyaHo nepeoueHntb. OpHako
XuBonucb, 6e3ycnoBHo, 6bina Hambonee
CYyLLEeCTBEHHOW M TpyAoeMKon ¢opmon
ero TBOPYECKON aKTMBHOCTW. Benukun
macTep nposBun cebs 34ecb He TONbKO
KaK BMPTY03, C OANHAKOBbLIM COBEpLUEH-
CTBOM BNajAeBLWWIA Pa3fINYHbIMU TEXHU-
YeCKVMWU NpuUeMamMM U C UX MOMOLLbIO
YyMeBLWIA B pa3HbIX XaHpax Borniowatb
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of Rembrandt's school is continuing fo
grow, both in breadth and depth.

Rembrandt can truly be called a
genius in painting, drawing and printmak-
ing. His innovative contribution to the
development of several fields of Dutch and,
indeed, Western European art is impossible
to overestimate. At the same time, painting
is undoubtably the area to which he devot-
ed the larger part of his efforts, and in
which his legacy is particularly impressive.
Rembrandt's exceptional mastery of the
brush allowed him to portray his observa-
fions of life and human nature with amaz-
ing subtlety: the nuances, the different
styles, the complexity of composition we
encounter in his paintings are breathtak-
ing. His understanding of the aesthetic and
functional value of the manner of execu-
fion of a work was far ahead of his time.
Daring to challenge the traditional system
of artists’ guilds, Rembrandt also strove for
reform of young paintfers’ education.

His remarkable achievements did
not, however, come out of nowhere. The
master for whom art was a daily and spiri-
tual necessity, had scrupulously studied
and reassessed the legacy of several gen-
erations of Dutch, German and Italian
artists. Directly connected to the European
artistic tradition through his teachers and
their contemporaries, the so-called Pre-
Rembrandtists, the young painter would
himself go on to influence a great number
of pupils and followers in Holland and
neighbouring countries. Like no other of
his colleagues, Rembrandt played an out-

standing role in the development of con-
temporary Dutch art.

Any researcher studying his artistic
legacy must examine three inferconnect-
ed fields: Rembrandt's work in the con-
text of its stylistic and chronological evo-
lution (and the criteria for defining the
boundaries of his oeuvre); the artistic
relationship between Rembrandt and his
predecessors and older contemporaries;
and, finally, Rembrandt the teacher - the
artist’s teaching system and ensuing
problem of imitation in the works of his
pupils and followers. The resulting place
and role attributed to the master in the
history of Dutch and, indeed, Western
European art will depend on analysis of
these three areas. Meticulous research
carried out by specialists over the last
two decades has brought about a new
approach to many notions and beliefs
that had always appeared indisputable. It
should here be noted that it is far more
common for works to be “deleted” from
Rembrandt’s oeuvre than to be added fo
it: the majority of paintings which are dis-
covered to be by the master are early
works which are not typical.

36epxapa KEW/b Bernhard

(KEVXJIAY), npo3BaH- [Eberhard] KEIL;

HbIn MoHcy bepHapao [Monsu Bernardo]
Cmapyxa 3a pyxo- Old Woman Sewing
Oesnuem (Anneecopus (Allegory of Touch)
oca3aHuA ?) Oil on canvas

Xoncr, Macno. 98x76 98 by 76 cm
CepryxoBCKUI UCTOPUKO- Serpukhov Museum of History

XY[l0XeCTBeHHbIN My3eit and Art
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A1 Cumonc MEVHAC
[popox Enuced u Heemar
DNepeso, macno. 53x92,5
PAsaHcKwit rocysapcTBeHHbI
061aCTHO XyAOKECTBEHHbIN
myseit um. W.MN.MoxanoctnHa

Jan Simons PEINAS
Elisha the Prophet

and Naaman

0Oil on wood. 53 by 92.5 cm
The Pozhalostin Ryazan
Regional Art Museum

TOHKME HI0AHCbl XW3HEHHbIX Habnoge-
HWUIA UAN CNOXKHbIE KOMMO3MLNOHHbIE 3a-
Mbicbl. OH Takxe 6bl1 HOBAaTOPOM B MO~
HUMaHUW 3cTeTNYecKol 1 GyHKLMOHaNb-
HOI caMOLleHHOCTU (haKTypbl XMBOMMUC-
Horo npousBefeHnAa ¥ pecdopMaTopoM
cucteMbl 06y4eHUss MONOABIX XYLOXHU-
KOB, peLnTenbHO BTOpradch B He3sbibne-
Mble ruabAenickme Tpaguumn. Ho 6necrsa-
e aocTuxeHns PembpaHATa BO3HMKU
He Ha nycTom MecTe. MacTep, A7 KOTOPO-
ro TBOpYecTBO ObINO KaXAOAHEBHOM
KW3HEHHOW U AYXOBHOWN MoTpeBGHOCTbIO,
OpraHM4yHO YCBOWJ U TBOPYECKM Nepeoc-
MbIC/IUA OMbIT HECKONbKNX MOKONEeHN
HUAEPNaHACKUX, HEMEeLKNUX U WUTaNbAH-
CKUX XYAOXHWKOB. HenocpeacTtBeHHbIM
CBA3YOWNM 3BEHOM MeXAy MOoNofbiM
PeMbpaHATOM 1 eBpoOMericKon Xyaoxe-
CTBEHHOI Tpaauumen Obinv ero yuutens
U UX eANHOMBILIEHHUKN, KOTOPbIX B
HayKe 00 MCKycCTBe MPUHATO Ha3blBaTb
npepembpaHatTucTamu. B To e Bpems
OH, KaK HWKTO Jipyroli Cpeau Konner, oKa-
3a7 OFPOMHOEe BAUSAHME HAa WCKYCCTBO
fonnaHaun cBoen anoxu, B NepByto oye-
peAb Ha MHOrOYMCIEHHbIX YYEHUKOB U
nocnegosartenei, paboTaBwmx 34ecb U B
COCeAHVX CTpaHax.

MNepea wccnepoBateneM, msydaio-
UM XyAOXKecTBEHHOe Hacneaune Pem-
6paHATa, B HEpa3pbIBHOW CBA3M CTOAT N0
MeHbLUEen Mepe TPpU BaxKHble Npobnembil:
cBoeobpasue TBopuecTBa PemGpaHaTa B
KOHTEKCTe ero CTUINCTUYECKON N XPOHO-
NOrNYecKon 3BONIOLUN (PaBHO Kak
KpuUTepuu onpefeneHna rpaHuL, ero
oeuvrea); OTHOLIEHME K JOCTUMKEHUAM
npesllecTBEHHWKOB M CTapLiMx coBpe-
MEHHUKOB 1 PeMBpaHAT-yunTenb (crneuu-
$bunKa Xymo>KeCTBEHHO-MeAarornyeckom
cuctembl PeMbpaHaTa 1 BbiTeKalowas ns
Hee npobiemMa nojpaxaHus ero MaHepe
B paboTax yy4eHWKOB 1 nociefoBartenen).
OT Toro, Kakum 06pa3om Byaer faH aHa-
N3 Ha3BaHHbIX acreKkToB, B KOHEYHOM
cyeTe 3aBUCUT OLEHKa MecTa U ponu
MacTepa B WCTOPUW He TONbKO HWAep-
NaHACKOro, HO U BCero 3anafHoeBponer-
CKOro ncKyccTBa. VIHTeHCUBHbIe WTyANN,
npojenaHHble crneuyuanMcTamMym 3a no-
cneAHvie ABa [JeCATUNETUA, MO3BONMAN
No-HOBOMY B3MAHYTb Ha MHOrMe MOHA-
TUA N CYXAEHWA, KasaBluMecA ejuH-
CTBEHHO BEpHbIMW W MOTOMY Herpepe-
KaeMbIMW. TeHAEHLMA TaKOBa, YTO ropas-
[0 Yalle U3 XyA0XKeCTBEHHOro Hacieans
PembpaHaTa npov3BeAeHNA U3bIMAIOTCA,
Hexenn ypaetcA oBHapyXWUTb HOBbIE.
Cpeau nocnegHux, Kak npaBuo, oKasbl-
BAlOTCA paHHWE W OTTOro0 HeTUMUYHble
paboTbl.

B 3TOM cMbicne oyeHb nMokasaTenb-
Ha UcTopuA U3y4yeHns AByX KapTuH Pem-
6paHATa, NpeAcTaBNeHHbIX Ha BbICTaBKe.
MpuHagnexawaa TMUUN komnosuuma
«M3rHaHue TOprylowWwMx U3 xpama»
ucnonHeHa B 1626 rogy, Korga Pewm-
6paHaTy 6bino Bcero 20 net. MpuMeya-
TeNbHO, 4TO, HeCMOTpA Ha Hanuyue
aBTOPCKOM MOHOrpamMMbl W AaThl,

Mutep BEPENCT
Apéz u Conor
Xoncrt, macno. 105x138

Hwxeropoackuin
rocyAapCTBeHHbIN
XYAOXKECTBEHHbIN My3ei

Pieter VERELST
Croesus and Solon

Qil on canvas

105 by 138 cm

Nizhny Novgorod Museum of Art

packpbiTbix B 1930-1931 rogax B npo-
Lecce pecTtaBpauuun, AoNrve roapl 3ta
KapTuHa, B Hayane XX cTonetus BXOAUB-
waa B cocTaB coOpaHMA W3BECTHOrO
MOCKOBCKOro KonnekuuoHepa LA.bpoka-
pa v ero 3ata [1.K>Kupo, mano kem n3 nc-
cnepoBateneil BocnpuHMManacb cober-
BEHHOPYYHbIM Npoun3BeaeHeM PeMbpaHs-
Ta, a TaKOV aBTOPUTETHBIN NCKYCCTBOBE,
KaK akagemuk U.3.fpabapb, aaxe cuntan
ee MCKycHON noajenkon. B coBpemeH-
HOI HayKe aBTOPCTBO rOJUTAHACKOIO Xy-
[OXHWMKA HU Y KOTO He BbI3blBaeT COMHe-
HWUI, N NPaKTUYeCKM Kaxaoe U3 MHOro-

BbicTaBku

Kpuctod MAYANC Christoph PAUDISS
Cmapur-8ouH 8 YepHom Old Warrior in Black
bepeme Beret
Xoncet, Macno. 59 x 54 Qil on canvas
TMUN um. A.C. Mywkuna 59 by 54 cm
Pushkin Museum of Fine Arts,
Moscow

YMCNIEHHBIX U3[,aHWNI1 0 TBOPYECTBE MOJIO-
noro PembpaHnaTa He 06xoauTtcs 6e3 yno-
MWHaHUA KapTuHbl «M3rHaHue Topryio-
LMX 13 Xpaman.

Mexay TeM ManeHbKUI 1 K TOMY e
He3aBeplueHHbI «ABTonopTpeT B Gepe-
Te» (Mysew paHe) coBceM HefaBHO OKa-
3aNCcA BO3BPALLEHHbIM B XY/AO0XeCTBEH-
Hbln Kopnyc Pem6panaTta. HecnyuaiiHo,
3HepruyHoe brio B MaHepe HanoxeHus
OTKPbITbIX (haKTypHbIX MasKoB, (uKcu-
pylOLMX OYepTaHWA KOHTPACTHO OcCBe-
LeHHbIX AeTanei nMua, oAexabl U OAHO-
BPEMEHHO MepejalLmx KX naactuye-
CKYIO CTPYKTYpPY M LBET 1 B CBOe BpeMs
TaK BOCXMLUABLUMX 3HATOKOB MPOLUOrO,
MoKa3anocb MOC/EBOEHHbIM Y4YeHbIM
Ype3MepHO «HeomnpeAeneHHbIMY, He COOT-
BETCTBYIOLUMM KayecTBEHHbIM CTaHAap-
TaM ayTeHTUYHbIX npou3BefeHun Pem-
6paHaTa. HekoTopble crneumanuctbl B
faHHol paboTe NblTannCh BUAETb AaXe
nosaHio nmutaumio. OgHako npeanpu-
HATas B MnocnejHee jecATuieTUe pac-
YyMCTKa NO3AHWUX 3anucein U KoMMieKc-
Hoe unccnefoBaHWe TeXHUKO-TEXHOMO0-
TMYECKUX U CTUAMUCTUYECKUX 0COBeHHO-
CTel MCMONHEHUA AAHHOTO aBToMop-
TpeTa NO3BOAUAMN YYeHbIM, BXOAALUM B
«KOMaHAy» MexayHapoaHoro «/ccnego-
BaTe/NIbCKOro npoekta - PembBpaHaT»
(Rembrandt Research Project), npuintu
K 000CHOBAHHOMY 3aK/IOYEHUID, YTO
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PEMBPAHAT
XapmeHc BaH PeitH
Hesepue anocmona
@ombi 1634

[lepeBo (aocka napke-
TMpOBaHa), Macno
53,1x50,5

MU um. A.C. MywkunHa

REMBRANDT
Harmenszoon van Rijn
The Incredulity

of 5t Thomas. 1634

0il on wood (grooved
board). 53.1 by 50.5 cm

Pushkin Museum of Fine Arts,
Moscow

PEMBPAHAT

XapmeHc BaH PeitH
UseHarue mopayrowux
us xpama. 1626
[epeBo, macno. 43x32
MU um. A.C. MywkuHa

REMBRANDT
Harmenszoon van Rijn
Christ Driving

the Moneychangers
from the Temple. 1626
0Oil on wood

43 by 32 cm

Pushkin Museum of Fine Arts,
Moscow

Let us take, for example, the history
of the study of two works by Rembrandt
shown at the exhibition. “Christ Driving the
Moneychangers from the Temple”, now in
the Pushkin Museum of Fine Arts, was cre-
ated in 1626, when the artist was only 20
years old. At the beginning of the last cen-
tury, the painting belonged to the well-
known Moscow collector Henri Brocard
and his son-in-law Paul Girault. In spite of
Rembrandt’s monogram and date, discov-
ered on the painting during its restoration
in 1930-31, for many years the work was
considered by most specialists to belong to
another artist: Igor Grabar, academician
and eminent art specialist under Stalin,
thought “Christ Driving the Moneychangers
from the Temple” to be an excellent fake.
Today, Rembrandt experts are convinced
that it is by no other than the great Dutch-
man himself, and hardly one of the many
publications on the young Rembrandt fails
to mention the work from Moscow.

There is an interesting story connect-
ed to the small and unfinished “Self-por-
trait with Beret” currently in the Musée
Granet, Aix-en-Provence. The thick, open
brushstrokes applied with vigorous brio
accentuate the outlines of the face and
clothing, simultaneously rendering their
structure and colouring. If in the past, how-
ever, specialists had marvelled at this tech-
nique and attributed the work to Rem-
brandt, following World War Il it was con-
sidered “indistinct” and unworthy of the
great master: certain experts even consid-
ered the self-portrait a late imitation. The
removal of later layers of paint and com-
prehensive analysis of the technical, tech-
nological and stylistic features of the self-
portrait undertaken over the last ten years,
however, convinced members of the infer-
national “Rembrandt Research Project”
that the work is, indeed, an original: the
style is indisputably Rembrandft’s, and the
oak board, paint pigments and primer filler
all date from a time around 1659.

Notwithstanding that, a number of
paintings previously thought to be inspired
revelations by Rembrandt himself have
recently been attributed to his pupils and
followers. Naturally, this says a lot about
Rembrandt's skill as a teacher. The talented
artists he trained created outstanding
paintings and drawings that, even today,
experts struggle to distinguish from those
of the master himself. The task of attribut-
ing a painting can be incredibly complex,
yet significant advances continue to be
made in this area. Let us look at the history
attached to two other paintings from the
Pushkin Museum of Fine Arts - works fra-
ditionally associated with Carel Fabritius,
the most original and gifted of Rembrandf's
pupils. The wonderful “Hera in Hiding with
Oceanus and Tethys” has, at different fimes
and with varying degrees of certainty, been
ascribed to Govert Flinck and Salomon de
Bray. Some 20 years ago, however, “Mer-
cury and Argus”, a painting signed by Carel
Fabritius, appeared on the antiques market

YKMBOMUCHbIV MOYepK HECOMHEHHO peM-
6paHATOBCKMiA, a fyboBaA [ocKa, uc-
No/b30BaHHbIE KPACOYHble MUIMEHTbI U
HanoNHWUTENN TPyHTa O0OBLEKTMBHO COOT-
BETCTBYIOT BPEMEHU HaMMUCaHUA — OKO/O0
1659 roaa.

HoBeiiwwe atpubyuum paboT, npex-
[le CYMTaBLUMXCA BAOXHOBEHHbIMM OTKPO-
BEHWAMWU MacTepa, €ro y4yeHWKam Mu
nocnefoBaTeNiaM, CBUAETENbCTBYIOT O
TOM, 4T0 PeMOpaHAT Gbin TaKKe 1 Bblgato-
wwumca negaroroM. OH cymen BocnuTatb
uenylo nneagy TanaHTAMBbLIX MacTepos,
COCTaBMSABIUMX €ro OKPYKeHWe 1 co3ja-
BaBLUMX KapTWHbl M PUCYHKM, BblCcOYali-
Lee XyA0XeCTBEHHOE KayecTBO KOTOpPbIX

PEMBPAHAT

XapmeHc BaH PeitH
@nopa

Xoncr, macno 100x91,8

MeTpononutex-mysei,
Hbto-Vopk

REMBRANDT
Harmenszoon van Rijn
Flora

Oil on canvas

100 by 91.8 cm

Metropolitan Museum,
New York

BBOAMNO B 3abnyxAeHve uvccnefoBare-
neii. NoKa3saTenbHOM KaK C TOYKM 3peHuns
0OBLEKTUBHON CIOKHOCTU aTpUBYLMOH-
HOM npo6neMaTuKK, Tak U COBeplUeH-
CTBOBAHUA KayeCcTBEHHOMO YPOBHA METO-
AMKU COBPEMEHHOro 3HaToyecTBa sB-

NAETCA UCTOPUA U3YYeHWA ABYX KapTvH
u3 cobpanus TMUWN, koTtopbie npuHATO
cBA3bIBaTb ¢ UMeHeM Kapena ®abpuumy-
ca, BHe BCAKOr0 COMHEHWA CaMoro TanaH-
TNMBOrO M CaMOObITHOrO cpeau pem-
6paHATOBCKMX ydeHUKoB. OfHa U3 HUX -
MacTepcKu ucnonHeHHas pabota «lepa,
ckpbiBaowascs y OkeaHa un Tepum» - B
pasHble rofbl C NnepemMeHHbIM YCMexoMm
npeanonoXuTenbHoO npunuceiBanacb lo-

Bepty ®aunnky n CanomoHy pe bBpato.
My6nuKauma nosiBMBLLECA OKONO ABafA-
LaTV NeT Ha3aj Ha aHTUKBApPHOM pbIHKe
noanucHomn kaptuHbl Kapena ®abpuuny-
ca «Mepkypuin n Apryc» (B AanbHerem
oHa 6bina npuobpeteHa OKpyKHbIM My3e-
eM nckycctB B Jloc-Anpxenece), ncnon-
HeHHOW BcKope nocsie obyyeHns y Pem-
6paHATa, NO3BOAMAA He TONbKO OAHO3-
HayHO CBA3aTb C MMEHEeM 3TOro MacTepa
ypesBblyaiHO 6/IM3KylD MO TUNaxXy u
MaHepe WCMONHEHMA KapTuHy «Mep-
Kypuin n Arnaspa» (Mysen wu3AwWHbIX
nckyccrs, bocTtoH), HO u no-HoBOMY
B3MIAHYTb Ha aTpuOyuMio KapTuHbl U3
'MNW. Ha moHorpacduryeckoli BbicTaBke
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and was eventually purchased by the Los
Angeles County Museum of Art. Created
shortly after Fabritius left Rembrandt's stu-
dio, where he had trained as a pupil, this
work not only confirmed the attribution of
“Mercury and Aglauros” (a painting of simi-
lar type and execution housed in the Muse-
um of Fine Arts, Boston), but also raised
new questions concerning “Hera in Hid-
ing”. At the Carel Fabritius exhibition held
in 2004-2005 in the Hague and Schwerin,
the three paintings were shown side by
side. Specialists agreed that the style of all
three was remarkably similar, and the
painting from Moscow was finally attrib-
uted to the young Carel Fabritius. If, howev-
er, the paintings from Los Angeles and Bos-
ton are considered o have been created at
the outset of Fabritius's independent
career as an artist (in 1645-47), Frits
Duparc, director of the Hague's Maurit-
shuis and organiser of the 2004 exhibition,
sees “Hera in Hiding" as dating from Fabri-
fius's years in Rembrandf's studio: this
painting, as he justly notes, bears the most
obvious resemblance to the work of Rem-
brandt and Govert Flinck.

In the first half of the 20th century,
“The Beheading of John the Baptist”,
another painting from the Pushkin Muse-
um of Fine Arfs, was attributed to an
“unknown master of Rembrandt’s school”.
After World War IlI, however, Boris Vipper,
the unquestionable authority on Rem-
brandt, ascribed the painting fo the young
Carel Fabritius: research for his major work
on 17th-century Dutch painting had led
Vipper to see a resemblance in manner of
execution between the Moscow painting
and a work of the same name in the
Rijksmuseum, Amsterdam. Vipper's hypoth-
esis was not supported by foreign special-
ists. Furthermore, the new generation of

Wkona PembpaHaTa.
Yeexrnosenue enassi
Woarrna Kpecmumerns
Xoncet, macno. 160x133
MWW um. A.C. MywKknna

Rembrandt School

The Beheading

of John the Bapfist

Qil on canvas

160 by 133 cm

Pushkin Museum of Fine Arts,
Moscow

Kapen ®ABPULINYC
lepa, ckpbisarowasacs
¥ Oreara u Teguu
Xoncr, Macno. 77x67
MWW um. A.C. MywknHa

Carel FABRITIUS
Hera in Hiding with
Oceanus and Tethys
Oil on canvas

77 by 67 cm

Pushkin Museum of Fine Arts,
Moscow
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experts refused to see Fabritius as the cre-
ator of the Amsterdam painting. Today,
“The Beheading of John the Baptist” is
once more cautiously labelled as “School of
Rembrandt”: an inferesting stage in the
ongoing process of critical reassessment of
the body of knowledge surrounding the
legacy of Rembrandt's pupils and followers.
Of these, the most prominent are reason-
ably well known to us; some we know only
by a handful of indisputably attributed
paintings, whilst others are but names in
various sources. Works by these unknown
artists may well be familiar to us, ascribed
fo others; their true origin will, perhaps, one
day be uncovered by specialists. Research
in this field is progressing: one of the can-
vases in the Moscow exhibition, “Croesus
and Solon” from the Nizhny Novgorod
Museum of Art, for instance, was recently
attributed fo the young Pieter Verelst.
Verelst's early works are few and atypical:
following his apprenticeship, the artist rap-
idly departed from the traditions of Rem-
brandt and his school.

The classical methodology used for
attributing paintings in the last century
was based on analysis of the formal “lan-
guage” used, comparison with similar
drawings and efchings and research into
the origin of the work. Thus, a necessary
precondition for any leading expert in this
field was a thorough knowledge of a large

body of material which, given the shortage
of publications, was attained only by very
few. Contemporary specialists are far
more fortunate. With access fo a vast num-
ber of works of art as well as technical and
technological research, in their practical
studies they give preference to detailed
specialised catalogues of large collections
and articles on particular aspects of Rem-
brandt's work. Lately, a number of excep-
tional paintings firmly considered to
belong to Rembrandt himself have been
attributed to his pupils as a result of
marked resemblances in style and type.
Older generations of art specialists
believed in the consistent superiority of
Rembrandt’s genius. An exceptional work
of art, they claimed, could only have been
created by a very exceptional master.
Today, researchers have produced impres-
sive evidence to the contrary. According to
contemporary studies, many of Rem-
brandt's masterpieces, such as the “Man
with the Golden Helmet” in Berlin's
Geméldegalerie, or the “Polish Rider” from
the Frick collection in New York - works
previously considered as key manifesta-
tions of the particular nature of Rem-
brandt’s genius - were in fact created by
another hand. To whom these wonderful
works in fact belong, we do not yet know:
their creator's remarkable gift, however,
has clearly outlived the ages.

TBOpyectBa Kapena ®abpuuuyca, cocro-
aswencs B 2004-2005 ropax B laare n
LLiBepuHe, 3T1 TpM paboTbl 3KCMOHMPOBaA-
JINCb PAZLOM, M MPAKTUYECKUN HU Y KOTO 13
CMeLnanmcToB He BO3HUKIO COMHEHUs B
MX CTUIUCTUYECKOW OAHOPOAHOCTU U
NpUHaANeXHoCTM Kuctu paHHero Kapena
®abpuunyca. Mpuyem, ecnn npoussese-
Hua u3 Jloc-Anpxeneca n boctoHa npu-
HATO patupoBaTtb 1645-1647 rogamn -
BPEMEHEM Hayana CaMOCTOATENbHON
TBOpYecKol AeatenbHocTn Pabpuumyca,
TOo KaptuHy u3 TMUWN ®puty [dionapk,
anpektop Mysesa Mayputcxeiic B [aare n
OpraHu3aTop YMOMAHYTOM BbICTaBKY,
CrnpaBeAarBO OTHOCUT K rofam obyyeHuns
MOIOZOr0 XyAOXHWMKa B peMOpaHATOB-
CKOW1 MacTepCKOW, cCbiNaschb Ha Hanbonb-
Lwee cxoAcTBO ¢ pabotamun PembpaHnaTta u
loBepta ®nuHKa.

Hanpotus, apyras KapTuHa - «Ycek-
HoBeHue rnasbl MloaHHa Kpectutena» - B
nepBoli nonoBmHe XX BeKa cumtanacb B
MW paboToit HensBecTHoro Macrtepa
wkonbl PembpaHaTta. Tak Obino po Tex
nop, noka Bb.PBunnep, 6ecnpekocnos-
HbIl1 aBTOpMTET B 06nactu peMbpaHATo-
BeJeHUA B nocneBoeHHon MockBe, cos-
AaBas KanuTanbHbI TPYA O roNNaHACKON
xusonucn XVIl Beka, He npunucan 3710
nonotHo paHHemy Kapeny ®abpuumycy,
CCbiNasicb Ha KasaBlueecA emy ybeaw-
TeflbHbIM HEKOTOpOe CXOACTBO MaHepbl
MCMONHEHUA C OAHOVMMEHHOIN KOMMo3u-
uven n3 cobpaHua locysapcTBeHHOro
my3ea B AMcTepaame. Ho Takaa atpuby-
uMA He Gbina NofaepxKaHa 3apybexHbIMU
yyeHbiMu. Bonee Toro, aBTopcTBo Kapena
®abpuumyca B KapTuHe n3 AMcTepaama,
6biBweln ana b.PBunnepa sTanoHom,
TaKkXe OblNO pewuTenbHO OTBEPrHYTO
HOBbIM MOKONIEHNEM 3HaTOKOB. B HacTos-
wee BpeMs pabota 3 cobpaHus TMUN
CHOBa OCTOPOXHO oOnpejenAeTcA Kak
«wkona Pemb6paHata». N 310 - spKoe
CBU/ETeNbCTBO KPUTUYECKOro nepecmo-
TPa CNOXMBLUMXCA NpeAcTaBleHnin 0 Xy-
LOXECTBEHHOM HacleAnn YYEHVKOB U No-
cneposateneit mactepa. Beab 6onee nnu
MeHee 00OCTOATENbHO WM3y4eH TBOpYec-
KU 061K caMbIX U3BECTHbIX Cpeau HUX;
OT APYrUX aBTOPOB COXPAHWIUCHL TOJb-
KO OTAesbHble JOCTOBEpHble OpUrMHa-
Nbl, HO MHOTMX Mbl 3HaeM TO/NbKO MO
MMeHaM B CTapUHHbIX UCTOYHMKaX. Bos-
MOXHO, MPOV3BeJeHNA NOCAefHNX NPo-
[OJIKAOT CKPbIBATbCA MOJ, YYKUMU UMe-
HaMUn U UX MAEHTUhUKALMA — peanbHas
3agava Ana Oyaywmx vccnepoBaTenen.
O nepcneKkTMBHOCTU U MOJb3e TaKoro
poAa M3bICKaHWI CBUAETEeNbCTBYET, Ha-
npuMep, 3KCMOHMpPyeMas Ha BbICTaBKe
kapTuHa «Kpés n Conon» n3 Huxeropog-
CKOrO roCyjapCTBEHHOMO XyA0XeCTBeH-
HOro My3es,, KOTOpyl ceiyac yjanocb
npunucatb K peAKUM, 1 OTTOrO HETUMUY-
HbIM, paHHUM paboTtam lMutepa Bepen-
CTa - XyBOXHWKa, KOTOpbli mocne ne-
proaa obydyeHMA CTpeMUTENbHO OTOoLEN
B CBOEM TBOpYecTBe OT Tpaauuuin Pem-
6paHATa 1 ero WKobI.

PEMBPAHAT

XapmeHc BaH PeitH
[Topmpem Xerdpuxse
Cmoggenc

Xoncr, Macno 78,4x68,9
MeTpononuten-mysei,
Hblo-Nopk

REMBRANDT
Harmenszoon van Rijn
Portrait of Hendrickje
Stoffels

Oil on canvas

78.4 by 68.9 cm

Metropolitan Museum,
New York

OcHoBY Knaccuuyeckoin aTpuby-
LMOHHOM MeToamKM XX cTonetms onpe-
JaenAanu aHanuns ocobeHHocTen hopManb-
HOrO si3blKa, conocTas/ieHne ¢ 6An3KNMn
pvYcyHKamMu 1 odopTamu, a TaKxe npu-
CTaNlbHbIA MHTEpec K MCTOpUMWU Mnpouc-
XOXAEHUA naMATHUKaA. BaxHenwum
KauyecTBOM 3HaTOKa Tol nopbl 66110 BNa-
[leHVie BCeM MaTepuasnoMm, 4To Npu Hepo-
CTaTO4YHO MOSIHOM YpOBHe nybavKauui
yAaBaNnocb HEMHOIMM, TOrAa Kak coBpe-
MeHHble creuuanncTbl, pacrnonarawlyme
HecpaBHMMO 0ONbLIMMM BO3MOXKHOCTS-
MW, B KayecTBe MNpaKTUYecKux ¢opm
uccnefoBaHnin npeanoyMTaT noapo6-
Hble Hay4Hble KaTasiorn KpynHbix cobpa-
HUMN WM cTaTbW, Kacallmeca oTAesb-
HbIX NpobneM peMb6paHATOBCKOro TBOP-
yecTBa. Hannume ybeantensHoro ctunu-
CTUYECKOTro M TUMOJIOTMYECKOTo CXOA-
CTBa [ajilo BO3MOXHOCTb peLnTeNbHO
OTTOPrHyTb OT peMbpaHATOBCKOro Hace-
AVA B NOMb3y YYEHWKOB HEMasio nepBo-
KnacCHbIX Npov3BeAeHUi, aTpnbyuma
KOTOpbIX eLlie COBCEM HeAaBHO npeacTa-

BbicTaBku

BAANach focTaToyHo goctoBepHoii. Ctap-
lee MOKOMEHME YYeHbIX WCXOAWUI0 U3
anpvopHoro ybexaeHUA O MpPeBOCXOA-
CTBe reHWs, nosiaras, YTo MCKAYUTENb-
HbI MO XyA,0XecTBEHHOMY KayecTBy na-
MATHUK MOT ObITb CO34aH TONIbKO BblAato-
LMMCA MacTepoM.

OpHaKo 3TO nonoXKeHve pasBeHya-
N AOCTaTO4HO YybepuTenbHble AOBOAbI
COBpeMeHHbIX UccriefoBaTeneit, cornac-
HO KOTOPbIM MHOrMe BbljaloLmecs Kap-
TUHbI, Bpose «CTapuka B 30/10TOM Lune-
me» (KaptuHHaa ranepes, bepaunn) wan
«Monbckoro BcagHuka» (cobpaHue Opuk,
Hbto-Mopk), KoTopble npexae 6bi10 npu-
HATO CYWUTaTb OAHWMM W3 [NaBHbIX BO-
MJOLWEHU XUBOMUCHbIX 0cobeHHocTeM
peMOpaHATOBCKOrO reHWs, Ha camMoM
Jene ucnonHeHbl apyron pykon. WHoe
[leno, KTo B [EeNCTBUTENbHOCTU Obln MX
aBTopoM, 061afaBLWKM CTO/b He3aypsj-
HbIM TBOpYeckuM papom? Ho yBbl, Ha
3TOT BOMPOC COBpPEMeHHasA HayKa Moka
He MOXeT JaTb CKONbKO-HWOYAb OAHO-
3HaYHbIN OTBET.

TPETbAKOBCKAA TAJIEPEA / THE TRETYAKOV GALLERY / #4'2006 73



