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Rembrandts 

Zelfportret met Schetsboek 

In het Museum Boymans-van Beuningen is 

voor de duur van enkele maanden Rembrandts 

,Zelfportret met Schetsboek” tentoongesteld, 
als bruikleen van de ,,.Roscoe and Margaret 

Oakes Foundation” in San Francisco (USA). 
Het is voor de eerste maal dat dit portret, dat 

als eigendom van deze Stichting in het M. H. 

De Young Memorial Museum in San 

Francisco hangt, in Nederland in het openbaar 

wordt geéxposeerd. Wel heeft het, meer dan 

veertig jaar geleden, kort in zijn vaderland 

vertoefd, maar toen als het ware incognito. Dit 

bezoek hing samen met de ontdekking van dit 

portret. In 1923 kwam het uit de verborgenheid 

van een Engelse particuliere verzameling van 

de familie Lindley Wood, Earl of Halifax, in 

Temple Newsam bij Leeds, op een kleine 

veiling te voorschijn, "unhonoured and unsung 

among several other lots”, om in het bezit te 

komen van de Londense handelaar F. A. Reyre. 

Deze vermoedde wel de betekenis van zijn 

vondst, maar reisde ermee naar Dr. Hofstede 

de Groot in Den Haag, om zekerheid te 

krijgen. De Hollandse Rembrandt-kenner wist 

dat zich een tweede exemplaar, generaties lang 

nimmer in twijfel getrokken, bevond in de 

beroemde Rembrandt-verzameling in het 

museum te Dresden. Dus reisde hij, 

consciéntieus als hij was, met het schilderij 

naar Dresden. De confrontatie van beide 

schilderijen bewees al heel snel de superioriteit 

van het nieuw ontdekte stuk, een overtuiging 

die ook door Wilhelm Bode en door de 

Nederlandse onderzoekers, die het schilderij 

zagen, werd gedeeld. Alleen Bredius hield vast 

aan de prioriteit van het schilderij te Dresden. 

Bij een schoonmaak kwamen resten van de 

signatuur van Rembrandt te voorschijn, evenals 

de datum, 1653. Het schilderij kwam vervolgens 

in het bezit van Duveen, van wie het, door 

toedoen van de toenmalige directeur van het 

M. H. De Young Memorial Museum in San 

Francisco, Dr. Walter Heil, overging in het 

bezit van de Oakes Foundation. 

In Engeland werd het schilderij na zijn 

ontdekking in vele artikelen terecht met grote 

bewondering besproken. Onder Rembrandts 

geschilderde zelfportretten neemt het dan ook 

een uitzonderlijke plaats in. In de lange reeks, 

die Rembrandt dan al heeft geschilderd, is 

het voor het eerst dat hij zichzelf met beide 

handen afbeeldt. Wel is het schilderij later 

ovaal afgesneden, waardoor van de linkerhand 

nog slechts een klein gedeelte aanwezig is. 

Een zwartekunstprent van de laat 

zeventiende eeuwse graveur Jacob Gole bewijst 

echter, dat het schilderij vroeger rechthoekig 

was, en de linkerhand vrijwel geheel liet zien 

Nieuw is ook dat we Rembrandt in actie zien. 

merkwaardig genoeg niet bij het schilderen 

- dat vinden we eerst later - maar bij het 

tekenen: de rechterhand hanteert de tekenpen, 

de linker rust op een opengeslagen schetsboek 

en houdt een inktpot vast. Tekenen betekent 

voor Rembrandt meer dan schetsen of de 

voorbereiding van schilderijen. Het is voor 

hem een autonome werkzaamheid geworden, 

een zelfstandig gebied, gewijd aan de intieme 

wereld van zijn eigen gezin, van zijn dagelijks 

leven, van het Hollandse landschap en 













daarnaast aan de rijkdom van de bijbelse 

verhalen. Ongetwijfeld was Rembrandt zich de 

betekenis van zijn tekenkunst bewust, en 

voelde hij de behoefte hieraan in een 

representatief schilderij uitdrukking te geven 

Hiermee is het belangrijkste aspect van het 

schilderij, zijn betekenis als kunstwerk, 

aangeduid. Rembrandt tekent, maar hij doet 

meer dan dat. Boven het observeren, het 

vastleggen van een moment uit, laat hij ons 

door de levendige blik van zijn lichtende ogen 

een spiegelbeeld zien van zijn eigenlijke 

wezen. Van dit schilderij straalt een 

tegenwoordigheid uit, die haar fascinerende 

werking niet in de laatste plaats te danken 

heeft aan de eigenschappen van Rembranats 

schilderkunst. De eeuwen zijn aan dit werk niet 

spoorloos voorbijgegaan, maar de gedeelten 

waar het licht op valt, tevens de hoofd- 

accenten van dit portret, de kop en het 

gedeelte met de handen, zijn geheel intact 

bewaard gebleven, en vertonen de 

karakteristieke kenmerken van Rembrandts late 

stijl, die juist in deze jaren begint. Uit een 

meer of minder conventionele en vioeiende 

schildertrant van de vroegere jaren, komt een 

spiritueel handschrift, vol eigen vondsten, tot 

ontwikkeling. Het nieuwe ritme in de wijze van 

schilderen maakte het mogelijk, door het 

opbrengen in wisselende sterkte van de verf, 

de plaatsen waar het de schilder op aan kwam 

een bijzonder accent en daardoor een nieuwe 

expressie-mogelijkheid en levendigheid te 

geven. Dit kan men zowel nagaan in de 

gedeelten van het gezicht als in de handen. 

Bijzonder zinrijk is in dit opzicht het met 

krachtige penseeltoetsen opgezette schetsboek 

De manier van schilderen krijgt een pakkende 

directheid en frisheid. Hetzelfde geldt voor de 

kleur. De kleurwaarden worden omgezet in 

toonwaarden. Het rood wordt een samenspel 

van warme en koele tonaliteiten van zinnober 

en karmijn. Het doordringt in kleine partikels 

het inkarnaat, de vleeskleur. Dit krijgt hierdoor 

iets bloeiends, en samen met het wit van het 

hemd bij de openvallende kraag en de mouwen, 

plaatst het koloriet belangrijke accenten in het 

schilderij en wordt tot een wezenlijke factor 

voor de levenskracht ervan. Verleden en heden 

worden hier identiek. 

Ter wille van de volledigheid moet nog 

vermeld worden, dat na de laatste wereld- 

oorlég een derde exemplaar in een particuliere 

verzameling in Engeland is opgedoken, dat 

echter evenmin als het exemplaar in Dresden 

zich kan meten met het schilderij in 

San Francisco. 

Het bestaan van deze beide andere versies 

bewijst de uitzonderlijke betekenis van deze 

fascinerende schepping van Rembrandt. 

Het bruikleen uit San Francisco heeft een 

plaats gevonden naast het ,,Portret van Titus”, 

dat twee jaar later, in 1655, werd geschilderd. 

De nabuurschap van de zelfbewust tekenende 

vader en het portret van zijn zoon met schrijf- 

of tekengerei, dat door het peinzende, in 

zich gekeerde karakter zo ontroert, maakt dit 

bruikleen bijzonder waardevol en stimulerend 

voor de beschouwer. 

Dr. Cornelius Miller Hofstede 





Zelfportret met Schetsboek. Doek, ovaal 74,5 x 61 cm 

Get. en ged. boven de rechterschouder: 

Rembrandt 1653. : 

Roscoe and Margaret Oakes Foundation, 

M. H. De Young Memorial Museum, San Francisco. 

(Dit portret wordt door Dr. C. Miller Hofstede in een 

uitvoerig artikel gepubliceerd in ,,Pantheon'' 

herfst 1968) 

Rembrandts zoon Titus aan de lezenaar 

Doek 77 x 63 cm 

Get. en ged. onder links: Rembrandt f. 1655. 

Stichting Museum Boymans-van Beuningen, 

Museum Boymans-van Beuningen, Rotterdam 
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SELF PORTRAIT, Painted 1653 
Rembrandt Van Rijn, Dutch 1606-1669 
Roscoe and Margaret Oakes Collection 
M. H, de Young Memorial Museum 
San Francisco, California 

SC11146—Color Photography by Stone & Steccati 
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Negenduizendvierhonderdachtentwintig Rembrandts 
| Wanneer is cen Rembrandt een 
| Rembrandt? Toch beslist wel wan- 
| neer er cen oud geschreven docu- 
| ment bestaat dat expliciet ver- 

| zou je een ‘historische indicatie’ 

| kritiek over het Nederlandse Rem- 

| 

| iets komt in het geval van Rem- 

| dat de Oude vrouw verbazend veel 

| geschreven. Aanleiding tot die ver- 

| vens-tentoonstelling in Brunswijk, 

| wegen, want het waarheidsgehalte 

| 

meldt dat het schilderi) door Rem- 
brandt gemaakt is. Zo’n document 

kunnen noemen. In zijn uitvoerige 

brandt Research Project in het 
Cultureel Supplement van twee 
weken geleden verweet Gary 
Schwartz de onderzoekers die aan 
dit project meewerken dat ze aan 
dergelijke historische _indicaties 
geen gewicht toekennen, maar 

ch uitsluitend zouden baseren op 
subjectieve criteria als stijl en 
kwaliteit 
Hij illustreert dit verwijt met het 
geval van de door het RRP cerst 
aan Rembrandt en daarna aan Jan 
Lievens  toegeschreven Oude 
vrouw in Windsor Castle. Het ver- 
wijt van Schwartz is alleen te ont- 
zenuwen door dit yoorbeeld wat 
verder uit te werken. 
De Oude vrouw in Windsor Castle 
was een yan de schilderijen die 
door de Engelse gezant Lord An- 
crum uit Nederland naar Engeland 
werden meegenomen en aan zijn 

vorst Karel I werden geschonken. 
Ancrum had ze in 1629 van stad- 
houder Frederik Hendrik gekre- 
gen. De jonge Rembrandt was 
toen pas vier of vijf jaar als zelf- 
standig schilder in Leiden geves- 
tigd. Acht jaar later maakte de 
Hollandse schilder en ‘keeper’ van 
de koninklijke collectie, Abraham 
van der Doort, een inventaris op 
van het schilderijenbezit van de 
koning. Hij voerde daarin drie 
Rembrandts op, een Oude vrouw 
met hoofddoek, een Zelfportret en 
een Geleerde bij een vuur. (Hij 
beschreef ze zo uitvoerig dat ik 
hier afgekorte titels geef.) De twee 
eerstgenoemde  schilderijen zijn 
bewaard gebleven. Ze waren door 
Van der Doort zo nauwkeurig be- 
schreven dat we nu met zekerheid 
kunnen vaststellen dat het schilde- 
rij waarbij genoteerd stond: ,,Done 
by Rembrandt & given to the 
kinge by my Lo: Ankrom’”’, de Ou- 
de vrouw in Windsor Castle moet 
zijn. 
Wat een prachtig document! Zo- 

brandts schilderijen maar zelden 
voor, Geen wonder dat het RRP 
— ook al schreven ze al meteen 

op het werk van Lievens lijkt — 
zich door dit document liet over- 

gen-en nie! anders. mecnde ite 
kunnen doen dan een constructie 
bedenken die verklaart hoe het 
mogelijk is dat een Rembrandt zo- 
veel op een Lievens kan lijken. De 
beide schilders hebben nauw sa- 
mengewerkt. Het was dus voorstel- 
baar dat de één op een zeker mo- 
ment de stijl van de ander bena- 
derde, In het in 1982 yerschenen 
eerste deel van A Corpus of Rem- 
brandt Paintings werd het schilde- 
rij daarom als een eigenhandige 
Rembrandt opgevoerd 
In het tweede deel van A Corpus 
werd het schilderij, ondanks de zo 
waterdicht lijkende ‘historische in- 
dicatie’, toch aan Jan Lievens toe- 

anderde toeschrijving was de Lie- 

waar voor het eerst een grote 
groep vroege werken van Jan Lie- 
vens bij elkaar hing. De nieuwe 
toeschrijving was weliswaar geba- 
seerd op stilistische argumenten, 
maar dat moest ook het zwaarst 

| van Van der Doorts tekst werd 
ernstig aangetast door een ander 
document, ook een ‘historische in- 
dicatie’ dus, maar één_ die 
Schwartz zorgvuldig vermijdt te 
noemen. Die  vergeetachtigheid 
kenmerkt cen belangrijk deel van 
de aanval van Schwartz op het 
RRP. De derde ‘Rembrandt’ die 
Van der Doort opvoerde, ook als 
een geschenk van Lord Ancrum 
aan de koning, was volgens zijn be- 
schrijving een groot schilderij met 
cen ‘jonge geleerde die op een 
stoel (of kruk) zit gekleed in een 
rode muts en zwarte mantel, die 
bij een turfvuur in een boek leest’ 
Dit schilderij is verloren gegaan 

| Het kan echter niet anders of het 
| was identiek met het schilderij dat 
de Leidse burgemeester Jan Jansz 
Orlers in zijn levensbeschrijving 
van Jan Lievens noemt. Die le- 
vensbeschrijving werd in 1641 ge- 
publiceerd, maar Orlers verzamel- 
de, nadat in 1614 de eerste editic 
van zijn Beschrijvinge der Stadt 
Leyden yerschenen was, ijverig 
materiaal over onder anderen 
Leidse kunstenaars om die op te 
hemen in cen tweede editie. Orlers 
was dus cen veel directere getuige 
dan Van der Doort. En Orlers yer- 
telt dat het Jan Lievens was dic 
een Beeldt so groot als tleven op 
sijn hooft hebbende een ronde (ro- 

| de?) muts studerende by ecn bran- 
| dend vier (vuur) van Torven 
| (turf)”. Orlers vertelt verder dat 
| datzelfde schilderij door Frederik 
Hendrik gekocht werd en aan de 
Engelse gezant werd geschonken 
die het vervolgens aan zijn koning 

| gaf. Dat moet hetzelfde schilderij 
| zijn en het was dus geen Rem- 
| brandt zoals Van der Doort 

ess Ney tae Ye Hb 

Zes atellerkopieén van een verloren gegaan zelfportret van Rembrandt 

Gary Schwartz schreef twee weken geleden in het 
Cultureel Supplement dat er na drieéntwintig jaar 
onderzoek van het Rembrandt Research Project nog 
steeds geen consensus bestaat over de echtheid van de 
schilderijen van Rembrandt. Volgens hem is het RRP 
te makkelijk over moeilijkheden of zelfs 
onmogelijkheden heengestapt. Ernst van de Wetering, 
lid van het RRP, antwoordt nu op Schwartz’ kritiek. 
,,De Rembrandttentoonstelling zou nooit tot stand zijn 
gekomen, als er niet voldoende consensus zou bestaan 
over de uitkomsten van het RRP.” 

door Ernst van de Wetering 

raakt zijn, Dat is echter onwaar- 
schijnlijk, want er is nég een docu- 

| ment, cen verzoek van Jan Lievens 
aan de gemeente Leiden uit 1629, 
het jaar waarin Lord Ancrum Ne- 
derland bezocht, om vrijstelling te 
krijgen van burgerplichten opdat 
hij een schilderij voor de stadhou- 
der zou kunnen voltooien, Een zo 
goed gedocumenteerde Lievens 
wordt dan in een Engelse inventa- 
ris cen Rembrandt. Kennelijk is 
die inventaris als document niet zo 
betrouwbaar als Schwartz sugge- 
reert en er zijn dan ook geen dwin- 
gende redenen waarom cen ander 
als ‘Rembrandt’ opgevoerd schil- 
derij niet ook van Lievens zou zijn 
— te meer, omdat het schilderij 
op grond van de schilderstijl alle 
aanleiding tot die toeschrijving 
geeft 

Kopieén 
Een ander punt waarop Schwartz 
zware kritick ventileert is de door 
hem geconstateerde (schijnbaar) 
inconsequente wijze waarop het 
RRP omgaat met de zogenaamde 
repentirs, veranderingen  tijdens 
het schilderproces. Nu eens wor- 
den ze van doorslaggevende bete- 
kenis geacht voor de toeschrijying. 

| een andere keer tellen ze minder 
zwaar mee en prevaleren de ‘sub- 
jectic’ argumenten van. stijl en 
kwaliteit boven zo’n objectief ge- 
Beven i 
De neiging bestaat bij vele kunst- 

| historici om het repentir als cen 
authenticitcitskenmerk te zien 
Wie tijdens het proces yan ont- 
staan in een schilderij veranderin- 

schreef maar een Lievens, tenzij 
Orlers’ aantekeningen over Rem- 
brandi en Lievens door elkaar ge- 

gen aanbrengt is daarmee — het 
| lijkt heel vanzelfsprekend — de 
| schepper van dat schilderij en kan 

| dus geen kopiist zijn; cen kopiist 
| volgt immers na wat hij voor zich 

ziet en hoeft daarom niets te ver- 
anderen. Schwartz baseert zijn kri- 

| tiek op het geval van het Parijse 
Zelfportret in Oosters kostuum 
dat nu op de tentoonstelling Rem- 
brandt en Lievens in de Leidse La- 
kenhal hangt. Dit schilderij werd 
door de leden van het RRP na 
aanvankelijke twijfel geaccepteerd, 
nadat met behulp van cen réntgen- 
foto ingrijpende veranderingen in 
de compositie waren geconsta- 
teerd, Aan het repentir werd hier 
dus bewijskracht toegekend 
Er was echter iets bijzonders met 
de veranderingen in dat schilderij 
aan de hand. De réntgenfoto toont 
namelijk een fase in het ontstaan 
van het schilderij waarbij een 
hond, die yoor de yoeten yan de 

| voorgestelde zit, nog ontbrak. Er 
blijkt van het schilderij in zijn 
hondloze fase een kopie te be- 
staan, die zo nauwkeurig corres- 
pondeert met de fase die het rént- 
genbeeld onthult, dat het niet an- 
ders kan of het schilderij heeft in 
die fase van zijn bestaan een ko-' 
piérende leerling als yoorbeeld ge- 
diend. Aangezien gewoonlijk de 
werken van de meester zelf geko- 
pieerd werden, was dat een zeer 
sterk argument v66r de toeschrij- 
ving van het Zelfportret in Oos- 
ters kostuum aan Rembrandts ei- 
gen hand 
Wanneer in andere gevallen veran- 
deringen tijdens het werkproces 
worden geconstateerd, behoeft dat 
nog nict te betekenen dat die dus 
altijd als bewijs bij een toeschrij- 
ving dienen te worden opgevat. 
Het kopiéren was weliswaar de spil 
waar het onderwijs van jonge schil- 

DINerant sae evall acre Nsaal oneralaralCoye-ugel oll axe) (<a 

ders in eerste instantie om draaide, 
maar op een bepaald punt in de 

| opleiding kon de leerling zich vrij- 
heden permitteren door verande- 
ringen aan te brengen in zijn geko- 
pieerde compositie ten einde zijn 
eigen ‘inyentie’ te ontwikkelen. Bij 
Rembrandts atelierproduktie heb- 

| ben de leden van het RRP dit ver- 
| schijnsel vaak genoeg aangetroffen 
om (in deel I] van A Corpus) tot 
het opstellen van een hypothese 

| over een dergelijke onderwijsprak- 
tijk over te gaan 
Het zwaarst aangezette en voor de 
buitenstaander misschien _ wel 

kritiek betreft de rol van het na- 
tuurwetenschappelijk onderzoek in 
het werk van het RRP. Toegege- 
ven moet worden dat het ook niet 
eenvoudig is om als buitenstaander 
de evolutie yan het RRP in de om- 
gang met de mogelijkheden en re- 
sultaten van het natuurweten- 
schappelijk onderzoek te volgen. 
Alleen was de situatie bij het ver- 
schijnen yan deel | al grotendeels 
duidelijk en is daar in een hoofd- 
stuk getiteld Some Reflections on 
Method uitgelegd. Schwartz heeft 
daar echter zorgvuldig omheen ge- 
lezen, te meer Omdat in dat hoofd- 
stuk uit 1982 al wordt ingegaan op 
veel punten van zijn kritiek van 
199] 

Al spoedig was duidelijk dat het 
natuurwetenschappelijk onderzoek 

| niet cen directe sleutel tot de be- 
antwoording van de authentici- 

teitsvraag zou bieden. Dat zou wel 
het geval zijn geweest, als zich on- 
der de vele ‘wijfelachtige Rem- 
brandis latere imitaties of regel- 
rechte vervalsingen bevonden zou- 
den ‘hebben De natuurweten. 
schap, en met name de dendro- 
chronologie (methode om panelen 
te dateren), bewees al meteen haar 
nut door zeer sterke argumenten 
te leveren yoor het verschijnsel 
dat het grootste dee] yan de ooit 
ten onrechte aan Rembrandt toe- 
geschreven werken niet pas na zijn 
dood, maar in Rembrandts werk- 
plaats ontstaan Moe, zijn. Je kunt 
er daarom van Uilgaan dat aan die 
schilderijen niet alleen met dezelf- 
de materialen geWerkt werd, maar 
dat iedereen im het atelier zich in 
Principe ook van dezelfde werkme- 
thoden bediende 
Indirect leverde het natuurweten- 

| schappelijk onderzock ook voor 
| het authenticiteltsonderzoek ech- 
| ter — buitengewoon | op 

meest oyertuigende punt van de | 

Schwartz wordt bepaald unfair | 
wanneer hij suggereert dat het | 
RRP die kennis alleen maar in ta- 
bellen onderbrengt en er verder 
niets mee doet, ja er zelfs mee in 
zijn maag zit. Het is een goede ge- | 
woonte om bij de presentatie van 
dergelijk onderzoek inzicht te ge- | 
ven in alle verzamelde gegevens. 
Soms wordt zelfs materiaal opge- 
nomen waaruit (voorlopig) geen | 
conclusies te trekken zijn, maar 
waarvan het goed is wanneer ande- 
ren weten dat het bestaat. Want 
de verschenen delen van A Corpus 
zijn miet alleen compilaties yan 
conclusies van het RRP, maar fun- 
geren ook als bron van gegevens 
voor verder onderzock door ande- 
ren. 

Schaven 
Laat ik een voorbeeld geven van 
de merkwaardige kritiek yan 
Schwartz op de rol van het natuur- 
wetenschappelijk onderzoek bij 
het RRP. Hij maakt er nogal een 
punt van dat het RRP zonder | 
commentaar laat passeren dat bij | 
twee, bij elkaar behorende portret- 
ten op paneel de laatste jaarring 
van het ene stuk hout 16 jaar eer- 
der gedateerd is dan de laatste 
jaarring van het andere paneel en 
hij suggereert dat de dendrochro- 
nologische data van de panelen 
zouden mocten corresponderen 
met de dateringen op de schilderij- 
en op die planken. Hij had echter | 
kunnen weten dat de laatste jaar- 
ring nooit de precieze datum geeft 
waarop de boom is omgehakt 
(minstens het schors en 10 jaarrin- 
gen met het onbruikbare spinhout 
worden weggezaagd of geschaafd). 
Twee halen met de schaaf te veel 
door een anonieme schrijnwerker 
en je bent nog 16 jaarringen meer 
kwijt. Bij dendrochronologisch on- 
derzock heeft het pas zin om te 
reageren als er, vergeleken bij de 
datering van het schilderij 16 jaar- 
ringen te veel aan een paneel zit- 
ten 
Zodra de kans op latere vervalsin- 
gen gering is, wordt het bovendien 
zinloos te zoeken naar pigmenten 
die een fatale terminus post quem 
leveren, zoals bijvoorbeeld het in 
1704 uitgevonden Pruisisch blauw 
Toch zijn er in de loop van de tijd, 
meestal door anderen, nogal wat 
verfmonsters genomen, echter zeer 
zelden met de bedoeling een ant- 
woord op de authenticiteitsvraag 
te vinden. Schwartz vergeet te ver- 
melden dat de verschillende vor- | 
men van natuurwetenschappelijk 
onderzoek — en dat geldt natuur- 
lijk vooral voor de réntgentechniek 
— de schilderijen, bijna letterlijk, 
‘transparant’ hebben gemaakt. Die 
‘transparantie’ heeft niet in de eer- 
ste plaats met de toegepaste onder- 
zoekstechnieken te maken, maar 
met de interpretatie yan de diverse 
onderzoeksresultaten. Teder die 
wel eens met een geoloog, cen bio- 
loog of een archeoloog door de na- | 
tuur gelopen heeft, kent de sensa- | 
tie hoe door zijn toelichting de we- | 
reld plotseling een verrassende 
‘transparantie’ kan krijgen. Het 
RRP heeft dat met de schilderijen 
van Rembrandt gedaan. Maar de 
beschouwer voor wie een schilderij 
een bepaalde graad van ‘transpa- 
rantie’ gekregen heeft, ziet veel 
meer en neemt daardoor meer in- 
dividuele kenmerken waar, die | 
licht op authenticiteitsproblemen 
kunnen werpen. 

Consensus 
De teneur van het verhaal van 
Schwartz is dat eigenhandigheids- 
onderzoek zinloos is. Het zou een 
aan onze tijd gebonden rage zijn, 
die wel weer over gaat. Hij stelt | 
dat alles wat in Rembrandts werk- 
plaats gemaakt is ook als werk van 
Rembrandt te beschouwen is. Zou 
een dergelijke stellingname bete- 
kenen dat alle 9428 ‘Rembrandts’ | 
die blijkens de archieven van de 
douane van de haven van New 
York tussen 1909 en 1950 in de 
Verenigde Staten ingevoerd wer- | 
den, ongemoeid kunnen blijven? 
Ik neem aan de Schwartz dat een 
flauwe tegenwerping zal vinden. 
Het gaat hem er om dat alles wat 
uit het atelier komt (wie van de 
30, 50 of 100 mensen die daar 
kort of lang gewerkt hebben het 
ook gemaakt) heeft, als Rem- 
brandt wordt beschouwd. Alleen: 
hoe weet je welke van de 9428 in 
Amerika geimporteerde schildertj- 
en, tekeningen of etsen uit het ate- 
lier komen. Alleen al voor de be- 
antwoording van die vraag heeft 
het RRP veel nieuwe inzichten ge- 
leverd. 
Wie, zoals Schawrtz, vindt dat al 
die schilderijen die in de laatste 
100 jaar door de musea zelf als | 
mogelijk leerlingenwerk zijn afge- | 
schreven weer het bordje ‘Rem- | 
brandt’ terug moeten krijgen, on- 
derschat de mate van consensus 
die er in de kunsthistorische we- 
reld bestaat over de noodzaak tot 
een kritische doorlichting van 

Rembrandts oeuvre. Dat de uit- 

voering van dat yoornemen niet in 
volle harmonie gaat, is logisch. 
Daarvoor spelen te veel belangen 
en emoties een rol. Het is goed te | 
beseffen dat de nu lopende Rem- 
brandt-tentoonstelling nooit tot 
stand zou zijn gekomen, als er 

sten van het RRP voldoende waar- 
de hebben om als basis voor cen 
grote Rembrandt-tentoonstelling 
te dienen. 

nografie (met de ondertitel ,,Een 
nieuwe biografie met alle beschik- 
bare schilderijen in kleur afge- 

| beeld”), gebaseerd op het in die | 
tijd beschikbare eerste decl van A 
Corpus of Rembrandt Paintings 

| en voor de rest gebruik gemaakt | n 
| de al dan niet eigenhandigheid van van de meest reductionistische 

ocuvrecatalogus tot dat moment, 
die van Horst Gerson uit 1968 
Datgene wat Rembrandts ‘oeuvre’ 
genoemd werd, bestond uit een 
kern van eigenhandige werken met 
een wild aangroeisel van ooit eens 
al te optimistisch aan Rembrandt 
toegeschreven schilderijen. Nog 
niet lang geleden zijn onder de 
valse Rembrandtsignatuur op het 
Landschap met obelisk te Boston 
de fragmenten van de signatuur 
van Rembrandts leerling Govert 
Flinck te yoorschijn gekomen. En 
dat is maar één van de vele yoor- 
beelden van malafide rembrandti- 
sering van schilderijen. Rem- 
brandt is zo lang vogelvrij geweest 
dat het een merkwaardige eis ge- 
noemd kan worden de zo ontstane 
toestand te handhaven. 
Ook in de zeventiende ceuw was 
men al in de kwestie van eigenhan- 
digheid geinteresseerd. Toen de 
kunsthandelaar Lambert Jacobs in 
1639 stierf werd in de inventaris 
nauwkeurig onderscheid gemaakt 
tussen werken van en naer Rem- 

brandt. Zodra insiders als Rem- 
brandts voormalige leerling Ferdi- 
nand Bol of de kunsthandelaar 
Hendrik Uylenberg, bij wie Rem- 
brandt gewoond heeft, meewerk- 
ten bij het opmaken van inyenta- 
rissen, steeg het aantal als niet ei- 
genhandig opgevoerde Rem- 
brandts dramatisch. Zo is een hele 
reeks voorbeelden in A Corpus, 
deel II genoemd waaruit blijkt dat 
men dus ook al in de zeventiende 
eeuw sterk met de vraag naar de 
eigenhandigheid worstelde. Wie 
vervolgens de geschiedenis van het 
kunstkennerschap van de zeven- 
tiende eeuw tot nu volgt, zal mer- 
ken dat vragen naar auteurschap, 
of kwesties hoe een origineel van 
een kopie te onderscheiden, altijd 
actueel zijn geweest. 

Vertroebeld 
Helaas blijkt het onmogelijk orde 
te brengen in een verwarde brij 
van Rembrandticke schilderijen 

| met uitsluitend objectieve gege- 
vens uit documenten, of door de 

| studie van repentirs, pigmenten 
etc. De vraag wie wat gemaakt 

| heeft, moet yoornamelijk met be- 
hulp van min of meer ‘subjectieve’ 
criteria op het gebied van stijl en 
kwaliteit tastenderwijs beantwoord 
worden. De suggestie dat subjecti- 

volstrekt yrijblijyende uitspraken, 
is natuurlijk onzin. In het boek 
van Oliver Sacks, The man who 
mistook his wife for a hat, waarin 
een blik wordt gegund in de won- 
derlijke werking van onze herse- 
nen, wordt een patiént beschreyen 
die uitstekend bepaalde kenmer- 
ken van de zichtbare wereld kon 
verbaliseren maar die, doordat zijn 
ene hersenhelft niet functioneerde, 
niet in staat was de dingen te her- 
kennen. Over het vermogen zeer 
complexe visuele gehelen en mi- 
nuscule afwijkingen daarin te her- 
kennen, beschikt ook een dier; het 
onttrekt zich grotendeels aan de 
rede. Vandaar dat elke poging om 
het proces van herkenning in 
woorden te atten onbeholpen 
moet blijven. Kritiek op de wijze 
waarop de deelnemers van het 
RRP het waargenomene verwoor- 

| den is daarom niet moeilijk. De 
tekst zal altijd gekleurd zijn door 
zich manifesterende meningen. 
Als nu het menselijk vermogen tot 
herkennen zo verfijnd is, waarom 
onderscheidt dan niet iedereen 
zonder moeite een eigenhandige 
Rembrandt yan het werk van een 
leerling. Dat komt doordat het re- 
ferentiebeeld dat bij het menselij- 
ke herkennen gebruikt wordt in 
het geval van Rembrandt sterk 
‘vervuild’ is met indrukken opge- 
daan aan een vertroebeld Rem- | 
brandt-beeld, Het ontwikkelen yan 
de kijkervaring waarbij zich lang- 
zaam herkenningstekens uitkristal- 
liseren die — mogelijk — signifi- 
cant kunnen zijn voor het scheiden 
van handen is een langdurig pro- 
ces, Steeds maar weer kijken en zo 
een repertoire van bewust of onbe- 
wust geregistreerde kenmerken 
opbouwen is essentieel. Dan vallen 
soms de schellen van je ogen, zoals 
dat yelen vergaan is bij de Berlijn- | 
se Man met de gouden helm. 
Schwartz heeft gelijk dat uit histo- 
rische bronnen met zekerheid is af 
te leiden, dat Rembrandt wilde 
dat zijn schilderijen op een flinke 
afstand bekeken werden. Maar de 
verschillen tussen ‘handen’ zie je 
nog het beste wanneer je je waar- 
neming concentreert op het gebied 
waar verf nog verf is en niet over- 
gegaan is in illusie. Het menselijk 
oog en de menselijke geest zijn nu 
eenmaal zo geconstrueerd dat ze | 
zich maar al te graag door de illu- | 
sie laten inpakken, dat heeft de | 
Gestaltpsychologie geleerd. Daar- 
om kunnen mensen zo geweldig 

geen consensus Zou hebben be- 

staan over het feit dat de uitkom- 

Ook Schwartz heeft | 
zich in zijn eigen Rembrandt-mo- | 

| de indruk dat er geen reden tot 

viteit gelijk staat met het doen van | 

imitaties en lorren, Rembrandts 
leerling Samuel van Hoogstraeten 
heeft zich daaroyer in zijn boek al 
opgewonden Fe 
Het pareren van kritiek wekt altijd 

kritick zou zijn, maar die is er na- | 
tuurlijk ook in het geval van het 
RRP. De kritiek is deels gerecht- 
vaardigd door een wat starre pre- 
sentatie yan materiaal en opinies. 
Weliswaar worden de idecén over 

Rembrandtieke schilderijen _na- 
drukkelijk als opinies gepresen- 
teerd, maar de rigide aandoende 
scheiding tussen wél en niet Rem- 
brandt geeft toch de onjuiste in- 

| druk als zou men bij het RRP in 
termen van granieten waarheden 

| denken en niet meer open staan | 
voor discussie. Een hernieuwd 

| doorwerken van het materiaal en 
kritische evaluatie van de eigen 
methodische en kunsthistorische a- | 
priori’s zouden wel eens kunnen | 
leiden tot (vermoedelijk relatief | 
geringe) verschuivingen in het 
Rembrandt-beeld van het RRP. 
Maar dat zou de tot nog toe gele- 
verde inspanning bepaald niet van 
zijn zin beroven. 
Wie alle keren dat Schwartz ver- 

| gat iets te vermelden dat zijn ar- 
gumenten fundamenteel van ge- 
wicht zou veranderen bij elkaar 
optelt, kan zich niet aan de indruk 
kunnen onttrekken dat zijn kritiek 
een andere oorsprong heeft dan 
bezorgdheid om de zaak zelf. Dat 
gevoel wordt nog versterkt doordat 
Schwartz geen woord wijdt aan 
het feit dat zich op het gebied van | 
de tekeningen van Rembrandt pre- 
cies hetzelfde proces yan zuivering 
en ordening afspeelt als bij de | 
schilderijen. Wat in het Rem- 
brandt Project gebeurt is eigenlijk 
het gewone kunsthistorische hand- 
werk, echter met een vrij ongewo- 
ne grondigheid en volharding. 
Dergelijk onderzoek wordt op tal- 
loze terreinen beoefend vanuit het 
besef dat het noodzakelijk is orde 
in het historisch materiaal te bren- 
gen, materiaal dat door de eeuwen 
heen vaak ernstig in wanorde is ge- 
raakt; dat geldt zeker voor het 
oeuvre van Rembrandt. 

t/m 12 januari 

The Physical Self 
Peter Greenaway 
ilmprogramma 

zondag 15 december 14.00 uur 
The Belly of an Architect (1986) 

zondag 22 december 14,00 uur 
Drawing by numbers (1987) 

zondag 29 december en 5 januari 
14,00 uur 

The cook, the thief, his wife and 
her laver (1989) 

zondog 12 januari 14,00 uur 
Prospero’s Books (1991) 

Entree: F 13,50 
(F.10= met Museumjaarkoart, 
FIN 75 CNP. 

t/m 26 januari 

Charlie van Rest 
Hypodtoom 

t/m 2 februari 

Alison Britton 
Glaudi €asanovas 
Keramiek 

t/m 2 februari 

On Kawara 
date painti 89 cities 

‘Museum Boymans-van Beuningen 
Rotterdam 
info: 010-441 9405 

DE MOOISTE COLLECTIE 
TRADITIONEEL SPAANS 

AARDEWERK 

Amsterdam - Ri 
020-638. 

Utrecht - Oud 
030-318801 

Inlichtingen over 

adverteren in deze rubriek 

Tel. 010-4066284 

Fax: 010-4066980 
genieten van behoorlijk slechte 

a ee ————— 
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Aankondiging 

Aanvragen 
leenvergoeding 

@ minister van Welzijn, Volksgezondheid en Cultuur maakt bekend dat auteurs en 18 00k Voor het jaar 1992 een leenvergoeding kunnen aanvragen. Aanvragen moeten in de maand januari 1992 worden ingediend op speciaal daarvoor beschikbare 
formulieren. 

ding wordt gegeven voor het uitlenen in openbare bibliotheken van 
nuitgevers geproduceerde publikaties. Daarvoor gelden een aantal 

Jen, zoals: 
at gaan om gedrukte, niet-periodieke werken, Met uitzondering van poézie, eelwerk, kinder- of jeugdboek of muziekwerk moeten de publikaties minstens 32 pagina’s omvatten, Als in de publikatie geschreven tekst is opgenomen, moet 

deze in het Nederlands of Fries gesteld zijn; 
de auteur (dat kan zijn de schrijver, bewerker, vertaler componist, samensteller, fotograaf of illustrator) dient op het tijdstip van de aanvraag de Nederlandse 
nationaliteit te bezitten of ingezetene van Nederland te zijn 

~ de uitgever van de publikatie, dan wel diens rechtverkrijgende onder algemene of Steeds meer mensen zijn zo gelukkig dat ze in een auto het stuur wordt weggetrokken en de gordels zich automatisch 

andere titel dient op het tijdstip van de aanvraag het uitgeversbedrif in 
Nederland e oefene 

7 
Aun cine snee van de zaak rijden. En steeds meer mensen worden van de aanspannen. U kunt het ook hebben over de elektrische 

De voorwaarden zijn vastgelead in de Welaijnswet (Staatsblad 1987, nr. 73) bijtelling ‘n stuk minder gelukkig splegels, het getinte glas, de stuurbekrachtiging of de centrale 
De formulieren voor het aanvragen van de leenvergoeding voor 1992zijn verkrijgbaar bij het ministerie van WVC. Auteurs en uitgevers die in 1991 al een anvraag hebben Wie bijvoorbeeld in een representatieve, comfortabele en deurvergrendeling. 
ingediend, krijgen de aanvraagformulieren automatisch toegezonden U kunt formulieren en tekst van de regeling telefonisch en ook buiten kantooruren vooral stille zakenauto wil rijden, krabt zich toch wel even achter Of misschien wijst u even op de 10 jaar garantie tegen 
aanvragen via nummer 070-3406149, of schriftelijk bij het ministerie. ” | | 

c C Zn oor als-ie de catalogusprijzen ziet doorroesten. Maar hoogstwaarschijnlijk gaat de conversatie 
Minist ‘a 

i 

Ministevan 
De nieuwe Audi 80 2.3E kan daarom wel eens de vooral over de prijs. Want vrijwel niemand zal geloven dat deze 

NeWegezondieiden 
zakenauto van het jaar worden Want onder de motorkap van Audi 80 slechts f 52 990,- kost. (Wie 020-686 7651 belt kan dat Directie Media, deze Audi 80 zit een zeer aangename verrassing bij de dichtstbijziinde dealer controleren.) 

Letteren en Bibliotheken 
Deze Audi is namelijk uitgerust met een 5-cilinder motor. U weet ondertussen dat de belastingtrue onder de 

Taakeenheid Uitvoering 
Een motor die de financiéle voordelen van een 4-cilinder koppelt motorkap zit. En dat u gelukkig weer blij bent met een auto van 

Leenvergoeding 

Si Winston Churchilllaan 368 aan de rust en de prestaties van een 6-cilinder de zaak. De enige die misschien wat minder blij wordt is de 
Postbus 3009 FBO Rijswilk 

n 9,8 seconden zit u bijvoorbeeld al op de 100 km/h en belastinginspecteur. Maar zeg ‘ns eerlijk, ligt u daar wakker van? moeiteloos trekt u door naar een top van 200 km/h. Dat alles 
83/4% pandbrieven gebeurt overigens zonder een overdasis aan lawaai 

° i an ntegendeel, u kunt onder ii, omstandigheden op De 80 23E van Audi.Vanaf f 52.99 yD 

HYPOTHEEKBANK N.Y. 

1985 per 1990/1994 Zakelijke toon blijven converseren Bijvoorbeeld over het precon- 
Ondergetekende bericht ten veiligheidssysteem dat bij een frontale aanrijding zorgt dat dat op 12 december 1991 

Wide derde loting heeft 
{| plaatsgevonden ter aflos- 
“|baarstelling a pari van 

+ 3.175 pandbrieven, elk 
groot f 1,000,- nominaal 

Getrokken is het nummer 
4] 5, waardoor alle uitstaande 
pandbrieven welke beho- 
ren tot uitlotingsgroep 5,|] 

Bay per 15 maart as. betaal- 
H}baar zijn bij de hoofdkan- 

foren van ABN AMRO 

Bank N.V. en NMB 
Postbank Groep N.V, te 
Amsterdam, Rotterdam en 
s-Gravenhage 

In 1989 is getrokken het 
nummer 4 

In 1990 is getrokken het 
nummer 2 

HAARLEM S 3 7 feb. 023-315571 stee: ALMELO 05490-10064 AMSTE De riusteg ETTENLEUR De Ni uilverkoch MSTERDAMSCH HASSELT e a 22993 TRUSTEE'S UTRECHT ad f 3.17 {TOO 
SITANG i 

KANTOOR B.V 
TEANEUZEN| 4 Amsterdam, 12 dec. 1991 
LEUVEN el N.Z. Voorburgwal 326-328 
DEN HAAG 7 1012 RW Amsterdam ZWOLLE s 25 fe 
OOETINCHEM 08340-44480 APELDOORN s vitverkacht pee 1) uitverkocht N BOSCH 073-125125 ‘ ANTWERPEN Kon 2 apt 09 a NRC3S% HANDELSBLAD HOOGEVEEN 05280-7000 V OOSTENDE ‘apr 09. 761 EINDHOVEN ‘ ey grang duidelijk gescheiden houde VENLO pf ullverkocht MAASTRICHT ih Veijthot pt 043-293828 

PLETE E Zaterdag| 14/ december. 
Reservereniaanide kassa’s vanjde theaters en bij s (Landelijke/Reserveerliin\070 - 361/77 10 NEDERLANDSCHE Nationaal |bespreekburo 02153. 12344 GRONDBRIEFBANK 3 VVV-Bespreekburo's N.V. 

gevestigd te Amsterdam 

or wie feiten en opinies 

Het verslag over het boek- 
jaar 1990, waarin het trust- ABF, Het Andere Beleggingsfonds N.V. Tapport is opgenomen, is|| deelt mede dat het eerste halfjaarbericht alls voor grondbriefhou- over de periode van 1 juni tot en met 30 m Verkrijgbaar, ten} kan november 1991 ter beschikking ligt ten | ioe Nan\deivennootschap, : 
an van Eyckstraat 36 kantore van het Fonds, Amsterdam, als ten Westermarkt 2A, 1016 DK te Amsterdam ]}kantore van ondergeteken. 

de 
Intrinsieke waarde per 10/12 £ 103,42 Amsterdam, 13 dec, 1991 Afgifteprijs per 10/12 f 106,01 

sTW, exclusief afleveringskost Ww ingen voorbehouden 

Centrale Trust 
Compagnie B.V, ABF, Het Andere Beleggingsfonds N.V. Herengracht 420 

Hel 2.990 De kleinste draagbare PC ma: 
ALLE ANDERE DRAAGBARE aby Goes IS ONZE STRAEMAAT COMPUTERS KUNNEN HIER (iieaeeemeece ST AF GENOEG? De Stichting CPNB fodigt nederlandse uitgevers, NIET TEGEN 

nee vai fee ee 

grafisch vormgevers, typografen, drukkers e.a, uit 
| mils n kan is de prijs van 

boeken die verschenen zijn in 1991 in te zenden é : Q - | de TravelMate: vanaf Hfl 2.990. 
voor de selectie van De Best Verzorgde Boeken, ily , 

excl, BTW 
Een onathankelijke jury zal een selectie maken vilgaven waarbij In het bij 

caret Vormoeving, typogratie, amine - s ——- a : haast niet te geloven. En toch is 
eken 2 

Zo compact en zo licht. Her is 

het waar 
n calalogus zijn in \ 

el zal een inschrijfgeld van £75, 
W) in rekening gebracht worden, 

( 
_ Se ne EME tc Te 

Voor meer inlichtingen over de 

velMate neemt U zo snel mogelijk 
contact op met Ingrid KRAMER op SF [imeldinastormusieren en het reglemen 2p = ee ‘ SSS eam hee nummer 020/560.29. 11 

De uiterste datum van inzending Is maandag 3 februari 1992 

ORE Ce &y 
TEXAS TravelMate - INSTRUMENTS WOON cere 21,7 X27,9X3,5cem 1,9 kg The new look of power 

NROE HANDELSBLAD, VOOR WIE DI NUANCE ZORKT: | Welk aoe ; Microprocessors 80286 of 80386SX 

ne te verkrijgen bij 
FASO COLLECTIEVE PROPAGANDA VAN HET HEDERLANOSE B0EK 
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| Bonnefantenmuseum 

| 24 nov. 1991 - 23 feb. 1992 

Dominikanerplein Maastricht 
10-17, za,+zo. 11-17 

niet 25 dec 

| di.vr. 
1 jan.; 24 en 31 dec. n.m. 

N DE L 
340 blz.. 250 ills. f 49,90 

John Benjamins Publishers 

ANDY WARHOL: 
Queen Beatrix of 

Netherland 
Two beautiful prints on 

Lenox Museum 

Board, F + S 338,339 1 x 0,8.m, 
signed 1/40, framed, private sale 

Price: Hfl. 20.000,- one, or 
Hfl. 36.000,- for both, Call 

09-49-40459607 weekends, 
09-49-228656391 working days 

(evenings) 

ABB 
t/m 12 januari 1992 

Juan Munoz 

Uitde collectie 
Arte Povera 

MONDRIAANHUIS' 

Voor wie kijken wil’ 

LANDSCHAPPEN 
Gerrit Benner 
Dirk Breed 

Harrie 

Johan Haa 
Antoine 
Ad Roskam 

Hendrik Valk 

15 december tot 12 januari '92 

1e kerstdag en oud en nieuw 
gesioten 

GALERIEIUAMBER 
15 dec - 13)jan 1992 

Paul Beckers 
gemengde technieken 

Jan Biessen 
acry! 

den Hartog | 
beelden) 

| Evert 

___ Markl 195554 (CA Valkenswaard, 
{di-wo-vr 14100-18,00 uurza-z0)13,00-17,00 uur 

Winnaars 
Gelderland Grafiekprijs 

1986 - 1991 

CEES ANDRIESSEN 
JAN HEIN VAN ROOY 

LEON TEBBE 
PAULIEN WITTENROOD. 
WILLEM DEN OUDEN 
GEURT VAN DIJK 

t/m 29 dec. 

Kerkstraat 24 Wamel 
telefoon 08878-1779 
open do t/m zo 13-17 

INLICHTINGEN 
over adverteren 

in de rubriek 

RT 
(010) 4066284 

Faxnummer 
(010) 4066980 

In zijn schilderijen, vooral 
in zijn historiestukken, 
toont Rembrandt zich de 
meester van de 
ommekeer: als een 
actiefotograaf die altijd op 
het juiste ogenblik 
afdrukt, legt hij het 
moment vast waarop zich 
plotselinge dramatiek 
ontlaadt: de enorme 
schrik van Belsazar en 
zijn gevolg bij de 
verschijning van de 
schrijvende hand Gods, of 
de redding van Isaac op 
het allerlaatste ogenblik. 
In het Rijksmuseum zijn 
zon vijftig ‘echte’ 
Rembrandts te zien. ,,Ik 
ben er niet van overtuigd 
dat de meester tot 
menselijker schaal is 
teruggebracht; het ontzag 
voor zijn psychologisch 
peilvermogen en voor de 
artistieke weerslag 
daarvan schijnt geenszins 
verminderd. ” 

door E. de Jongh 

Terwijl Rembrandts oeuvre, door 
toedoen vooral van het Rembrandt 

Niemand zit stil 

Research Project, steeds weer iets | \j 
kleiner wordt, lijkt zijn persoonlij- 
ke statuur nog voor verdere groei 
vatbaar. Een gezuiverd Rem- 
brandt-corpus zal kwalitatief kun- 
nen bogen op een hoger soortelijk 
gewicht dan het ongezuiverde. 
Maar het afval werpt natuurlijk 
wel problemen op. De overzichts- 
tentoonstelling in Amsterdam is 
yoorzien yan een interessant maar 
ook nogal verwarrend appendix 
met werken van leerlingen, waar- 
van er elf vroeger op naam van de 
meester stonden. Inmiddels zijn 
ze, hoofdzakelijk wegens zwakhe- 
den, ongenuanceerdheid, gebrek 
aan actie of al te geringe levendig- 
heid, alle uit het oeuvre afgevoerd, 
zodat ze het ideale Rem- 
brandtbeeld waarnaar gestreefd 
wordt niet meer kunnen yertroebe- 
len. Deze elf vormen slechts een 
minderheid van een aanzienlijke 
groep ex-Rembrandts waarvan et- 
telijke voorlopig als N.N. door het 
Jeven moeten gaan. 
Ik ben er niet zo van overtuigd dat 
de meester  eindelijk, — zoals 
JH. Heldring onlangs schreef, tot | 
menselijker schaal wordt terugge- 
bracht. Weliswaar zullen weinig 
mensen heden ten dage Rem- 
brandts ‘borstelvegen’ nog als ‘kre- 
ten yan de ziel’ beschouwen, want 
zulk taalgebruik is ietwat pathc- | 
tisch en ouderwets, maar het ont- 
zag voor zijn psychologisch peil- 
vermogen en voor de artistieke 
weer: 

nerie draagt er trouwens effectief 
toe bij dat het imago van de kun- 
stenaar aardig buiten proporties 
blijft 
Wat in het Rijksmuseum bijeen 
werd gebracht, vormt zonder twij- 
fel een schitterende tentoonstelling 
en daarvan is het gedeelte met de 
tekeningen en etsen minstens zo 
spectaculair als de in het algemeen 
meer aandacht trekkende schilde- 
rijen. Evenals de schilderijen zijn 
de tekeningen chronologisch inge- 
deeld, terwijl de etsen in iconogra- 
fische groepen worden getoond, 
wat het voordeel heeft dat de be- 

in hetgeen de inyentieve graficus 
met één onderwerp zo al wist te 
bereiken, 
minder ingewijde omtrent chrono- 
logie en periode gauw in het duis- 
ter dreigt te tasten 

Cirkels 
Bij de schilderijen bevindt zich 
een aantal onbetwiste hoogtepun- 
ten, waaronder de monumentale 
‘Oosterling’, het verfijnde portret 
van Jacques de Gheyn III, het 
feest van koning Belsazar, het por- 
tret van cen oude vrouw, het zelf- 
portret op vierendertigjarige leef- 
tijd en het zelfportret met de twee 
cirkels, de badende vrouw uit 
1654 en ten slotte uit eigen bezit 

} cen niet minder grote verrassing, 
namelijk de — schoongemaakte 
Staalmeesters die dankzij het res- 
tauratie-atelier een indrukwekken- 
der uitstraling heeft dan ooit, hoe- 

} wel het werk te laag werd opge- 
hangen. 
Het lijkt mij vrij zinloos de selec- 
tie van de cenenvijftig authenticke | 
Rembrandts op de kritische weeg- 
schaal te leggen. Er is weinig re- 
den tot klagen. Alleen vroeg ik mij 
af, toen ik buiten de tentoonstel- 

} ling in de eregalerij bij de matig 
belichte Joodse Bruid belandde 
(in alle eenzaamheid want er was 
daar verder niemand), waarom dit 
terecht befaamde schilderij niet 
evencens langs de schuifelroute 
van de duizendkoppige menigten 
is gehangen 
De Joodse Bruid bezit ten dele 
het soort bruine en donkere passa- 
ges waaraan, zoals Henk van Os 
vorige weck in deze krant uiteen- 
zette, critici als Ruskin en Burck- 
hardt zo’n geduchte aanstoot heb- 

daarvan schijnt geenszins | 
verminderd. De publiciteitsmachi- | 

maar het nadeel dat de | 

| Rembrandt: Het offer van Abraham (1635) 

DE REMBRANDTEXPOSITIE IN HET RIJKSMUSEUM 

ben genomen. Zijn achttiende- 
eeuwse biograaf Arnold Houbra- 
ken trouwens niet minder, kan 
men er aan toevoegen. Houbraken 
had Rembrandts onder ogen: ge- 
kregen ,,daar dingen ten uitersten | 
in uitgevoert waren, en de rest als | 
met cen ruwe teerkwast zonder agt 

| op teekenen te geven was aange- 
smeert’’. Vriendelijk is dit niet be- 
doeld, maar laster is het evenmin 
Ook na verwijdering van romanti- 
sche vernislagen blijkt er een on- 
miskenbaar ‘bruine’ Rembrandt te 
bestaan, naast een meer heldere 
Rembrandt die scherper yerkoos 
te definiéren en daarmee de heke- 
lende uitlatingen van zijn critici 
tot weinig ter zake reduceert, Als 
ik het wel heb waren er op de ten- 

| toonstelling van 1969 percentsge- 
zocker onmiddellijk inzicht krijgt | B Ee wijs veel meer bruine, om niet te 

zeggen Jozef Isratls-achtige Rem- 
brandts dan nu, De meer duistere 
Rembrandt, die al kort na zijn 
dood door de classicistische kritiek 
Rembrandt: Portret van Agatha Bas 

werd getroffen, zou in de negen- 
tiende en een groot deel yan de 
twintigste eeuw, juist mede vanwe- 

| ge die duisternis, tot ziener en zie- 
levorser worden geproclameerd. 
Die aandoenlijke manifestatie heb- 
ben we inmiddels achter de rug en 
misschien berust het niet geheel 
op toeval dat op de huidige ten- 
toonstelling de meer heldere Rem- 
brandt boven de bruinige preva- 

| leert 
Ik persoonlijk Juich dat toe. Kij- 
kend naar werken als Mozes 
breekt de tafelen der wet en Mat- 
theus en de engel, die door sommi- 
gen misschien nog steeds als diep 
en doorleefd zullen worden erva- 
ren, begin ik iets na te voelen van 
de scepsis of erger van Burckhardt 
en Ruskin, In elk geval halen zul- 
ke werken het Mmijns inziens niet, 
om cen nogal willekeurige vergelij- | 
king te maken, bij bijvoorbeeld 
het uiterst genuanceerde en frap- 
pante portret van Agatha Bas, Bij 

| van 

zulke vergelijkingen valt trouwens 
ook moeilijk yoorbij te gaan aan 
het op zichzelf ironische feit dat 
Rembrandt in de eerste plaats am- 
bities koesterde op het gebied van 
de historieschilderkunst en het 
portretschilderen _ waarschijnlijk 
vooral yoor de verdiensten be- 
oefende. 
Wie zo’n vijftig echte schilderijen 
van Rembrandt bij elkaar ziet han- 

| gen, wat een onalledaagse beleve- 
nis is, moet wel heel oncreatief 
waarnemen, wil hem of haar, bij 
alle variatie, niet bepaalde zich re- 
gelmatig herhalende bijzonderhe- 
den opvallen. Er zouden diverse 
karakteristicken te noemen zijn, 
maar wat mij ditmaal, om welke 
reden ook, bijzonder trof was 
Rembrandt als vastlegger van het 
cruciale moment, vergelijkbaar 
met de beste actiefotograaf die al- 
tijd precies het ogenblik weet 
waarop hij moet knippen. In het 
kiezen ervan excelleert Rem- 
brandt, zowel wanneer het cen 
portret als wanneer het een’ histo- 
riestuk betreft. 
Als specifiek moment geldt in me- 
nig historiestuk (maar zeker niet 
in elk) het ogenblik van omslag, 
van heftige verandering, van ra- 
zendsnelle transformatie van de 
ene toestand in de andere. Juist 
die seconde is door Rembrandt 
vastgelegd waarin zich plotselinge 
dramatick ontlaadt, waarin mensen 
bij verrassing door het lot geno- | 
men worden: de enorme schrik van 
Belsazar en zijn gevolg bij de ver- 
schijning van de schrijvende hand 
Gods, of de hemelse’ verijdeling 

het ten offer brengen van 
| Isaac, op het allerlaatste ogenblik. 

In de portretkunst krijgt het prin- 
cipe vanzelfsprekend een andere 
uitdrukkingsvorm. Weliswaar ligt 
het accent ook hier op verande- | 

| ring, maar daarbij treedt uiteraard | 
gcen turbulentie aan den dag. Een 
man heeft (zojuist?) een hand- 
schoen laten vallen. Een jonge 
yrouw schuift iets naar voren op 
haar stoel. Een van de staalmees- | 
ters is bezig uit zijn stocl op te | 
staan - het is allemaal gestolde ac- | 
tie. Soms gaat het om subtiele in- 
dicaties van een psyche in bewe- 
ging, uitgedrukt door bijvoorbeeld | 
een open mond of door een bepaal- | 
de stand van de ogen, Zo wordt 
het geluid van de stem yan de zich 

yrouw wendende Cornelis 
| Anslo wel zeer sterk gesuggereerd. 
| En de ongewone blik van de drie- 
| entachtigjarige vrouw die intensief | 
| schuin naar beneden kijkt, moet 

ons kennelijk doen geloven dat die 
blik geen seconde oud is en op dit 
moment nog in beweging. 
De maximale animatic die Rem- 
brandt in deze werken heeft toe- 
gepast is uiteindelijk geen auto- 
noom functionerend element, maar 
mede  afhankelijk van wat 
E.H. Gombrich in zijn perceptie- 
theorie als ‘the beholder’s share’ 
heeft aangeduid, het aandeel van 
de waarnemer. Het behoort tot de 
menselijke cigenaardigheden dat 
ook wij, als waarnemers, door mid- 
del van projectie leven en expres- 
sie aan portretten bijdragen. Een 
goede portrettist zal op dit ver- 
schijnsel anticiperen door onze 
projectieneigingen zoveel mogelijk 
te mobiliseren en in de door hem 
gewenste richting te sturen. ,,He 
must so exploit the ambiguities of 
the arrested face that the multipli- 
cities of possible readings result in 
the semblance of life”, aldus Gom- 
brich 

| Staetveranderinge 
In het suggereren van leven en be- 
weging, noch in het uitbeelden van 
plotselinge ommekeer zal men 
gauw Rembrandts gelijke vinden, 
zeker niet onder zijn leerlingen, 
maar het is bepaald niet zo dat hij 
als de uitvinder van deze vaardig- 
heden mag worden beschouwd. De 
op het momentane toegespitste 
dramatiek was vrij gangbaar in de 
historieschilderkunst van de barok 
en yond bovendien een theoreti- 
sche grondslag in de contemporai- 
ne kunstliteratuur waar het weer- 
geven van hartstochten, gevoelens 
en lijden zeer hoog werd aangesla- 
en. 

Albert Blankert heeft in zijn mo- 
nografie over Ferdinand Bol, uit- 
wijdend over historiestukken, de 
aandacht gevestigd op wat in de 
zeventiende-eeuwse literaire theo- 
rie, en dan met name bij Vondel, 
‘staetveranderinge’ —_ (verandering 
van toestand) heet, een vertaling 
van het Griekse woord peripeteia, 
dat Aristoteles in dezelfde zin in 
verband met de klassieke tragedie 
had gebruikt en dat ook heel goed 
aangeeft wat zich op diverse van 
Rembrandts _voorstellingen _af- 
speelt — de omslag van een situa- 
tie in haar tegendeel, van geluk 
naar ongeluk (Koning Belsazar), of 
omgekeerd (Abraham en Isaac). 
‘Staetveranderinge’ in historién ga- 
randeert in elk geval spanning en 
sensatie en geeft, meent Blankert, 
wellicht een verklaring voor het 

| feit dat ,sommige zeer obscure 
iconografische thema’s in Rem- 
brandts kring zo druk beoefend 
werden.” In de portretkunst toe- 
gepast is de peripeteia yooral in 
dienst gesteld van de quasi-bezie- 
ling en als zodanig fungeert ze ci- 
genlijk des te intrigerender. 
Merkwaardig genoeg heeft deze 
verhelderende notie in de litera- 
tuur over Rembrandt geen wortel 
geschoten, zelfs niet in de lijvige 
en gedetailleerde catalogus van de 
schilderijen die de huidige ten- 
toonstelling begeleidt. Deze catalo- 
gus is overigens een fundamentele 
publikatie waarin drie leden van 
het Rembrandt Research Project, 
Bruyn, Van Thiel en Van de Wete- 
ring, uitvoerig aan het woord ko- 
men, naast een aantal andere des- 
kundigen. Aan de tekeningen en 
etsen is cen afzonderlijke catalo- 
gus gewijd, met essays van Peter 
Schatborn en enkele buitenlandse 
specialisten. Het is curieus deze 
publikaties te vergelijken met de 
catalogi van de Rembrandt-ten- 
toonstellingen die in 1932, 1935, 
1956 en 1969 in het Rijksmuseum 
zijn gehouden, omdat men de we- 
tenschappelijke pretenties gaande- 
weg ziet toenemen en daarmee de 
omvang van het drukwerk 
De beide nieuwe catalogi verschaf- 
fen cen uitstekend inzicht in de 
laatste stand van wetenschap om- 
trent Rembrandt; ze zijn tevens 
voor de niet-kunsthistoricus-met- 
belangstelling in een aantrekkelij- 
ke vorm gegoten. In hoge mate 
leesbaar is het belangrijke essay 
dat Ernst van de Wetering over 
Rembrandts schilderwijze schreef. 
De kunstenaar en zijn werk lijken 
mij hierin dichter en meer indri 
gend benaderd dan ooit tevoren. 
Ook Van de Wetering spreekt over 
het levendige karakter van Rem- 
brandts figuren, maar als tech- 
nisch — georitnteerde specialist 
wenst hij te beklemtonen dat cen 
dergelijke levendigheid afhanke- 
lijk is van een uitgekiende tec! 
niek, van wat hij noemt illusi 
wekkende middelen. De manier 
waarop Rembrandt die vaak ge- 
heimzinnige middelen heeft toe- 
gepast wordt door Van de Wete- 
ring minutieus geanalyseerd, waar- 
bij hij een ontraditioneel licht op 
de kunsttheorie laat schijnen. 

Het is vreemd te bedenken dat on- 
danks de schatkamer van novitei- 
ten en ‘definitieve’ gegevens, die 
de beide catalogusdelen zo waar- 
devol maakt, Rembrandt er in de 
cenentwintigste eeuw zeker weer 
anders zal uitzien dan in 1991-92. 
Niet dat de Nachtwacht hem ont- 
nomen zal worden, maar dat het 
totaalbeeld zich zal wijzigen staat 
wel vast. Want ook de kunstge- 
schiedenis is yoortdurend in bewe- 
ging. 

| Rembrandt, de Meester en zijn 
Werkplaats. Rijksmuseum, Am- 
sterdam. T/m 1 maart. Toegangs- 
kaarten uitsluitend via het Rem- 
brandt Reserverings — Centrum: 
070-3175454, en bij de VVV-be- 
spreekbureaus. 

EXPOSITIE 162229 vECENBER 
WOENSOAG Tor Gx Mer ZONDAG 14,°°718. UR 

EVELIEN FUNT 
ANNETTE SCHEER 
ELSBEIH SS SPEK 

EEN DLACHTS WEG 5# 
SOIZLE ROTTERVAN 

ZEGERS REIJERS’ MULTIPLES 

EENMALIG 

IVAN] ={o}0}} 

voor f 1.200,- 

STEL UW EIGEN) MAP SAMEN! 
Gedurende de maand| december kunt 
U zelf een map samenstellen met 5 
prenten. U heeft Keuze uit 25 prenten 
van 01a. Ralph Bageritz, Ken Friedman, 
Petra Dolleman, Ken Rinciari, Peter 
Downsbrough, Doris Groeneveld, Geer 
Pouls, Sylvie Zijlmans, Willy van 
‘Sompel, MarkiLuyten, Bernd Lohaus. 

openido, Um zo, van 14-17.30 uur 
tel. 010-4142543 fax 010-4331060 
Eendrachtsweg 60 3012 LG Rotterdam 

tot 22 december 

CAROLEIN 
SMIT 

tekeningen 1987/1991 

expositie + kunstuitleen 
woe. 11.00-20.30. 

do. t/m za. 11.00-16.30 
maliebaan 42, utrecht 

tel, 030-322946 
CENTRUMBEELDENDEKUNST 

J 

SHLOMO KOREN 
Beelden '86 - ’91 

Stadhuisplein | 
Almere-Stad 
03240-42732 

39048 
Kunst Almere 
$4-12-9) 
(opening 14,00 uur) 
Um 12-01-92 

12.00- 17,00 wr, 23.20. 12,00 - 16.00 uur 
i= Kersidagen en I januari 1992 gesloten) 

galerie naber 
Korreweg 50 groningen tel. 050777179, 

twan lendfers 
bronzen/sculpturen 

ronald medema 
olieverfpanelen 

tot 17 januari 

25 dec. t/m 1 jan. gesloten 

geopend wo, U/m za. 13,00 Um 17.30 uur 

GALERIE DE LANGE 
Statio 

Tol, 05910-40147 
Fax, 05910-20303 

JAN KUIPER 

WIM STEINS 
ijon, ger te 

Um 22 december 
- PAULA ROONEY 

aquarellen, gemengde techniek 
RENE SMULDERS 

panelen’ 
HANS VERSCHRAAGEN 

acryl op doek, gouaches 

galerie de beerenburght 
danielle de vreeze 

Wielseweg 31B, 

INLICHTINGEN 
over adverteren 

in de rubriek 

RI 
(010) 4066283 
Faxnummer 
(010) 4066980 
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Aan houders van Surplus-obligaties in de leningen anno 1972 

en 1973, elk nominaal groot f 50.000.000,- ten laste van 

SHV Holdings N.V. 

30 NRC HANDELSBLAD 

Ondergetekende, trustee voor de in hoofde genoemde leningen, 

deelt mede dat: 

de rente over de periode 1 februari 1991 t/m 31 januari 1992 - 

welke rente verleden jaar voor de Surplus-obligatielening 1972 

per 2003/2012 en voor de Surplus-obligatie 2ning 1973 per 

2004/2013 werd vastgesteld op 11,7% - geheel in contanten zal 
worden voldaan. 

Deze mededeling wordt gedaan in verband met het bepaalde in 

art. 3 van de betreffende trustakten 

Voor betaling van deze rente wordt verwezen naar de gelijk- 

tiidige publikatie van de debitrice. 

de rente over de periode 1 februari 1992 t/m 31 januari 1993 is 

voor de Surplus-obligatielening 1972 per 2003/2012 
vastgesteld op: 

12,4%; 

en voor de Surplus-obligatielening 1973 per 2004/2013 op 

11,5%, 

Deze rente is berekend conform het bepaalde in art. 2 van de 

betreffende trustakten 

Nederlandsche Trust-Maatschappij B.V. 

1012 RW Amsterdam 

NZ Voorburgwal 326-328 

13 december 1991 

3999 BALLEN CADEAU 
EN EEN PIEK EXTRA! 

Kerstmis bij Citroén wil zeggen 
dat er fantastisch wordt 

uitgepakt. Nu zult u denken: dat 
is niks nieuws, want dat zeggen de andere 
automerken ook. 

Maar wat dacht u dan van een voordeel 
van f 1.000,-* tot f 4.000,- op de aanschaf 
van uw nieuwe Citroén? Kom dus snel 
langs bij de Citroén dealer en overtuig uzelf. 

a ADVERTEERDERS 
STAAN OP DONDERDAG MIDDEN IN 

HET GOEDE LEVEN. 
De Donderds ’ De rode stippen op de voorruit van de 

met hun Citroén AX, de BX, de ZX en de XM ver- 
melden het ongekende voordeel. 

Dit voordeel geldt uitsluitend voor 
auto's die uit voorraad leverbaar zijn. 

Bovendien is daarop de katalysator-subsidie 
van 1991 nog van toepassing. 

En dat betekent weer 

een extra voordeel van minstens 

£800,-. Ook als de’auto in januari inns ul i 1992 wordt afgeleverd! V bs ier nw aren, Hel ol 4 voor Dus als er nu een kerstbelle- 
1 al tje bij u gaat rinkelen, gooit u vandaag nog DON DERDAG AGENDA een balletje op bij de Citroén dealer. 

100 

Geef 
i © Klainschiatige om 

lirecte 6n dit 

kind 

giro 66.77.67 alle banken 70.76.70.198 

CITROEN 

NU BIJ CITROEN: TOT F 4.000,-° VOORDEEL. 
* Kentekenregistratie uiterlijk 31,1.92. De aktic geldt voor bestellingen van 2 

persoonsgerichte 

"hulp voor kinderen 

met en handicap 

ontwikkelingslanden 
0,11,91 tot 1.1.92. 6 jaar carrosserie garantie, Citroi 

St. Catharinastraat 1, Postbus 75 5250 AB Viijmen 
‘ prefereert Total 

| DE TOP)IN\VEEUGELS) 

DE' TOP IN\VOORDEEL 
Yamaha* 
Blathmann 
Ec me Ya 1900; 900, ~~» | Me pemea es 

rear ‘a ove 
Night: 
van een pt 

KERST "STER" 
OCCASION|VLEUGELS: 
Petrof 170'¢m nu. 
Pleyel 170'cm nu 
Samick 185\cminu: 
Grotrian Steinweg 190 cminu 
Schimmel 190/cminu 
Schimmel) 174/cm nu, 

275 cminu 
275\cminu 
170\cm nu) 
180/em/nu 

| PECRINPEESE NTS | DE TOP)IN/KEYBOARDS 

DE TOP)IN VOORDEEL | |_DE TOP'IN\VOORDEEL | 
= ——a 

OE | cuistein 
141900;- Bi 
16.500,- 
16.950,- 
191500); 
221900,- 
24,900,- 
34.500,- 
29.500,- 
39/500,- 

UNIEK YAMAHA VOORDEEL 400)- Schitterend keyboard met/grote toctsen, inkl. pluspakket LX) 5 
s= va 

Het grootste Kerstassortiment topinstrumenten met alles verbluffende voordeelprijzen 
DE TOP)INIPIANO'S 

DE TOP|IN\VOORDEEL 

Steinway & Sons. 

MUAM HIER KRIGT DE KERSTMAN EEN KIC 
Grotrian Steinweg nu 18.350, 

UNIEK ROLAND VOORDEEL 1300,- Perfekte digitale plano van dit wereldmerk inkl. bankje en earphone, wisi. 1.995,- Van 3,295,- 

54,900,- 7 \ Poppeliers Culemborg, Europa's grootste Merkengigant in muziekinstrumenten, nodigt u uit voor nu 23.280,- een groots Kerstfeest. Een voordeelfeest met alles verbluffende profijtprijzen op de grote KADO KEYBOARD NU 295,- BECHSTEIN, EEN|KUASSE/APART, 
In) ons) assortiment| met) uitzonderlijke 
klassemerken| piano's en vieugels neemt 
Bechstein een aparte plaals in: 
merk is de créme de laicrémeivan de 

BecrsTen M180 YLEUGEL, ZWART) —¥AW'77.160)- nu 64.900 
BecnsTew M160 YLEUGEL, WORTELNOTEN KLASSSCH, | 

= <4 106 660 78500 
(Becasten M180 YLEUGEL, PYRAMIDE WAWONE 
sett tnn VAN 97.280 vmod 77,260)- 
Becysren K158 vLeuoel, wm ¥AN71,110,-mu 56.500, 
‘BecusTen B203 YLEUGEL, uanowe/vooR 
een vet AN 99,280 cnn dd 79-500) 
Becsren B208 LeveL, rwanT ya 68,990 mu 75.500- 
‘Becnstem C221 VLeucel, zwanT vaN 110.410,- nu 88.400; 
‘BECHSTEM PANO, VERSE UTVOERNGEN, 0.4, 

"YAN 39,750, 26.450,- 
BECHSTEM PUNO, VERSE UTVOERINGEN, 0.4. 

erent AN 24950 18,950, 

SALONVLEUGELS VANAF 10.900, Ink 10 jaar garantie, bankje en franco thuis 

| hae INIACCORDEONS i} 

| DE’ TOP/IN\VOORDEEL | 

| Sea | 
| Y \ 4 | Een kleine greep _ 

ult honderden stuks 

Beker |ERKPIANO, hoog model, 
hogeikorting, 

| Laat u bij Poppe! 

FEN/BROCHURE oven VOORDELIG 
LEASEN j 
LIGT VooR 
UKLAAR 

POPPELIERS 
CULEMBORG 

kwaliteitsmerken. Ongekend! Zesduizend Vierkante meter topkeuze, voorzien van klasse-advies, klassegaranties en klassevoordee/. Poppeliers brengt grote wensen binnen bereik. Reken maar! 

DE TOP. INORGELS | 
DE TOP IN VOORDEEL ye 

= 

HET PRUSBREKENDE NMUZIEKWARENHUIS 

andalli, Hohne 

Soprani. Enorme 
vanaf 1195,- tot 

i! 1 AY du gtn@tet 
a i 

r is 

4g KOOP 

[| — ONTHOUDEN: m Kerstprofijt. Yamaha, Technics, Orla 
looK 2e KERSTDAG da Fartisa, Gem etc 

jewelste. n Kerststunt van jewel 
earl 4 octaven in stereo, 

grote toetsen en adaptor! 

Uit de grootste keuze van 
Nederland wat voorbeelden 
van keyboards in pakket 

inklusief adaptor, earphone 
en cassettecursus. 

Jand maxi pakkel| Van 2.260 
2.720,- 

795,- | 
995,- 
995,- 

| y Alle topmerken met verrassend groot 

Yamaha 

1.745,- | 

ENZAME KWALITEIT VAN 
PERS NUIBINNEN|BEREIK 

Wersi, het Duitse kwaliteitsmerk met 
de 

beste reputatie. Super CD-sampling. 

Exklusieve uitvoeringen. 

Verrassende prijzen! Verras uzelft 

nieuw demonstratiemadel 
In staat van nieuw model ae = 
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FAX FROM: 

DR. ALFRED BADER 
Suite 622 

924 East Juneau Avenue 

Milwaukee, Wisconsin 53202 

Telephone: 414/277-0730 

Fax: 414/277-0709 

October 2, 1995 

Via Facsimile: 31-20-669-4106 

Page 1 of 2 

Ms. Karin Groen and 

Professor Ernst van de Wetering 

Central Research Laboratory, RRP 
Gabriel Metsustraat 8 
1071 EA Amsterdam O oS ) 

The Netherlands y ae C . \e Ween at} IJquu a 

SS ar 4 

Dear Ms. Groen and Professor van de Wetering: 

Thank you for your fax of September 29th. 

With the painting, I will send a copy of Joyce Plesters’ report and also photographs before the 

most recent cleaning and of the painting stripped. These photographs are my only copies, and 

I would appreciate your returning these to me with the painting. 

I do not have IR and UV spectra, etc. but of course, you are welcome to have those and X-rays 
taken in St. Louis. 

You must know very much better than I do that owners are usually great optimists, but I know 

this also. Nonetheless, allow me to share with you what I think about the group of paintings 
related to mine. 

Of the six, I have seen only the three illustrated in Gerson-Bredius and my own. Bredius 46 in 
Dresden I find almost a caricature. Professor Bruyn has told me that he likes Bredius 47 in San 
Francisco the best. I cannot agree and wonder whether it is period. I also wonder whether 

Bredius 47-A in England is period. 









UNIVERSITY OF LONDON 

With the Compliments of the 

COURTAULD INSTITUTE OF ART 
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umber of ‘masterpieces’ 
The Iveagh Bequest, Kenwood 

Why Rembrandts 
are going to 
become rarer 

By Kenneth Pearson 
AT LEAST six Rembrandt paint- 
ings in public galleries and 
private hands) in Britain are 
under threat from a team of 
experts in Amsterdam who have 
set themselves up to sort out 
the world’s real Rembrandts 
from the copies and the’ fakes. 

The Amsterdam team, deploy. 
ing scientific techniques never 
before used in mass on Rem- 
brandts, is so far ready to publish 
its findings only on the painter's 
early works; nevertheless, the 
experts have put question marks 
over: 
The Good Samaritan, in the 
Wallace Collection in Manchester 
Square, London; 
Portrait of the Artist Drawing, 
owned by Charles — Cottrell 
Dormer, who farms at Rousham 
in Oxfordshire; 

A Man in a Room, at the 
National Gallery — plus three 
more of its 23 Rembrandts about 
Which the National is so far 
saying nothing. 

The Queen’s collection of 
seven Rembrandts at Windsor 
Castle and Buckingham Palace 
has been examined by the Dutch 
team — called the Rembrandt 
Research Project. Nothing is yet 
Known of its) views on the 
alithenticity of these paintings 

Their investi#ations in Britain 
could lead to British art collec 

tions losing £3 million or so in 
value. 

One of the experts’? most 
powerful weapons is the use of 
Xray techniques to examine th 
Sub-structure of the painting 
Rembrandt, as can be Seen, in 
some stages of his career built 
up his subjects’ faces in several 
layers. 

The large X-ray picture on 
the right shows the work he did 
beneath ‘the surface of his 
masterly self-portrait at Ken- 
wood House in London (th 
surface view is seen alongside 
it). However, the X-ray of Por 
trait of the “Artist Drawing, at 
Rousham (above) shows none of 
this  sub-structure—raising the 
experts’ doubts. 

The team has a battery of 
other techniques at its command 
infra-red photography to explore 

dark areas; dendochrono 
y (dating the wood panels on 

Which many early’ Rembrandts 
were painted by counting the 
tree rings); thread-counts on 
canvases to classify the material: 
and the monster magnification of 
paint samples (taken from under 
the frame) which enlarges 
Rembrandt brush-strokes\ into 
thick multi-coloured sections 
through a Jayer-cake of paint 

The Amsterdam project was 
Set up in) 1968 as) Hollarid pre 
pared to celebrate the three- 

hundredth anniversary of Rem- tertain their doubts. 

the pictare to, the window, 

n. After Jong examina 
tion, and’ some, ‘muttering in 
Dutch,” they produced’ the art 
historian’s classic balancing act 

it seemsito pose 
more problems than it’ solves.” 

Of the four National Galli 
Rembrandts 

A Man in a Room has 

controversial 
e owned) by. Sir Joshua Reynolds, 

galleries and universities, led by 
Dr Josua Bruyay professor of art brandt when it came up fe 

1808. One Durch 

1 copies and counter: 
were clingin 

main bady of Rembrandt's 
“Two of them camé to us and 

Rembrandt in. 193! 
jected it in 1969. 

“Interesting 

Not so long ago tliree: member 

hours with the pictur 
inspected! X-ray 

tures of it ar the Courtauld In- 
where Professor 

in my oflice, says Terence Hodg- 
Kinsonj. director: of the’ Wallace 

stitute of Art 

Chicago. “It obviously based 
interpretation 

artist’s style in his Leyden perigd 
The roughness of the brush 

foremost technical expert in the 
lack of sub-struc- 

ture to the painting looks 

ing in his early for emoRtetee 

autlienticity 
the effect thar 
Sidered typical.” 

The Rousham Rembrandt, Por- 
trait of the Artist Drawing, has 

he imitator con- 

of Rembrandt’s oil paint- 
abundoned.* 

wrongly-attributed pictures 

How Rembrandt's 
genius confirms the 
genuine article: X-ray 

photography penetrating the 
surface reveals basic 
techniques that forgers and 
imitators could not see. 
Near left is an X-ray picture 
of the under-painting of the 
Kenwood’s self-portrait 
(below). It shows how 
Rembrandt’s heavy, broad 
strokes built up the 
sub-structure of the face, 

creating an almost three- 
dimensional form on which 
he could then paint the flesh. 
Rembrandt would even 

move paint with the 
wrong ” end of his brush 

to convey the feeling of a 
crease in the skin. 
Far left is the painting 
Portrait of the Artist 
Drawing, at Rousham, 
Oxfordshire, which is doubted 
by some art historians 
as a Rembrandt. Under the 
surface painting there is 
nothing to compare with the 
Kenwood techniques. The 
sub-structure is flat and 
uninspiring. One expert calls 
it “nasty”, 

what some connoisseurs think 
are “alarming numbers.” 

Forty years’ ago, a Dutch art 
historian, Abraham Bredius, cut 
the accepted total from 750\to 
620, In 1966 another scholar re- 
duced it to 600. Three years 
Jater, Horst Gerson, professor at 
Groningen University, slashed 

jthe number of Rembrandt oils 
| to 376. 

Now the Amsterdam team 
may reduce it to 350; the 

j world-wide loss in yalue could 
reach £8 million. 

Publication of the Amsterdam 
presults over the next few years 
may well! tarnish a few scholarly 
reputations. One American 

director, thinking of colleagues 
who ‘might haye spent other 
People’s fortunes on duds, 
chiims bluntly: “Heads will 

“Everybody will fight for their 
own attributions to the last 
ditch.” 

Under pressure from th 
Dutch project, many galleries 
throughout the world hay 
already taken to scrutinising 
their Rembrandts more severely, 
The Louvre in Paris, with such 
masterpieces as Bathsheba and 
Rembrandt a la Toque, has just 
down-graded one picture. Ona 
hurriedly made label the new 
title now reads: “Hermit Read- 
ing, by Adriaen yan Ostade. 
1610-84, Haarlem. Previously, 
attributed to Rembrandt.” 

One British peer, told recently 
that his Rembrandt might not be 
one, remarked: “Oh . I shall 
have to phone my solicitor and 
ask him to re-arrange my assets. 
You see, they have just been 
diminished by £500,000.” 

However, the scientific 
emiphasis of the project is mis- 
trusted by many gallery direc- 
tors. How far, they ask, will 
obsession with the mechanics 
lead the Dutchmen to reject the 
experienced eye of the connois- 
seur? Professor Seymour Slive 
of the Harvard Fogg Museum 
clearly feels Rembrandt might 
disappear altogether: “There's 
good reason fo believe,” he says, 
“that they are throwing out the 
baby with the bach water.” 

The accumulation of excess 
Rembrandts over the centuries 
has happened for three reasons. 
First, the painter was popular 
among his contemporaries. From 
the early days in Leyden until 
1631; he worked alongside Jan 
Lievens, sharing a studio — and 
no doubt sharing models 5 

He also acquired a galaxy of 
pupils—Flinck, Ferdinand Bol, 
van der Eeckhout, Carel and 
Barent Fabritius, Nicolaes Maes 
and Willem Drost. Aert de 
Gelder went on painting in his 
master’s style till 1727—58 years 
after Rembrandt died. 

Secondly, Rembrandt was 
much fancied by the French in 
the 18th’ century and French 
sales catalogues of the period 
record the copies on the market 
No one knows how many of these 
have since passed’ into’ other 
hands as the genuine thing. 

What also helped was growing 
American affluence in the ficst 
half of this century, when 9,428 
Rembrandt: paintings, drawings 
and etchings passed into the 
United States. A Rembrandt copy 
donated to charity became an 
even more valuable tax write- 
off if it could be passed on as 
a genuine Rembrandt 

Rembrandt's corpus of work, 
like Shakespeare's, is so vast and 
complex that a thousand’ repu- 
tations haye been quarried from 
it since he died. When the 
Rembrandt Researc Project 
begins to publish, one or ty 
of those may look a little ragged. 

Some, on the other hand, may 
react as David Piper did when 
he was director of the Fitz- 
William in Cambridge and a 
Rembrandt there was challenged. 
His connoisseur’s eye asserted 
itself. “If that’s not a Rem- 
brandr,” he said, “then I'm a 

roll.” Another nervously adds; Dutchman.” 
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How gree 
ate its wa 

into Labour's 

heartland 
Report by Paddy French and Will Elisworth-Jones 

THE longest single corruption and one night in Arnhem) cost 

inquiry in. Britain has now Wales Gas almost £300 in petty 

ina" ite 30th conviction. Hay- cash in. addition to hotel and 

den Williams, 80-year-old ex- travel/bills. There is, of cours’, Gerald Murphy (left), former chairman of from Holland and_ went for a day’s racing at 

vice-chairman of Pembrokeshire no suggestion that Wales Gas did Swansea’s housing committce, and Emrys Harris Ascot, courtesy of Ray Bryant, head of the Eyer- 

vivnty planning committee re- anything corrupt or illegal. © (right) his housing director, are just two of the arm central heating group. Murphy went on 

<Cived a 12-month suspended Back at London airport on 3 many men convicted of corruption over the past for a night on the town in London, Hotel bills 

‘cntence for corruption after the Friday, Murphy and Harris j {8 months in South Wales. One week in carly were paid by the Porthcawl architect Frederick 

the judge decided that a prison 
term might kill him. 

Few people olitside South 
Wales haye been aware of the 

ype and depth of the corrup- 
tion that has been revealed there 
ince police began investigations 

September, 19) In all 34 
je, among soine of t 

n powerful Jocal_politici 
in the area have been charged 
and police expect to bring 
further charges in the Port Tal- 
bot area next year. 

The impact has been not only, 
to shake public confidence im 
local’ government but also to 
shatter 50 years of unchallenged 
Labour domination in South 
Wales. It has shown again that 
wlien one party controls an area 
to the exclusion of effective op- 
position idealism all too easily 
degenerates into opportunism. 

ON TUESDAY, January 11, 1972, 
Gerald Murphy, Labour chair- 
man of Swansea housing com- 
mittee and his housing director 
Emrys Harris, left their city by 
train bound for London airport 
and the start of ‘what, by any 
standards, must be considered an 
entertaining week’s work 

The bill for their first three 
days was picked up by Wales 
Gas, which sent three men. with 
Murphy and Harris on their trip 
to see the central heating 
systems of Holland, Wales Gas 
subsequently won a contract for 
a similar system in Swansea, A 
court was later told that the 
party’s two nights in Amsterdam 

Were met by aman representing Si 1372 aives some idea of the opportunities for Williamson. @ Nest day it w Twickenham for 

the Porthcawl architect, Freder- 
ick Williamson, whose practice 
earned £165,000 in fees for work 
on two council estates in Swan: 

sea. They were taken in a taxi 
for a day’s racing at Ascot; the 
journey, according to Harris, wa 
2a bit hazy” because they had 
had a few drinks on the plane 

from Holland 
‘At Ascot they were enter- 

tained to lunch, along with about 
30 other people, by racehorse 
owner Ray Bryant, head of the 
Everwarm Central Heating 
group, which obtained contracts 
totalling £2.2 million from Swan- 
sea during the reign of Murphy 
and Harris, After the racing 
the same taxi took them back 
to London—a lucrative job for 
the driver, who charged £53 

Murphy and Harris _ then 
checked into, the Mayfair Hotel, 
where the bill was paid by the 
architect. As the court later 
heard, Harris decided to: forgo 
the delights of Mayfair and in 
stead spent the night in Streat- 
ham with his girl friend, Enid, 
then an official of the National 
Housing and Town Planning 
Council. Murphy, however, was 
taken’ first to the Tiberio re 
staurant and then to the Miran- 
da Club in the West End 

The next day it was a coach 
to Twickenham to watch the Eng- 
land-Wales game (Wales won 12- 
3), and back to the White House 
hotel, this time courtesy of Ray 
Bryant and Everwarm; then to 
a steak house where Harris be- 

travel and entertainment which they enjoyed. 

@ Three days in Holland 
heating systems were paid for 

(though there 

corrupt or illegal). @ the two men returned 

in the Rhondda do you suppose 
to stay in town rather than re- he had spent the night at the 
ing the two Labour councillors 
tiede their way backtoSwansea. did not come back with a fac 

entertained turned with a £175 white mus 
quash fur coat for his wif 

wood, powerful a tape recorder costing £34.95 
man of Glamorgan, county coun 
cil planning committee, boarded to wander round the store and 
London with his wife, Joan, for he wanted. 

away-from-it-all 
trip paid for Thistlegrange 

which was trying to 
arrange planning permission for 

Westwood’s 
They were met at 

by a hired Rolls—the very s 
car, the chauffeur confided, that 
had ferried 

years for corruption last Ma 
and Westwood, 
ruary for four and a half years, 

inyestigation 
that has so far taken more than 

They were by no means alone. 
Wales _ police 

buildings has been convicted. 
HOW DOES an area like South 
Wales — apparently solid and 
respectable—allow corruption on 
this scale to flourish? 
opportunities 
existed in the boom y 
Jate Sixties and early. Seventies 

party of 10 cost £18: 

Thistlegcange directors exploitation 
Twickenham but Harrods, At one 

Westwood’s 

the Glamorgan planning commit 
tee, the money lay in the pro 
perty boom. Agricultural Jand 
worth £1,000 an acre could be 
worth between £20,000 and 

£30,000 once it got planning per- 
mission. And for favours West- 
wood was, on occasion, prepared 
to provide that planning per- 
mission 

He was able to do this because 
his council’s standing orders — 
now modified — allowed him to 
make his own decisions between 
planning committee meetings 
When matters were too trivial to 
call/a meeting or too urgent. He 
personally approved’ more than 
500 applications, many. of them 
neither urgent nor trivial. 

In Swansea the opportunities 
lay in local authority contracts. 
Murphy ‘ruled Swansea by the 
strength of his own considerable 
personality. The son of an Irish 
Steelworker who died when he 
was seven, he steamrolled op- 
position and gobbled up pub: 
licity on his way to becoming 
Jeader of the city council, His 
ambition, he told newspaper 
during his trial, was to. turn 
Dylan Thomas's “ugly, lovely 
town” of Swansea into Murphy's 

the England-Wales rugby match, then back to 

to inspect central London with the hotel bill being paid for by 

Dee Wales Gas Bryant and Everwarm. Next morning the to 

scr Hagestion that this was  <eturned, tired but happy, to Swansea and the 
mundane round of council duties. 

“progressive, bustling city 
But it was a, city to be built 

by his friends. Thus when Swan- 
sea found the money to start 
installing central heating in its 
thousands of council houses 
Murphy and housing director 
Harris did not put contracts out 
to tender; they simply mego- 
tiated with Ray Bryant of Ever- 
arm for contracts totalling 
£2.2 million. 

The results showed that cor- 
ruption can not only be damag- 
ing but extremely expensive for 
eyeryone concerned—including 
the ratepayer 

The most blatant example 
of the exhorbitant price the 
public had to pay came in 1972 
after Bryant bought himself into 
a. firm making prefabricated 
kitchen and bathroom _ units. 
He obtained an order for 60 
of these units from Swansea 
aiid bought them from the firm 
at between £740 and £760 each, 
a price which included trans- 
port to Swansea as well as a 
substantial profit for the firm 
Bryant tlien| charged the city 
council £1,140 for each unit and 
boosted his profit by £23,000. 

With profits. such as these, in 
return for minimal effort, it was 
not surprising that some coun- 
cillors should want a share of the 
action. The jobs of the convicted 
Labour councillors were: steel- 
worker, gardener, grocer, elec- 
trical fitter and storeman. 

Westwood’s job as a park 
roundsman for Rhondda council 

paid £22 a week. He was cor- 
rupted by men whose life style 
was light years away from what 
bis would ever be 

Men like Henry Pearlberg of 
Thistlegrange Properties, whose 
fleet of cars was numbered HPL 
to HP7 and included a Lambor- 
ghini, a Ferrari and two Rolls- 
Royces, And Thomas O’Brien, 
Pearlberg’s partner, whose motor 
yacht was fitted “with special 
clamps to hold down his Rolls 

xr 

driven to ving up the police 
one night and ask if he could 
borrow the Harrods fur coat 
they had taken as evidence. He 
and his wife had an important 
function to attend. He didn’t 
get the coat. 
GIVEN THAT there were some 
influential councillors open to 
persuasion, there was equally no. 
lack of those willing to take 
advantage. At the end of his 
trial, the judge said of West- 
wood: “His power was for sale 
and there .was no lack of 
purchasers.” 

Some of these men were. pre- 
pared! to go, to great lengths to. 
offer councillors a better stan- 
dard_of living. And there were 
state-owned organisations. inno- 

Westwood: powerful 

cently ready to back these men 
jn their promotion activities 
Over seven years, for example, 
the National Coal Board handed 
over £67,000 to Everwarm to 
promote coal-fired central heat- 
ing. At the same, times Wales 
Gas was holding joint seminars 
with Eyerwarm to persuade coun- 
cillors to buy gas-fired heating. 

In 1973 Bryant forked out £385 
for what must have been a 
stupendous night out at the Tony 
Salvatore nightclub in London 
where each guest consumed, on 
ayerage, £40 worth of food and 
champagne. Besides Murphy and 
Harris, the eight people who 
were there included councillors 
from: Merthyr Tydfil and Porr 
Talbot, as well as a Welsh Ofy 
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Dr. Alfred Bader 
Chairman 

April 21, 1989 

Prot. De. Joshua Bruyn 
Stichting Foundation 
Rembrandt Research Project 
Secretariaat: c/o Centraal Laboratorium 
POSTDUSs S32 
1007 AC Amsterdam, The Netherlands 

Dear Prot. Bruyn: 

I am so happy to have your detailed letter of April 11 and to know that the 
catalog has finally arrived. 

Please allow me to reply to your comments, point by point: 

1A. I have the advantage of having seen both paintings, the one here and the 
one in San Francisco, leisurely and in good light. There is no question 
in my mind that the version here is superior, and I believe that you will 
agree when you see it. Of course, I know, as every connoisseur learns, 
that it is possible to be convinced and mistaken, but come and see for 
yourself. 

7. I have just purchased another fine painting by the master IS, this of an 
old woman with a book. I will send you a photograph once the painting 
has been cleaned. I wish that you and your colleagues would determine 
the identity of this intriguing painter. When I started collecting, 
there were three such; but the other two, the master of the winter 

landscapes and the pseudo-van der Venne, have since been identified. 

A historian has suggested that what is happening in this scene is a 
passing of the details of the Peace of Miinster which was signed in 1648. 
He told me that copies of the treaty were passed from hand to hand in 
Many pleCes, SiNiS isaanh intriguing suggestion, but is 18 correct? 

27. I wish I had the answer to your question. We will just have to wait 

until the painting is completely cleaned, but the cleaning is very 
Ci teu bE. 

28. Thank you for sending me a copy of your 1983 article. I know very little 
about such l6th century paintings, and I look forward to discussing this 
with you personally in Amsterdam. 

wes 1 Nes 
28.5 A BS 
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SIGMA-ALDRICH 
P.O. Box 355 Milwaukee Wisconsin 53201 USA Telephone (414) 272-3850 Cable Aldrichem TWX 910-262-3052 Telex 26-843 



Prof. Dr. Joshua Brwyn 
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38. This is, indeed, a weak painting, although I rather think--but am not 
certain--that it is period. 

52. The restorer of this painting has assured me that the monogram HB and the 
date 1624 are period. When Prof. Roethlisberger saw it in Milwaukee some 
two or three years ago, he assured me that he considers it a fine work by 

Hendrick Bloemaert, and he asked for a photograph for inclusion in his 
book on the Bloemeert family. 

Of the four greatest puzzles: in the exhibition, ace, NoSa.o45.°5/,..54 andeo5, 
I believe that Dr. William Robinson may have provided the answer to No. 34 (W. 
Drost), but I do not have the answers to the other three. 

With 37, I do believe that Dujardin is a possibility; with 54, I am really 
undecided between Dutch and Italian and, with 55, I ain inclined to think that 
it is Dutch, but who painted that beautifully? 

I very much look forward to discussing all this witn you. 

Many thanks for all your nelp, and best personal regards. 

Simserely, 
Lima 

f 1 

CS wee poo 

Alfred Bader 

AB:mmh 
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DR. ALFRED BADER CBE 

2A Holmesdale Road 

Bexhill-on-Sea 
Kast Sussex TN39 3QE 

England 

Phone/Fax: 01424-222223 
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Boe" x Tallahassee, Fla 32303 

Dac, &, IHS 

Dr. Alfred Bader, President 

Aldricn Chemical Company Inc. 
940 West St. Paul Avenue 

Milwaukee, Wisc. 53233 

Dear Dr. Bader: 

I have an unusual request. While taking a graduate botany 
Conroe at Floridalstate, I found in the hall an Aldrich catalogue 
With theyRembrandt self-portrait on the cover. Since this is 
a painting I have been working with, I was overjoyed. I eagerly 
WEOLe Tore the offered Teproduction, only to find itewas the 
ordinary one. And wnile the catalogue cover has the best 
Geta) MaverevVerm folndson this portrait, the full reproduction 
iereccivedelis Cevold ofvany of ithe symphonic detail of interplay 
in the face. 

As an experiment in education, I have been taking portraits 
and photographs and masking off portions of them, so that the 
latent expressions of the face can leap out at you. Most casual 
photoes have a couple of expressions in them. A Rembrandt has 
ShadingsecOna Late-beetnoven complexity, Yet they, too, stand 
Culssiarpl yawienpprovidged just the right frame. 

iiethis pertrarh, blocking the eye on your, right causes 
the delight ana acceptance to stand out. Yet blocking a small 

part of the lip and the underside of the left-side eye causes 
an entirely opposite expression to spring out: dark, intimate 
with suffering, weary, tender, compassionate, infint7Zely gentle. 
Dnpessligitvlyediiterent. contiguration, you Can see an almost 
Hindu face: a pixieish laughter at the illusory games we are 
Caught in--tempered by Rembrandt's deep-breathing fellowfeeling. 

I use such illustrations--made into slides~-along with 
advertisements, snapshots, poetry, whatever I can find my way to 
serendipitously--to try to carry on teaching the humane values 
OfnyecuL Une lehave: aneunuseable Php ein English» from. Yale), 

as I free-lance here and there with a class. 
Py ethtseteeto ask2sisi there any way 1 Can obtain from you 

aud itacnal COpres Of thevactual cataloque cover (not the reprint 
One Lect o iets im lnC OUCH nace msm Ou maf Ol mOnemt Ono Um @temtin eta. 

Perhaps this: when you re-issue your catalogue, perhaps 
MOlpCcOU Um ociniemewaly Ota thencursenteissue thatreararadert over? 
Or the covers? I would be glad to pay postage. Or if you know 
another way I might obtain that specific closeup, the one used 
on the cover, I'd very much appreciate hearing. 

Looking at your Own picture in the catalogue, I decided this 
request, unusual as it 1S, would be heard kindly. 

LP eECOK forward to your reply. A 

4 erely, 

Tilt a ae 
Vale ae PhD 



Dr. Alfred R. Bader 
President 

December 11, 1978 

Dire Geral daG Hows 

1 Oise @olomaclae Dice 

Tallahassee, FL 32303 

Dearcn |) em GeO: 

Your most interesting letter regarding my portrait of Rembrandt 

has given me more pleasure than I can tell you. 

This particular version of that composition has never been published. 

Until recently it was in Ireland, unknown to the art-historians working 

on Rembrandt, and it has not been exhibited anywhere. 

At least three other versions exist: an oval one in San Francisco, one 

in Dresden and one in a private collection in England. All three are 

illustrated in the second edition of Getsén-Brediws' comprehensive 

work on Rembrandt, which surely is in your university library. 

May I ask you for your help? Could you please look at all four versions 

and tell me what you think of them. 

Knowing how Rembrandt worked, it is inconceivable that he did more 

than one version; but which one? There are two possibilities: either 

he did one of these four, or all four are copies after a lost original. 

All four versions, and hence surely also the original are unfinished (in 

the hands). 

We are sending you three catalogs by UPS. Could Iimpose on you to 

tear off the covers, and then’ to give the still useable catalogs to graduate 

students in your chemistry department. I will inquire of Rand McNally, 

the printer, whether they do, perchance, have covers left over. 

If ever you come to Milwaukee, I shall be happy to meet you personally, 

and to show you the painting. 

Best personal regards. 

Sincerely, 

= (Alea) og re ader 

Aldrich Chémical Company, Inc. cera a 
940 West St.Paul Ave Milwaukee Wisconsin 53233 USA Telephone (414) 273-3850 Cable Aldrichem TWX 910-262-3052 Telex 26-843 
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FAX FROM: 

DR. ALFRED BADER 
Suite 622 

924 East Juneau Avenue 

Milwaukee, Wisconsin 53202 

Telephone: 414/277-0730 

Fax: 414/277-0709 

October 2, 1995 

Via Facsimile: 31-20-669-4106 

Page 1 of 2 

Ms. Karin Groen and 

Professor Ernst van de Wetering 

Central Research Laboratory, RRP 
Gabriel Metsustraat 8 
1071 EA Amsterdam 

The Netherlands 

Dear Ms. Groen and Professor van de Wetering: 

Thank you for your fax of September 29th. 

With the painting, I will send a copy of Joyce Plesters’ report and also photographs before the 

most recent cleaning and of the painting stripped. These photographs are my only copies, and 

I would appreciate your returning these to me with the painting. 

I do not have IR and UV spectra, etc. but of course, you are welcome to have those and X-rays 
taken in St. Louis. 

You must know very much better than I do that owners are usually great optimists, but I know 

this also. Nonetheless, allow me to share with you what I think about the group of paintings 
related to mine. 

Of the six, I have seen only the three illustrated in Gerson-Bredius and my own. Bredius 46 in 
Dresden I find almost a caricature. Professor Bruyn has told me that he likes Bredius 47 in San 

Francisco the best. I cannot agree and wonder whether it is period. I also wonder whether 

Bredius 47-A in England is period. 





Ms. Karin Groen and 

Professor Ernst van de Wetering 

October 2, 1995 

Page 2 of 2 

Of my painting, I am convinced that it is period, and I believe that the hands are quite 

unfinished. Unfortunately, the paint film has been so badly flattened out in any early relining; 

nonetheless, I find the face magnificent and as it hangs over my desk, I look at it and enjoy it 
every day. 

The only art historian who has accepted this unconditionally as a work by Rembrandt was Vitale 

Bloch. Bauch said that he could not accept it as a Rembrandt "in the present condition". 

You will, of course, have compared the composition with that of the later print and with Bredius 
116 in Berlin, which was probably the pair. Have you ever considered bringing all six versions 
together somewhere? 

May I also invite both of you to visit me at my home at your convenience? There are a number 
of paintings here which may interest you specially. 

I am not referring to RRP-C18, which has been studied sufficiently in Amsterdam. Let me just 
say that I do not agree that C18 and C5 could be by Dou. I just don’t think that Dou had it in 

him to paint works like these or RRP-C3. 

Among others of interest to you will be three other paintings here: 

Bredius 295-A from the Erickson Collection and Bredius 304 - I am sure that you will not like 
the signature on 295-A, but I very much like the painting. 

I also own Bredius 226, formerly in the Hermitage. I am convinced that this is the prime 

version and that the painting in Philadelphia is a copy. I am also certain that it is not by 

Rembrandt, but by one of his best students, dating from the early 1640’s. 

There are, of course, many works by Rembrandt students in my collection which you would 
enjoy seeing. 

With all good wishes, I remain, 

Yours sincerely, 
fay 

} 
es: A 

U C4. OH Dp Nia A om | 
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STICHTING FOUNDATION REMBRANDT RESEARCH PROJECT 
PROF. DR. J. BRUYN 

B. HAAK 

DR. S.H. LEVIE 

DR. P.J.J. VAN THIEL 

PROF. DR. E. VAN DE WETERING 

Dr. Alfred R. Bader 

2961 North Shepard Avenue 
Milwaukee, Wisconsin 53211 

Ws Se Ws 

Amsterdam, 11 April 1989 

Dear Dr. Bader 

All is well that ends well -- as I intimated in a note scribbled on a Xerox 
I sent you earlier, your catalogue finally arrived! Thank you so much. TI am 

very glad to have it as well as the comments you gave in your letter of 

March 19th, for which again many thanks. 

May I in turn offer some comments? 

the cover 1 find absolutely superh! 

1A Certainly from the period, possibly even from the workshop. Being fairly 
familiar with the San Francisco picture I find it however difficult to agree 
with your statement "the best of the known versions". 

6 I am somewhat sceptical about "self-portraits" -- surely in 30% of all 
commissioned portraits "the eyes seem to gaze at the viewer"? In the case 
of this interesting Lodewijk van der Helst there is no doubt in my mind that 

this is a commissioned portrait of an anonymous gentleman. The same is true 
e.g. of 40 fig. 1. 

Y Fascinating and intriguing from every viewpoint! 

17 Years ago we enquired after the picture, which I remembered having seen 

when visiting the Chicago Art Institue. However they denied having such a 
thing... (I did not mention Flinck's name and I still don't think the version 
in Vienna is by him. ) 

20 fig. 1 The drawing seems to be after rather than by Joos van Winghe. There 

is afine painting of the subject by him in the Dtisseldorf museum. 

27 The painting underneath appears to represent Christ shown to the people. 

But how does the figure of S. Agarha relate to the main scene?? 

28 I hope you received the copy of my 1983 article. 

31B This to me is one of Sumowski's very best attributions! 

37 Highly interesting. Looks Flemish c. 1650. 

38 A very weak picture. Is it 1%th-century? 

52. don't, see Genariei Bloemaert here. Rather "Style of Joachim Wtewael". 

I reckon to be in town in the beginning of July and would be very happy to 
see you then! 

With best regards, 

ee Yours. 





STICHTING FOUNDATION REMBRANDT RESEARCH PROJECT 
PROF. DR. J. BRUYN 

B. HAAK 

DR. S.H. LEVIE 

DR. P.J.J. VAN THIEL 

PROF. DR. E. VAN DE WETERING 

Dry Altred Re Bader 

2961 North Shepard Avenue 
Milwaukee, Wisconsin 53211 a i er 

ls Signe 

Amsterdam, 11 April 1989 

Dear eDiee Bader 

All is well that ends well -- as I intimated in a note scribbled on a X 

I sent you earlier, your catalogue finally arrived! Thank you so much 

very glad to have it as well as the comments you gave in your le 

March 19th, for which again many thanks. 

May I in turn offer some comments? 

ihe ever D2 find absolutely supers! 

1A Certainly from the period, possibly even from the worksnop. 
familiar with the San Francisco picture I find it however diff 
with your statement "the best of the known versions". 

6 I am somewhat sceptical about "self-portraits" -- surely in 
commissioned portraits "the eyes seem to gaze at the viewer"? 
of this interesting Lodewijk van der Helst there is no doubt ir 

this is a commissioned portrait of an anonymous gentleman. The 

ee, Or ser tig. ik 

f Fascinating and intriguing from every viewpoint! 

17 Years ago we enquired after the picture, which I remembered havin 

when visiting the Chicago Art Institue. However they denied havin 

Tones (l did nomamentvonm Mirnek's name and i still don't 1 

in Vienna is by him. ) 

20 fig. 1 The drawing seems to be after rather than by Joos van Winghe. There 

is afine painting of the subject by him in the Dtisseldorf museum, 

27 The painting underneath appears to represent Christ shown to the people. 

But how does the figure of S. Agarha relate to the main scene?? 

28 I hope you received the copy of my 1983 article. 

31B This to me is one of Sumowski's very best attributions! ct 

37 Highly interesting. Looks Flemish c. 1650. 

38 A very weak picture. Is it 1%th-century? 

52 I don't see Hendrick Bloemaert here. Rather "Style of Joachim Wtewael". 

I reckon to be in town in the beginning of July and would be very happy to 

see you then} 

With best regards, 

Yours, Bee eee 

secretariaat: c/o Conneial Larevatontcn Gabnél Metsustraat 8, Postbus 5132, 1007 AC Amsterdam, telefoon 020-735162 
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Dr. Alfred Bader 
Chairman 

April 21, 1989 

Prot. Dr, Joshua Birtivn 
Stichting Foundation 
Rembrandt Research Project 
Secretariaat: c/o Centraal Laboratorium 
Postbus 5132 
1007 AC Amsterdam, The Netherlands 

Dear Prof. Bruyn: 

I am so happy to have your detailed letter of April 11 and to know that the 
catalog has finally arrived. 

Please allow me to reply to your comments, point by point: 

1A. I have the advantage of having seen both paintings, the one here and the 
one in San Francisco, leisurely and in good light. There is no question 
in my mind that the version here is superior, and I believe that you will 
agree when you see it. Of course, I know, as every connoisseur learns, 
that it is possible to be convinced and mistaken, but come and see for 

yourself. 

7. I have just purchased another fine painting by the master IS, this of an 
old woman with a book. I will send you a photograph once the painting 
has been cleaned. I wish that you and your colleagues would determine 
the identity of this intriguing painting. When I started collecting, 
there were three such; but the other two, the master of the winter 

landscapes and the pseudo-van der Venne, have since been identified. 

A historian has suggested that what is happening in this scene jis a 
passing of the details of the Peace of Munster which was signed in 1648. 
He told me that copies of the treaty were passed from hand to hand in 
Meany places. [Nis Mean Wteiguing suggestion, DUES Tt.correct? 

27. I wish I had the answer to your question. We will just have to wait 
until the painting is completely cleaned, but the cleaning is very 
ayer acu |i 

28. Thank you for sending me a copy of your 1983 article. I know very little 
about such 16th century paintings, and I look forward to discussing this 
with you personally in Amsterdam. 

SIGMA-ALDRICH 
P.O. Box 355 Milwaukee Wisconsin 53201 USA Telephone (414) 273-3850 Cable Aldrichem TWX 910-262-3052 Telex 26-843 
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30. 

AB:mmh 

This is, indeed, a weak painting, although I rather think--out am not 
certain--that it is period. 

The restorer of this painting has assured me that the monogram HB and the 

date 1624 are period. When Prof. Roethlisberger saw it in Milwaukee some 

two or three years ago, he assured me that he considers it a fine work by 

Hendrick Bloemaert, and he asked for a photograph for inclusion in his 
book on the Bloemaert family. 

Of the four greatest puzzles in the exhibition, i.e., Nos. 34, 37, 54 and 55, 
I believe that Dr. William Robinson may have provided the answer to No. 34 (W. 
Drost), but I do not have the answers to the other three. 

With 37, I do believe that Dujardin is a possibility; with 54, I am really 
undecided between Dutch and Italian and, with 55, I ain inclined to think that 

it is Dutch, but who painted that beautifully? 

I very much look forward to discussing all this witn you. 

Many thanks for all your help, and best personal regards. 

Sincerely, 

Alfred Bader 



STICHTING FOUNDATION REMBRANDT RESEARCH PROJECT 
PROF. DR. J. BRUYN 

B. HAAK 

DR. S.H. LEVIE 

DR. P.J.J. VAN THIEL 

PROF. DR. E. VAN DE WETERING 

Dr. Alfred R. Bader 

2961 North Shepard Avenue 
Milwaukee, Wisconsin 53211 

Use Ae 

Amsterdam, 11 April 1989 

Dear Dr. Bader 

All is well that ends well -- as I intimated in a note scribbled on a Xerox 
I sent you earlier, your catalogue finally arrived! Thank you so much. I am 
very glad to have it as well as the comments you gave in yOwbe Iercigieie oar 
March 19th, for which again many thanks. 

May I in turn offer some comments? 

The cover I find absolutely superb! 

1A Certainly from the period, possibly even from the workshop. Being fairly 
familiar with the San Francisco picture I find it however difficult to agre 
with your statement "the best of the known versions". 

(D 

6 I am somewhat sceptical about "self-portraits" -- surely in 30% of all 
commissioned portraits "the eyes seem to gaze at the viewer"? In the case 
of this interesting Lodewijk van der Helst there is no doubt in my mind that 
this is a commissioned portrait of an anonymous gentleman. The same is true 
6.8, of 48 fig. 1. 

Y Fascinating and intriguing from every viewpoint! 

17 Years ago we enquired after the picture, which I remembered having seen 
when visiting the Chicago Art Institue. However they denied having such a 
thing... (i did not mention Flinck's name and IT still don't think the version 
in Vienna is by him. ) 

20 fig. 1 The drawing seems to be after rather than by Joos van Winghe. There 

is afine painting of the subject by him in the Dtisseldorf museum. 

27 The painting underneath appears to represent Christ shown to the people. 

But how does the figure of S. Agarha relate to the main scene?? 

28 I hope you received the copy of my 1983 article. 

31B This to me is one of Sumowski's very best attributions! 

37 Highly interesting. Looks Flemish ec. 1650. 

38 A very weak picture. Is it 1{th-century? 

52 I don't see Hendrick Bloemaert here. Rather "Style of Joachim Wtewael". 

I reckon to be in town in the beginning of July and would be very happy to 
see you then! 

With best regards, 
—~ 

v Vea Yours, 
ee 2 

ea 

secretariaat: c/o Centraal Laboratorium, Gabriél Metsustraat 8, Postbus 5132, 1007 AC Amsterdam, telefoon 020-735162 





Prof. Dr. Werner Sumowski 

Hessenwiesenstrasse 4 27 e Te1L98o 
7000 Stuttgart - Rohr 

Lieber Herr Doktor Bader, 

vielen Dank fiir Ihren 4rief vom 22,Juli mit den Materia- 

lien zum Rembrandtbildnis, 

Auf die Ektachrome freue ich mich;ohne die Parbtafeln 

Ihrer wichtigen Bilder wiirde mein Opus kiimmerlich wirken, 

Was die Zuschreibung won Bader 22 an Jan de Bray betrifft, 

habe ich Bedenken.Meines Erachtens stammt das “emélde aus 

der Rembrandtschule;ich hoffe,den Autor noch bestimmen zu 

konnen, 

Beim Rembrandtbildnis komme ich zu folgendem Schluss3: 

Die Komposition muss; von Rembrandt herriihren,da es sich 

um ein Selbstportrat handelt,Die Ausfiihrung hat bei allen 

vier Exemplaren Maéngel,diie gegen Eigenhandigkeit sprechen, 

Demnach sind sémtliche Versionen als Kopien nach einem 

verschollenen Werk Rembrandts aufzufassen,Ihr Exemplar 

scheint mir von besserer Qualitdt zu sein als die Fassung 

in Rousham,Maes kommt als Kopist nicht in Betracht,. 

Dass Sie Herrn Strauss ein Exemplar der "Drawings of the 

Rembrandt School" abgenommen haben,hoére ich gern,iIch bin 

bisher iiber den Absatz nicht informiert worden, 

Mit herzlichen Griissen 

von Haus zu Haus 

Thr 
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FOGG 
ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

19 September 1977 

Dear Alfred, 

Thanks so much for returning the Gole photos so 

promptly. I look forward to seeing detail photos of 

your painting -- and even more to seeing the original. 

I am also eager to see your Joseph and Potiphar's Wife 

by Jan Pynas. 

Amsterdam, Antwerp and London were shots in the 

arm -- so much to see, learn and enjoy! 

With kindest personal regards. 

Yours, 

Nelaaeae 

Seymour Slive 
Director 

Dr. Alfred Bader 

2961 North Shepard Avenue 

Milwaukee, Wisconsin 53211 

acb 





PROF. DR. J. A. EMMENS 

PROF, DR. J. G. VAN GELDER 

B. HAAK 

DR. S. H. LEVIE 

DRS. P. J. J. VAN THIEL 

PROF, DR. J. BRUYN 

secretariaat: Kunsthistorisch Instituut der Universiteit van Amsterdam, Joh. Vermeerstraat 2, Amsterdam-Zuid, tel. (020) 73 81 46 

(Universiteit van Amsterdam ) 

(Rijksuniversiteit, Utrecht) 

(Rijksuniversiteit, Utrecht) 

(Amsterdams Historisch Museum) 

(Gemeentemusea, Amsterdam) 

(Rijksmuseum, Amsterdam) REMBRANDT RESEARCH P ROJ a Oe i 

DreAlfred Bader 

2961 North Shepard Avenue 
Milwaukee, Wisconsin 53211 

Amsterdam, September 9, 1977 

Dear Mr.Bader, 

Thank you very much for your letter with included photograph and 
colour slide of your new acquisithen. 1t must be very exciting 
for you to own now sue a portrait of your (and my) hero. Indeed 
it would be very interesting to see them all feur together now. 
I know the Dresden and the San Francisco versions of which the 
last painting comes the nearest to what ene would think the proto- 
type must have looked like. I do not expect you to claim to have 
found the prototype now or do you? From the material one does not 
get the impression that this finally is the original. 

Included you will find an effprint op my recent article on the 
technique of the young Rembrandt. I'am sorry it is in Dutch. But summary 
and illustrations (also the colourphotographs in the article of Mrs. 
Groen) will give you an impression what it is about. 

I hope you and your wife are in good health and enjoy life. 

With best regards, 

hy 
(E.van de Weter 
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Queen's University 

Kingston, Canada 

K7L 3N6 

Department of Art 
6 September, 1977 

Dear wir Bader, 

Your kind.letter and the photographs arrived this morning, 
and the following are my initial reactions. 

Dia key ThevoiP skeven very much inwtacie at i1seai little master— 
piece. The paint really has been handled with a marvellous 
Vigour. “1 especially dike the little touches around the nostrils, 
eyes, finger-nails, etc. And as I remember it, the colour is 
equally lively and appealing. 

The portrait by Hendrik Munik I remember well. It grew on me 
enormously, and I think it would be a very suitable addition 
to phe ArtusGentre’s coltection. eit is truly remarkable the 
level of excellence even rather obscure artists maintained 
in Holland in the seventeenth century! This would also be 
a very valuable teaching piece. 

I would prefer to suspend judgement on the Crucifixion until 
aiter 1G hes oeen Cleaned, orsuntal ft actually sawrit. 
The subject is indeed curious; perhaps the patron's name was 
Raffaello, although Tobias looks something more like a portrait. 
Decertainly could use this in teaching, as I can the Nativity 
tt) Rb ever gets restored! 

I have always been in favour of our acauiring the landscape 
by Allegrain. I don't know what Ronnie Laskin has against 
the painting, but I like it and know it would be very good for 
GuTicollec Laon, 

I am not certain about the Road to Calvary. It looks somewhat 
familiar, and it may be a print that I am thinking of. 
In any case, its quality suggests that it is worth keeping 
this under surveillance. 



On the basis of the rather poor reproductions in Bredius-Gerson, 

it would seem that your new portrait of Rembrandt is as sensitive 

in the modelling, as penetrating in the interpretation of char- 

acter, and so on,as any of the known versions of this composition, 

if not more so. But on the basis of photographs, it would be 

wronglto say more. However, I do like your portrait very much, 

but am in fact a total innocent in this field. The scholarly 

opinions only confuse me, and the remarks made in recent years 

by Gerson et al have even deprived me of the some of the pleasure 

I used to experience in looking at works by Rembrandt. What an 

admissiont 1 do look forward to seeing your picture. 

I have nothing more to report about the ‘Frans Hals'. 

I really do not think that there was anything in my strange 

hunch in Antwerp, but I wonder why it should have occurred. 

I shall draw the attention of the committee here to your 

proposals, and you should hear from Frances in a few week's 

time. 

Thank you again for the photographs, 

Best wishes to you and your family, 

Ever yours, 

Dawd 



THE FINE ARTS 
MUSEUMS OF 

SAN FRANCISCO 

M. H. de YOUNG 
MEMORIAL 
MUSEUM 

CALIFORNIA Lincoln Park 
PALACE OF THE San Francisco 94121 

LEGION OF HONOR 415 558*2881 

S. DeRENNE COERR Registrar 





ueens University 

Kingston, Canada 

K7L 3N6 

Department of Art 
6 September, 1977 

Dear Dr Bader, 

Your kind letter and the photographs arrived this morning, 
and the following are my initial reactions. 

I like the oil sketch very much; in fact it is a little master- 
piece. The paint really has been handled with a marvellous 
vigour. I especially like the little touches around the nostrils, 

—- 
eyes, finger-nails, etc. And as I remember it, the colour is 
equally lively and appealing. 

The portrait by Hendrik Munik I remember well. It grew on me 
enormously, and I think it would be a very suitable addition 
to the Art Centre's collection. It is truly remarkable the 
level of excellence even rather obscure artists maintained 
in Holland in the seventeenth century! This would also be 
a very valuable teaching piece. 

I would prefer to suspend judgement on the Crucifixion until 
after it has been cleaned, or until I actually saw it. 
The subject is indeed curious; perhaps the patron's name was 
Raffeello, although Tobias looks something more like a portrait. 
I certainly could use this in teaching, as I can the Nativity 
if it ever gets restored! 

I have always been in favour of our acquiring the landscape 
by Allegrain. I don't know what Ronnie Laskin has against 
the painting, but I like it and know it would be very good for 
eur collection. 

I am not certain about the Road to Calvary. It looks somewhat 
familiar, and it may be a print that I am thinking of. 
In any case, its quality suggests that it is worth keeping 
this under surveillance. 





On the basis of the rather poor reproductions in Bredius-Gerson, 
it would seem that your new portrait of Rembrandt is as sensitive 
in the modelling, as penetrating in the interpretation of char- 
acter,and so on,as any of the known versions of this composition, 
if not more so. But on the basis of photographs, it would be 
wrongito say more. However, I do like your portrait very much, 
but am in fact a total innocent in this field. The scholarly 
opinions only confuse me, and the remarks made in recent years 
by Gerson et al have even deprived me of thea some of the pleasure 
I used to experience in looking at works by Rembrandt. What an 
admission! I do look forward to seeing your picture. 

I have nothing more to report about the 'Frans Hals!. 
I really do not think that there was anything in my strange 
hunch in Antwerp, but I wonder why it should have occurred. 

I shall draw the attention of the committee here to your 
proposals, and you should hear from Frances in a few week's 
time, 

Thank you again for the photographs, 

Best wishes to you and your family, 

Ever yours, 

Dawe 
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DR. ALFRED BADER 
PRESIDENT 

SIGMA-ALDRICH CORPORATION 

MILWAUKEE, WISCONSIN 53233 

ST. LOUIS, MISSOURI 63178 





Dr. Alfred R. Bader 
President 

Pebruary 21, 1978 

Professor Seymour Slive 
Fogg Art Museum 

Harvard University 
Cambridge, MA 02138 

Dear Seymour: 

Thank you for your kind letter of Pebruany 13; 

Danny andI were in San Francisco last Wednesday and the registrar of 
the de Young Museum kindly let us look at their version of Rembrandt's 
portrait. Unless it is terribly disfigured by restoration (which may well 
be the case) I can't conceive that that is really by Rembrandt, and I like 
my version very much better. Of course I realize how subjective such 
an evaluation is, particularly when dealing with your own painting! 

I did purchase the painting, simply because I so enjoy looking at it, and 
it now hangs over my desk. In the 19th century it belonged to an Irish 
painter, William Mulready (1786-1863), and the painting was sold by his 
granddaughter. I don't know how Mulready acquired the painting; as you 
know, provenances usually start a couple of hundred years too late, 

Could you please help me with the acquisition of two photographs, When 
next you write to Dresden, could you please try to obtain a photo of their 
version?. Also do you happen to have the exact address of the owner of 
the fourth version, in Oxfordshire? I would like to write to him to request 
a photograph. 

I enclose a photo of my most recent acquisition, a large "Good Samaritan". 
I don't know who painted it, andI am thinking of Lambert Jacobsz, or 
perhaps an earl#r work by one of his students, Backer or Flinck, Do you 
like it, and can you help with the attribution? 

When the weather gets better I shall have some detailed photographs made 
of my portrait of Rembrandt and will send these to you, 

Soe 

Best personal regards. \ 

‘Enclosure seme 

Aldrich Chemical Company, Inc. aiceasacc: 
940 West St.Paul Ave Milwaukee Wisconsin 53233 USA Telephone (414) 273-3850 Cable Aldrichem TWX 910-262-3052 Telex 26-843 AB/Ism 





Dr. Alfred R. Bader 
President 

Kebruary 21, 1978 

Professor Seymour Slive 

Fogg Art Museum 

Harvard University 

Cambridge, MA 02138 

Dear Seymour: 

Thank you for your kind letter of February 13. 

Danny and I were in San Francisco last Wednesday and the registrar of 
the de Young Museum kindly let us look at their version of Rembrandt's 
portrait. Unless it is terribly disfigured by restoration (which may well 
be the case) I can't conceive that that is really by Rembrandt, and I like 
my version very much better. Of course I realize how subjective such 
an evaluation is, particularly when dealing with your own painting! 

I did purchase the painting, simply because I so enjoy looking at it, and 
it now hangs over my desk, In the 19th century it belonged to an Irish 
painter, William Mulready (1786-1863), and the painting was sold by his 
granddaughter. I don't know how Mulready acquired the painting; as you 
know, provenances usually start a couple of hundred years too late, 

Could you please help me with the acquisition of two photographs, When 
next you write to Dresden, could you please try to obtain a photo of their 
version ?. Also do you happen to have the exact address of the owner of 
the fourth version, in Oxfordshire? I would like to write to him to request 
a photograph. 

I enclose a photo of my most recent acquisition, a large "Good Samaritan", 
I don't know who painted it, andI am thinking of Lambert Jacobsz, or 
perhaps an earligr work by one of his students, Backer or Flinck. Do you 
like it, and can you help with the attribution? 

When the weather gets better ] shall have some detailed photographs made 
of my portrait of Rembrandt and will send these to you. 

Best personal regards. 

Enclosure ery sincetely, 

we a : s ig \ 

\idrich Ghemical Company, Inc. ated pacer 
940 West St.Paul Ave Milwaukee Wisconsin 53233 USA Telephone (414) 273-3850 Cable Aldrichem TWX 910-262-3052 Telex 26-843 

AB/ism 





February 21, 1978 

Professor Seymour Slive 

Fogg Art Museum 

Harvard University 

Cambridge, MA 02138 

Dear Seymour: 

Thank you for your kind letter of February 13, 

Danny and I were in San Francisco last W ‘ednesday and the registrar of 
the de Young Museum kindly let us look at their version of Rembrandt's 
portrait. Unless it is terribly disfigured by restoration (which may well 
be the case) 1 can't conceive that that is rea lly by Rembrandt, and I like 
my version very much better. Of course I realize how subjective such 
an evaluation is, particularly when dealing with your own painting! 

I did purchase the painting, simply because I so enjoy looking at it, and 
it now hangs over my desk. In the 19th century it belonged to an Irish 
painter, William Mulready (1786-1863), and the painting was sold by his 
granddaughter. I don't know how Mulready acquired the painting; as you 
know, provenances usually start a couple of hundred years too late. 

Could you please help me with the acquisition of two photographs. When 
next you write to Dresden, could you please try to obtain a Lpboke of their 
version? .Also do you happen to have the exact address of the owner of 
the fourth version, in Oxfordshire? I would like to write to him to request 
a photograph. 

I enclose a photo of my most recent acquisition, a large "Good Samaritan", 
I don't know who painted it, andI am thinking of Lambert Jacobsz, or 
perhaps an earlier work by one of his students, Backer or Flinck. Do you 
like it, and can you help with the attribution? 

When the weather gets better I shall have some detailed photographs made 
of my portrait of Rembrandt and will send these to you. 

Best personal regards. 

Enclosure. ..y, Very sincerely, 

Alfred Bader 

AB/Ism der 3 
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Be GrG 
ART MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 

March 13, 1978 

Dear Alfred: 

Warmest tnanks Tor tne pnovos uf your set f=purtrait and = 

the additional information about its state of preservation. I 

am certain colleagues in Dresden will be grateful for your 

assistance. 

All the best, 

/ ) 4s 

Ae ‘) Wit. 

Seymour] Slive 
Director 

Dr. Alfred R. Bader 
President 
Aldrich Chemical Company, Inc. 
940 West St. Paul Avenue 
Milwaukee, Wisconsin 53233 

SS:jpm 





March 6, 1978 

Mr. T. Cottrell Dormer 

Rousham 

Oxfordshire 

England 

Dear Mr. Dormer: 

I am working on an essay on Rembrandt's self ; 

portraits of the 1650's and would very much 

appreciate a black and white photograph of your 

painting. 

With many thanks for your help, I remain, 

Yours sincerely, 

Alfred Bader 

AB/ism 





RT MUSEUM HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETT S ODS 

February 27, 1976 

sa ads 

Dear Alfred: 

Thanks for your good letter of February 21st. 

I am delighted to know that you bought the Self- 

POEtralc., |Nosmalter who did it, it remains intriguing. 

I look forward to seeing it in the flesh. I agree that 

the visible paint surface of the San Francisco version 

has little to do with Rembrandt. The only address I 

have for the owner of the variant presently in England 

is: TT. Cottrell Dormer, Rousham, Oxfordshire. That 

address should turn the trick. 

I have asked a colleague in Dresden to send me a 

photo of their version. Please don't hold your breath 

waiting for it. 

Your Good Samaritan looks interesting. I have no 

name for it. Jacobsz is possible, but I don't have 

enough material at hand to confirm or reject the attri- 

bution. 

We are still buried in snow here. I can hardly 

Water Or oD lV. . 

With all best wishes, 

Most cordially, 

vA 
A 

we no11-—~ 

Seymour Slive 
Director 

Dr altered) Re Bader 

President 

Aldrich Chemical Company, Inc. 

940 West St. Paul Avenue 

Milwaukee, Wisconsin 53233 

SS:jpm 



i 



THE DOWER HOUSE, 

ROUSHAM, 

STEEPLE ASTON, 

OXFORDSHIRE. 

TEL: STEEPLE ASTON 7IIO 

March 17th 1978 

Dr Alfred Bader, 

2961 North Shepard Ave, 

Milwaukee, Wisconsin, 

USA 

Dear Dr Bader, 

Thank you for your letter. I regret that 

I do not have a photograph of my Rembrandt 

self povtraits However, if you contact 

the Courtauld Institute in London they may 

be able to supply you with one. 

Yours sincerely, 

\ PET S j / al i\ f : 

{ se (TA Nal = A \ \ A acme Ya ALIN 

WOR AS) Sage SCY 

Charles Cottrell—Dormer 









Dear Alfred, 

Congratulations on your wonderful acquisition. 

Thank you for your letter and all those stamps 
wach toriiled oum household and quite amazed the 
postman. 

Mae lveialke sie 
He has been working furnously in Plymouth painting 
scores of pictures related to his next exhibition 
and the Orgas#m"™ to which is eoing to be attached a 
huge book that he 

He has meglected to come vo Port Bliot, 60 
the Round Room has hardly developed since you saw 

it Let year. 

Your new, pic 

ive in Milwaukee 

"Can he fix so we 

Letecl! ai 1s 
in Eneland before 
Wiel lescome. 

ture books oplendid, did it by 
chance come from the House called Fota owned by the 
Bell family: Incidentelly Dhave bad two imquiries 
Pe; my Damiel, Down vie Boma Btreet and both offering 

apr’: 200,000, but fear not, should I ever part with it, 
IL promise you first option. 

My boys saw your letter to me and noticed your 
willingness to have them to stay and when they saw you 

riot OM ty dienes cam he fix a Tour of the facvory?”, 

Naf To cam have.tour years advance on my pocket money, 
ies oty ee, CICken tC. 

1; 
BGK 

So { )/ 

PorRtT ELIOT 

Se IRgLe) 

, oo you sey, dulce unpredictable. 

" 
Love 

has been writing at the same time. 

"Hompe of Harley Davidson", I had a 

Can drive om the Gest track?” , 

much more likely that you will be 
we are in America and I hope you 

| GAY “ws 
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ART MUSEUM 

FOGG 

13 February 1978 

Dear Alfred, 

I was recently in Dresden and Leipzig. Life 
there 1S gray and. grim. But the collections are of 
course fabulous and colleagues could not have been 
more helpful. 

I had a chance to have a good look at the Self- 
Portrait attributed to Rembrandt at Dresden and thought 
of you. A fresh look confirmed my view that it is not 
by Rembrandt. What has happened to the version you 
were considering? Since I have sent my photo of your 
version to Mayer-Meintschel for her files, I should 

beroratertul for ra preinesom 1c. sOremyeowhn files. 
should also be grateful for anything that you can tell 

me about the provenance of the one that was (or is?) 
in your hands. I would liké to pass this on to Mayer-— 
Meintschel -- small revanche for the great help she 
gave me when I was in Dresden. 

With all best wishes. 

Most cordially, 

{ 

$4 ede 

Seymour Slive 
Director 

Dr. Alfred Bader ) 

940 West St. Paul 

Milwaukee, Wisconsin 53233 

acb 

HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 





ART MUSEUM 

FOGG 

February 27, 1978 

Dear Alfred: 

Thanks for your good letter of February 21st. 

I am delighted to know that you bought the Self- 
portrait. No matter who did it, it remains intriguing. 
I look forward to seeing it in the flesh. I agree that 
the visible paint surface of the San Francisco version 
has little to do with Rembrandt. The only address I 
have for the owner of the variant presently in England 
is: TT. Cottrell Dormer, Rousham, Oxfordshire. That 

address should turn the trick. 

I have asked a colleague in Dresden to send me a 
photo of their version. Please don't hold your breath 
Wabting for it. 

Your Good Samaritan looks interesting. I have no 
name for it. Jacobsz is possible, but © don’t have 
enough material at hand to confirm or reject the attri- 

bution. 

We are still buried in snow here. I can hardly 

wait for Spring. 

With all best wishes, 

Most cordially, 

e y 1 WO A 

Seymour Slive 
Director 

Dr, Alfred Rk. Bader 

President 

Aldrich Chemical Company, Inc. 
940 West St. Paul Avenue 

Milwaukee, Wisconsin 53233 

SS:jpm 

HARVARD UNIVERSITY CAMBRIDGE, MASSACHUSETTS 02138 
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a : ees 
“Everybody will fight for their 

are to slash number of ‘masterpieces’ rm 

igs rese 

Art world winces as experts prep 

Why Rembrandts 
are going to 
become rarer 

By Kenneth Pearson 
AT LEAST six Rembrandt paint- ings in public galleries and Private hands in Britain are 
under threat from a team of experts in Amsterdam who have 
set themselves up to sort out the world’s real’ Rembrandts from the copies and the fakes 

The Amsterdam team, deploy 
ing scientific techniques never before used) in mass on Rem. 
brandts, is so fa ready to publish its findings only on the painter's early works; nevertheless, the experts have put question marks over: 
The Good Samaritan, in the Wallace Collection in Manchester 
Square, London; 
Portrait of the Artist Drawing, owned by Charles “Cottrell Dormer, who farms at Rousham in Oxfordshire; 
A Man in a Room, at the National Gallery — plus three More of its 23 Rembr andts about Which the National is so. far saying nothing 

The Queen's collection of Seven Rembrandts at Windsor Castle and Buckingham Palace has been examined by the Dutch team — called the Rembrandt Research Project. Nothing is yet Known of its views on the authenticity of these paintings Their inyestizations in Britain Could lead to British art collec, 

tions losing £3 million or so in value. 
One of the experts’ most Powerfull weapons is the use of “ray techniques to examine the Sub:stcucture: of the | paintings Rembrandt, ascan be seen, in Some stages of his career built up| his subjects’ faces in’ several layers 
The large X-ray picture on the right shows the work he did beneath the surface of his masterly self-portrait at Ken. wood House in London (the Surface view is seen’ alongside it), However, the X:tay of Por trait of the “Artist Drawing, ac Rousham (above) shows none of this “sub-structure—raising the experts’ doubts 

The team has a battery of other techniques at its command infrared photography to explor very dark areas; dendochrono- logy (dating the wood panels on which many early Rembrandt were painted by counting the tee rings); thread-counts on canvases to classify the material and the monster magnification of paint samples (taken from under the frame) which’ enlarges Rembrandt brushstrokes into thick multi-coloured sections through a layer-cake of paints The Amsterdam project was set up in 1968 as Holland pr Pared' to celebrate the three. 

hundredth anniversary of Rem- 
controversial tertain their doubts. “They took 

owned by Sir Joshua Reynolds, the picture to the window,” says and universities, led. by on. After! long examin Bruyn, professor of art 
brandt when it came up for sale produced the art 

historian’s classic balancing. act identify the 
it seems to pose 

copies and counter. 
clinging to the 
mbrandt’s work. 

9 of them came to us 
Good Samaritan 

Says Térence Hodg- director of the Wallace 

“Interesting Rembrandt in 1935; another re- more problems than it 
Of the four 

main body of Re 

: 
National Gallery Not so long ago three members} 

hours with the picture 
in my office, ours with the { 

tures of it at the Courtauld In- 
recent revelation of 

a. Rembrandt “It is obviously based interpretation 
artist's style in his Leyden period 

The roughness of the brush: 
serves only 

imitator con: 

foremost technical expert in the 
field, says the lack of sub-struc 

Painting 

method of signing 

authenticity 
connoisseur the effect thar the 

sidered) typical.” ; “ 
logues of Rembrandt’s oil paint- 

should’ be abandoned.” 

t 
The Rousham Rembr However, the Dutch sull en- trait of the Artist Dra Wrongly-attributed 

How Rembrandt’s 
genius confirms the 
senuine article: X-ray 

photography penetrating the 
surface reveals basic 
techniques that forgers and 
imitators could not see. 
Near left is an X-ray picture 
of the under-painting of the 
Kenwood's self-portrait 
(below). It shows how 
Rembrandt's heavy, broad 
strokes built up the 
Sub-structure of the face, 

creating an almost three- 
dimensional form on which 
he could then paint the flesh. 
Rembrandt would even 
remove paint with the 
“wrong ” end of his brush 
to convey the feeling of a 
crease in the skin. 
Far left is the painting 
Portrait of the Artist 
Drawing, at Rousham, 
Oxfordshire, which is doubted 
by some art historians 
as a Rembrandt. Under the 
surface painting there is 
nothing to compare with the 
Kenwood techniques. The 
sub-structure is flat and 
uninspiring. One:expert calls 
it “nasty”. 

What some connoisseurs think 
are “alarming numbers.” 

Forty years ago, a Dutch art 
historian, Abraham Bredius, cut 
the accepted total from 750 to 
620. In 1966 another scholar re- 
duced it to 600. Three years 
later, Horst Gerson, professor at 
Groningen’ University, slashed 

number of Rembrandt oils 

the Amsterdam team 
may duce it to 350; thé 
World-wide Joss in value could 
reach £8 million 

Publication of the Amsterdam 
results over the next few years 
may well tarnish a few scholarly 
reputations: One American 
Wirector, thinking of colleagues 
Who might haye spent other 
People’s fortunes “on duds, 
claims bluntly: “Heads will 

roll.” Another nervously adds 

own attributions to’ the ast 
ditch.” 

Under pressure from the 
Dutch project, many galleries 
throughout the world have 
already taken to scrutinising 
their Renibrandts more severely. 
The Louyre in Paris, with such 
Masterpieces as Bathsheba and 
Rembrandt a la Toque, has just 
down-graded one picture. On a 
hurriedly made Jabel the new 
utle now reads: “Hermit Read- 
ing, by Adriaen van Ostade 
1610-84, Haarlem. Previously 
attributed to Rembrandt? 

One British peer, told recently 
that his Rembrandt might not be 
one, remarked: “Oh I shall 
have to phone my solicitor and 
ask him to re-arrange my assets 
You see, they haye just’ been 
diminished by £500,000. 

However the — scientifi 
emphasis of the project is mi 
trusted by many gallery. direc- 
tors. How far, they ask, will 
obsession h the mechanics 
lead the Dutchmen to reject the 
experienced eye of the connois- 
seur? Professor Seythour Slive 
of the Harvard Fogg Museum 
Clearly feels Rembrandt might 
disappear altogether: “There's 
good reason to believe,” he says, 

that they are throwing out the 
baby with the bath water 

The accumulation of excess 
Rembrandts over the centur 
has happened for three reasons. 
First, the painter was popular 
among his contemporaries. From 
the early days in Leyden until 
1631, he worked alongside Jan 
Lievens, sharing a studio — and 
no doubr sharing models 

He also acquired a galaxy of 
Pupils—Flinck, Ferdinand Bol, 
van der Eeckhout, Carel and 
Barent Fabritius, Nicolaes Maes 
and Willem Drost. Aert de 
Gelder went on painting in his 
master’s style rill 172758 years 
after Rembrandt died. 

Secondly, Rembrandt was 
much fancied by the French in 
the 18th century and French 
sales catalogues the period 
record the copies on the market. 
No one knows how many of these 
liave since passed into other 
hands as the genuine thing. 

What also helped was growing 
American affluence in the first 
half of this century, when 9,428 
Rembrandt paintings, drawings 
and erchi Passed into the 
United States. A Rembrandt copy 
donated to charity became an 
even more valuable tax write 
off if it could be passed on as 
a genuine Rembrandt 

Rembrandt’s corpus of work, 
like Shakespeare's, is so vast and 
complex that a thousand repu- 
tations have been quarried from 
it since he died. When the 
Rembrandt Research — Project 
begins to publish, one or two, 
of those may look a little ragged 

Some, on the other hand, may 
react as David Piper did when 
he was director of the Fit 
william in Cambridge and a 
Rembrandt there was challenged 
His connoisseur’s eye asserted 
itself. “If that’s not a Rent 
brandt,” he said, “then ’m a 
Dutchman.” 
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| How greed 
ate its way 
into Labour’s 
heartland 

Report by Paddy French and Will Ellsworth-Jones 
THE. longest single corruption 
inquiry in Britain ‘has no 
Claimed its 30th conviction. Hay- 
den Williams, 80-year-old _ex- 
vice-chairman of Pembrokeshire 
county planning committee re- 
ceived a 12-month suspended 
sentence for corruption after 
the judge decided that a prison 
term might Kill him 

Few people outside south 
Wales have been aware of the 
{scope and depth of the corrup- 
\tion that has béen revealed there 
|since police began investigations 
jin September, 1973. In all 34 
people, among them some of the 
most powerful local politician 
in the area have been charged 
fand police expect to bring 
further charges in the Port Tal: 
bot area next year 

The impact has been not only 
jto shake public confidence in 
local government but also to 
\shatter 50 years of unchallenged 
{Labour domination in South 
|Wales. It has shown again that 
when one party controls an area 
to the exclusion of effective op- 
position idealism all too easily 
\degenerates into corrupt oppor- 
tunism. 

\ON TUESDAY, January 11, 1972, 
jGerald Murphy, Labour ‘chair: 
man of Swansea housing com- 
mittee and his housing director, 
Emrys, left their city by train 
bound for London airport and 
the start of what, by any stan- 
dards, must be considered ah 
entertaining week’s work 

The bill for their first three 
days was picked up by Wales 
Gas, which sent three men with 
[Murphy and) Harris on their trip 
to see the central heating 
systems of Holland. Wales Gas 
subsequently won a contract for 
a similar system in Swansea, A 
court was later told that the 

party's two nights in Amsterdam 
and one night in Arnhem cost 
Wales Gas almost £300 in petty 
cash in addition to hotel and 
travel bills. There is, of course, 
no suggestion that Wales Gas did 
anything corrupt or illegal 

Back at London airport on 
the Friday, Murphy and’ Harris 
were met by a man representing 
the Porthcawl architect, Freder- 
ick Williamson, whose practice 
earned £165,000 in fees for work 
on two council estates in Swan: 
sea. They were taken in a taxi 
for a day’s racing at Ascot; the 
journey, according to Harris, was 

a bit hazy” becau they had 
had a few drinks on the plane 
from Holland. 

At Ascot they were enter: 
tained to lunch, along with about 
30 other people, by racehorse 
owner Ray Bryant, head of the 

erwarm Central’ Heating 
group, which obtained contracts 
totalling £2:2 million from Swan- 
sea during the reign of Murphy 
and Harris, After the racing 
the same taxi took them back 
to London—a lucrative job for 
the driver, who charged the 
architect: £53. 

Murphy and Harris then 
checked into the Mayfair Hotel, 
Where the bill was paid by the 
architect. As\ the. court. later 
heard, Harris decided to forego 
the delights of Mayfair and in: 
stead spent the night in Streat- 
ham with his girl friend, Enid, 
then an official of the National 
Housing ‘and Town Planning 
Council. Murphy, however, was 
taken first to the Tiberio re- 
staurant and then to the Miran- 
da Club in the West End. 

The next day it was a coach 
to Twickenham to watch the 
England-Wales (Wales won 12- 
3), and back to the White House 
hotel, this time courtesy of Ray 

Bryant and Everwarm; then to 
a Steak house where Harris be- 
gan to feel so queasy he decided 
to stay in town rather than re: 
turh to Enid. The next morn- 

ing the Labour councillors 
made their way back to Swansea 

Eleven. months later another 
Welsh. visitor was entertained 
in similar style. Etnest West- 
wood, powerful Labour chair- 
man of Glamorgan, county coun- 
cil planning committee, boarded 
the 5 pm Cardiff Pullman’ to 
London with his wife, Joan, for 
an away-from-it-all_ Christmas 
trip paid for by Thistlegrange 
Properties, which was trying to 
arrange planning permission for 
sites in Westwood’s area. 

They were met at Paddington 
by @ hired Rolls—the very same 
car, the chauffeur confided, that 
had ferried Princess Margaret 
an several occasions, At the 
Carlton Tower hotel they 
changed for drinks before 
dinner, then spent the evening 
at the Royal Garden rooftop 
restaurant in Kensington, where 
dinner for a party of 10 cost 
£182.25, paid by Thistlegrange 
dipectors, 

The next day it was’ not 
Twickenham but Harrods. At one 
of Westwood’s trials a lawyer 

d: “If he had come back 
with the promise of a factory 
in the Rhondda do you suppose 
anybody would have cared. if 

two 

THE SUNDAY 

Gerald Murphy (left), former chairman of 
committee. 

Harris (right) his housing director, are just 
cted of corruption 

Swansea’s housing 

two of the many men cony 
over the past 18 months in South Wales. One 
week in eavly 1972 gives some idea of the 
opportunities for travel and entertainment 
that they enjoyed. 
@ Three days in Holland to inspect central 
heating s 

he had spent the night at the 
Carlton Tower hotel?” But he 
did not come back with a fac 
tory for the)Rhondda. He re- 
turned’ with@ £175 
quash fur coi for his wife and 
a tape recorder costing £34.95 
which he selected after being 

ld by the property company 
to wander round the store and 
choose what he wanted. 

Murphy, sentenced to 
years for corruption last May, 
and Westwood, jailed in Feb- 
ruary for four and a half years, 
are the two most important 
characters in the inyestigation 
that has so far taketi more than 
100,000 hours of police time 
They were by no means alone 
Eyen the South Wales police 
authority's civilian director of 
buildings has been found guilty 
of corruption 
HOW DOES an area like South 
Wales — apjarently solid and 
respectable—allow. corruption on 
this scale to flourish? That the 
opportunities for exploitation 
existed in the boom years of the 
late Sixties and early Seventies 
is undeniabJe. But it was ulti- 
mate a political system with 
the entrenched and overwhelm- 
ing power of ove party that 
allowed’ both corrupters and 
corrupted to operate unchal- 
lenged. 

For Westwood, chairm 

two 
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‘stems were paid for by Wales Gas 

and Emrys 

heating group. 
@ Next day it was 

(though there is no suggestion that this was 
corrupt or illegal). 
@ The two men returned from Holland and 
went for a day’s racing at Ascot, courtesy of 
Ray Bryant head of the Everwarm central 

Twickenham for the 
England-Wales rugby match, then back to 

the Glamorgan planning commit 
, the money lay in the pro- 

boom. Agricultural Jand 
£1,000 an acre could be 

worth between £20,000 and 
£30,000 once it gor planning per 
mission. And for fayours We 
Wood was, on occasion, prepared 
to provide thar planning per 
mission 

He was able to do this because 
his council’s standing orders — 
now modified — allowed him to 
make his own decisions between 
planning committee meetings 
when matters were too trivial to 
call a meeting or too urgent. He 
personally approved more. than 
200 planning applications, many 
of them neither urgent nor 
trivial. 

In Swansea the opportuniti 
lay not so much in getting plan- 
ning permission, but in Jocal 
authority contracts. There was 
no shortage of public money to 
bring services and especially 
houses up to date. 
Murphy ruled Swansea by the 

Strength of his own considerable 
personality. The son of an Irish 
steclworker who died when he 
was seven, he steamrolled op- 
position and gobbled up pub- 
licity on his way to becoming 
leader of the city council. His 
ambition, he told a newspaper 
during his trial, was to turn 

1 “ugly, love 

London with the hotel bill being paid for by 
Ray Bryant and Everwarm. 

town” of Swansea into Murphy’s 
bustling city.” 
a city to be built 
Thus when Swan 

found the money to start 
installing central heating in its 
thousands of council houses 
Murphy and housing director 
Harris did not put contracts out 
to tender; they simply nego- 
tiated with Ray Bryant of Ever- 
warm for contracts rotalling 
£2.2 million 

The results showed that 
ruption can not only be damag- 
ing but extremely expensive for 
everyone — concerned—including 
the ratepayer 

For in 
maintenance 

progressive 
But it was 
his friends. 

1973 a central heating 
contract was 

awarded by Swansea to Eyer- 
warm. The-work had previously 
been done by the council build 
ing department but it was not 
eyen asked to tender. As a re- 
sult expensive stocks of spare 
parts were simply left on the 
shelves to rust 

The most blatant example 
of the exhorbitant price the 
public had to pay came in 1972 
after Bryant bought himself into 
a firm making préfabricated 
kitchen and bathroom units. 
He obtained an order for 50 
of these units from Swansea 
and bought them from the firm 
at between £740 and £760 each, 
a price which included trans- 
Port to Swansea as well as a 
substantial profit for the firm 
Bryant then’ charged the city 
council £1,140 for each unit and 
boosted: his profit by £23,000. 

With profits such as these, in 
return for minimal effort, it was 
not surprising that some coun- 
cillors should want a share of 
action. The jabs of the convicted 
Labour councillors were: steel: 
worker, pardener, grocer, elec- 
trical fitter and storeman. 

Westwood’s, jab as a park 
groundsman for Rhondda council 
paid’ £22""a) week, He’ was cor 
rupted by men whose life style 
was light years away from what 
his Wwouldiever be is 

coat they had taken as evidence 
He and his wife had an impor 
tant function to attend. He 
didn’t get the coat 

GIVEN THAT there were some 
influential councillors open to 
persuasion, there was equally no 
lack of those willing to take 
advantage. At the end of his 
trial, the judge said of West- 
wood: “His power was for sale 
and there was no lack of 
purchasers.” 
Some of these men were pre- 

pared to) go to great lengths to 
offer councillors a better stan- 
dard of living. And there were 
state-owned) organisations inno- 

Westwood: powerful 
cently ready to back these men 
in their promotion activities. 
Over seven years, for example, 
the National Coal Board handed 
over £67,000 to Everwarm to 
promote coal fired’ central heat 
ing. At the same times Wales 
Gas was holding joint seminars 
with Everwarm to persuade coun- 
cillors to buy gas fired heating 

Tm 1973 Bryant forked out £385 
for what must have been a 
stupendous night out at the Tony 
Salvatore nightclub in London 
where each guest.consumed, on 
ayerage, £40 worth of food and 
champagne. Besides Murphy and 
Harris, the eight peoplé who 
Were there included councillors 
from Merthyr Tydfl and Port 
Talbot, as well as a Welsh Office 
housing official 

Perhaps the most spectacular 
treat revealed by ithe ‘trials was 
a cruise down the Rhin ; ay nt 
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Yale University New Haven, Connecticut 06520 

DEPARTMENT OF THE HISTORY OF ART 

Box 2009, 56 High Street Tel. 203-436 88535 
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Art world wince 

AT LEAST six Bembrande paint- 
ings in public galleries | and 
private hands in Britain» are 
hunder threat from a; team” of 

set themselves up to sort out 
the world’s real | Rembrandts. 
from the copies and the fakes, 
The Amsterdam team, deploy- 

ing scientific techniques ‘never 
before used in mass on Rem- 
brandts, is so far ready to publish 
its findings only on the painter's 
early -works;~neyertheless, the 
experts. have put auerog marks 
overi Dy is 

The Good Samaritan, in? the 
Wallace Collection in Mancbestey 
Square, London; 
Portrait of the Artist edies 
owned -by Charles’, Cottrell 
Dormer, who farms at Rousham, 
in Oxfordshire; é WO. ee 

A’ Manin’ a Room, ‘at the 
National Gallery ‘— plus three 
moré of its 23 Rémbrandts about: 
which the National) is‘ a0 far, 
Saying nothing. 

The ~ Queeh’s detiectien of 
seven Rembrandts at Windsor 
Castle and Buckingham’ Palace 
has been examined by the Dutch 
team + called the Rembrandt 
Reseatch Project: Nothing is yet 
known of its views on the 
authanticity of these paintings. 
, Their investigations in Britain 
could Jedd to British art tollec- 

cc { “By Kenneth Peate 

experts in Amsterdam who have — 

tions losing’ 83 ‘million or! ‘so ‘tN 
value. 

One of the experts’ most 
owerful weapons is the use of 
‘ray techniques to examine thé. 

, sub-structure’ of the Paintings. 
‘Rembrandt,’ as'car’ be séen,) in 
some stages of his career built 
up his subjects!’ faces'i in several 
layers. 

The large X-ray picture’ on 
the right shows the work he did 
beneath ‘the. surface of his 

masterly, self-portrait at Ken- % 
“wood House! in” London (thepmyey re 

“) surface view. is ‘seen’ alongside” 
it), However, the X-ray, of Por- 
trait of the ‘Artist’ Drawing, at! 

.,Rousham (above) shows none of 
this sub-structureraising the 
exnerts’ doubts.’ * 
- Thé team ha’ a’' battery 3f 
other techniques at its Command: 
infra-red photography to explore 
very ‘dark areas; dendochrono- 
logy (dating the wood panels on 
which many early’ Rembrandts 
were painted! by counting the 
tree rings); ‘thread-counts of 
canvases to classify the material; 
and the monster magnification of 
paint samples (taken from under 
the frame) which ‘€filarges 
Rembrandt 'brush-strokes* into, 
thick multi-coloured” ‘sections > 
through a layer-cake of paints. 

The Amsterdam project was 
set u 
pare to” celebrate the 

THE SUNDAY TIMES, DECEMBER 4 1977. 

hundredth: fanniversaty” 6f Rémy" 
brandt’s/* death. Experts from: 
“galleries and'universities, led by", 
Dr Jostia Bruyn; professor of ‘art! 
history ‘at the University» of 

} Amsterdant, ’ ‘wert jj asked «to 
Edeotty the copies and counter- 
Felts that were clihging to the, 
main body of Rembrandt's work. 
* “Two of them came to us and 
looked at The Good Samaritan 
in my office,” says. Terence Hodg- 

/Kingon, director‘ of’ the Wallace” 
‘Collection: It bad been hoped 

‘that the recent revelation of a 
signature’ “RL *(a, Rembrandt 
anethod of signing in his early 
‘Léyden days), on the picture 
cleared. up ‘questions, over’ its 
authenticityy: Indeed,» thé art 
connoisseur Lord Clark had 
suggested all! previous doubts 

in 1968 ‘as HoNand prearetshould be. abandoned. %eos, 
threes * However, the Dutebss Suit ene, 

tertain’ their @oubts: “They took~“a-~contrdversial™ acai 
éthé pictare to. the window,” says 
Hodgkihson. After Jong examina 
tion, and some * muttering! in 

Dutch,” they produced the’ art 
historian’ s clagsi¢ balancing att. 
“ Interesting . |, it seems to Dose, 

¢ More problems than, it solved 

Of the four ‘National Gallery! 
Rembrandts considered * .“ at 
risk,” A Manin ia Room had 
already been’ challenged» 
Bruyn, « the ameter damn teams) 
leader, ‘jat-» a) symposium “qn 
Chicago. Tt ‘Ys! obviously based 
onan interpretation Sof the 
artist’s style in'his peyder period 
», 9 The roughness of the bruit 

‘stroke vl} \learly.,‘serves,'9 
the effect that the imjtatot, cad- 
sidered typical.” Or 

Je Phe Rotisham Rembrandt, P 
trait. of) the: Actiseebrawlsia? 

The Iveaph Bequest, Kenwood 

oad Ww 

‘Once 
owned by Sir Joshua: Reynolds, 
it’ was’ catalogued. as a Rem- 
brandt when it came up for sale 
in Ireland in 1808. One Dutch 
“authority 
Rembrandt in 1935; another re- 
jectéd-t in “1969, : 

Not so long ago three members 
the» Antsterdam teany spenth 

hours with the picture at Rous- 
/ham, ‘and ‘inspected X-ray pic- 
tures of it*at the Courtauld In-| 
stitute of Att, where Professor’ 
Stephen Rees ‘Jones, Britain’s 
foremost technical expert jin the 
field, says the lack of sub-struc- 
ture to the painting looks 
“nasty, oe ‘ \ 

4 
SINCE ©1935, successive’ cata: 
Jogues be Rembr: andt’s oil paint- 
ings. have been ‘identifying 
wrongly-attributed pictures in” 

accepted it as’ ay 

S as experts prepare to slash number ofS masterpieces’*fF() 
How Rembrandt's 
genius confirms the 
genuine article: X-ray 

photography penetrating the): 
surface reveals basic 
techniques that forgers and > 
imitators could not see. 
Near left is an X-ray picture 

aon 

pees 

“Everybody will fight for their - 
own attributions to the~Jast\ * 
ditch,” ‘ 

Under” pressure» from the 
Dutch: project, many galleries 
throughout the world havo»; 
already taken to scrutinising 
their Rembrandts more severely, 
The Louyre in.-Paris, with such 
masterpieces as Bathsheba and 

of the under-painting of thei _PRembrandt a ta Toque, bas just 
Kenwood’s self-portrait % 
(below). It shows how 
Rembrandt's heavy, broad 
strokes built up the = i 
Sub-structure of the’ face, 

dimensional form on which 
he could then paint the flesh. | 
Rembrandt would eyen 
remove paint with the 
“wrong ” end of his brush 
to convey the feeling of a 
crease in the skin. co 
Far left is the painting *' 
Portrait of the Artist ° 
Drawing, at Rousham, 
Oxfordshire, which is doubted 
by some art historians 
as a Rembrandt. Under the 
surface painting there is 
nothing to compare with the 
Kenwood techniques. The, 
sub-structure is flat and" 
uninspiring. One expert calls 
it nasty”, 

what some connoisseurs think 
are “alarming numbers.” 

Forty years ago, a Dutch art 
historian, Abraham Bredius, cut 
the accepted total from 750) to 
620. In 1966 another scholar re! 
duced it to 600, Three years 

“Jater, Horst Gerson, professor at* 
Groningen University, slashed 
fhe ie of Rembrandt oils 

76 
Now. the Amsterdam team 

may ‘ teduce! it..to 350; the 
world-wide Joss in value could 
reach £8 million. } 

Publication of the Amsterdam 
}restilts over the next few years 
may well tarnish a few scholarly 
reputations., One American 
director, thinking of colleagues 
who might have spent other 
people’s fortunes on duds, 
claims . bluntly! . “ Heads . will 

roll.” Another 

1610-84, 

' seur? Professor 

armemami 
creating an almost three. 

*down-graded one’ picture. On a 
hurriedly made Jabel the new 
title: now reads; “Hermit Read- 
ing, by., Adriaen-.yan Ostade. 

Haarlem, Previously 
attributed to Rembrandt.” 

One British peer, told recently 
that his Rembrandt might not be 
one, remarked: “Oh... I shall 
have to phone my solicitor and 
ask him to re-arrange my assets. 
You see, they have just been 
diminished by £500,000.”  , * 

However, the scientific 
~ emphasis of the project is mis- 
, trusted by many gallery direc- 
* tors. How-far, theyask, will 
obsession with’ the~'mechanics 

lead the Dutchmen. to reject the 
experienced eye of the connois- 

Seymour Slive~ 
of the Harvard Fogg Museum 
clearly feels Rembrandt might 
disappear altogether: ‘ There’s 
good reason to believe,” he says, 

* that they are throwing out the 
bate by with the bath water.” 

Rembrandts over the centuries 
» has happened for three reasons. 

First, the painter was popular 
among his contemporaries. From 
the early days in Leyden until 
1631, he worked alongside Jan 
Lievens, sharing a studio — and 

* no doubt sharing models. 
He also acquired a galaxy of 

pupils—Flinck, Ferdinand Bol, 
van der Eeckhout, Care] and 
Barent Fabritius, Nicolaes Maes 
and Willem Drost. Aert de 
Gelder went on painting in his 
master’s style till 1727—58 years 
after Rembrandt died. 

Secondly, — Rembrandt was 
much fancied by the French in 
the 18th century ahd) French 
sales catalogues of the period 
record the copies on the market. 
No one knows how many of these 
have since passed into other 
hands as the genuine thing. 

What also helped was growing 
American affluence in the first 
half of this century, when 9,428 
Rembrandt paintings, drawings 
and etchings passed into the 
United States. A Rembrandt copy 
donated to charity became an 
even more valuable tax write- 
off if it could be passed on as 
a genuine Rembrandt. 
Rembrandt’s corpus ‘of work, 

like Shakespeare’s, is so vast and 
complex that a thousand repu- 
tations have been quarried from 
it since he died, When the 
Rembrandt Research Project 
begins to publish, one or two 
of those may look a little ragged. 

Some, on the other hand, may 
react as David Piper did when 
he was director of. the: Fitz- 
william in Cambridge and a 
Rembrandt there was challenged. 
His connoisseur’s eye asserted 
itself; “If that’s not a Rem- 
brandt,” he said “then I'm a 

nervously adds: Dutchman.” 
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AT LEAST six Rembrandt paint- 
ings in public galleries | ‘and 
private hands: in Britain» are 
under threat from a, team: of, 
experts in Amsterdam. who have 
set themselves up’ to ‘sort’ out, 
the world’s real Rembrandts: 
from the copies and the fakes, 
The Amsterdam team, deploy- 

ing scientific techniques ‘never |: 
before used in. mass’ on Rem- 
brandts, is so far ready to publish 
its findings only on the painter’s 
early -works}+ nevertheless, the 
experts have. put question marks’” 
over; * ieii 

The Good Samaritan, in’ the 
Wallace Collection in Manc hester 
Square, London; ” CSF 

Portrait of the Artist, Drawing,” 
owned by’ Charles Cottrell 
Dormer, who farms at Beuchat 
in Pxtongsbies ) haf 

A’ Man: in’ Room, / at the 
National Gallary —/ plus three 
moré of its 23 Rémbrandts about 
which ‘the ~National\is'¢so « far. 
saying nothing. tf 5) i? A f 

The” Queen’s’ 'collection «of 
seven ‘Rembrandts at Windsor 
Hea and Buckingham’ Palace 
has been éxamined by the Dutch 
team — called the Rembrandt 
Reseafch Project: Nothing is yet 
known, of its “views on the 
authenticity of these ‘paintings,\” 

Their investications in Britain 
could ledd to: British: art Collec: 

es as experts prepare: to slash number 

‘going to. 
}become: varer 

“=~ By Kenneth Pearson 

tions losing’ £3 “million: or ‘son’ 
value. oe aioe 

One of the experts’ most 
powerful weapons is the use of 
Xray techniques to examine the’ 

{sub- structure: of ‘the paintings. 
Rembrandt, as)\¢an be seen, in 

. some stages of ‘his ¢areer built 
up his subjects": aces‘in several 

‘layers. eae 
The large X-ray picture .on 

the right shows the work he did 
beneath ‘the, surface of his 

<masterly self-portrait at Ken- 
wood House” if” London 

it), However, the X-ray of Por- 
trait of the Artist’ Drawing, at 
Rousham (above) shows none of 
this sub-structure—raising ‘the 
exerts’ doubts. 

Thé team haS a battery vf 
other techniques ‘at its command: 
infrared photography to explore 
very dark areas; dendochrono- 
logy (dating the wood panels on 
which many early’ Rembrandts 
were painted ‘by cotinting’ the 
tree rings); thread-counts of 
carivases to classify the material} 
and the monster magnification of 
paitit samples (taken from under’ 
the frame) which ‘eflarge’ 
Rembrandt —brush-strokes\ 
thick multi-coloured ‘sections 
through a layér-cake, of paints, 

The Amsterdam ‘project wag 
set up im '1968°ds! Holand prey 
pared to’celebrate: the» three: 

eo ET TEENY PP OY 

(they 
) surface ‘view. is ‘seen’ alongside 

>) Amsterdani, 

*}Collection.: 

into, 

: hundredth ‘anniversary of Rent 
»brandt’s’ death.) Experts — front: 

‘thogin secant nm Ais 2 is 

“A THE SUNDAY TIMES, DECEMBER 4.1977°%) 

The Wveagh Bequest, Kenwood 

creating an almost three. we 

tePtain’ their doubts: They pi oe -ehntrover car” ree haes “Once 
the picture to.the, window,” says owned by Sir Joshua Reynolds, 

galleries and universities, led’ by", Hodgkinson. After dong examina’ it’'was catalogued, as a Rem. 
De Josha Bruyn; professor of ‘arty 
history rat the University’ of; 

“werb, ‘asked * ‘to 
jidentify the copics and counter- 
feits” that were clihging to’ the ¥ 
‘main body,of Rembrandt’s work. 
* “Two of them camé to us and 
dooked’ at The Good Samaritan 
in my oflice,}.says: Terence Hodg- 
‘Kinson, director} of* the) Wallace® 

It had been hoped 
that the recent tevelatidn of a 
signa ature RL”: (a, Rembrandt 
‘method of signing in his earl 
Leyden days), on the picture 
cleared up questions, over! its 
authenticitys’ Indeed, the-art 
connoisseur 
suggested alliiprevious doubts 
f should ibe, abandoned,’ 
® However, the Dutels sul oe 

Hongurrg tyre i 

tion, and some 
Dutch,” they produced the ‘art 
historian’s classic balancing att)” 
© Interesting , {it seems to po; 

{ more problems than. it (Solves 

Of the four National Gallary 
Rembrandts ‘considered ° ve 
risk,” A Manin ia Room, 

already been’ challenged, 
Bruyn, | the peta team's 
leader,’ ate. symposium au 
Chicago, “It as ‘obviously based 
on “an, interpretation .° of vis 
artist’s style in his Leyden Peta 

ip ,v The roughness’ atthe 
“stroke \,:."s Clearly, serves,.o 

Lord Clark ‘had’ the effect that the ee ‘ SINCE 
sidered typical,” 

Phe Rotisham Rembrabdty 
trait of the? AttisteDrawie 

* muttering “in: 

rush’ < 

brandt when it came up for sale 
in Ireland in~ 1808. One Dutch, 
authority 
Rembrandt in 1935; another Te 
‘jected it in “1969, 

Not so long ago three members 
of the Antsterdam team spent 
hours with the picture at Rous- 
ham, ‘and “inspected X-ray pic: 

| tures of it’at'the Courtauld In+| 
stitute of. Art, §yhere Professor’ 
Stephen Rees Jones, Britain’s 
foremost technical expert jn the 
field, says the lack of sub-struc- 
ture to the painting looks 
“nasty,” ; 

1935, Mruccsetioet? cata- 
logues of Rembrandt's oil paint- 
ings, haye been identifying 
Wroitgly-attributed’ pictures in 

accepted’ it as a. 

Mater, 

How Rembrandt's | * 
genius confirms the: {° 
genuine article: X-ray 4 

" photography penetrating the 
> surface reveals basic 
techniques that forgers and ™* 
imitators could not see. 3 
Near left is an X-ray picture 

Kenwood’s self-portrait 
(below). It shows. how 
Rembrandt's heavy, broad 
strokes built up the. 5° 
sub-structure, of ther face, 

of‘ masterpieces’\} 

ying, | 

5 eke 

eager «ge Ss 

¥ 

Gre 
“Everybody will fight for thei ¢ 
own attributions ) to 
ditch." 
Under! pressure ~ front: the 

Dutch} project, many gallerigsy: 
throughout the world hater ~ 
already, taken to- scrutinising 
their Retibrandts more severely, 
The Louyre in,Paris, with such. 
masterpieces as Bathsheba and 

» of the under-painting of the} _fRembrande arta Toque, qaseiuse , 
Taye s 

». hurriedly made label the new 
™ down-#radéd one picture 

titel: ny reads; “Hermit Read- 
Adriaen-.yan- Ostade. 

oar * Haarlem, Previously 
attributed to Rembrandt.” 

One British peer, told fedently 
, that his Rembrandt might not be , fi 
“one, remarked: 

‘#9 You see, 
ba 
i 

' ~ trusted by many gallery direc- 
‘at tors.) 

“Oh . 25. shall 
have to phone my solicitor and 
ask him to re-arrange my assets. 

they have’ just) been , 

the. last’ 4 

s 

diminished by £500,000.").% > 
However, the scientific 

emphasis of the project is mis- 

Howfar, theyask, will 
af obsession “with” they'mechanics 
“Jead the Dutchmen td reject the ., 
“experienced eye of the connois- 

dimensional form on which * 
he could then paint the flesh.” 
Rembrandt would even; ),:..; 
remove paint with the e+ 
“wrong ” end of his brush 
to convey the feeling of a |“ 
crease in the skin. ub 
Far left is the painting ©‘ 
Portrait of the Artist | .° 
Drawing, at Rousham, 
Oxfordshire, which is doubted 
by some art historians 
as a Rembrandt. Under the 
surface painting there is 
nothing to compare with the 
Kenwood techniques. The 
sub-structure is flat and 
eee Ons expert calls 

(ies 

seur? Professor Seymour Slive* 
of the Harvard Fogg Museum. 
clearly feels Rembrandt might 
disappear altogether: “ There’s 
good reason to believe,” he says, 
“that they are throwing out the 
baby ewan des bath water.” 

TOR excess” 
Romer over the centuries ” 

: has happened for three reasotis, 
First, the painter was popular 
among his contemporaries. From 
the early days in Leyden until 
1631, he worked alongside Jan 
Lievens, sharing a studio — and 

- no doubt sharing models. 

» pupils—Flinck, 
He also acquired a galaxy of 

Ferdinand Bol, 
van der Eeckhout, Carel and 
Barent Fabritius, Nicolaes Maes 
and Willem Drost. Aert de 
Gelder went on painting in his 
master’s style till 172758 years 
after Rembrandt died. 

Secondly, © Rembrandt © was 
4* much fancied by the French in 

Sf<yy the 18th century ,and French 
sales catalogues of the “period 
record the copies on the market. 
No one knows how many of these 
have since passed into other 

ft set hands as the genuine thing, 

what some connoisseurs think 
are “alarming numbers.” 

Forty years ago, a Dutch art 
historian, Abraham Bredius, cut 
the accepted total from 750: to 
620, In 1966 another scholar ret 
duced it to 600. Three years 

Groningen University, slashed 
the number of Rembrandt oils 
to 376. 

Now. the Amsterdam team 
may reduce’ it /to 350; ‘the 
world-wide loss in ‘value could 
reach £8 million. 

Publication of the Amsterdam 
results over the next few years 
may well tarnish'a few scholarly 
reputations; One“ American 
director, thinking’ of colleagues 
who might have spent _ other 
people’s fortunes on’ duds, 
claims bluntly: . “Heads - will 

roll.” Another nefvously 

Horst Getson} professor at” 

What also helped was growing 
American affluence in the first 
half of this century, when 9.428 
Rembrandt paintings, drawings 
and etchings passed into the 
United States. A Rembrandt copy 
donated to charity became an 
even more valuable tax write- 
off if it could be passed on us 
a genuine Rembrandt. 
Rembrandt’s corpus of* work, 

like Shakespeare's, is so vast and 
complex that a thousand repu- 
tations have been quarried from 
it since he died, When the 
Rembrandt Research Project 
begins to publish, one or two 
of those may look a little ragged. 

Some, 6n the other hand, may 
react as David Piper did when 
he was director of. the Fitz- 
william in’ Cambridge and a 
Rembrandt there was challenged. 
His connoisseur’s eye asserted 
itself; “If that’s snot a Rem- 
brandt,” he said, “then I’m a 

adds: Dutchman.” 





Prof. Dr. Werner Sumowski 

Hessenwiesenstrasse 4 27 ¢Te1980 
7000 Stuttgart - Rohr 

Lieber Herr Doktor Bader, 

vielen Dank ftir Ihren 4riof vom 22.Juli mit den Materia- 

lien zum Rembrandtbildnis, 

Auf die Ektachrome freue ich mich;ohne die Parbtafeln 

Ihrer wichtigen Bilder wWiirde mein Opus kiimmerlich wirken, 

Was die Zuschreibung von Eader 22 an Jan de Bray betrifft, 

habe ich Bedenken.Meines Erachtens stammt das Sem&lde aus 

der Rembrandtschule;ich hoffe,den Autor noch pestimmen zu 

konnen, 

Beim Rembrandtbildnis komme ich zu folgendem Schluss; 

vier Exemplaren Méngel,die gegen Eigenhandigkeit sprechen, 

Demnach sind séamtliche Versionen als Kopien nach einem 

verschollenen Werk Rembrandts aufzufassen,iir Exemplar 

scheint mir yon besserer Qualitdt zu sein als die Fasmme 

in Rousham,.Maes kommt als Kopist nicht in Betracht, 

Dass Sie Herrn Strauss ein Exemplar der "Drawings of the 

Rembrandt School" abgenommen haben,hére ich gern,iIch bin 

bisher iiber den Absatz nicht informiert worden, 

Mit herzlichen Griissen 

von Haus gu Haus 
fee, 

Tie AREER eae ye” 

spb 



Christian Tiimpel | Scheffelstrage 22, 18.7-80 

2 Hamburg 60 

Lieber Alfred, 

hab herzlichen Dank fiir Deinen lieben Brief, tuber den 

ich mich sehr .erreut habe. 
Das Kapitel "Rembrandt und die Juden" habe ich schon 

korrigiert, doch mu& ich meine Notizen noch einmal ab- 

tippen. Ich nehme an, da& ich dies in etwa 14 Tagen ge- 

tan habe. In der ndchsten Woche werden wir ndmlich in 

Ferien fahren, ich werde meine Unterlagen mitnehmen, F 

und dann habe ich Zeit, meine Notizen noch einmal durch- 

zugehen. 

In der ndchsten Woche wird das Packen der Koffer, die 

Vorbereitung der Reise doch im Vordergrund unserer Tdtig- 

keit stehen, denn wir werden wieder vier Wochen auf einer 

hollandischen Insel sein. 

Bis dahin mu& ich dann auch noch die Seelsorgesprache, 

die ich in den vergangenen Wochen noch nicht ftihren 
konnte oder zu einem guten Ende fiihren konnte, ab- — 

schlieBen.und die Zeit nach den Ferien vorbereiten. 

Referenten fiir die Veranstaltungen im Herbst findeh etc. 

Die Adresse von Gary Schwarz Revie iter 
Herengracht 22, Maarssen The Netherlands Telephone 

| 03465-62778 HR Utrecht 47454 

) Sollte sich die Telephonnummer gedndert haben - in einem : 

Brief entdecke ich unlesbare Korrekturen —- wirst Du sie : 

; uber die internationale Auskunft auch herausbekommen. : 

Wie ich eben von der internationalen Auskunft erfahren 

habe, ist die Nummer richtig. 
one, 

Herzlichen Dank fiir die Briefmarken, tuber die sich 
Daniel sehr gefreut hat. Ich bin Dir EUr das Dia des 

Jan Pynas sehr verbunden. Es ist besser als eine 

Photographie. 

Mit herzlichen Grufgen : 

anrDich und Deine Familie ; 

Dein 



Prof. Dr. Werner Sumowski 

Hessenwiesenstrasse 4 

7000 Stuttgart - Rohr 13. Te 1980 

Lieber Herr Doktor Bader, 

vielen Dank ftir Ihren Brief vom 2,Juli und fiir die 

vorziiglichen drei Ektachrome,die Sie (ebemso wie die 

Farbaufnahme des Gemaildes von G.van den Eeckhout)) sofert 

nach Gebrauch zuriickerhalten,Das wird bald geschehen;denn 

der Verlag beginnt schon jetzt mit der Anfertigung der 

Druckstsécke,obwohl der erste Band meines Werkes erst 

im Herbst 1982 herauskommt, 

ich freue mich auf die weiteren Ektachrome,Es ware mir 

sehr wichtig,gerade aus Ihrer fiir mich bedeutenden 

Sammlung médglichst viel farbig reproduzieren zu kénnen, 

Das Rembrandt-Selbtportrat auf Ihrem Werbe=-Umschlag 

sieht ganz vorziiglich aus,Nach der kleinen Aufnahme,die 

Sie mir friiher einmal schickten,konnte man das Bild nicht 

so recht beurteilen,Man miisste der Sache sorgfdltig 

nachgehen, 

Ris zum Wiedersehen im Herbst 

mit herzlichen Griissen. von Haus zu Heus 

es 
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CHARLES MUNCH 
& JANE FURCHGOTT 

RT. 5, STURGEON BAW 

WISCONSIN 34255 
TEL. 414 - 743 9679 
August 24, 1980 

ader Fine Arts 
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Portrait of Rembrandt, 30 Rembrandt!, 

oll on lined canvas: repainting 13," 

attaching 





Dr. Alfred R. Bader 
President 

February 23, 1.979 

Dr. Helmuth Pickhardt 

Honnef Archives 

5340 Bad Honnef-Aegidienberg 
Haus Wildpfad 

Auf Dem Scheid 23 

Germany 

Dear Dr, Pickhardt; 

Iam honored by and most interested in your kind and detailed letter of February 6. 

Regarding your question whether I might be interested in purchasing your collection, 
surely every serious collector of Dutch paintings would be interested but unfortunately 
you do not say what price you have in mind. Could you please let me know? 

A question more important than price is whether a private collector is really the 
right place for such a serious collection which surely should be made available to 
scholars all over the world. This would hardly be possible if owned by one individual. 

May I take the liberty of discussing the possible acquisition of your great collection 
with Professor Seymour Slive at the Fogg and Professor Egbert Haverkamp-Begemann 
at the Metropolitan Museum? 

On a different level, I must confess my ignorance in never having heard of your collec- 
tion. IfI had, I would certainly have visited with you during my many trips to Europe 
and I would have sent you photographs of paintings in my collection, which fit into yours. 
These are now enclosed as follows: 

1. A selfportrait of Michael Sweerts. I published that painting in the Burlington maga- 
zine and enclose copy of that article, 

2. A portrait of Michael Sweerts by Peter Franchois. 
3. A black and white photograph, a colored reproduction and a detail of the portrait of 
Rembrandt, ca. 1655. This is an unpublished version of which three others are repro- 
duced in Gerson-Bredius. The other three versions are in San Francisco, in Dresden 
and in a private collection in England. 

Aldrich Chemical Gompany, Inc. 
940 West St.Paul Ave Milwaukee Wisconsin 53233 USA Telephone (414) 273-3850 Cable Aldrichem TWX 910-262-3052 Telex 26-843 



Dr. Helmuth Pickhardt -2- February 23, 1979 

4, A study of the wife of Jan deBray by Jan deBray, ca. 1660. 

5. A colored reproduction of a portrait of Adriaen Brouwer. When this was pub- 

lished in the catalog of my collection, I thought this painting to be by Joos vanCraes- 

beeck. However the painting has since been cleaned and it is of such quality that I 

now believe it to be a selfportrait by Brouwer. 

6. I also own a painting of two boys and a skull by an unknown Dutch artist. I have 

always wondered whether one of the two boys might be of the family of the artist but 

of course this is difficult to decide when you don't even know who the artist is. If 

you can be of any help, please do let me know. 

Iam also enclosing relevant reproductions and entries from my collection catalog. 

The paintings of Rembrandt and of Sweerts by Franchois were not included in that 

catalog because they are more recent acquisitions. 

I plan to be in Germany in June and would very much like to meet you personally to 

discuss the future of your collection. Could you please guide me how I best get to 

Bad Honnef., I plan to be in Munich, Frankfurt, Stuttgart and Hamburg. 

Much looking forward to hearing from you, I remain with best personal regards 
my 

ae sincerely, Ble vee, rare Coen Nemepels a Out isos 

Onte. Q feendte te Cape 

Alfred Bader 

AB/1lsm 

Enclosures 
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i HE ceaseless stream of contradic- 

tory literature about Rembrandt, 

| ‘ some the work of those Dutch and 

| German scholars who are in close 

| touch with the art market, and some 

‘he production of speculative thinkers in 

\merica, France and England, is occasionally 

nterrupted by the appearance of a picture bear- 

ng upon it evidences of authorship so clear that 

all concerned in these difficult questions of at- 

‘iributions are satisfed. Such a picture is the 

‘self portrait reproduced on our Frontispiece. 

It first came to my notice some months ago 

'when the owner, Mr. A. F. Reyre invited me 

|to inspect it. Its condition was then different, 

/and I was particularly struck by the fact that 

nearly the whole of the upper two-thirds of the 

| face was to all appearance unpleasantly painted 

in heavy, soft, indeterminate brushwork, 

whereas the mouth, chin, hand and book were 

handled, as they now appear, with that breadth 

and sharpness, with that effect of decisiveness 

and of completion that strongly recalled the 

~ authentic work of Rembrandt. The expression 

| of the mouth bore especially strong witness to 

authenticity, and brought to mind that remark- 

able late self portrait seen in London some three 

years ago and now in the National Gallery, 

| Edinburgh. 
| The question raised at the time was whether 

the close resemblance of the portrait to the one 

in Dresden [PLATE B] did not justify an attribu- 

tion to the master. To me this question did not 

seem relevant, because I did not really believe 

the Dresden portrait to be by Rembrandt at 

all. In the end I had to confess myself baffled. 

The picture seemed “ right ’” in some parts and 

| “wrong” in others. I could but advise the 

| owner to take the opinion of the best cleaner 

he could find, with the object of discovering 

whether or not the dull surface of the upper part 

of the face was of later date than the rest. Before 

taking any further step the owner very wisely 

consulted Dra. Hofstede de Groot who, while 

reserving his opinion, advised cleaning. Mr. 

Reyre, thus encouraged, proceeded to work, 

with the result that he discovered much of the 

original paint on the face to have been clogged 

with a quantity of superficial material the 

origin and the physical and chemical properties 

of which I shall not venture to describe. 

When the cleaning was complete the picture 

looked very much better and became a serious 

| candidate for a place in the list of Rembrandt’s 

Tue Burtiscton Macazixe, No. 267, Vol. XLVI, June, 1925- 

works. Indeed, it seemed fairly clear that no one 

else could have painted it. However, the work of 

investigation, it was decided, had better be done 

thoroughly. Therefore the picture was sent to 

Dresden where it was compared, by Dr. Posse 

and his assistants and by Dr. de Groot, with 

the Dresden work. These experts unanimously 

agreed that it was by Rembrandt and that it 

was superior to the Dresden version; and this 

was corroborated by Dr. Wilhelm von Bode to 

whom Mr. Reyre’s picture was next sent. The 

question must of course have arisen in Dresden 

whether the gallery portrait was also by Rem- 

brandt, but no very definite statement on that 

point was, as far as I am aware, committed to 

writing; perhaps this was because it was not 

necessary. What is puzzling to non-specialists 

in this highly technical branch of the study of 

Dutch seventeenth-century art is the reasons 

for experts ever having thought of attributing (I 

use the word in its proper sense, not in that 

invented for it by the art market) such a work 

to Rembrandt. A single glance on the part of 

the comparatively uninformed, at a quite ord- 

inary reproduction is sufficiently convincing ; 

and yet we find such a reproduction gravely in- 

cluded in such standard books as the “* Rein 

brandt ’? in the Klassiker der Kunst series. 

Not every alleged Rembrandt can be thus 

‘turned down ”’ on the strength of a general 

impression, but this one can, not because of 

any argument based on the number of buttons 

on the sitter’s jacket or the symptoms of a gum- 

boil on his sleepy, sulky cheek, but because the 

drawing is entirely lacking in vivacity, because 

the features are inexpressive psychologically 

and otherwise meaningless, because the hands 

are modelled in the silly, super-refined manner 

of the uninspired journeyman. The design of 

course is good, for the simple reason that it was 

lifted just as it stood from the rediscovered 

original. Dr. Posse pointed out, however, that 

the Dresden picture was once, like the original, 

oval, and he believes that the corners were 

added probably in the eighteenth century. 

The new picture is certainly one of the 

greatest of Rembrandt’s self-portraits and it is 

satisfactory to record that it is in excellent con- 

dition. The Dresden version is supposed to 

have been painted in 1657, but judging from 

the manner and from the sitter’s age in the new 

portrait, the date 1654 or 5, may be considered 

nearer the mark. 

Q 259 





Self-Portrait of the Artist sketching, 
Revre) 

here identified as by Rembrandt. Canvas, 74cm. by 6t cm. (Mr. A. F . 
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| Yin lle 
the nearest to Duccio and the Lorenzetti, noted 

for the broader proportions of his figures. We 
should refer our panels to the Orvietan period 
of Simone’s art. Some panels of both Simone’s 
polyptychs in Orvieto are believed to be 
executed by Simone’s assistant.2> Yet the 
differences here are so slight that it is exceed- 
ingly difficult to discern Lippo’s share of the 
work, and I believe it to be rather conjectural. 
Neither for the proportions, nor for the drapery 
do our panels approach sufficiently closely 
Simone’s works in Orvieto. But they bear a 
greater resemblance to another Madonna, also 
preserved in the Museo del Opera del Duomo 
at Orviete, and attributed by Professor Marle 
to Lippo Memmi. This Madonna apparently 

25 Jacobsen. Das Trecento in der Gemdldegalerie zu 
Siena, 1907, p. 32, v. Marle, op. cit. I], p. 192. 

NOME See ee Leis 
EXHIBITION OF CHINESE ART: IN 

AMSTERDAM.—From — September 13 until 
October 18 an Exhibition of pre-Ming Chinese Art 
will be held at the Municipal Museum, Amsterdam. 
This will be the third exhibition of the Society of 
Friends of Asiatic Art (I: Far Eastern Art, Amster- 
dam, 1919; II: Indian Sculpture, The Hague, 
1922). There will be fine pieces from the Koechlin, 

Sauphar, Stoclet, Eumorfopoulos, Raphael, Ruther- 
ston, Oppenheim, Schiller and Burnet collections. 
The Far Eastern Art Department of the Berlin 
Museums and the Louvre will lend important paint- 
ings, whilst the Musée Cernuschi will be represented 
by its fine bronze Yu. 

‘“AN UNPUBLISHED REMBRANDT SELF- 
RORBRATAR 

Dear S1r,—May I supplement Mr. R. R. Tat- 
lock’s very convincing article on the above subject 
(June, 1925), by a word regarding my impression 
after studying the picture and reconsidering the 
Dresden version? The newly-discovered picture is 
signed on the left hand side . . . BRANDT, with the 

date written below, 1653. Mr. Tatlock did not men- 
tion this very important fact which, however, proves 
that he was right in questioning the date (1657) of 
the Dresden example and proposing as an alterna- 
tive date 1654-5. As a matter of fact the date 1657 
is out of the question when we consider the self- 
portrait of 1658 in the Frick Collection. On the 
other hand the date 1653 is perfectly convincing, 
the newly-discovered picture standing exactly 
between the Fitzwilliam Museum picture, dated 1650, 
and the Mendelssohn example, dated 1655. The new 
picture is not now in its original form. The frag- 
mentary signature is striking evidence that the 
painting was originally larger, and surely rect- 
angular. Certainly Rembrandt never cut off the 
hands as they now appear. 

The manner in which the ear in the Dresden 
picture is painted is as impossible for Rembrandt 
as is the painting of the shirt cuff. I believe the 
Dresden portrait to be the work of Aert de Gelder. 
Not only the broad and flach projizierendem manner 
in which the somewhat formless ear is painted but 
also certain peculiarities of colour, especially the 

Me 

used to be the centre of a polyptych, the lateral 
panels of which have disappeared. If I hap- 
pened to know the size of this panel in Orvieto, 
I should venture to suppose that our Mag- 
dalen and St. Aucustine happen to be just 
those two lost lateral panels, provided that the 
upper part of their pointed Gothic shape was 
cut off as well as in the central painting of 
Segna. 

The resemblance of our panels to Lippo’s 
work in Orvieto confirms our belief that 
although the Moscow Museum does not possess 
any pictures by the incomparable Simone, yet 
it possesses instead two panels by his faithful 
assistant, painted at that period of their co- 

operation when the pupil succeeded in approach- 
ing his master’s art more closely than ever. 

reds, seem to me very strongly to indicate Aert de 
Gelder’s authorship. 

The ear in the new portrait corresponds exactly 
with that of the Hendrickje Stoffels portrait in the 
Huldschinsky Collection, Berlin, which is regarded 
as belonging to about the year 1652. 

Yours faithfully, 
Aucust L. Mayer. 

[I am inclined to agree with Dr. Mayer’s remarks 
about the Dresden picture. As to the other one, 
the fragmentary signature and the traces of a date 
were not at first more than dimly discernable, but 
have since been rendered much clearer, and it is 

satisfactory to know, as Dr. Mayer points out, that 
we may now accept the date 1653 as established.— 
Rohe bATnOOK|| 

“GIOVANNI BELLINI’S MADONNA AND 
CletiEID 

Sir,—Mr. Roger Fry, inadvertently of course, 
misrepresents my views on this picture. In his 
article in your August issue he states that I, in your 
June number, “‘ expressed my belief that this pic- 
ture is one of the many school pieces from Bellini’s 
atelier.’’ What I actually wrote was this: ‘‘ The 
dull and awkward Jesus is very far from the radiant 

and gracious Child of the master’s truest work. But 
the Madonna surely stands above the line dividing 
the master from his school, unless we postulate an 
exceptionally initiated scholar.’? In other words, 
though the Child is by no means up to Bellini’s 
best, the Madonna is so good that we could only 
make her a school work by resort to some specious 
argument. I am sure Mr. Fry would, if he had 
time for a careful reading of my sentence, recognize 
that this is its intention rather than his version of 
my ‘‘ belief.’”’ As regards the picture itself, I now 
think that the quality of the Madonna warranted a 
less cautious acceptance of the whole picture than 
that I gave. 

Faithfully yours, 
C. H, Coiiins Baker. 

[Our correspondent is clearly right and if Mr. 
Fry were not now abroad we are sure he would take 
the opportunity of expressing his regret.—EpirTor. ] 
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A Chemist at the Cutting Edge 
layer of ground quarw or sand, While nar all | 
painungs made of these materials are Rem- 
briandty—his pupils probably used a similar | 
technique—Groen says Rembrandr$ prac- 
tices were not standard, Frans Hals, a Dutch 

in to settle disputes, more often she is asked 
to study paintings already authenucated to 
learn more about the mascer’s techniques, | 
According to Groen, to be considered a | 

possible early Rembrande, paintings on | 

ENGELHARD'S BOOTH AT THE FEDERATION OF 

Show in St. Louis last month feacured a 
magician, Union Carbide had a putting 
green, Proxcell Preservatives had a driving 
range, and Ashland had a roulemte wheel, 
DSM (Zwolle, the Netherlands), however, | 
atternpted wo lure aisle strollers with a 1 7th- 
century imitauan of a Rembrandt se! f-pur- 

trait under a high-power microscope 
C.M, Groen, the microscopise in cne 

booth, is a research chermust with the Cencral 
Research Laboratory tor Objects of Ar and 

| Science in Am-scerdam, She is also a mem- 
| ber of the Rembrande Research Provecr, a 
Dutch government inina- 
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Dutch painter, oa rupus, 
and his imitators. While the Rembrandt 

| Research Prayeer is not connecred with che 
extubigon, the cualugue for Rembrandu’Noc 

| Rembrandr is riddled with che Durch groups 
| findings 

Groen, the only chemist on the Rem- 
brandt Research Project, represents a tech: 

| nological curtung edge to the group 
| the project began, it consisted prumaruy of 

act histonans, but it now includes an expert 
on pened costumes, an archival historian, a 
forensics expert who studies signatures, and 
Groen, who breaks the painungs down 
chemically, Her techniques include scan- 
hing electron microscopy/energy dispersion 
X tay, Fourier transform/intrared spec 
troscopy, X-ray Auorescence, and X-ray 
defraction. She also uses wer chemical analy- 
sis to test tor lead, chalk, and copper, 
While Groen says she is sometimes called 

When 

| 
Societies for Coatings Technologies’ Paint | 

| 

| 
| 

Toam chemist 

wood panel 

| would need to 

| show a sizing 
layer of chalk 

and arumual glue 
covered bY an 

underpainting 

layer of lead 

white mixed 

with a liccte 

7 P 
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would have 

be folhowed By 

the appropriace 

to 

ing. Cans 

would have to 

be sized with a 

primary layer 
ot red ochre followed by a gray under- 
painting consisting of lead whice and a Linde 
black, brown, or red pigment, Blacks are bone 
or charcoal, and the lead is generally an 
artificial lead carbonate manufactured in 
England. The lead was obtained in smps thar 
were melsed in earthen Pow over vinegar in 
a room kepe moist with horse manure, 

Later Rembrandr paintings, generally on 
larger canvases, were cured with a single 

Portralt of a Young Marr Not. 

conternporary, used an entzely 
different method of preparin 
canvas and panels, shié says 
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Rembrandt auchenticiev 

che surtace layers are scud 

Groen showed Paint Sk 
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private collecnon of Alred Bade: 
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A SHS SSDS peel 

ae Rey cee | {pets 

true tamiutarity wich che nan: 

Ings as works of art. She cre dics 
hee collaborarive work with 

Ernst ¥ fears 
nan at cne Rembrancr Research 
Projecc, with giving her a deep 
appreciation of the paintings 
and knowledge of the artist, 

She is also an amateur painter, 
While many of the attendees at che Paine 

Show maintained an apprehensive distance 
from her easel, others were more incerested. 
Groes says thac while the U.S, representatives 
from DSM—which funds 50% of her work 
on the Rembrandt projecee—Arst chougne 
golf would have been berter, they too devel- 
oped an Interest in pant as are, 

—RICK MULUN in Se. Lous 
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= REMBRANDT: SCHOLARSHIP*®. 

A Chemist at the Cutting Edge 
ENGELHARD’S BOOTH AT THE FEDERATION OF 

Societies for Coatings Technologies’ Paint 

Show in St. Louis last month featured a 

magician. Union Carbide had a putting 

green, Proxcell Preservatives had a driving 

range, and Ashland had a roulette wheel. 

DSM (Zwolle, the Netherlands), however, 

attempted to lure aisle strollers with a 17th- 

century imitation of a Rembrandt self-por- 

trait under a high-power microscope. 

C.M. Groen, the microscopist in the 

booth, is a research chemist with the Central 

Research Laboratory for Objects of Art and 
Science in Am-sterdam. She is also a mem- 

ber of the Rembrandt Research Project, a 
Dutch government initia- 

tive that since 1968 has tray- 

eled the globe to determine 

which paintings are really 

Rembrandts and which are 

not. The groups effort, which 

has stirred a great deal of 

controversy regarding the 

authenticity of many paint 

ings, made news this fall with 

the opening of an exhibit at 

New York’s Metropolitan 

Museum of Art called Rem- 

brandt/Not Rembrandt. The 

exhibit features 55 paint- 

ings in the museum's col- 

lection attributed to the 

Dutch painter, his pupils, 

and his imitators. While the Rembrandt 

Research Project is not connected with the 

exhibition, the catalogue for Rembrandt/Not 

Rembrandt is riddled with the Dutch groups 

findings. 

Groen, the only chemist on the Rem- 
brandt Research Project, represents a tech- 
nological cutting edge to the group. When 

the project began, it consisted primarily of 
art historians, but it now includes an expert 

on period costumes, an archival historian, a 

forensics expert who studies signatures, and 

Groen, who breaks the paintings down 

chemically. Her techniques include scan- 

ning electron microscopy/energy dispersion 

X ray, Fourier transform/infrared spec- 

troscopy, X-ray fluorescence, and X-ray 
defraction. She also uses wet chemical analy- 

sis to test for lead, chalk, and copper. 

While Groen says she is sometimes called 

66 CHEMICAL WEEK, NOVEMBER 8, 1995 

C.M. Groen: Team chemist. 

in to settle disputes, more often she is asked 
to study paintings already authenticated to 
learn more about the master’s techniques. 

According to Groen, to be considered a 

possible early Rembrandt, paintings on 
wood panel 

would need to 

show a sizing 

layer of chalk 

and animal glue 
covered by an 
underpainting 

layer of lead 

white mixed 

with a little 

umber. This 

would have to 

be followed by 
the appropriate 

pigments in the 
surface paint- 

ing. Canvas 

would have to 

be sized with a 

primary layer 

of red ochre followed by a gray under- 

painting consisting of lead white and a little 

black, brown, or red pigment. Blacks are bone 

or charcoal, and the lead is generally an 

artificial lead carbonate manufactured in 

England. The lead was obtained in strips that 

were melted in earthen pots over vinegar in 

a room kept moist with horse manure. 

Later Rembrandt paintings, generally on 

larger canvases, were cured with a single 

Portrait of a Woman. Rembrandt. 

Portrait of a Young Man: Not. 

layer of ground quartz or sand. While not all 
paintings made of these materials are Rem- 

brandts—his pupils probably used a similar 

technique—Groen says Rembrandt's prac- 
tices were not standard. Frans Hals, a Dutch 

contemporary, used an entirely 

different method of preparing 

canvas and panels, she says. 

The investigation zeros in on 

Rembrandt authenticity when 
the surface layers are studied. 
Groen showed Paint Show 

attendees that the painting she 

brought to St. Louis, from the 
private collection of Alfred Bader 

(Milwaukee), is not a Rem- 

brandt because, among other 

things, it has a lead/tin yellow, 
characterized by a double oxide 

of lead and tin, in the Hlesh tone 

of the hand. While this pig- 

ment went out of use in 1750, 

almost 100 years after Rem- 

Drandts death, the artist used 

this color only to enhance or 
highlight gold jewelry, Groen 

says. She says, however, that she 

already knew it was a copy rather 

than a Rembrandt—only one 

gray sizing layer of lead white 

and charcoal black. “Never in a 
Rembrandt,” Groen says. 
Groen says she cannot limit 

her involvement to strict sci- 

ence and chemistry. She needs a 
true familiarity with the paint- 

ings as works of art. She credits 

her collaborative work with 

Ernst von de Wetering, a histo- 

rian at the Rembrandt Research 

Project, with giving her a deep 
appreciation of the paintings 

and knowledge of the artist. 

She is also an amateur painter. 

While many of the attendees at the Paint 
Show maintained an apprehensive distance 

from her easel, others were more interested. 

Groen says that while the U.S. representatives 
from DSM—which funds 50% of her work 
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on the Rembrandt project—first thought | 
golf would have been better, they too devel- 
oped an interest in paint as art. 

—RICK MULLIN in St. Louis 





Dr. Alfred Bader 
2961 North Shepard Avenue 

Milwaukee, WI 53211 

(414) 962-5169 

February 7, 2001 

TO: Professor Ernst van de Wetering Page 1 of _2_ 
FAX: 011 31 20-525-4736 
RE: Portrait of Rembrandt Sketching 

Dear Professor van de Wetering, 

- Yesterday evening I talked to my conservator who reminded me that he did have x-rays 
of this painting made. I will try to find them next weekend. 

Thinking about this reminded me that your associate, Ms. C.M. Groen, studied this 
painting in St. Louis, where I had sent it for her examination. Her comments are 
attached. 

This reminded me of your comments about one of my favorite Rembrandts, C-84. 
Rembrandt never used such colors; Bol did. 

If C-84 is really by Bol, then I have made a serious mistake: I do not think that there is a 
single Bol in my collection. What a pity that The Hermitage is unlikely to want to sell 
this wonderful painting. 

I do not claim that my painting is by Rembrandt; all I believe is that it is the best of six 
versions. And several art historians have pointed out that mine is the closest to the 
well-known print. 

You will understand why I wish that I could be at Queen’s University on Valentine’s Day; 
sadly, that is impossible. 

With all good wishes I remain 

Yours sincerely, 

Alfred Bader 

AB/az 

Att. 
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REMBRANDT. SCHOLARSHIP: 

A Chemist at the Cutting Edge 
ENGELHARD’S BOOTH AT THE FEDERATION OF 

Societies for Coatings Technologies’ Paint 

Show in St. Louis last month featured a 

magician. Union Carbide had a putting 

green, Proxcell Preservatives had a driving 

range, and Ashland had a roulette wheel. 

DSM (Zwolle, the Netherlands), however, 
attempted to lure aisle strollers with a 17th- 
century imitation of a Rembrandt self-por- 
trait under a high-power microscope. 

C.M. Groen, the microscopist in the 

booth, is a research chemist with the Central 
Research Laboratory for Objects of Art and 
Science in Am-sterdam. She is also a mem- 

ber of the Rembrandt Research Project, a 
Dutch government initia- 

uve that since 1968 has trav- 

eled the globe to determine 

which paintings are really 
Rembrandts and which are 

not. The groups effort, which 

has stirred a great deal of 

controversy regarding the 
authenticity of many paint- 
ings, made news this fall with 

the opening of an exhibit at 

New York’s Metropolitan 

Museum of Art called Rem- 

brandt/Not Rembrandt. The 

exhibit features 55 paint- 
ings in the museum's col- 

lection attributed to the 

Dutch painter, his pupils, 
and his imitators.. While the Rembrandt 

Research Project is not connected with the 
exhibition, the catalogue for Rembrandt/Not 

Rembrandt is riddled with the Dutch group’ 
findings. 

Groen, the only chemist on the Rem- 
brandt Research Project, represents a tech- 
nological cutting edge to the group. When 

the project began, it consisted primarily of 
art historians, but it now includes an expert 

on period costumes, an archival historian, a 

forensics expert who studies signatures, and 

Groen, who breaks the paintings down 

chemically. Her techniques include scan- 
ning electron microscopy/energy dispersion 
X ray, Fourier transform/infrared spec- 
troscopy, X-ray fluorescence, and X-ray 
defraction. She also uses wet chemical analy- 
sis to test for lead, chalk, and copper. 

While Groen says she is sometimes called 

66 CHEMICAL WEEK, NOVEMBER 8, 1995 

C.M. Groen: Team chemist. 

in to settle disputes, more often she is asked 

to study paintings already authenticated to 
learn more about the master’s techniques. 

According to Groen, to be considered a 

possible early Rembrandt, paintings on 
wood panel 

would need to 

show a sizing 

layer of chalk 
and animal glue 

covered by an 
underpainting 
layer of lead 
white mixed 

with a little 

umber. This 

would have to 

be followed by 
the appropriate 

pigments in the 
surface paint- 
ing. Canvas 

would have to 

be sized with a 

primary layer 
of red ochre followed by a gray under- 
painting consisting of lead white and a little 
black, brown, or red pigment. Blacks are bone 
or charcoal, and the lead is generally an 
artificial lead carbonate manufactured in 

England. The lead was obtained in strips that 
were melted in earthen pots over vinegar in 

a room kept moist with horse manure. 

Later Rembrandt paintings, generally on 
larger canvases, were cured with a single 

Portrait of a Young Man: Not. 

layer of ground quartz or sand. While not all 
paintings made of these materials are Rem- 
brandts—his pupils probably used a similar 
technique—Groen says Rembrandt’ prac- 
tices were not standard. Frans Hals, a Dutch 

contemporary, used an entirely 
different method of preparing 
canvas and panels, she says. 
The investigation zeros in on 

Rembrandt authenticity when 
the surface layers are studied. 
Groen showed Paint Show 
attendees that the painting she 
brought to St. Louis, from the 
private collection of Alfred Bader 
(Milwaukee), is not a Rem- 

brandt because, among other 
things, it has a lead/tin yellow, 
characterized by a double oxide 
of lead and tin, in the flesh tone 
of the hand. While this pig- 
ment went out of use in 1750, 
almost 100 years after Rem- 

‘ prandr’s death, the artist used 
this color only to enhance or 
highlight gold jewelry, Groen 
says. She says, however, that she 
already knew it was a copy rather 
than a Rembrandt—only one 
gray sizing layer of lead white 
and charcoal black. “Never in a 
Rembrandt,” Groen says. 
Groen says she cannot limit 

her involvement to strict sci- 
ence and chemistry. She needs a 
true familiarity with the paint- 
ings as works of art. She credits 
her collaborative work with 
Ernst von de Wetering, a histo- 
nan at the Rembrandt Research 
Project, with giving her a deep 
appreciation of the paintings 
and knowledge of the artist. 

She is also an amateur painter. 
While many of the attendees at the Paint 

Show maintained an apprehensive distance 
from her easel, others were more interested. 
Groen says that while the U.S. representatives 
from DSM—which funds 50% of her work 
on the Rembrandt project—first thought 
golf would have been better, they too devel- 
oped an interest in paint as art. 

—RICK MULLIN 77 St. Louis 
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STICHTING FOUNDATION REMBRANDT RESEARCH PROJECT 

Dr. Alfred Bader 

2961 North Shepard Avenue 
Milwaukee, Wisconsin 53211 

USA 

Amsterdam, 6” February 2001 

Dear Mr, and Mrs. Bader, 

I am sorry to answer your kind invitation to come to Milwaukee only now. I deplore to have to 

let you know that I will not make it. My wife and I will have a very tight schedule with Family 

and work obligations in a very short span of time, Some of my stays I will combine with 

lectures: Ottawa, New York; I will also speak in Queen’s University as you certainly will have 

heard. Maybe we see each other at that occasion. 

The RRP would appreciate very much if we could receive an Ektachrome of your version 

of the Selfportrait with Sketchbook. Did you ever have made X-rays of that painting? We would 

appreciate to have such material at our disposition. 

How is the little Old man in profile? The painting haunts me. It was a superb pleasure to 

have it in Amsterdam. 

With kind regards. 
Yours, 

Nw Vy 
Prof. Dr, E. van de Wetering 

Cs | % 

CHIR 
yb? Ghee De ' 

i ee 

c/o Kunsthistorisch Instituut, A erengracht 280, NL-1016 BX Amsterdam 

reletoon 020-525 3048, fax 3254/30, e-mail rep @hum.uva.nt 
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STICHTING FOUNDATION REMBRANDT RESEARCH PROJECT 

Dr. Alfred Bader 

2961 North Shepard Avenue 

Milwaukee, Wisconsin 53211 

USA 

Amsterdam, 8” February 2001 

Dear Mr, Bader, 

Thank you for both letters. | am sorry we will not meet. We appreciate your willingness to make 

an Ektachrome and the X-rays of your Selfportrait with Sketchbook available to the RRP. Of 

course ] am aware of the fact that Mrs. Groen studied the painting. The results of her work and 

that of Joyce Plesters have been used in our evaluation. I very much appreciate that you offer to 

bring Br, 295A next time. 

As to C-84, I agree with you that it is one of those paintings of which the attribution 

problem is more complicated than we — but possibly also you — thought or think. | never liked 

the Bol idea anyway, there we fully agree. 

{ wish you a pleasant Valentine's Day. 

With kind regards, 

Yours, 

Prof, Dr. E. van de Wetering 

c/o Kunsthistortsch Insrituut, Herengracht 286, NL-1016 BX Amster
dam 

telefoon 020-5253048, fax 5254736, e-mail rp(@hun.nva. nl 
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Dr. Alfred Bader 

Astor Hotel Suite 622 

924 Fast Juneau Avenue 

Milwaukee Wisconsin 53202 

USA 

subject 

your lacyer 25-8-1999 

Tur PateEemec BER/99-2154 

direct number (31) ho eho 

The Hague, 30 September 1999 

Dear Dr. Bader, 

Thank you for your kind letter of 25 August. T apologize for 

not having responded earlier, but DT have been away on holiday 

until the beginning of September and after T returned it was a 

very busy period during the opening of the '’Rembrandt by 

Himself’ exhibition at the Mauritshuis. 

you are completely right in assuming that I largely based my 

short text for entry Nr. 70 on the manuscript of the Corpus 

Rembrandt volume Iv. At a very late stage in the project it 

was decided that not only the works in the exhibition should 

be discussed in the catalogue, but also the other self- 

portraits and works only known from copies. Therefore there 

was hardly any time to study these other works in detail and 1 

had to rely for an important part on the information provided 

bye the RRP. 

t agree with you that your version of the composition makes 4 

better impression than the other ones. However, tT ao not 

belong to the ‘real’ Rembrandt-experts dealing with questions 

of attribution, but I prefer to consider myself an allround 

art historian with a keen interest for Rembrandt and 

especially his self-portraits. Therefore, I think this 

interesting matter ig really something to discuss with members 

OL the RRP. 

With kindest regards and looking forward to welcome you at the 

EdwiviBui) sen 

Curator Early Netherlandish Painting 





DR. ALFRED BADER CBE 
2A Holmesdale Road 

Bexhill-on-Sea 
East Sussex TN39 3QE 

England 
Phone/Fax: 01424-222223 

A Chemist Helping Chemists 

August 25, 1999 

Drs. Edwin Buijsen 

Curator Early Netherlandish Painting 
RKD 

Dear Drs. Buijsen, 

As you wrote the entries for the “Rembrandt by himself’ catalog, I would like 
to write to you about entry 70 (referring to RRP IV, No. 10) and footnote 199 
(ibid, No. 20). 

Presumably you were quoting from the RRP IV MS when describing the six 
copies “of quality and condition ... rather mediocre...” As far as I know, 
none of the RRP has seen the one of the six versions (unillustrated in the 
London catalog) which belongs to me. I would now like to ask you to compare 
the enclosed detail with the three versions illustrated, i.e. 70 a, b,c. lam 
certain of the following: 70 a (which I have seen in the original in San 
Francisco) is not period. 70 c in Dresden is close to a caricature. Mine is 
certainly period, closest to the print and, I believe, the best of the six. The 
condition of mine (as distinct from its quality) is certainly mediocre: a harsh 
relining of long ago flattened the paint surface. I saw almost as bad an effect 
of relining in the portrait of Johannes Uyttenbogaert which I sold to the 
Rijksmuseum. 

I started my professional life as a chemist working for two paint companies 

and so can, I believe, understand paint analyses. My version was “analyzed” 

by a Dutch chemist who came to St. Louis two years ago, and I do not agree 

with her conclusions which are perhaps cited in RRP IV. The conclusions 

reminded me of the conclusions reached in RRP III, for one of Rembrandt’s 

ereatest works, Bredius 511, that wonderful David and Jonathan in St. 

Petersburg — not by Rembrandt because he didn’t use such pigments around 





1640! Mind you, all the pigments in Br. 511 and in my version of the portrait 
are period — and the analysis needs re-thinking. 

Luckily, the RRP occasionally changes its mind, and I enclose reproduction of 

RRP I, C-22, now accepted. 

Please note my American address, whence I will return next week. I much 
look forward to meeting you personally when I visit the RKD in November. 

Best wishes, 

| ) 
i 

AAO I aie 

Alfred Bader 
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REMBRANDT 

Inv. no. 334 

School of 

i REMBRANDT Harmensz. van Rijn 
i Young Man in a Beret 

! Inv. no. 334. Oak, 75.5 x 60 cm 
Prov.: Esterhazy Collection, 1871 
Ref.: Pigler 1967, 217 (B. Fabritius?); 

Sumowski 1983-, IV, 2880 (anonymous, 

school of Rembrandt) 

School of 

REMBRANDT Harmensz. van Rijn 

The Slaughtered Ox 
Inv. no. 51.2880. Oak, 53 x 44 cm 

Later signature lower left: R 1639 

Prov.: From the Rath Gyérgy Muzeum, 

Budapest 1949 
Ref.: Pigler 1967, 571-572, pl. 251 

(Rembrandt); Budapest - Warsaw 1967, 

no. 51 (Rembrandt); Czobor 1969, no. 

11 (Rembrandt, 1639); Tokyo 1979, no. 

20 (Rembrandt); Sumowski 1983-, IV, 

Inv. no. 51.2880 

2880 n. 1/5 (anonymous, school of 

Rembrandt); Van Thiel 1992, 79, fig. 43 

(whereabouts unknown) 

Follower of 

REMBRANDT Harmensz. van Rijn 

The Sacrifice of Manoah 

Inv. no. 3829. Oak, 78 x 105 cm 

Prov.: Purchased from J. Goudstikker, 

Amsterdam 1908 

The old attribution to G. Flinck based 

ona preparatory drawing of the figure 
of the angel in Kiev, was rightly rejected 
by Moltke (1965) and Sumowski. 
Ref.: Pigler 1967, 233 (G. Flinck); 

Czobor 1969, no. 21 (G. Flinck?); Pigler 

1974, 123 (G. Flinck); Sumowski 1983-, 

IV, 2941, no. 1914, 2981 (anonymous 

pupil from the beginning of the 1640s) 

Inv. no. 3829 

Follower of 

REMBRANDT Harmensz. van Rijn 

The Vision of Zacharias 

Inv. no. 51.2943. Oak, 56 x 46 cm 

Prov.: Gift of Dr Ignac Friedmann, 

Budapest 1951 
N 

Inv. no. 51.2943 

The attribution to Salomon de Bray 

by Hofstede de Groot was accepted by 
Moltke (1941) and Pigler (1967), and 

rejected by S. Gudlaugsson and A. 

Blankert. The latter proposed R. van 

Gherwen or G. W. Horst (RKD files). 

Ref.: Pigler 1967, 93 (S. de Bray) 

Inv. no. 859 

Copy of 
REMBRANDT Harmensz. van Rijn 
Portrait of Rembrandt 

Inv. no. 859. Canvas, 81 x 64.2 cm 

Prov.: Esterhazy Collection, 1871 (as 

Rembrandt) 

Copy of Rembrandt's Self Portrait of 

1657 in the Gemaldegalerie, Dresden 

(inv. no. 1569). 

Ref.: Hall 1963, 270, no. 75; Pigler 1967, 
573 (after Rembrandt) 

Copy of 
REMBRANDT Harmensz. van Rijn 

Portrait of Rembrandt 

Inv. no. 71.7. Canvas, 45 x 34.5 cm 

Prov.: From the deposit in the museum, 

1971 
Old partial copy of the original Self 

Portrait by Rembrandt of 1635, formerly 

in Vaduz, Liechtenstein Collection (see: 

Gerson 1968, fig. 171). 

Ref.: Unpublished 
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Anonymous painter 

Portrait of Rembrandt 
Canvas, 76.2 X 63.5 cm 

Milwaukee, Collection of Drs Alfred and Isabel Bader 

The portrait reveals the distinctive physiognomy of Rembrandt Harmensz. van Rijn. He looks out at the viewer 

fom behind a window sill. In his hands he holds a book, most likely a sketchbook, an inkpot, and a pen, and he 

seems to be drawing something seen from his window. 

The act of drawing, either after images or fom models, was an essential part not only of the artists educa- 

tion, but also of the master’s daily practice. In the course of their education, pupils started by drawing after draw- 

ings and prints, then after paintings, followed by plaster casts and reliefs, and finally after the living model.’ It was 

considered most important chat students practise their drawing, skills continuously. The guild in Padua even 

required apprentices to continue their drawing during otherwise sacrosanct guild festivals.? And the necessity for 

constant practice continued after apprenticeship. Even an accomplished master drew as a means of training his 

manual skills and his eye. Most artists, like Rembrandt, kept their drawings in stock for later use,’ often in sketch- 

books and so-called Aunstboeken (albums in which drawings and prints were pasted), 

The depiction of an artist drawing may refer to a motto (originating with the ancient painter Apelles but 

well known in Rembrandt’ time) as part of an emblem: Nulla dies sine linea (No day without a line”).* In this 

context, the painting may also reter to the last of the three Aristotelian principles considered since the Renaissance 

to be essential to the artists education: nature (natural talent), training, and practice. According to Erasmus, 

practice is “the free exercise on our own part of that activity which has been implanted by Nature and Is furthered 

by Training.” 

Practice can be related to exercitatio or usus, the terms used by the classical writers Quintilian and Plutarch. 

Usus appears in two MOTCOS, known to Dutch artists and writers, that emphasize the use of drawing and writing 

tools: Nil penna, sed usus (“Not the quill, but its use”), and a variation mentioned by Crispijn van de Passe, Nil car- 

bone, sed usu (“Not the charcoal, but its use”).’ Although this motto may be related mainly to the depictions of 

quill cutters (see cat. nos. 16, 17), it may also apply to the portrayal of a working artist who makes use of a quill. In 

Hendrick Goltzius’s engraving Ars and Usus (Bartsch 111), the personification of Usus draws while holding an ink 

potin his left hand, as does Rembrandt in this painting, 

There are five other known versions of t Le present painting: one each in the museums of Dresden, San 

Francisco, and Budapest, and two others in the private collections of Cotterell Dormer in Rousham, ¢ )xtordshire, 

and Voogt, Oosterbeek, The Netherlands. All of the versions seem to be based ona lost original by Rembrandt. A 

mezzotint by Jacob Gole (c.1660-c.1737) appears to be the most faithful copy after Rembrandt's self-portrait. The 

condition of the extant paintings makes it difficult to determine which one can be considered closest to Rem- 

brandt’s original. 
V.M., A.R. 

PROVENANCE Collection of the British painter William Mul- 3olten 1985, p. 243. 

ready (1786-1863); art dealer Christenssen, Willesden (London); Joseph Meder, The Mastery of Drawings, New York, 1919, 

art dealer Neville Orgel, London; acquired by the present owner trans, and rey. Winslow Ames, New York, 1978, p. 214 

in 1977 
Sor the inventory of Rembrandt's possessions dd 25-26 July 

1656, see Strauss/Van der Meulen 1979, pp. 349-88. 

LITERATURE Ex. cat, West Lafayette 1980, no. 18 (ill. and col. Sliny, Historia Naturalis, XXXV, 84. For a popular sevenr- 

Il. on cover); ex. cat. Kingston 1984, pp. 20-21, No. ) (ill: as reenth-century emblem with this motto, see Rollenhagen 1613, 

ascribed to Rembrandt; ex. cat Milwaukee 1989, pp. 8-9, no. I yart 2, no. 24; Nulla dies abeat, quin linea ducta stl, WsUus solus 

(col, ill; as Dureh. ¢.1655)s ex. cat. West Lafayette 1992, pp crit, magnos qui facit areifices ‘No day passes without drawing 

20-21 (ill.) 
a line. Practice alone makes great arusts ”) The Dutch version 

can be found in Philips Angels's Lo/ der Schilder-konst, Leyden 





1642: “...dat noyt Dach voor-bi mach gaen, of daer werdt een 

treck gedaen, as quoted in Bauch 1960, p. 141. 
Erasmus of Rotterdam, De Puerts Instituendis, Paragraph 11 

See William H. Woodward, Desiderius Erasmus concerning the 
Atm and Method of Education, New York, 1964, p. 191. 

Rollenhagen 1613, part I, no. 36: En struthum nil penna tuvat, 

quod nesciat ult: non penna est S¢ ribas quae facit, usus erit (See, 

the wing is of no use to the ostrich because it does not know 

how to use it, It is not the quill chat makes the poet but its 

use.”) Crispijn van de Passe, Van ¢ Light der teken en schilder 

konst, Amsterdam, 1643. A didactic engraving in Van de Passes 

book shows the hand of an artist, drawing a head, surrounded 

by laurel branches which are bound together below by two 

crossed quills. An inkpot stands next to the hand in the 

wreath. Above the hand: Nil carbone sed usu, below the hand: 

Nulla dies sine Linea. See Jochen Becker, “Dieses emblematis- 

che Stiick stellet die Erziehung der Jugend vor — Zu Adriaen 
van der Werff, Miinchen, Alte Pinakothek, Inv. Nr. 250,” Oud 

Holland 90, 1976, pp. 77-107, p. 102 (ill.), For Van de Passe’s 

drawingbook, compare Bolten 1985, pp. 27-47. 

Wurzbach 1906-11, vol. 1, p. 596, no. 11; Holl. VIL, p. 215 

(ill.). 
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Prof. Dr. Werner Sumowski 

Hessenwiesenstrasse 4 | 
7000 Stuttgart - Rohr | £3. Te 1980 

Lieber Herr Dokter Bader, 

vielen Dank ftir Ihren Brief vom 2,Juli umd fiir die 

vorziiglichen drei Ektachrome,die Sie (ebemso wie die 

Farbaufnahme des Gemaildes von G.van den Eeckhout)) sofert 

nach Gebrauch zuriickerhalten.Das wird baild. geschehen;denn. 

der Verlag beginnt schon jetzt wit der Anfertigung der 

Druckstoécke,obwohl der erste Band meines Werkes erst 

im Herbst 1982 herauskommt, 

Ich freue mich auf die weiteren Ektachrome.Es ware mir 

sehr wichtig,gerade aus Ihrer fiir mich bedeutenden 

Sammlung mdglichst viel farbig reproduzieren zu kénnen, 

Das Rembrandt=Selbsportrat auf Ihrem: Werbe=-Umschlag 

sieht ganz vorziiglich aus,Nach der kleinen Aufnahme,dte 

Sie mir friiher einmal schickten,konnte man das Bild nicht 

so recht beurteilen,Man miisste der Sache sorgfaéltig 

nachgehen, 

Bis zum Wiedersehen im Herbst 

mit herzlichen Gyiissen. won Haus zu Hus 
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Old Students and Old Masters: 

The School of Rembrandt: setections from 
the Alfred and Helen Bader collection in honor of Purdue Chemistry 

Professor and Nobel Laureate, Herbert C. Brown 

Union Gallery October 9-31, 1980 
Purdue Memorial Union 

West Lafayette, Indiana 

Gallery reception: Thursday, October 9, 8:00-9:30 p.m. 



PURDUE UNIVERSITY GALLERIES 

DEPARTMENT OF CREATIVE ARTS 

WEST LAFAYETTE, IN 47907 

Phone: 317-749-2952 
317-494-8702 

Friday, October 10, 8:30 p.m.: “The Bible Through 

Dutch Eyes”, illustrated talk on his collection by Dr. 

Alfred Bader, Maui Banquet Room, Sheraton Inn West. 

The public is invited to attend the American Chemical 

Society social hour and banquet preceeding the talk. 

Social hour starts at 6:30 p.m., dinner at 7:30 p.m. Please 

make checks payable to Dorothy C. Murphy, Depart- 

ment of Chemistry, Purdue University, West Lafayette, 

Indiana 47907. Price: $15 per person. 

Gallery hours: 9:30-4:30 Monday-Friday, 12:30-4:30 Sun- 

day 

Non-profit Organization 

U.S. Postage 

PAID 

Permit No. 221 
Lafayette, Indiana BULK RATE 
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Dr. Alfred Bader 
2961 North Shepard Avenue 

Milwaukee, WI 53211 

(414) 962-5169 

February 5, 2001 

TO: Prof. Dr. Ernst van de Wetering Page 1 of _2_ 
Stichting Foundation Rembrandt Research Project 

FAX: 011 31 20 5254736 

Dear Professor van de Wetering, 

Thank you so much for your kind fax of today. 

What a pity that you cannot come to our house again. When first you 
came there was only C-18. Now there is also C-22 and Bredius 304 as 
well as Bredius 261 and 295A. These last two are, I believe, by the 
same hand. They do not haunt me, but I love looking at them next to 
each other, just wondering occasionally whether they are by a very 
good student or by the master himself. Next to these hangs Bredius 
226 which I am convinced is not by Rembrandt but by a very able 
student, perhaps Carel Fabritius in the early 40s. 

I am air mailing you a color transparency of The Portrait of 
Rembrandt with a Sketchbook today. I know that Professor Bruyn 
considered the painting in San Francisco the best of the six versions. 
I disagree and I am not even certain that the painting in San 

Francisco is period. 

I hope that Queen’s University will soon have the Bader Curator of 

Paintings and I will then ask that Curator to consider showing all six 

versions together. 

I have not had my version x-rayed but if you think that important, 

could have this done. But as you saw from the x-ray of Bredius 261 

which I brought along, the x-rays done at a hospital nearby are not 
as good as the x-rays you have taken. 





Would you like to have my version in Amsterdam? As the relining is 

stable, it could be shipped quite easily by FEDEX. 

Also, when next I come to Amsterdam next November, may I bring 

Bredius 295A for you to examine? 

I vaguely remember from my boyhood my mother saying something 

like “if Mohammed won’t come to the mountain, the mountain will 

have to come to Mohammed”. You already have seen C-18 and C-22 

and were correct all along about the latter. C-18 you will soon see in 

Kassel and Amsterdam. Bredius 261 you have seen and I am 
delighted to know that it haunts you. Perhaps 295A will do so also. 

Bredius 304 would fit into my briefcase also. 

Unfortunately my calendar is totally filled for next week and so, as 

much as we would like to be in Kingston, we just cannot be. 

Have a safe and enjoyable trip. © 

With all good wishes I remain 

Yours sincerely, 

a 
| 

Alfred Bader 

AB/az 
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STICHTING FOUNDATION REMBRANDT RESEARCH PROJECT 

Dr. Alfred Bader 

2961 North Shepard Avenue 

Milwaukee, Wisconsin 53211 

USA 

Amsterdam, 8” February 2001 

Dear Mr, Bader, 

Thank you for both letters. | am sorry we will not meet. We appreciate your willingness to make 

an Ektachrome and the X-rays of your Selfportrait with Sketchbook available to the RRP. Of 

course I am aware of the fact that Mrs. Groen studied the painting. The results of her work and 

that of Joyce Plesters have been used in our evaluation. I very much appreciate that you offer to 

bring Br, 295A next time. 

As to C-84, L agree with you that it is one of those paintings of w
hich the attribution 

problem is more complicated than we — but possibly also you — thought or think. | never liked 

the Bol idea anyway, there we fully agree. 

{ wish you a pleasant Valentine's Day. 

With kind regards, 

Yours, 

by) dette 
Prof. Dr. E. van de Wetering 

c/o Kunsthistorisch Instituut, H erengracht 286, NL-1016 BX Amster
dam 

telefon 020-525 3048, fax 5.254736, e-mail rp@bum.uva.nl 





STICHTING FOUNDATION REMBRAND { RESEARCH F Ac) | Poet 

Dr. Alfred Bader 
2961 North Shepard Avenue 

Milwaukee, WI 53211 
USA 

Amsterdam, 27 January 2005 

Dear Alfred, 

Included you find our texts concerning the selfportraits that I promised to send. I hope the 

images and our comments will be convincing. 

Yours, 

bw nj 

Ernst 

c/o Kunsthistorisch Instituut, Herengracht 286, NL-1016 BX Amsterdam 

telefoon 020-525 3048, fax 5254736, e-mail rrp-few@uva.nl 

Loe aise S75 
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CHAPTER III 

materials fell increasingly into the hands of retail 
merchants who bought lengths of (partly) prepared linen 
intended for sale from various specialised workshops 
One should also remember, as already mentioned, that 

patrons commissioning portraits may have provided the 
canvases and panels themselves (Corpus Il, p. 91 note 3 

The above observations explain the great variation 
among the canvases. In the relatively rare instances 
where two or more canvases with Rembrandtesque 
paintings on them come from the same bolt, one can be 
fairly certain that the supports in question were acquired 
for Rembrandt’s workshop at the same time. However 
one cannot conclude from this that they were painted by 
the same painter: they could as well have been painted 
by his assistants and pupils as by the master himself3® 
Investigation of the supports, thus, is ngt decisive with 
respect to the attribution of the painting in question, but 
can be crucial in determining whether certain paintings, 

as long as they show a Rembrandtesque style, were made 
in his workshop 

The grounds also display considerable variety, partly 
for the same reasons as the canvases. Accordingly, the 

grounds too can scarcely be seen as significant in the 
attribution of a painting to a specific hand. Since the way 
of preparing panels, as far as we know, remained virtually 
unchanged throughout the greater part of the seven- 
teenth century, knowledge of the grounds on the panels 

in this framework plays a minor role at best. But in the 
case of canvases, knowledge of the composition of the 
ground turned out to be significant in a number of cases, 
unexpectedly shedding light on the production of 

Rembrandt ‘self-portraits’ that were not in fact painted 
by Rembrandt himself (see TV 17, 21, 22) 

As first shown by Kiihn and further elucidated by 
Karin Groen in Chapter IV, one specific type of ground 
turned out to be crucial for our knowledge of Rem- 
brandt’s workshop _ production 
ground. Given the highfquartz ground[incidence of thein 
Rembrandtesque paintings and the total absence of such 

sVeanvases painted by other Amsterdam painters 
during the same period, one must give serious 

namely the quartz 

consideration to the possibility that the quartz ground 
was not applied by outside specialists, but rather by 
assistants within the master’s workshop. Consequently, 
when a canvas with a (evidently seventeenth tury 
Rembrandtesque painting (even one relatively far 
removed in style and quality from Rembrandt’s 
autograph work) has a quartz ground, we may now safely 
assume that it must have originated in Rembrandt’s 
workshop (see further Chapter IV) 

Although our insights concerning canvases and the 
grounds on canvases (as outlined above) will prove to be 

the sparse knowledge of the 
first stages in the production of Rembrandt’s paintings 
has played a decisive role in resolving questions of 

of surprising significance 

authenticity only incidentally.2? The most important 

See for instance Corpus Peet} U1 p. 24 fig. 8. 
Sce for instance exhib. cat. Ranbrandt by himself, 1999/2000, cat. nos. 14a 
and |4b, 

REMBRANDT S SELF-PORTRAITS: PROBLEMS OF AUTHENTICITY AND FUNCTION 

reason for this is that traces of the first stage of 
Rembrandt’s paintings, especially of his later works, have 
been recovered only on a modest scale, whatever 
technique was used 

While, as we observed, the early Rembrandt gencrally 
applied his ‘dead-colour’ in monochrome tints (see Corpus 
I, pp. 20-25), the later Rembrandt made freer use of 

His decisions to elaborate certain parts and 
39 

colour.*® 

leave others ‘unfinished’ became increasingly arbitrary 
The possibility that this free approach to the painting 
process may also have been adopted by the people in his 
studio cannot be excluded. Consequently, aspects of the 
later. Rembrandt’s working procedure can_ provid 
touchstones for authenticity only incidentally (compar 
for instance, IV 16). 

When trying to recognize Rembrandt’s hand in the 

genesis of a painting through its successive steps, it is 

essentially important to relate the observed ‘gestures’ of 
the brush to their presumed functional role in creating a 

pictorial illusion. One aspect — at first sight the most 
trivial aspect — of that ambiguous concept of ‘quality’ is 
the soundness of the artist’s understanding of the 
manifold means by which this illusion is produced, an 
illusion which the viewer experiences as a reality in an 

evoked pictorial space. The next section will be devoted 
to this aspect of ‘quality’ as far as it may be relevant to 
our search for objective criteria that would enable us to 
resolve questions of authenticity 

— The quality of the pictorial illusion 
». demonstration 

Despite the fact that the (more or less) objective criteria 
treated so far seem to be of (varying degrees of) signific- 
ance in resolving problems of attribution, for the major 
part of the body of works under consideration here one 
may have to rely in the end on the application of sub- 
jective stylistic criteria. If stylistic characteristics coincide 
with qualitative aspects, authenticity criteria might be 
derived from them that could to a certain extent be con- 
sidered objective. Such properties relate to the painter’s 
understanding of the structure of the shapes depicted, the 
organisation of the pictorial space, the treatment of light 
and atmosphere, the handling of foreshortening, etc. In 
what follows, such properties, which at first sight appear 
intangible, will be investigated for their relevance in 
resolving problems of authenticity by means of a case 
study. To analyse the usefulness of such features, a group 
of versions of the same self-portrait is examined in the 
hope that it will serve as a demonstration of the way 
criteria regarding quality may be deployed when tackling 
the question of authenticity in other paintings too 

Our case study concerns a number of versions of the 
Self-portrait with sketchbook (IV 10). The longest-known ver- 
sion of this painting was already in the famous Dresden 
collection by the beginning of the eighteenth century and 

38 See Van de Wetcring 1997, pp. 197-205 
39 See Van de Wetering 1997, pp. 205-211 
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croft itembrardi ‘Self-portrait with sketchbook’, copy alter foersgiveth 
an, Milwaukec, Coll. Alfred and Isabel Bader (IV(version 5) 

was therefore long considered an original Rembrandt 
(fig. 29). Other versions surfaced in the course of the 
nineteenth and twenticth centuries. Bredius included two 
versions as equals in his book, those in Dresden and San 

Francisco (figs. 29, 30), while in his revision of Bredius 

book, Gerson even included three versions, all of which 

however, he designated as copies after a lost original." 
3erson’s third version, in an English private collection 

(Gg. 31), was described by Bauch in his oeuvre catalogue 
as the best and possibly autograph version. Both Bauch 
and Miiller Hofstede made extremely detailed analyses of 

this ., attribution , 
observations into the discussion 

introducing — valuable 

In the meantime, the 

prevailing opinion is that the original is lost and that 

onundrum 
41 

what remains is a group of copies, whether or not made 
directly after the original. As will become clear, the 
reproductive print executed in mezzotint by Jacob Gole 
(1660-1737) (fig. 32) must undoubtedly have been made 
after the lost original. This is important as it may well be 
that several of the painted versions are copies after 
copies. A version that surfaced in the 1970s enter d the 

Alfred and Isabel Bader Collection in 1977 (fig. 33). The 
other versions will not be discussed here. Of those, the 
most complete version (fig. 34) was evidently made after 
Gole’s print, while the last version (IV 10 version 7 fig 
10) is an insignificant copy of the head only 

complicating factor in the investigation is that the 
condition of the paintings varies, making certain 
comparisons impossible. For instance, the painting in San 
Francisco was cut down into an oval (fig. 30) 

40 Br. 46 and 47; Br.-Gerson 46, 47, 47A 

REMBRANDT’S SELF-PORTRAITS: PROBLEMS OF AUTHENTICITY AND FUNCTION 

ORIGINE 

For a self-portrait, the Self-portrait with sketchbook has a 
complicated composition. By combining the various 
versions and the print by Gole we have enough details to 
reconstruct the appearance of the original: Rembrandt 
represented himself drawing (or, what is far less likely 
writing) in a book with a cut quill, while between thumb 
and index finger of the hand supporting the book he also 
holds an open metal ink pot. An essential feature of the 
original composition is that this hand rests on a gleaming 
black frame, also visible along the sides, which according 
to some versions extended to the top with rounded 
corners. The hand projects somewhat over the frame into 
the viewer’s space. Accordingly, the painting must have 

been intended as a trompe Uoeil 
Rembrandt wears an intricate costume. Under a fur- 

trimmed gown is a doublet with a high collar. In the 
opening of the doublet is a red item of clothing which has 
long sleeves, for a strip of red also appears near the cull 
Beneath that is a white shirt fastened with a knotted 
white cord with tassels t ring from the ends. In the 
opening of the shirt, under the knotted cord, can be seen 
the bare skin of the chest. On his head is a cap with a 
‘visor’, familiar from a few other self-portraits (Ben. 437 

and B 
Turning to more or less ‘objective’ criteria of authen- 

ticity, it must be stated that there is no documented 
evidence allowing us to trace the provenance of any of 
the versions of the Self-portrait with sketchbook mentioned 

above to Rembrandt’s workshop, or any one else’s for 
that matter. Quite significantly, the maker of the print 

$1 Bauch 1966, no, 323; C. Milller Hofstede, ‘Rembrandis Selbstbildnis mit 
Skizzenbuch’, Pantheon 26 (1968), pp. 390. 
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35, Detail of fig. 29 
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Fig. 97. Detail of fig. 31 Fig. 38. Detail of fig. 33 
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Fig. 38. Detail of fig. 33 
Fig. 37. Detail of fig, 31 
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39. Detail of fig. 32 

Jacob Gole, was‘ active relatively early (between ¢. 1680 
and 1720). He could, thus, have known Rembrandt's 
prototype while it was still in good condition. Becausc 
Gole dated very few works, the chronology of his sizeable 
oeuvre is unclear. The mezzotint after Rembrandt's self- portrait, a print described by Wurzbach in his list of 
Gole’s prints as a ‘Hauptblatt’ (one of his most important could well have originated before 1700 and is 
therefore a document whose significance for our image of 

prints)* 

the prototype should not be underestimated. As to the signature, the Dresden and San Francisco examples bear 
only (traces of) signatures that lack the hallmarks of an 
autograph Rembrandt signature 

As to the physiognomic characteristics, it is imme diate- ly clear that the Dresden version stands apart (fig. 35). In 
its characterisation of Rembrandt's face, it differs far more from the face known from other self-portraits than do the painting 

exclude the Dresden 
prototy Moreover, the 

and the treatment of light in this version are equally far removed from what one takes to be typical of 
Rembrandt in the 1650s. One can only be astonished that this painting could ever have 

other versions of the This alone is 
sufficient reason to example 
categorically as the colour 
scheme 

and for so long 
figured as an authentic work 

36) also manifests 
features that argue against it being the 

The version in San Francisco (fig 
physiognomic 
prototype, specifically the curious outer corner of the eye 

42 A. Wurzbach, Niederlindisches Kiinstler-Lex Vienna/Leipzig 1906. Vol. I, J. Gole; for J. Gole sce also J. E. Wesscley, Jacob Gole, Verecichnis seiner Kupferstiche und Schabkunstblatte, Hamburg 1889. 

REMBRANDT’ S SELF-PORTRAITS. PROBLEMS OF AUTHENTICITY AND FUNCTION 

where a dark accent indicating the outer rim of the eye 
Anatomically and 

gnomically this detail is simply impossible, the kind of error typically made in painting a copy. The 
ically impossible treatment of the nasal bone discussed 

socket is placed too high physio- 

anatom- 

above also belongs to the same category of ‘copyist’s de- 
formations shall see below that the 
painting contains similar ‘mistakes’ with respect to the 
construction of the hands with the book 

Moreover, we 

The structure of the head in version 3 is more convin- 
cing (fig. 37). Yet there, too, something is amiss in the 

f pk treatment of physiognomic features, particularly in the 
eyes. In certain details, the depiction of the plasticity of lower and upper lids is rather peculiar. The upper eyelids 
are indicated by thin lines that do not merge, as it were in the eye socket, while something odd has also happened 
to the shape of the lower eye lids, as though the moist 
tims and the transition of eye to cheek disrupt the plastic 
continuity of the even suggesting an anatomical 
deformation. Another peculiar deviation in the likeness of 
this version is the neckline, which runs at an angle 

the shoulder 
The version in 

head 

somewhat to the right before curving t 
lending the sitter a rather jaunty bearing 
the Alfred and Isabel Bader Collection (fig. 38), also 
exhibits a physiognomic deformation which, taken with 
other aspects, precludes it from being the prototype 
Something has gone wrong with the structure of the lower half of the face. The chin appears too short, the 
relationship of the light on the chin to the light on the 
cheek interrupted that creases in the 
corners of the mouth are suggested which, from a physio- 

are incompatible with what we 

is so. strongly 

gnomic point of view 
consider typical of Rembrandt’s features. It is a distinct- 
ive feature in Rembrandt’s autograph self-portraits that 
the shaded area at the corner of the mouth usually is 
clearly demarcated and may be read as a shadow partly 
cast by the moustache. The eye socket in the Bader 
painting looks too high, and the angle of the furrow in 
the brow running to the upper right is unusual. The 
significant deviations in the feinture of this version will be 
reviewed later 

The Gole mezzotint immediately gives the impression 
that everything that was physiognomically ‘wrong’ in the 
versions mentioned so far is in this print correct (fig. 39) 
The depiction of asymmetrical features in Rembrandt's 
face seems entirely familiar, the anatomical and plastic 
structure is completely convincing, and in position and 
lighting the head agrees with the image of Rembrandt’s physiognomy as derived from undoubted self-portraits. 
Even the rendering of subtle details in the cheek and 
double chins and neck, in the structure of the nose, in the 
placement of the mouth in the face is totally convincing 
Miiller Hofstede believed that Gole had based himself on 
the version in San Francisco (fig. 36), but the depiction of Rembrandt's face in the print can scarcely be explained 
as a corrective intervention by Gole while copying the 

#3 Compare the Selportraits in Vienna (IV 8), in New York, The Frick 
Collection (EV 14) and in London, Kenwood House (IV 26)) 
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Fig 41. Detail of fig. 30 
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Fig. 44, Detail of fig. 29 

example in San Francisco, or indeed any other of the 
painted versions mentioned above 

Without knowing the Prototype, the print gives the 
impression of being an astonishingly faithful and utterly 
successful graphic reproduction of a version unknown to 
us, which can hardly be other than the original — unless 
one were to assume that Gole’s print reproduces a very 
faithfully painted, and now also lost, copy of that proto- 
type which, given the nature of seventeenth-century 
copies (discussed in the introduction to this essay), would 
seem unlikely/— 

Comparison of Gole’s print with the painted versions 
also confirms the print’s reliability with respect to other 
parts of the figure. Looking at the hand holding the pen 
by Gole (fig. 40) and the same hand in the painted ver- 
sions (figs. 41-44), we notice that th way the index finger 

#4 J. von Sandrart, Teutsche Academie des Bau-, Bild~ und Moahlerey-Kiinste Nuremberg 1675, (ed. by Pelwer, Munich 1925) Part Il, Book IIL Chapter XXII, p. 326 

S SELF-PORTRAITS: PROBLEMS OF AUTHENTICITY AND FUNCTION 

and thumb grasp the pen differs from one painting to 
another. In the San Francisco version (fig. 41), the pen is 

tapered to such an extent that the fingers cannot grasp it 

while the placement of the fingernail on the index finger 
is incorrect from both anatomical and perspective points 
of view, and the interrelationship of the phalanges simply 
impossible. The upper phalanges are far shorter than in 
the print. This inaccuracy in the depiction of forms can 
also be discerned in the way the back of the hand 
disappears into the sleeve 

At first sight, these judgements might appear to be 
based on criteria derived from precisely the academic 
norms of correct drawing that Rembrandt seems to have 
resisted. After all, Sandrart wrote: ‘He [Rembrandt] did 
not hesitate to oppose our rules of art, such as Anatomy and the 
rules of proportion, perspective etc.** However, the fact that 
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Rembrandt eschewed the ‘academic’ rules catalogued by 
Sandrart does not mean that he did not fundamentally 
understand the structure, the construction and_ the 

proportions of the forms he depicted Comparison of the 

hand in the San Francisco painting (fig. 41) with that in 
the print and the one in version 3 (figs. 40 and 42), and 

in the painting in the Alfred and Isabel Bader Collection 

fig. 43) makes it clear that tremendous differences in 
quality can be evident in the rendering of a hand holding 

a pen; differences that convey a great deal about the 

maker’s understanding of how to represent such a 

complicated anatomical and plastic element, no matter 

how painterly the execution 
Similar observations may be made of a detail such as 

the thumb of the hand holding the ink pot. The thumb is 
just visible behind the ink pot. This| passage differs in all 
of the versions mentioned, but only in the print does one 
sense that the prehensile logic of its position is properly 
understood. Comparable analyses could also focus on the 
fastening of the shirt and other details (see figs. 29-34 

Only when all these elements are carefully compared 
with one another does it become clear how qualitative 
differences — in this case, differences in the understanding 
of how things are to be rendered can be used in 

determining questions of authenticity 

When it 
peinture, of course, Gole’s print is of no help Here, how- 

comes to weighing arguments concerning 

ever, the two X-radiographs at our disposal, are relevant 
(see TV 10 figs: 

of the pattern of radioabsorbent paint in the head, there is 
3 and 5). As noted above in our discussion 

usually a certain progression in the radioabsorbency from 
the cheekbone to the chin. In version 3 (figs. 31, 37 
the distribution of radioabsorbent paint in this passage 
was perceived to be atypical 

In the Bader painting can be observed yet another 
43). A fairly smoothly applied 

complex of highlights creates a continuum in the illumin- 
deviation (figs. 33, 38 

In their transition to the shaded areas, the 
of these lit zones disturb the 

ated areas. 
highlights along the eds 
shape of the head and are anything but successful in 
achieving the desired effect of light or suggestion of 
plasticity (compare, for example, the tip and the wing of 
the nose, the base of the nose and the passage above the 

moustache) 
With its grubby peinture and treatment of light, the 

Dresden example is hardly mentioning in this 
connection (figs. 29, 35, 44) 

worth 

The handling of paint in the San Francisco version 
allows us to follow the somewhat pastose brushwork in 
relation to anatomy and treatment of light, both in the 

hands. The brushstrokes, in fact, display an 
unusual degree of arbitrariness 
face and the 

There is no obvious aim 

evident in the way the paint has been applied other than 
roughness’ as such 
spects the hands in the X-radiograph (IV 10 fig. 3); ~what 

looks like lively brushwork is nothing more tharr@ highly 
superficial imitation of a Rembrandtesq handling of 

the paint. Having said this, the character and treatment 
of the paint in this version nonetteless comes far closer 
than the others to our image 6! Rembrandt’s autograph 

9 
[ntor 

This is particularly clear if one in-~ 

CHAPTER HI 

works. This, plus the fact that the painting was done on a 

previously used support and other familiar features evi- 

dent in the radiographic image 
that this 
Rembrandt’s workshop 

make it highly plausible 
and probably only this ~ version originated in 

Taking the composition together with the illusionistic 
and pictorial effect as a whole, it is striking that the print 

than the 
prints in the 
done to the 

by Gole is overwhelmingly more persuasive 
32, 39, 40). In 

could be 

painterly treatment so characteristic of Rembrandt’s later 
work. Accordingly 
imputed to the details in this print Judging from the 
print, the doublet, and the clothing in general, must have 

been further elaborated than the preserved painted 

painted versions (figs 
mezzotint technique, justice 

in this instance significance can be 

versions would lead us to believe. The print also displays 
in the structure of the head, for instance in the transitions 
from the neck, many fine details 
cannot be solely attributed to the printmaker (fig. 285) 

chin to the which 

These are physiognomic details which, in the light of the 

above discussion of Rembrandt's physiognomy, may be 
characteristic. In various 

in addition to the 
considere evaluating the 
versions head and the clothing, an 
important role is played by the hands with pen, ink pot 
and sketchbook with their complicated positioning, and 
in these respects too the print appears to be a remarkably 
faithful reproduction, showing an understanding of 
form, anatomy and spatial structure that is typical of 
Rembrandt. The presence and gravity of the body in its 
space, the gradation of the tonal values between the 
hands and head and between the hands themselves, the 
way in which the clothing conforms to the body, the role 

of the shoulder, hair and cap against the 
partially lit background, all these elements are remark- 
ably more convincingly and coherently realised here than 

in the painted copies f dK 

of the silhouet 

We hope that this case study gears the way a 
investigation of the quality of close — almost pedantic 

different yield 
question of authenticity 
series of confrontations 6 
and their ‘satellites’ — the freé variants after 
work painted by his pupily— which wile addressed in 
[Chapters Hand IW of Corpus VPREmbrandr’s quality, of 

de felyan the ‘correct’ drawing and 

rents | works can argu -aring on_the 

brandt’s 

the three-dimensionality and the 
ight and physical atmosphere. Other 

istics of his style (in a wider sense) will be discus- J 

suggestion 

— The Bayesian approach 

At first sight, the result of this assessment of more or less 
objective criteria of authenticity may not seem very 
impressive. Are we then, in the end, driven back to 
traditional connoisseurship in our efforts to define the 
authentic core of Rembrandt's oewre? 

The fact that none of this information is in itself neces- 
however, does not mean that it should sarily conclusive, 

be discarded in our consideration of the case. In the 
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