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FOREWORD

REMBRANDT is one of the greatest etchers the
world has ever seen. This is an exhibition of a
portion of his considerable eenvre in this medium.
We are most grateful to Mr Harold Wright of
Messrs Colnaghi, London, who has arranged the
cxhibition for us at very short notice. ;
Mr Ross Fraser, of the gallerv staff, has compiled
the catalogue and written the introduction.
P, A. TOMORY

September 1958




INTRODUCTION

WHEN WE SURVEY the history af printmaking one
name springs to mind beside whose luminosity all
others remain pale and indistinet. It is the name ot
Rembrandt.

Rembrandt Harmenez van Rijn, born at Leyden
of humble, though not poor, parents, early showed
little likelihood of fulfilling their wish for him to
become a scholar: his inherent gifts lay conspicu-
cusly in the direction of drawing and painting. He
was accordingly allowed to enter the studio. hrst
of Jacob van Swanenburgh, then of Pierre Lastman
in Amsterdam. both of whom had spent some time
in Italv. Lastman under the influence of Adam
Elsheimer.

At this time Rembrandt took the opposite position
to that school of thoueht which considered the
classical tradition should be the leading strings of
every voung painter. Right at the outset he seems
to have found himself as the painter Cand etcher)
suprcm(‘]y observant of life around him — man in a
tangible world —later, his predicament and tragedy.

In spite of his apparent lack of interest in Italy.
however. Rembrandt owes his discovery of chiaro-
seuro, eventually to become his characteristic, to
Italian influences. Caravaggio had impressed Dutch
painters in Italy with his innovations in the render-
ing of light, and the work of Rembrandt's Levden
period shows how he was then influenced by these
new discoverics.

Etchings exist dated bv Rembrandt from 1628
onwards, although today it is generally admitted
that he had commenced to etch before then. At the
beginning his knowledge of the medium appears to
be at odds with the manner in which he was
cbviously striving to express himself — the weight
and swing of brush or chalk he used in helds he
liad already begun to make his own. In his search
toward complete freedom of expression in etching
he still felt the constraint of an as vet impertectly

assimilated technique. In the earliest works we find
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the continuous outline, a feature of his contempor-
arv and associate, the prodigy Jan Lievens, whose
mannered Howing contours were closer to the con-
ventional taste of the times. Thus, during the earlier
part of the sixteen thirties, Rembrandt tended o
restrict himself to pure etched line — either making
sparse, open, slightly tentative sketches, or building
a series of rather flat tones by means of careful cross-
hatching.

By the sixteen forties, however, the use of dry-
point becomes a signiticant factor in his stvle. More-
over, wider realisation of the tonal orchestration is
part, during this decade, of the passage to the vigour
and breadth evident in the masterly works of the
sixteen ffties. These with their open loops of
shading and unconventional forms seem to spring
unconceptualised from the very depth of Rem-
brandt’s experience, bearing as thev do the uncon-
scious stamp of true knowledge united with feeling.

Rembrandt died in 1669, a sick and lonely man,
obscure in the midst of his legend. That need not
concern us. In these, his etching s we have pre-
served the impress of his verv being — that reality
outside time which is revealed when all irrelevan-
cies have fallen away.




THE CATALOGUE

Measurements in this catalogue are given in millimetres,
height before width.

The following abbreviations have been used:

B The Catalogue of Rembrandt's Etchings compiled by
Adam Bartsch, Vienna, 1797, later revised by Dumitri
RBovinski in his Bembrandt Catalogue, St Petersburg, 1890
H A Catalogue of Rembrandt's Etchings, chronologically
arranged, by A. M. Hind (2 vols, London, 1923)

Also referred to is Ludwig Munz's * The Etchings of
Rembrandt,” 2 vols, Phaidon, 1952

1 wonian wita A courp (about 1628-29)
102:45 B 168; H 80

Collection: Prince von Liechtenstein

2 Tue BaTTLE (about 1629-30)

103:83 B 117 111: H 100 I11

Plate reduced from original state (108:83); the
shaded upper part of the sky polished out

The manner in which the sky is shaded in state 1
(giving in some ways the impression of ravs break-
ing through the darkness) in conjunction with the
figure of a man falling from his horse, leads Munz
to suppose the subject to be the conversion of Saul
Duplicate in British Museum ex A. G. Thiermann
collection

3 stroLLING ausicians Cabout 1629-31)
139:116 B1191: H 1421

Probably the only original state

4 BEGGAR LEANING ON HIS sTick (1630)

92:67 B172V;H16V

Plate reduced from the original state (92:77) parti-
cularly on the left

Collection: Prince von Liechtenstein

5 BusT OF BALD-HEADED niaN (1630)

69:58 B 292: H 23 111

(Rembrandt’s father?)

Bust added to the original plate which was the head
alone; in this state plate reduced from original size

(118:97)




6 NAN IN BROAD-BRIMMED HAT WITH RUFFED
corLar (16307)

78:64 B 311; H 158

Collection: |. Barnard, 1794

T BEARDED AAN WITH HIGH FUR cap (1630)
102:85 B3211I; H 2211
Plate slightly reduced from original (105:87)

Collection: Prince von Liechtenstein

8 REMBRANDT'S MOTHER AT A TABLE (about 1630-31)
146:129 B 343 11; H 52 11

In this state the too light part under the seat dark-
ened by diagenal shading. Triple cross-hatching in
the shadows in the backeround; accidental black
spot on the tip of the nose

9 piana BaTHING (about 1631)

177:158 B 201 only; H 42 only

The preparatory study for this plate, in chalk, in
reverse, is in the British Museum

10 BEARDED MAN IN A FUR CAP AND ROBE ( 1631)
146:123 B 263 IV, H 53 1V

Plate reduced on right from original state (146:
130)

Munz states that the model for this is not the so-
called *Rembrandt’s Father’ but the man who ap-
pears in reverse in a portrait in Vienna, wrongfully
called * Rembrandt's Father’

Collection: Prince von Liechtenstein

11 REMBRANDT'S MOTHER (1631)
94:66 B 349 II; H 50 11

Of all the etchings by Rembrandt reworked by
Vliet, this shows the greatest amount of Rembrandt’s
work

12 REMBRANDT WITH FLAT CAP AND SCARF (1633)
132:103 B 17 1II; H 108 11

Plate reduced from original (146:118) and signa-
ture added; the facial expression altered (the
moustache now droops)

Collection: H. Weber, 1856
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13 THE DESCENT FROM THE cross (1633)

530:410 BS811V;: H 103 I11
Collection: Pierre Remy, 1749

14 REMBRANDT WITH A SABRE (1633)

124:102 B I8 1L H 109 11

Plate reduced trom the original (124:108) so that
en the left the “R° of the signature is only partly
visible

15 ANGEL APPEARING TO THE sHEpHERDS (1634)
262:219 B 44 I11; 1 120 111

Final completion of the first unfinished state

The composition of this etching had a considerable
influence on Dutch artists, Rembrandt himselt was
inspired in it by more than one prototvpe. Artists
such as Stradanus (the figure composition), Fran-
cesco Bassano, Moses van Uvtenbrouck (landscape
and details of foreground) may all be said to have
influenced him to a greater or less degree. The
ligure of the shepherd in the foreground may ulti-
mltd\ be derived From a higure in R‘.Ph‘lt s Helio-
dorus fresco

16 CHRIST AND THE WOMAN AT THE WELL (1657)
121:106 B 70 1V; H 294 111

17 caesar’'s pENCE (1634)

73:103 B681L:H 1241

This ctching is based in reverse on Rembrandt's
own picture of 1629. Duplicate in the British
Museum

18 THE suprer AT Enxinviaus (1634)
(the smaller plate)

102:72 B 88 only; H 121 only
Collection: G. Bjorklund

19 wonian rEapING (1634 )
123:98 B 345 111, H 113 111

Plate reduced trom the original (123:100)

20 CHRIST CLEANSING THE TEMPLE (1635)
135:167 B 69 11; H 126 1T

A prototype of this subject seems to have been one
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