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this is the last of  a series of  books titled A Corpus of  
Rembrandt Paintings published in the context of  the 
rembrandt research project (rrp). in five earlier 
volumes, which appeared in 1982, 1986, 1989, 2005 
and 2010, large sections of  rembrandt’s painted oeuvre 
were catalogued. the present volume gives a com-
plete and where necessary revised overview of  rem-
brandt’s entire painted oeuvre. the rembrandt 
research project (rrp) was an endeavour first set up 
by a group of  dutch art historians in 1968 with the 
aim of  systematically investigating the nature and ex-
tent of  rembrandt’s known paintings. As the last 
member of  that group still active, i am now bringing 
the project to its close with a volume, which contains 
all the paintings of  which, i am convinced, rem-
brandt was the author or co-author. 

the plates of  course constitute the most important 
part of  the book. thanks to modern printing tech-
niques, they show the treasure-house of  the images 
that determined the greater part of  rembrandt’s life 
as an artist. in that section (pp. 70-477) each painting 
of  rembrandt’s oeuvre is reproduced in the best avail-
able quality. each image is accompanied by an elucid-
atory note (see the notes to the plates pp. 480-687). 
these notes vary markedly in their level of  detail and 
extent of  argumentation, mainly depending on the 
complexity of  the problems of  attribution in certain 
cases. the following categories of  paintings required 
special attention in this regard:

1.  Paintings not previously dealt with in the 
 earlier Volumes of the Corpus 

As owners and users of  A Corpus will know, the first 
three consecutive volumes were organized in a 
strictly chronological order (from 1624-1642). For 
various methodological reasons, this chronological 
approach was exchanged for a thematic approach 
after vol. iii. in vol. iv, which appeared in 2005, all 
rembrandt’s self-portraits and studies in the mirror 
were dealt with by placing them in a wider context 
(including drawings and etchings with rembrandt’s 
effigy). the same approach was used in vol. v for 
the so-called small-scale history paintings. 
 this change in the order of  working and related 
methodology was necessary to gain a deeper insight 
into essential aspects of  rembrandt as an artist, 
which in turn enabled us to get to grips with the 
works from the puzzling decade of  the 1640s and 
from rembrandt’s complex late period up to 1669. 
the approximately 100 possibly autograph paint-

ings that were not considered in volumes i-v were 
almost all painted after 1642. these comprise por-
traits, group portraits and ‘tronies’; large-scale history 
pieces; life-size biblical, mythological and allegorical 
figures; and landscapes. the most problematic 
paintings from the period after 1642 were inves t-
igated afresh in the course of  my extensive travels 
between 2005 and 2012. on the basis of  new in-
sights, i became convinced that gerson and tüm-
pel, in their surveys of  rembrandt paintings, and 
various museum curators, in the catalogues of  their 
collections, had unjustifiably disattributed from 
rembrandt 26 paintings from the period after 1642. 
these can be found in the section 191 – 324  of  this 
book. the relevant notes to the plates are marked 
with an *.1 

2.  Reassessments of works that had been 
 disattributed by the RRP in Vols. I-III 

A second reason for presenting a revised image of  
rembrandt’s complete painted oeuvre in the present 
volume is that among the paintings strongly doubted 
or disattributed from rembrandt in volumes i-iii of  
A Corpus of  Rembrandt Paintings there are 44 works 
which, as a result of  the insights i have arrived at in 
the meantime, and thanks to new information that 
has become available, need to be re-introduced into 
rembrandt’s oeuvre. the reattributed paintings of  
this category can be found in the section 1 – 190  in 
this book and are also marked with an *.2 A number 
of  these reattributions have already been announced 
in the Corrigenda sections of  the volumes iv and v, in 
chapter ii of  Corpus v and elsewhere. However, in 
view of  the relative inaccessibility of  the Corpus vol-
umes up till now, they are again included with the 
re-attributed paintings in this book.    

3. Re- or newly discovered paintings

Another important reason for rounding off  the Cor-
pus in this volume with a survey of  rembrandt’s 

Foreword

1 List of reattributed paintings from after 1642 that were rejected by vari-
ous authors: 189, 191a, 193, 195, 203, 206, 212, 216, 221, 230, 235a, 
238, 251, 259, 263, 266, 271, 275, 276, 277, 280, 285, 288, 293, 309, 
310.

2 List of reattributed paintings from before 1643. These paintings were 
either rejected or strongly doubted by the majority of members of the 
Rembrandt Research Project (the C and B numbers in Corpus I-III) and 
by other authors who in certain cases followed their opinions or v.v.: 1, 
2, 3, 13, 17, 19, 32, 33, 35, 36, 42, 44, 45, 46, 61, 63a/b, 79, 81, 82, 85, 
86, 87a/b, 109, 115, 118b, 126, 130A, 134, 141, 142, 146, 151, 152, 
154, 156, 157, 170, 171, 172, 173, 180, 188.
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3 List of paintings discovered or that have re-surfaced since 1976: 9, 18, 
21, 22, 30, 69, 122, 182. 
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that paintings age in a variety of  different ways (see, 
for instance, the notes to 206  and plates 275a/b . 

The Plates and Notes to the Plates 

the paintings are presented in the plates section in 
chronological order (pp. 70-477). For various – usually 
obvious – reasons it was decided sometimes to group 
them in small clusters (even when separated by a year 
or even two), in order to demonstrate more clearly the 
connection between certain works or certain trends 
and changes in the way rembrandt seems to have 
been thinking and acting.

in the main, the notes on re-attributed paintings 
are for obvious reasons quite extensive: after all, the 
purpose of  these notes is to justify the re-attribution. 
But i also wanted and indeed had to comment on the 
other paintings. the reader will find that these notes 
vary quite radically in their structure, length and con-
tent. their terse and often somewhat essayistic tone is 
due to the fact that as a rule no defence is offered for 
the inclusion of  the painting concerned in rem-
brandt’s oeuvre, such as was provided in volumes i-iii 
for each so-called A-number. With works that are docu-
mented as autograph it was of  course unnecessary, 
but along with those works there are many others 
which, although not explicitly documented as such, 
are so clearly authentic that their attribution may be 
accepted as self-evident. in the case of  a great many 
paintings, therefore, i saw no reason to provide ex-
plicit arguments for their attribution, all the more so 
since that has already been done convincingly in many 
cases in the five volumes of  A Corpus. 

nevertheless, in all cases i have included information 
in the notes. Anyone who takes the trouble to read the 
notes to the plates will find that they provide a kaleido-
scopic image with a range of  very different kinds of  
data, views, hypotheses and questions relating to rem-
brandt’s theory of  art, painting technique and work-
shop practice. sometimes it may be biographical mat-
ters, or questions relating to his family and friends; but 
iconographic, pictorial and aesthetic points of  view are 
also raised. my occasional expressions of  surprise or 
amazement will perhaps invite the reader to look at a 
painting with different eyes, in which case the analyses 
of  pictorial characteristics of  the works concerned that 
are frequently offered may be of  assistance. 

in short, there has been no effort to provide a 
 sequence of  324 standard catalogue texts, except in the 
case of  portraits, where as a rule brief  attention is given 
to the identity and biography of  the sitter, often on the 
basis of  data taken from Corpus volumes i-iii. 

A more detailed account of  the order of  presenting 
the plates and associated notes can be found on pp. 
63-65.

entire painted oeuvre is that, since the discovery of  
the Baptism of  the eunuch in 1973 9 , eight paintings 
that are now widely accepted as authentic have 
been discovered, or have re-surfaced, having been 
lost sight of  for decades. these paintings need to be 
incorporated in the chronology of  rembrandt’s 
oeuvre as well. they are marked with an  in the 
notes to the plates.3 

it may come as a surprise to the reader – if  it does not 
sound altogether shocking – that 70 paintings which 
had been removed from rembrandt’s oeuvre or were 
strongly doubted should now be reinstated. not that 
the negative judgments of  the original rembrandt re-
search project – or for that matter those of  other rem-
brandt scholars of  the previous generation such as ger-
son and tümpel – have all been universally accepted 
without reservations. However, the conspicuous dispar-
ity between the number of  paintings accepted as rem-
brandts in this book and the markedly smaller number 
accepted by specialists of  that generation – and also by 
more recent scholars influenced by them – does call for 
some explanation.  

it will be evident from chapter i in this book, which 
is devoted to the history of  attribution and rejection 
of  paintings in the style of  rembrandt (pp. 1-53),  and 
in the considerable number of  notes to the plates 
marked with an asterisk, that the older generation of  
rembrandt researchers – including the founding 
members of  the rembrandt research project – 
worked according to traditional connoisseurship, i.e. 
their judgments were largely based on intuitively ap-
plied criteria concerning style, brushwork and quality. 
they did, however, apply such criteria within more 
stringent – in fact overly strict – norms.  in retrospect, 
it is surprising to note how shallow the underpinning 
of  these frequently negative opinions was. in the pre-
sent book, the arguments put forward by the various 
scholars for these disattributions are evaluated in a rig-
orous, often unsparing manner, and confronted with 
alternative facts and new insights. 

i gradually came to realize that a subtler approach 
with a greater range of  arguments of  different kinds 
was called for. Arguments based on technical evidence 
as well as those of  a more art-historical or art-theoret-
ical nature, could lead to a greater degree of  certainty 
than previously thought. Although not all of  these ar-
guments were decisive when taken alone, when consid-
ered together they frequently converge towards a more 
definitive conclusion (see on p. 65: the ‘Bayesian ap-
proach’). this approach also embraces insights into 
rembrandt’s painting technique, the operation of  his 
workshop and teaching practice, as well as the study 
of  the possible functions of  his paintings. moreover, it 
was found rewarding to pay more attention to the fact 



x

 ForeWord

brandts in their collections have devoted extensive 
catalogue entries to the paintings concerned. the 
form adopted for this book is rather intended to con-
vey to the reader the essence of  my approach and the 
insights to which this has led during the latter phase of  
the rembrandt research project.

i myself, of  course, do not consider this book to be 
‘the definitive’ catalogue of  rembrandt paintings. 
the diaspora that rembrandt’s oeuvre has under-
gone, and in the case of  many paintings their relative 
inaccessibility for systematic investigation, plus the 
fact that the mystery of  rembrandt’s creative mind 
will never be fully fathomed, mean that this work will 
never end, even though i believe that demonstrable 
advances over the past 20 years have been achieved. 

to this it should be added that those who try to de-
marcate the limits of  rembrandt’s autograph oeuvre 
should not be seen as douaniers – a kind of  ‘rembrandt 
police’ whose judgment is decisive in any way. unfor-
tunately, the money and prestige of  owners play a role 
in the rembrandt world; whereas actually everyone 
should be free to set his or her own label under a par-
ticular painting on the basis of  their own admiration, 
love or knowledge of  the painting concerned – or in-
deed to reject such a label. the only really significant 
reason for compiling critical oeuvre catalogues is that 
art-lovers and art-historians simply cannot do without 
surveys of  the oeuvres of  artists they admire or study 
that are as thoroughly grounded as possible. 
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volved in the creation of  this book:

Pendants

leafing through the plates in this book the reader will 
notice that, in the case of  those portraits painted by 
rembrandt for which a pendant has survived, the rel-
evant pairs  are reproduced next to the  other under a 
single number (a and b). this arrangement is main-
tained, even if  one of  the two paintings is painted, 
 either wholly or in part, by a hand other than rem-
brandt’s. this solution was chosen in accordance with 
17th century workshop practice. in the accompanying 
captions and notes to the plates the extent of  rem-
brandt’s autograph contribution in the relevant pair is 
briefly indicated. in making these assessments con-
noisseurship inevitably played a role.  

The chapters 

it is clear from the above discussion that the present 
revision of  rembrandt’s painted oeuvre is not the 
first. do my efforts come any nearer to the truth? or 
can one speak of  a wave movement, whereby reduc-
tion and expansion of  the oeuvre succeed one another 
like some natural process?

this history is outlined in chapter i under the title 
What is a Rembrandt? A personal account. the narrative 
begins around 1870, the period in which art historians 
began to engage systematically with the problem of  
the nature and extent of  rembrandt’s painted oeuvre. 
i shall draw frequently from catherine scallen’s book 
Rembrandt, Reputation, and the Practice of  Connoisseurship 
(2004) devoted to the first sixty years of  this history. 
Attention will then shift to the following episode, when 
Horst gerson became increasingly influential. the 
narrative spotlight will then turn to the ‘pre-history’ 
and history of  the rembrandt research project, 
which for many still remains opaque. i have given this 
part of  the narrative a relatively personal touch be-
cause only in this way could it be made  clear why the 
canon of  rembrandt’s painted oeuvre presented here 
differs so markedly from those of  my predecessors and 
older colleagues. 

the second (small) chapter of  this book ‘What is a 
non-rembrandt?’ is devoted to an attempt to discern 
some structure in the large body of  paintings from 
rembrandt studio and beyond. 

the scholarly apparatus

As indicated above, this book should not be consid-
ered as a conventional catalogue raisonné with a com-
plete art-historical apparatus. the rationale behind 
this free approach is that volumes i-v of  A Corpus of  
Rembrandt Paintings will be readily accessible online 
with comprehensive references and indices by the 
time that this volume appears (in springerlink and 
the rembrandt database http://www.rembrandt-
database.org). moreover, many museums with rem-
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ing to serve as sounding board and/or advisor for the 
somewhat risky first chapter of  the present book. 
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