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CHAPTER T

REMERANDT A GENIUS IN PATINTIWG
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-29. MAN WITH A BEARD. 287% x 25% inches. Dated 1663.
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CHAPTER T

REMBRANDT,
A GENIDS IN PAINTING

A, Introduction

|
4
@O
é—n‘l

is 2 mneed today to come to an understanding of the
contribution of painting to our living, our grasp of truth., To
do this one must study those who have produced truly great art.
Thét can be the only basis upon which an evaluation can be made
of art's importance. What are the marks of a geniug and how can
we determine when we have been in the presence of a great master?
Gentile hag stated that geniuns is something quite different from

intelligence or cleverness, for neither of these words
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a special function of the spirit but only a high

degree of @f“lﬂm@ngy in the wnity of its functions.
Genins belongs to thoss who deserve the most lastiy
and most honourable name of poet. For they, as the
Greek word signifies. are the creators who enrd
human world with new forms, which zo intertwine
identify themselves with the old that they re

agpect and valne of the whole, 8uch mey be ca
the ereators of the spiritual world in which w
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is saying that the work of the Genins is his transforma-

» work-a-day world of nature about him inlto something

The result of genius or the highest ard

1. Gentile, The Philosonhy of Art, p. 268.




cammot but confer some of its bring:
if only by lifting man owt of his moed Gf narrow
homan xiganci g2 and anxvaties to the serene miav%
QF anl hwwmm@ntg It h 0 sp@w £

High or great art is not meant to be primarily didactic or morsl
istic in its effect, saying to men what he must or must not do or
be, but great art unconsciously vitalizes, energizes, or elevates
an to a hﬁgh&y plane of living or appreciation of the basgic
realities of life.
Thig accomplishment of the painter is to he tested by the

response to hisz painting. Bub it can be competently stated that
there is no pavﬁlcnl&? style, ; prosch, concept, manner of reali-

zation that can authoritatively be said to achieve the highest

2

ek

thetic result in painting plctures. But essential reguire-

ments must exist in the artist himself. An svalustion must bhe mede

of the genins of Rembrandi, as of any other artist who hepes to

realize the greateat sesthetic result, by applying the reguire-
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ments of essential spirituslity, integrity, and sensitivity.

anﬁe the genins who can slevate
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B. Essgential Sensitivity

1. Rembrandt's special sensitivity to painting

It becomes evident to the growing individual that he has
special sensitivity to communication which corregponds to his
peculiar abilities. We do not expeet or require Handel to express
himgelf in poetry when he excelled in expression through music, nor
do we think it uncommon for Shelley to use only the medimm of poetry
for getting forth his truth by slighting the use of mugic., Every

creative person is relatively insensitive to communication that

doss not harmonise with his mediuvm of expression. Just so it 1s

e
0
guit
ot
@

essential to intuitive geniuvs that there be the absolute reqgui
of sensitivity and spontaneous ereativity in accord with his high-
et abilities,
It was obvious from his earliest years that Rembrandt Van Rijn
was not to follow in the steps of his father, the owner of a nmill.

But all in this Dutch fanily sxpected the youngest of four brothers

to be distinguished in a profession. Arnold Houbroken (1680 -
1719), states in his 1ife of Rembrandt, that .

his parents were anxious that he should learn Latin
and become a2 learned man, so they sent him to sechool
at Levden. But his peeculiar iﬁﬁllﬁawgﬁﬂ towards draw-
ing caused them to alter thelr declsion; and as a re-



enlt they sent him, in order to acquire the elements
of art, to Jakob Izakzen Van Zwanenberg.

Houbraken, living but a2 short time after Rembrandtts death, gives
2 rellable account of Rembrandt bagsed on anscdotsl tradition. But
other commentaries dn his 1life indicate that young Rembrandt, four-

teen yvelrs old, did not congwlt the books sgsigned to himp his

teacher reporied back to the miller that their son used his time in
drawing, as father Harmen Gerritszoon had well observed, often hav-

ing sesn Rembrandt finger-painting in the dust of the mill floor.

In gchool, books had bored the youmg aritlst, amd throurhout his 1life
did not attract him with the exception of those of a technieal
nature that wouvld benefit hisg art.

Rembrandt was apprenticed to Jacob Van Swanenborg for some
three years and gquickly showed that he was a greater artist than
his teacher, He then studied six months wnder the leading Dutch
artist Peter Lastman in Amaterdam, but becauge of differences of
prninm? he returned to the mill to study by himself., Here the
young artist strove to. perfect his theory of fthe primary effect of
light and dark upon painting. He had obgerved the 1hte”§!af of
ghadow and strong sunlight in the interior of the mill; he sxperi-
mented by painting objects with varying degrees of light to catch
its subtle effects: he paln nted hig own face in every conceivable

¥ 2 & & @ @

1. Borenivs, T., Rembrandt: Selected Paintines, p. 23,
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mood to perfect his teaﬁniqu@* Many neighbors came and gpat for
portraits but this ceaged when the portraits were anything but
flattering. Nevertheless the experience was a conditioning force
in the perfection of his extremely individualistic artistry,

For the development of this thesis Rembrandt must be evalu-

L

ated ag a2 technician. To produce a genlus thers must be mors than
just spontanelty of the crestive urge. This urge must be expressed

»

through a technigue which is many times realized through long and
arducus praciice till it ig perfected and becomes natural.

Gentile makes a distinction between technigue and art, making
the former belong to the realm of thought

but of thought which returns to feeling and depends

onn fealing and so is guided and animated by feeling,

Thug it has been truly si:.d (by Benedetio Croce) that

techpigque is a pre-c Jndazzan of art, in the sense that

the art*sh must be possessed of it and magter it With

Qf hlﬁ fea img amd kﬂdﬁﬂd assist ed 28 &t were by a

road already cleared and levelled, already mapped out

for 211 who wish to follow it to the gosl.l
8o technmiowe becomes as a pen and the ability to write which helps
the artist objectify his feelings or thoughts. Technique in great
art should mnot be tha goal, but is in reality a pre-condition of

crest art., Andrea Del Sarto has been called the "Faultless Painter?

because of his flawless technigue but his peinting lacks the inspiration

1. Qentile, op. cit.; p. 240



and warmth of Raphael who was not as great a technician as Del
Sarto. Yet Hembrandt's artistic eveculion was, J. C. Van Dyke
states, in considering the entire history Qf.art he would nominate
Rembrandt as one of the three greatest in mastering taahni@u@glf

Rembrandt's fame spread and when he get up a studio in an

L

abandoned warshouse in Amsterdam, 2 group of young men were anxious
to become hls pupils. However, try as they might, the mastery of
chiarogeure eluded them. The Dutch have produeed but one great
master. An extant letter which Glovannl Francesco Barbierl wrole
to Don Antonie Ruffo replying to a request that he copy a painting
of Rembrandt's on commission is an interesting commentary on
Rembrandt, He commends Rembrandt's execution in painting and states
that "indeed I sincerely hold him to be a great virtuwoso." The
fame of Rembrandt had spread to Italy énd was copled., Guercino had
nothing but praise and admiration for Rembrandi's work, 2

In 1900 the magazine "Masters in Art" dedicated its June
number to Rembrandt. The editor of this megazine gathered together
the best amalysis in condensed form of the artist. Eugene Fromentin
is regarded as having given the "most illuminating, the most pene-

rating, ecriticism upon Rembrandt" that had at that time appeared,® 3

b

1. Van Dyke, J. C., Mesning of Pietures, p. 129.
2. cf, Berenivs, T., op. cit. p. 15,
3. Masters in Ari, p. 23.
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For Fromentin the use of chiaroscuro by Rembrandt is of great im-
portance in expressing himself. It is worthwhile to quote an ex-
tended passage on this technigue Rembrandt strove to perfect.

Suppose then, that in despair of classifying him as
merely a master of chiarcseuro, in despair of stretch-
ing the word to make it contain the whole truth about
h¥m, in despair of finding a2 ready-made term in the
vocabulary, we should invent one, and call him a
Ylumaniarist! colnlng thiz barbarous word to signify

& man who could conceive light outsids of recognized
laws, who would attach to it an exitraordinary meaning,
who would make great sacrifices to it. If guch s itfs
signification, Rembrandt is at once defined and judged,
for it expresses an ides, a rare eulogium, and a crit-
icism. The whole carser of Rembrandt the dreamer turns
round this troublesome objective point-to paint only by
the help of light, to draw ornly with light. He has
proved that light exists in itself, independent of ex-
terior form and of ceoloring, and that it can, by the
force and variety of its umsage, the power of its effects,
the number, the depth and the subtlety of the ideas
which it may be made to express, become the principle of
s new art. Life he percelives in a dream, as an accent
of another world, which renders real 1ife almost cold
and mekes 1t seem pale, and his ideal, as in a dream,
pursuved with closed syes, is light, - the nimbus arownd
objects, phosphorescence on a black ground. It is fu-
gitive, vnecertain, formed of imperceptible lineaments,
all ready to disappear before they sre fixed, ephemeral,
and dazzling. To arrest the vision, place 1t upon canvas,
give it form and relief, preserve its fragile texture,
give it brilliancy, and let the result be strong, mascu-
line, and subgtantial painting, as real as any other,
which would resist econtact with Rubens, Titian, Veronese;
Giorgione, Van Dyke ~ this is what Rembrandt the 'Ilumina-
rizt! attempted. Did he accomplish it? The judgment of
the world is there to say. When this dreamer of light
uzged it appropristely, when he used it to express what
no other painter in the world has expressed, when, in a
word, he accosts with his dark lantermn the world of the
marvelous, of conscience, the ideal, then he has no peer,
becanse he has no egusl in the art of sghowing the inmvisible.

1. Masters In Art, p. 25.

1
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About 1650, or the latier part of his 1ife, Rembrandt's
accomplished form of expression was pefected,
Aesthetically

£
crescendo, B0 t
brandts are the

incressingly he A

of repozeful and mo 1 mejesty L but 1itile

ﬁﬁ avor on hig p&% &t this stage %o @&b‘@@f the 'great-
stion' that had been his ideal

That perfected technigue made Renbrandt one of the artiste whom
sucoceeding painters have most freguently studled,

2. Rembrandt's sy
e

pecial sensitivity to intuitions that grasp
wltimate truth

-

As previowsly stated, sensitiviiy, or the urge to create isg

the bagic requisite of an artist. Technicue

he fundamentally is, so techmique as language or action becomes =
part of the artist, bope of his bone, to express essentially whail

and un-

m
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that men ig. It becomes srn unconscion

inhibited in the total expression of himself.

in pure feeling. At this point it is important to observe that the

1., Ibid., p. 19.



highest grasp of truth ig not dome purely in the realm of the in-
tellect. There have been many apostles of the thought that one

comes to uwltimate reslity, to the essence of the resl, by use of

4

i....h

intuwition. Reason in search for fundsmentsl truth comes to its

limitation, from which point the mind leaps on and intuitively
L4

gragsps vitimate reality snd trests it as an established fact. To
do this is to truly live!

This philosophy of intuition is not without support among
many able philosophers. Plato first concelved of objects existing
before the subject realises them. For him knowledge was inmate,

But

n

ince Plato this ideﬁ bag been questioned and the theory put

forth that men by free will snd reflection of an sctive nind comes
to a sudden gresp of that which isg bevord resson. When this spon-

taneous inspiration comes, it "mesters the artietls soul ard seems

to drive bim bepide himgelf in = kind of fine frenzy." 1 and this

gengitivity that leads to crestivity must be continually rejuvenated

¥, H. h%aﬂ1@v} in Appearance and Reality, gives special
p@i t o this truth in the proviﬁﬁa of philosophy. (ALl
of u E presume, more or lesd, are led beyond the region

of ardwnﬁu facta', writes Bradley &§rapad of persons
who pursue the sgtudy of ul timate truth. 'Some 1n one way
and some in- others, we seem to touch and have communion

2

with what is bey@wd the vigd b}@ world ?bi h both supports
and himbles, both chastens and transports ug. And with
certain perzong, the intelleectusl sffort to undergtand

« & @ & @ 8

1. Gentile, op. eit., p. 130,
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the universe ig a principal way of thus experiencing
the Deity.' 1

This same sensitiveness to the realm beyond the reason hag

frde

the guality of seeing the present moment. in the light of its
greater whole or context. That is, philosophy is continuelly re-
nindingeus that all th&nga are changing in the world of objscts
that are visible. And this great insight of the artist sees this
divisible moment of time in the light of its ngt or its whole.
Henri Bergson bhas dope muth in the phileosophy of intultion and has
nged painting to illustrﬂte it. In art the creative genlus sees
that moment that he has frozen for us in the light of its past and
future and in so doling creates what is called a "plastic guality.®
The artist ig sensitive to thils greater context and in response to
painting the observer can recapitulate the universal which the
particuler has capbured. In obher words the present moment in time
is meapingful only as seen Iln the light of elernity. This is very
important to grasp if society is to gel the highest amovmt in
aegthetic response to & painting. To illustrate this think of =
very simple zct - a smile - and it could be painted as sunech and 211
that could be seen is a smile in its completed form, But 'a greast

artist would so paint a completed smile in a "plastic" quallty that

perceive the whole smile with its seperate stages
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Such an exemple is seen very clearly in Leonardo's "Mona Lisa." He

« 0w ® & & B

1. Quoted by Guggenheimer, op. cit., p. 55.
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SUPPER AT EMMAUS.
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has captured the whole aet in one partiewlar view. Even so, grest

art in its particularity shows 2 gensitiveness to the whole or the

eternal.
Rembrerﬁt t forth excellently this tremendouns insight into
truth. Though he painted very obvioug national scenery with its

Du%gb cugtoms and habits, vet there is that present which brings

it into the realm of universality. BEvery age, if it is truly to
live, must realize its relaticonship to eternity. Hence to all
peoples, Rembrendt seems modern and is appreciated and will be re—
sponded to as long as men realize and cherish their tie @ithlthe
spirituval reslities. There is that about & "Rembrandt® tb&tiﬁs be~
yord owur comprehension as infinity itself is incomprehensible, but
which by intuvition is accepted as though uabmt ntisted by logic

Look at the face of the Christ in the "Supper at Emmauvs.® The face
ig that of a poor emaciated Jew, but in its deep pity and concern
for wretched benighted humenity, that face ig elevated into the form
of the esternal - the Divine Son of God. When we let the face pene-
trate into our consciousness we gagp even as the two travellers,
realizing we are in the presence éf a yearming that is more than
human - an infinite compassion for us. Thalt face has perhaps be-
come the great universal face of the Messiah. In this painting we
can eagily recapltulate the past experience of the walk uwp to the

grasping of the glorious truth on the part of the travellers that



He is alive, and which moves on inbo the fulure - inte eternity -

He lives!

G, Essential Inteprity

1. Primacy of individwmlity in expressing truth

E3
“Gireat art is produced by men who feel scutely and nobly,
and it 1s in some sort an expression of this personal feeling. " 1

B

Ruskin has stated a great truth in stressing the persomal or indi-
vidual expression of truth., The artist who is original is saved
from being uninteresting or umereative. He hag to give no thought
to being origimel or erestive, for that ke is, and in being per-
gonal he doeg not have to, under any sense of oblipgation, deferd
his particulsr expression.

Very enlightening is the testimony of Joachim Von Sandrart
(1675), a student of Rembraendt's whose short Biography of Rem-
brandt hag just been made avallable in English by Phaidon Press.
Sandrart stales that Rembrandt never visited Ttely where the
"Antiguve" and the "Theory of Art" may be studied:

In conseqguence, he remained ever falthful to the con-
veption adopied by him,and did not hesgitate to oppose
and contradict our rules of art - such as anstomy amd
the proportions of the human beody -~ perspective and the
usefulness of clagsical statues, Raphael's drawing and

judicious plctordial dispostion, and the scademies which
are so particularly necessary for our profegsion. In

2 & £ % & B

1. Quoted by J. C. Van Dyke, Principles of Art, P. 290,
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doing so, he alleged that one should be guided only

by nature and by no other rules; and according, as
c}rcnmktaxc@s demanded, he agp@uved in a picture light
ard shade and the outlines of objects, even if in contra-
dietion with the simple fact of the horizon, ag long =8
in his opinieon they were successful and opposite.

However, the research of Prof. T. Boreniue shows that Rembrandt

b
2
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fd
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o
ot
oo
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did*have works of great mesters before him, and, mainl
But Borenius states that Bembrandt, like Bubens, does not give us
coples but free translations; in comparing the translations with the
originals the individusl character of Rembrandt's art is brought out
very clearly.? Although it may be established that he studied other
paintings, his own expression of form and interpretation prevailed.

~Thig very fact of the individual exercieing the right ic in-

G‘Q

’“5

terpret his subject as he choge, ultimately brought Rembrandt to
bankruptey. He could have made a very lucrative business from DOT -

treit peinting in the most important city of Amsterdsm had he

£

foole

n

s

i

painted people who would pay large sums, the way they wanted to be
portrayed. But the artist had principles and would persist in
painting people as he saw them in their real _ charscter, His clients
did not appreciate this, especlally in the painting of Captain
Banring Cocq's company where Bembrandt composed a symbolic plcture,

.

rather than paint a group pleture of the city's most important eciti-

& o

zens, A consistency so necessary to great art governsd Rembrandt
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get by his own choosing. To bresk f

simplicity of art in which he deseribes himegelf in an art deasler's
shop bargaining for a soup ladle. He sghates that he went throwgh
g2 world of soup ladles - ladles with gilded hovls, wi tb,%mbﬁgsed
handleg, with chaged arabesques, but none were to his taste. Then
the salesman brought out 2 plain, vesdorned silver ladle which was
to his 1liking, but double the price of the others. The salsgman

gave the reagon: in highly ornamented ware the flaws of the mater-

isl are covered up. This brought forih the observation of Norrl

m

And
upon

he 2 8 conclusive comment
+
gon of al
2}
t

i

; 2 final basie of compari-

inge whether commercial or artistie;

ignity of the unadorned that may stand be-

Qr&ﬂ all wpeshamed, panoplied rather than
congeciousness of perfection. We of

we painters and poets and writer -

&

the bax
fore

‘h@ w

bau? with 811 the wits of wus, all
S; and with all that we have of in-

ance to attain simplicity.

grest simplicity of ewecution, the more im-

very simple themes, exhibliting a gingle

1. Teylor, W., Esgays of the Past and Present, p.




The whole matier of simplicity, complexity, and organic unity

in the finished work of art is of vtmost importance. OGreene comes

-

to our help in wnderstanding this by steting thet there must be an

5 o

.

intermediate

between the extremes of tiresome simplicity and be-

s wildering and confusing cmm§lexity ... 4 certain kind
of unity can, no doubt, be attained by mere technical
vroficiency and Ob“dlﬁﬁﬁﬁ to canons. Bub such unity
is sure to lack artistiec vitelity and te differ nguwali-

2

tatively from that type of artistie unity which the
sensitive artistseeks o eor a&ts and which the sensitive
eritic prizesg. Unity of this type is the product of
toriginal gemiung.! 1 :
S0 he gosg on to say that for a palnting to have vital wnity it
. . 2
must be a2 "fusion or synthesis of simplicity and complexity.¥ &

We can conclude our discugsion by saying thet simpliecity refers to

the total effect that is created by the organization of its paris,
no matter how "mumerous and diverse or few and homogeneong® 3 Put

that each part coniributes to the whole. And complexity is not the

’

multiplicity of parts "but rather artistic inexhaustible
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the great painting must be

effect and the 'complexity'! of ertisgtic subtlebty and richnesg." 5

1. Greeme, The Arts and the Art of Criticism, p. 402.

5. Tbid., p. 403.
3. Tbid., p. 403.
4. Toid., p. 403.
50 Ibid. Te f’ a_,;a
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of execution -
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In Bembrandt there is grea
relegating every part in reletion to its other parts to create an
organic whole. Look at the etehing "The Hundred Guilder Pilsce.

Each of the many ?ar%s, figures complete, vet in meny varistions not
put there for thelr own particular effect but well organized %o cre-

ate sn organic whole — one gimple truth of the innate suffering of

L”’S

hopanity pniting itself to Christ for its swrecesse or ite wholensss,

The variety here never becomes tiresome, the artistic vitality cre-

Jode

and sheer complexity produces

Q,\wa

ated by tendencies to sheer simplicit

the great aliveness and yet a marvelcus relaxidness. How wonderful
the balance in the "Supper at Emmaug". How simple in its total ef.
fert and yet so rich as to be inexhaustible., Thie pilcture will con-

tlﬁ&&#ly be reca lllng itself to the mind, speaking its mesgsage. For

every age the element of gorrow shell be calling for ite solution.

L5

"The ploture carmmet be compreherded fully but continually heunts one
and invites to a greater appreciation of it. The more we' look the

greater we apprehend the spirit it radiates from i1ts grest eimpli-

fia

4

ving by all means

eity and how this reveals the artist himesl:
for that one simple effect, painting not for others but for the
gsatisfaction of his own grasp, his simple intuition of a great truth

+that never dieg but is always awaiting to be more fully displayed.



3. Rembrandt did not aim to teach but express himself
Very obvious in Rembrandt is the

element. He was not teaching but all

freedom to develsp in harmony with hi

31 P
end he had a great sense of integrity =

can not and was not meant

to be g teacher for it : 7 antly end finally

is that which simply endesvors to fix those characters of nobleness
in the pupil's mind. + Low art is that which asttempts at morality

and teaching but great art by its spirit tends to 1ift men to a

greater gense of gecurity in grasping the real values of life,

4. Rembrandt chose the greatest truths in painbting

Ruskin in gtating his guslifications for genius and high art

Ko 5 3
places great importance on the fact that greainess depends on the

perfect possible harmony." 2 A11 ertists must choose the force with

which they will paint a ziven object excluding incidental truths,
L & » - L4 Ll

1. Euskin, J., Modern Painters, Vol. III, ». 43.

2* Ib.«é«&««ag F«c ;ﬁu
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sorts of Jews in 81l of the smobtions w

order that he wmight realistically cateh the emotional aspechts of the

the time of his marriage he painted the nuptial feast of Samson.

When his first baby died he painted Abraham's satrifice of Isase,

In the happy period of his 1ifs when Titus wae born and Saskia wag

The emotions which moved hig lmnermogt belng wers the
only things which he expressed uvpon the carnvas. He
e

does not seem to think that anyone is ligtening to

hi&, but only speaks with himself; he iz anzious, not

te be wrderstoed by others but only to express bis

moods and feelings. MNo painter, but a human being spesks
to ng. What he created and how he created it can only be
understood by regarding his works as a commentary upon

his 1life. -

2. Rembrandt completely identified himself with his subject
Thisg ider ion of persomal experience with spiritusl
scenes must ed, Basieally Rembrandtis

ation of himself with that which he paints - his object - is an

o]
)

attenpt to vnderstand the higher values of 1ife., The great artist

i

peints that he becomes part of
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1. Myther, R., History of Paintinz, Vol. IT, p.
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For the uniquely distinguishing feature of aesthetic
experience is exactly the fact that no such distine-
tion of self and object exists in it, since it is
aesthetic in & degree in which organism and environ-
ment cooperate to institute an experience in which
the two are so fully integrated that each disappears.

.
Rembrandt lived in his art; it was his life. After Saskia's death
he found solace in long walks in the country, and in projecting him-
gelf into nature. The result of those walks is & wonderful etching
of "The Three Trees" which manifests the shadow of the Infinite in
Nature. This communion was his surcease.

Emerson somewhere sayg that to paint & tree, one must
have been a tree. So with Rembrandt, his compositions
seem to grow out of complete oneness with his subjects,
and at their best this growth is concurrent with the
ar?istts complete r?alizgtion of the te?hnisal structure,
which incloses the idea in a perfect unity.

Rembrandt so became one witnihis subject that he perceived the real
nature - the character or soul - the gpiritual nature of that sub-
jéct and transmitted it to his canvas. One does not see voluptuous
physical beauty, as in a "Rubens", but perception of character.

This is the difference between sight, perceiving the exterior, and
ingight or that quality of seeing within, which the great artist
reproduces. This is the very soul of truth. This quality of spirit-
~uval insight produces life enhancement! Would that all could be as
sensitive to this world of reality as Rembrandt is trying to depict

1. Dewey, J., Art as Experience, p. 249.
2. Hind, Rembrandt, p.
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it for us. Again it must be repested that the greatest and highest
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resent moment of time and space in the light

-y

of eternity - thet person iz truly spiritusl. Intellect and logic

4

reallty that shall bring 1ife enhancement to man.

The work of art, like sverything spirituel, must be

of infinite and therefore of immortal worth. So its
infinity which is the infinity of feeling, cannot be
an illusion, like that of a mean who dreams he iz master
of the world and wakes to find himgelf in 5 garret or
with his feet in the stocks.

In identifying himself so completely with life in Amsterdam,
Rembrandt ecaught the great reslization thst zuffering and serrow
were basic to 1ife. That was the very fabric out of which 1ife was
made and which gave forece and action. No artist before or since
nterpreted so sympathetically this great theme: the same which

moved our Lord to such great compassion. Depression and despondency

settled down upon Rembrandt when he was only forty years of age at

S,Aa

which time Saskis died. Mogt cerdalinly his latter vears were in

harmony with that which he perceived %o be the case of the Jews in
the Ghetto, the beggars so numerous in the eily, and other poor souls
gtruggling for health and self-esteem in self-preservation. Aft@r
Titus and Hendrickje Stoffels had died, Rembrandt lived on for

thirteen months. These two had previously managed his affairs while

§>€;$

1. Gentile, op. cit., p. 208.

&
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Rembrandt moved in the realm of his art, One can only conjecture
what occurred iﬁrthasa months when he was entirely slone. From
his latter years, azs bhas been stated previously, came hisg great
paintings that show deep understanding of sorrow and sadness.

Ozcar Wilde has given us a very penetrating insight into

1life after he had suffered ridicule, hmmiliation and a year's im-
prigomment. In "De Profundis” he obhgerves:

Clergymen and people who use phrases without wisdom
sometimes talk of suffering as a mystery. It is
reslly a revelation. One discerns things one never
discerned before. One approaches the whole of his-
tory from a different standpoint. What one had felt
dimly through instinet, sbout art, is intellectually
snd emotionally realized with perfect clearnsss of
vision and abgolute intensity of apprehension. I

gee now that sorrow, peing the intensity of apprehen-
gion, I see now that sorrow, belng the supreme emotion
of which man is capable, is at once the type and test
of great art,

Then from this analysis of art he turns to spesk of Jesus whonm he

congidered the worl ritizt because his zesthetic

S
s
W
=]
=
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o
oD
m
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senges were most attuned to the sorrow of the world:

I see 2 far more intimate and immediate connection
hetween the true life of Christ and the true life of
the artlst; ... Nor is it merely that we can discern
in Christ that close nnion of personality wiith per-
ion which forms the real distinction beitween the
ieal and romantic movement in 1ife, bul the very
g nature was the same ag that of the nature
st ~ an intense and flamelike Imagination.

3

[
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He realized in the entire sphere of human relstions
that imaginative sympathy WthhAln the sphere of art
iz the sole secret of creaition. He wndersitooed the
leprosy of the leper, the darkness of the blind, the
fierce migery of those who live for pleasure, the
strange poverty of the rich, 1

®hat pathos, sorrow and suffering we see spread on the canvas

and in the etchings of Rembrandt. We can szee in the etching "Hundred

3

vilder Piece® that the srtist realiszed long ago thiz truth that

g

oy

Osear Wilde has stated. Christ the great Healer is the physieian for

e}

humanity. How wonderfully Rembrandit has set forth those

-
“”3

the 1lls of
that are in pain. Notice their eyes! And how those syes are turned

toward the Christ,

3, Rembrandlt Possessed Prophetic Imagination

One obgervation is evident when studying Rembrandi's peintings.
They represent both space and time, yebt in the treabment of histori-
cal events they transecend the spacial-temporal having been painted
in the medium of Dubteh custonms of the Seventeenth Century. Consider

the etching "Christ Healing the Sick™ or "The Supper at Emmaug"

denoting & past event ths erdam life,
Also the erucifixion scer op" tran-
gcend epace and time to become he mind of Rem-
hrandt, In the "Ascension® one im 8 scene

ig & future fact vel a present reality ftoward which man is reaching.
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In other words. Christ having an ingight inte the ful iment of

time -~ a complete victory over gin through the Crozs gave Himself

to the poor, the sorrowing, the sin destroyed soulg, thereby reject-

ing the forees of evil,

+

[l

fal-

Jonde
£ —J

Rembrarndt had an ingight into the mesaning of 1life and

i

fillment. 8o he aszocisted with the poor, the decreplt, never fail-
ing to give ug the unlovely or its suffering knowing that 211 sin ard
gorrow will be healed &t the feet of the Christ. To the prophet the

gloriong future becomes a dynamic for the present. The Plines of

foree” or imaginative intultions are directed toward Fimsl victory.
A1l great work, dn litersture or 1ife, is prophetic, arnd exists not
in the pegt from which it ariges bui in the fubwe o which it helps

®
£
®
®
e
&

1. Ibld., p. 21.
2. Enight, Op. GmﬁQ, Do Te



E. Conclusion
From the criteria that we have usged, Renbrandt emerpges ag one of
the grestegt of painters, snd in some asepects sxceeded by none. He was

an accomplished technician, Ypogsessed of a clear mind, a vigorous

of the romantic genlus to whom the admiration of the world has bheen

almost entirely given."™ Thig mastery of technigue, extremely indi-

)

vidualistic, was not an end in itgelf bub became the meaps of ex-
pregsing a great spiritusl insight into nature.

In prodigal messure Rembrandt possessed the insight of
the greal poets, thelr intense &W&“@H%ﬁQ and thelr power
to communicate thesge intultive perceptiong. His themse
wae the innate nobility of 2iling arnd guffering humanity,
people whom he understands perhaps betiter than they do
tonemselves, for he paints net thelr faces but the 'con-
centrated history of the soul which Shake = alone

gaw with an equally prodigious lucidity,.!

Rembrandt had no other purpose than to express himself in that which
he saw and felt., So well did he perceive the ultimate in ‘;rt@rpvew
tative sympathy® and "poetic imegination" that it has been stated

ig a communication with RBembrardit's charag-

D
fode

that to some people ther

ters and conceptions that iz a "kind of reiigi@m@*B

Formentin, E., Masters in Art, . 23.
Shoolman, Rﬁ and Slatkin, C., The Enjoyment QF Art in America.,
pe 435,
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cit., p. 20,
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CHAPTER II1

CONCEPTIONS OF ULTIMATE TRUTH

REFLECTED IN REMBRANDT PAINTING
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CHAPTER II

ONCEPTIONS OF ULTIMATE TRUTH
REFT ECTED IN REMBRANDT!S PAINTINGS

A, Introdumeiion
An artist palnts ﬁh&t which he feels and feels that which he
paints. This has been set forth in the first chapter. Therefore,
in obgerving an artist's paintivngs one sgees his spiritual intuitions
or his inpate beliefs expressed. Espeelally is this true of the
taste of his age.

To peint in conformity to the desires of others mede 2 Rubens rich.

Very important to a2 psychologist in determinin

through a study of his peintings 1s the unpopularity of Rewbrandt

hig later years. With the fullest development of the artisils tech-

nigue and xpresgion Rembrandt wasg forgotten and lived in obscurity.

And in the very last years the picture of Rembrandt painting or draw-
ing for his dally meals 1s touching. At this time he 1]

the reslm of art. His whole soul went into it. Only at his eagel

was Rembrandt a commandin
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these shadowy days the great themes that had impressed themsslves
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indelibly on his young mind while his mother read from the | ?h£? were

£311ed with emotional intersst ard vivid reslity in mystical ghades

1 worn Bible was among the few
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books left to be disposed of. The Master, the Savicur, lonely and
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misinterpreted by his age, yet with great compassion looks at ug from
the oil and scratches of the pen of a likewise lonely and unappreciated
artist. As with so many great men, out of extremity came deep spirit-
val insight. His last works were his best.

To understand the artist and his profound grasp of the ultimately
real, lest they appear irreconcilable to his moral life, the artistic
temperament must be studied. Understanding this there is a grester
appreciation of the faith reflected by the products of the aesthetic
nature. Following the discussion of the complexity of artistic nature
‘there ghall be set forth Hembrandt's belief in a Theos, the Incarnate

Son, who moves through life on earth to a great and glorious Resurrection.

B. Artistic Temperament

Those who study Rembrandt are confused by the disparity between
his guestionable moral living and the deeply spirituval or Christian
art that he produced. After the death of a beloved wife, Saskia,
Hendrickje Stoffels, Rembrandt's young housekeeper, took the place of a
wife and mother to young Titus., Hendrickje, a member of the Mennonite
Church was called before the church elders and publicly reproved for
living in concubinage with Rembrandt the painter and ordered to mend
her ways."l Rembrandt had as little regard for his personal appearance
as he had for the marriage laws. Rembrandt's easrly biogra-

= ® & s @ * @

1. Craven, Thomes, Men of Art, p. 270.
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a2

In no way must there be s confusion of thought as repards

fervor, vet they fell guickly inte despdndency and murnmurings

(Fx. 15:23-24) 2and in an individual poetic character, one of the most

ity and goodnesg the world hess ever had, David, whom

D

God ealled a perfect man and who "danced" before the Lord, there ig
inconsistency. In besutiful, inspired Pzalms David revealed his
deeply spiritusl nature suffused with emotion velt he likewlse gives
his grest ples for forgiveness because of sin and sensze of sgeparstion
from the high idesls that are his (Psa. 51). The humen is express-
ing itself in the muminous experience. This throws great light on
Rembrandt. The ghadows of hisg 1ife did not disfigure or distort his
prasp and feeling for the Infinite, but in all probability drove him
into greater oneness with the One who kmows the innermost spirit -

.

+the great Artist,
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rea, ving
baby caresses a
gimply acccwned

brace all thinge

t distinguieh between the objects that come into his
as being separate or apart from his own being. The

ght snd that objiect is

nd draw them into itz orbit of being.

brings the sense of separation. The greast artist is that person whe
gtill approaches hl“ world with the maivete of childishness and feels
the intense thrill of complete identifieation with a2 world that is @
part himself.~ And like the child rescts only . which
disrunts a sense of support or security, the artist seeks that which
gives the sense of sescurity.
Now to carry the anslogy further. As the child grows, the self

agtablishes 2 region that is the non-gelf. Az he ego
keeps eliminating objects from its own reality. riist

finde it hard to
attract

to which he ig =

ad to him beeause

geparate from his own reality those things that are

of his own specisal The world

enaitive and the real world

o]

ggo congtructs,

ard all outside that does not have the equwel meaning or relevance to
living. So, as the baby dees not think the things extraneous ho
ite world of pure delipgkt in objscts as being consistent or non-
*
consistent to thet world, so . the artist doeg not see the relevancy of
% k3 & & & £
1. ef, eit., p. 127.




THE RETURN OF THE PRODIGAL SON. About 166¢. Leningrad,
: Hermitage
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living with Herdrickje Stoffels would not
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eight in the year 1634,

¥ihe Artiet with His Wif
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:, Rembrandt Selected Paintings,
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about 1669 or the year of his death. Doss this not present the
thought that he was now coming home after a far journey, heving

iving? Perbheps he wasg conscious that his 1ifs
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and living had not matched

f@g?ﬁ there sghall be love and compassion awaiting him. The hands of

the Father are particularly well done as they draw the repenting son

that express this ares
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Dr. Otto has analyzed the

*‘*s

feeling which 119% behind

of the non-rational which is in essence a
the emotionsl experience expressed through the medivm of the written

word. To the writer it is reasconsble that to a grester extent then

the emotiorsl ex-
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medivmg of expression. Leonsrde Da Vinel, a master of literature,

svaluvates them thuss

The eye, which is celled fhe window of the soul, is
he chief means whersby the undersianding wmay mogt
fully and abundantly appreciaste the infinite works

1, Otto, op. ecit. p. 7.



he ear ig the second, inasmuch ag it
rtance from the faat that it hears
the eve has seen ... Although the
pﬁe+ bss ‘as wide & choi f subjects as the painter,
hig creations fail to 2 ch gatisfaction to
mankind as do painting, fsr whxle : &tdy attempts to
represent forms, actions, and qreqe ith words, tkﬁ
painter employs %h@ exact images of +h egse forms in
order +o rwywsdmee them. Consider, then, which is
more fundamental to men, the nsme of man or his image?
The name chan ges with change of couniry: the form isg
unchanged except by desth. There ig no doubt that the
painti

z’f“

which is by far the more useful and beauti-
ful, will give the greater pleasure. Inscribe in any
place the name of God and set opposite to it His image,-
you will sse which will be in greater rﬂverwnCQQl

a frozen emotion for all to respond to. And "painting can express &

greater variety of determinate aspects of man's immer life than can

sion.

In coming to the paintings of Rembrandt, ag all ard, we must let

w.

them speak for themselves attempting to impose no rules or laws by

oy

which to grasp their message but rather letting the artist's sensi-

in

tivity which he has reproduced on the canvas stimulate our genses as
Rembrandt himself was. One can gympathetically feel a "Rembrandt®

very easgily. Rembrandt did not mean to teach, but merely set down

1, Cuwrtis and Greenslet, The Prectical Cogitator, p. 449-450.
2. Creen, T., op. cit., p. 95.




hig reaction and feelings to his world and into which the critic can

Hig numinous experience must be evoked and awslened in us.

2. Cresture Feeling

YArt 1s z momentary liberation® is the statement of
Scheyenhauer.l We are told that Leonarde in working on "The Last
Supper" would on some days paint but a stroke and leave the scaffeold
and then another day would find him painting furicusly as he was
moved by inspirstion. Rembrandt, peinting in bis own unigue style,
found freedom when he had los pe@ﬁl&riﬁy?aﬁd pairnted solely as he
wag moved to paint. No conformity to convention or public demand
not sn

hempered the feelings that he has given ug. Hig painting is

i

s

intuition of feeling but feeling itself. GCiovanni Geptile clarifies

3

this point that art correctly understood iz feeling.

"D

The firsgt element of the "muminousg® experience ig cresture

feeling. The painting, "Lendscape with a Stone Bridge", and

"Stormy Lendscape" depiet this very plainly. In the first painting
named notice the two figures in the boat and the single person ap-

proaching the bridge. The figures are toeped ags they yrsnﬁ@ﬁ to

their taszks. Surrounded by the ﬁyesﬁmﬁe of goreat awe-inspiring

1. Quoted by Ribot, T., The Ps vckc?agyv £ the Emotions, p. 230.
2. fGentile, op. cit., p. 2001 - 205. '




STORMY LANDSCAPE. About 1638, Berlin, Kaiser Friedrich Museum

LANDSCAPE WITH A STONE BRIDGE. About 1638, Amsterdam,
Ryksmuseum
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might there is the note of gelf.abagement into nothingness. Man iz
almost lost from view. Oraduvally we notice their bent figures and
feel as they that as we strive to comprehend the incomprehensible
we are humbled. And one gulckly senses that the whole future of
these men dependsupor the charscter of the Crestor, the farcé that
has made and sustaine the worid about thﬁﬁ. There is no self-
importance or gelf- sufflalenc on thke part of the creatures here.
Also in the "Stormy Landscape" men are barely distingnishable. They
are lost in the shadows cast by the Presence of the grest Spirit,'&“
which ig partially revealed and mysteriounsly hidden from us, yet

whom we consciously feel ever present. This One we know yet cannot

47

xpress. And because of this One outside the gelf there arises a

iy

&e} ng of dependence and self-depreciation. Thers iﬁ‘mﬂra than just
a feeling of mere dependence but the whole Fu+u“@ d@pepdn upon Him
who is Light and shines inte ocur darkness.
3. Mysterium Tremendum

Here a term is employed that is negative signifying samething
which is "hidden.and egolteric" but by it an attempt is made to denétg
something "absolutely and intensely positive."l The adjective

tremerndum must first be understood.

1. Otte. op. cit., p.
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a, Tremendum

When man truly senses the presence of God there 1s produced =
positive element, 'gquale', 'awe'!, or 'tremor'., This comes upon a
person and effeets him in varicus ways. TYet only Lo that one who
has experienced the great sense of thrill in the presence of nsture
will this digcmasién be intelligible. How wonderfully these land-
scapes speak to us, thrilling and silencing uws in the presence of

God. The darkness contains God. In the "Stormy Landscape® the in-

tinet darkness gives us & genss of the lmpending

Before it we ars awe-gtruck and then closely

of thisz tremern-

Keep looking at these Hembrandts and the sense of the Holy One
; providing the critic hasg a philosophy of life

that will include such an experience. Johm Buskin has described his

impregsions in yvouth when he approached nabture.

There was 2 continual percep
whole of mature, from the sl
vastest, an instinctive awe,
indefinable thrill, such as we ima
the presgence of a diséembodied spi o
fesl this perfectly when I was alone, and
make me shiver from head to foot w* h Joy and
it ———— I cannot in the least describe ,
I do mot think this is my fault, nor !
language, for I am afraid no feeling i

tio
ig

1. Modern Painters, Popular Edition, Vol. III, bn. 309 guoted
by Otto, op. cit., p. 221,
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Rembrandt hes frozen this thrill and exaultation through the medivm

hich is beyond owr grasp. By this
s the "wholly other". From the

tremendum one ls Impressed tﬂ@t

separate from tha ﬁelf, In art the

in varying amcunts. The 'magieal! or 'mysterious'! is an indirect way
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hasides that of Darknessz. First the slement of silence lg impressive.
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magnitude of nature one would be hushed or insti
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tones, The men in the boat are going about their task csuietly lest

they disturb the perfect harmorny of stillness gsg if God were in His

2 Cf.
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the gublime in the horizontal .V

For 'vold?

that does

the numinouz experience., There ig an additionsl

2d and aven to be-
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L. Devetion is stimulated

b

regent. Fullness and richness of 1ife
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1. Otto, op. cit., ». 7l.
2. 0f. Ibid., ». 72.



K11 the faglors necessary for the complete numinous experi

:d by Rembrandt, The
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of aw

full of Thy Glory", and the fascinans become the expression of =
devotional love to the Crestor,
D. Belief in the Incarmation

The

he Incarnate Son, that He was
truly humen and Divine, living among men, will inevitably, with a

deap understanding, bring Christ into vital relationship to our daily

living. The fabriec of a philosephy of 1ife must contain the msaning

i

ound intuitions must have

This historical event

't cannot be nroven.

Foe - B &

% v « e 5 - . 2 ¥ Y wyrn -4
can be apnroached and accepted rationally, yet i

@ necassary reality

-

and live in the light of that knowledge. Christ walks amongst ug in

compagsion and healing as well

the hope of the resvrrsciion.
evident.

Rembrandt canght and expressed the consciousness of Christ as

}«i:
6]

being both human and divine. This feeling content of his

=



TIP@GTHY AWD HIS GRANDMOTHER. 1648. London, Earl of
Ellesmere
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makes the reality of Christ an inescapable conclision. Providing
we permit it and have a philosophy of 1ife that will permit it the
consclousness of the divine possessing the human in Christ expressed
in vital relation to humanity will evoke and awaken iteself in us.
The great bulk of Rembrandt's painting, eteching, and drawing
centers in the 1ife of Christ, If Rembrandt had thought of Chriet
only as 2 myth, on a per with other myths of relipious cults, then

he would have done egually as many paintings on pagan subjects that

But in Christ Rembrandt beheld s subject that was of deep and pro-

found interest because of the Chrigt's

to perceive the inmner-spirit and then because of His very nature to

alldy Himself o the great needs He perceived. Here iz the greatesgt
pergonality that ever lived and which the artist could not exhaust
but was ever awalting 2 fresh interpretation as that mature came

ecould so reslisticslly present them in meaningful context. And when

Az Rembrandt aged he must have reflected many times upon the
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cens of his own youth kneeling at the fae mother ag she
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ST, PAUL. A“bout 1657, Philsdelphia, Joseph Widener




ad m the pages of the Bible. The stories acubely impresssed
this boy artist. The mature Rembrandt found a parallsl to his own
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grience and palnted "Timothy and His Grandmother.”

%

bovhood ex;

o

Observe the childlike fascination of Timothy's belief in the reality
of that which Lois has taught him. Interestingly the portion read
which eaught the interest of the child has breﬁghﬁ deep maﬁitatian
on the part of the‘g andmother. What a tribute to Rembrandt!'s

mother ad many times by & loving son and generally

W

she holds a beloved copy of the Bible. Lois 1s helding a pair of
lack rimmed glasses which Rembrandt's mother also used. Here in

youth wag the planting of a source for later profound spiritual in-

which ig & necegsary prereguisiie for belief in the truth of the
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accommt of Christ's 1ife, He
"gt, Paul® painted about 1657 and "An Angel Dictating to St. Matthew"
in 1661, which was bubt sight years before death. 8t. Paul presents

a great character study. Notice especially the eyes reflecting a

£ 8t. Matthew, The



AN ANGEL DICTATING TO ST. MATTHEW. 1661, Paris, Louvre




THE ANGEL APPEARING TO THE SHEPHERDS., About 1634,




of the WMaster come back with great meaning and reverance as he covers
bis guickened heart. The Scriptures must be wonderfully precious to

o

tender though

overflowing with emotionsl content as it appealed to the mind and

emotions of Rembrandt. Eé ig faithfl to the Lukan account (2:8414}

the panic and fear cavsed by the sudden appearsnce of

heavenly beings in resplendent light. The whole scene, in a setting
of contemporary Dutch life, is suddenly flooded with bright heavenly
light that has stampeded the eattle and sheep. The men show extrenme
into the night, before he knows the cause, ancther
knees and beholds

darkness and dis.

mbrandt here hesven ig
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reflective and evaluating mind of the Apostle. The scenes and words
of the Baster come back with grest meaning and revercuce as he covers
his quickewed heart. The Scriptures must be wonderfully precicus to
one who holds such tender thoughts. |
1. Asponclation, Mativity, and Youth

A W% m?tmx of paintings, etchings, and drawings sre cop-
cerned with the ensunciation, mativity end youlh of Christ all at-

testing o the extraordimary charscter of the happenings. The
stohing, "The Angel Appesring to the Shepherds™ is very dramatie,
ovarflowing with emotional content s it appesled to the mind and

emotions of Remwbrandt. He is faithful to the Lukan sccount (2:8-14)
éby prasenting the panic and fear caused by the suiden appearence of
besvenly beings in resplendent light. The whole scens, in & getting
of sontemporary Duteh life, is suddenly flooded with hrigm; heavenly
iight thet has gtempeded the cattle end sheep. The men show extrese
fear, one nm&ag into the night, before he knows the cause, anotber

amased st the phenomenon, s third has fallem %o his knees and besbolds
the spectacle in awe and wonder. Froz the reals of darkness and dis-
order one sees the resl order of peace and joy with the background
of Supreme Ligbt. As is charscteristic of HRembrendt Lere heaven is
brought ao very close to esrth. Into & world that is dark and sore
rowful. 1s coming the light of the life of the Christ. This paint-
ing represents something more then the retiomul sccepting of the



. THE PRESENTATION IN THE TEMPLE, in the dark manner (H. 279). Actual size.
Presumably done about 1654, when Rembrandt was forty-eight.
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ST. JOHN THE BAPTIST PREACHING. About 1636, Berlin,
Kaiser, Friedrich Museum
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eggentially that message. The different expression of sach rpersen

indicates Christ has gpoken directly to 211, 8&tudy these facesg in

1y Rembrand®t has made an easy entry into the intimate ddeas and ideals
that he has. We feel we ars a part of ithis small grous. The healing

gly emphasized. No more tender
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and miracle workine Chr

scene ig given us by Rembrandt than that of "Christ Healing the
better known ag "The Hundred Guilder Print". Here the essence of
Christ's Deity is indeseribable b /mt g0 eagily felt and powerfully
nphagized in the gestures amd @a ial expressions. Rather than the
Italian halo set rakishly on the head we see a divin@ radiznce pro-
ceeding from within. Notice the effect of the high dark shadow in
the wall that forms an arch above the head of Christ. Thie allows
for the unimp@ﬁad @;@&ﬁsian,ey prejection of Christts personality.
The desp shadows produce the sensse of gloom and suffering indo which
the radiance of the Sen of God shinss. Christ, a Portugese Jew,
divides two groups. Those on the left Christ reveal intense pain

and guffering in their bent and crippled bodies. Bubl with it there

ig a deep prayer and worship of the Christ who is the great Healer.




50

Continue to study the eyes of the men on Christ's right. The eyes
are & means of insight into the various personalities present.
There are quizzical, critical, scheming, unbelieving, curious, thought~
ful, ané some devotional, believing hopeful people. How easily Hem-
brandt has portrayed character for us by a few scratches of the pen.
Look at the man at the lower extreme left hand side of the picture
with his back.to fou and & cane held in his hand. Even though you
do not see his face you intuit his entire personality. The picture
is alive. There are perhaps no more plastic figures in all art than
that of the dog and baby.
A few outlines, apparently carecless and indeterminent
but actuvally set down with masterly knowledge of their
structural velue; lights merging into deepening shadows -
and a form has its being.l
Over the whole scene, Christ looks with a wide-eyed expression of
unearthly compassion on this group. With the left hand, he seems to be
lifting uvp the sufferers in healing power and to those on the right,
his hand seems to be persvading, attempting té draw them into the
number of those who believe. Here is Rembrandt's great theme
pictorielized —— the innate suffering of humanity that can find its
surcease in the Christ! How strong the sense of creature-feeling
is evident here in these people whose complete dependence and whose

whole future depends upon the character of the Son of God. There is

a magical mystical quality about Him who is the "wholly-other" and

e 8 ® e & @

1. Craven, Men of Art, p. 269



THE RAISING OF LAZARUS. About 1642
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CHRIST AT THE COLUMN. About 1655. Cologne, Museum
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THE DESCENT FROM THE CROSS. 1634. Leningrad, Hermitage
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CHAPTER TIX

REMBRANDT IN THE LIGHT OF HIS AGE
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CHAPTER II1I
REMBRANDT IN THE LIGHT OF HIS AGE

A. Introduction

To underst#nd Rembrandt and to evaluate properly his contri-
bution td the sum totel of truth, he must be seen in relggion to
the tremendous phiiésophical guest for truth and the iheglogical
views vigorously set forth in the seventeenth century.

In & mighty nationel uprising in the latter part of the six-
\ teenth éentury Holland threw off the yoke of Spain and the shackles
of the Roman Catholic Church. In the éevénteenth centnfy this
honest hard-working nation expressed itself as & young republic by
declsering freedom of religion. "Every citizen 'should be accorded
freedom of worship and nol;ne should be molested on account of his
belief!™ The chill of despotism had been cast off and in its
place the common man asserted himself. The legislative power was
not in the hands of the masses, but the ruling powers did not pass
a law that the common man would not tolerate. Freedom of speéch
was granted to all and the power of argument supplanted the use of
force., Tolerance and right of opinion were the rule. As domination

of church and sf&te wag cast off the Uutch mind developed and a

L * L - * .

1. Landsberger, Rembrendt, The Jews and the Bible, p. 14 - 15.
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golden era in art and science was ushered in. Curiosity and in-
terest spread in all directions coupled with a love for this peace-
ful country. Genre painting flourished so that a very complete
picture of Dutch life in every phase of qpiet domesticity is pre-
served.

After the dogmatic creed of Uatholicism had been cast off,
philosophy expressed itself in the rationalist movement started by
Descartes and which found a climax in Spinoza. With revolutionary
intellectual ideas the philosophers lived unmolested. Likewise there
wes no sociel ostracism for differing religious belief. This new
republic attracted among remaining Catholies the Mennonites,
Anabeptists, Loilards, Lutherans, and the reigning theology of
Calvinism. Dutch art asserted its loyalty to Protestantism with
great fervor. This atmosphere wss ideal for the individvalism and
non~-conformity of Reﬁbrandt. A fuller investigation into these
two avenues which search after truth, that of philosophy and then

of theology, will bring a greater appreciation of Rembrandt.

B. Philosophy of the Seventeenth Century in Holland
In this age of freedom of speech and religion there were two
philosophers of Rembrandt's own time that resided in Amsterdam and
it is guite probable that he knew them., Descartes, born in 1596 died

in 1650 while his follower, Spinoza, born in 1632 and died in 1677,



o
e8]

but eight years after Rembrandt's death. How differently these
men arrived at truth —~ the philosopher and the artist —-— is to be

gen in & brief treatment of what these two men, the founder of

0

modern philosophy and then his successor the greatest mind that

.

philosophy has produced in 1ie modern era as well as "the great Jew

of modern times."t

1. Descartes
Descartes was a French philosopher who spent his last fwenty

s

years in Amsterdam. He wag dissatisfied with knowledge in the early

part of the seventeenth century. Mathematics was the orly study
that was well developed. He decided to abandon the method prevalent,

.

thet of guoting authorities, bmt to apply mathematlical principles to
the grasping of truth. Descaries began his "philosophieal thinking
by resclving to clear his memory of all aconired ideas, 'fo erase

from the tablet of his memory everything that youth and observation

”y

had ggyied;thﬁ?@»'”ﬁ He then applied "Methodizcsl doubt", or the

discover something indubitable. He doublied even the ﬁ?;domcw% of
hig senges. Through thie process he came to the position that he

could not doubt thet he as a gelf-congeious individuel doubled, and

1. Durant, W., The Story of Philosephy, p. 164.
2. Morgen, An Introduction %o Philosophy, p. 238.

e
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formulated the femous statement 2s 2 conclusion, "I think, therefore

the processes in neture are dus

"

%..éu

Degecartes believed that all

wholly to the actlon of purely mechanical principles. The body for

By

.

him was = machine; it is self-acting. The idez that the body was
animated by a "vital-principle®, or "soul" cammot be held according

0 this philosopher. In other words, reason can comprshend all

things. "If a person knows all the laws of physics and chemistry,
he then knows all there is to know sbout 1ife and living things.l
2. Spinoza i

In no othe? country o Emrﬁpa could the great thinker

Baruch {Benedict) Syz g an af%ﬂﬂ world
etacle of an &ntgyerd@nt c%&iaT who, bot gﬁ by
no religlous obligations, lived for truth alone.”

g

Spinoza was influenced by Descartes! ideas eon "substance" and when

.o might have a2 bhody - the world of matter; that
angels might be hallucinations; that the soul might

be merely life; and that the 01d Testament said nothing
of immortality,>
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rebles to teasch truths, w1¢2? was necessary for the

common man to understand.

La.g B %
thing cont e
i s fuall rg, contradictions &
vaiaus impossibilities - as that the Pentateuch wasg
written by Moses .t

In other words everything must be comprehensidble by the reascn

with no reoom left for the miraculous, the incomprehensible.

A1l is in God; all lives and moves in fed."? This is 2 world of

determinism not of design.

1. Ibid., p. 180.
2. Epistle 21, quoted by Durant, op. cit., p. 181,
3. Thid., p. 189,
L. Ibid., p. 192.
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domvthat Kembrandt enjoyed. Likewise his whole background of Bible
reading in youth, followed by Bible study, denied Catholicism.
Though undeniably Protestant he cannot be placed within any of the
then-functioning denominations. Some have tried to meke a Mennonite
of Rembrandt because Hendrickje Stoeffel belonged to that group.
But as Hind observes, Rembrandt was mentioned only in the first of
the four times Hendrickje was summoned before the board of elders.l
It is reported that ﬁendrickje appeared before the elders, pleaded
guilty to their accusations and declared, "I would rather go to Hell
with Rembrandt Harmens than play a barp in Heaven, surrounded by
such as you."2

Rembrandt's emphésis on certain themes that stress the love of
God as in the Prodigal Son, the "Christ at Emmaus", "Christ Healing
the Sick", the "Raising of Lazarus", and his omission of the judgment
of wrath of God, never painting a "Last Judgment", would place him
outside the Calvinist Church. Rembrandi's was a warm-hearted Christ
who made no distinctidn among those who came to Him and whom some
believed and some by their own choosing, by their free will, chose
to disbelieve. Note the "Christ Heeling the Sick". The message
and healing hand of Christ came to all who would have faith.

- - - L] L .

ln Hind, Opo Cito’ po 7
2. Hubbard, Little Journeys to the Homes of the Great,
VOl- 4, pt 76.




One of Rembrandt's friends was the great Jewish Rabbi,

Manaszeh ben Israel, who was the teacher of Spinoza. Through close

contact with the ﬁmnd rdam Jews Rembrandt lesrned much about Hebraie

But Re

mbrandt wag thorough-

latitwdinarian in his

views; lax, if you will, in his habits of 1ife, but perhaps the more

lovable for all that."l One cannot be too harsh

on Bembrandt for not

church or group that was engaged in such bitter controversy

»

as to provoke such a condemning statement from Spinoza. And what

could have been taught Rembrandd thet would have

cept of the Christ? Rembrandt has proven that =

grow in the environs of Protestantism. An interesting and revealing

gtudy could be made by comparing Rembrandt and a

ertist such ag Rubens,

Rembrandt could well be called the "Rebel" zg he stood ovitzide

recinet of the church y

t ghould have

presenting an approach to truth that was so opposite fo

the outstanding efforts of the philosephers. In this young democracy

1. Hind, op. eit., p. 7.
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customs and societies. Art keeps religion from becoming stereotyped.
And dogmas filled with intellectual concepts theologically spun need
an essentially emotional interpretation. "Art remains an undogmatic
Vreligion. You are invited to feel an emotion, not to acquiesce in a
theory."l

In Rembrandt's satisfying creations we are called back to
realities. Unconsciously we are called to our own inner realities
as we observed how deeply he probed character and in their suffering
we are strengthened as we realize too that suffering shall ultimate-
1y be annihilated by the Christ,' In Him there is hope. It cannot be
denied that Bembrandt‘s best years were given to the portrayal of
gsoul-inspiring and invigorating themes. Oh to see the Christ as he
saw Him ~- and strangely his concepts do become ours. With a "Hem-
brandt® picture before us to sensitizeWus continually to the funda-
mental realities of life we are lifted out of our peripheral living
and can sense release from meaningless existence.

Albert kdward Bailey treats at length the need of transforma-
tion of personality and society and the relation of art to it.2
‘Some instances may be found where art, through its profound precepts
has stirred someone to a complete transformation of personality.
Rather the aim of art is %o raise man subconsciously to a higher plane

* @ ¢ e @

1. Bell, op. cit., p. 281.
2. Bailey, A. E., Art and Character, p. 69.
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5. Rembrandt (1606 — 166q) Old Woman Cutting Her Nails
Dated 1648. Bequest of Benjamin Altman, 1913
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This is a deathless art that though the paintings themselves be
destroyed the immortality of which it partakes of lives on and can

never perish.

E, CGonclugion
Of Rembrandt's art it can be said that he did not devitalize
his contribution to the world by making it moralistic. Yet in its
depth of perception his profound thoughts are deeply moral. In-
stinctively through his grace of the reality of life in its fwmda-
mental meaning we are unconsciously lifted to a higher plane of life
enhancement. There is no feeling that Rembrandt is the teacher or
preacher directly saying this is the way but he has gained the spirit-
val synthesis that strengthen man to see the fullness of reality.
OQur surface living before a Rembrandt is released as he calls us back
to our center of reality -- our own creative personalities.
This summary can well be concluded in Taine's evaluation of

Rembrandt:

Once started on this road (of perceiving true reality

in humanity) He was able to understand the religion of

sorrow, the true Christianity, to interpret the Bible

as a Lollard would have done, to find agsin the eternal

Christ. He himself as a result was capable of feeling

pity; in contrast wiih his conservative and aristocratie

contemporaries, he was of the people; at least he is the

most human of them all; his sympathies, more broad embrace

nature in its entirety; no ugliness was repugnant to him

and no appearance of joy or nobility hid from him the

reality that lay beneath. Thus, untrammeled and guided
by his fine sensibility, his interpretation of humanity
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