




can be made between her features in this work and 
in the double portrait with Rembrandt, which was 
almost certainly executed in about 1635 (fig. 3). In 
both paintings Saskia looks out at the viewer in such 
a way that the similarities in the shapes of her wide 
eyes and fully rounded nose are particularly evident. 

The techniques Rembrandt used to convey differ
ent textures in this painting are also difficult to date 
precisely. They are remarkably varied. The paint on 
the highlighted portion of the face is applied in a 
dense, enamel-like fashion with diagonal strokes of 
the brush. Underlying this dense layer is a thinner 
layer of a slightly darker flesh color, visible on the 
shaded side of her face, that must have defined, 
almost as an imprimatura layer, the form of Saskia's 
head. Over this layer Rembrandt placed freely exe
cuted strands of hair and the diaphanous shawl, 
which he highlighted with strokes of green, yellow, 
and orange. The shawl also overlays the elaborate 
form of Saskia's collar, the diamond-shaped design 
of which was created with a rich variety of strokes 
executed wet on wet. Finally, Rembrandt indicated 

Fig. 1. Rembrandt van Rijn, Saskia van Uylenburgh, 
1633, silverpoint, Staatliche Museen zu Berlin, 
Preussischer Kulturbesitz, Kupferstichkabinett 

conservative dress appropriate to her upbringing, 
the diaphanous shawl that covers her head and falls 
gently over her shoulders was not customary for a 
woman of her stature. Its associations are arcadian 
and similar veils are seen in representations of 
shepherdesses.4 Rembrandt almost certainly pro
vided Saskia with the veil to suggest a softer, more 
intimate portrayal than could have been possible 
with a conventional bonnet. 

This painting, which is neither signed nor dated, 
was probably begun by Rembrandt around 1634-
1635, shortly after his marriage to Saskia. The ideali
zation of Saskia's features, which derived from Rem
brandt's conscious attempt to impart an arcadian 
quality to the portrait, makes it difficult to date this 
work precisely by comparing her features to se
curely dated portraits of her.5 She is decidedly more 
attractive than she appears in other paintings, as is 
evident in a comparison with Rembrandt's portrait 
of Saskia in the Rijksmuseum, Amsterdam, signed 
and dated 1633 (fig. 2). In the Gallery's painting 
Rembrandt has minimized Saskia's double chin and 
softened her features. A close comparison, however, 

Fig. 2. Rembrandt van Rijn, Saskia van Uylenburgh, 
1633, oil on panel, Amsterdam Rijksmuseum 
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the gold chain she wears with a succession of rapid 
angular strokes that were deftly applied to suggest 
both the shapes of the links and the light reflecting 
off them. 

The surety of the execution is characteristic of 
Rembrandt, particularly the sensitivity to the vari
ous effects of light as it illuminates the face, passes 
through the translucent veil, and reflects off the gold 
chain. Despite the painting's qualities, its attribution 
to Rembrandt has been disputed by the Rembrandt 
Research Project (RRP), which considers the paint
ing to be the work of a pupil in the workshop from 
around 1640.6 Because of the late date ascribed to 
the work, the RRP has also concluded that the figure 
does not represent Saskia. The RRP therefore iden
tified the painting as a Bust of a Young Woman. The 
RRP has buttressed its arguments for a late date for 
this work by comparing the technique involved with 
that in other paintings dated between 1639 and 1641. 
At the same time, the RRP pointed out differences 
in technique between this work and paintings from 
around 1640 to justify its rejection of the Rembrandt 
attribution. 

The circular nature of these arguments is difficult 
to counter, in part because the extremely rigid in
terpretation of Rembrandt's oeuvre found in the first 
volumes of the RRP has eliminated so many works 
from this period that seem acceptable within the 
parameters of his style. The RRP, for example, has 
rejected all bust-length portraits from Rembrandt's 
oeuvre between 1635 and 1639 that might have 
served as points of comparison for an earlier dating. 
The one bit of technical evidence that might rein
force a date around 1640 is that the wood support is 
poplar rather than oak; Rembrandt painted a few 
other paintings on poplar between 1639 and 1641.7 

If, however, one studies the pattern of his use of 
other exceptional woods, including walnut and 
mahogany, it is clear that he used them over an 
extended period of time. 

The x-radiograph provides interesting informa
tion about the genesis of this work that has not 
previously been sufficiently analyzed (fig. 4). It dem
onstrates that Saskia initially resembled much more 
than she now does the image in the Rijksmuseum 
painting (fig. 2). Not only did she originally have a 
pronounced double chin, she also had a bare neck, 
which was illuminated by a strong light below her 
hair, and a wide white collar that extends below the 
present edge of her black clothing. The background 
in the lower right was built up with lead white, and 
the contour between the background and the dress 
was different than it is now. It would thus seem that 
Rembrandt substantially revised this image by re-

Fig. 3. Detail of Rembrandt van Rijn, Rembrandt and 
Saskia, c. 1635, oil on canvas, Dresden, Gemaldegalerie 
Alte Meister, Staatliche Kunstsammlungen 

working the face, changing the collar, and adding 
the veil.8 

The complex genesis of this painting helps ex
plain some of the anomalies of this image that raised 
doubts about its attribution. While the character of 
the image clearly relates to images of Saskia from 
1633 to 1635, the diversity of painting techniques 
evident in the final image is admittedly unusual for 
that period. Nevertheless, definite comparisons can 
be made between certain techniques found in this 
work and those in other of Rembrandt's paintings 
from around 1635, in particular the use of white and 
pink accents for highlighting the nose and a strong 
black line to articulate the opening of the mouth. 
These comparisons, as well as the physiognomical 
relationship to images of Saskia around 163 3 to 1635, 
place the initial execution of this work in the mid-
16 30s. Rembrandt's reworking of the image may 
well have occurred toward the end of the 1630s to 
judge from the freely executed veil, which has paral
lels in other works by him from about 1640. The 
style of her collar, moreover, relates to that found on 
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the Bust of Rembrandt, signed and dated i63[8], in the 
Norton Simon Collection, Pasadena.10 A similar 
lozenge-shaped pattern on the collar can be found in 
Rembrandt's etched Self-Portrait of 1638.11 

This painting is of particular interest within the 
Gallery's collection because it was the first Rem
brandt acquired by P. A. B. Widener. He purchased 
it from Charles Sedelmeyer in 1894, perhaps at the 
recommendation of Wilhelm von Bode. The prove
nance of the painting has been confused with 
another portrait of Saskia in the earlier literature.12 

The earliest owner of this painting to be identified 
is Bourchier Cleeve of Foots Cray Place, Kent, who 
died in 1760. 

Notes 
1. Dendroch rono logy cannot be used to date poplar 

panels. Repor t by D r . Joseph B a u c h , Univers i ta t H a m b u r g , 
29 N o v e m b e r 1977. 

2. P igment and media analysis o f g round and paint layers 
is available i n the Scientif ic Research department (various 
dates, 1976). 

3. Strauss and V a n der M e u l e n 1979, 75, doc . 16311̂ . 
4. Lou t t i t 1973, 317-326. A surpr is ing number o f por

traits o f Saskia throughout the 1630s b y Rembrand t and his 
school depict Saskia i n arcadian guise (Bredius 1935, nos. 92, 
93, 94, 98, 104, 105, 106, 108, 634). 

5. Nevertheless, w i t h the exception o f the R R P , w h i c h 
rejects the pa in t ing and believes that it was executed about 
1640 (see Corpus 1982-, 3: 651-656, C103), al l significant 
Rembrand t scholars have dated this w o r k about 1633-1634. 
G r i m m 1991, 57, w h o accepts Saskia as ent i rely b y R e m 
brandt's hand , dates the pa in t ing about 1638 to 1640. 

6. Corpus 1982-, 3: 651-656, C103. 
7. B a u c h and Ecks te in 1981: 251-263. 
8. T h e veil covers freely executed strokes representing 

strands o f Saskia's hair. These are vis ible above the r ibbons 
f rom w h i c h the pearl hangs. 

9. See the arguments defending the Rembrand t a t t r ibu
t ion b y Erns t van de Weter ing i n Corpus 1982-, 3: 656. 

10. T h i s compar ison is also made i n Corpus 1982-, 3: 
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655- T h e R R P has, unconv inc ing ly to m y m i n d , proposed 
that the pain t ing was executed by Care l Fabr i t ius (c. 1622-
1654) rather than Rembrand t himself . See Corpus 1982 - , 3: 
617-624, C97. T h e R R P rejects the authentici ty o f the signa
ture and date, w h i c h read "Rembrand t f/163[8]," and dates 
the pa in t ing about 1641, the year o f Fabr i t ius ' arrival in R e m 
brandt's workshop . 

11. B . 1797, 20. 
12. H d G 1907-1927, 6: 297, no. 615, includes i n his 

provenance for this pa in t ing three sales that refer to a lost 
pa in t ing , S m i t h 1829-1842, 7: no. 502. T h e sales are: D e 
Gaigna t , Par i s , 1768; D e Ca lonne , Par is , 1788; D e 
Cho i seu l -P ra s l i n , Par i s , 1793. 
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Rembrandt van Rijn and Workshop 
(probably Govaert Flinck) 

Man in Oriental Costume 

c. 1635 
O i l on canvas, 98.5 x 74.5 (38'3/,6 x 295/6) 

A n d r e w W. M e l l o n Co l l ec t i on 

Inscriptions 
Cente r left: [R]embrandt ft 

Technical Notes: T h e or ig inal support is a fine-weight, 
t ight ly and pla in-woven l inen fabric that has been l ined to 
two fabrics at separate intervals. T h e or ig inal tacking margins 
have been t r i m m e d , and 1 c m o f the or ig ina l support and 
design layers has been tu rned over the stretcher edges. 
C u s p i n g is absent a long the r ight and bot tom edges and 
s l ight ly v is ib le o n the top and left edge, ind ica t ing that the 
painting's d imensions have been reduced more extensively 
at the top and bo t tom than along the sides. In any event, 
the R f rom the signature has been c ropped along the left 
edge. T h e x-radiograph shows a long hor izonta l tear i n the 
background i n the upper r ight . 

T h e double g round is o i l -bound w i t h a t h i n , red-earth 
lower layer and a thicker, l ight gray upper layer composed 
largely o f lead whi te . T h e x-radiograph indicates that the 
gray layer was smoothed w i t h a broad sharp-edged tool in 
diagonal strokes. T h e th in , sketchy underpa in t ing , appl ied 
w i t h a w i d e brush in short strokes, is vis ible i n the unfinished 
lower t h i rd o f the pain t ing and between the w i d e 
brushstrokes o f the finished area. 

Paint was appl ied wet into wet in layers o f moderate 
thickness w i t h impasto i n the turban. T h e m e d i u m has been 
identified as o i l and the pigment mixtures are complex . 1 Paint 
i n the turban was intent ional ly scraped away i n areas to 
expose the gray g round before design details were added, and 
lines i n the feather were incised w i t h the butt end o f a b rush . 
T h e hands are painted w i t h a t h in , semi-transparent layer 
over the gray g round , and , l ike the lower ha l f o f the cos
tume, are unf in ished. L o n g , t h in , b roken lines o f losses 
occur o n either side o f the head, i n the background and 
turban, and be low the proper left hand . N u m e r o u s smal l 
areas o f abrasion are scattered overa l l . 

T h e pa in t ing was cleaned i n 1987, at w h i c h t ime dis 
figuring overpaint was removed. Remnants o f an aged 
discolored o i l coat ing remain on the l ight background , 
and sections o f the upper paint layer o f the drapery have 
blanched. 

Provenance: Johan Erns t Go t skowsky , B e r l i n , before 1756; 2 

acquired 1764 by Cather ine I I , empress o f Russ ia [1729-

1796];3 Imper ia l Hermi tage Ga l l e ry , Saint Petersburg; sold 
through (Matthiesen Ga l l e ry , B e r l i n ; P. & D . C o l n a g h i & 
C o . , L o n d o n ; and M . Knoed l e r & C o . , N e w York) to A n d r e w 
W. M e l l o n , P i t t sburgh and Washington; deeded 8 M a r c h 
1938 to T h e A . W. M e l l o n Educa t iona l and Char i t ab le Trus t , 
P i t t sburgh . 

Exhibited: Rembrandt Tentoonstelling, R i jk smuseum, A m s t e r 

dam. 1932, no . 5. Art Treasures, Chr i s t ie ' s , L o n d o n , 1932, no. 
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