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Tomac Kamaan: «B KoOJMJIEeKIMUOHUPOBaAaHUU
HMCKYCCTBA HET HUYEro 0CO0OEHHO 0JIaropoJHOr0»

HaxaHnyHe omxpuimus eblicmasku pabom u3 ceoe20 cobpaHus «dnoxa
Pembpanoma u  Bepmeepa. Illedespwvt  JleiideHckoll — KoAneKUUuUu»
amepuxKaHcKuil KoaneKyuoHep pacckasan, nodemy He boumcs nodoenok, He
nocewjaem QayKyuoHbl U He CHUMAEM UCKYCCMBO npeomemom 041
uHsecmuuuil

Tomac KannaH. ®oto: Sueraya Shaheen / The Leiden Collection

PaHbille BbI BBICTABJISIJIM CBOE COOpaHHE B COOCTBEHHON YaCTHOU
rajepee, HO IMOTOM 3aKPbLJIH €€ U PEeIluJH IepeaaBaTh paGoThl B
oGurecrBeHHbIe My3eH. [loueMy Bbl IPUHAJHN TAKOE pelIieHue?


http://www.theartnewspaper.ru/authors/Ekaterina-Vagner/

He coBcem Tak. OTKphIBas rajiepero, Mbl ¢ Moel xeHou [ladHOoul cpasy
pElInId, YTO BCe KAapTUHBI B Hed OyAyT AOCTYHHBI My3esM. OUeHb YacTo
KapTHUHBI OTIIPABJIAJINCH B HUX, /Ia’Ke He YCIIEB IIOBUCETh HU JIHS B Tajiepee —
cpa3y OT Jiujiepa WJIM C ayKIIMOHA, TJle Mbl UX KyHnuiId. fl TOMHIO, OJHaK/IbI
npumen B Myseid I'eTTu u yBuesa, Kak JIIOAU peardpoBajil Ha OJHY H3
HaIUX KapTuH, «IlopTper mManpuynka B Iuiamie u Topbane» flHa JluBeHca.
MeHHO TOoT/ila s OCO3HAJI: caMOe BajkKHOE, UTO MbI MOXKEM CJejIaTh Kak
KOJUJIEKIIMOHEPBI, — 3TO JIEJIUTHCA UCKYCCTBOM C JIfo/ibMU. [IpaBia, cHavasa g
He XOTeJ, UToOBl Hallle UMsA acCOIUMPOBATIOCH C KOJIJIEKIIMOHHUPOBAHUEM,
II03TOMY MBI JJaBaJI1 KADTUHBI My3€esiM aHOHHUMHO.

ITouemy?

Mbl He XOTeJIH CTAaHOBHUTBHCA YacCThbi0 apT-Mupa. MBI 3aHHUMaJHCh
00IIeCTBEHHBIMHU KaMIIaHUSMH, HAIIPUMED 3aIUTON JUKUX JKUBOTHBIX. JTO
BaKHOE /1es10. A B KOJUIEKIIMOHUPOBAHUU HMCKYCCTBA, HAa MOU B3IJIAJ, HET
HU4Yero ocobeHHo 0s1aropoiHoTO. fI He TOBOPI0, YTO 3TOTO HAAO CTHIAUTHCS,
HO B IJIyOWHE JYIIX MBI HE XOTEJIH 3TO aUIITUPOBATh.

Ax JlueeHc (1607-1674).
«[TopTpeT manbuunka B nnawe n Tiopbane». 1631.
®oTo: The Leiden Collection



Ho ceiiuac BbI H3MEHHUJIU CBOE€ MHEHHE?

Jleso B TOM, 4TO, cOOMpas KapTUHBI MHOXKECTBA Xy/I0KHUKOB — PemOpan/Ta
M ero IIKOJIBl, Mbl HAKaIJIMBAJX HE TOJBKO CaMH IIOJIOTHA, HO U
nHdpopmanuo ob 5TUXx paborax M HUX aBTOpaX. B Kakoil-TO MOMEHT Iepej
HaMH{ BCTaJ BBIOOpP: TPOCTO [JEJUThCSA C MyOJMKOM KapTHHAMHU WA
MIOJIEJIUTHCA C HeW M BCEMH STUMH 3HAHUAMU — HO TOTJA HaM HPUIILIOCH OB
BBIMTH M3 T€HU. MBI pelnin, 9YTO JAaTh JIIOJAM JIOCTYIl K UH(pOpMAINU AT
HAC BCe-TaK{ BakKHee, YeM COXPaHATh aHOHUMHOCTb. Besnb Takum obpazom
MBI MOTJIM BO3/IaTh JIOJIKHOE XYZOXKHUKAM, KOTOPBIX JIOOMM, MOKa3aB HX
HCTOPUYECKYI0 Ba)XHOCTh M aKTyaJbHOCTh B Halle BpeMs. Mbl pemmain
COCTAaBUTH KaTaJIOT Hallel KOJIJIEKIMU U pa3MecTUTh B VIHTepHeTe, YTOOBI
MM MOTJIM IIOJIb30BaThCSA CTY/IEHTHI, IpPEINoJiaBaTeu, KypaTOphl, AUJIEPHI,
COTPYZIHUKH AayKIIMOHHBIX /JOMOB, KOJUIEKI[MOHEphl. V3HAYaJlbHO MBI HeE
coOUpaJnCh ero mevyaraTh, IOTOMY YTO XOTEJIH, YTOOBI OH ObLJI OECIIJIATHBIM U
obmenoctynapiM. Ho 1mo upoHWU cyAbObl Temepp y HAc Jake HE OJUH
IeYaTHBIN KAaTaJIoT, a HecKoJIbKo. Koryia Oblyia BhICTaBKA HAIlllel KOJIEKITUHN
B JIyBpe, OH 3axoTes uU3JaTh KaTajsor, HanuoHaabHbI My3eil Kurtas Toxe.
Tenepsr Ha ouepenm 'MUU um. [lymkuna, dpmurax u Jlysp — Aby-/labn,
HaBepHAKA OHU TOXKe 3axoTAT. OKazajaoch, JIIOAU A0 CUX IOpP HOKYIAIOT
OyMa’kHbIe KATaJIOTH U IMOJB3YIOTCA UMH. UTO K, €CJIM UM 3TO HYXKHO, A He
npotuB. Kcratu, B Poccum ™Mbl mokakeM O0oJibllie paboOT, 4eM B JPYyrux
my3esx. B JIyBpe 6b1710 30 KapTuH, B Kutae — 60—65, a K BAM MbI IPUBO3UM
82.

ITouemy BBI pEIINUJIN COCPEAOTOUYUTHCA MMEHHO Ha PemOpaHaTe n
ero mkoJe?

Y MeHs 5TO HacToAmad CTpaCTb C OY€Hb PAHHETO BO3pacCTa, ¢ MECTU-CEMU

set. IlepBoe MecTo, KOTOpoe s moceTus B EBpome, ObLT AMcTepaaM — s
IONIPOCUJI CBOUX POJUTENIEd OTBE3TH MEHS Ty/Aa, IIOCKOJbKY TaM KHUJI
Pem6panar. I'maBHoe B PembpanjaTe — 3TO TO, 4YTO OH u3MeHusa Bce. OH

MOPBaJI C KJIACCUUECKOW TpaHIIUEH, C caMOU KOHIENIIUEN TOTO, UTO TAKOE
KpacoTa M K 4eMy JOJI)KHbl CTPEMUTHCA XyA0KHUKU. OH NepeBepHYJI BeCh
X0 ucropuu uckycctBa. Ban I'or Obu1 omep:kum PembOpauarom, [lemakpya
Toxke, TepHep roBOpmwJ, uTo PeMOpaHAT — BeJUYAHIINUA KOJIOPHUCT BCEX
BpeMeH. IIukacco ObIT abCOJMIIOTHO MOMeIIaH Ha HeM, a Takxke ®PpaHcuc
BakoH... PeMOpaHAT 10 cUX TOP HPOJOJI’KAET BJIUATH HA XyAOXKHHUKOB. Ero
KapTUHBl — 3TO UMIIPECCHOHU3M M JlaXKe 3KCIIPECCHOHU3M 3a COTHHU JIET 7|0
Mone. Axipe Manbpo TOBOPHJI, UTO PeMOpaHAT OBLI MEPBBIM XyT0KHUKOM,
KOTOPBIN TporaeT aymry. OH ObLT peBosonmoHepoM. HamepeHHO wiau HeET?
OH mpocto ObuT BepeH cebe. /[ MeHsS OH CTOUT B OJHOM PAXY C
[MTexkcnupom, JlocToeBCcKUM U OUHIITEHHOM — JIMYHOCTAMHU, KOTOPBIE
BBIIIJIM 32 paMKU CBOErO0 BpeEMEHU U CBOEM HAIMOHAJIbHOU KYyJbTYpPHl U B
KOHEYHOM UTOTe U3MEHUJIU XOJ UCTOPUU.



MeHsaJjacsk Jia CO BpE€ME€HEM KOHICIIIUA Balren KOJIJIBKI.II/II/I?

Ona paszBuBasach mostanHo. Havanocsk Bce ¢ JleliieHCKON MIKOJIbI, C TIEP BOTO
yuenuka PembOpannra — T'epapnma oy, 3aTeM MBI IepeluId K JAPYTUM
y4eHUKaM, IOTOM K ApyTuM ropojam l'osmanaun, us Jlelizena B Amcrepaam,
3aTeM Mbl Hadaju KOJIJIEKI[MOHUPOBATh KAPTUHBI XY/IOKHUKOB JeI(PTCKOMN
IITKOJIBI, TaKUX Kak ['abpuesnb Metcio u fin Bepmeep, a Tak:ke yTPeXTCKOU — K
Hel oTHocutcs ['epapym Tep6opx. MBI cTajii HMpPOCIEKHBATh CBA3U MEXIY
XyOKHUKAMU U IIOKa3blBaTh, KaK OHHU BJIMAJU JpPYr Ha JApyra, U Tak
KoJmeknus pocia. I[TepBoit paboroir Pemb6panaTa, KOTOpy0 MBI Ipuobpeny,
OBLT PUCYHOK C M300pakeHueM JIbBUIBI. UTO /0 €ro JKUBOIUCHU, TO IEPBOU
KapTuHOU Oblma «)KeHmuHa B Oestom derre». S ObLT B BOCTOpPre, 4YTO MHE
yAAJIOCh €e KYIUTh, U, ecJIU OBl TOT/Ia KTO-TO CKa3ay MHe, YTO 4epe3 12 JIeT
OOJIBIIMHCTBO KapTUH PemOpaHATa, HAXOAAMHUXCSA B YACTHBIX pYKax,
OKa)keTcsl y Hac, A Obl He moBepus. B Poccum Mbl mokaskem 12 u3 HuxX. Ha
caMoM Jiesie, s CIYUTal0, HaM O€3yMHO IOBE3JI0: U YTO 3TU KAPTUHBI ObLIN B
YaCTHBIX PyKaX, U 4YTO JIIOJU COTJIACUJIUCH UX IpoAaaTh. [lo TOoro, Kak g Hadasl
cobupaTh KOJUIEKIIWIO, f U NPEACTaBUTh cebe He MOT, YTO KapTHHA
PembpanaTa MOXKeT MpUHAJJIEKATh YACTHOMY JIUILY.

Tomac KannaH v JlengeHckas Konnekuus.
doTo: Sueraya Shaheen / The Leiden Collection



Hoquy AJA BaC TaAK BaAKHO OﬁﬂallaTI) HMH, €CJIN Bbl OTIIPpABJIACTEC
KapTHUHbI B My3€HU, HHOTJAAa JazKe HE YCII€B HaA HUX BSI‘JI}IHyTI)?

Boroch, 4TO B 3TOM M COCTOUT CTPACTh KOJUIEKIIMOHUpPOBaHUs. Co3HaHUeE
TOTO, UTO BBI IPUOOPEJH MIEJEBP, YTO BbI CBA3AHBI C Xy 0XKHHUKOM, KOTOPOTO
0bute, — 0cob0oe YyBCTBO. DTO OrpoMHas pazocTb. Ho eme OoJsbirast
PagoCTh JJIT HAC — TO, YTO MBI MO’KEM BBICTABUTb 3TH KaPTHUHBI, BEPHYTh UX
nyOosnke. Mbl U3bIMaeM WX W3 YaCTHBIX PYK U BBICTABJIsAeM Ha BceoOimee
o6o3penue. /1 HaC B 5TOM M 3aKJIIOYAETCS CMBICJ cOOMpaTeabcTBa. XOTS 5
He Cy/IbsI APYTUM KOJUIEKIIMOHEPAM, 3TO UX JINUHOE JIeJI0, KaK 00paIaThes co
cBouM cobOpaHueM. JIIOaHM [ealoT JeHbI'd, OHHU XOTAT BKJIAJAbIBATh UX B
HUCKYCCTBO. UTO K, IpeKpacHo!

B Hauajsie 2000-X roJi0B, KOrjga BbI CTAJIH COOHPaATh KOJ/LJIEKIUIO,
MOKYIIaTh CTapbIX MacCTEPOB ObLIO HE MOAHO. U3MEHHJIOCH JIH UTO-
TO cernuac?

Jla, 1 ;ymaio, OHU CHOBa CTAHOBATCS MOJHBIMU. JII0AU BCe siCHEEe 0CO3HAIOT,
YTO 3TH IIEAEBPHI ABJAIOTCA YAaCThI0O UCTOPUU UCKycCcTBA. [ UTO OHU OUYEHbD
penku! 3BecTHO Bcero 400 xkaptud PembOpaH/Ta, IpU 3TOM NPOU3BeAEeHUN
9dHau Yopxosa HacuuTbiBaerca 70 Thic.! EcTh TOsBKO OonuMH Bepmeep B
YACTHBIX pyKaxX, U OH MpUHaAJIeKUT HaM. Ectp Tonpko oxauH Kapen
®abpunuyc, BeJUKUN ydYeHWK PemOpaHaTa, ©TO CBOed OJapeHHOCTH
CPaBHUMBIN C YUYHUTEJEM, B YACTHBIX PyKax, U OH TOXKe MPHUHAJJIEKUT HaAM.
[Ipu sTOM HaXOAATCA JIIOAU, KOTOPBIE ILIATAT 32 paboThl Yopxosa OoJIblile,
yeM A 3amiaTuil 3a Bepmeepa. Ho 5T0 HOpMasibHO, BeJlb OHU MOKYNIAIOT TO,
YTO UM HpaBuUTcA. IlepBoe MpaBMJIO KOJJIEKIIMOHUPOBAHUA: MOKyNalTe ToO,
uyto joburte. Torma Bel He omubeTech. Beib B KOHIlE KOHIIOB Bl BCE PABHO
yMpeTe, U JIyullle HacJa)kAaThbCs TEM, YTO BaM HPAaBUTCH, MOKA BBI KUBBI. A
€CJIN BbI MMOKYIlaeTe BeIy, YTOOBI CIIEKYyJIUPOBATh UMU, Ha 3TOM IIyTH BCET/Ia
€CTh BEPOATHOCTh OMMOKU. fI OBl HE CTaJl MOKYyNaTh MCKYCCTBO B KaudeCTBe
KOMMepueckoil uHBecTulluu. Ho y MeHsA HeT COMHEHHU, YTO, €CJIU BBI
MOKyIlaeTe UTO-TO, SBJSIOIIEECSd IIeAeBPOM, YaCThI0 I[UBUJIN3AIUH, BBI
Bcerzia Oy/eTe B BRIUTPHIIIIE.

MHorue omnacaoTcd IIOKylaThb CTapo€ HCKYCCTBO, IIOTOMY 4YTO
6osaTca noaaesnok. Kak BBl MUHUMHU3HUPYETE 3TOT PUCK?

A copiman 60bIle UCTOPUN O MOAJIEJIKaX B COBDEMEHHOM HCKYCCTBE, UEM B
HaCJIeUuU CTAapbiXx mMacTepoB. KoHeuHO, OHU cymecTByOT. Ho 4 He mymaro,
YTO MBI 3a BCe BpeMs KYNWIH XOTh OJHY IHOJAJeJKy. DbbIBaso, d4TO
IIPOU3BEJIEHNSA, O KOTOPBHIX TOBOPUJIHM, UTO OHH OBLIM HAMHMCAHBI OJHUM
XYIOKHUKOM, OKa3bIBaJNCh CO3/IaHHBIMH JIPYTHUM, Takoe OBbIBaeT, HO 3TH
U3MeHeHus aTpulOynum ObLIM BCerJa B HaNLy MOJb3y. MBI MOKynaau
KapTHUHBI IIKOJIbI PemOpaH/iTa, a MIOTOM OKa3bIBaJOCh, YTO OHU HAIHMCAHBI
camum Pembpanarom! I'opasmo Jsierde mopjesnaTh npousBemeHne XX—XXI
BEKOB, YeM CTapbhIX MAaCTEPOB. B OOJILIIMHCTBE MOJIOTHA MAaCTEPOB IPOIILJIOTO



UMEIT JIOJTYI0 MCTOPUIO, IIPUYEeM JIOKYMEHTHPOBAHHYIO, OHH XOPOIIIO
ns3ydeHpl. Ecjin y Bac ecTh COMHEHUSA IO IIOBOJIY TOM WJIM MHOU PabOTHI, BbI
MOJKETE TMOUTH K HECKOJbKHM BJKCIepTaM — JAujepaM, CIeIlnuaJnucTam
ayKIIUOHHBIX IOMOB, BBICIIYIIATh UX BCEX U IPUHATH MPABUJIBHOE PEIIEHUE.
CoBpeMeHHOE K€ UCKYCCTBO II0 OIIPeJieJIEHHI0 He uMeeT IpoBeHaHca. CKaxy
YeCTHO, HECKOJIBKO Pa3 MHe IIpejiaraju OUeHb IJIOXHe KapTHUHBI, BO3MOKHO,
IOJZiieJIbHbIe — HO OHH [IeHCTBUTEJBHO BBIIJIAAEJH, Kak noxagenxku! U
IIpUYeM, KOTrJla s TOBOPI0 O TIIOAJeJKaxX, S HUMEK B BUAY KapTHUHBI,
HamnWCaHHbIE COTHU JIET Ha3aJ, HO He TeM XYJO0KHHUKOM, II0Ji UMEHEM
KOTOPOTO OHU ITPO/IaBaIUCh.

Wcak ge Aynepsunne (okono 1612-1648).
«[MopTpeT PembpaHaTa B BOCTOYHOM ogesHun». Okono 1631.
doto: The Leiden Collection



C keM BBI IpeanouyHTaeTe padorarbh — ¢ ayKIUOHAMHU WIH
augaepaMu?

MHe yzo0Hee UMeETH JIeJIo ¢ AuaepaMu. MBI 4acTo MOKyrnaeM Ha ayKI[MOHAX,
HO M TaM IIOYTH BCeT/ia s IEUCTBYI0 yepe3 HUX. CaM Impoliecc TOProB MeHs He
yBJIEKaeT, MHE BCE PaBHO, CKOJIBKO TOTOBBI 3aIJIATUTh 3a Ty WU HHYIO
paboty apyrue jatoau. /s MeHsA ee IeHHOCTb He B 3TOM. TOJIbKO WMHOT/A,
KOTZla MHE XOUYeTCsA MOHSATHh, KaKOe HAaCTPOeHHEe B 3ajie, s 3BOHIO JTWJIEPY U
CJIyIIaio, Kak uyT TOpru. Tak OBIJIO BCETo TPU UJIHM YeThIpe pasa.

CymiecTByeT JIM KOHKYPEHIUA ME:KAY KOJ/LJIEKIHOHepaMu padoT
cTapbIX MacTepoB?

OHa ecTh, HO B I1€JIOM 3TO Topasjio OoJiee JKeHTIbMEHCKUN MUD, YeM Jpyrue
CerMeHTBhl apT-pblHKA. MHOrZa KTO-TO BUAUT MPEKPACHYI KapTHUHY H
rOBOPUT MHe: «3HaeTe, 5Ta KapTHUHA Jy4llle BIUIIETCA B Bally KOJIJIEKIUIO.
OHa MHe caMOMY HpaBHUTCH, HO, €CJIX Bbl XOTUTE KYIIUTh, A YCTYILJIIO €€ BaM».
MHe HpaBUTCA 3Ta cucTeMa. Bo MHe He cujieH JyX COPeBHOBaHUMA, s He
JI00J110 KOHKypeHIMo. Ho ecim A JeHdCTBUTENBHO XOYy UTO-TO, S 3TO
moyay! (Cmeemcs.)

Kakum o6paszom? Y Bac ecTb KAKOU-TO 0COOEHHBIN CeKpeT ycrexa?

OnHa U3 MPUYMH, IOYEMY MBI C JKEHOU JOCTUTAJIN yCII€Xa, — 3TO OTHOIIEHUS
¢ AuJepaMH W ayKIIMOHHBIMHU JloMaMu. HaM 3BOHUJ/IM HEPBBIM, IOTOMY YTO
3HAJIM, UTO MBI OBICTPO IPUHHMAEM pelieHus. Mbl ObLIM KPYITHEUITHMU
KJIMeHTaMH, HO He 3Jioynotrpebssau stuM. f Bcerma rosopui: «Ilo3BoHUTE
MHe IepBoMy. Eciim MHe 3TO IMOHpaBUTCS, I BAM Cpa3y CKaXKy U IlepeBeay
JIEHbI'! y’Ke Ha cieAymolnedl Hepaesne». OueHb OBICTPO BCe IOHSJIN, YTO JJIS
HAacC 3TO He BpeMeHHas IMPUXOTh, YTO MbI COOMpaeM KOJUIEKIIUIO C OYeHb
YeTKOUW KOHIenmued. Mbl OBICTPO CTAaHOBWJIHCH JIPY3bAMH W HAYHHAIU
JIOBEPATH JAPYT ApPYyry. 3a OJAHHUM WJIH JABYMS HCK/JIIOYEHHUSIMHU, CaMble
IIPUATHBIE JIEJIOBbIE OTHOIINEHWsS B MOEH KU3HHU CKJIAaJbIBAJINCh B MHpPE
HCKyCCTBA. ¥ MeHsl ObLJIO 250 C/IeJIOK, CBI3aHHBIX C UCKYCCTBOM, M IIOYTH BCE
W3 HUX s BCIIOMHHAIK C Y/IOBOJILCTBUEM. DTO HEOOBIUHO JIJIsA JIDOOW APYyTrou

cdepnl.

IToxynasnu Jau BBl KOIJa-HUOYAb KapTHUHBI, HEe BHIAA HUX B
peajibHOCTHU?

a, MmHOTO pa3. I 3HAKOMJIIOCh C UX IIPOBEHAHCOM U BCEr/ia MPOIIy KOro-To,
KOMY JIOBEPSI0, IOUTU U MOCMOTPETHh UX BXKUBYIO, UTOOBI YOEIUTHCA, YTO UX
COCTOSIHUE XOpOIllee U OHU MPe/ICTaBJIEHBI B KaTasore BepHo. OUeHb 4acTo
0e3 BCIKUX COMHEHUH MOKYyIaJl KapTUHBI, KOTOPbIe BU/IEJI JIUIIH Ha Caaljiax.
Tonpko B camMoM-caMOM Hadajie 5 HECKOJbKO pa3 IMOKymaJ KapTHUHBI,
KOTOpbIE B PEAJIbHOCTU BBITJIA/IENIN MPOCTO CMEIIHO, B KaTajiore ayKI[MOHA



OHHU CMOTPEJIUCh TOPa3/0 JIydllle. TO MPOUCXOAHNJIO B TEX CAydasx, KOrja s
He BUJEJ UX cCaM M He IPOCHUJ HUKOTO JAPYroro UX MOCMOTpPeTh. U ellle oHU
Bcerza ObLJIN JEeNIEeBBIMU.

Kak BbI mpeacraBJisere cede Oyayuiee Bane KOJMJIEKIIUH ?

Ceiiuac s ;ymMaio o TOM, 4YTO MbI IOKakeM ee B Poccun, a motom B AOy-/labu.
Jlajieko uUAyIIUX IJIAHOB y MeHs IOoKa HeT. MHe BCEero JIMIIb 55, MO KeHa
MoOJIO}Ke. Y Hac OyAeT elle JOCTaTOYHO BPEeMeHH MNOoAyMaTh O TOM, Kak
3aBEPIIUTH HAIIY MUCCHIO.

Bvicmasxa «9noxa Pemb6panoma u Bepmeepa. Illedespwt JletideHckoll KoaaeKuyuu»
npotidem ¢ 'MHH um. A.C.IIywkuxa ¢ 28 mapma no 22 urwas 2018 2oda u 8 Apmumanstce ¢
5 cenmsbps 2018 200a no 13 aHeapsa 2019 2oda.



The Art Newspaper Russia 26 March 2018 Ekaterina Vagner

“Thomas Kaplan: ‘There is Nothing Particularly Noble in Collecting Art>”

On the eve of the opening of Ais exhibition “The Age of Rembrandt and Vermeer: Masterpieces of
The Leiden Collection, ” the American collector talks about why he is not afraid of forgeries,
avoids auctions, and does not consider collecting as an investment.

You used to showcase your collection at your own private gallery. But then you closed it and
began exhibiting The Leiden Collection in public museums. Why did you make that decision?

That’s not quite right. When my wife Daphne and | opened the gallery, we decided from the start
that all paintings would be available to museums. Quite often, our paintings would reach a
museum before they even had a chance to hang on the walls of our gallery — that is, they would
go on loan right from the dealer or the auction house where we bought it. | remember visiting the
Getty Museum once and witnessing how people reacted to one of the works in our collection, Boy
in a Cape and Turban by Jan Lievens. That moment is when | realized that the most appropriate
thing we could do as collectors was to share the art with the broader public. At first, however, |
didn’t want our name to be associated with collecting art and so we loaned the paintings
anonymously.

Why?

We had no desire to be a part of the art world. We were public in campaigns regarding some of
our greatest passions, mostly involving wildlife conservation. But we don’t believe that there is
anything particularly noble in collecting art. I am not ashamed of being involved in it of course,
but we simply did not want that kind of publicity.

So have you changed your mind?

The thing is, while collecting paintings by numerous artists — particularly Rembrandt and his
students — we not only collect the canvases, but also the information and knowledge about the
works and their creators. At some point, we had to make a choice: simply share the paintings with
the public, or gather and organize all of the scholarship that we had accumulated in the process.
Yet we came to accept that, if we were to choose the latter path, we inevitably would have to
come out of the shadows. Our decision was that disseminating knowledge was ultimately far
more important than preserving our anonymity. That way, we could pay proper respect to the
artists that we so love by shedding light on their historical significance and enduring relevance.
We proceeded to assemble a catalogue of our collection and to publish it on the Internet so that it
could be freely accessed by all — students, teachers, curators, dealers, auction houses, and
collectors. Our initial intention was to keep the catalogue online, and not to print it, as we were
very keen on it being free of charge and readily available. Ironically, we now have not one but
several printed versions of the catalogue. That is because each museum that the Collection has
visited — The Louvre, the National Museum of China, the Long Museum — expressed an interest
in producing one. The Pushkin Museum and the Louvre Abu Dhabi wanted to do the same. It
turns out that people still buy and read printed catalogues. Well, if they like it, I don’t mind. On a
separate note, we will showcase more works in Russia than in any other museums to date. We
had 33 paintings on display at The Louvre, 74-78 in China, and 82 are here in Moscow.




Why did you decide to focus on Rembrandt and his school?

It’s been my passion ever since childhood. The first place | visited in Europe was Amsterdam. |
asked my parents to take me there because that’s where Rembrandt had lived. Simply put,
Rembrandt changed everything. He did away with classical norms and traditions, with what
beauty as a concept was supposed to mean and what artists ought to strive for. In that, he entirely
transformed the history of art. Van Gogh was obsessed with the Dutch master, and so was
Delacroix. Turner held Rembrandt to be the greatest colorist of all times. Picasso was crazy about
him, as was Francis Bacon... To this day, Rembrandt still influences artists. Paintings by him can
be considered impressionist and even expressionist, hundreds of years before Monet. André
Malraux once said that Rembrandt was the first artist who touched the soul. He was a
revolutionary. Was it intentional? | believe he was simply true to himself. To me, Rembrandt is
on the same level as Shakespeare, Dostoyevsky, or Einstein — individuals who redefined the
boundaries of their time and of their national cultures, and eventually changed the course of
history.

Has the concept of your collection changed over time?

It has developed in stages. The Collection started with the Leiden School — specifically with
Rembrandt’s first student, Gerrit Dou. We then proceeded to look into other students of the
master, extending our interest to different cities in Holland starting with Amsterdam. This led us
to collect paintings by artists from Delft, most famously represented by Johannes Vermeer, as
well as by artists from the Utrecht School, including Gerard ter Borch. We began identifying
connections between artists and appreciating how they might have influenced one another. From
then on, the Collection kept on growing. The first work by Rembrandt that we acquired is the
drawing of a lion, while Study of a Woman in a White Cap represents the first painting by the
master in our collection. | was so excited to be able to buy it. If someone had told me, back when
we began collecting, that so many of the works by Rembrandt in private hands today would be
ours, | simply would never have believed it. 12 of these paintings will be on display in Russia. |
believe that we were very lucky that these works happened to be privately held and that their
owners agreed to part with them. Before we started our collection, the mere idea that a private
individual could own a Rembrandt was totally foreign to me.

Why is it so important to you to actually own these works, if you send them to museums right
away without even having had a chance to look at them?

I’m afraid that’s the collector’s passion. The realization that you just acquired a masterpiece —
that you are somehow connected to the artist you love — truly is a special feeling. What a great
joy! But an even greater joy for us is the ability to exhibit these paintings and, in a way, put them
back into the public domain. We take them from private hands and place them out in the open for
everyone to admire. For my wife and me, this encapsulates the true meaning of collecting. But |
certainly will not judge other collectors; it’s entirely up to them how they choose to treat their
collections. Some people make money and want to invest in art. That’s terrific if they do!

When you started your collection in the early 2000s, buying Old Masters was out of fashion. Has
that changed?

Yes, it is my belief that the Old Masters are becoming fashionable again. People are increasingly
realizing that these masterpieces constitute a truly significant part of art history. And indeed that
they are extremely rare! There are only 400 paintings or so by Rembrandt in existence. For Andy




Warhol, the corresponding estimate of his works is closer to 70,000! Only one Vermeer is
privately owned, and it belongs to us. The same is true for Carel Fabritius — Rembrandt’s
magnificent student and an artist truly equal in talent to his teacher — whose sole painting still in
private hands is the property of The Leiden Collection. Having said all that, there are people who
happily will pay more for a Warhol than I paid for a Vermeer. And that’s fine, because one ought
to buy what one likes. One can never go wrong this way. Sooner or later, we will all die. So better
to enjoy what one likes while alive. When buying something with the intent of making money off
of it, the possibility of loss always exists. | would never buy art as a commercial investment. Yet
when one buys a masterpiece, a real part of civilization’s history, one will always do well.

Many people are afraid to buy old art because of forgeries. How do you mitigate that risk?

Actually 1 have heard more stories about forgeries of modern art than of Old Masters. Having
said that, they certainly exist. Yet I don’t believe we ever bought a forgery. It has happened that
paintings once attributed to a particular artist turned out to be the work of a different one. These
things do occur, but the changes in attribution have most often tended to play in our favor. For
instance, we have bought paintings attributed to students of Rembrandt that ended up being the
works of the master himself. | believe that it is much easier to forge a 20" or 21% century work
than a piece by the Old Masters. Most of these classical works have a long history, which is well-
documented and well-studied. If one ever has a doubt about a painting, a multitude of experts
exist — dealers, curators specialists at auction houses — that one can solicit in order to make the
right decision. Modern art, by definition, has no provenance. | have been offered quite a few bad
paintings, which were possibly forged, but they certainly looked like forgeries! And again, when |
talk about forgeries, I am referring to works that were created hundreds of years ago but not by
the artist whose name was assigned to them.

Who do you prefer to work with — auction houses or dealers?

I am more comfortable working with dealers. We often buy items at auctions, but even then | tend
to work through dealers. The bidding process doesn’t interest me. I don’t care to know how much
other people would be willing to pay for a particular painting. | see no affirmation in that. Only
on certain occasions, when | want to feel the atmosphere in the room, | can call the dealer and
listen to the bids. I only did that perhaps 3 or 4 times.

Do any rivalries exist between collectors of Old Masters?

There is some, generally speaking, but | find the world of the Old Masters to be much more
gentlemanly than other art markets. From time to time, someone may come across a beautiful
painting and say “You know, this particular work would be better suited for your collection. I like
it but if you want it, Il step aside and let you pursue it.” T like this system very much. | am not a
huge competitor and have no interest in rivalries. But if | really want something, you bet I will get
it! (Laughs.)

How? What’s your secret for being so successful?

The main reason behind the success that my wife and | have had as collectors is the relationships
that we have developed with the dealers and the auction houses. They call on us first, because
they know that we decide quickly. We happen to be their biggest clients, but have never abused
that status. I’ve always said: “Call me first — if I like it, | will tell you right away and transfer the
funds the following week.” People realized rather rapidly that this was not a mere whim for us;
that we in fact have a very sophisticated, thought-through concept for our collection. Friendships




were formed and with it came trust in one another. Except for one or two cases, the best business
relationships | have ever enjoyed came from the art world. | have made some 250 art deals and |
remember most of them with a sense of pleasure. It’s quite unusual for any business.

Have you ever bought a painting without seeing it first?

Yes, on several occasions. | would familiarize myself with their provenance and always ask
someone | trust to go and see them in person to make sure that they are in good condition and
properly represented in the catalogue. | have bought several paintings that | only saw on slides.
Only at the very beginning did | buy paintings that looked ridiculous in reality, even though they
looked great in an auction catalogue. It happened simply because | failed to see them myself or
ask someone to check them out on my behalf. They also happened to be quite cheap...which
should have been a clue that | was about to make a mistake!

How do you envision the future of your collection?

My current focus is to exhibit the Collection in Russia, and then in Abu Dhabi. I don’t have any
particular plans beyond that. | am only 55 years old and my wife Daphne is even younger. We
have plenty of time ahead of us to continue thinking about our mission.

The exhibition “The Age of Rembrandt and Vermeer: Masterpieces of The Leiden Collection”
will be held at The Pushkin State Museum of Fine Arts from 28 March until 22 July 2018, and at
The State Hermitage Museum from 4 September 2018 until 13 January 2019.




