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B 'MUU umenn IlymkuHa OTKpBLIACh BBICTaBKa «Jroxa PembpaH/iTa U
Bepmeepa. IlleneBpsl JleliieHcKON KoJuieKiuu». Jl1oxuHa PeMOpaHATOB,
nBa Xasica, Bepmeep, ®abpunimyc — cobpanue cynpyroB Tomaca Karrana
u Jlabuel Pekanatu-Kamian cuuTaeTrcss OAHOM U3 JIYYIINX YAaCTHBIX
KOJIJIEKIIUM KUBOIIMCHU TOJIJIAHJICKOTO 30JIOTOTO BeKa. OTU U MHOTHUE
JIpyTHE COKpPOBHUINA ObLIM CcOOpaHBI BCEro 3a 15JIeT — HEBEPOSATHO
KOPOTKHU CPOK JJIsl MOUCTHHE MYy3€eWMHOU KOJUIEKIIUH, KOTOPYIO Paibl
BbIcTaBJIATh B JIyBpe. Co3maTesib yHUKaIbHOTO cobpanus Tomac Kamian
yoenusn AHHy TosicToBY B TOM, YTO OH HEe UHBECTUDPYET B 3HAMEHUTHIE
MMeHa U JIOPOTHE XOJICTHI, a TOBOPUT O COOCTBEHHOM BUJEHUH BEJIUKOU
SIIOXU U €€ aKTYaJIbHOCTU CETO/IH S



Tomac KannaH
doTto: MipuHa Byxop, KommepcaHTb

MU3BecTHO, YTO PeMOpaHAT ObIN Bawewn nepBon NMOOOBLIO ele B AeTCTBe.
Ho, xota JlenaeH Obin ero poaHbIM ropoaom, Mbl BCe XXe BOCNpPUHUMaeEM
PemOpaHaTa Kak amctepaamMckoro xyaoxHuka. lNMo4vemy ato JlenaeHckas
Konnekuma? Yto takoro ocobeHHoro B JlenaeHe?

[Tpexxne Bcero JlelileH — poaHOW ropoxa PemOpaHaTa: 3Ta KOJUIEKITHSA
co3ZlaBajiach Kak oMMak PeMOpaHATYy ellle B Te BpeMeHa, Korja s He MOT U
MeuTaTh, UYTO y MeHs Oy/ieT XOTsl ObI O/IHA €T0 Belllb, HO sl XOTEJI MIOYTUTh MECTO
pOsk/eHus ero reHusA. K Tomy »ke s ¢ IETCTBA OUEHb JII00JIIO JIEHIEHCKYIO IIIKOJTY,
KoTopou PeMOpaHATII puia HEBEPOATHBIN UMITyJIbC: ['epapaa /oy, ®paHca BaH
Mupuca Crapiiero u BceX, KTO BXOAWJI B UX opouty, Bpozae I'abpuena Metcio,
fna CreHa, JIEHJEHCKUX «MacTepOB HCKycHOU skuBomucu» («Leidse
fijnschilders»).

A ocTanbHble XYAOXHMKMA U3 Baweun kKonnekuun? Amcteppamen [utep
NacTtman?

A ouens o610 [TuTepa Jlactmana. OgHa U3 KeMYYKUH KOJUIEKITUN — «JlaBu/I
u Ypus» JlacTMaHa — momnajia K HaM KaK IIPUBET W3 IPOIIJIOTO: 3TO ObLIa
kaptuHa u3 kosuieknuu Kaka I'y/cThukkepa — €ero BBIHYJWIN NOPOJATh €€



F'epmany I'epuHTy, TOTOM OHA JIECATKH JIET XpaHUIach B Maypuixéeice, a morom
BEpHYJIaCh B CEMBI0O — WM OHH IMPOJAIM ee HaM. IJTO ObLIa, HA MOU B3TJISA,
Jyginas KapTuHa JlacTMaHa Ha pPBIHKE, T7[e €ro He TaK YK ¥ MHOTO, U 110 HeH s
MTHOBEHHO TIOHsJI, YTO XOTh OH M He OBbLJI T€eHHAJIbHBIM XY OKHUKOM, HO OBLI
BEJINKUM yuutesieM Jiuisi PemOpanara u fna JIuBeHca, KOTOpble BHAUaJIe IIUTA Ha
paBHbIX. UTO MHOroe OOBsICHSIET HaM B Tpaguruu aemulatio, korma yduresb
YUYUT YUYEHUKOB TOJIpakaTh cebe U — B UJIEAJIbBHOM MHPE — MEeUYTaeT O TOM,
yTOOBI OHH IIPEB3OIIUIN €ro, 3TO ero BhICIIas Harpaja. YesoBedyeckas mpupoza
TaKOBa, KaKOBa OHA €CTh, HO y MeHs TaKOe YyBCTBO, UTO JlacTMaH IOJIydu
OTPOMHOE y/IOBJIETBOPEHHE, BUsA, UTO PeMOpanaTH JINBEHC IPEB3OIILIHN €T0. ATO
Xy/I0’KECTBEHHBIN HJleasl — HaZel0Ch, YTO BCe OBLIIO MMEHHO Tak. [[pyroit mpumep
TOTO K€ Pojia — TYT C MOEH CTOPOHBI Bce KyAa OoJiee TUIIOTETUYECKH — MHeE
Kakercs, Kkorya PemOpanar cmorpenn Ha Kapena ®abpunmyca, Ha Hale
«fIByieHne anrena Arapu», oH aymai: «CbIH MOH, ThI paBeH MHe». KOHEUHO, MBI
He 3HAaeM HaBepHsKa, HO KOT/Ia Bbl MHTEPECYeTeCh STHUM IIE€PUOZIOM, a s Kak
KOJUIEKITIOHED OYeHb YBJI€YEH UM, BaM MOKHO IPOCTUTH Takue haHTa3UH.

AH JlneeHc. «Manb4mk B Hakuake n TiopbaHe
(MopTpeT npuHua PynepTta MNdanbuckoro)y, 1631
®oTo: Courtesy of The Leiden Collection



Bam BaXHO BbICBETUTb OTAeSNIbHble (Urypbl, KOTOpbleé Mbl NPUBbLIKNKX
BuaeTb B TeHn PembpaHaTa?

IIpexxme Bcero A Xody, 4YTOOBI JIIOAW  YBHUAENHW, Kakou PemOpaH/T
TPaHCIEH/IEHTAJIbHBIN XY/IO’KHUK, HEOOBIKHOBEHHO Ba’KHBIH M B CETrOHSAIIHEM
mupe. OH Tak ke 3HAMEHHUT CEroj[HsA, KaK ObLI 3HAMEHUT IPU KU3HH, U TOMY
€CTh MPUYHHBI: €r0 HEBEPOSATHBIN TaJaHT, CBOOOJIa U OTBara, ¢ KaKUMH OH JaJl
BOJIIO TOMY TaJIaHTy, PEBOJIIOIIMOHHBIA BBI3OB, KOTOPBIA OH OpPOCHJI YCJIOBHOMU
KOHIIENIIUM KpacoTbl. OH ObLI IPOTHBOPEUHBOM (PUTYPOH y:Ke TOrja, Korja
JIEKOHCTPYUPOBAJI  KJIACCUYECKYIO, WTAJIbIHCKYI0 HJIEI0 KpacoThl, YTOOBI
ITO3BOJIUTh Xy/JOKHUKAM BBICKA3aTh CBOM COOCTBEHHBIE UJIEM KPaCOThl. ITO B
OYKBaJIbHOM CMBbICJIE B3PBIB B MCTOPHUU HCKyCCTBa. I 3TO He CIy4yailHOCTb, YTO
MHOTHE W3 BEJIMKHX HOBAaTOPOB OBLIN TakK oOzep:kKuMbl PemOpanarom: I'oiis,
Henakpya, Tépuep, Bau I'or, Ilukacco, ®psncuc bskoH, Jliocken Opeiis.
JIHK PemOpanaTa, ero reHeTHKa, CTAHOBHUTCSA TOJIBKO CHJIbHEE B CJIEIYIOIIHUX
MoKoJIeHusX. fI J1ro0/0 pa3HOe HCKYCCTBO: 3aHMMAIOCh 3aIlUTON aHTUYHOTO
HacJjeus, IMOJydal YJA0BOJIBCTBHE OT COBPEMEHHOTO HcKyccTBa. Ho TosbKO
HWCKYCCTBO TOJUJIAHACKOTO 30JIOTOTO BeKa BbBIBBIBAET y MEHA JKeJIaHUe
KOJUJIEKITMOHUPOBaTh. JTO HE O3HAuvaeT, YTO Mbl C JKEHOU JIMIIIEHBI UyBCTBA
COBPEMEHHOCTH — Yy Hac IpeKpacHas KOJUIEKIIUS MOJEPHUCTCKOTO Ju3aiHa,
HAIIl JIOM BOBCe He oOcTaBjieH MeOesbio B ctuie Jltoymopuka XIV. Ho MBI Bepum,
yTto PeMOpaHAT MOKeT nepedpachlBaTh MOCTBI OT OJHOM ITMBHJIM3AIIUU, OHOM
KYJIBTYPbl — K ZipyruM. I[Io3TOMy HaM Tak Ba*kHO OBLIO IMOKa3aTh B Kutae cBs3u
Mexxry PeMOpaHiToM 1 COBpPEMEHHBIM KUTAUCKUM HCKYCCTBOM,
yTOOBI PeMOpaHAT mpejicTast He areHToM 3aMaHOro KyJIbTYPHOTO
UMIIEpUAIN3MA, HO YacThI0 IIPOMU3BOJACTBA YHHBEPCAJIBHBIX Xy 0>KECTBEHHBIX
IEHHOCTEH.

B Bawen KonnekuuMu MNOYTU HET HaATIPMOPTOB U Neunsaxen, KoTopble
COCTaBMNIN CnaBy TrOJIJIAaHACKOrO 305I0TOro BeKa. TONbKO NOpPTpeThl,
MCTOpPUYECKas XXUBOMUCH U XXaHPOBbIe cueHbl. Moyemy?

OOmuii 3HaMeHaTe b — HaM HPAaBATCS KAPTHUHBI C JIIOJIbMU, HEBAXKHO, ITPOIAIOT
OHU PBIOY WM IPaBAT TocyZapcTBaMu. Bo MHOTHX KapTHHAX BbI MOJKETE HAUTH
CKa304YHO IIpeKpacHble HATIOPMOPTHI — Bo3bMuTe l'epappa oy, @paHca BaH
Mupuca Crapirero, 'abpuena Metcio. Ho 3TH HaTIOPMOPTHI BKJIIOYEHBI B
KOHTEKCT H300pakKeHUs JIIOJIeH, IPOKUBAIOIIUX CBOIO JKU3Hb. fI MOCBATHII



OOJIBIIIYIO YaCTh CBOEH JKM3HU 3allUTe JUKOW HPUPOJbI, HO IIPU 3TOM MEHS He
TPOTAIOT MeW3aku, U300pa’keHusl IIBETOB — €CJIM OHU B KOHTEKCTE CIOJKeTa, s
CYACTJIUB, HO MHE HY>KHO UyBCTBOBATh KOHTAKT C OT/[€JIbHBIM II€PCOHAKEM UJIU C
TPYHIION JoAel. OTO BCero JUIIh MOU JIMYHBIA BKyc. Ha pbIHKE IIOJTHO
PéeiicnanoB, BaH l'oiieHa, ne Xema, Buiema Kanda — 5To 3ameuaTesbHbIE
XyZIO’)KHUKW, HO OHU MeHs He TporaioT. Ha BbICTaBKe BbI MOHUMeETE, UTO MOs
KOJIJIEKITMS BBICTPOEHA B COOTBETCTBUU C BECbMa MHAUBUYATbHBIM BKyCOM. MBI
He cOOMPaIUCh CTAHOBUTHCS SHITUKJIONEINYECKON KOJIIEKIIUEH, YTOObI UMETh 110
paboTe KarKJIOro KPYITHOTO XYJAOKHHKAa 3TOro BpeMeHH. Korga Mbl JIr0OUM
XyI0’KHUKA, Jloy mim BaH Mupuca, TO 3TO OYeHb IJTyDOKOEe YyBCTBO: HAaM Ba*KHO
B HEM Bce, U B Hjeasle Mbl Obl XOTeJIU IMPOCJEAUTh BeCh €ro IIyTb — OT
y4eHHYecTBa JI0 MOCJeAHHX pabor. [lajeko He BCceMU XyIOKHUKAMU MBI
HACTOJIKO OYapOBaHbI, HO CYUTAEM, YTO HAaM HY>KHO UMeTh 00pa3I[bl TBOPUYECTBA
TeX, KTO ObLI OUeHb Ba’K€H B CBOE BPEMs, HO IIOTOM YTPaTHUJ BECh CBOI OJIeCK B
TOJIPKO celiuac — He B IIOCJIETHIOI ouyepeab OJiarozapss HaM — BO3BpaIlllaeTcs.
Hampumep, ®epaunang bos — MbI I71aBHBIE TTOKyIIaTe U ero pador. Mau 'osept
OINHK.

JleoHappo ga Bunuun. «"onosa measegs», okono 1485
®oTo: Courtesy of The Leiden Collection



Bbl Bce Bpemsa roBopute 006 y4veHukax PembpaHata. A ero conepHuKu
Bpoae baptonomeyca BaH gep Xencra BaM UHTEPECHbI?

Y Hac ecTh peKpacHbIN XeJICT, MPOCTO MbI He MPUBE3JIN €ro Ha BeICTaBKy. Ho
STOT XYAOKHUK He TpOraeT MeHs — He II0TOMYy, KOHEYHO, YTO OH OBbLI
conepHUKOM PeMOpaHaTa, y MeHsS K HeMy He HACTOJBKO 3SMOIIMOHAIHHOE
OTHOIIIEHHE, YTOOBI 1 HEHABUJIEJI €T0 BPAroB, IMyCTh YK BBIUTPAET CHJIbHEHIIIHH.
Y PemOpan/iTa OBUIO TOJIHO CONIEPHUKOB — HAYMHAs C TOTO MOMEHTA, KOTZa OH
paszessiyi  MacTepckyid ¢ JluBeHcoMm. Benpb U3BeCTHO  BBICKA3bIBAaHUE
KoncraHTteitHa XélreHca, 4To Mbl €llle IIOCMOTPHUM, KTO CTaHET 0oJjiee BEJIMKUM
— Pem6panaT wiu JluBenc. OgHa kapTUHA XeJcTa MHE IIOHPABUWIACh, s CUUTA,
YTO OHA JIOJI?KHA OBITh B KOJUIEKITUH, HO B I1€JIOM OH MHE He OJIU30K.

MckyccTBOBeAbl rOBOPAT HaM, YTO MNen3aXx M HaTIOPMOPT — nepBble
npuMepbl «YUCTOr0 UCKYCCTBa», «XKUBOMUCU pagu XXUBOMUCU», B MeHbLUueMn
cTeneHun CBA3aHHOMW 3aKa3oM M NporpaMMomn, Yem KapTuHbI ¢ niogbmu. Bac
MHTepecyeT Maeosiormyeckas CTOpoHa ronslaHACKOro 305I0TOro BeKa Kak
3NOXU NEepBOro TOpXKecTBa KanuTanmMcTU4YecKkoro, NPOTEeCTaHTCKOro ayxa B
MUcKyccTBe?

Konnekiyssi — He JI0 TaKOW CTEIEeHH IPOAYKT MOUX MHTEIEKTYaTbHBIX
MHTEPECOB, XOTSA s JEUCTBUTEIPHO HCTOPHK II0 00Opa3oBaHUIO U IJIYOOKO
MHTEPECYIOCh TOJUIAHACKUM 30JI0TBIM BeKoM. Tella BIEpBble MPEAJIOKIIA MHE
cobupaTh MCKYyCCTBO — ITOHAYAIYy S KATETOPUUECKH OTBEPT BTy MBICIb, HO OHA
ybeskmaaa MeHsl, YTO C TAKOU CTPACThIO K HCTOPUU MHe Oy/IeT IPOIIe 0TKa3aThCs
OT wujied, OyATO OBl YEJIOBEKy HEOOXOAWMO OBITh Ha OJHOU BOJIHE C
YYBCTBUTEJILHOCTBIO CBOETO BPEMEHH, KOTOpasi KaK pas U JieJIaeT COBPEMEHHOE
HCKYCCTBO CTOJIb IIOIYJIAPHBIM. JI1000€ MCKYCCTBO OBLIIO COBPEMEHHBIM B MOMEHT
CBOETO CO3/IaHMUA, HO JIIOJISIM IIPOIIE KYIIUTh TO, C YeM OHU MOTYT ce0s1 COOTHECTH
cerogusi, Oyab TO «bamku cyma Kommberr» wmam kapakyiau Cas TymoOiw,
a PeMOpaH/IT ocTaeTcsi COBPEMEHHBIM Ha IPOTSKEHWH IMOCTAEAHUX UYETHIPEXCOT
sieT. KTo 13 COBPEMEHHBIX XYI0XKHUKOB CMOXKET TaKyKe IPOKUTh YEThIPECTA JIET
— s He 3Haw. IIpubsusuTenbHble HMUQPPHI TAKOBBI: B 3II0XY 30JI0TOTO BeKa
TostaHaMsA, cTpaHa ¢ HaceJIeHHEM B TPH MUJLIMOHA YeJIOBEK, IIPOM3BeEJa IATh
MUIJIHOHOB TPOU3BEEHUN HCKyccTBa. Y ecyii OAUH-ABA IPOIEHTA U3 HUX JI0
CHX IIOp MMEIOT I Hac 3Ha4YeHHe, TO UTO K€ CTaJo ¢ ocTajabHbiMu? Korma s
mpuesxkao Ha Art Basel, rme Bce oxorsitesa 3a ouepenusiM Ixxeddom Kyrcowm,



Jamuenom Xépcrom wiu J[»xonom KappuHow, s Bcerja roBopio, YTO €CJIU BbI
MOKYyIIaeTe U3 JIIOOBU K MCKYCCTBY — IIPEKPACHO, HO €CJTU BBl PACCUMTHIBAETE HA
TO, YTO Yepe3 CTO JIET 3TO OyZEeT UMETh TaKyIo >Ke I€HHOCTh, BbI, CKOpPee BCETO,
ommubaerech. CyauTh OyAyT He MO KPUTEPUSAMHU Balllero BKyca, HE IO BalleMy
Zeitgeist, a ucxona U3 TOro, KTo ObLI OPUTHHAJIEH, & KTO BTOPUUEH — MHOTHE
XyIOKHUKH, KOTOPBIX 000KaJl 30JI0TOA BeK, OBLIM BIIOJIHE IO/PAKATEIHHBI.
Hy’KHO MTOKyTIaTh TOJIBKO TO, YTO JIEHCTBUTEIBHO JIOOUIIb, HE UCXO/AA U3 KaKUX-
TO UJEeH.

Mutep BaH Jlap. <<ABTbnopreT C mMarnyeckumun atpmbytammy», 1639
®oTto: Courtesy of The Leiden Collection

Bbl He cobupaete ne4yaTtHyrw rpacduky, ckaxem, ocopTbl PemopaHAaTa.
Mouyemy?

He uyBCTByIO pyKH XyA0KHUKA. fl BBICOKO IeHI0 00pa3bl B odopTax PembOpanaTa,
HO eCTh Pa3HUIIA MEXK/Ty BBICOKOU OIIEHKOU U JKeJIlaHueM 00J1a7jaTh.

Bepmeep ©Obin, BepoATHO, MoOCneAHMM BEeJIMKUM OTKpbITUEM B
ronnaHackom wuckycctee XVIIBeka. Hapeetecb nu Bbl, 4TO cpeau
XyOOXHUKOB JlenaeHCKOW KONneKuMm HamngyTcsa Takue e HeOOLeHeHHble,
KTO Ha camoMm pgene paBeH PpaHcy Xancy unu lkoby BaH Péncapany?



Jlymaro, 4To B MHpe, I7le YOPX0J CTOUT MHOTO JIopoxke PeMOpaH/iTa, JOCTaTOYHO
U TOTO, YTO MBI JieJlaeM, HAaIIOMHHAs JIIOJIsIM, KTO Takoii PemOpauaT. CyiecTByeT
OKOJIO 70 ThIC. paboT Yopxosa u 400 KapTuH PeMOpaH/iTa, B YaCTHBIX pyKax —
35 KapTHUH, TO €CTh y HAC MPUMEPHO TpeTh. Ho ecsi TOBOPUTH O TAKUX UCTOPHUSIX,
Kak ¢ Bepmeepom, KOTOPOTo 0JTHO BpeMs IeHUJIU Topas/io HuKe, ueM MeTcio... f
cuurato, Kapen ®abpunuyc — BeJIMKUU HEU3BECTHBIN CBOETO BPEMEHH: OH yMep
MOJIOJIBIM, BCETO COXPAaHHJIOCh OKOJIO MATHAAIATH ero paboT, U TOJIBKO OJHA B
YaCTHBIX pyKax. JTO Hallle «fIBjieHme aHresa Arapu» — OJHA U3 HEMHOTHUX
KapTWH, KOTOpasi BbI3bIBAET Y MEHS CJIE3bl; MbI KYIIUJIN €€ YV T€X, KTO BJIAJIeN €10
TocJIeTHUE 250 JIET W JyMaJi, 4To 3To PemOpanaT. MHe kaxkercs, ®abpuimyca
BIIOJIHE MOXKHO cpaBHUBATh ¢ Bepmeepowm. Eire oyiHa ucropus — fAu JIuBeHc, Bce
CUHMTAJIK €ro POBHeU PeMOpaH/Ty, HO OH moexXajl B AHIVIMIO, TAe CAeJIaycs
BIIOJIHE  IIOZ[pa’kaTeJbHBIM  JKuBommcieM. PanHero JluBeHca — ceiuac
IIEPEOIEHUBAIOT — 3TO IIPOUBOIILIO 34 IIOCJIEIHUE 15 JIeT, BO MHOTOM OJ1aroziaps
HaM, CaMbIM arPECCHUBHBIM €ro ITOKyIaTe/IsIM. ¥ Hac ero UKOHHbIE PaOOThI BPOJie
«MaJspumnKa B TEOpOaHe» WIN «ABTOIIOPTPETa» — B PaHHHUE To/bl JIuBeHC ObLIT He
Xy’Ke, a MOXKeT, u Jiydiie PemOpaHaTa, KOTOPHIA COBEPIIEHHO OYEBUIHO

IorjadaabiBaJji, 4YTO OH, BYHACPKUH/, €J/Ia€T.




Yto, no-Bawemy, genaetr cnaBy XyAOXHWUKY: UCTOpPUS €ro yaad wunum
HeyAa4u NpU XXN3HU UITU UCTOPUA NOCMEPTHOWN OLLEHKU?

TBOPYECTBO XyMOKHUKA. BB JTU XyAOKHUK YOIIOAKOM B PEaJIbHOM JKU3HH, KaK
loreH, win MydeHHUKOM, Kak BaH I'or,— HCKyCCTBO TOBOPHUT caMO 3a ceOs.
Buorpadus momMoraer, TOJIBKO KOI/Ia OHA MOpa’kaeT MacCOBOE BOOOpasKeHHne —
BCe, HAIIPUMED, JIIOOAT XyI0’KHUKOB-My4eHUKOB, Ban I'ora miu Backbs. OTuactu
9TO CIIPABEJIMBO B OTHOIIEHHH PeMOpaH/Ta — JIIOAU MBITAIOTCA IIPOEIPOBATh
KaKHe-TO MOMEHTHI ero Ouorpaduu Ha €ro aBTOIOPTPETHI, OyATO OBl OHH
BBIPAXKAIOT €r0 BHYTPEHHIOK »KU3Hb. UTO MOKET OBITh CIIPABEIJINBO, 4 MOYKET
OBITh ¥ HET: aBTOIOPTPETHI PeMOpaHATA IPH €ro >KU3HU II0JIb30BAJINCH
OOJIBIIIUM CIIPOCOM — OH ObLI 3HAMEHHUTOCTHIO, BCE XOTE/IM UMETh UX JIOMa, KaK
«banky cyma Ksmmnbesn». Bropouem, 6uorpadus — majka O JBYyX KOHIIAX: B
CBSI3U C CETOAHANIHUM ABHoKeHHeM #MeToo y MHOrux ObLIud ObI IIPOOJIEMBL.
IIpescraBbTe, UTO cerofus ITnMkacco »KUB M MbI yCTpauBaeM OAHKET B UECTh €ro
100mess — CKOpee BCEro, YCTPOUTENHW HOOOSIHNCh Obl HPUIJIACHTH CaMOTO

100mIsIpa Ha OaHKeT 110/ yTPO30i O0MKOTa CO CTOPOHBI CBOUX KJIMEHTOB.




Hy Baw PemGpaHAT TOXe ObIn He MmoroAeL No OTHOLEHUIO K XeHApPUKbe.

Bor wumenHo. Korma MeHs CcHpammBaiOT, He BbI3BaHA JIK MOS CTPACTh
K PeMOpaHATYero TUUHON MCTOPHUEN, s BCET/Ia OTBeUalo: HU4Yero mogooHoro. s
MeHsI OH TeHUH, kak JleoHapzo na Bunum, [llekcniup win DUHINTENRH — JIIOAH,
MPEB3OIIIE/IIINe CBOE BpeMs U CBOM MeJUyM, CBOe TIIOJie JIeATEIbHOCTH,
3acTaBUBIINE BcesleHHYI0 U3BMEHUThCA. A UX JIMYHAA KU3Hb TAaK K€ He BaKHa
MHe, KaK MOsI JINYHAS KU3Hb Oy/IET He BaKHA CJIETYIOIEMY ITOKOJIEHHUIO.

A 4TO Xe BCce-TaKu 3aCTaBuUJIO Bac CTaTb KOJ’IHeKLI,VIOHepOM?

Bce aT0 BBHINILIIO ciygaiiHO. MHe OBLIO 40 JieT, A Torja kuia B EBpore, ObLT B
ZleJIOBOU Toe37ike B XOpBaTHHM, W TaM MeHs IIpeJicTaBWIN c3py Hopmany
PozeHTasio, 3aHUMaBIIeMycsi BBbICTaBKaMu B KoposieBCkOW akajieMu B
Jlonyone. OH crmpocusi, He cobuparo Ju s UcKyccTBO. fl ckazas, yrto HeT. OH
CIIpOCHJI, JIFOOJIIO JIM s COBPDEMEHHOE HCKYCCTBO U He XOTeJdl Obl s ero
KOJUIEKITUOHUPOBaTh. fl ckasas, 4To JIIOOJI0, HO IIpearnoues Obl COOHUPATH
mkosty PeMOpanaTa, XOTA MOHUMAa0, UYTO 3TO HEBO3MOJKHO, Be/lb BCE JIABHO B
My3esix. 11 OH ckasaj MHe, YTO 51 OIIMOAlOCh HACUET My3eeB: WHOTJA YTO-TO
MIPOJIaeTCs U3 YaCTHBIX KOJUIEKIUi. Torza s MompoCHyI ero COOOIIUTh MHE, €CJTH
Bapyr I'epapa /loy, nepBbiii yueHuk PemOpaH/iTa, OsIBUTCA HA phIHKE. [lepBas
paboTa, KOTOPYI0 MHE TIOPEKOMEHI0BaI Po3eHTaslb, JIUIIL TPUITHChIBAIACh oy
— oHa ObUTa HamycaHa B HEOOBIYHOU JIJII HETO TEXHHUKe, He Ha JiepeBe, a Ha
MeTaJIle — Ha rmocepeOpeHHON MeaHOH 1acTuHe. Ho s He cOMHeBaJICsA, UTO 3TO
oA TUHHBIA [0y, ¥ pemws, 4yTo 3TO A00poe mnpensHaMeHOBaHUEe DOpPTYHBI —
Be/lb MOH OusHec OBUI CBSI3aH C JIparolleHHBIMH MeTa/ulamMu. fI myman
OTPAHUYHUTHCA OJHOU KapTUHOU. Bckope PoseHTasnb cBsA3aicsa cO MHOHM IO
IMOBOAY Apyro# kaptuHsbl J{oy. ’KeHa cipocuiia, uem 3To KOHUUTCS. fI cKasas, 4To
MOTY OCTAaHOBHUTHCSA B JIIOOOH MoMeHT. M 0OJIOKWJICA KHUTAMH I0 UCTOPUH
HCKYCCTBA 3TOTO IIEPUOA.

Kakue KHUrm o 3o010TOM BeKe Ballu NOOUMbIe?

Camoe rIyOOKOe BJHSHHE Ha MeHs OKas3ajdd JiBe KHUTU. Katasmor-pe3oHHe
®panca Ban Mupuca Crapiiero, coctaBiaeHHbI OTTo HaymanoMm, oH /10 cux mTOp
He IpeB30iieH; HaymaH moToM cTasl JUJIepoM U OH OBbLT IEPBBIM UYEJIOBEKOM,
KOTOPOTO 5 YBU/IeJ, BepHYBIINCh B Hplo-MOpK,— f KyIHI y Hero KapTHHY BaH



Mupuca. W Oputa dantacTuueckas KHura o [aOpuene Mercio ®OpsHKa
PobuHCOHA — 3TO OBLI BOBCE HE KaTajsIoT, cefuac ecTh MPEKPACHBINA KaTaJior-
pe3onHe Metcio Anpuana BatiGypa, 5To ObLT 3aXBaTHIBAOIIHUH TpaKTaT 0 MeTcio,
0 TOM, IOYEMYy ero TaK HWHTEePECOBAJIM CTaphble >XEHIUHBI, Cpakamluecsd 3a
J)KU3Hb B 3TOM MY»KCKOM mupe. Tak g Havan nokynatb Metcio u BaH Mupuca.
HauaB oceHbI0 2003 rofila ¢ JBYX KapTHH, Mbl BCKOpPe MOKyNaJu 10 paboTe B
HEJeJII0 — 3TO MPOJOJIKAJIOCh B TeUeHHe MHATU JIeT, BIUIOTh A0 (PUHAHCOBOTO
Kpusuca 2008 rozja, Korja Bce 3aMemIwiock. He moromy, 4To y MeHs ObLIH
po06sIeMbI ¢ OU3HECOM — 5 [yMaJI, B MOMEHT (PMHAHCOBOTO KPHU3HCA BCe HAUHYT
pacrpojiaBaTh KOJUIEKIIMH, HO BCe, HA000OPOT, CTAJIN MPHUAEPKUBATh PabOTHI. B
0011eM, MHE OYeHb IIOBE3JI0, YTO 51 TAK MHOTO KYIHJI 10 KpU3uca. XOTs U MO33Ke
CIydasuch yjiauHble nokynku: CTUB YUHH, BJajiesiel] Ka3uHo U oTejiedl B Jlac-
Berace, cobupasi crapbIx MacTepoB B KOHTEKCTE COBPEMEHHOTO HMCKYCCTBa, HO
KOrJla KpU3HUC YIapwi II0 €ero Jiac-BeracCKoMy OW3Hecy, OH IpOJaJ Ham
Bepmeepa u «ABtronoprper» PemOpanaTa. MBI IpOIOJKAaEM IMOKYTIaTh — BILIOTH
710 TIOCJIETHETO MeCAIa.

Y Bac, AOMKHO ObiTb, LieNbli WITAT AeTEeKTUBOB, KOTOpbie BbICEXUBAOT
oyepegHoro Pembpanara?

Het, 9TO BBI, KaXKJbIA AUJIEP U KaXKJbIH COTPYAHUK ayKI[MOHHOTO J0Ma 3HaeT
HAac: KOTJIa B ITOCJIEHUE 15 JIeT Bl — CAMbIH KPYIIHBIH IMOKYIIATEIb TOJUIAHACKUX
CTapbIX MAacTepOB, BaM B3BOHAT IIEPBBIM JIeJIOM. Bce, KTO IIpOJIa€T YTO-TO,
UMeIllee OTHOIIEHHE K HaIlMM HHTepecaM, cTapaeTcs Hac HauTh. IlpaBna,
KOT/Ia Belllb IIOIaJaeT Ha ayKIIUOH, y MEeHs HeT HUKAKUX IPENMYIIECTB, I03TOMY
S TIPETIOYUTAI0 JJUJIEPOB U YaCTHBIE CAEIIKH.

Yto 3actaBnsieT Bac NoKynaTb paboTy: XOpOLMWA NPOBEHAHC, Xopoliee
COCTOsIHME XMBOMUCU UK obpa3 cam no cebe, Aaxe ecnu aBTOPCTBO noa
BONpocom?

[Ipexxe Bcero MHe JJOJDKEH IIOHpPaBUThCA oOpa3. Ho ecu Mo KakuM-TO
KypaTOPCKUM COOOpakeHUsIM KapTUHA 3allOJIHSAEeT HEKYI0 JIAKyHY, MBI TOXKe
MOKeM ee KyIuTh. Hampumep, ecyii 3TO OYeHb pefkas paboTra Ha Meau —
nomyctuM, «IToptper Camroaia Ammiuara» ®@panca Xasca. Ho mokymnars paboTy
Pajixl OJTHOTO TOJILKO XOPOIIIero MpoBeHaHca 5 He cTaHy. Korja Ham mpeJiioKuIn
KYIIUTh PeMOpPaHATOBCKIE «AJIETOPUH UYBCTB» (OBLIIO U3BECTHO, UTO 3TO ITUKJI,



HO YacTh CYUTAJIACh YTPAueHHON HA MPOTSKEHUHM YEeThIPEX BEKOB, a Teleph
OKa3bIBAETCs, UTO 3TO €/1Ba JIU He caMblii paHHUU PeMOpaH/T), v MeHs He ObLIO
BpEMEHHN KOHCYJIbTUPOBAThCA CO CIIEIUAINCTAMH, 5 JIOBEPSJI CBOEMY UYBCTBY,
4yTo 3T0 — PeMmOpauaT. Korzia y MeHsi BOBHHUKAeT YOEXKeHHOCTh TAKOTO Poja, s
He HYKJIaloCh B coBeTax. Korjja BO3HUKAIOT COMHEHHA, s 0OpaIaloch K CBOEMY
KPYTy SKCIIEPTOB, JWJIEPOB, KYpaTOpPOB, HO PEIIAIIIUA TOJIOC — MOU U MOeH
JKEHBI.

To ectb MHeHMe Rembrandt Research Project Bam He Tak yX 1 BaXXHO?

OHO, KOHEYHO, BaJKHO, HO 3TO HE MUCTUHA B MOC/IeHEH MHCTAHIIMU. MaJjio KTo U3
KOJUIEKITIOHEPOB 3aXO4YeT KYNUTh KapTUHY PeMOpaHATa, €C/lii ee OTBepr
Rembrandt Research Project. /Ij11 MeHs ke WUCTOpUS HA 3TOM He KOHYAETCA —
CYIIIECTBYIOT U JPYTHE KCIepThl. B KoHIe KOHIIOB, Rembrandt Research Project
COCTOUT W3 JKUBBIX JIIOIEH €O CBOMMH IIpeZpacCyJKaMid U BKyCaMH.
Hanuonanvnasa ranepesa B Bammumnarrone, HanuonanbHad ranepesa B JIOHIOHE,
Myseii dmmosia — s JOBEPS0 MHEHUSIM UX 3KcIepToB. Ho mocseaHee pereHne
— 3a MHOU. fl roBOpIO 3TO He M3 HeBexkecTBa. JlaXke eciu s1 OMIMUOCA U 3TO OBLI
He PeMOpaH/IT, HO OH TTOKa3aJyicsi MHe PeMOpaH/ITOM, 3HAUUT, 3TO ObLIa BeJTMKast
Bemlb. fl He OXouych 3a UMEHaMH, s1 WIIy BeJWKHE KapTHHBI. Tak, Hampumep,
opuT0 ¢ kaptuHOU I'epapza Tepbopxa, KoTopas MpojaBasiach Kak KapTHHA €ro
yueHuka, Kacnapa Hetmepa: 6pu1a 6071b1Ia5T IUCKYCCHS, BCE CKIIOHSJIUCH K TOMY,
4yTo 3T0 HeTmep, HO MHe Ka3ayioch, 4YTO 3TO Bee ke TepObopx, s AyMas, Take ecIu
aTo Hetmiep, 5T0 BenukosemHas paboTa; oka3ajoch — 3TO Bce ke TepOopx,
paHHsIs BEPCUS U3BECTHOU KAPTHUHBI.

Bo3moxHO, Bbl crniblwanu o ckaHaane B Mysee ussiLHbIX UCKYCcCTB eHTa B
CBAAI3W C BbICTABMIEGHHOW TaM COMHUTENILHOW KOMneKuuem pyccKoro
aBaHrapga. Yto Bbl caenaeTe, eCnv cpeau Bawux Belen BAPYr OKaxeTcsA
napo4ka BaH MerepeHoB?

Ha, caerman. [ToGsaromapio yueHbIX, KOTOpble 3TO oOHapy:Kat. [Ipexzae Bcero
MeHsI HHTepecyeT Npas/a. f yzauwins B OU3Hece — 3TO HE MOYKET €TI0 Pa3pyIIHTh.
Ho s1 He Bepro, YTO TaKO€ BOBMOXKHO.



AH Bepeep. «[dama, cngdawias 3a BupgKmHanemy», 1670-1672
®oTto: Courtesy of The Leiden Collection

Y Bawewn JlenaeHCKON KONMeKUuun BerIMKONenHbIn Hay4yHbIW canT. [ina yero
OH caenaH?

C camoro Havaja f JaymMaJl O KOJUIEKIIMM KaK O CBOEro pPOJia OTKPBITOM
myOJIMIHON OMOIMOTEKE: MBI BO3BpAIllaeM MCKYCCTBO U3 YaCTHOU cdepsl B cepy
mybsmyHy0. BHavase MBI BBICTYIaId KaK AHOHUMHBIE KOJUJIEKIIMOHEDHI,
IIPEJIOCTABJISIBIIINE KAPTHHBI My3esM. A ITOTOM ITOHSIJIA, UTO HAJI0 pacckas3aTh O
coOpaHUM W CcJleJIaTh TaKOW CAaUT — He I TOTO, YTOOBI IPOCJIABUTHCSA Kak
KOJUIEKITIOHEPBI, HO YTOOBI MOETUThCA UH(POpMaIei, KOTopou obsiazaeM, co
BCEM MHUPOM. MBI XOTHUM, UTOOBI BCE YBUJIEJH KOJUIEKIINIO, COCTABJIEHHYIO C
TaKOU UHTEJUIEKTYAIbHON U SMOIIMOHAIBHOHN CBA3HOCTHIO.

Bbl He cobupaeTecb OTKPbITb YaCTHbIA My3eu nocre Toro, Kak JlenaeHckas
KOMNNeKuna BepHEeTCA U3 MMPOBOIro TypHe?

Y MeHs HeT HUKaKHX HJIeH 10 3TOMY IIOBOJy, decTHO. Hac oueHBb TeIUIO
npuHuMau B JIyspe, B [lekune u B [llanxae, Mbl HaZieeMcsl Ha TaKOH ke TIPUEM B
Mockse, Iletepbypre u Aby-/labu, HaM TOCTYIAIOT IIPEAJIOKEHUS U3 My3€€eB CO
Bcero mupa. Ecyi 661 J1IeTOM 2003 Tofila MHe CKasayd, y Tebs Oy/ieT KOJUIeKIus,
KoTopylo BbIcTaBAT B JlyBpe, IlymkumHCKOM My3ee u OIpMHUTaxKe, s ObI



paccmesics. Jla v maTh JleT Hasad s He Mor MedTtaTh O IlymikwHckoMm. fI He
3ara/ibIBaio Ha OyzyIiee.

PemOpaHAT n3BecteH CBOUM TFNYyOOKO COYYBCTBEHHbIM W300paxeHuem
YneHoB eBpenuckon obwuHbl AMcTepgama. Bam Tak BaXXHO npuBe3Tn CBOKO
konnekumio B JlyBp AOy-[labu, B pervoH, 6onbwaf 4acTb KOTOPOro
ucrtepsaHa O6eCKOHeYHOM BOMHOM, NOTOMY 4TO PemMOpaHAT MOXeT ObITb
CBOEro poaa fiekapcTBOM NPOTUB pacTyLiero aHTucemMmTnuama?

A Obl He cBOAWJI BCce K AHTUCEMUTH3MY U K JAebaTaM O TOM, JI0 KakoH
crenienu PembpauaT 6611 1og0duaoM. Koneuno, PeMOpaHAT ObLT TOPa3UTETHLHO
TOJIEPAHTEH, U TO 0OCTOSATEIHLCTBO, UTO OH He OB AHTHCEMUTOM, YK€ BEJIMKOe
nesio. Ho Bech roslaHACKUM 30JI0TOM BEK pacroJiaraj K TaKOU TOJIEPAHTHOCTU:
roJUTaH/CKasi eBpelickas oOIUHA MPOIBeTasia, TOTJAa KaKk B AHIVIUH, TJIABHOU
cornepHulie 'ostaniny, eBpeeB Bce ellle IIPUTECHAIN U U3roHsiu. Ho A Bepio,
YTO YHUBEPCAJIBHOCTh PeMOpaH/ATa, €ro BAyMUYHBOE WCKYCCTBO H HOBas
KOHIeNIINA KpacoTbl U3MEHWIU MUp. A 4To Takoe Kpacora? Kpacora — 3TO
npasza. «Kpacora cracet Mup» — 3TO 3By4UT HAUBHO, IO-UJAUOTCKH, HEJAPOM
JlocToeBckuii TOBOPUT 3TO B «Mauore». PeMOpaHAT CBOMMH MTOMCKAMU HCTHHBI
yepe3 IIOMCKH KpacoTbl BJOXHOBWJI HMIIPECCHOHUCTOB, 3KCIPECCHOHUCTOB,
ITukacco. /la 4To TaM: CpaBHUTE ero IepBOro ydyeHuka, I'epappa /oy, ¢ ero
¢ororpadprueckum peanusMoMm, U nociaenHero, Apra gne Ienpepa, ¢ ero
cBobomHOM, Kak y Cas TymOsu, KHCTBIO — 3TO J€Hb U HOYb. MHe BasKHO
TOJIEJINTHCSA STUM YYBCTBOM BOCXUIIEHUS — KaK B IpezesiaX OJHOU BIIOXH, B
OTHOM MAacCTEPCKOU IPOUCXOAUT TAKOW TBOPUECKHUI B3PHIB. PEMOpPAHAT CITyCTHII
IIPeJIOXPAHUTEITh... ECTh Takoe eBpelCcKoe BhIpaKeHHe U3 KabbaIbl — «THUKKYH
oJlaM», HWCIpaBjeHHe Mupa. Bpsjg s PeMOpaHAT MOXKET cmacTd MHUpP, HO OH
MOKeT €ro HeMHOI'0 HCIPAaBUTh — HaM BaXXHO INO3BOJIUTh €My CJIeJaTh 3TO
3asBiieHue B AOy-/labu, uTo Tak Hemaneko oT [laTbMUpBHI.

«dnoxa PembpaHaTa n Bepmeepa. LepneBpbl JlenpeHckom
konnekuuu». FMUU um. MNMywkuHa, go 22 vrona
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“The DNA of Rembrandt Becomes Stronger With Every Generation”

Thomas Kaplan discusses The Leiden Collection.

The Pushkin Museum presents: “The Age of Rembrandt and Vermeer: Masterpieces of The
Leiden Collection.” The exhibition features a dozen works by Rembrandt, two by Hals, one by
Vermeer, and one by Fabritius. The Leiden Collection, which is owned by Thomas Kaplan and
his wife, Daphne Recanati Kaplan, is considered to be one of the finest collections of the Dutch
Golden Age. It was assembled in just 15 years, which represents an extremely short period of
time given its actual museum-grade quality. Even The Louvre was keen on exhibiting these
works. The creator of this unique collection, Thomas Kaplan, explained with great conviction to
Anna Tolstova that his and his wife’s focus was not famous names or expensive canvases, but
rather fulfilling their own vision for this great era and shedding light on its relevance today.

It is quite well known that Rembrandt represents your first love, back when you were a child.
However, even though Leiden was the Master’s hometown, he was primarily known as an
Amsterdam artist. Why, then, is your collection called The Leiden Collection? What is so special
about Leiden?

First of all, Leiden is Rembrandt’s birthplace. This collection represents an homage to the Master,
dating back to the time when the mere thought of owning one single work by him was pure
fantasy. I simply wanted to honor the city in which the genius was born. In addition, ever since I
was a young boy, I have loved the Leiden School — in which Rembrandt played a critical role —
including Gerrit Dou, Frans van Mieris the Elder, and artists who were in their orbit such as
Gabriel Metsu, Jan Steen, and other Leidse Fijnschilders.

And what about other artists from your collection? For instance, Pieter Lastman from
Amsterdam.

I greatly admire Pieter Lastman. One of the treasures in our collection, David Gives Uriah a
Letter for Joab by Lastman, came to us as greetings from the past. The painting used to belong to
Jacques Goudstikker, who later was forced to sell it to Hermann Goering. The work then spent
years at the Mauritshuis before being returned to the family, from whom it was acquired. I believe
that this piece represented the finest Lastman on the market at the time — which, incidentally, did
not have many to offer. I immediately realized that, while Lastman was not a genius per se, he
proved to be a great teacher for both Rembrandt and Jan Lievens, who were equal in abilities at
first. Their relationship reflected the tradition of aemulatio, or when the teacher encourages his
students to emulate him, wishing that they ultimately eclipse his own achievements, which would
represent the highest reward. Human nature is what it is, but my sense tells me that Lastman
derived immense pleasure from seeing both Rembrandt and Lievens exceed him. Aemulatio
embodies a form of artistic ideal and I hope that was indeed the case. Similarly, and this is just
my hypothesis, 1 believe that when Rembrandt contemplated Hagar and the Angel by Carel
Fabritius, he probably thought: “My son, you are equal to me.” Of course, no one knows for sure.
But when one has a strong interest in that particular period — and as a collector, I very much do —
one can be forgiven for fantasizing about such possibilities.




Is it important for you to shed some light on artists that have traditionally been kept in the
shadow of Rembrandt?

Most of all, my intention was for people to appreciate what a transcendent artist Rembrandt was
and how extremely relevant he remains to our world. The Master is as famous today as he was
during his lifetime. There is a reason for that: his genius, along with the freedom and courage
with which he liberated his talent in order to revolutionize the norms of beauty. Rembrandt was a
controversial figure in his day, particularly when he deconstructed the classical Italian conception
of aesthetics, thereby allowing artists to express their own vision. It literally changed the course
of art history. As such, it is no accident that so many great artists and innovators were obsessed
with Rembrandt: Goya, Delacroix, Turner, Van Gogh, Picasso, Francis Bacon, Lucian Freud, to
name but a few. The DNA of Rembrandt, his genetic makeup, becomes stronger with every
generation.

I enjoy various forms of art. I am involved in the protection of cultural heritage and I derive
pleasure from modern art too. But only the Dutch Golden Age made me want to become a
collector. That does not mean that my wife or I lack an appreciation for modernity — in fact, we
happen to own a wonderful collection of modernist furniture. Our home is not furnished with
Louis XIV pieces. Yet we believe that Rembrandt has a unique ability to create bridges between
cultures and civilizations. That’s the reason why it was so important to us that our show in China
spoke to the connection between Rembrandt and modern Chinese art — in other words, to ensure
that the Master did not appear as an agent of Western cultural imperialism, but rather as the
bearer of universal artistic values.

Still lifes and landscapes brought much acclaim to the Dutch Golden Age, yet your collection
does not feature any of them — only portraits, historical paintings, and genre scenes. Why?

The common denominator in The Leiden Collection is our love for the depiction of people — no
matter whether they serve fish or rule entire kingdoms. Truly beautiful still lifes can be found on
some of our paintings, as in the case of works by Gerrit Dou, Frans van Mieris the Elder, or
Gabriel Metsu. But these are presented in the context of individuals living their lives. Most of my
life has been dedicated to the protection of wildlife, yet I am not particularly touched by
landscapes or images of flowers. If they come as part of a scene, then sure. But I need to feel
connected to a person or a group of people. That’s just my personal preference.

So many works by Ruisdael, Van Goyen, De Heem, or Willem Kalf are available on the market.
All of them are amazing artists but they simply don’t move me. Upon visiting the present
exhibition, one will notice that it is organized according to very specific tastes. It was never our
intention to develop an encyclopedic collection and to own a work by every single significant
artist of a particular era. Our love for any given artist, be it Dou or Van Mieris, tends to be based
on an extremely deep-seated feeling. Every detail about him matters to us and, ideally, we would
research his artistic journey from apprenticeship to the very last works. Instead of collecting
every single artist, we believe it is important to have samples of creativity from artists that proved
to be consequential in their time, who may have lost their fame with time, and only recently — not
in the least because of our efforts — are making a comeback. I would cite as an example Ferdinand
Bol, whose works we collect intensely, or Govert Flinck.

You often bring up Rembrandt’s students. But what about his competitors, such as Bartholomeus
van der Helst? Are they of any interest to you?

We own a beautiful work by Helst, but simply didn’t bring it to the Pushkin exhibition. That




being said, that particular artist does not move me. Not because he was Rembrandt’s rival — I am
not emotionally connected to the Master to the point of caring about “competitors”. As far as [ am
concerned, may the greater artist prevaill Rembrandt had many rivals, starting from the time
when he shared a studio with Jan Lievens. Constantijn Huygens, Secretary to the Princes of
Orange, once famously pondered about who would end up being the greatest — Rembrandt or
Lievens. There is one particular painting by Helst that I like and that fits nicely in the Collection.
But in general, I don’t feel very close to him.

Art historians claim that landscapes and still lifes represent the first expression of “pure art” or
“painting for painting’s sake.” In other words, a form of art that is less connected to commission
and more concerned with painting people. Are you interested in the Dutch Golden Age because it
somehow symbolizes the first triumph of capitalism and the protestant spirit in art?

The Collection does not represent the byproduct of my intellectual interests as such, even though
I am an historian by training and one that is fascinated with the Dutch Golden Age. My mother-
in-law was the first one to suggest that I should start collecting art. At first, I completely rejected
the idea. But she insisted, claiming that my passion for history would soon lead me to abandon
the notion according to which an individual ought to be in synch with the sensitivity of his times
— arguably the reason why modern art is so popular. All art was contemporary at the time in
which it was created. Yet people tend to acquire more easily works that they can relate to today —
be it “Campbell’s Soup Cans” or Cy Twombly’s scribbles. Rembrandt has remained relevant for
the past four hundred years. Will any of today’s contemporary artists manage to survive for that
long? I simply don’t know.

The Dutch Republic, a country of some 3 million people produced around 5 million art works. If
one considers that only 1-2% of these pieces are still of significance to us, one may wonder what
happened to the rest? When I come to Art Basel, where people come to hunt for the next Jeff
Koons, Damien Hirst, or John Currin, I always say that if one buys a work because one loves it,
they can’t go wrong. But if one thinks that a hundred years from now, that particular work will
have great value, then one is probably wrong. People will not judge the art according to the initial
buyer’s taste, or according to the prevailing Zeitgeist of the time, but rather the judgment will be
based on which artist was original and which one was the imitator. Many artists who were
popular during the Dutch Golden Age were pretty derivative. My advice therefore is to buy what
one really loves, independently from any idea or preconceived notion.

You don’t collect prints, such as Rembrandt’s etchings. Why?

I simply don’t feel the artist’s hand. I appreciate the images in Rembrandt’s etchings, but there is
a difference between appreciation and a great desire to “own”.

Vermeer possibly represents the last great discovery in 17" century Dutch art. Do you hope that
among the artists featured in The Leiden Collection some currently underappreciated ones will
end up being deemed equal to say Frans Hals or Jacob van Ruisdael?

In a world in which Warhol is more expensive than Rembrandt, I believe it is already enough that
we contribute to reminding people about the great Dutch Master. There are some 70,000 works
by Warhol and only 400 paintings by Rembrandt — including perhaps 35 or 40 of them in private
hands, which means that we own roughly a third of those. But if you bring up the story of
Vermeer, who for a long time was deemed less valuable than Metsu, I would argue that Carel
Fabritius represents the greatest unknown of his time. He died young and a mere 13 of his works
have survived — out of which only one is privately held. It is our Hagar and the Angel, one of the
very few paintings that actually make me weep. We acquired this work from people who had




owned it for 250 years and actually believed that it was by Rembrandst. I think that Fabritius could
be compared to Vermeer.

A similar narrative can be found in the career arc and rediscovery of Jan Lievens, who was
widely held as an equal to Rembrandt when he was in Leiden. But he later moved to England and
became a rather imitative artist. As it turns out, early works by Lievens are now being re-
evaluated. This evolution has been taking place over the past 15 years — partly as a result of our
activities as his most aggressive buyers. We own some of his most iconic works, including Boy in
a Cape and Turban (Portrait of Prince Rupert of the Palatinate) and his Self-Portrait. In his early
years, Lievens was no less talented — perhaps even greater — than Rembrandt, who clearly was
inspired by the prodigy’s works.

What, in your opinion, is the secret to an artist’s glory: the history of his successes and failures in
life, or the power of posthumous reevaluation?

My answer would be that it is the creativity of the artist. Whether he was a jerk during his
lifetime, like Gauguin, or a martyr, like Van Gogh, his art speaks for itself. Biographies only help
when they resonate with popular imagination — for instance, everyone loves martyrs, such as Van
Gogh or Basquiat. The same is partly true for Rembrandt. People tend to project some of the
Master’s life events onto his self-portraits, as if these works were mirroring his inner being. That
may or may not be accurate. Rembrandt’s self-portraits were in high demand in his days — he was
a celebrity and everyone wanted to have one of them at home, not unlike Warhol’s Campbell’s
Soup Cans. However, biographies represent a double-edged sword: in the context of today’s
#MeToo movement, many artists would have encountered problems. If Picasso were still alive
and a party was to be organized in his honor, it is most likely that the organizers would be afraid
of inviting the very star of the show for fear of retribution from their own clients.

Well, your Rembrandt wasn’t so nice to Hendrickje, was he?

Precisely. When asked if my passion is in any way linked to Rembrandt’s personal story, I always
respond “absolutely not”. To me, Rembrandt represents a genius on the same level as Leonardo
da Vinci, Shakespeare, or Einstein — individuals who expanded the boundaries of their times,
redefined their field, and ultimately changed the world. In that, their personal lives are as
irrelevant as my own will be to the next generation.

So what made you become a collector?

It happened by accident. I was 40 years old and living in Europe at the time. One day, on a
business trip to Croatia, I was introduced to Sir Norman Rosenthal, who then served as
Exhibitions Secretary at the Royal Academy in London. He asked me if I was a collector. I said
no. He then asked me if I liked modern art and if I would be interested in collecting it. I
responded that I did like modern art, but would much rather prefer to collect the Rembrandt
School. Alas, I added, that would be impossible given that all of these works were in museums.
Norman informed me that I was wrong in my assumption, and that some pieces from private
collections actually appeared on the market from time to time. The first work that he
recommended to me was only “attributed” to Dou. It was not produced in Dou’s usual manner —
that is, on wood panel — but rather on metal, specifically silver-plated copper. But I personally
had no doubt that this work was indeed by Dou and deemed the unlikely surface to be auspicious,
given my personal business interests in the field of precious metals. My initial intention was to
stop at one painting. But soon thereafter, a dealer called me about another painting by Dou. My
wife Daphne asked me where all of this was going. I told her that I could stop with the two we
had. But then I proceeded to buy a lot of books on the history of the art of that particular period.




Do you have a favorite book on the Dutch Golden Age?

Two books in particular have greatly influenced me. The first one is the catalogue raisonné of
Frans van Mieris by Otto Naumann, which I believe is still unsurpassed. Naumann later became a
dealer and was the first person I met with upon my return to New York from Croatia. I
subsequently bought a work by Van Mieris from him. The second book is a fantastic volume
about Gabriel Metsu by Frank Robinson. Although it is not a catalogue per se (Adriaan Waiboer
has since authored a wonderful catalogue raisonné on Metsu), this work represents a captivating
account of the artist’s journey and why he was so interested in women fighting for their lives in a
patriarchal world.

Reading these books is what made me start collecting Metsu and Van Mieris. Shortly after our
first two purchases in 2003, we soon began acquiring works on a much more rapid pace — close to
one painting per week for about 5 years until the 2008 financial crisis slowed the pace of
collecting. Having sold my businesses in 2007, I was expecting to buy a lot of art when the crisis
hit. But that was not to be the case, for while I was expecting people to sell the art in their
collections, the owners were actually holding onto them. We were therefore very lucky to have
expanded our collection so significantly prior to the crisis. We nonetheless also ran into some
particularly good fortune. Steve Wynn, the Las Vegas casino mogul, collected the Old Masters in
the context of modern art. During the crisis, he sold us both the Young Woman Seated at a
Virginal by Vermeer and Self-Portrait with Shaded Eyes by Rembrandt. We have continued to
acquire works until as recently as last month.

You must have a whole team of detectives that helps you hunt for the next Rembrandt?

Not at all. Every dealer in the field and every auction house knows about us. When, for the past
15 years, one has been the largest buyer of Old Masters, one tends to get the first call. Everyone
who is involved in selling works within our scope of interest tries to keep in touch with us. But if
the work goes to auction, we do not get any special treatment. Hence my preference for dealers
and private sales.

What are the deciding factors when you acquire a painting: a distinguished provenance, the
overall condition of the work, or the image itself, even if the authorship is being questioned?

First of all, we need to like the image. That being said, if the painting happens to fill a particular
gap in our collection for some other curatorial considerations, then we may buy it irrespective of
its appeal. For instance, if it is a rare work on copper, such as Portrait of Samuel Ampzing by
Frans Hals, we will pay whatever price is necessary. Personally, I will not buy a painting because
of its provenance. When we were offered the opportunity to acquire one of the works from
Rembrandt’s “Allegories of the Senses”, I did not have the time to consult any experts regarding
its authenticity. We were aware of the series, but also knew that a part of it had been considered
lost for four centuries. It has now transpired that this particular piece represents the earliest work
signed by Rembrandt. Throughout this process, I simply trusted my gut feeling that the painting
was in fact authentic. When I have this level of confidence, I don’t need any advice. When I have
any doubts or questions, I call upon experts, but the decision remains my wife’s and mine.

Do you imply that the opinion of the Rembrandt Research Project does not really matter to you?

Their opinion does matter of course, but they do not have a monopoly on the truth. Very few
collectors would want to acquire a painting by the Master if the Rembrandt Research Project has
rejected it. But for me, the story does not end there. Other experts exist. The Rembrandt Research




Project consists of living people, with their own prejudices and tastes. The National Gallery of
Art in Washington, the National Gallery in London, the Ashmolean Museum — I value the
opinion of their experts. But ultimately, the decision is mine. And I am not saying this out of
arrogance. Even if I am wrong and the painting in question is not by Rembrandt, yet to me looks
like it could be a Rembrandt, then it means that it’s a great work worthy of collecting.

I am not hunting for names; I am hunting for great paintings. That is precisely what happened to
one of the works by Gerard ter Borch that we own. It was initially on sale as a work by his
student, Caspar Netscher. Intense deliberations took place and people were leaning towards
attributing the painting to Netscher. My personal opinion was that the piece was actually by Ter
Borch. I felt, however, that even if it were by Netscher, it would be one of his masterpieces,
which would be enough for me. It turned out to be by Ter Borch — the early version of one of his
famous works.

You probably have heard about the scandal that recently unfolded over the exhibition of a
dubious Russian avant-garde collection at The Museum of Fine Arts in Ghent. What would you
do if someone were to find a few Van Meegeren in The Leiden Collection?

Yes, I did hear about that story. If that were to happen to me, I would actually thank the scientist
who discovered the forgeries. First and foremost, I am interested in the truth. I have been lucky in
my business, so no such scenario would be problematic. Having said that, I do not believe that a
similar story would happen to our collection.

The website of The Leiden Collection is exceptional. Why did you create it?

From the very beginning, we always conceived of our collection as a lending library. Our
intention was to take works from private hands and to put them back into the public domain. At
first, we operated as anonymous collectors who loaned their paintings to museums. Then we
came to the realization that all of the information that had been assembled about the Collection
should be made accessible to the broader public via a website. This was not meant to bring us
fame as collectors, but rather to ensure that this knowledge would be shared with the rest of the
world. Our desire is for everyone to enjoy the Collection, which we have aimed to develop with
both intellectual and emotional consistency.

Do you plan on building a private museum for The Leiden Collection, once it returns from its
international tour?

In all honesty, I do not have any particular view on the matter. We have been very warmly
received at the Louvre, in Beijing and in Shanghai. It is our hope that the Moscow, Saint
Petersburg, and Abu Dhabi shows will be as well received. We currently have offers from
museums all over the world to exhibit the Collection. If someone had told me, back in the
summer of 2003, that I would own a collection that has been on display at the Louvre, the
Pushkin Museum, and the Hermitage, I simply would have laugh. Even five years ago, I could
have only dreamed of the Pushkin exhibition. And so, I do not have any particular plans for the
future.

Rembrandt is also known for his thoughtful depiction of members of the Amsterdam Jewish
community. How important is it for you to bring The Leiden Collection to the Louvre Abu Dhabi,
and to the broader region that is being torn by endless wars? Could Rembrandt serve as a
remedy for the growing trends in anti-Semitism?

I would not reduce everything to anti-Semitism and to debates about how sympathetic Rembrandt




was to the Jews. The Master certainly was a very tolerant man. The fact that he was not anti-
Semitic is already significant. But the entire Dutch Golden Age was somehow predisposed to
tolerance: the Dutch Jewish community was prospering, while for many years in England,
Holland’s main rival, Jews had been persecuted and forced into exile. But I believe that
Rembrandt’s universal message, thoughtful art, and his revolutionary conception of beauty
ultimately changed the world. And what is beauty? Beauty is truth. “Beauty will save the world”
— such a claim sounds naive and it is perhaps no coincidence that Dostoyevsky made the
statement in a work entitled The Idiot.

In his quest for truth through the search for beauty, Rembrandt has inspired the Impressionists,
the Expressionists, and other geniuses like Picasso. Just compare his first student, Gerrit Dou,
with his photographic realism, to his last one, Aert de Gelder, with his liberated, “Twomblesque”
brush: it’s almost night and day. It is very important to me to share this feeling of admiration for
how, within one single era and indeed one studio, such an explosion in creativity could occur.
Rembrandt simply pulled the trigger. In Judaism, there is a notion referred to as “tikkun olam” —
or “repairing the world.” Rembrandt alone cannot save the world, but he certainly can help repair
it. That’s why it is so critical for us to make this statement in Abu Dhabi...as our collective
answer to Palmyra.

“The Age of Rembrandt and Vermeer: Masterpieces of The Leiden Collection.” The Pushkin
Museum, until July 22.




