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List of arguments of the present painting 

 

Congruence of the elements of pertinence for an attribution: 
The way in which certain pertinent elements bear a congruent 
relationship with Rembrandt’s known oeuvre allows us to call into 
question the misleading impressions that derive from the fact that 
the painting has a different composition to Vliet’s etching, and the 
clumsy passages which are due to previous poorly executed 
restorations on movement zone of the boards at the exception of 
Philip’s realignment face lines (considered conformed with state-
of-the-art restoration by Michel van de Laar). The arguments are 
grouped into ten categories. 
 

 
The painting before final restoration 

  
       Traces of past restorers that have been sources of confusion with a hypothetic assistant participation of which there is no trace.  

 

The condition report of Fondation Custodia for Basel exhibition extract, “West meets the East in 
the work of Rembrandt and his Dutch contemporaries” and the margin notes that shows the 
painting condition in detail and explains the current confusions between Rembrandt’s hand and 
the traces of the past restorers. 
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1. The documentary value of Christies’ catalogues: Philip 
Baptizing the Eunuch was sold twice with the inscription 
‘made by Rembrandt’:  

 
§ June 9th, 1798, London, at twelve o’clock lot 66, Philip baptising the eunuch, a 

scan of the catalogue pages concerning the painting were sent to us by 
Christie’s. The Utrecht painting never travelled out of Holland (RKD) 

§ October 26th, 1973, London, lot 86 the present painting with certainty: 
the n° 642 VR of the lot and the dimensions correspond. 

Observation: Documentations given and published by Christie’s show 
that the painting was never lost and was already considered to be an 
artwork made by Rembrandt’s single hand and sold as such.  

2. The documentary value of Johannes Gillis van Vliet’s 
print copy (Inscribed RH v. Rijn inv. JG.v. Vliet fec. 1631): 

§ It is an exceptionally ambitious reproduction print of a painting made 
by Johannes Gillis van Vliet. There are other drawn, engraved or painted 
traces of the same painting as Visscher’s print made in the same format, 
but it does not detract from Rembrandt’s status as the detract from 
Rembrandt’s status as ‘inventor’ of the image. 

  
Vliet’s print 1631, Johannes Gillis van Vliet after Rembrandt, the Baptism of the eunuch Inscribed RH v. Rijn inv. JG.v. Vliet fec.1631. 
59.2 x 49.1 cm, Amsterdam, Rijksmuseum, RP-P-OB-33.38 
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1 Baptizing the Eunuch by Rembrandt around 1631: 
1.1 What are the documentary elements proving the existence of St. 

Philip baptizing the Eunuch by Rembrandt around 1631?  
Yes, this painting exists! The existence of a modello of this artwork is mentioned at the 
bottom of two reproductive engravings testifying that Rembrandt is the inventor (one 
vertical made by Jan Van Vliet and the other one horizontal by Claes Jansz Visscher) 
and in several auction catalogues from 1695 to 1973.1 There are two London 
Christie's catalogues: on June 9th, 1798, lot 66 and on October the 26th, 
1973, lot 86 in which the present painting appears with its exact 
measurements.2 A series of anonymous vertical and horizontal printed or 
painted copies of poor quality are also known. 

The present painting bearing a signature, Vliet and Visscher’s prints in which is inscribed Rembrandt as inventor. 

Auctions, 1798 Christie’s catalogue, mentioning Rembrandt painting of Philip baptising the eunuch and David presenting the head of Goliah to Saul. 1973 
Christie’s catalogue, mentioning the present painting’s dimensions 64.8 x 95.3 cm id. 642VR. 

1.2 Do the London Christie's catalogues mention this painting with 
certainty? 

1MetadatLocation: Nijmegen, Universiteitsbibliotheek Archivetype: MagazijnCBAccess number:Authorname: GerardHoet 
(catalogiseerder/samensteller[cataloguer/compiler]) Object name: Catalogus of naamlyst van schilderyen, met derzelver pryzen zedert een langen 
reeks van jaaren zoo in Holland als op andere plaatzen in het openbaar verkogt, 2 vols, ed. Pieter Gerard van Baalen, The Hague 1752 Inventory 
number: OD397c113Folionumber: Vol.1Folio side: Pagenumber: p.22-24:p.24RD: Urk. 371 NRD Literature: Lugt155; 
GPILot0048[Hoet]fromSaleCatalogN-A9 Provenance: Permanent link: document/remdoc/e14050  
2 Anon. Sale, Christie's London, 26 October 1973, lot 86, as Rembrandt, bought by H. Cardelin, Toulouse." Acquired 19 November 1973 Mr. and Mrs. 
Marty of Toulouse, who sold it in June 1982 to Dr. Léon Coriat, Toulouse. Purchased from the latter in 1991 by Bernard Allien, Paris. 

m
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§ The appearance of Vliet’s engraving could be deceptive. It includes 
details which are not evident at first sight, but which suggest that 
Rembrandt’s model had a different composition. However, Vliet’s 
prints after Rembrandt’s paintings are all in a vertical format. This 
could give a clue to series of anomalies: 

    The squinting characters in the half top of the engraving: 
     There is not just one squinting character in this part, but five, which 

suggests that it is not an accident but a systemic configuration. 

 
All these figures display nonsensical gazes, and no one looks at the eunuch which 
are supposed to protect: 

 
Wild, staring eyes for all the members of the eunuch’s entourage; none of them look at Philip or the eunuch with no np comparison with   
the expressiveness of the ones of the present painting. 

It seems that Vliet made a recasting of the features of the present 
painting in a vertical composition with the possible indication of an 
intermediary drawing by Rembrandt (or a similar one made by 
assistants) whose faces of the characters are not designed. 

 
          Rembrandt’s drawing, Black chalk on paper, 19.2 x 21.1 cm, Munich, Graphische Sammlung, The baptism of the eunuch, ca. 1630.  
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misinterpretation of a model’s detail and another of physical nature which is related to 
a brutal treatment of the wood panel before the engraved reproductions were made. All 
anomalies are visible and converge towards the hypothesis that Vliet's and 
Visscher's prints should have the same horizontal Rembrandt’s original. 
Apart from the bad foreshortening of Philip’s sleeve mentioned above 
which is autograph, there are several apparent stylistic clumsiness in the 
painting which come from the repeated bad retouching of the restorers on 
several movement zones of the boards often confused with non-
autograph hands.  

8.3 What are the anomalies that allow to reveal a change in composition 
from the painting to Vliet’s print? 
Absent in the present painting, we can see anomalies of compositional nature that have 
the characteristic of showing manifest morphological irregularities in Vliet's engraving, 
others display only an illogical directional axis. They concern the eyes, the gazes, 
and inconsistent attitudes with the dramaturgy of the baptism of the 
eunuch. What is most characteristic among the anomalies is the severe 
strabismus, an eye disease, suffered by five characters in the eunuch's 
entourage. Professor Hoang Xuan Thanh, ophthalmologist at the 
American Hospital in Paris. He has rarely seen patients affected by such 
severe strabismus as he observed in Vliet's print.  

Strabismus variations in Vliet’s print. 

m
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copying his typical clumsiness (the wrong foreshortening of Philip’s arm) 
and generates iconographical anomalies. 

The Baptism of the Eunuch c. 1630 by Rembrandt, Munich. 

11.12 How did the Munich drawing or a similar drawing fit into the print 
design process? 
The Munich drawing function of the Baptism of the Eunuch c. 1630 by Rembrandt 
concerns a change of composition. It could have been dedicated to Rembrandt’s pupils or 
to Vliet himself.  Whether it is this drawing or another similar, the engraver followed 
the indication by arranging the three main characters in a single column.1 It shows 
once again that the freedom of the engraver remained limited. Vliet only 
moved two groups of the original image and placed them on top of each 
other to form a vertical composition. 

Simulation of plausible copying process from the painting to the plate. 

11.13 How would this intermediate drawing serve as an authentication 
argument? 
The existence of this drawing (or a similar one) and the articulation it suggests that 
Rembrandt's original was in a horizontal composition. It shows the research process of 
a change in composition: vertical format. This makes the statement at the bottom 
of the engraving 'invented by Rembrandt and made by Vliet' more explicit. 
This execution consisted of a change in composition. 

1 In Rembrandt's engraving of 1641, there is a radically different arrangement: instead of a vertical column lining up the three figures, in the drawing 
there is a space separating Philip and the eunuch from the commanding horseman, as is also the case in the present painting. 

m
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The visible reworking of the eyes are another proof of the composition’s change: 
Every figures of the eunuch’s entourage and the page have been 
roughly reworked with contours and reinforced hatching. It seems that 
the first state of the copperplates was first etched with the original eye’s 
directions of the painting designed for a horizontal composition in 
earlier stage but were considered unsatisfactory and unfit for 
publication because all the gazes were turned to the left, vertically into 
the wide. In the second state, it was possibly coarsely reworked with 
outlines and hatchings strengthened. As for The Leper (‘Lazarus Klep’), 
probably etched in 1629. Jaco Rutgers wrote in Jan van Vliet and 
Rembrandt van Rijn: Their Collaboration Reassessed (p.293) “the retouchings 
are generally thought to be too crude to attribute them to Rembrandt 
himself. Jan van Vliet seems a plausible candidate to have done the job 
for him.” It seems that the retouchings are similar for his first 
engravings after Rembrandt. 
 

 

 
 

Composition: Anomalies of the eyes in all directions and some 
incongruities (horse’s genital touching Philip’s head) are a strong 

In the archer’s face, there are two left eyes one above the other.
This wrong rendering and retouching attests the difficulty that Vliet encountered.

This anomaly could demonstrated that Vliet was looking for the best possible position of  the eye and  
that the Rembrandt's model and the possible preparatory drawing did not clearly indicate the location 
in a new vertical format.  

Vliet probably lacked information and the three eyes

Every figures of  the guard  and the page have been roughly reworked
with contours and reinforced hatching. 

The retouching is too crude to think that it closely follows Rembrandt's modello or a preparatory drawing. 
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indication that a transfer was made from and horizontal modello and 
directly related to the compositional indications of an intermediate 
drawing. It is unlikely that such repeated aberrations were invented by 
Rembrandt himself. Rembrandt’s modello could not be vertical 
whatever the alternative reality, background, and theories. 

 
Horse’s genitals in contact with St. Philip’s head. 

 

Measurement of the painting and van Vliet’s print reveals that the figures have 
exactly the same size, wrote Gary Schwartz in his book, A new Baptism of 
the Eunuch, 2010. 
It means that van Vliet could have traced them for his reworked 
composition. (The unusually large size of the print is explained by this 
assumption.) That feature has a striking correlative in the prints. “This 
possibility is enhanced by a peculiarity of his print – that the auxiliary 
figures are all looking in the wrong direction. The gazes of the rider 
and the rest of the entourage make perfect sense in the horizontal 
painting and perfect nonsense in van Vliet’s vertical print. In tracing 
the figures, he would have copied the heads and poses as he found 
them, without taking account of the change in the relative position of 
Philip and the eunuch to the eunuch’s company. 

§ The rough cutting along the righthand side is the same of the present 
painting. 

 
Observation: The present painting is the model for van Vliet’s print. 
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The coarse cutting in the present painting, in Vliet and Visscher’s prints. 

2.5 To what extent can we know if the paint has been cut from top to 
bottom? 
According to Jonathan Graindorge Lamour, specialist of the wooden support, ‘restorer 
du patrimoine’, who restored the damaged wood panel of the present painting: “…the 
panel has been cut on the sinister side because the edge has an irregular cut with 
numerous accidents and splinters that may have been caused during the cutting process.”1 
The painting is clearly damaged and clearly cut off possibly by the painter 
himself to a usual size, just after its execution in any event before a natural 
drying, less than one year.2 If it is hard to know precisely how much the 
panel was cut. However, Jonathan Graindorge Lamour, stated that “the 
cut of one centimeter maximum is quite likely.”3 One centimeter is 
sufficient to get a complete picture. 

1 It must be reported that an art dealer (M.A…) has severely broken the painting by dropping it and has detached a piece the panel during an 
inspection in Holland 11 December 2013 Alkmaar. The piece of wood was quickly pasted by a restorer. 
2 Present painting size: 64, 8 x 95,3 cm, The Abduction of Europa, 1632:  64, 6 x 78, 7 cm, Susanna and the Elders, 1647, 76.6 cm x 92.8 cm etc. 
3 Jonathan Graindorge Lamour, restorer du patrimoine., curator, support for panel paintings Museo del Prado, Madrid.  Panel Paintings Initiatives, 
Getty Project Structural conservation: six paintings, Eucharist series, painted by Peter P. Rubens, El Calvario, Rogier van der Weyden. Museo del 
Prado, Madrid. 

N
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3. The documentary value of Visscher’s print: 

§ Visscher borrowed the figures from Van Vliet (themselves borrowed 
from the present painting), the composition from the present painting 
and most important differentiation, the baptism act is different of 
Vliet’s and the present painting. 

§ Visscher’s print is the mirror image (including the rough cutting along 
the righthand side) of the present painting, with the same composition 
and same coherent direction of gazes.  

 
 
§ The present painting is the modello for Visscher’s print according to 

Gary Schwartz, Ger Luijten, and Christiaan Vogelaar and not the 
contrary. 

 
4. However, Visscher’s print differs radically from the painting for the 

most important element of the act of baptism, Philip used blessed water 
and he is pointing upwards, with his left index finger. Visscher 
borrowed this features directly by Abraham Blommaert, ca. 1620-1625. 
This definitely excludes the hypothesis that the painting could be a copy 
of the engraving.  

  
 

5. The documentary value of the Head of an Old Man in a Cap 
c. 1630 by Rembrandt is the tronie for Philip. The painting put in 
the same way as the old man shows evident similitudes despite the 
restoration of a minimal portion of Philip’s face in the painting. On his 
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The continuity of the present painting is Rembrandt’s engraving of 1641. They are in 
the same horizontal composition, in mirror image with the same main 
characters: Philip, the eunuch, the page and the commander, and animals. 

The continuity in evolution from 1631 to 1641, a kind of a mirror image with movements of some characters in the engraving. 

There is a clear continuity between the present painting and Visscher's print, which 
reintroduced the graphic lines of figures from Vliet’s print and the horizontal 
composition as well as the same gaze orientation from the present painting. 

Fig. 3 In mirror image: The Baptism of the Eunuch ca.1630, oil on panel, 64,8 x 96,3 cm, private collection on loan at the Fondation Custodia, Claes 
Jansz Visscher after Rembrandt, The Baptism of the Eunuch, 1631-1633, Engraving, 37.9 x 51.5 cm. Vienna, Albertina, HB76.4, fol. 76 Inscription 
Rembrandt invent. CIVißcher Excudebat. 

Example of continuum in 6 artworks of the Baptism of the Eunuch. 

There is a continuum with different composition from the present painting to the 
intermediary drawing of Munich (Rembrandt’s indication to change the format), the 

N

Bernard Allien, April 14. 2022. Q § A about the Baptism of the Eunuch by Rembrandt 1631 86 

one of his assistants) before him the visual reference of a horizontal model 
such as the present painting.          

     Same orientation of the eunuch’s gazes in Visscher and in the present painting. 

11.4 What would allow to assert with confidence that the present 
painting is this model? 
In addition to the iconographical anomalies due to the change of composition made by 
Vliet, what makes it possible to affirm that the present painting is the model of Van 
Vliet's engraving are the set of visual traces of the copying process made from the 
painting. These are indisputable and revealing details. If we connect the visible 
traces of details coming from the horses hidden by the carriage in Vliet's 
engraving, we no longer obtain horses in Vliet and Visscher’s prints, but 
ponies while in the painting the horses are in the right proportions. In the 
engraving, the riders have heads and bodies oversized compared to the 
horses, as a result, the latter become ridiculous; in the painting the heads 
and bodies are well proportioned, and the ratio of size riders/frames are 
right. It can be concluded that in the engraving, there are evident problems 
of proportions: riders have oversized heads in relation to their body and 
mount. These disproportions are one of the most well-known features 
produced by the copies. 

11.5 What graphically shows that the present painting is both the model 
of Vliet and Visscher's prints? 
Among many element, the disproportions easily prove that the current 
painting is the model of the two engravings. reconnecting the visible 

m
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Observation: As many approximative comments of Defoer about the baptisms of the 
eunuch, the one of 1626 and particularly this one of 1631, is totally opposed to 
Rembrandt’s reality. Part of Utrecht painting, there will never be another vertical 
composition. The horizontal conception of the present painting continues up until ten 
years later and after.  

5.3 Is it possible that the present painting is based on Visscher's print 
rather than inspiring it? 
This hypothesis is part of the “alternate reality” and an unrealistic scenario! This is 
presumed in the review in Oud Holland on the Gary Schwartz’s book “A new baptism 
of the eunuch” (2020). This opinion is entirely contradicted by an objective study. 
Visscher's engraving could not have inspired the present painting, but the opposite is 
true because: 
1) The gesture to baptize is from another ritual. This is an entirely different baptism.
Visscher interprets the theme very differently. He borrowed the gesture
from the baptism of Abraham Blommaert, The Baptism of the Eunuch, ca.
1620-1625.

2) The patch of light on the eunuch’s head no longer comes from the hand as it is the
present painting and in Vliet’s print. The subtle light refraction has
disappeared. Instead of light, the right-hand pours water over the head of the
eunuch which is not the case in the painting and in Vliet’s print.

N

Bernard Allien, April 14. 2022. Q § A about the Baptism of the Eunuch by Rembrandt 1631 54 

Observation: As many approximative comments of Defoer about the baptisms of the 
eunuch, the one of 1626 and particularly this one of 1631, is totally opposed to 
Rembrandt’s reality. Part of Utrecht painting, there will never be another vertical 
composition. The horizontal conception of the present painting continues up until ten 
years later and after.  

5.3 Is it possible that the present painting is based on Visscher's print 
rather than inspiring it? 
This hypothesis is part of the “alternate reality” and an unrealistic scenario! This is 
presumed in the review in Oud Holland on the Gary Schwartz’s book “A new baptism 
of the eunuch” (2020). This opinion is entirely contradicted by an objective study. 
Visscher's engraving could not have inspired the present painting, but the opposite is 
true because: 
1) The gesture to baptize is from another ritual. This is an entirely different baptism.
Visscher interprets the theme very differently. He borrowed the gesture
from the baptism of Abraham Blommaert, The Baptism of the Eunuch, ca.
1620-1625.

2) The patch of light on the eunuch’s head no longer comes from the hand as it is the
present painting and in Vliet’s print. The subtle light refraction has
disappeared. Instead of light, the right-hand pours water over the head of the
eunuch which is not the case in the painting and in Vliet’s print.

N



Bernard Allien, March 1. 2023 7 

condition reports of 1Aug. 2022, Michel van de Laar wrote: “the 
retouches of the last restoration were carried out skillfully, carefully and 
with the finest precision. […] has recuperated old retouching on a fill in 
the reintegration of her reconstruction of the face.” 

  
 

6.  Similarities of the present painting with Rembrandt’s drawings of 
the Seated Old man, c.1630, Nationalmuseum, Stockholm, extract 
in reverse, and Philip’s head in the present painting. 

 
7.   The documentary value of the drawing, The Baptism of 

the Eunuch, by Rembrandt c. 1630, Staatliche Graphische 
Sammlung München: 
This drawing is part of the 2019 Rembrandt drawings corpus. However, 
it could not have been used for Rembrandt's 1641 engraving, as the 
latter is horizontal like the present painting and the commanding 
horseman is not above Philip's head like in the drawing, but instead 
beside it. It seems more likely that the drawing was used by Van Vliet 
for his compositional transfer from a horizontal to a vertical format. 

 
 
 
 

Prof. Fernando García García comments:

Reflectography Oct. 2022 The Old Man in reverse head down After restoration Oct. 2022 Vliet after Rembrandt

“The retouching coincides with the lighter line of  the reflectography, and one brushstroke at the 
beginning of  the forehead and to the lower part of  the eye on the left. What was never touched at all was 
the forehead, the eyebrows in general and everything under the nose.” 

Prof. Dr. Fernando García García (Sevilla University of  Bellas Artes).

The restorer applied only four brushstrokes. 
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4.4 Wouldn't it be a simple nebulous visual stimulus that we see 
meaningless? 
This is not a pareidolia. There are about fifteen rounded white brushstrokes which 
together make an almost circular white tridimensional mark in the axis of light 
refraction from the irradiated Philip’s palm hand. During the restoration, after 
the cleaning of the varnish, this attracting point of the painting was most 
apparent and distinct. Traditionally, the baptismal water is transparent and 
leaves no ghost of a trace upon the eunuch’s black skin and hair. Here we 
have a trace that indicates that baptism is performed. It is so new in the 
pictorial tradition that some experts have not seen it or do not dare to 
consider as a new Rembrandt’s revelation to be added to paintings 
showing miracles or take it for a secondary element, while it is a baptismal 
mark more perceptible than water. 

4.5 In what continuity is the present painting in Rembrandt’s works 
that precede it? 

The Seated, Old man, c.1630, Nationalmuseum, Stockholm, (reverse), the present painting. 

N
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The Munich drawing c. 1630, Rembrandt’s etching 1641 

The drawing of the Louvre of 1640 in continuity with the present painting 
seems to be, the preparatory sketch of the engraving of 1641. 

The present painting, drawing of the Louvre, 1640, engraving 1641. 

On the other hand, the same vertical alignment of these three figures 
suggested by the Munich drawing is found prominently in Van Vliet's 
engraving of 1631.  

It seems reasonable as Gary Schwartz said that this drawing was probably 
made around 1630-1631. It takes on its full meaning as a preparatory 
document for Vliet’s etching. 

4 Questions about how the present painting fits in and differs 
from the pictorial tradition. 

4.1 What are the oldest motifs of the pictorial tradition that Rembrandt 
used in the present painting? 
The look of the horse seems to be part of the pictorial tradition at least since the 10th 
century. Rembrandt is a free, exploratory, and integrative artist. The most typical and 
oldest known representation of 'the baptism of the eunuch' is probably the horizontal 
composition of the Menologium Basilii II sec. X where we recognize the narration in the 
direction of reading from left to right, the carriage pulled by imbricated horses, one on 
the right side looks at the viewer insistently.  

N
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7. Physical properties typical of Rembrandt: 
§ Dendrochronology analysis made by Professor Peter Klein dates the 

oak panel to 1631 which is compatible with the creation date of Old 
Man in a Cap 1630, drawing of Munich c. 1631 by Rembrandt, the print 
copies by Vliet 1631 and Visscher 1631-1632. 
 

 
 

§ The double use of the panel “so typical of Rembrandt”: multispectral 
analysis and X-ray and reflectography images from Rad’Art Institute in 
Geneva (2013) and Art in Lab (26 Oct. 2022) reveal an artwork painted 
upside down over an older image.  

 
§ Stratigraphy analysis made by Dr. Herman Kühn. He finds pigments 

and the palette corresponding to those used XVII° century and in 
particular by Rembrandt and his entourage. The restorers have 
employed other pigments in the joint zones of the boards. 

 
§ Rough cutting along right edge. According Jonathan Graindorge 

Lamour, curator and wood restorer.  “...the panel has been cut because the 
edge has an irregular cut with numerous accidents and splinters that have been 
caused during the cutting process.” He restored in a such efficient way that 
today the edge looks regular, and the cutting is almost visible only in 
the picture abrupt interruption. The Technical report written by prof. 
Fernando Garcia-Garcia, January 2023, shows the visual evidence of 

Head 
Ruff  

Fruits 
Dish 

Glass 

Reflectography X-ray 

Various features of  a still life under the present painting

Flower garland 
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the cutting preceding the execution of  Vliet and Visscher’s prints in 
which the rough cutting is repeated. 

 
 

7. Stylistic properties: 
§ The various pentimenti showing compositional changes made during the 

painting’s creation prove that it is not a copy. 

 
§ The reserves around the heads of the eunuch and the commanding 

horseman in the present painting are common features in Rembrandt’s 
work. 
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A simulation of the missing part based on ta previous painting (David Presenting Goliath’s Head, 1627) and on the existent traces at the right edge of 
the painting. The same lances seem to be used. 

Observation: This question was unfounded because the author referred only to the photo 
of the cutting in G. Schwartz's book (p. 68) which shows only the upper part with the 
cutting of the soldier's head.1 If he had taken up the honest effort to observe the painting 
without the frame, he could have avoided a mistake and found that the painting was 
sawn up and down in the same way causing the same type of accidents all along. He 
would not have written that the painting is not "clearly damaged" from top to bottom. 
This insinuation without proof adds to the others denote a bad faith.2 

2.6 Why would a painting reproduce the cut of Vliet's engraving by 
sawing the wooden support at exactly the same place? 
It is easier and safer to paint the exact picture without needing to cut the wood panel 
which will be perilous and without sufficient precision. It is almost impossible to 
saw a wood panel at the exact limit of the cut to reproduce the one of the 
printed pictures and it makes no sense to do so.  

1 Mentioned in Kolfin’s review of Oud Holland on the Gary Schwartz’s book “A new baptism of the eunuch” (2020) 

N
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The lance was painted over after it was begun, to be replaced by another 
one in a parallel position. 

There are anatomical corrections: 

The eunuch’s foot was too far. 

Tunic fringes represented in Visscher and Vliet’s print and recovered in the present painting 

Rediscovery of motifs that zealous restorers have changed or overpainted 
original elements we see in printing: tunic fringes overpainted and traces 
in multispectral analysis or architectures melted in a mountainous 
landscape. 

m

Bernard Allien, April 14. 2022. Q § A about the Baptism of the Eunuch by Rembrandt 1631 63 

type of proof that the painting was an original and not a copy.” Gary 
Schwartz. 
The reserve around the eunuch’s head plays a role in the “houding” effect. 
This halo of colour and light around his head gives the impression of an 
empty space between Philip’s tunic and the eunuch’s body and enhances 
the supernatural dimension of the saint and the person with whom he is 
interacting. 

 Detail of the reserve around the eunuch’s head with a houding effect from Philip’s tunic. 

6.7 What are the most descriptive pentimenti that show Rembrandt’s 
thought in process on a subject such as the baptism of the eunuch? 
There are pentimenti that show early forms, changes in composition, subtle 
transformations, or “mutazioni”. They are the result of incessant exploration for 
perfection and organic purity.  
Some pentimenti show the typical quest of Rembrandt for better options 
that he finally abandoned to make the image graphically the most 
uncluttered. The painter overpainted the branches because they covered a 
too large space in the sky. 

m



Bernard Allien, March 1. 2023 10 

 
 

§ The source of light, from the righthand side in the present painting, is 
the same as in the Utrecht painting and in other Rembrandt paintings 
David with the head of Goliath before Saul, from 1627 and other works 
(1635-1638).  

 
 

§ The typical mixture of painting and drawing with the brush in the 
background for the horsemen in the shadow and the bridle of the white 
horse and its leg in the present painting. 

 
§ Rembrandt’s brushwork, as observed by Regina Costa Pinto (Louvre 

restorer of Rembrandt and by Fernando García García, is to be found 
in the present painting: the underpaintings, the scratches, the passages 
executed at high speed, the rough manner, and peculiarities of the 
colour scheme. The eunuch, the commanding horseman are “so typical 
of Rembrandt” according to Gary Schwartz (A Rembrandt invention 
2020).   
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3.5 Why in this painting does the light come from the "verkeerde 
dagh", the wrong side? 
Even if, according to Dutch technical parlance of the seventeenth century, the daylight 
from the right side is considered as the “wrong side,” this practice did not stop 
Rembrandt from using it several time including for his self-portrait of 1659 NG of 
Washington. Rembrandt’s paintings with a source of light on the right 
include the earlier Baptism of the eunuch (1626), David presenting the head of 
Goliath to Saul (1627) and Belshazzar’s feast of the early 1630s, Portrait of 
Jacques de Gheyn III, 1632, Ecce-Homo 1634 etc. The use of light from the 
right has not been a curse for Italian painters. This is the case for many 
paintings as the Calling of St. Mathew of Caravaggio and for instance, in the 
inner space of The Flagellation of Christ by Piero della Francesca (c. 1468–
1470) where one of the sources of light comes from the right to which 
Jesus looks. As in the Flagellation, there are various sources of light in the 
present painting. Thereupon the most amazing is the opposition of the 
vertical trajectory of the ray of light from St Philip’s right shoulder, along 
his right sleeve and hand, onto the point of attraction (the patch of light 
on the eunuch’s head) and the ‘houding’ effect around it on one side, and 
on other, in the right side of the auxiliary figures (the three riders) remain 
in the dark (as it is the case in two figures in Balaam and the ass, 1626). 

Various source of light: the ray of light on the eunuch’s head, the servant, the archer, the riders in the painting and the two figures in Balaam and the 
ass, 1626, Musée Cognacq-Jay, Paris.  

David presenting David’s head, Belshazzar’s feast, 1635-38, Ecce Homo 1634 NG of London with light coming from the right. 

3.6 Why is Philip's head not executed in the same way as the Old Man 
in a Cap? 
In a painting, it would have been strange to baptize with the left hand. In the present 
painting the Holy Spirit zenithal light comes from the right and Philip is baptizing the 

N
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Detail of the fur, showing how the 3D effect is produced in the middle ground. 

...and a sketchy painted drawing, with the penetrating gaze of the white 
horse, over the apparent variable ‘striae’ of the wooden support in the 
background.  

The painted drawing of the white horse showing an extraordinary glance. 

4.15 Is there a continuity of Philip’s head of the present painting with 
that of the Utrecht painting? 
Fortunately, there is no stylistic continuity between Philip of the Utrecht painting and 
the present painting as in no other work by Rembrandt.1 The present painting is 
documented by Vliet and Visscher’s print (which both specify a Rembrandt's invention) 
and later as an inception of Rembrandt’s engraving of 1641. The Utrecht painting as 
none. Ernst van de Wetering noted: “Above all else the central figure 
(Philip) in the Utrecht painting argued against the attribution. Philip, who 
is baptizing the Moorish eunuch, looked like a wooden puppet with a head 
that could not have been from Rembrandt’s hand,” […].2 Philip, the main 
protagonist of the Utrecht painting is entirely fake as a typical pastiche 
element.3  

1 There is also no real continuity between the Stoning of St. Stephan 1625 and the Balaam and the Donkey 1626 or the Music Party 1627 with the Utrecht 
painting.  
2 Ernst van de Wetering, “Rembrandt’s Beginnings: An Essay,” The Mystery of the Young Rembrandt, Staatliche Museen Kassel and Museum het 
Rembrandthuis, 2001 Essays on Rembrandt’s Religious Images, Seeing the Light, Rembrandt’s religion, The Ethiopian’s Baptism, published 6.2.15, p.12 
“Rembrandt’s Beginnings: An Essay,” The Mystery of the Young Rembrandt Staatliche Museen Kassel and Museum het Rembrandthuis, 2001. p.10 
3 What is paradoxical in Defoer's subjective criticism is that he denounces in the present painting exactly what one should do with Utrecht’s painting, 
that is, the style and appearance of a pastiche. His answer boils down to saying, we have not finished exploring the style of the young Rembrandt. 
If you reject attribution, it is because you do not understand the technique of the young Rembrandt. The members of the RRP Corpus has rejected 
it before Defoer convince them. 

N
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§ The nature and function of the ground with the order of working from 
back to front with the typical synchronic treatment between the 
background (sketchy manner), the middle ground with light impasto 
and the foreground (3D with thick impasto). 

 

 
Sketchy figures and a landscape in the background (green), black horsemen, the 
servant and animal in the middle ground, the 3D vegetables, and main characters in 
the foreground (yellow). 

§ The occurrence of this elongated Lastmanian horizontal format, is not 
unusual in Rembrandt’s artwork, from the Stoning of St. Stephan 1625, 
(89 x123 cm) cm, David Presenting the Head of Goliath 1627 to the 
Abduction of Europe (1632) and Susanna and the Elders 1647, (76.6 cm x 
92.8 cm) as well as many subsequent drawings (some direct copies 
from Lastman and paintings). 

 
 

§ The typical texture of the chestnut horse. 

 
§ The proportions of the men, animals and objects in the present 

painting are like other Rembrandt paintings (1626), drawings (1638-
1640) and an etching (1641) made by Rembrandt, for baptisms of the 
eunuch and for other themes. The riders and their mounts are totally 
disproportionated in Vliet’s and Visccher’s prints. 
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David presenting the head of Goliath by Rembrandt 1627, Basel Kunstmuseum and the present painting in a same composition and light treatment. 

From 1630, many Rembrandt’s paintings and prints were executed in the 
same horizontal format. In a way this painting of 1631 prefigured by ten 
years the most obvious example, 1641 Rembrandt’s engraving of the 
Baptism of the Eunuch.  
Observation: This statement about “the lastmanian composition” (qualified “old 
fashioned”) is as inappropriate as the one according to Odilia Bonebakker's notes when 
he claimed that Rembrandt illustrated “the central tenets of Calvinism” in this so-called 
early version.1 

4.7 What is the relationship between the Old Man in a Cap by 
Rembrandt and Philip's head? 
There is a direct relationship between the Old Man and the head of Philip 
about the likeness of the face and the style. It seems reasonable to consider 
that the head of an Old Man in a Cap served as the ‘tronie’ for Philip. The 
technique used is highly comparable despite the great differences in scale 
and context. As did Ernst van de Wetering, Gary Schwartz emphasizes the 
direct relationship between the Old Man and Philip, “Philip has all the 
appearance of being painted from the same model who sat for the head 
of an Old Man in a Cap from the same period. [...] The resemblance goes 
further than the outer appearance of the model. It extends to the facial 
structure and the means used by the artist to depict it.” 

4.8 What explains such a difference in style during the same period 
around 1630 between Jeremiah deploring the destruction of Jerusalem 
and the Old Man in a Cap and Philip’s head of the present painting? 
The comparison with Jeremiah is inadequate! There is no discontinuity in style, there 
are different styles related to specific purposes. We will not be mixing like with like. 
Jeremiah is a kind of full-length portrait; the head of Old Man in a Cap is more roughly 
painted, as a tronie related to specific contexts as the one of Philip located in a biblical 
landscape. Philip is embedded in a landscape in a much smaller scale. Philip must be 
seen from a distance with sharper features.  

1The article on the painting includes a description of the condition, the placement of the painting within Rembrandt’s oeuvre, formal and 

iconographic sources, and a brief excursus on the meaning of the subject in religious context. Henri Defoer 1977, pp. 2-26 contradicted by Odilia 

Bonebakker, (Research scholar at Harvard University, UC-Berkeley, curator) in her thesis Denomination and iconography: The Baptism of the Eunuch 

in Netherlandish art, 1520-1750, Queen’s University Kingston, Ontario, Canada December 1998.  

N
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etched copy of Vliet (British Museum), in the same horizontal composition as Visscher’s 
print, the Louvre drawing 1640 and Rembrandt’s engraving of 1641. 

5.2 Is there a horizontal "Lastmanian composition" in Rembrandt’s 
œuvre after the present painting? 
Yes, this composition is one of Rembrandt's favorites. Defoer not only forgot the 
numerous Lastmanian compositions by Rembrandt that came before the end of the 20’s 
but also long after 1630: Susana and the Elders 1647 is a direct copy of Peter 
Lastman’s version of 1614 with genuine nuances. Among many other paintings, it is 
an illustration of typical Rembrandt’s horizontal storytelling inspired directly from 
Lastman.  

Susanna and the Elders P. Lastman’s painting 1614, Rembrandt painting 1647, (76.6 cm x 92.8 cm), Staatlichen Museen, Berlin. 

Wolfgang Stechow wrote: “We are still a long way from realizing the full 

impact of Lastman's art on Rembrandt's; and this not so much with regard 

to the years during and immediately after Rembrandt's short 

apprenticeship with the Amsterdam master as with regard to Lastman's 

continued or rather renewed influence on Rembrandt after the latter's 

removal to Amsterdam. In this paper I shall place my main emphasis on 

the importance of Lastman for Rembrandt's art of the 1630's and even 

later […]”.
1
 Defoer seems to be far away from realizing the impact of 

Lastman's art on Rembrandt's in the different periods of his life. It 

definitively shows that these horizontal compositions, found in Lastman’s 

paintings and adapted by Rembrandt in the late 1620’s and for a long time 

after 1631, are not to be considered “old-fashioned”. The present painting 

marks a milestone between Leiden period and the future of Rembrandt’s 

œuvre. Just before his move to Amsterdam (1631), Rembrandt showed a 

revival of interest in Lastman’s use of proportion and composition. He 

continued to do so after 1633, the year that Rembrandt’s master died. 

Lastman’s sketchbooks, which Rembrandt acquired, probably played a 

role in his ongoing reference to Lastman, functioning at least as a 

reminder.  

1 Some Observations on Rembrandt and Lastman. Oud Holland. Vol. 84, No 2/3 (1969) pp. 148-162 (15 pages) Published by Brill 
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Detail of the fur, showing how the 3D effect is produced in the middle ground. 

...and a sketchy painted drawing, with the penetrating gaze of the white 
horse, over the apparent variable ‘striae’ of the wooden support in the 
background.  

The painted drawing of the white horse showing an extraordinary glance. 

4.15 Is there a continuity of Philip’s head of the present painting with 
that of the Utrecht painting? 
Fortunately, there is no stylistic continuity between Philip of the Utrecht painting and 
the present painting as in no other work by Rembrandt.1 The present painting is 
documented by Vliet and Visscher’s print (which both specify a Rembrandt's invention) 
and later as an inception of Rembrandt’s engraving of 1641. The Utrecht painting as 
none. Ernst van de Wetering noted: “Above all else the central figure 
(Philip) in the Utrecht painting argued against the attribution. Philip, who 
is baptizing the Moorish eunuch, looked like a wooden puppet with a head 
that could not have been from Rembrandt’s hand,” […].2 Philip, the main 
protagonist of the Utrecht painting is entirely fake as a typical pastiche 
element.3  

1 There is also no real continuity between the Stoning of St. Stephan 1625 and the Balaam and the Donkey 1626 or the Music Party 1627 with the Utrecht 
painting.  
2 Ernst van de Wetering, “Rembrandt’s Beginnings: An Essay,” The Mystery of the Young Rembrandt, Staatliche Museen Kassel and Museum het 
Rembrandthuis, 2001 Essays on Rembrandt’s Religious Images, Seeing the Light, Rembrandt’s religion, The Ethiopian’s Baptism, published 6.2.15, p.12 
“Rembrandt’s Beginnings: An Essay,” The Mystery of the Young Rembrandt Staatliche Museen Kassel and Museum het Rembrandthuis, 2001. p.10 
3 What is paradoxical in Defoer's subjective criticism is that he denounces in the present painting exactly what one should do with Utrecht’s painting, 
that is, the style and appearance of a pastiche. His answer boils down to saying, we have not finished exploring the style of the young Rembrandt. 
If you reject attribution, it is because you do not understand the technique of the young Rembrandt. The members of the RRP Corpus has rejected 
it before Defoer convince them. 

N



Bernard Allien, March 1. 2023 12 

  
§ Presence of recurrent clumsy details typical of Rembrandt:  

o    The bad foreshortening of Philip’s arm is very similar to that of 
Christ in Christ Appearing to Magdalena etc. 

 
o   Hands: The sketched hand of the servant holding the turban in the 

present painting is found worse in Rembrandt engraving of 1641 
and in David and Jonathan (1642), Tobit and Ana (1656) and in many 
other paintings etc.  

 
The eunuch’s turban and the coat holds by the page, with some similarity in the textile in mirror image. 

o  Figures in shadow: the archer on the left side of the commanding 
horseman and the three lancers on his right-hand side of the 
present painting are like the two figures in the background of 
Balaam and the Ass, and of the Raising of Lazarus (detail), ca. 1630-32 
and many other paintings.  

 
Rembrandt, Balaam and the Ass, 1627, Muséée Cognacq-Jay the Raising of Lazarus (detail), ca. 1630-32Oil on panel, 94.8 x 
81.3cm Los Angeles, LACMA, (M.72.67.2) 
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The yellow line shows the latitude of the left hoof in the air. 

Observation: The consequence of this graphic confusion of space on such a specific detail 
of a horse's leg shows not only a disproportion and a horse that no longer touches the 
ground, but above all, it suggests by diversion that the present painting is the model for 
the engraving.   

3 Elements that raise hesitations about an attribution to 
Rembrandt. 

3.1 What is the original clumsy detail that might argue against an 
attribution of Rembrandt, but rather helps to identify it?  
The most characteristic clumsy element of the painting is the bad 
shortening of Philip's arm. This detail can be seen in Vliet and Visscher’s 
engravings and other Rembrandt’s paintings. The most similar and worse 
one is that of the painting, The Risen Christ Appearing to Mary Magdalena by 
Rembrandt, 1638. Clumsiness is prolonged to the hand of Christ. Philip’s 
arm is slightly worse in Vliet’s print because the engraver omitted a fold 
of the sleeve existing in the present painting. 

Clumsy foreshortening: Philip’s arm in the present painting and in the Christ Appearing to Magdalena at the tomb, 1638, Royal collection of United 
Kingdom. 

N
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8.  Resemblances between the present painting and artworks 
attributed    to Rembrandt: 

The Head of an Old Man in a Cap c. 1630 by Rembrandt is the tronie for 
Philip and the Study for the lost Baptism of the eunuch according to Ernst 
van de Wetering. He pointed out the alternance or cohabitation 
between the fine and coarse style. The perfect example of both styles 
with Jeremy’s portrait, a full-length portrait, executed in a ‘soft’ manner 
and the Old Man in a Cap of Kingston painted in the coarse style. The 
resemblance with the Old Man extends to the facial structure according 
to Gary Schwartz. Stylistic similarities exist with Rembrandt’s 
idiosyncratic rough manner of painting. 

  Ed.W, Rembrandt: A Life in 180 Paintings, 2008. 

 
§ Same pose for Philip’s arms and hands in Peter and John Healing a lame 

beggar at the Golden Gate (etching 1627-1631).  

 
§ ‘Morelian’ details of the mouth, open to show the teeth, for the 

commanding horseman and The Laughing soldier c. 1629. 
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§ The same saddle blanket with the same colour; the bridle and the 
horse’s head in the present painting and in Rembrandt’s Good Samaritan 
c. 1633. The character of the dog is the same in the present painting 
and in the Good Samaritan and is repeated exactly by Vliet and Visscher 
in their prints or the dog threatening the child in the drawing of a 
Woman with a Child Frightened by a Dog c. 1635– 36 

 

  
     The dog threatening the child in the drawing of a Woman with a Child Frightened by a Dog c. 1635– 36. Good Samaritan c. 1633. 

 
 

 
 
 

§ Same brushstrokes for two very different subjects: foliage on the left-
hand side of the tree in the present painting and the dog’s beard of Self-
portrait in Oriental Attire, 1631. 

 
                               Foliage falling in the present painting, 1631, like Rembrandt’s dog in the 
                               self-portrait in Oriental Attire, 1631, Petit Palais. 
 
 
 
 
 
 
 
 



Bernard Allien, March 1. 2023 15 

 
 

§ Repetition of the same wavy lines in various Rembrandt artworks, to 
express variations of space and volume, like a kind of automatic 
writing: Seated, Old Man, c. 1630, the Raising of Lazarus 1630. 

 
§ Same fabric design reused in different contexts, like the turban in Head 

of an Oriental in a Turban and a Dead Bird of Paradise c.a. 1637.  

 
          Details of Head of an Oriental in a Turban and a Dead Bird of Paradise c.a. 1637, 179 x 169 mm, Paris, Musée du Louvre, Benesch 158. 
 

§ Similar brushwork to represent: 
- The plumes on the turbans: David and Jonathan, Rembrandt 1642. 
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- Brushstrokes for the wood rendition: 
 

 
Wood details, present painting and Samson and Dalila, 1628-1630 
- The branches of the tree, with scratch marks, and the foliage with 
white flowers are similar to those in the landscape with a Stone Bridge, c. 
1638. 

 
Trees with very similar brushstrokes and white flowers, the present painting and a landscape with a Stone Bridge, 
 ca. 1638 by Rembrandt, Rijksmuseum.  
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- The flowers in the background of the present painting and Flora 1654, 
MET, NYC 

 
- The gold works in general particularly for the quiver of the 
commanding horseman. 
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 Fig. 185 Three-dimensionality, texture, diversity and variation in the thickness of the paint. 

For the quiver in red leather with a gilded frieze, attached to the 
commanding horseman’s gold chain (fig. 186) 

Fig. 186 The golden chain and the quiver in red leather with gilded frieze in the present painting. 

Observation: 
1. The use of lead white and all the other pigments observed in the x-rays
are typical of the idiosyncratic manner of painting featured in Rembrandt's
works. The analyzed samples of pigments are the ones used by
Rembrandt.
2. The likeness in surface relief of these details and the nature of the
pigments in the analyzed samples are sound arguments for recognizing the
second version of the Baptism of the Eunuch.

PHQX
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Fig. 186 The golden chain and the quiver in red leather with gilded frieze in the present painting. 

Observation: 
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are typical of the idiosyncratic manner of painting featured in Rembrandt's
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pigments in the analyzed samples are sound arguments for recognizing the
second version of the Baptism of the Eunuch.
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- The pleats of  the boots of  the commanding horseman in the present 
painting are very similar to those for the character in the white costume 
in the foreground of  The Night Watch 1646, and the sleeves of  Ana in 
Tobit and Ana, 1626, oil on panel, 39.5 × 30cm, Rijksmuseum. 

 
 

9. Particularities of the present painting in continuity with 
Rembrandt’s work: 

 

§ A baptism by the Holy Spirit ray not by water: a patch of light onto 
Eunuch’s head and no more of the shell and water drops like in the 
Baptism of the Eunuch of A. Bloemaert. 
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Fig. 271 Pleats of the eunuch’s mantle and similar detail in Rembrandt’s Simeon’s Song of Praise, 1631, The Mauritshuis in the Hague.

Fig. 272 The present painting: details of boots and sleeves, compared to Rembrandt, Tobit and Ana, 1626, oil on panel, 39.5 × 30cm, 
Rijksmuseum, the Night Watch 1646. 

Fig. 273 Jesus’s belt in the Raising of Lazarus, 1630-1632, 96.4 x 81.3 cm, Los Angeles County Museum and Philip’s in the present painting 1631 

PHQX
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ground. The painter has missed the singular mark of an exceptional 
baptism which makes a drastic difference to with Rembrandt's 
predecessors dealing with the same theme, while the present painting of 
1631 shows this miraculous mark. This hand's gesture seems to be made 
by the painter without him understanding why it is executed in this way.  

The same source of light from the East for Utrecht painting and from the 
East and the Holy Spirit in the present painting. 

N
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§ The white horse’s eye is a graphic ricordi from Rembrandt’s 
apprenticeship with Jacob van Swanenburgh and Peter Lastman. 

 
 

§ The dreamlike landscape with tiny silhouettes on the left-hand side 
of the present painting background reproduced by Vliet in 1631 and 
again by Rembrandt’s etching in 1641 shows Rembrandt’s process 
of creation. 

 
Details of the same features in the present painting, Vliet’s print and Rembrandt’s etching of 1641, a man seated the angel  
with sort of wings slightly open. 

§ The symbolic importance of the vegetation in the lower centre of 
the painting, representing a flourishing faith but also find in Lastman 
painting Odysseus and Nausicaa, 1619. 
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§ The influence of  Rembrandt’s master, Pieter Lastman, the Baptism of  
the eunuch Foundation Custodia Paris, 1615-1620 

 
 

 
10- The expressiveness of the faces of those of the 
secondary characters:  

Would the three riders in the background be made by the workshop?  
“Among other things, for the expressiveness of the faces of those 
of the secondary characters, there is that expressiveness made with 
such minimal elements, […], typical of a maestro. It has nothing to 
see with expressiveness that appears in the engravings, that can be 
well reproduced, but these do not have nothing to do with that 
freshness. In addition to be made a la prima, this cannot never be the 
case for a copy, it is the result of a direct intervention of the painter 
and a painter with a great agility, with great knowledge and with great 
expressiveness when treating faces. The secondary characters as the 
three horsemen in the background are made with such great 
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Fig. 24 The Baptism of the Eunuch by P. Lastman of the Foundation Custodia, 1615-1620 (63.5 x 98.8 cm), the present painting (64, 8 x 95,3 cm). 

Rembrandt reduces the number of personages and recasts some of them 
in a similar context. The version in the Custodia Foundation has a 
minimum of 13 relevant correspondences with the present painting. 

 Fig. 25 Examples of 10 correspondences between Lastman’s version of Custodia Foundation and the present painting  

4. Rembrandt’s artworks that has had an influence on the present painting
The early version of the Baptism of the Eunuch reveals a continuity after the
previous paintings of P. Lastman:

PHQX
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action, in accordance with the artistic theory of copia e varietà.” Odilia 
Bonebakker19.  
The present painting is related to Pieter Lastman’s versions of the Baptism 
of the Eunuch, in which the young Rembrandt participated in one or several 
of them.  

Fig. 22 The four versions of the Baptism of the Eunuch by Lastman between 1608 and 1623. 

Fig. 23 The Baptism of the Eunuch by P. Lastman of the Foundation Custodia, 1615-1620 
(63.5 x 98.8 cm). 

Pieter Lastman indeed inspired the interpretation evident in the present 
painting from 1631, with manifest similarities in the horizontal 
composition, in the size (64, 8 x 95,3 cm), in proportion of the characters. 

19 Thesis Denomination and Iconography: The Baptism of the Eunuch in Netherlandish art, 1520-1750 (Queen’s University 
Kingston, Ontario, Canada December 1998) p. 26. 

PHQX
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economy of means, that they can only be performed by a master 
endowed with agility.” (Prof. F. Garcia-Garcia, interview February 1st, 2023). 
 

 
 

§ Rembrandt borrowed motifs from Peter Paul Rubens’ Adoration of 
the Magi 1617-18 (MBA de Lyon). From the same Rubens’s painting 
translated by Lucas Vorsterman’s engraving 1621, Rembrandt has 
also borrowed for the present painting the same horizontal 
composition, characters, the horse’s gaze and several features and 
gestures (kneeling, lances, fabric design,) and the black man bearing 
a treasure chest with a very similar striped blouse. 
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and the black man bearing a treasure chest with a very similar striped 
blouse and the same pearl earring.  

 

Observation: 
  

Applied to the present painting, and taken together, these considerations 
constitute a mutually reinforcing, coherent web of converging arguments.  
Considering the absence of visible traces of any other hand, except for 
previous restorations, or any visible disruption in the style or in the 
brushwork, they reduce or minimize the possibility of a contribution by 
Rembrandt’s pupils, of which there is no evidence.  
The principle of truth predominated this study, which is why the clumsy 
details of the restorers, those of the painter, as well as the unsightly 
pentimenti were left apparent. This has been a source of confusions and 
contradictions among observers. H. Defoer, who cannot stand the 
comparison between the old version of which he was the discoverer and 
the present painting, M. Bijl who restored the cartoon-like painting with 
the uncommon dimensions of the unrembrandtesque dark oiled sketch 
underneath of Kremer collection, and their entourages, including E. 
Kolfin, who in his review of Gary Schwartz's book takes up in a rather 
deplorable way their counter-arguments, which are so weak or so false that 
it is useless to reply to them (however, the Q&A report does so point by 
point). These few people who have not closely observed the picture show 
the lack of independent judgement linked to their own interests. Far from 
alternative realities, most serious Rembrandt’ scholars could accept what 
has been objectively observed in the various studies and research carried 
out by specialists over the last ten years.  
 
 
 


