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1. Xovv77vroHEGRCETSEXZHARFECRLEI

This fancy dress is not the only reference to the past. Rembrandt is also using an age-old artist’s trick or
illusion. The wall or parapet at the bottom of the painting is much more than a prop to emphasise the confident
nonchalance of his pose. It deepens the perspective, making it seem less like a flat picture and more like a window
onto reality. And strangely, while creating a barrier between the sitter and the viewer, it also unites our two
worlds: the way that Rembrandt’s elbow and the swirl of his cloak extend forwards over the wall creates the illusion
that they share the same space as the viewer.

This trick of perspective seems to be a reference to some of the great paintings of the Renaissance.
Rembrandt appears to have derived the positions of the parapet and the arm from a portrait by Titian, and there
are strong echoes too of a self portrait by Diirer of 1498. Copies were almost certainly available, but both paintings
were in Amsterdam at least briefly in the 1630s, so Rembrandt may have studied them then. Meanwhile, the shape
of the figure and the colours used are similar to a portrait by Raphael (painted before 1516) which Rembrandt had
seen and sketched the previous year.

The reference to Titian’s portrait is particularly interesting, because it was then believed to be of Ludovico
Ariosto, one of the most celebrated Italian poets of the Renaissance.kso, as the subject‘of the péinting, Rembrandt is
portraying himself both as a Renaissance gentleman and, perhaps,' apoet from a previous century. At the same
time, as an artist he is paying homage to and directly comparing himself W1th Raphael, Titian and Direr. The
implications of this double echo would certainly have been understood by Rembrandt’s sophisticated clientele. By
taking the pose and clothes of a gentleman he was claiming a much higher social status than was usually afforded
to artists at the time, a claim emphasised by the reference to a famous poet. And by citing the works of three of the

greatest Renaissance painters, he is implying that he is their rightful heir and equal.

XWEB #B&(CRL. UTOESDHHTIBILUTHDFET,
‘ © The National Gallery, London
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2. UToAX 2 HARERICRL 23w,

Une palette claire et vive caractérise l'oeuvre de Mary Cassatt, peintre américaine qui introduisit
I'impressionnisme auprés des amateurs et collectionneurs d'outre-Atlantique. Grande amie de Degas, elle participa
aux expositions du groupe impressionniste & partir de 1879.

Les portraits de proches, le plus souvent femmes et enfants saisis dans l'intimité de leur quotidien, sont
fréquents dans son oeuvre. La Jeune fille au jardin, appelée aussi Femme cousant, en témoigne, avec une
originalité : la figure est représentée en plein air. La toile fut exposée lors de la derniére exposition du groupe, en
1886. Le fond, richement coloré, est structuré par un chemin, large bande diagonale qui détermine un arriére-plan.
Il met en valeur la représentation de la jeune femme, monumentale dans un premier plan rapproché. Le coup de
pinceau rapide et esquissé dont témoigne la jupe contraste avec le contour net et ferme du visage et du buste, qui

montre que l'artiste ne renonce pas a la précision du dessin.

XWEB &88(CERL. UTDESDHEZIBRELUTHENET,

Mary Cassatt, "Jeune fille au jardin", 1880 to 1882. https://www.musee-orsay.fr/fr/oeuvres/jeune-fille-au-jardin-1296
Used with permission from Musée d'Orsay.

3. UT o HAGEBICERL kv,

Als Moses vom Berg Sinai herabgestiegen war, um den Israeliten die von Gott empfangenen Gesetzestafeln zu bringen,
traf er sie beim Tanz um das Goldene Kalb an: »Als er aber nahe zum Lager kam und das Kalb und den Reigen sah,
ergrimmte er mit Zorn und warf die Tafeln aus seiner Hand, und zerbrach sie unten am Berge« (Ex. 32, 19). Als die
Isracliten fiir ihren Gétzendienst bestraft worden waren und bereuten, sprach der Herr zu Moses: »Haue dir zwei
steinerne Tafeln, wie die ersten waren, dass ich die Worte darauf schreibe, die in den ersten Tafeln waren, welche du
zerbrochen hast« (Ex. 34, 1).
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