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PYBEHCOBM KPYIOBHU

The oeuvre of Peter Paul Rubens, an artist who achieved unprecedented
fame throughout Europe already at the beginning of his career and whose
paintings in the collections of the most powerful patrons of his time were a
measure of prestige, has given rise to unending debates on his actual contri-
bution to the enormous number of artworks that came out of his studio.” It
is clear from the enormity of the number of works bearing the mark of his
artistry that, despite his exceptional talent, inexhaustible energy and fabled
speed of painting, he could not possibly have produced
all of them without the help of his studio,
whose size became the stuff
of legend.”

Like so many great artists, Peter Paul Rubens, one of the most important Baroque
painters, was an extremely versatile person. His versatility was not restricted solely
to art disciplines. Well-known are his abilities as a skilled diplomat involved in the
sensitive political issues in Europe at the time, his passion as an art collector, which
took hold of him already in his youth, his love for Antiquity and the classical heri-
tage that sprang from his humanist education, as well as his closeness to the most

! On the issue of the share of Rubens’s studio, see: A. Balis, “Rubens and his studio: defining the problem”,
in: A. Balis et al., Rubens, a Genius at Work, Brussels, 2007, 30-48; A. Tummers, “By his hand: the paradox of
seventeenth-century connoisseurship’, in: A. Tummers et K. Jonckheere (eds.), Art Market and Connoisseurship,
a Closer Look at Paintings by Rembrandt, Rubens and their Contemporaries, Amsterdam, 2008, 43; L. Keith,
“The Rubens Studio and the Drunken Silenus by Satyrs”, Technical Bulletin, Vol. 20, 1999, 96—98.

2 D. Freedberg, Peter Paul Rubens: Oil Paintings and Oil Sketches, New York, 1995, 11.
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[Terep ITayn Pydenc (Peter Paul Rubens), ymeTHHK K0ju je jOIII Ha IIOYETKY
CBOje Kapujepe CTeKao 0 Taa HezanamheHy ciaBy mmpoM EBpore, v yu-
je cy CIMKe y KoJIeKI[MjaMa HajMOhHUjUX aTpoHa TOT BpeMeHa 3Ha4MIe
IIPECTIDK, CBOJUM CTBAPAIAIITBOM IIOTAKAO je HEMpPeKUIHe pacipase O
TOMe KOJIMKH je 3a¥ICTa OUO HEeTOB YZIe0 y OOTaT0j YMETHUYKO] IIPOIYKITH-
ju u3a Koje je crajao.! OrpomaH Opoj /ie/1a Koja HOCe IevaT HheroBor CTBa-
paIAIIITBA jaCHO HAM TOBOPH [Ia ¥ TIOpeJ] M3Yy3eTHOT Ta/ICHTa, HEUCIIPITHE
eHepruje 1 YyBeHe Op3UHe y CIMKabhY, CBe TO HUKAKO HHUje MOTao
M3BECTHU caM, 0e3 TOMOhM CBOT CTyzMja O YHjoj
BE/IMYMHU CY UCIIPe/iaHe
JIereHme.>

PydeHc, kao jemaH of1 HajsHaYajHUJUX CIMKapa eroxe 0apOKa, ITOITyT MHOTUX BE/THKUX
YMeTHHKa OHO je CBeCTpaHa JIMIHOCT. Ta CBeCTPaHOCT ce HUje OrpaHUYaBaIa caMo
Ha yMeTHHU4YKe AuciuIUInHe. [To3HaTe cy merose ClIOCOOHOCTH BEIITOT TUIUIOMATe
Yy OCET/bUBUM ITIOJIMTUYIKHUM ITHTabUMa EBPOHC OHOTa BpE€M€HA, KOJICKIIMOHAapCKa
CTPACT KOja Ta je 320KYIIHJIA jOIII y MJIaIOCTH, /bYOaB IIpeMa aHTUIU U K/TACHIHOM Ha-
cneby MoHMKIa Ha XyMaHUCTUYKOM 0OPa30Baby, Ka0 M OJIMCKOCT Ca Haj3HAYajHUjUM

1 O mpodnemy crenena ynena Pydercosor crymuja Bunu y: A. Balis, “Rubens and his studio: defining the
problem”, in: A. Balis et al., Rubens, a Genius at Work, Brussels, 2007, 30-48; A. Tummers, “‘By his hand’: the
paradox of seventeenth-century connoisseurship”, in: A. Tummers et K. Jonckheere (eds.), Art Market and
Connoisseurship, a Closer Look at Paintings by Rembrandt, Rubens and their Contemporaries, Amsterdam, 2008,
43. L. Keith, “The Rubens Studio and the Drunken Silenus by Satyrs”, Technical Bulletin, Vol. 20, 1999, 96-98.

2 D. Freedberg, Peter Paul Rubens: Oil Paintings and Oil Sketches, New York, 1995, 11.
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important intellectual and philosophical circles of his time. Nevertheless, Rubens
was at the same time an exceptionally skilful businessman of great organisational
abilities. This is attested by the volume of production of artworks linked with his
creative endeavours. The number of over three thousand paintings, tapestries,
engravings and woodcuts? that this artist designed, produced or supervised clearly
indicates that behind such an enormous production there must have been a well-
organised workshop, which is frequently referred to as a painting factory. From such
a factory also originated the painting, “Diana Returning from the Hunt”,* kept in the
Collection of Foreign Art of the National Museum in Belgrade.

Peter Paul Rubens began his life in exile, in Siegen, Germany, where his family
fled from the persecution of the Protestants in the Low Countries. After his father’s
death, Rubens and his family, who had meanwhile reconverted to Catholicism,
returned to Antwerp. In this city, once the most important port of the North and a
commercial and financial centre, which at the time was slowly recovering from the
devastations that accompanied the conflict between the Protestants of the Low
Countries and the Spanish authorities, Peter Paul Rubens, at only fourteen years of
age, became interested in painting and received his first instructions from local
painters.® He joined the studio of Otto van Veen, one of the most highly esteemed
Antwerp masters of the time, in 1594 or 1595 and worked with him until 1598, when
he attained the status of free master.” Two years later, in 1600, Rubens went to Italy,
following in the footsteps of the great masters of the North, who, after crossing the
Alps, had the opportunity to study the achievements of the High Renaissance and

3 K. L. Belkin, Rubens, London, 1998, 4. According to family tradition, in the course of his career Rubens
produced around two hundred paintings, most of them small-sized and on wood, and only about twenty
large paintings. Information taken from: A. Balis, op. cit., 37.

4 Upon its arrival in the Museum in 1949, the painting was entered in the register as “Diana Presents Her
Catch to Pan’, a title by which it was subsequently referred to. Since depictions of this scene are widely refer-
red to in literature as “Diana Returning from the Hunt”, this author has adopted it for the purposes of this
publication.

5 Kept among the documents of the Reparations Commission of the Government of the Federative People’s
Republic of Yugoslavia is a document from 1949, bearing the name of Stefan P. Munsing, an American and
Director of the Munich Centre from 1947. Mentioned in the document is a telegram of June 2, 1949, sent by
Leontije Mitrovi¢, Abbot of the Ostrog Monastery, stating that in 1941 Germans took away from the
monastery a painting of the “Rubens School called ‘Diana Returning from the Hunt
Pemmapannona xomucuja Brage ®HPJ 54-319-483, 11584.

>

ApxuB Jyrocnasuje:

¢ K. L. Belkin, op. cit., London, 1998, 22—26.
7 Ibid., 27.
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MHTE/IEKTYaTHUM U (pr1030(CKUM KpyroBuMa meroBor Bpemena. Mmak; Pydenc je
Iopey; CBera OMO M M3Y3eTHO BEIT IIOC/IIOBAH YOBEK, BEIMKUX OPTaHU3ATOPCKHUX
criocodHocTH. O TOMe CBeJoYM 0OMM NPOIYyKIIHje YMEeTHUIKUX Je/la Koja ce Besyjy
3a BeTOBO CTBAPAIAIITBO. bpoj off IIpeko Tpu Xubajie CIMKa, TAIMcepHja, IpaBUpa
U IpBOPe3a,3 Koje je 0Baj YMETHHK IM3ajHUPAO, U3BEO WIH HA/ITJIea0 BIXOBO U3BO-
bembe, jacHO yKkasyje ma je M3a TaKo BeIMKe IIPOAYKIMje MOpaia CTajaTh BeoMa JI0-
OpO OpraHM30BaHa CIMKApPCKa PaJHOHUIIA, KOja Ce YeCTO Ha3uBa CAUKAPCKa padpu-
ka. 13 TakBe ¢padpuke moTHYe U CITHKA ,,J{MjaHUH ITOBpaTaK U3 jI0Ba“,* Koja ce 4yBa
y 30upiu crpaHe yMeTHOCTH HaponHor myseja y beorpany.’

[Terep ITayn Pydenc je >KMBOT 3amoyeo y u3der/MIITBYy, y 3ureny y Hemaukoj,
e ce BheroBa IOPOANIIA IIpece/TIa IIpes IIPOTOHUMa ITpoTecTaHaTa y Husosem-
ckoj. Hakon oueBe cMptu PydeHc ce ca mopoauiioM, koja je y MehyBpemeHy moHoBo
IPUXBATH/IA KATOIIMYAHCTBO, BPaTHO y AHTBepIleH. Y rpajy, HeKajia Haj3sHavajHU-
joj mynu CeBepa M TProBayKoM U (PHHAHCH)JCKOM LIEHTPY, KOjH Ce y TO BpeMe CII0po
OIIOPaB/ba0 O IIOC/IEHIIA pa3aparka IIPOYy3POKOBAaHUX OOPOOM HU303€MCKHUX ITPO-
TecTaHaTa IPOTHUB IIIITaHCKe BJIaCTH, PydeHc ce Beh kao yeTpHaecToropuImak 3anH-
TEPECOBAO 3a CIMKAPCTBO U IIPBE MOAYKe CTEKA0 KOJ| TOKATHUX cnKapa.’ Y atee
Ora BaH Bena, y To BpeMe jeTHOT 071 HajIIeHheHUjUX aHTBEPIICHCKUX MajCTOPA, Y/Iasu
1594. WIH 1595. TOOVMHE U Ca UM PaJiU 10 1598. TOANHE, KaJla CTHYe CTaTyC CJIOOOJHOT
Majctopa.” [IBe romuHe KacHHje, 1600, PydeHc omtasu y Mitanujy u Tako cienu myT Be-
MUKUX Majctopa CeBepa KOju Cy, IpeIIaBIn AJIe, y HEKOM Off YMeTHHUYKUX IIeH-
Tapa ATIEHMHCKOT ITOJIyOCTPBa MMa/IM IPWIMKY JIa IPOy4YaBajy foCTUTHYyha BUCOKe

3 K. L. Belkin, Rubens, London, 1998, 4. [Tpema nopoauyHoM npefamy, PydeHc je TokoM cBoje Kapujepe
HACIMKA0 OKO IBECTA C/IMKA, YITIABHOM MAmbHX JUMeEH3Hja Ha IPBETY, M CBeTa [BaleCeTaK CINKa BEIMKOT
¢dopmara. ITomarak npeyser us: A. Balis, nav. delo, 37.

4 Tlo mpucniehy y Mysej, 1949. ronuHe, C/IMKa je OIIa 3aBeieHa 0] Ha3UBOM ,,[ljaHa mokiama [lany 10BU-
HY", TOZ1 KOjuM ce Haa/be Bomwia. Bynyhu na je 3a oBy mpencraBy y uTepaTypH IIMPOKO NpuxBaheH HasUB
»JMjaHIH MOBpATaK U3 JI0BA®, ayTOP Tda OBOM IIPHIMKOM IIpey3uMa.

5 Meby nokymenrtuma Perapannone komucuje Brage ®HPJ uyBa ce OHaj U3 jyHa 1949, Y YHjeM je 3ar/IaB/by
nme Amepukanna Credpana Mjyucunra (Stefan P. Munsing), mupexropa MUHXEHCKOT 1IeHTpa Off 1947. Y
TOKYMEHTY Ce IIOMHUIbe TeJlerpaM KOjH je 2. jyHa 1949. Toc1ao uryMan manactupa Ocrpor, JleonTuje Mu-
tpoBuh, y KojeM ce HaBonu fia ¢y Hemitu 1941. u3 MaHacTHpa OfHeIH CJIMKY ,pyOeHcoBe miKoe ‘InjaHa
Ha [OBpaTKy u3 oBa‘“. Apxus Jyrocnasuje, Penapannona komucuja Baage ®PHPJ 54-319-483, 11584. Y Tpe-
HYTKY 3aK/by4eba IIICarba OBOT TEKCTa HUje 0110 Moryhe fgabe mpaTuth oBaj Tpar. To he duru Tema dymy-

her ucTpaxxuBama oBe CIUKe.
6 K. L. Belkin, nav. delo, London, 1998, 22-26.

7 Isto, 27.
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also familiarisethemselves with the legacy of Antiquity in one of the art centres on
the Apennine Peninsula. For Rubens, as for many of his predecessors, the experience
marked a watershed in his career. During the eight years he spent in Italy, mostly in
the service of Vincenzo I Gonzaga, Duke of Mantua, Rubens had the opportunity to
gain an insight into the most important collections of his contemporaries, most no-
tably the one that belonged to his patron. Having seen the creations not only of the
leading artists of the Renaissance, but also of his contemporaries, and having had
first-hand experience of the works from Antiquity, Rubens underwent a transforma-
tion that turned him into an artist capable of creating works of unprecedented force
and persuasiveness.

When he returned to Antwerp in October, 1608, due to his mother’s death, Rubens
believed that he would soon go back to Italy, which remained his lifelong but unful-
filled desire.? After eight years away from his homeland, Rubens found a much more
favourable situation than the one he remembered. The new Habsburg regents, Arch-
dukes Albert and Isabella, ruled over the Southern Netherlands on behalf of the
Spanish Crown with much more sense than their predecessors. Deeply pious and
highly educated, they acted as patrons rather than occupiers of their subjects, which
enabled them to reinforce their authority and thus bring stability to the whole
region.® The turning point in the slow economic and demographic recovery of the
Southern Netherlands was the Twelve Years’ Truce, which came into force on April 9,
1609. After decades of war, destruction and uncertainty, it marked the end of hostili-
ties and secured far better business conditions. Even though Antwerp never regained

8 Ibid., 95. Leaving Italy, he told his Mantua employer that he was looking forward to returning A. T.
Woollett, “Two celebrated painters: the collaborative ventures of Rubens and Brueghel, ca. 1598-16257, in: A.
T. Woollett et A. van Suchtelen, Rubens & Brueghel — a Working Friendship, Hague, 2006, 21-23. In a letter to
his friend Johann Faber in Rome, of April 10, 1609, he says that he has not yet decided whether to return to
Rome, where he was invited to work under very favourable conditions or stay in his homeland, where the
ruling couple are trying to sway him to work for them under most generous terms. Even though he does
not desire to be a court painter again, in the letter Rubens expresses his hopes for more favourable circum-
stances that will have to ensue from the ratification of the Twelve Years’ Truce.

9 For more on the circumstances in Antwerp, see: F. Boduen, Rubens i njegovo stolee [Rubens and His
Century], Beograd, 1977, 18—27; J. Kirby, “The painter’s trade in seventeenth century: theory and practice”,
Technical Bulletin, Vol. 20, 1999, 5-6.
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peHecaHce, Kao U [ja yII03Hajy aHTH4KO Hacehe. 3a PydeHca je, Kao 1 3a.MHOTe HBero-
Be IIPETXOIHHKE, OBO MCKYCTBO IIPE/ICTAaB/ba/I0 IPEKPETHHUILY y CTBApa/IAIITBY. To-
KOM OcaM rOIHa Koje je mpoBeo y Mtanuju, yriiaBHOM Y CIy»KOU BOjBOfIe 01 MaH-
toBe, Bunyenna I ['onsare, PydeHc je mMao NMpuwINKy Ja 3aBUPH y Haj3sHAYajHUje
KOJIEKIHje CBOJUX CaBPEeMEHHKa, IIpe CBera y OHY Koja je IMpHIa/iaa lBeroBOM IIa-
TPOHY. YIIO3HABIIIM Ce ca OCTBapermuMa Bojgehux yMeTHHKA peHecaHce, a/ld U CBO-
jI/IX CaBpe€MEHHKa, 1 CTYIIMBIIN Y HEIIOCPpEJaH KOHTAKT Ca AC/J1HMMa aHTUIKE €I10XE,
PydeHc je moskuBeo mpeodpakaj Koju je Of Hhera HaUMHHUO YMETHHKA Kapor Jia
OCTBapH Jie/Ia 10 Tala HeBUbheHe cHare U yOeI/bUBOCTH.

Kana ce 300r mMajunHe cMpTH y OKTOOpPY 1608. Bpatno y AHTBepIieH, PydeHc je Bepo-
Bao z1a he yckopo nmonoso otuhu y Mranmjy, mro je ocraza kerosa JOXXHUBOTHA, AT
HEWCITyheHa JKeba.’ HakoH ocaM rofuHa mpoBeileHUX BaH JIOMOBHHE, Pydenc je
3aTeKao 3HATHO MOBOJbHUJY CUTYALIHjy OJl OHE KOjy je mamTro. HoBu xad30ypiiku
HaMeCHMIIM, HafBojBosie AndepT u M3adena, Braganu cy jyxHoMm HusosemckoMm y
nMe mmancke Kpyne ca maneko Butie ocehaja on cBor nmperxopnuka. Jlydoko modo-
JKHU U M3Y3€THO OOPa3OBaHM OHHM Cy Ce ITOCTaBWIM Kao ITOKPOBHTE/bY, a HEe Ka0
OKYIIaTOPY CBOjUX ITOJIaHHKA, IIITO UM je OMOTYhI/IO [1a yIBPCTe B/IAaCT U TaKO J10-
HeCy CTadWIHOCT YUTaBOM perrony.® [IpekpeTHHITY Y CTOPOM €KOHOMCKOM U IEMO-
rpadckoM omopaBKy jy>kHe Hmusosemcke mpencraB/paio je [IBaHaecTOrOAMIIIIbE
IIpUMHUDJje, KOje je CTYIIIIO Ha CHAary 9. alpuIa 1609. roguHe. OHO je HAKOH JielleHHja
paToBama, pasapama U HEU3BECHOCTU 00e30eIIUI0 IIPeCcTaHaK HellpujaTe/bcTaBa U
THMe JIaJIeKO TIOBOJbHUjE YC/IOBE ITOCI0Barba. 11 Majja HUKazia BUILIe HUje IIOBPAaTHO

8 Isto, 95. Ommasehu us Mranuje oH je cBOM MOCIOAABITy Y MaHTOBH peKao 1 >Ke/bHO UIITIEKyje TIOBPATaK.
A. T. Woollett, “Two celebrated painters: the collaborative ventures of Rubens and Brueghel, ca. 1598-16257,
in: A. T. Woollett et A. van Suchtelen, Rubens & Brueghel — a Working Friendship, Hague, 2006, 21-23. ¥ iu-
cMy cBoM mipujateby Joxany Padepy (Johann Faber) y Pumy, ox 10. arrpria 1609. Iuiiie Kako joIll yBeK HU-
je OIIy4ro Jia U [ ce BpaTu y PuM rje je O1o mo3BaH Ia paay MO BeOMa [TOBO/BHUM YCTOBUMA WIH Jid
OCTaHe y ITOMOBHHH I/ie BIaIapCKU Iap HACTOjH [a ra IIPUBOJIM JIa Paly Y BUXOBOj CIy)XK0u, Hyfehu My
BeJIMKOJIyIIIHe yC1oBe. Mako HeMa jKeJby I IOHOBO Oyjie IBOPCKH CIMKap, PyOeHC y mucMy M3pakaBa Hagy
y HOBO/bHHje IIPIIMKE KOje O Tpedao Ja HacTyIle IO IOTIHCHBabY JIBaHaeCTOTOUILIbET IIPUMUpja.

9 O npwkama y AHTBepiieHy Buzet Kox: F. Boduen, Rubens i njegovo stolece, prev. Z. Hadzi-Vidojkovi¢,
Beograd, 1977, 18-27; J. Kirby, “The painter’s trade in seventeenth century: theory and practice”, Technical
Bulletin, Vol. 20, 1999, 5-6.
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