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End Of Year
Rush Poem

Leave the rest, For another day, Slow
your speed, Live your way

Leave the rest
For another day
Slow your speed

Live your way

By Sue Ellson
The end of year
Is coming fast
The end of year
Has me aghast
Smile and observe
What you have achieved
Over the last 12 months
Your blessings received

Everyone rushing
As if time is ending
Everyone risking
Their healthy living
What challenges have you
conquered
What fears have you overcome
A new year is waiting
To see what you'll become

Please take a moment
To stop and focus
Must you do everything
Like hocus pocus

What can wait
What is urgent
What is essential
What is important
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Pat yourself on the back
So I can share your glee
Another year is nearly over
On the path to truly be

When This Is Over

The school rush each morning, Coffee with
a friend, The stadium roaring, Each deep
breath, A boring Tuesday, Life itself

When this is over, Each deep breath
may we, never again, A boring Tuesday
take for granted Life itself.
A handshake with a stranger When this ends,

Full shelves at the store
Conversations with neigh-

may we find
that we have become

bours more like the people
A crowded theatre we wanted to be,
Friday night out we were called to be,

The taste of communion
A routine check-up and may we stay
The school rush each morn- that way, better
ing for each other
Coffee with a friend because of the worst.
The stadium roaring -LAURA KELLY FANUCCI

we hoped to be,
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hen we think of
Rembrandt van Rijn,
we usually think of
Amsterdam, biblical
scenes, dramatic por-
traits, and the extraor-
dinary play of light and
shadow that made him
one of the greatest
artists of the Dutch
Golden Age. Yet, Rembrandt's artis-
tic interests extended far beyond
the familiar world of seventeenth-
century Europe.

Thousands of miles away, in the
courts of Mughal India, another
extraordinary artistic culture was
flourishing. The Mughal emperors
commissioned richly detailed paint-
ings of rulers, courtiers, battles,
ceremonies, animals, landscapes,
and everyday life. These paintings
were created in a very different
artistic tradition from Rembrandt's.
Yet, remarkably, Mughal art found
its way into Rembrandt's studio in
Amsterdam. The connection
between Rembrandt and the
Mughals reveals something impor-

Shah Jahan and his son.

tant about the seventeenth century:
the world was already deeply con-
nected through trade, collecting,
diplomacy, and the movement of
objects and ideas.

Amsterdam and the
Global Economy

The distance between Amsterdam
and India was enormous, but global
commerce was beginning to make
that distance seem much smaller.

Amsterdam was one of the
major centres of the Dutch Golden
Age and was closely connected to
international trade. The Dutch East
India Company (VOC), established
in 1602, played a major role in Dutch
commerce with Asia. Ships trav-
elled between Europe and Asian
ports, carrying spices, textiles, pre-
cious objects, manuscripts, and
other commodities.

These goods did not remain con-
fined to commercial warehouses.
They entered the homes and collec-
tions of wealthy merchants, schol-
ars, aristocrats, and artists. Objects
from Asia became objects of curios-
ity and fascination in Europe.

Rembrandt himself was an
enthusiastic collector.

His collection contained a wide
variety of objects from different
parts of the world, reflecting his
curiosity about cultures beyond
Europe. For him, collecting was not

Shah Jahan, c. 1630.

simply about possessing valuable
things. Objects could provide inspi-
ration, information, and new visual
possibilities.

Among the objects that reached
Europe were Mughal paintings and
illustrated manuscripts.

The Mughal Court
on Paper

Mughal painting developed under
the patronage of emperors begin-
ning with Akbar, and it reached
remarkable levels of sophistication
under his successors, including
Jahangir and Shah Jahan.

Mughal manuscripts were often
lavishly illustrated. Their paintings
were highly detailed, formal, and
carefully composed. Artists paid
extraordinary attention to the
appearance of people and objects.

Jewellery, textiles, weapons,
architecture, plants, animals, and
luxurious fabrics could all be repre-
sented with remarkable precision.
Clothing communicated rank and
status, while carefully controlled
poses and gestures reinforced the
hierarchy of the imperial court.

The Mughal painting tradition
therefore did more than record
appearances. It created a visual lan-
guage of power and imperial
authority.

The emperor occupied a careful-
ly defined place within this visual
system. Courtiers, nobles, musi-
cians, servants, and other figures
were positioned around him accord-
ing to their status. Costumes and
accessories further communicated
wealth and social position.

It was this combination of
detail, formality, luxury, and politi-
cal symbolism that Rembrandt
encountered when Mughal images
reached Amsterdam.

Rembrandt Looks
Towards India

Rembrandt did not simply admire
Mughal paintings as exotic curiosi-
ties. He actively studied them.

He made a remarkable group of
drawings based on Mughal compo-
sitions, depicting emperors and
court figures associated particular-
ly with the reigns of Jahangir and
Shah Jahan.

The drawings are fascinating
because Rembrandt did not repro-
duce the paintings in exactly the
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Rembrandt himself was an enthusiastic collector. His collection
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same way. Instead, he translated
them into his own medium.

A Mughal painter might careful-
ly render the folds of a garment, the
jewels on a ruler's body, or the
details of a court ceremony using
fine and controlled brushwork.
Rembrandt often reduced these
complex images to expressive lines
and washes of ink.

He retained important elements
of the originals, the poses, clothing,
gestures, and arrangement of fig-
ures, but transformed them
through his own artistic vocabu-
laryHis pen strokes could be quick
and loose. His ink washes created
areas of darkness and light. Figures
that had been rendered with metic-
ulous precision in Mughal minia-
tures could become more sponta-
neous and expressive in
Rembrandt's hands. This transfor-
mation is important. Rembrandt
was not simply copying another cul-
ture. He was looking, selecting,
interpreting, and translating.

The Surviving Drawings

One of the most intriguing ques-
tions is how many Mughal draw-
ings Rembrandt actually produced.
A catalogue published in 1747
described a book containing 25
Indian drawings by Rembrandt. Of
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these, 23 are known to survive
today. The survival of such a large
group is significant. These works
provide unusually direct evidence
of Rembrandt's engagement with
Mughal art.

The drawings depict rulers and
courtiers and are connected with
the visual culture of the Mughal
imperial court. They demonstrate
that Rembrandt was studying
images of a political and artistic
world very different from his own.

Rather than treating these
drawings as an isolated curiosity in
Rembrandt's career, it is useful to
see them as evidence of the wider
movement of art and visual infor-
mation between Asia and Europe.

Jahangir: An Emperor
and Art Connoisseur

The Mughal fascination with
European art makes this exchange
even more interesting.

Jahangir, who ruled the Mughal
Empire from 1605 to 1627, was
renowned for his interest in art. He
inherited a strong artistic tradition
from his father, Akbar, who had
developed the Mughal imperial
painting workshop into one of the
most important artistic institutions
of the period. Jahangir was partic-
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ularly interested in European paint-
ing and was fascinated by tech-
niques such as shading, perspec-
tive, and naturalistic portraiture.

European artists and Jesuit
missionaries had brought paintings
and prints to the Mughal court,
where they were studied by Indian
artists. Mughal painters experi-
mented with elements of European
visual language while maintaining
their own artistic traditions.

This means that artistic influ-
ence was not travelling in only one
direction.

Europeans were looking at
Mughal art, but Mughal artists and
emperors were also looking at
Europe. The exchange was there-
fore much more complicated than a
simple story of European influence
on India. It was a process of adapta-
tion, experimentation, and selective
appropriation on both sides.

The Wealth and Scale of
the Mughal Empire

To understand why Mughal art was
S0 impressive, it is also necessary to
understand the scale and wealth of
the Mughal Empire.

When Jahangir inherited the
throne, he inherited one of the most
powerful states in early modern

Shah Jahan.

Asia. The empire stretched across
enormous territories of the Indian
subcontinent, including large parts
of what are now India, Pakistan,
Bangladesh, and Afghanistan.

The Mughal Empire governed a
huge and diverse population and
controlled some of the richest agri-
cultural and commercial regions in
the world.

Its major cities were enormous
centres of political and economic
activity.

Agra, one of the principal impe-
rial capitals, was a vast urban cen-
tre whose population reached hun-
dreds of thousands. Lahore was
another major city and an impor-
tant centre of trade, culture, and
administration.

These cities operated on a scale
that could seem astonishing from
the perspective of contemporary
Europe.

The Mughal court's wealth sup-
ported an enormous artistic econo-
my. Painters, calligraphers, jew-
ellers, textile workers, architects,
metalworkers, and other specialists
worked to produce objects for the
imperial household and the aristoc-
racy.

Art was therefore deeply embed-
ded within the machinery of
Mughal power.

contained a wide variety of objects from different parts of the
world, reflecting his curiosity about cultures beyond Europe.
For him, collecting was not simply about possessing valuable
things. Objects could provide inspiration, information, and new
visual possibilities. Among the objects that reached Europe
were Mughal paintings and illustrated manuscripts.

Shah Jahan and the
Language of Imperial

Splendour

The world that fascinated
Rembrandt also included the court
of Shah Jahan, Jahangir's son and
successor.

Shah Jahan is perhaps most
famous for commissioning the Taj
Mahal, but his patronage extended
across architecture, painting, jew-
ellery, textiles, and court ceremony.

Under Shah Jahan, Mughal
imperial culture became associated
with extraordinary refinement and
grandeur. Paintings of the emperor
frequently presented him in care-
fully controlled settings, surround-
ed by courtiers and symbols of
authority.

Such images created a visual
representation of empire.

The ruler's clothing, jewellery,
throne, weapons, attendants, and
physical position all communicated
his status.

These were precisely the kinds
of details that could attract the
attention of a European artist such
as Rembrandt.

From Miniature to
Ink Drawing

The differences between Mughal
painting and Rembrandt's drawings
are particularly revealing.

Mughal miniatures were gener-
ally small, highly detailed, and
meticulously finished. Their sur-
faces could contain an enormous
amount of visual information.
Faces, costumes, jewellery, textiles,
and architecture were rendered
with precision.

Rembrandt's drawings, by con-
trast, could appear almost unfin-
ished.

He used the movement of the
pen itself as a form of expression.
A few strokes could establish the
outline of a body. Darker areas of
ink could suggest clothing or shad-
ow. A wash could create volume
without requiring every detail to be
described.

Yet, the basic structure of the
Mughal compositions often
remained. This suggests that
Rembrandt was interested not only
in the subject matter but also in
how the figures were posed and pre-
sented. A Mughal courtier could
become a Rembrandt drawing with-
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Rembrandt's Mughal Inspiration.

out losing the essential identity of
the original composition.

The result was neither entirely
Mughal nor entirely European. It
was something new.

Collecting and the
Meaning of "Exotic"
Objects

Rembrandt's interest in Mughal
paintings should also be under-
stood within the culture of collect-
ing in seventeenth-century Europe.

European collectors were fasci-
nated by objects that came from dis-
tant parts of the world. These
objects could demonstrate wealth,
learning, sophistication, and access
to global networks.

Collections might include Asian
textiles, shells, weapons, coins,
ceramics, prints, manuscripts, and
works of art.

For someone like Rembrandt,
such objects could also become part
of his artistic imagination.

They allowed him to study unfa-
miliar costumes, faces, patterns,
materials, and visual traditions.

But it is important not to
describe this simply as a
European discovery of India. The
objects had histories and mean-
ings before they entered European
collections. A Mughal painting
made within an imperial court
was transformed when it arrived

in Amsterdam and became part of
a European collection.

The movement of the object
therefore created a new layer of
meaning.

A Two-Way Exchange

Mughal emperors collected and
studied European images.

European collectors acquired
Mughal objects.

Mughal artists experimented
with European techniques.

Rembrandt drew from Mughal
compositions.

This was a two-way process of
artistic exchange.

Jahangir's interest in European
painting demonstrates that the
Mughal court was not isolated from
global artistic developments. The
Mughals were active participants in
an international world of diploma-
cy and commerce.

At the same time, Rembrandt's
drawings show that European
artists were incorporating Asian
visual culture into their own prac-
tices. The encounter was not neces-
sarily symmetrical, and the politi-
cal and economic relationships
between Europe and Asia were
complex. Nevertheless, the circula-
tion of images created unexpected
connections between artists who
lived thousands of miles apart.
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A Medallion Portrait of Muhammad Adil Shah of Bijapur, c.1656-61.
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