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Rembrandt‟s two dozen copies of Mughal paintings that he created between the 

years 1654 and 1660, remains an obscure collection of drawings within the artist‟s 

extensive body of work. In the scholarship, these drawings are usually framed as his 

interest in costumes and gestures. This interpretation, however, does not fully take into 

account Rembrandt‟s sensitivity towards cultural and religious tolerance, as exhibited in 

all aspects of his artistic practice. Prior to his Mughal drawings, Rembrandt already 

exhibited a curiosity for foreign peoples and places. As a resident of Amsterdam, the 

global epicenter of Europe, he took advantage of his cosmopolitan atmosphere by 

actively collecting objects from Asia and the New World brought in by the Dutch East 

India Company. His art, moreover, did not remain impervious to this dynamic and 
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diverse environment, as evinced by the numerous drawings Rembrandt made to 

document the different sights and peoples that he encountered in the city.  

His Mughal copies, moreover, do not resemble the sketches that scholars consider 

as exhibiting the artist‟s curiosity for Oriental attire and distinct body language; instead, 

they closely parallel the kinds of drawings he made after works of art he found visually 

appealing. Rembrandt experimented with different kinds of lines and contours to imitate 

and adapt the Mughal style to diversify his artistic repertoire. His thoughtful engagement 

reveals that Rembrandt viewed Mughal art style as legitimate forms he could utilize to 

develop new compositions, or even to challenge and correct existing pictorial traditions. 

Rembrandt‟s Mughal drawings, rather than being an obscure collection, demonstrate 

instead his unique ability to craft works of art to be reflective of his rich, diverse 

environment. This strong artistic desire for pictorial experimentation, in addition to his 

sensitivity for acute narrative interpretation, coalesces to form a more unified portrait of 

Rembrandt as an empathetic, albeit ambitious, artist. 
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INTRODUCTION 

Reframing Rembrandt, Yet Again 

 

For a figure, such as Rembrandt (1606-1669), whose presence looms largely in 

the art historical world, contributing to an already vast scholarship on the prolific artist 

comes as a daunting task. The plethora of new research published in celebration of the 

400
th

 anniversary of Rembrandt‟s birth in 2006, provide a sense of comfort and awe in 

that they testify to the incredible depth and scope of his work, as well as reaffirm the need 

for further study on his vast oeuvre.1 Such is the case for Rembrandt‟s two dozen copies 

of Mughal paintings that he created between the years 1654 and 1660, which remain as 

an obscure collection of drawings to this present day. This thesis seeks to explicate 

Rembrandt‟s engagement with cultures, as evidenced by his Mughal drawings, within the 

social and cultural environment in which these works were created.   

PROVENANCE OF REMBRANDT’S MUGHAL DRAWINGS 

Twenty-five copies after Mughal paintings created during the time of Shah Jahan 

(1592-1666) have been conclusively attributed to Rembrandt, and twenty-four of these 

drawings originate from an album compiled by the English painter and collector, 

Jonathon Richardson, Sr. (1667-1745).2 Scholars have identified these twenty-four works 

through the collector‟s embossed monogram, and also the Japanese paper used to execute 

                                                 
1 Gary Schwartz, Rembrandt's Universe: His Art, His Life, His World (London: Thames and Hudson, 

2006), 11. 
2 Catalogue entry for Rembrandt‟s Indian Warrior with a Shield at the Pierpont Library, see Jane Shoaf 

Turner, Dutch Drawings in the Pierpont Morgan Library: Seventeenth to Nineteenth Centuries (New York: 

Pierpont Morgan Library, 2006), 148-50.Archibald Swinton also had a collection of drawings he bought 

from Orientalist Colonel Antoine Polier (1741-95), contemporary of Richardson, Sr. See Lucian Harris, 

"Arichibald Swinton: A New Source for Albums of Indian Miniatures in William Beckford's Collection," 

The Burlington Magazine 143(2001): 360. 
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all the drawings.3 Three other drawings without Richardson‟s monogram come from 

different sources:  Indian Woman with Flower in Her Hand; Shah Jahan (Fogg Art 

Museum); Indian Archer (figs.1-3).4 Two of the three without Richardson‟s monogram, 

the Shah Jahan portrait from the Fogg Museum and the drawing from Stockholm, are 

executed on European rather than Japanese paper. Some specialists have questioned the 

attribution of the drawings on European paper on the basis that the style and the material 

do not coincide with the rest of the collection. However, Peter Schatborn and others have 

rejected this interpretation.5    

The Mughal subjects Rembrandt copied fall into four broad subjects: Equestrian 

drawings; group portraiture of imperial and religious figures; Shah Jahan portraiture (fig. 

4); miscellaneous portraits of courtiers, noblemen, and Indian women (figs.5-7). There 

are only two equestrian drawings, one of Shah Jahan on horseback, and the other of an 

unidentified Mughal soldier or prince (figs.8-9). A considerable portion of Rembrandt‟s 

Mughal drawings are portraits of Shah Jahan in depicted in a variety of compositions. He 

copied two portraits of the emperor in a full length composition, Shah Jahan with Flower 

as well as the contested Shah Jahan drawing currently at the Fogg Museum (fig.2 and 

fig.10). Few of the drawings depict the emperor with other figures, two of which are most 

likely of him with his favorite son, Dara Shikoh (1615-1659) (figs.11-12).  The last 

significant composition Rembrandt copied is of Shah Jahan in profile and a second 

similar miniature portrait of the emperor with his young son (figs. 13-14).   

                                                 
3 Turner, Dutch Drawings in the Pierpont Morgan Library ,149. 
4 Ibid. 
5Ben Broos questioned the technique of the lines in Indian Archer. Agnes Mongan and Paul J. Sachs 

challenged the style used in the Fogg Museum‟s Shah Jahan drawing. See Ibid., 149. The Grand Mogol 

Jahangir, Portrait of Shah Jahan, Shah Jahan and his Son, Indian Archer catalogue entries, see Peter 

Schatborn, Tekeningen Van Rembrandt: Zijn Onbekende Leerlingen En Navolgers, trans. Eric Wulfert 

(Amsterdam Rijksmuseum 1985), 126-30. 
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Besides portraits of Shah Jahan, Rembrandt also made copies of other Mughal 

emperors from Timur (1336-1405) to Jahangir (1569-1627) (fig.15). Of the three, two are 

drawn with careful precision: Akbar and Jahangir and Jahangir Receiving an Officer 

(figs.16-17). Rembrandt also made numerous drawings of various Mughal courtiers and 

soldiers. Some of the compositions he copied consist only of two figures like his drawing, 

Two Indian Noblemen; while others have multiple figures as seen in his Four Orientals 

Seated Beneath a Tree (figs. 18-19).The two drawings of Indian women, a half-length as 

well as a full length portrait, are difficult to place within his collection since female 

portraits were hardly distributed at this time (figs.1 and fig. 20).   

The Mughal paintings that Rembrandt copied, however, were far from rare in the 

seventeenth-century.6 But where Rembrandt may have encountered the Mughal paintings 

he specifically copied remains uncertain. Some have suggested that the book labeled, 

“curious miniature drawings,” but it is unlikely. These paintings were generally titled as 

“Suratse” to indicate their origins from the city of Surat, the main trading center for the 

Mughals. Sometimes they were also called “Mogolse” to indicate their regional style.7 It 

is also possible that Rembrandt may have seen Indian paintings in seventeenth-century 

travelogues written by adventurers and merchants. These books were often illustrated 

with Mughal paintings to depict the Indian sub-continent.8   

                                                 
6 Annemarie Schimmel, The Empire of the Great Mughals: History, Art and Culture (London: Reaktion 

Books, 2004). 
7 Pauline Lunsingh Scheurleer, "Rembrandt's Mogul Miniatures," in Why Sanskirt? One Hundred Twenty-

Five Years of Sanskrit in the Netherlands, ed. Thomas de Bruijin Hanneke van den Muyzenberg (Leiden: 

Kern Institute, 1991). 
8 Milo Cleveland Beach, The New Cambridge History of India: Mughal and Rajput Painting (Cambridge: 

Cambridge University Press, 1992), 105. Mughal paintings found in French collections, probably acquired 

through companies founded under Louis XIII and Louis XIV. SeeRoselyne  Hurel, Miniatures & Peintures 

Indiennes: Collection Du Département Des Estampes Et De La Photographie De La Bibliothèque 

Nationale De France Volume I (Paris: Bibliothèque Nationale de France, 2009), 74. 
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Others have suggested Rembrandt saw paintings similar to the ones decorating the 

Millionenzimmer in Schönbrunn Palace in Vienna (figs.21-26). The paintings that are 

visible, however, have been cut and re-arranged in rococo shapes. It is speculated the 

paintings are of a Dutch provenance, but it is difficult to determine since Indian paintings 

and drawings were frequently copied and reproduced in subsequent generations within 

the Mughal court, and later in British company schools.9 There is a strong possibility that 

he may have seen these paintings in popular art and artifact collections known as 

Kunstkammers and Wunderkammers in various homes throughout Amsterdam.   

A MOTLEY COLLECTION  

These drawings, though stylistically inconsistent from one another, were made 

almost exclusively using the same materials of chalk, pen, and ink on Japanese paper. 

Moreover, Rembrandt’s drawings are not exact replicas of the original Mughal artwork, 

but, rather compositions with figures drawn using his own stylistic idiom; though they 

still retain some of the flatness and side-profile composition seen in the Mughal 

paintings. In his piece, Akbar and his Son Jahangir, Rembrandt does not center his 

attention on the celestial “European” background, but on the two-seated figures 

themselves. Occasionally, Rembrandt even adds elements to his copies that may not have 

existed in the original Mughal manuscript. Timur and His Successors is one of the few 

Mughal paintings he copies that exhibits multiple figures in a clearly defined setting 

(fig.27).   

 

                                                 
9Turner, Dutch Drawings in the Pierpont Morgan Library 149. For copying practice in Indian painting, see 

Vishakha Desai, "Reflections of the Past in the Present: Copying Processes in Indian Painting," in 

Perceptions of South Asia's Visual Past, ed. Catherine Asher and T. Metcalf (Oxford: Oxford and the 

American Institute of Indian Studies, 1994, 1994), 136-7.Indian paintings were copied and varied to meet 

European tastes See also Mildred Archer, Company Paintings: Indian Paintings of the British Period 

(London: Victoria and Albert Museum, 1992), 14,16. 
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PROBLEMATIC INTERPRETATIONS  

Most modern scholarship interprets Rembrandt‟s Mughal drawings as a 

consequence of his interest in costumes and gestures. Currently, writings about his 

Mughal pieces are divided into three conflicting, yet related, interpretations. Some see 

this cohesive group of drawings as evidence of Rembrandt’s lifelong interest in costumes. 

Pauline Lunsingh Scheurleer, who conducted the most thorough examination of his 

drawings, advanced these works as studies in costumes in her essay, “De Moghul-

miniaturen van Rembrandt (1991).”10 Other scholars feel these depictions, instead, reveal 

Rembrandt’s fascination with different gestures and poses. At the Historians of 

Netherlandish Art Conference in 2006, Zirka Z. Filipczak delivered a paper titled, “Why 

did Rembrandt Copy Almost Two Dozen Moghul Miniatures?” in which she discussed 

Rembrandt’s desire to study the foreign body language exhibited in the Mughal 

miniatures. 

Marieke De Winkel and Gary Schwartz, however, disagree with both expositions. 

They find Rembrandt’s treatment of the miniatures as an aspect of his overall interest in 

figural drawing, rather than any sort of genuine engagement with foreign cultures or 

peoples. At the same time, Indian art scholars also remain surprisingly unengaged on the 

subject. For the most part, they have a largely ignored Rembrandt’s drawings, what they 

might say about painting at the court of Shah Jahan, the possible role of the Dutch East 

India Company as the importer of exotic wares, or how the original miniatures came, at 

least temporarily, into Rembrandt’s possession.  

The problem of assigning this incredibly diverse group of drawings strictly to 

Rembrandt‟s interest in costumes and gesture is that it fails to take into account the 

cultural, social, and religious shifts that crafted Rembrandt‟s environment throughout his 

                                                 
10 Scheurleer, "Rembrandt's Mogul Miniatures." 
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prolonged career. Rembrandt, who aspired to be a member of Amsterdam‟s noveau riche, 

shared their pastime of collecting objects from around the world. The inventory lists of 

Rembrandt‟s possessions, drawn up in 1656 for his cessio bonorum, reveal ownership of 

numerous artifacts from Asia, including Indian weapons, Chinese pottery, and even a 

Japanese helmet. Although it is difficult to judge how aware Rembrandt may have been 

of the peoples and places outside Europe, but he knew enough to correctly identify the 

countries of which his objects originated. 

 The impact of Amsterdam‟s religious climate on Rembrandt‟s art is one area of 

the scholarship that has made significant ground in demonstrating his engagement with 

his environment. In their book, Rembrandt’s Faith, Shelly Perlove and Larry Silver 

demonstrate quite effectively how Rembrandt‟s acquaintance and involvement with 

Amsterdam‟s leading Jewish leader, Rabbi Menasseh ben Israel, influenced his 

depictions of Jews, by conveying a level of sensitivity that was absent in his earlier 

work.11 Rembrandt‟s ability to demonstrate this kind of empathy for an unfamiliar 

religion and culture in his biblical works is a quality of the artist that Michael Zell 

astutely points out in his book, Reframing Rembrandt: Jews and the Christian Image in 

Seventeenth-Century Amsterdam.12   

The insightful explication of the religious nuances in Rembrandt‟s environment 

and its role in evolving his perception of Jews in the recent commentary on his biblical 

work is a paradigm yet to be used to interpret Rembrandt‟s ethnographic drawings. 

Similar to Rembrandt‟s Jews, his earlier drawings of foreign peoples did not always 

exhibit a level of invested engagement that Rembrandt demonstrates in his series of 

                                                 
11 Shelly Perlove, Larry Silver, Rembrandt's Faith: Church and Temple in the Dutch Golden Age 

(University Park: The Pennsylvania State University Press, 2009, 2009), 5. 
12 Michael Zell, Reframing Rembrandt: Jews and the Christian Image in Seventeenth-Century Amsterdam 

(Berkeley: University of California Press, 2002), 1. 
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Mughal drawings. Prior to 1654, most of Rembrandt‟s drawings of foreign peoples 

appear to be unrelated sightings he may have encountered in the city, such as the scene he 

depicts in, Two Negro Drummers Mounted on Mules (1637) (fig.28). In other instances, 

Rembrandt does appear to be mostly interested in costumes by capturing foreign 

individuals in their ethnic clothing, as seen in his drawing, Russian Courtiers (1637) 

(fig.29).  

In fact, Rembrandt‟s images of people of the Orient before his Mughal copies did 

not stray very far from the conventional images of “the Turk,” that one might commonly 

find in costume manuals of the time. Many artists often used this prototype for their 

images of the exotic East, which even Rembrandt could not resist using in his 1631 self-

portrait, where he dressed in Oriental clothing (fig.30).These earlier drawings come 

closer to embodying what scholars have noted as Rembrandt‟s interest in studying 

costumes and gestures. By the time Rembrandt begins his series of Mughal drawings, 

however, his ethnographic drawings are no longer created sporadically throughout a 

period of time, but, instead, are concentrated investigations of Islamic paintings, that 

eventually spawn dozens of drawings.  

The current interpretation of  Rembrandt‟s Mughal drawings as casual studies in 

costumes and gestures, also insinuates that these works somehow inhabit an anomalous 

position in Rembrandt‟s oeuvre since, as Marieke de Winkel argues, he did not use these 

as a source for costume in his work.13 But, when this collection of drawings is examined 

within the context of Rembrandt‟s artistic practice, and more specifically, his process of 

copying, it is clear that these drawings exhibit an intuitive level of imitation that he often 

utilizes in his copies after Italian and Northern masters. Moreover, like many of his other 

                                                 
13 Marieke Winkel de, Fashion and Fancy: Dress and Meaning in Rembrandt's Painting (Amsterdam: 

Amsterdam University Press, 2000), 260. 
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copies of great works of art, his Mughal drawings are not exact replicas of his original 

sources. Rather, the figures are drawn using Rembrandt‟s own stylistic idiom, though 

they still retain some of the flatness and side-profile composition seen in Mughal 

paintings. 

The failure to recognize Rembrandt‟s collection of Mughal drawings as both his 

fascination of the foreignness of the subject, as well as the manner in which the figures 

are depicted, has prevented scholars from observing these drawings as significant 

evidence of cross-cultural exchange. However, recent debates over “globalization” have 

prompted art historians to examine more carefully the movement of art, artists, and 

aesthetics in the making of the Early Modern world. Julie Hochstrasser is one such 

scholar whose illuminating research on the influence of Chinese art on Dutch decorative 

arts brought more attention to cross-cultural interaction in Dutch visual culture.14 Like 

Hochstrasser, Catherine Scallen is the most recent Rembrandt specialist to call to 

attention Rembrandt‟s culturally diverse environment, by underscoring the artist‟s role as 

a keen observer of culture, an aspect that is rarely highlighted in the countless 

monographs available on the artist and his works.15  

Discussing Rembrandt in the context of a nascent stage, of what we now call 

“globalization,” offers not only an alternative approach to his productions, but also points 

to the parameters that limit styles of art and architecture to a specific time/place, and, 

ultimately, hinder our ability to fully grasp the social and cultural nuances that shape 

prominent artists like Rembrandt.16 Thomas DaCosta Kaufmann is one such scholar who 

                                                 
14 Julie Hochstrasser, "'Exposure to Your Ways': China, the Dutch and Early Modern Vision," in Crossing 

Cultures: Conflict, Migration and Convergence, ed. Jaynie Anderson (Carlton: Miegunyah Press, 2009), 

258-9. 
15 Catherine Scallen, "The Global Rembrandt," in Crossing Cultures: Conflict, Migration and 

Convergence, ed. Jaynie Anderson (Carlton: Miegunyah Press, 2009), 263. 
16 Thomas DaCosta Kaufmann, Toward a Geography of Art (Chicago and London: University of Chicago 

Press, 2004), 8-9.  
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addresses these limitations through the methodological approach of Kunstgeographie, an 

interdisciplinary framework that utilizes cultural geography to explore the movement and 

transformation of art aesthetics across social, political, and national boundaries.  

In this overarching theme of a movement and confluence of art, the existence of 

Rembrandt‟s copies, after Mughal paintings, stands out as an important body of work to 

study the bi-directional movement of art aesthetics between Europe and Asia. However, 

Rembrandt‟s engagement with Indian paintings was not an isolated phenomenon.  His 

contemporary, Willem Schellinks (1623-78), also shared a similar fascination with 

Mughal art, which he expressed through a couple paintings of the famed Mughal 

emperor, Shah Jahan.  Even though Schellinks‟ works do not exhibit the level of 

imitation, form, and figural studies portrayed in Rembrandt‟s collection of Mughal 

drawings, both artists clearly demonstrate that foreign art did indeed affect European 

artists. 

The notion of an Indo-Islamic artistic influence, however, has neither been 

proposed nor investigated as a way to explicate the complexities exhibited in his late 

drawing style. Rembrandt‟s drawings, in general, do not command the attention of 

writers in the same way as his works in other media; within this understudied medium, 

Rembrandt‟s ethnographic drawings rouse even fewer discussions.17 Nicola Courtright is 

currently the only scholar who links Rembrandt‟s Mughal drawings with his exploration 

of different drawing styles, but she defines this engagement as his interest in the ancient 

plain style, rather than a Mughal one.  

                                                 
17 Nicola Courtright, "Origins and Meanings of Rembrandt's Late Drawing Style," The Art Bulletin 

78(1996): 485. 
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AN ALTERNATIVE APPROACH  

In order to demonstrate that Rembrandt‟s collection of Mughal drawings conveys 

more than a casual interest in foreign costumes and gestures, there is a need to elucidate 

about his possible intentions in creating this collection. For one, observing a culture that 

was so radically different from his own, Rembrandt lacked the mental tools to understand 

the complexities exhibited in the Mughal paintings he observed. Despite his unfamiliarity 

with the Mughal “cognitive style,” which would have allowed him to read the “anti-

illusionist” representation of space, he still gave special prominence to the flatness of the 

line, because to him, it appeared unique and distinct to the art itself.18 Framing 

Rembrandt‟s attitude towards Mughal art as participatory, allows his drawings to be more 

than mere records of foreign peoples. The diversity of lines and his adaptations of the 

subject matter, further demonstrate how these works of art present a kind of visual map of 

Rembrandt‟s consciousness and the way he organizes his thoughts through the act of 

imitation.19    

The aim of this study is not to merely explicate Rembrandt‟s drawing styles 

demonstrated in his collection of Mughal copies; Seymour Slive, Peter Schatborn, among 

others have significantly contributed to the scholarship with their acute analysis. This 

thesis, instead, strives to examine Rembrandt‟s Mughal drawings within the larger 

context of his artistic practice of copying, which he used to experiment with a wide range 

of different styles and subject matters. Rather than strictly interpreting his Mughal 

drawings as something based solely on Rembrandt‟s interest in costumes, this 

examination seeks to situate his interest in the increasing cultural contact between Europe 

                                                 
18 Michael Baxandall, Patterns of Intention: On the Historical Explanation of Pictures (New Haven and 

London: Yale University Press, 1985), 109-10. 
19 Gregory Minissale, Framing Consciousness in Art (Amsterdam and New York: Rodopi B.V., 2009), 11; 

Peter Burke, Cultural Hybridity (Cambridge: Cambridge University Press, 2009), 36. 
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and Asia.  Recently, Rembrandt‟s sensitivity towards his Jewish patrons and their cultural 

tones has come to light through the work of Michael Zell and others. My study extends 

this sympathetic attitude to also include Rembrandt‟s engagement with Mughal paintings, 

and his depictions of foreign peoples in general.   

A secondary aim of this thesis is to clarify the ways Rembrandt expresses his 

thoughts on an unfamiliar style of art in his drawings of Mughal paintings, and how his 

experimentation with an Indian illustration style, may have played a significant role in 

both concurrent and subsequent works between the years of 1654 and 1660.  

The first two chapters of the thesis provide a comprehensive historical and social 

background for defining Rembrandt as a keen observer of cultures. Chapter one, titled, 

“The Global Rembrandt: Converging Geographies,” outlines the cosmopolitan 

atmosphere in seventeenth-century Amsterdam, and closely examines the role of foreign 

goods in Dutch visual culture. The commodities brought by the Dutch East and West 

India Companies began to appear in the popular genre of still life paintings, as these 

items became more accessible to the general public. The commercial exchange of the 

artistic wares brought into Amsterdam, also played a significant role in the market. 

Patrons, like Rembrandt, developed their fascination and curiosity of different cultures by 

purchasing items for their Kunstkammers.  

After tracing the cross-cultural environment and its impact on Dutch visual 

culture in chapter one, the second chapter, “Rembrandt the Observer: Looking at Asia,” 

specifically examines Rembrandt’s interaction with Asia, as evidenced by both the 

Oriental items in his Kunstkammer and his Mughal paintings. The drawing from 1654, 

Seated Female Nude wearing a Japanese Straw Hat, serves as case study and as possible 

evidence of his oriental interest (fig.31). The piece displays the same thick, uneven lines 

with the figure set against a plain background, slightly colored with a dark wash. 
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Although the Seated Female Nude does not exhibit the restrained body language of his 

Mughal paintings, there still appears to be a level of stiffness to the figure that may 

indicate Rembrandt did in fact create these drawings around the same time.  

The third chapter, “Rembrandt the Imitator: Encountering Mughal Art,” critically 

examines the problematic analysis of his Mughal drawings as costumes and gestures in 

two parts. First, comparing Rembrandt’s Mughal copies to the works determined as 

studies of costumes and body language in the artist’s repertoire reveal technical 

inconsistencies. Second, as an alternative to the current interpretations, examines the 

Mughal drawings in the context of his practice of copying. A large body of Rembrandt’s 

drawings, prints, and etchings are copies of works made by other artists, but his 

miniatures, as mentioned earlier, are rarely discussed in this context. Because it is not 

feasible to discuss all twenty-four drawings in one chapter, two half-bust portraits of 

Shah Jahan, two of which are half-bust portraits, and his drawing, Two Indian Noblemen 

serve as the primary objects of investigation (fig.18). Rembrandt’s meticulous study of 

the Mughal portraiture and style reveal a level of observation that goes beyond a mere 

interest in studying Mughal fashion for the sake of costumes (fig.32).  

In the fourth chapter, “Rembrandt the Innovator: Adapting the Mughal Style,” 

looks at the ways in which Rembrandt deviates from the Mughal style and infuses his 

“copies” with subtle naturalism, that is not seen in the paintings from Padshahnama and 

elsewhere. Although all his Mughal drawings embody this characteristic, the three 

drawings, Akbar and his Son Jahangir, Timur and his Successors, and Four Orientals 

Seated Beneath a Tree serve as examples of Rembrandt’s unique way of interpreting the 

Mughal style and adapting it to his own stylistic idiom and composition as in his etching 

of 1656 etching, Abraham Entertaining the Angels.  
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The allure of people and places radically different from Rembrandt‟s own culture 

is a subject that he continued to revisit throughout his extensive career. The diverse 

character of Rembrandt‟s ethnographic drawings, suggests that his fascination went 

beyond an offhand interest in costumes and gestures. This thesis seeks to challenge the 

image of Rembrandt as a sequestered artistic genius by reframing him as an active 

participant in the globalized Dutch visual culture. A secondary goal is to highlight the 

important role Asian cultures played in shaping the artistic practice of Dutch artists, like 

Rembrandt, during this period. Situating Rembrandt‟s Mughal drawings into his larger 

artistic practice, allows his ethnographic works to play a more prominent role in his 

development as an artist. Moreover, by studying Rembrandt as a “global artist,” it lends 

another dimension to his persona, and makes him a more alluring artistic figure to study.  
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CHAPTER ONE 

THE GLOBAL REMBRANDT: CONVERGING GEOGRAPHIES  

 

When Rembrandt began his Mughal inspired drawings, the Age of Exploration 

had already come and gone. Nevertheless, the sights and sounds of distant lands 

continued to captivate Rembrandt‟s milieu through published accounts from sailors, 

merchants, and missionaries of their informed tales of unfamiliar peoples and places. In 

fact, there was no better place for Rembrandt to engage with foreign cultures than 

Amsterdam, which quickly became Europe‟s busiest port (fig.30).20 A truly cosmopolitan 

city, Rembrandt‟s new home teemed with foreign visitors and purveyors eager to sell 

their exotic wares to ambitious Dutch collectors looking to diversify their Kunstkammers.   

In the same fashion as Amsterdam‟s nouveau riche, Rembrandt explored his global 

fascination through active collecting. The inventory lists of Rembrandt‟s possessions 

reveal an ownership of artifacts from Chinese porcelain to birds of paradise. In the first 

two decades in the new city, he also became an “ethnographer” of sorts, sketching foreign 

peoples and objects he found engaging. The aim of this chapter is to demonstrate 

Rembrandt‟s active participant in Amsterdam‟s globalized environment. He not only 

forged important relationships with notable merchants working in the city, but also his 

comprehensive collecting practice that eventually become a crucial element in his artistic 

practice.  

                                                 
20 Julie Hochstrasser, Still Life and Trade in the Dutch Golden Age (New Haven and London Yale 

University Press, 2007), 13. 
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FORGING THE COSMOPOLITAN CITY: AMSTERDAM  

In his book, Rembrandt’s Eyes, Simon Schama vividly recreates a typical day on 

Amsterdam‟s busy docks:  

Timber cranes around the harbor were busy lifting mainmasts into position on the 

decks of great retour ships, East Indiamen, their forecastles and prows riding high 

in the water; or loading and unloading cargo into the little, lighter boats that 

would take the goods to the wharves. Some of the warehouses were many stories 

tall, and the merchant residences built on Amsterdam‟s new rings of canals were 

themselves often six floors high, conspicuously loftier than their counterparts in 

Leiden or Delft.21 

The towering warehouses were emblematic of everything Amsterdam embodied for 

Europeans at the time- prosperous (fig.33).22 The year, 1621, turned out to be a fortuitous 

year for the fledging Dutch Republic. Not only did they manage to extend their trading 

network to the Americas through their second charter, the Dutch West India Company 

(WIC), but the Dutch East India Company (Verenigde Oostindische Compagnie, 

otherwise known as VOC), finally began to produce profitable yields after a rocky start, 

thanks to the foresight of Jan Pietersz Coen, the VOC‟s Governor-General (fig.34).23  

 Amsterdam‟s incredible economic prosperity, however, did not entirely rest on 

the success of the WIC or the VOC alone. Without a monarchy to dictate the direction of 

the country‟s economic resources, this afforded the neophyte Republic a rare opportunity 

                                                 
21 Simon Schama, Rembrandt's Eyes (New York: Alfred A. Knopf, 1999), 319-20. 
22 Hochstrasser, Still Life and Trade in the Dutch Golden Age, 159; Benjamin Schmidt, Innocence Abroad: 

The Dutch Imagination and the New World, 1570-1670 (Cambridge: Cambridge University Press, 2001), 

177. 
23 Femme S Gaastra, The Dutch East India Company (Leiden: Stichting Vereniging voor de 

Effectenhandel, 2003), 24-5. 
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to build a monetary system geared towards global commerce.24  Finally, in 1609, the 

Republic established the Amsterdam Exchange Bank, which effectively allowed 

merchants to buy, sell, and invest with ease by simplifying payments.25 

Reliable banking alone could not turn Amsterdam, a small Dutch city, into 

Europe‟s trading powerhouse. Rather, it was the combination of reliable monetary system 

and a highly sophisticated network of communication, gave the Dutch merchants an 

enviable edge over their European competitors.26 Although the initial infrastructure was 

put in place to connect WIC and VOC shareholders to their trading posts in Asia and the 

New World, it quickly expanded to more local centers of trade as well. The Dutch system 

of information was so superior that the other regional centers such as Cologne and 

Frankfurt, and even London had no choice but to communicate and to correspond through 

Amsterdam.27 These innovations pushed the Dutch Republic so far ahead of their 

European competitors that individuals like Thomas Violet advised their respective 

countries to restructure their trade policy so that they can “match the Dutch at their own 

weapons, and give them privileges; as they have given our Clothiers.”28  

The myriad of economic opportunities Amsterdam appeared to afford its citizens 

naturally attracted thousands of individuals from around the Dutch Republic and 

elsewhere in Europe to make their way to the global epicenter.29 Not surprisingly, 

                                                 
24 Maarten Prak, The Dutch Republic in the Seventeenth-Century (Cambridge: Cambridge University Press, 

2005), 106. 
25 Ibid. 
26 Woodruff  Smith, "The Function of Commercial Centers in the Modernization of European Capitalism: 

Amsterdam as an Information Exchange in the Seventeenth Century," The Journal of Economic History 

44(1984): 992. 
27 Ibid. 
28 Thomas Leng, "Commercial Conflict and Regulation in the Discourse of Trade in Seventeenth-Century 

England," The Historical Journal 48(2005): 942. 
29 Religious tolerance, economic opportunities, and scholarly learning made Amsterdam ideal for 

immigrants, see Prak, The Dutch Republic in the Seventeenth-Century 140,217,26  
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Amsterdam‟s population went from 30,000 in 1585 to nearly 70,000 by 1609. By the 

time Rembrandt moved to Amsterdam in 1631, the population now numbered at 

110,000.30 With so many people migrating to the city, it quickly diversified the 

demographics in an unprecedented way through a complex network of foreign and 

domestic merchants; an amalgamation of religions and languages.31  

Ethnic diversity, however, was not the only contributing factor to the 

cosmopolitan atmosphere of the city. The religious freedom established by the Union of 

Utrecht allowed Mennonite, Roman Catholic and Jewish merchants to practice the 

religion of their own choosing without harming their business prospects.32 These 

inclusive laws made Amsterdam particularly attractive a place to settle for the Sephardic 

Jews from the Spanish and Portuguese empires.33 The formation of the WIC as well as 

the propitious truce between Spain and the Dutch Republic created such a lucrative 

environment for the Jewish newcomers that by the 1630s, they controlled 6-8 percent of 

foreign trade in the Dutch Republic and nearly 15-20 percent of Amsterdam‟s trade.34  

PAINTING FACES: REMBRANDT’S MERCHANT PATRONS  

These two factors, economic stability and religious tolerance, effectively turned 

Amsterdam as the land flowing with milk and honey in the minds of many Europeans. 

The British traveler, Thomas Mundy, in his travelogue, reiterated this image of Dutch 

city as a cornucopia of luxurious goods. He writes, “They have made a place where they 

                                                 
30 Elisabeth Bièvre de, "Alchemy of Wind and Water: Amsterdam, 1200-1700," in Time and Place: The 

Geohistory of Art, ed. Thomas DaCosta Kaufmann and Elizabeth Pilliod (Aldershot: Ashgate, 2005), 95; 

Prak, The Dutch Republic in the Seventeenth-Century, 30. 
31 Peter Burke, Languages and Communities in Early Modern Europe (Cambridge: Cambridge University 

Press, 2004), 25-6. 
32 Prak, The Dutch Republic in the Seventeenth-Century, 29. 
33 Good background on the formation of the Sephardic Jewry, see Zell, Reframing Rembrandt, 8-9. 
34 Ibid. 
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live in health and wealth, ease and pleasure. For although the land (and that with much 

labour) is brought only to pasture- and that but in summer neither-yet by means of their 

shipping they are plentiful supplied with what the earth affords for the use of man.”35 The 

sheer amount of goods moving in and out of Amsterdam, however, could not have been 

done without the city‟s ambitious class of merchants.  

Merchants in Amsterdam constituted a small, but powerful segment of 

Amsterdam‟s rising middle class. Although charters such as the VOC drew its 

shareholders from all over the Republic, Amsterdam, in particular, had 20 VOC board 

directors, the most out of all the nearby cities.36 Not surprisingly, many of the city‟s 

influential merchants commissioned portraits from Rembrandt and others during the 

height of the Republic‟s economic achievements in global trade.37 In fact, during his 

early years in Amsterdam, some of first paintings were commissioned by notable 

merchants.  

The Dutchman, Nicolaes Ruts (1586-1649) whose business was in the Russian fur 

trade, most likely commissioned Rembrandt‟s first portrait in Amsterdam (fig.35). Ruts 

would not have been considered a particularly influential merchant since he did not have 

his own warehouse like some of the other notable merchants; nevertheless, this did not 

stop him from wanting to be portrayed as a serious business competitor in his portrait. 

Without fail, Rembrandt delivered just that by literally painting his sitter dressed in sable-

the livelihood and the commodity of Ruts‟ profession. Opulent fur serves as the trim on 

                                                 
35 Quote from Mundy, cited in Cornelis Strien, British Travellers in Holland During the Stuart Period: 

Edward Browne and John Locke as Tourists in the United Provinces (Leiden: Brill, 1993) and reprinted in 

Hochstrasser, Still Life and Trade in the Dutch Golden Age, 16. 
36 Gaastra, The Dutch East India Company, 34. 
37 John Michael Montias, "Works of Art in Seventeenth-Century Amsterdam: An Analysis of Subjects and 

Attributions " in Art in History, History in Art: Studies in Seventeenth-Century Dutch Culture, ed. David 

Freedberg and Jan de Vries (Santa Monica: The Getty Center for the History of Art and Humanities 1991), 

36-7. 
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both the hat and the coat Ruts is wearing in the portrait.38 Yet, with Rembrandt‟s delicate 

handling of the individual hairs, the overall appearance of this luxurious trimming 

appears delicate and subdued, rather than ostentatious.   

Another significant portrait from the 1640s was commissioned by Mennonite 

cloth merchant Jan Pietersz (1599-1646), who wanted a double portrait of him and his 

wife, Hillegont Moutmaker (fig 36). Similar to his contemporary Nicolae Rut, Pietersz 

specialized in textiles, importing textiles like calico and cotton from India. Pietersz, in 

particular, desired to convey Calvinist ideals of propriety in his portrait with his wife. 

Intuitively, Rembrandt avoids ostentation by subtly adding a world map in the darkened 

background as a way to allude to Pieterz‟s participation in global trade.39 To heighten 

Calvinist piety, Rembrandt deliberately portrays both Pietersz and his wife in plain black 

clothing with the only exception being his Hillegont‟s richly embroidered blouse.  

It is not difficult to imagine Rembrandt and his merchant patrons sharing a 

conversation or two on the latest developments in Amsterdam‟s overseas trade. He would 

have especially would have learned a thing or two about geography and navigation from 

his Catholic patron, Jan Rijcksen (1560-1637), a seasoned shipbuilder in Amsterdam (fig. 

37).40 A progeny of the Age of Exploration, the older Rijcksen certainly would have 

experienced the evolution of the Low Countries from Catholic Habsburg territory to 

maritime Dutch “empire.”41 As the provider of the vehicle in which the powerful VOC 

and the WIC carried out their lucrative, albeit arduous seafaring voyages to Asia and the 

                                                 
38 Schama, Rembrandt's Eyes, 335. 
39 See “The Mapping Impulse in Dutch Art” in Svetlana Alpers, The Art of Describing: Dutch Art in the 

Seventeenth Century (Chicago: University of Chicago Press, 1983), 119. 
40 Schama, Rembrandt's Eyes, 378. 
41 Schwartz, Rembrandt's Universe, 202-3. 
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New World, undoubtedly put Rijckson in a influential position in Amsterdam‟s society 

judging by the scale of Rembrandt‟s double-portrait of the elderly Rijckson and his wife.  

MAPPING FOREIGNNESS: REMBRANDT AS “ETHNOGRAPHER” 

 Living in a diverse city such as Amsterdam clearly left an indelible mark on 

Rembrandt‟s artistic practice. Even before his Mughal copies, Rembrandt‟s interest in 

documenting what he perceived as different or foreign was already apparent in a number 

of his drawings. Rembrandt‟s initial portrayals of foreigners in Amsterdam, however, did 

not seem to serve a purpose beyond his interest in unique costumes. Especially in his 

earlier etchings and drawings of foreign people, it is clear he had not yet found a way to 

render people he found foreign or different in an expressive and sensitive way. His early 

drawings of Jews are more off-hand observations of their distinct style of dress. In this 

regard, Rembrandt was not so different from his contemporaries since the Ashkenazim 

Jewry, in particular, was a source of fascination not only for the Dutch, but also foreign 

visitors (fig. 38).42  

Rembrandt was also quite different in that he documented foreign people besides 

the city‟s Jews. The White Negress (1630) is an ethnographic etching that even predates 

his arrival in Amsterdam, which indicates he may have made this small sketch during his 

apprenticeship with Pieter Lastman (1583-1633) (fig. 39).43 Several years later, he made 

a drawing of African drummers that he observed during a pageant celebrating the 

                                                 
42People would come to observe Jews at prayer at their synagogues and neighborhoods, see Perlove, 

Rembrandt's Faith, 54. 
43African slaves were one of the WIC “commodities,” See Hochstrasser, Still Life and Trade in the Dutch 

Golden Age, 204-27. See also, Julie Hochstrasser, "Remapping Dutch Art in Global Perspective: Other 

Points of View," in Cultural Contact and the Making of European Art since the Age of Exploration ed. 

Mary D.  Sheriff (Chapel Hill: The University of North Carolina Press, 2007), 56-61; Schwartz, 

Rembrandt's Universe, 299. 
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marriage of Amalia van Solm‟s sister (fig. 28).44 In the White Negress, the subject‟s 

defining characteristics are her distinctive forehead and jutting lips. Similarly, his 

drawing Two Negro Drummers Mounted on Mules (1637), despite having been made at a 

later date, still appears to harbor Rembrandt‟s interest in physiognomy and costumes.  

As Rembrandt matured as an artist, however, his empathetic disposition becomes 

increasingly distinctive in his portrayals of foreign people. Rembrandt‟s empathy towards 

the Jews is a frequently contested interpretation in the scholarship that will not be labored 

here, but it is important to point out the evolution of his depictions of Jews throughout his 

career.45 In the last two decades, in particular, Rembrandt‟s awareness of the religious 

and cultural sensitivity becomes more nuanced in his Biblical paintings and etchings. For 

his depiction of Moses with the Tablets of the Law (1659), he utilized Hebraic text on the 

tablets (fig.40).46 Regardless of what kind of relationship Rembrandt may have had with 

the Jews of Amsterdam, his attentiveness to accurately portray Biblical figures within 

their cultural context conspicuously sets him apart from his peers.    

A similar empathetic treatment is also visible in another painting from his late 

period. His painting, Two Moors that he made in 1661 is the pinnacle of his ethnographic 

portrayals (fig.41). The focal point of their appearance is no longer their ethnic features. 

Rembrandt did not even dress them in indigenous costumes, but instead kept them in 

what appears to be contemporary clothing of the time. Painted in loose, gestural strokes 

typical of his late style, he depicts the two young African boys with innocent, child-like 

expressions. The boy on the left, whose chin rests on his companion‟s shoulder, has a 

                                                 
44 Schwartz, Rembrandt's Universe, 297. 
45 Schwartz believes Rembrandt‟s relationship with Jews is dramatized in the scholarship, Ibid., 299-301. 

Most recent discussion on this topic see, Mirjam Knotter-Alexander, Jasper Hillegers, Edward van Voolen, 

The 'Jewish' Rembrandt: The Myth Unravelled (Zwolle: Waanders Publishers, 2006), 7. 
46 This work may have been rejected by the Town Hall. See Arthur K. Wheelock, "Rembrandt's Apostles 

and Evangelists," in Rembrandt's Late Religious Portraits, ed. Ulrike Mills (Washington: National Gallery 

of Art, 2005), 18. 
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slight pout. His tired expression is juxtaposed with his companion‟s cheerful 

countenance. With his elbow jauntily akimbo, the young boy on the right confidently 

looks out into the distance.  

COLLECTING THE WORLD:  THE DUTCH KUNSTKAMMER 

Rembrandt‟s interactions with merchants and his observations of foreign peoples 

provide insight into the visual stimuli he may have experienced, but the cosmopolitan 

atmosphere he encountered was by no means restricted to the public sphere. Foreign 

commodities designated for domestic environments also added a cross-cultural character 

to the Dutch home. The affluent Dutch household not only had a kitchen stocked with 

exotic spices and foodstuffs, but it most likely also had a room or two specifically 

designated to showcase the homeowner‟s Kunstkammer.47This was certainly the case for 

Rembrandt whose marriage to Saskia Uylenburgh, the daughter of a Frisian burgomaster, 

provided him the financial security to maintain an extensive art cabinet.48  

Rembrandt‟s enthusiasm for collecting was a hobby shared by many of 

Amsterdam‟s educated and moneyed elite. He was not the only artist with an interest in 

collecting. His former student, Govert Flinck (1615-1660), who married into the VOC 

legacy, also had a cabinet in his home.49 Some of the collectors around Rembrandt, 

Johannes de Renialme (1593-1657) and Joachim van Wicquerfort (1596-1670), also 

specifically sought out curiosa from the East Indies in auctions and shops (fig.42 and 

                                                 
47 Roelof Van Gelder, Jaap Van Der Veen, "A Collector's Cabinet in the Breestraat: Rembrandt as a Lover 

of Art and Curiosities " in Rembrandt's Treasures, ed. Bob van den Boogert (Zwolle: Waanders Publishers, 

2000), 33. 
48 Ibid., 35. 
49 Jaap Van der Veen, "The Network of Collectors around Rembrandt," in Rembrandt's Treasures, ed. Bob 

van den Boogert (Zwolle: Waanders Publishers, 2000), 142. Flinck married Sophia van der Houve, 

daughter of a wealthy VOC director, see Paul Crenshaw, Rembrandt's Bankruptcy: The Artist, His Patrons, 

and the Art Market in Seventeenth-Century Netherlands (Cambridge and London: Cambridge University 

Press, 2006), 40. 
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43).50  Rembrandt was especially active in collecting objects of curiosa.51 In his art 

chamber, he kept a few dozen ethnographic items ranging from delicate porcelain figures 

to weapons and Turkish horns.52 Many of his collected objects besides costumes and 

certain weapons rarely make appearances in his commissioned paintings other than in 

Rembrandt‟s personal drawings. Art historian Roelof Van Gelder speculates this may be 

due to Rembrandt did not allow many people access the things he considered his greatest 

treasures.53  

It is important to keep in mind, however, Kunstkammers facilitated a cultural 

process of internalizing objects as “familiar” or “curious,” that framed the way 

seventeenth-century individual observed cultural differences. It is important to note the 

objects Rembrandt and his milieu collected undergo a cultural process once they become 

a collectible commodity.54 In other words, these products are not only produced 

materially as things, but they are also culturally marked as “being a certain kind of thing, 

and therefore, functioning on a multivalent level.”55  For instance, the ethnographic items 

embody facets of a different time and exotic locale, but still possess the potential of 

becoming singularized, and in a way, de-commoditized in their new setting.56 This is not 

                                                 
50 Van der Veen, "The Network of Collectors around Rembrandt," 143-4. 
51 Rembrandt also owned items of naturalia, but this does not make the majority of his holdings, See 

Walter and Marjon Van Der Meulen Strauss, The Rembrandt Documents (New York: Abaris Books, 1979), 

365-6; Pauline Lunsingh Scheurleer, "Early Dutch Cabinets of Curiosities," in The Origins of Museums: 

The Cabinet of Curiosities in Sixteenth-and Seventeenth-Century Europe, ed. Oliver Impey and Arthur 

MacGregor (Oxford: Clarendon Press, 1985), 116-17. 
52 Strauss, Rembrandt Documents, 363. 
53 The door to Rembrandt‟s art cabinet most likely would have remained closed to his pupils and servants. 

See Van Gelder, "A Collector's Cabinet in the Breestraat," 49. 
54 Igor Kopytoff, "The Cultural Biography of Things: Commoditization as Process," in The Social Life of 

Things: Commodities in Cultural Perspective ed. Arjun Appadurai (Cambridge and New York: Cambridge 

University Press, 1986), 64. 
55 Ibid. Schama uses the images of beached whales as embodying a metaphorical compression that 

incorporates proverb, prophecy, and parable. See Simon Schama, The Embarassment of Riches: An 

Interpration of Dutch Culture in the Golden Age (New York: Alfred A. Knopf, 1987), 143. 
56 Kopytoff uses slavery to illustrate this process of commoditization,singularization, and 

decommoditization. See Kopytoff, "The Cultural Biography of Things," 65. 
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to imply that every ethnographic object no longer possessed an aura of unfamiliarity. The 

Dutch expansion into Asia, for instance, introduced an assortment of objects that 

previously were unknown or only seen in royal collections.  

Moreover, the long withstanding image of the artist genius sequestered in his 

studio as advocated by Svetlana Alpers stands in direct contradiction to Rembrandt‟s 

clear engagement with peoples and things he encountered in Amsterdam.57 The number 

of portraits commissioned by merchants during Rembrandt’s first decade in the city 

indicates his close proximity to individuals directly involved in the West and East India 

Companies. Moreover, Rembrandt’s relationships with his merchant patrons allude to his 

inclusive disposition that afforded him to work closely with people from different cultural 

and religious backgrounds. Even though at this point, Rembrandt‟s observations of 

foreign peoples, as it is in the case with his collecting, may have been motivated by 

curiosity of foreign peoples and places, it does provide a foundation in which to 

understand why Rembrandt was so intrigued by Asia, and more specifically, India that he 

made over twenty copies after Mughal paintings. 

 

 

 

  

                                                 
57 Svetlana Alpers, Rembrandt's Enterprise: The Studio and the Market (Chicago: University of Chicago 

Press, 1988).Also see Scallen, "The Global Rembrandt," 263. 
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CHAPTER TWO 

REMBRANDT THE OBSERVER: LOOKING AT ASIA 

For Amsterdammers, the images and smells of “Asia” permeated every aspect of 

the city. Artists began to incorporate Asian goods, like Chinese porcelain and Indian 

spices, into still life paintings as these items became more commonplace in Dutch 

households.58 The prominence of Asia in Dutch imagination, however, is often discussed 

the ways in which the Europeans influenced and even dominated a passive and receptive 

Asian economy and visual culture, rather than a mutual exchange. There is an assumption 

that influence whether it is economic or artistic generated from Europe, the “center” of 

the Early Modern world, and moved outwards towards the “peripheries,” namely the New 

World and Asia.59 Characteristically, Rembrandt was interested in observing the 

ethnographic features of Asian cultures, such as their dress styles and facial features. His 

ethnographic drawings, however, continue to be explicated as products of his interest in 

costumes, rather than as genuine cultural observations. This chapter examines the 

growing presence of Asian commodities in Amsterdam and their role in Dutch visual 

culture.  

 

 

 

                                                 
58Porcelain was one of the main VOC commodities brought to Amsterdam. See Rose Kerr, "Asia in 

Europe: Porcelain and Enamel for the West," in Encounters: The Meeting of Asia and Europe 1500-1800, 

ed. Anna Jackson and Amin Jaffer (London: V&A Publications 2004), 225. Textiles, spices, and furniture 

were also popular Asian imports available in Amsterdam and elsewhere. Also see essays by Amin Jaffer, 

Rosemary Crill and Julia Hutt in this same publication. 
59 Hochstrasser, "Exposure to Your Ways," 259.  
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TRADING IN THE ORIENT: THE VOC IN ASIA  

In 1631 as if to commemorate his newfound residency in the epicenter of global 

trade, Rembrandt painted a self-portrait wearing an Oriental costume. Through a garment 

of this nature was not particularly unique, the timing of this cultural self-fashioning was 

significant. When Rembrandt sat down to create this portrait, the ambitious mercantile 

charter, the VOC, had just secured Dutch hegemony in Asia by usurping Portugal‟s 

exclusive trade with Japan.60 Moreover, if that was not enough, the ambitious charter also 

obtained highly desirable trading privileges in Surat and Mocha, Asia‟s two major trading 

centers at the time, which predated the Portuguese dominated intervention by the Dutch 

(fig. 44).61  

This achievement in Asia only added to the Republic‟s growing reputation as the 

“empress of Christian trade” among their European rivals.62 The Englishman William 

Temple admiringly describes the Dutch success, as follows:   

As the Dutch Commonwealth was born out of the Sea, so out of the same Element 

it drew its first strength and consideration, as well as afterwards its Riches and 

Greatness… after the Union, a greater confluence of people falling down into the 

United Provinces, than could manage their Stock, or find employment at Land; 

Great multitudes turn‟d their endeavours to Sea; and having lost the Trade of 

Spain and the Streights, fell not only into that of England, France, and the 

Northern Seas, but ventur‟d upon that of the East-Indies, at first with small Forces 

and Success; But in course of time, and by the institution of an East-India 

                                                 
60 Gaastra, The Dutch East India Company, 11. 
61The VOC systematically drove out the Portuguese in the Far East as well as the Indian sub-continent, see 

Ibid., 37, 56-77; Sanjay Subrahmanyam, "Of Imarat and Tijarat: Asian Merchants and State Power in the 

Western Indian Ocean, 1400 to 1750," Comparative Studies in Society and History 37(1995): 765. 
62 Hochstrasser, Still Life and Trade in the Dutch Golden Age, 95; Maartje Van Gelder, Trading Places: 

The Netherlandish Merchants in Early Modern Venice (London and Boston: Brill, 2009), 6. 
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Company, This came to be pursued with so general application of the Provinces, 

and so great advantage, that they made themselves Masters of most of the 

Collonies and Forts planted there by the Portuguesses (now Subjects of Spain). 

The Dutch Sea-men grew as well acquainted with those vast Seas and Coasts, as 

with their own, and Holland became the great Magazine of all the Commodities of 

those Eastern Regions.63  

Until recently, historians have interpreted the rise of the Republic‟s “empire” in 

Asia as a result of Dutch ingenuity, but new scholarship have challenged this exposition 

by pointing out that European presence in the East did not disrupt nor change Asian 

patterns of trade.64 Unlike the WIC in the New World where the Dutch subjugated and 

colonized the indigenous population, in Asia, the VOC merely joined an existing 

established and thriving network of Asian merchants, investors, and pirates.65 Surat and 

Mocha, in particular, represented trade centers where the Dutch competed as fiercely 

against Asian merchants as they did with their European counterparts.66 Although the 

Dutch managed successfully to subdue their European competitors by the mid-century 

mark, they still found the trading network arduous, given their heavy reliance on Asian 

brokers in negotiating prices with native craftsmen.67  

                                                 
63 Hochstrasser, Still Life and Trade in the Dutch Golden Age, 95. The problematic use of historical 

accounts is outlined by Robert F. Berkhoffer, Beyond the Great Story: History as Text and Discourse 

(Cambridge, MA and London: Harvard University Press, 1997), 46-7. 
64John E. Wills, "European Consumption and Asian Production in the Seventeenth and Eighteenth 

Centuries" in Consumption and the World of Goods, ed. John Brewer and Roy Porter (London: Routledge, 

1993), 135. 
65Heavy competition between European companies and their Asian counterparts forced the VOC to adopt 

the gezelschappen method, Ibid., 134; George Winius, Marcus P.M Vink, The Merchant-Warrior Pacified: 

The Voc and Its Changing Political Economy in India (Delhi: Oxford University Press, 1991), 19.  
66 Subrahmanyam, "Asian Merchants and State Power in the Western Indian Ocean ": 775. In the Indian 

Ocean, Indian merchants able to yield more profit than their Dutch counterpart. See H.W.  Van Santen, 

"Trade between Mughal India and the Middle East, and Mughal Monetary Policy, C. 1600-1660," in 

European Commercial Expansion in Early Modern Asia, ed. Om Prakash (Aldershot: Ashgate Publishing 

Limited, 1997), 168-9.  
67 Wills, "European Consumption and Asian Production," 138. 
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However, transferring and processing the negotiated goods to Europe required the 

VOC to establish trading posts in Asia. The process of building on foreign territory 

required Dutch merchants to appease various Asian rulers by offering appropriate gifts.68 

This practice was eventually implemented and exercised with Hindu kings, when they 

arrived in Calicut in 1520 (fig.45). In an earlier exchange, Vasco Da Gama unwittingly 

made the mistake of bringing inadequate gifts, which incited laughter and derisive 

remarks from them about “the poorest merchant from Mecca or any other part of India” 

being able to produce more items.69 Even in the seventeenth-century, gift offering was 

still an essential part of establishing diplomacy.70 The French physician Francois Bernier 

(1625-1688) who served twelve years at the Mughal court, warned Jean-Baptiste Colbert, 

the founder of the Campagnie des Indies Orientales that in Asia, “the great are never 

approached empty-handed.”71  

These early Dutch encounters are not as well documented as their counterpart‟s, 

the WIC, which by this time had already produced images of their trading posts in 

Brazil.72 Mughal paintings, however, offer an alternative mode of representing Europeans 

and allow for the extrapolation of the Dutch experience in Asia.73 A painting from Shah 

                                                 
68 Amin Jaffer, "Diplomatic Encounters: Europe and South Asia," in Encounters: The Meeting of Asia and 

Europe, ed. Anna Jackson and Amin Jaffer (London: V&A Publications, 2004), 76. 
69 Ibid. 
70The English ambassador Thomas Roe complained of the inadequacy of the king‟s gifts to Jahangir. See   

Richmond Barbour, "Power and Distant Display: Early English "Ambassadors" in Moghul India," 

Huntington Library Quarterly 61(1998): 362. 
71Bernier served Shah Jahan‟s son, Aurangzeb Alamgir (1658-1707). For further information, see Francois 

Bernier, Travels in the Mogol Empire: A.D. 1656-1668 (Delhi and Lucknow: S. Chand & Co. , 1986). 
72 Maurits was a contemporary of Rembrandt. Images from his Theatrum rerum naturalium Brasiliae and 

the Dutch colony are re-printed and discussed in Maria Angélica da Silva, Melissa Mota Alcides, 

"Collecting and Framing the Wilderness: The Garden of Johan Maurits (1604-79) in North-East Brazil," 

Garden History 30(2002). For more images produced by the WIC, see “Commodities of the West India 

Company” in Hochstrasser, Still Life and Trade in the Dutch Golden Age, 159-227. 
73Excellent reproductions of Shah Jahani paintings can be found in King of the World. Jaffer‟s essay gives 

good background on gift culture in Mughal India. See further, Jaffer, "Diplomatic Encounters: Europe and 

South Asia," 76; Milo Cleveland Beach, King of the World: The Padshahnama, an Imperial Mughal 

Manuscript from the Royal Library, Windsor Castle, ed. Milo Cleveland Beach and Ebba Koch (London: 
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Jahan‟s Padshahnama, for instance, depicts a small group of European visitors, 

presumably merchants, presenting the emperor luxurious gifts to the Shah Jahan in front 

of all of his courtiers (fig. 46). This customary practice, though did not guarantee 

preference or any kind of protection under the emperor‟s aegis as clearly depicted by the 

visually inferior position the Europeans were granted in Mughal imagery.74 

 “JOURNEYING” TO ASIA: TRAVEL LITERATURE IN HOLLAND 

The difficult task of obtaining trade favors paled in comparison to the exorbitant 

profits the VOC was positioned to make in European markets; the nuances in Asian trade 

and diplomacy was also relevant to merchants, investors, and others tied directly to these 

fields. To insinuate, however, that they knew very little about the Dutch trade in places 

outside of Europe would be presumptuous indeed. Travels to Asia was far from 

sophisticated or safe during this period, but by Rembrandt‟s time, it vastly improved as a 

result of  advancements in maritime navigation and sturdier ships.75 Even Rembrandt 

could not resist observing the myriad of ships docked at Amsterdam‟s busy harbor (fig. 

47). Before long, seafaring adventurers as well as independent merchants began to 

accompany various charters to the major trading centers of Asia.     

Fueled by curiosity in people and places outside of Europe, travel literature 

became one the most popular genres in Amsterdam. Travelogues were in such demand 

                                                                                                                                                 
Thames and Hudson, 1997). Europeans appear in many Mughal paintings since the time of 

Jahangir.Rosemary Crill, "Visual Responses: Depicting Europeans in South Asia," in Encounters: The 

Meeting of Asia and Europe 1500-1800, ed. Anna Jackson and Amin Jaffer (London: V&A Publications, 

2004), 190. 
74For good synopsis of Shah Jahani style of painting, see Milo Cleveland Beach, The Grand Mogul: 

Imperial Painting in India 1600-1660 (Williamstown: Sterling and Francine Clark Art Institute 1978), 78. 
75Pirates and competing nations made maritime travel difficult in the first few decades of the VOC, 
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that it was said that almost every Dutch sailor also moonlighted as an amateur writer.76 

For the educated elite, language manuals such as the popular seventeenth-century book, 

Colloquia et dictionariolum octo linguarum, Latinae, Gallicae, Belgicae, Teutonicae, 

Hispaniacae, Italiacae, Anglicae et Portiugallicae liber omnibus linguarum studiosis 

domi ac foris apprime necessaries, was another popular genre that Amsterdammers used 

to expand their knowledge of foreign cultures.77 

Many of the travelogues included images to help readers visualize these exotic 

figures and locales more vividly (fig. 48).78 Engravings, like the one by Claes Jansz 

Visscher (1587-1652), depict figures from each region of the world, including Europe, 

America, Africa, and Asia as characterized by their distinct ethnographic clothing In 

1624, Thomas Herbert and Thomas Roe, the British ambassadors to Persia and India, 

respectively published their own travel memoirs (fig. 49 and fig. 50).”79 Herbert‟s 

travelogue, in particular, was an instant success in England. He even managed to have his 

book translated into two foreign languages. The first edition, Th. Herberts Zee- en Lant 

Reys na verscheyd Deelen van Asia en Africa, was issued at Dordrecht in 1658.80 Despite 

the considerable amount of omissions, the Dutch version also contained illustrations, 

although replaced with engravings by another artist, presumably by a local Dutch artist.81  

                                                 
76 British travelers and merchants published many of their travelogues and memoirs as well.Seventeenth-

century travel accounts of India include those of Francois Bernier, jeweler to the Mughals and Thomas 

Roe. See Bernier, Travels in the Mogol Empire: A.D. 1656-1668. See also, Barbour, "Power and Distant 

Display." 
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78 Hochstrasser, Still Life and Trade in the Dutch Golden Age, 19-20. 
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Not all of the travel narratives were first-hand accounts. Some writers crafted 

their narratives of foreign places by piecing together a collection of shipping and travel 

reports from sailors and merchants who already traveled through Asia. One of the 

directors of the Dutch East India Company, Joannes De Laet, for instance, wrote and 

published an account of Mughal India entitled, Hindustan Chronicle.82 He most likely 

consulted a number of Persian sources and integrated the information he gleaned with 

accounts by other Dutch merchants and sailors. This kind of appropriations did not 

prevent his chronicle from being a success with Dutch readers since it was highly 

considered as the “best general account of India.”83   

In many of these travelogues, the writers would often spend considerable time 

describing the busy marketplace. In Persia, Isfahan served as a networking center for 

merchants from the Asian and European continents. Englishman, Thomas Herbert, 

describes in his writings the merchandise “from Hindustan, Tartary, and Arabia” that 

annually poured into the city in several caravans.84 He also offers some insight into the 

shaping of the area‟s demographics as a result of this cross-cultural trade when he states 

that,“besides, natives, there are merchants of sundry nations, as English, Dutch, 

Portuguese, Pole, Muscovite, Indian, Arabian, Armenian, Georgian, Turk, Jew and 

others…”85  

Likewise, the market and caravanserai complex attached to the famed Taj Mahal 

made for a vivid and compelling description in travel literature of Mughal India. The 

French jeweler, Jean-Baptiste Tavernier, describes the complex as “a large bazaar, 
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84 Herbert, Travels in Persia, 225. 
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consisting of six large courts all surrounded with porticoes, under which are chambers for 

the use of merchants, and an enormous quantity of cotton is sold there.” The Cornish 

traveler Peter Mundy, who also visited Amsterdam, recalls the richly stocked food aisles 

with “plenty of beef, mutton, partridge, quails, pigeons, turtle doves and sometimes geese 

and ducks; mangos, plantains and pineapples; raisins, almonds, pistachios, walnuts, 

apples, oranges, prunes, prunellas or dried apricots.”86   

Accounts by Asian visitors also vividly describe the wealth and power of the 

Mughal Empire during the seventeenth-century that echoes their European counterparts.87 

Two seventeenth-century narratives by Central Asian travelers, Mutribi al-Asamm 

Samarqandi and Mahmud b. Amir Wali, corroborates the images of power and wealth 

expressed in Shah Jahan paintings.88 In his travelogue, Mahmud admiringly demonstrates 

his awe of the Mughal Empire‟s wealth by writing, “Since the immensity of India is full 

of seemly people, garnished with numerous rarities and symbols which witness the 

perfect force of God, and landscapes illuminated by refinements and abundant grace, and 

the traces of Creation and the secrets of invention are to be found there, the bird of my 

intention took off in flight in that direction.”89  

Both in travel literature as well as in works of art, Mughal India loomed largely in 

the Dutch imagination for Rembrandt‟s milieu. As described by the writers, Amsterdam 

was not the only industrious trade center, nor was it the wealthiest in comparison to some 

of economic epicenters in Asia. It is speculated that Rembrandt never left the 
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Netherlands, but he certainly had ample chances to explore the world not only through 

the travelogues. Both Herbert and Roe were published and translated into Dutch and 

other languages during Rembrandt‟s lifetime. He also had an extensive network of 

merchant patrons, politicians and former students- Govert Flinck and his marriage into 

the VOC legacy- that brought him in close contact with people directly involved in Asia.   

PURCHASING EXOTIC CURIOSA: VOC COMMODITIES IN AMSTERDAM   

If travel narratives provided a mechanism to convey and remind Europeans of an 

“Asian” way of life, VOC commodities presented an aura of tangibility to the text. The 

city brimmed with shops and marts that provided an assortment of merchandise from 

weapons to ceramics from all over Asia.90 Foreigners traveling through Amsterdam 

marveled at the copious exotic goods available for purchase in shops like Bartelt Jansz 

Bruijnvis‟, De Drie Oostindische Kooplieden .91 The Englishman John Evelyn, for 

instance, recorded that he bought “some shells and Indian Curiosities” when he visited 

the city in 1641. 92  

Among the VOC commodities, Chinese porcelain stood out as one of the most 

demanded products in Europe.93  More so than any other nation on the continent, this 

delicate ceramic permeated Dutch culture in an unprecedented way. Several of 

Rembrandt‟s contemporaries captured the pervasiveness of porcelain in Dutch 

households in their still life paintings for the affluent families of Amsterdam (fig. 51). In 

                                                 
90 These items came as a result of intense Dutch trading in Surat, the major port for the East Indies as well 
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his elaborate still life setting, Jansz Treeks utilized porcelain bowls with vegetal motifs as 

a focal point for his painting. Although he never included porcelain in his own work, 

Rembrandt could not resist the popular ceramic judging from his cessio bonorum, which 

lists a “bowl decorated with a little Chinaman” and another similar item “containing 

minerals.”94  

The impact of Asia on Dutch visual culture was so profound that Rembrandt, who 

as an artist in the Netherlands, could hardly avoid it. Still life painters, in particular, often 

showcased exotic commodities in their paintings to emphasize a patron‟s affluence, but 

their personal engagement with foreignness is difficult to gauge. Rembrandt, on the other 

hand, often explored his fascination privately through intimate, personal drawings and 

etchings.95 A small etching he made in 1641 depicts an intimate scene of an artist 

attentively studying what looks like a bust of an African male most likely brought over 

on a VOC vessel (fig 52). Although his work is not considered to be a self-portrait, he 

probably modeled the composition from his own life.96 But what is more interesting 

about this etching is the prominent bust that may be the “Moor‟s head cast from life” 

listed in his inventory.97   

After his bankruptcy, Rembrandt no longer had the means to keep a lavish art 

cabinet as he once did.98 But in a city as diverse as Amsterdam, finding new people to 

observe and objects to purchase was never an issue. He merely had to step inside the 

VOC headquarters, a formidable building near the city‟s port, to view an assortment of 
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goods brought over from their numerous posts around Asia (fig.53). There, he would 

have been surrounded by maps and paintings depicting exotic locales.99 Fokkens, a 

seventeenth-century visitor, vividly describes the objects he encountered, noticing that 

the company exhibited, “strange Indian weapons as bows and arrows, Japanese sabres, 

banners, strange creations of broadswords and spears. In other rooms one cans see the 

strange and wonderful fruits and plants of the East Indies.”100 Rembrandt too must have 

been equally intrigued by Asian naturalia since he made a drawing of two birds of 

paradise from Asia he possessed in his collection (figs. 54 a.).101 He also made a drawing 

of an Asian elephant from India that toured Europe during his lifetime (fig. 54 b).   

An ethnographic type drawing he made in his later years is his Nude Female with 

Japanese Hat (1654), contemporaneous work to his Mughal drawings (fig. 31).102 The 

composition demonstrates Rembrandt‟s playful pairing of an exotic Eastern accessory 

with a classically posed female nude.103 There is a strong possibility this may have been 

an item he had in his Kunstkammer since the drawing predates the sale of his possessions 

in 1657. Otto Benesch also pointed out the hat in Rembrandt‟s 1654 painting, Bathsheba 

at her Bath, resembles the Japanese hat, albeit decorated in a European style headdress.104  
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CONCURRING DESIRES: “EUROPE” IN INDIA AND ASIA  

The popularity of certain objects, however, was not a unilateral development 

driven by European demand. Production of decorative arts in Asia, in particular, not only 

adapted to accommodate European tastes, but an Asian one as well. Both market forces 

contributed in creating desirability, creating what Burke describes as “conspicuous 

consumerism” in different geographic regions and cultures.105 “Consumerism” for luxury 

goods such as porcelain and other decorative arts were for the most part, still restricted to 

dynastic collections. Yet, the similarities between Rembrandt‟s collection and the kind of 

Kunstkammer amassed by Shah Jahan provide a framework in which to observe the 

artistic and cultural exchange between the Dutch and the Mughals in the seventeenth-

century.   

A contemporary of Rembrandt, Shah Jahan and the Dutch artist share some 

uncanny similarities. The Mughal emperor enthusiastically collected rare items in his 

own version of a “Kunstkammer.”106 Although there are no written records of his 

collection, Mughal paintings and historical accounts provide enough information to re-

construct some of the things that the emperor possessed.107 In fact, Shah Jahan‟s shipping 

records from his personal cargo ship, Ganjawar, note the emperor instructed his 

merchants to retrieve “pearls, horses, and other rarities” from Jaffer.108 It is not surprising 

to find pearls as one of the items he wished to acquire; Shah Jahan‟s love for jewels was 
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so synonymous with his reign that foreign visitors rarely missed the opportunity to 

describe the emperor‟s massive collection.”109 

 Shah Jahan was not so different from the rest of world in wanting to acquire 

delicate porcelain. Mughal emperors had a long tradition of collecting specific Chinese 

porcelain with intricate Islamic designs.110 Porcelain also makes numerous appearances 

in Mughal paintings much in the same manner as Dutch still life paintings. In the Shah 

Jahani painting, Prince and Courtiers at Camp (1650), a set of porcelain ware is depicted 

in the lower right corner (fig. 55). Rembrandt‟s Kunstkammer also lists two “East Indian 

boxes,” which very much could be the popular lacquered boxes coveted by fashionable 

Amsterdammers during that era.111 These boxes and trays also appear in Shah Jahan‟s 

Padshahnama (fig. 46).112 The painting illustrates European visitors presenting Shah 

Jahan a collection of jewels on black and gold trays with intricate floral designs that look 

remarkably close to the lacquered items from the VOC‟s trading post in Japan (fig. 56).113 

 After gaining a foothold in Asia, many aspiring artists and other craftsmen 

journeyed to India and elsewhere to accommodate the booming art market for individuals 

like Shah Jahan and wealthy directors of the VOC.114 The main VOC headquarters in 

Batavia, in particular, offered ample opportunities for Dutch artisans and artists. Aelbert 

Cuyp was one painter who had patrons directly involved in Batavia. A painting he made 
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114 Michael North, "Production and Reception of Art through European Company Channels in Asia," in 

Artistic and Cultural Exchanges between Europe and Asia, 1400-1900: Rethinking Markets, Workshops 

and Collections, ed. Michael North ( Burlington Ashgate Publishing Company 2010), 93. 



 38 

during the 1650s depicts a wealthy merchant couple posed in front of the bays of Batavia 

(fig. 57). In the 1620s and 1630s, more than a dozen artists arrived in Asia, most likely as 

employees of the VOC.115 Some of the artists recorded as being active in Batavia are 

Hendrick Arentsz Vapoer, Jan Lucasz van Hasselt, Jan Huibertsz Bloem and Adriaan 

Minten, and Philps Angel.  

Painters were frequently sent to the imperial courts of Persia, Mughal India and 

Ceylon by the VOC as a way to facilitate diplomatic relations. There is little information 

on the artists who were sent to the princely courts, with the exception of Cornelis Claesz 

Heda, who worked for Sultan Ibrahim Adil Shah II. Although their names are not 

recorded in Mughal paintings, it is fairly certain that Shah Jahan employed European 

artists and artisans at his court, especially lapidaries since he was known to have one of 

the best jewel collection in Asia, if not the world.  

  

                                                 
115 Ibid. 



 39 

CHAPTER THREE: 

 REMBRANDT THE IMITATOR: ENCOUNTERS WITH MUGHAL 

ART  

 

Rembrandt‟s sensitivity towards different peoples and cultures is evidenced by the 

numerous sketches of various individuals he encountered in Amsterdam, and in his 

collection of foreign objects for his Kunstkammer. This chapter will further explore 

Rembrandt‟s role as a draftsman by framing his series of Mughal drawings in the context 

of his transcribing practice.116 His established habit of copying, though acknowledged as 

integral to his artistic form, is rarely discussed as a style of cross-cultural participation or 

as a responsive interaction with his multifarious environment.117  The diverse collection 

of copies in his oeuvre further attests to Rembrandt‟s engagement outside the studio: 

imprinting fascinating objects he viewed in both public and private art collections or 

busily searching for new art to study and transcribe at local auctions.118  

The indefatigable habit of copying works of art in his possessions is an aspect of 

Rembrandt‟s artistic practice that scholars have closely examined. His drawings after 

Mughal paintings, though interpreted by many as “copies,” are usually framed as his 

interest in costumes and gestures. This interpretation does not fully take into account 

                                                 
116 See introduction, Seymour Slive, Rembrandt Drawings (Los Angeles: The J. Paul Getty Museum, 
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117 Vishakha Desai, "Reflections of the Past in the Present: Copying Processes in Indian Painting," in 

Perceptions of South Asia's Visual Past, ed. Catherine Asher and T. Metcalf (Oxford: Oxford and the 
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given consideration, Otto Benesch, Rembrandt as Draughtsman, 5. Rembrandt learned copying from his 

teachers, Jacob van Swanenburgh and Pieter Lastman, see Ernst Van de Wetering, "Rembrandt, a 

Biography," in Rembrandt: Quest of a Genius, ed. Bob van den Boogert (Zwolle: Waanders Publishers, 

2006), 27. 
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Rembrandt‟s sensitivity towards cultural and religious tolerance, as exhibited in all 

aspects of his artistic practice, from his diverse patrons to his empathetic observations of 

foreign peoples. This chapter will first re-examine the two main analyses of Rembrandt‟s 

intentions behind his Mughal copies - namely his interest in costumes and gestures -

before demonstrating how these drawings not only fit within his copying habit, but also 

how they exemplify an inter-cultural artistic exchange between Europe and Asia.  

REMBRANDT’S COPYING PRACTICE: MUGHAL DRAWINGS IN CONTEXT  

Even as an aspiring young artist, Rembrandt‟s conscientious practice of observing 

and sketching the people and objects around him garnered attention from some of the 

most notable art patrons in his city. Constantijn Huygen, the secretary to the stadhouder 

and prince of Orange (1629-1695), who would later become one of Rembrandt‟s patrons, 

wrote a glowing encomium, praising the young Rembrandt and his contemporary, Jan 

Lievens (1607-1674): “I feel compelled to say that I have never seen such dedication and 

such tenacity in any group of people of any profession or of any age. For truly they make 

best use of their time. That is the only thing that counts for them. The most marvelous is 

that they count even the most innocent pleasures of youth as a mere waste of time.”119 

Arnold Houbraken (1670-1721), a former pupil and fellow painter, also generously 

praised Rembrandt‟s tenacious pursuit of his craft. He wrote admiringly, “Yes, in this he 

surpassed everyone and I know of no one who made so many different sketches of the 

same subject; it was the result of a careful analysis of the many different emotions that 

revealed themselves in such a subject, especially in the facial expressions of the human 

figures, but also in the different movement of their bodies.”120 

                                                 
119 Ernst Van de Wetering, "Rembrandt as a Searching Artist," in Rembrandt: Quest of a Genius, ed. Bob 
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His reputation as a meticulous artist was, in part, shaped by his apprenticeships 

with Pieter Lastman. In his formative years as a young artist, Rembrandt‟s innovative 

approach to transcribing did not yet develop since many of his early drawings still exhibit 

a close imitation of his teacher‟s compositions and styles.121 As he matured, the influence 

of his former teacher became less prevalent in his drawings, as he opted to develop his 

own unique style of copying that was better suited for his artistic sensibilities. By the 

early 1630s, two distinct manners of copying emerged: drawings in which he closely 

replicated the original works of art and those he simply emulated.  

If Rembrandt approached Mughal drawings as a source for costumes, it is 

pertinent to draw parallels, if any, to the sketches already established as costume 

studies.122 Since his Mughal figures would have been considered “Oriental,” it is useful 

to compare them to his other drawings depicting Oriental figures.123 One of the earliest 

delineations of this subject is in his drawing, Standing Oriental Warrior (1627), made 

presumably during his apprenticeship with Pieter Lastman (fig.58). Thea Wilberg-Vignau 

believes this drawing may have been a preliminary study of a figure Rembrandt copied 

from one of Lastman‟s paintings.124 Regardless of where he may have made this sketch, 

the warrior‟s generic turban and billowy trousers would have been a typical outfit 

illustrated in costume books of the time.125   

                                                 
121 Slive, Rembrandt Drawings, 54. 
122 Scheurleer argues these were costume studies, Pauline Lunsingh Scheurleer, "Rembrandt's Mogul 

Miniatures," 95-115. 
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Vignau, "Katalog," in Rembrandt auf Papier: Werk und Wirkung, ed. Thea Wilberg-Vignau (Munchen 

Hirmer Verlag GmbH, 2001), 258. 
125De Winkel does not believe Rembrandt‟s Mughal drawings influenced his depictions of Oriental figures. 

Further information, see Marieke De Winkel, Fashion and Fancy: Dress and Meaning in Rembrandt's 

Painting (Amsterdam: Amsterdam University Press, 2000), 260. 
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Depicting the correct garments was hugely important to a history painter, and 

Rembrandt was no different in this regard. Seventeenth-century art manuals advised 

painters to strive for accuracy by choosing costumes that evoked a place and time far 

removed from daily experience. Leonardo da Vinci, whose work Rembrandt admired and 

closely studied, states in his treatise that: “The clothing if figures should be 

accommodated to their age and to decorum […]. And avoid as much as is possible the 

dress of your own era except in portrait […]. In this way we may be spared our 

successors‟ laughing at the mad inventions of men, but rather elicit admiration for their 

dignity and beauty.”126 Rembrandt‟s training with Amsterdam‟s leading history painter, 

Pieter Lastman, who himself was educated in the Italian style, trained his student to aim 

for accuracy in narrative painting by choosing the appropriate costumes. 

Rembrandt‟s preoccupation with costumes which he developed under Lastman‟s 

tutelage permeates his collection of drawings.  His 1656 inventory, in fact, lists a book of 

costumes as a reference source among several other albums of prints and engravings.127 

The ways Rembrandt approached his copies of costumes, however, look dramatically 

different from his Mughal drawings. Rembrandt may have utilized a variety of techniques 

to study costumes, but the one method he employed in these specific pieces is the 

contriving of a figure or multiple figures from different angles. The drawing, Four Young 

Women in Antique Dress (1635-40), from the Rembrandt School, indicates how 

Rembrandt observed costumes (fig. 59).128 In this multi-figure drawing, the pupil pays 

considerable attention to the folds of voluminous dresses and the differing cuts of the 

neckline.  

                                                 
126 Leonardo da Vinci quoted from De Winkel, See Ibid., 218. 
127 Walter and Marjon Van Der Meulen Strauss, The Rembrandt Documents (New York: Abaris Books, 

1979), 369. 
128 Wilberg-Vignau, "Rembrandt auf Papier: Werk und Wirkung," 264. 
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If Rembrandt felt compelled to replicate Mughal paintings to study its costumes, 

he certainly did not judiciously capture much of the intricate Indian textiles in many of 

his drawings.129 This is markedly unusual since he most likely copied paintings from the 

Shah Jahani School, which often emphasized, in carefully rendered detail, the emperor‟s 

love for lavish fabrics and embellished tunics. In most of his drawings, Rembrandt only 

focused on few choice details such as the sash or turban, and he did not even bother to 

copy any of the intricate borders that would have accompanied the original paintings.130 

Moreover, the technique Rembrandt used in his Mughal drawings is drastically different 

from what we find in his studies of costumes. Some that have been drawn with precision, 

most notably his drawing of, Four Orientals Seated Beneath a Tree, still lack a careful 

consideration of the garments worn by the figures. If he did replicate these Mughal 

paintings primarily for his interest in costumes, there is a dearth in influence on his 

Oriental or Biblical figures in subsequent works of art.131   

Instead of costumes, some scholars surmise Rembrandt‟s fascination with Mughal 

paintings derive from his interest in gestures.132 This exegesis is also problematic when 

his Mughal drawings are observed together with other pieces that are considered studies 

of body language. For examining gestures, Rembrandt took a truly unique approach by 

vigorously studying his own facial expressions, along with those of the people around 

him (fig. 60). On paper, he would draw faces and bodies from various angles and 
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positions until he found a composition he liked.133 His Mughal etchings, on the other 

hand, do not exhibit any astute reflection on either the body language or facial 

expressions. Rather than mirroring the stoic body language, Rembrandt naturalistically 

renders his figures to eliminate some of the flatness in the images. He also animates their 

facial expressions as if to give the impression that he drew these individuals from life.  

By the 1650s, when Rembrandt made his Mughal drawings, there were 

considerably less drawings that one might label as “study sheets.”  As a mature artist, 

Rembrandt seemed more interested in focusing on how to utilize varying lines to 

expressively convey the emotion of his drawings. His piece, The Raising of the Cross 

(1657), demonstrates quite well how he utilized a series of agitated lines and overlapping 

contour to emphasize the weight and physicality of Christ‟s body (fig. 61).134 Even in a 

drawing of this nature, the body language is central in communicating the suffering of 

Christ, but the emphasis is on the contouring. This more sophisticated approach to body 

language, which would appeal to Rembrandt as a mature draftsman, may be what he had 

in mind when he employed a thick, sketchy contour for Shah Jahan‟s equestrian portrait 

to evoke energy and movement in an otherwise stoic composition.    

Yet, to dismiss completely gestures and garments as artistic concerns in his 

engagement with Mughal paintings would be a gross exaggeration. Some drawings 

demonstrate what we might be able to interpret as a study of costume and gesture. For 

example, Rembrandt‟s meticulous imitation of Shah Jahan‟s turban and jeweled tunic in 

his miniature portraits of the emperor come closest to embodying an interest in costumes 

and gestures in the most traditional sense. The two interpretations, however, still do not 
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adequately address why he used such diverse modes of drawing to copy the Mughal 

paintings. An alternative approach to the current opinion is to frame Rembrandt‟s 

engagement with Mughal art in the same way he approached reproducing works of art he 

admired. Some copies were intentionally drawn to be replicas of the original works of art 

while others were experimental drawings meant to emulate, and even surpass the original. 

SEARCHING FOR INSPIRATION: REMBRANDT AND HIS COPIES OF WORKS OF ART  

For an ardent collector like Rembrandt, auctions served as the ideal place to 

purchase and observe newly available works of art. Between the years of 1635 and 1650, 

Amsterdam held several premiere auctions, many of which he attended.135 These 

extensive venues would often sell huge collections of art and curiosa, which had been 

amassed by the deceased over many decades. The private nature of such Kunstkammer, 

made these auctions a palatable location to view art that were at one point, inaccessible to 

the greater public. Therefore, it is not surprising Rembrandt would sometimes feel 

compelled to make copies after encountering works of art at the auctions he attended 

(fig.62 a,b).136 It is also plausible that Rembrandt encountered the Mughal paintings in a 

public collection, like the one housed in the VOC headquarters.137In 1655, around the 

time he made his copies after Mughal paintings, Rembrandt made a pen drawing of a 
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skeleton mounted on a horse skeleton, a specimen he probably saw on view at the local 

anatomical theater (fig. 63).138  

One type of “copy” Rembrandt employed in his drawings of art works was a 

precise style of delineating. The motivation behind this carefully measured approach was 

to make his replica appear nearly identical to the original work of art. Such was the case 

for his pen and brown ink drawing, Calumny of Apelles after Andrea Mantegna (1652-

4).139 It is highly likely Rembrandt either owned this print by Mantegna or had it at hand 

when he made his copy, given the precision with which he was able to capture its facial 

expressions, body language, and even the Latin inscriptions (fig. 64) Yet, Rembrandt 

never fully abandoned his own stylistic idiom in the production of these images. His 

cross-hatching can clearly be discerned as rougher and the lines much more compact in 

comparison to the Italian master‟s penmanship.140  

This precise mode of copying is how Rembrandt approached several of his 

Mughal drawings. He tended to use this style of drawing especially with his copies of 

portraits of the Mughal emperors, Shah Jahan, Jahangir, and Akbar.141 Rembrandt‟s 

closely duplicated pieces of Mughal portraiture are particularly striking when compared 

to the images of Shah Jahan from the Barberini Album at the Vatican Library, which was 

first discovered and published by Otto Kurz in 1967.142 The origin of this book is unclear, 

but Kurz speculates it may have arrived in Rome through the Jesuits (fig.65).143  
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From the Mughal drawings and paintings in the Barberini Album, it is possible to 

re-create the kind of portraits Rembrandt used to make his own drawings. In fact, several 

of the small profile portraits of Shah Jahan, from this album, strongly resemble 

Rembrandt‟s images of Shah Jahan, also in profile (figs.13-14). All six portraits of Shah 

Jahan remain unfinished with the exception of his jewelry, turban, and tunic that an 

anonymous Mughal artist had carefully rendered.144 The only missing element in all the 

portraits is the emperor‟s eyes, as if these were abruptly terminated.145 Comparing 

Rembrandt‟s drawing of Shah Jahan and the Barberini portrait reveals how closely he 

imitated the jewelry and turban.146  

 Rembrandt made another copy of this small medallion portrait of Shah Jahan that 

is nearly identical to the first in every respect, except one- a young Mughal prince. 

Rembrandt must have had the famed emperor‟s progeny on his mind when he included 

this small figure, which presumably represents Shah Jahan‟s eldest son, Dara Shikoh (fig. 

66).147 Although portraits of the emperor and his son do exist in a few paintings, this 

particular composition does not exist or, at least, survive in Mughal portraiture from the 

Shah Jahani period.148 It is likely Rembrandt invented this intimate piece while he was 

making his first copy of this portrait. Simon Schama interprets this drawing as a 

manifestation of the artist‟s personal life as a single father raising Titus.149 It is more 

                                                 
144 Ibid.: 265. 
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likely the case this invented composition alludes to Rembrandt‟s global awareness and 

participation in Europe‟s fascination with the powerful Mughal dynasty, as evidenced by 

the genealogical seals present in the Barberini Album (fig. 67).150  

European knowledge of the imperial Mughal family most likely came through 

travel literature, which makes Rembrandt‟s possibly invented composition an unusually 

accurate portrayal of the emperor (fig.14). As ruthless and ambitious as Shah Jahan was 

in his efforts to expand his empire, he was also an incredibly attentive and affectionate 

father. Throughout his reign, he commissioned several paintings of himself with his 

children, and later with his grandchildren (fig. 68).151 In the typical Rembrandt fashion, 

he conspicuously portrayed the “King of the World” as a tender paternal figure. Since the 

little boy is lightly sketched and drawn with less precision than the image of Shah Jahan, 

Rembrandt most likely added him at a later date. Another Dutch painter, Willem 

Schellinks, composed a painting of the Mughal emperor with his children, albeit not as 

intimate or tender as Rembrandt‟s drawing. It is possible some of these paintings of Shah 

Jahan and his children were one of the archetypes sold in Europe (figs. 90-91).152 

 Another possibility for Rembrandt‟s fascination with Mughal portraiture, 

specifically Shah Jahan‟s portraits, might be linked to the ways in which Mughal style 

paralleled characteristics found in Quattrocento Italian art (fig. 69).153 Whether or not 

Rembrandt owned the portrait medal of Doria is uncertain, but regardless of how he may 

have encountered this particular medal, it appears he was drawn to the profile 
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composition.154 With the exception of Doria‟s carefully rendered cap, Rembrandt did not 

make an effort to animate the figure, in order to retain the stoic posture, as if to parallel 

his drawings of Shah Jahan. But, as an artist outside of the Mughal tradition, Rembrandt 

must have noticed the visual similarities between the two schools of art, since he made 

these drawings in proximity to one another.155  

 Rembrandt‟s mimicry did not always result in meticulously rendered “replicas” of 

the original art works. Sometimes, he utilized a sketchy, quick manner of copying, 

similar to the style he used to capture Raphael‟s portrait of Castiglione at the van Uffelen 

auction, to seize and express the likeness of some art he found fascinating.156 He also 

used this quick penmanship to copy the sculpture bust of the Roman Emperor Galba from 

his Kunstkammer (fig.70). Rembrandt employed this sketchy style of copying when he 

wanted to absorb and experiment with the technique he observed in the original.  

This was certainly the case for his three drawings he copied from the Giovanni 

Pietro da Birago‟s engraving after Leonardo da Vinci‟s, The Last Supper (fig. 71).157 For 

each replication, Rembrandt not only used different materials, but he also adopted 

separate modes of drawing for each individual drawing. In his largest composition, he 

used red chalk to delineate roughly the entire piece (fig. 71b).158 In another copied 

drawing, Rembrandt focused closely on the six figures in Christ‟s life before 

experimenting with the figural arrangement in his last and final drawing (fig. 71c).159  
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 The varied copies after Birago‟s engraving, provide some insight on why 

Rembrandt utilized such a wide range of styles in his copies after Mughal paintings.  

Rembrandt‟s drawings, Shah Jahan on Horseback with Falcon and Indian Archer, are 

two works where he deliberately did not try to make meticulous imitations in the same 

fashion as his drawings of Shah Jahan‟s profile portraits (fig. 8 and fig. 3). Even though 

he sketchily contoured the figure of Shah Jahan in this particular drawing, this work does 

not appear to be a quick sketch since he took the time to add a light wash to the turban, 

horse, and belt.160 Similarly, the Indian archer is also rendered using this loose, sketchy 

style of drawing.  

His three copies after Leonardo‟s Last Supper demonstrate how Rembrandt 

sometimes used the same image to work out pictorial solutions. Although he did not 

necessarily make multiple “copies” of one specific Mughal painting (with the exception 

of the Shah Jahan profile portrait), he applied a similar tactic of using a thin line to create 

loose, fast contours to imitate the figural arrangement he observed in the original. This 

appears to be the case in the Mughal drawing, Timur and his Successors (fig. 27). 

Compared to the figural groupings typically found in Mughal paintings, Rembrandt‟s 

copy significantly minimizes the geometric spatial arrangement to create a more intimate 

setting around the central figure of Timur (fig. 73).  

EMULATING THE MASTERS: REMBRANDT’S FOUR MEN SEATED UNDER A TREE AND 

TWO INDIAN NOBLEMEN    

 A secondary approach discernable in his copying practice is Rembrandt‟s desire 

to emulate the masters he most admired. Typically, scholars do not differentiate his 

copies of art as “imitations” and “emulations” of various productions of art, but several of 

                                                 
160 Peter Schatborn, Rembrandt (Paris: Musèe du Louvre, 2006), 79-80. 
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his drawings and etchings strongly recall work of other artists. Therefore, it is difficult 

not to make the comparison between Rembrandt and the artist he was clearly trying to 

closely emulate.161 Some of his Mughal drawings, though, are considered “copies” in the 

scholarship, striving to emulate rather than imitate the original paintings. The next 

chapter further expands this argument, but here I will outline the ways in which 

Rembrandt‟s copying practice set the foundation for his intense pictorial experimentation 

with the Mughal style.  

As an artist deeply shaped by his tradition, Rembrandt was extremely 

conscientious when it came to studying compositions and styles of the artists he felt great 

personal affinity and admiration. In many of his drawings, Rembrandt often appropriated 

motifs or the composition seen in the works of the masters he held in high esteem. In an 

early etching dated from 1635, Rembrandt clearly emulates Dürer‟s Christ Driving the 

Money Changers from the Temple (1508) from his Small Passion Series (figs.74). 

Although most of the visual details and the composition in Rembrandt‟s piece echoes 

Dürer‟s woodcut, he made alterations, including switching the figure of Christ to the 

opposite side of the etching to evoke tension and emotional intensity.162 Even in his later 

works, there is a desire on Rembrandt‟s part to emulate productions of art he admired. In 

a much later etching, The Virgin and Child with the Cat and Snake (1654), he again 

strongly recalls Mantegna‟s composition of the Virgin intimately cradling the Christ 

Child by appropriating the tender figural arrangement of mother and progeny (figs.75).163  

                                                 
161 Schwartz describes Rembrandt‟s tendency to emulate different artists as “inherited traditions,” see Gary 

Schwartz, Rembrandt's Universe: His Art, His Life, His World (London: Thames and Hudson, 2006), 24.  
162 Ibid., 27. 
163 Rembrandt most likely owned a print of this Mantegna engraving. His inventory lists a “precious book 

of  Andrea Mantegna” Ibid., 30; Strauss, Rembrandt Documents, 369. 
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This tendency of emulating works of art vis-à-vis appropriation is an approach he 

also took to his Mughal drawings. His drawing, Four Orientals Seated Beneath a Tree, 

demonstrates this method exceptionally well. Comparing this work to the Four Seated 

Men at the Schloss Schönbrunn in Vienna provides insight to how Rembrandt may have 

appropriated from the original painting (fig. 19 and fig. 21).  In most instances of 

emulation, Rembrandt almost always arrogates the figural arrangement, which is again 

seen in his engagement with Mughal paintings. The semi-circular arrangement of the four 

men is one such element visible in both drawings by Rembrandt as well as in the 

Schönbrunn painting. He still slightly modifies the Mughal composition in his drawing 

by placing the four figures further back from the picture plane than in the Schönbrunn‟s 

Four Oriental Men. Rembrandt also attempts to “correct” the Mughal composition by 

instituting a balanced, semi-circular arrangement instead of the more elliptical shape seen 

in the Schönbrunn version.164   

The setting of Rembrandt‟s drawing appears different from how these scenes of 

religious and scholarly men are depicted in Mughal paintings (fig.76). Perhaps he already 

had in mind the uses of this particular image for Old Testament imagery, which he was 

deeply invested in at the time he made his Mughal series.165 It was understood by the 

intellectual and literary circles of Rembrandt‟s milieu that Indian paintings were an ideal 

source for depicting ancient narratives.166 How aware he would have been of this specific 

parallel between antiquity and Indian painting is unclear, but there is an attempt on 

Rembrandt‟s part to retain what he interpreted as an “oriental” custom. In Mughal 

                                                 
164 This irregular arrangement in Mughal paintings was meant to utilize a pictorial device where viewers 

utilized the network of gazes to drawing meaning from the composition, see Gregory Minissale, "The 

Dynamics of the Gaze in Mughal Painting," Marg 58(2006): 50. 
165 Courtright, "Origins and Meanings of Rembrandt's Late Drawing Style," 503. 
166 Fifteenth-century writer, Louis de Montjosieu cited Indian paintings as an example of an “ancient 

monochrome painting,” see Ibid.: 503-4. 
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paintings, these scenes of men gathered around tea were usually of sufis or mystics.167 

This religious and scholarly context is an element Rembrandt did not seem to be 

interested in maintaining in his drawing. Rather, he focused on creating a casual and 

intimate gathering of four Oriental men.  

 The drawing, Two Indian Noblemen, exhibits a different kind of appropriation 

than what is seen in Four Orientals Seated Beneath a Tree. The penmanship in this 

particular drawing is yet another style Rembrandt utilizes in his Mughal copies. Quite 

unlike the rough manner used in Indian Archer, these two figures are finely sketched with 

distinguishable facial features. In fact, Rembrandt renders the face so realistically that the 

two men can be clearly identified. Richard Ettinghausen identifies the archer on the right 

as Abd al-Rahim Khan (1556-1627), who was also known as Khan-I Khanan.168 He 

served as a general and later as a scholar at the Mughal court for both Akbar and 

Jahangir. The figure with the falcon on the left is tentatively identified as Khan Alam, 

who served as Jahangir‟s ambassador to the court of the shah of Persia.169 

For this drawing, Rembrandt combines two Mughal portraits to create one single 

composition. At first glance, it appears as though this kind of conflation is insignificant 

since he did appropriate these two figures into a narrative context, but Rembrandt is the 

kind of intuitive artist whose subtleties convey much more than what one might initially 

notice. Even without the narrative setting observable in his other Mughal copies, Four 

Oriental Men Seated Beneath a Tree and Emperor Timur and his Successors, Rembrandt 

still hints towards a psychological tie between them in the Two Indian Noblemen. By 
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Centuries (New York: Pierpont Morgan Library, 2006), 150. 
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having the men face each other at the same eye level, they appear as though they are 

conversing. Not only are the two figures making eye contact, but the arrow in Khan-I 

Khanan‟s had creates a visual link as to unify the two shaded spaces in the composition. 

Considering the times the two men served at the Mughal court, it is unlikely they actually 

interacted in the way they do in Rembrandt‟s fictional encounter.  

COPYING THE WEST: MUGHAL ARTISTS AND EUROPEAN ART  

A thorough explication of Rembrandt‟s engagement with Mughal drawings 

cannot be complete without framing his imitation, emulation, and adaptation of Mughal 

art as visual exchange between Europe and Asia.170 Rembrandt‟s thoughtful 

experimentation with the pictorial elements he encountered in Mughal art parallels the 

way Mughal artists approached European art. Too often, however, the latter‟s 

engagement is almost exclusively framed as the influence of European style on Mughal 

art, rather than a bi-directional exchange between two distinct cultures. To fully expound 

Mughal experimentation with European art is too large a task to undertake in this project, 

but it is helpful to discuss a few salient interactions to convey how artists from two 

different cultures encountered a foreign style of art in a strikingly similar fashion.171   

 European art first arrived in the Indian sub-continent through Portuguese 

merchants during the reign of Akbar (1556-1605), though it did not flourish until the 

                                                 
170 Thomas DaCosta; Michael North Kaufmann, "Introduction: Artistic and Cultural Exchange between 
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Michael North (Burlington Ashgate Publishing Company 2010), 2. 
171 Line and contour seen in European prints fit in well with Mughal aesthetic, see Yael Rice, "The Brush 

and the Burin: Mogul Encounters with European Engravings," in Crossing Cultures: Conflict, Migration 

and Convergence, ed. Jaynie Anderson (Carlton: Miegunyah Press, 2009), 305. 



 55 

arrival of the Jesuits in 1580.172 The popularity of European art at the Mughal court 

compared to the other Asian empires, namely China and Japan, had little to do with the 

Mughal‟s fascination with pictorial illusionism.173 Rather, Akbar‟s inquisitive 

sensibilities shaped a cosmopolitan atmosphere in the Mughal court. Despite his inability 

to read, Akbar invited different religious scholars, both from within India as well as 

abroad, to participate in inter-faith debates.174 The overall tolerance of different religions 

and ethnic groups made Mughal India an ideal environment for lively artistic and cultural 

exchange.  

In these early copies from this period, Mughal artists closely imitated the 

European originals (fig.77).The Mughal drawing after Cornelis Cort‟s , The Birth of the 

Virgin (1581), demonstrates the due attention and time given to the composition. 

Moreover, copies in the Mughal tradition, as was the case in the European copying 

practice, did not always strive to make replicas of the originals. It was not based on an 

inability to render illusionism observed in the European style, but rather the Mughal 

artist‟s desire to use his own stylistic idiom to capture aspects he found intriguing.175 In 

the Mughal copy after Cort‟s print, for instance, the female figures are arranged closer 

together and the artist includes floral patterns to the depicted textiles.   

By the mid-seventeenth-century, Christian motifs and narratives were fully 

appropriated and adapted into Mughal iconography. Gauven Bailey describes this process 

                                                 
172Akbar first encountered Europeans at Cambay in 1572, Beach, The New Cambridge History of India: 
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appropriately as the Mughal “conquest” of Catholic art.176 Most often, figures from 

European prints were appropriated into a variety of mediums from decorative arts to 

painted sketches. Because of their ubiquitous appearance in Mughal art,   a personal 

engagement with European imagery is sometimes minimized. Jahangir‟s album, 

especially, demonstrates a thoughtful adaptation of European figures in the margins of 

the folio.177 Like the European Kunstkammer, the page is full of small detailed images of 

things that fascinated the emperor (figs.78). Of the myriad of figures and objects depicted 

on the borders, Jahangir‟s art included a female allegorical figure and a male subject 

resembling Saint Matthew, derived from an engraving of the apostle by Philipp Galle 

after the Dutch painter Maerten van Heemskerck (1498-1574) (fig.79 and fig. 80).178   
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CHAPTER FOUR: 

REMBRANDT THE INNOVATOR:  ADAPTING THE MUGHAL 

STYLE 

 

Rembrandt‟s artwork during the 1640s and 1650s marked a significant style 

change in the artist‟s oeuvre. Despite his personal and financial turmoil in the latter half 

of his prolonged career, Rembrandt continued to examine a miscellany of visual sources 

to come up with new, evocative imagery and compositions. Although many scholars have 

noted Rembrandt‟s unique approach of implementing established traditions to produce 

innovative visual arrangements, this discussion has been relegated to his use of western 

traditions. This chapter will argue that Rembrandt did not view Mughal paintings as 

simply fascinating works of art, but as legitimate forms that could be utilized as visual 

sources to aid in developing new compositions, while challenging existing paradigms. A 

more astute investigation into the ways in which Rembrandt experimented with the 

iconography, composition, and gestures he encountered in Mughal paintings, reveals a 

fascination with this particular artistic style for its formal qualities, as opposed to simply 

the representation of exotic costumes typically found in Mughal pieces.  
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PUSHING BOUNDARIES: REMBRANDT AND HIS LATE ARTISTIC STYLE      

The immense success Rembrandt experienced during his first decade in 

Amsterdam was beginning to wane in the latter part of his career. The overall decline in 

commissions and marketability Rembrandt experienced during the 1640‟s until his death 

in 1669 had little to do with a lack of creativity or inventiveness, but rather a shift in 

artistic tastes. The once immensely popular Caravaggesque style, the visual idiom that 

Rembrandt made famous in the North, had now evolved into a more refined classical 

style of painting.179 The chiaroscuro and tenebrism were replaced with light colors and 

elegant compositions, reminiscent of the high Italian Renaissance style.180 Many of 

Rembrandt‟s contemporaries and former students, most notably, Jan Lievens (1607-1674) 

and Govert Flinck (1615-1660) experienced great success adopting this new mode; both 

artists managed to procure prestigious and lucrative civic commissions (fig. 81).181  

The variation in Dutch art to a more classical style did not compel Rembrandt to 

abandon his practice of drawing using a range of different techniques, some of which did 

not always conform to the popular tastes of his time. The drastically different appearance 

of Rembrandt‟s late drawing and painting styles compared to the works of many of his 

peers, has often been framed by contemporaries and scholars alike as a reflection of his 

disdain for classical art and artistic traditions as a whole. The artist, Gerard de Lairesse, 

admonished Rembrandt‟s “un-classical” mode of painting by remarking, “I do not deny 

that I once had a special preference for his (Rembrandt‟s) style. But as soon as I began to 

understand the infallible rules of art, I had to acknowledge this aberration and reject his 

style as something resting on nothing, but disordered flights of fancy which, without 

                                                 
179 Christian Trümpel, Rembrandt: Images and Metaphors (London: Haus Publishing, 2006), 189. 
180Jan Kelch, "Rembrandt Then and Now. Art Criticism and Connoisseurship," in Rembrandt: Quest of a 
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examples, have no solid foundation to support them.”182 The painter, Joachim von 

Sandrart, mirrored similar sentiments in his evaluation of Rembrandt‟s work. He notes, 

“So he [Rembrandt] maintained the practice that he had adopted and was not afraid to 

turn his back on all our rules of art, such as the rules of anatomy and human proportion, 

against perspective and the use of classical images, against Raphael‟s art of drawing and 

a sound artistic training.”183   

Contrary to the assessment by some of his peers and biographers, Rembrandt‟s 

“late style” in the second half of his career did not completely deviate from the classicist 

manner.184 During this period, Rembrandt analyzed other stylistic idioms to explore 

Italian conventions of grace and beauty. Although his approach may have been 

considered unorthodox, Rembrandt was very much an artist of his time, who 

continuously pushed and challenged artistic boundaries.185 Moreover, Rembrandt‟s style 

from his late period, although maligned by his own peers, reveals the intimate degree to 

which he functioned within the parameters of his Northern tradition. He thoughtfully 

considered a myriad of unconventional sources to develop the most original compositions 

and innovative techniques.186  

At the height of the classicist style in Dutch art, Rembrandt seems to implement a 

different approach (fig 82). However, it is clear that Rembrandt is responding to the 
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aesthetic ideals embodied by the new style of painting by coming up with a pictorial 

solution to Renaissance notions of elegance and beauty. Rembrandt opts instead to pair 

varied, loose, and imperfect lines with tranquil compositions and muted colors to create 

an evocative new pictorial language.  

Traditionally, the discussion of Rembrandt‟s anti-classical stance often centers on 

his paintings and excludes his graphic works. But, it is increasingly clear that 

Rembrandt's stylistic experimentations were rarely exclusive to one medium; he explored 

his artistic interests in a similar fashion in a range of media, even if they were 

thematically unrelated. This is most evident in works produced towards the end of the 

1640s and throughout the 1650s, in which Rembrandt painted with more imprecise 

brushstrokes in many of his pictures. His contemporary drawings mirror his paintings in 

the way he utilizes thicker, rougher lines to delineate his figures (fig.83).  

What is problematic, however, in this discussion on Rembrandt‟s overarching 

persona as the “searching artist” is the tendency in the scholarship to characterize the 

artist as looking solely towards Italian and ancient sources to experiment and modify his 

technique.187 Though Rembrandt‟s large art collection corroborates this assessment, he 

also had a number of ethnographic objects in his repertoire that he often incorporated into 

his work. Equally as important as Rembrandt‟s Kunstkammer in his artistic practice was 

his participatory role in Amsterdam‟s vibrant community. One would be hard pressed to 

find works of art in Rembrandt‟s oeuvre, that do not hint at his close association with 

Amsterdam‟s diverse religious and ethnic communities in the city. These next few 

sections will frame the aforementioned Mughal drawings as one of several sources 

Rembrandt employed to invent compositions and develop a new stylistic idiom.  
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CHALLENGING TRADITION: EXPERIMENTS WITH UNCONVENTIONAL STYLES  

When Rembrandt‟s Mughal drawings are studied in the same context as works he 

created contemporaneous to this series, it becomes clear that these “copies” were given 

the same thoughtful engagement and scrutiny as any of his other drawings. The similarity 

is particularly apparent when the diversity of lines and marks exhibited in his Mughal 

drawings are juxtaposed to the compositions he made for Jan Six. In 1652, Rembrandt 

produced two drawings, Homer Reciting Verses (1652) and Minerva in Her Study (1652), 

for his esteemed friend Jan Six, the future burgomaster of Amsterdam (fig 84, fig.85).188 

The drawings, which were part of an album amicorum, were not merely gestures of 

friendship between the two men, but intimate avenues for Rembrandt to demonstrate his 

artistic skill and style to his esteemed friend.189  

This Northern tradition of revealing one‟s artistic consciousness in meticulously 

constructed and executed drawings in an album amicorum, served as a creative space in 

which artists could explore and communicate current artistic conventions and theories 

with their peers. The unfinished, sketchy appearance of Rembrandt‟s drawings would 

have been interpreted by Jan Six as his friend‟s innermost imaginings, a well-known 

aspect of Italian art theory among learned circles in seventeenth-century Holland.190 

Treatises like De Pictura Veterum, written by Franciscus Junius (1591-1677) and 

published in Amsterdam in 1637, addressed the very ideas of roughness and creative 

processes in art: 

Neither is it any marvell that they should be so much ravished with this 

contemplations, seeing they do not only perceive in these naked and undisguised 
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lineaments what beautie and force there is in a good and proportionable designe; 

but they doe likewise see in them the very thoughts of the studious Artificer, and 

how he did bestirred his judgment before he could resolve what to like and what 

to dislike.191    

Rembrandt‟s, Homer Reciting Verses, a composition he adapted from Raphael‟s 

Parnasus, demonstrates this rough manner of drawing. Here, he utilizes thick, 

fragmented lines to delineate the figures within the visual landscape (fig. 86). The lack of 

detail prohibits the viewer from grasping the narratives immediately. Moreover, the 

figures appear rigid and sculptural, seemingly antithetical to the established Italian 

conventions of grace and beauty.192 Minerva in Her Study, exhibits drawing the 

roughness in a slightly different style.193 Its composition is much more straightforward 

than that of the Homer drawing. Rembrandt positions the goddess in front of a bright 

window in a manner that makes it appear as though she is being bathed in light. 

Additionally, the wash Rembrandt used to create an illusion of space in the drawing gives 

this particular work an aura of completeness. 

The different approaches Rembrandt utilized in the drawings he made for Jan Six 

demonstrate his artistic bravura in engaging art theory concerning Dutch artists and 

connoisseurs. For instance, Rembrandt employed the current preoccupation with the 

classicist manner of painting in Dutch art by way of the different, albeit, related Italian 

practice of non finite, which exhibits one‟s working process. Rembrandt‟s intentional 

decision to render his figures outside the conventions of grace and beauty was his way of 

conveying his familiarity with tradition. For someone who deeply appreciated art and 
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scholarship like Jan Six, Rembrandt‟s bold experimentation with an archaic style and 

enigmatic composition would have been greatly appealing, since it required a fair 

knowledge of antiquity literature and art theory to interpret and accurately understand 

Rembrandt‟s innovations.194  

Rembrandt‟s candid experimentation with the archaic form in the Six album, in 

many ways, parallels the engagement with his copies of Mughal paintings. The two 

dozen or so copies Rembrandt produced, evidence similar stylistic experimentation. 

Rembrandt, for instance, revisits the minimal compositions and roughly executed lines of, 

Homer and Minerva in Her Study drawings, in his studies of Mughal portraiture and 

narrative. He uses the same kind of rough, loose lines, incomplete fragmented 

compositions, and restrained figures in several of his Mughal drawings. Even though the 

aforementioned depictions and his album amicorum are not thematically related, 

Rembrandt uses them similarly as a response to Renaissance conventions of proportion 

and perspective.  

Comparing Rembrandt‟s interpretation of the Mughal painting in the Timur 

drawing and his radical adaptation of Raphael‟s Parnassus in Homer Reciting Verses, 

there are clear similarities in the way Rembrandt consciously experimented with pictorial 

and stylistic elements that were uncharacteristic of the Northern tradition. In Emperor 

Timur and His Successors, Rembrandt appears to still be interested in using crude, 

imprecise marks and lines to allow his artistic process to be visible throughout his 

drawing (fig. 27). This, like so many of his other Mughal copies, illustrates a stylistic 

departure from what he would have encountered in the original painting. In Mughal 

narrative painting, the most important figure, such as the emperor, is highlighted through 
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his size and relative position to other subjects in the painting‟s composition.  Rembrandt 

preserved this hierarchy closely by making Timur the most prominent figure in his 

drawing. Not only is he slightly larger, but he holds an elevated position to the other 

figures in the piece.  

Other salient elements of the Mughal style also caught Rembrandt‟s attention. The 

artist chose to incorporate shaded portions of the background in order to arrange his 

figures in a more three-dimensional space than what would have been pictured in the 

original Mughal painting. Even though he felt compelled to create, what he perceived to 

be, a more naturalistic setting, Rembrandt managed to uphold an element of flatness in 

his figures.195 Timur captures the juxtaposition between Rembrandt‟s naturalistic 

adaptation of the pictorial space and his handling of the restrained, stoic gestures of the 

figures he observed in the original Mughal painting. Rembrandt‟s innovative adaptations 

to the narrative occur on the right side of the drawing where he added two standing 

figures behind Timur as a way to heighten a sense of depth to the composition. A more 

unique adaptation Rembrandt made in Timur is the posterior view of the two seated men 

in the far right corner of the drawing. This is an arrangement that most likely did not exist 

in any of the Mughal paintings he viewed.  

In some of his copies, Rembrandt paid closer attention to the precision and 

delicacy of the line in Mughal paintings instead of using the rough manner showcased in 

his drawings for Jan Six. For instance, the drawings, A Deccani Nobleman Standing; 

Emperor Jahangir Standing, and Emperor Shah Jahan Standing, are meticulously copied 

using tight, precise lines that are reminiscent of an earlier drawing style (figs.5-7).196 This 
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sub-set of drawings, in particular, does not display the loosely constructed lines evident 

in Timur, though they were most likely produced in close proximity to one another.  

Creating Drama: Adapting Mughal Narrative  

Rembrandt retained the hallmark characteristics of Mughal style, including the 

flatness and unique spatial arrangement in his drawings, because these elements 

embodied a completely different manner of expressing the human figure. At the same 

time, however, his Mughal drawings can be viewed as reflections of his interest in 

expressive narrative imagery. The idealized figures and geometrically organized 

compositions, typically seen in Mughal paintings, are often re-interpreted in Rembrandt‟s 

copies in a manner that dramatize the replicated scenes through naturalistic facial 

expressions and gestures,197 despite a complete dearth in cultural context.   In Emperor 

Timur and His Successors, one of the few multi-figure compositions Rembrandt copied, 

he dramatized the narrative by giving the figures individualized expressions. The eyes in 

a few subjects are downcast, while others add tension to the scene by gazing directly at 

Timur.  

Rembrandt‟s expressive interpretation of the Mughal figures in his Timur drawing 

is also seen in his Akbar and Jahangir. Without completely losing the sense of flatness, 

Rembrandt added subtle adjustments to make the gestures slightly more naturalistic than 

what was usually seen in Mughal paintings.198 Comparing Rembrandt‟s drawing to a 

Mughal painting with a similar composition, demonstrates his naturalistic rendering of 

Jahangir by relaxing his posture. Rembrandt conveys movement by the way Jahangir‟s 

sash falls naturally on his lap. He also imposed a “narrative” action in his drawing by 
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having the two emperors converse. Jahangir, holding a book in one hand and gesturing 

with the other, appears to be immersed in a lively discussion with his father. Likewise, 

Akbar makes direct eye contact with his son to indicate his attentiveness and interest in 

his son‟s explanations. 

Of all the Mughal drawings, Rembrandt‟s, Shah Jahan on Horseback, is a copy of 

a painting that most likely already possessed a sense of narrative (fig. 8).199 In the 

Mughal paintings, Shah Jahan is often depicted on a motionless stallion. Even in a 

narrative painting such as, Shah Jahan Hunting, from the Padshahnama, the idealized 

style of the Shah Jahani painting maintains the pristine, stoic image of the emperor.200 

Rembrandt‟s rendition, however, utilizes a western equestrian motif where the sovereign 

is usually shown expertly mastering the spirited stallion. The rearing horse, although 

appropriated from European pictorial tradition, helps conscientiously preserve the stoic 

posture seen in the Mughal paintings of the emperor. Rembrandt kept the emperor‟s arm 

at a sharp 90-degree angle, while maintaining the rigidity of the upper body, to recall the 

idealized figural form seen in Mughal paintings from the Shah Jahan period.  

 Rembrandt‟s drawing, Indian Archer, exhibits many of the same characteristics 

seen in his drawing of Shah Jahan on Horseback.201 The loose, sketchy lines delineating 

the figure are nearly identical in both drawings, though an articulated background is 

absent in the Indian Archer. Single figure portraits of soldiers, princes, religious sufis, 

and courtiers in Mughal paintings are often depicted holding various objects relating to 
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their profession or to their membership with the royal family.202 Movement in these 

portraits was minimal or non-existent; most often times, subjects are painted standing 

still, in a fixed profile position. Rembrandt, on the other hand, drew his archer in action. 

The figure has his bow and arrow already cued in his hands and even his feet are depicted 

in mid trot.  

INNOVATING PICTORIAL TRADITIONS: REMBRANDT’S “ELIMINATIONS”   

Rembrandt‟s unique method of innovating and experimenting with a variety of 

iconographic motifs and traditions to formulate the most evocative composition has at 

times been misinterpreted in the scholarship as acts of arbitrary omissions.203 Schmidt-

Degener first analyzed these iconographic omissions when he used Rembrandt‟s small 

etching, Gethsemane, as an example of Rembrandt‟s deviation from pictorial traditions 

(fig. 87):  

In the Gethsemane scene from the Great Passion, a woodcut that Rembrandt knew 

as well as we do, the angel brings Christ a cross instead of the chalice. But 

Rembrandt seeks no symbol for the coming horror. His conception is new. Christ 

despairs in the darkness of his Gethsemane like someone who no longer 

understands anything except that his soul is wretched to the point of death. 

Rembrandt‟s compassionate angel knows of neither cross nor chalice.204  

This dated presumption has been refuted by recent scholars, such as Christian Tumpel, 

who argues Rembrandt‟s omissions were not aberrations meant to deviate from tradition, 

but his intentional decision to choose elements from a variety of iconographic motifs and 
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narratives to assemble the most evocative composition.205  Even though he bases his 

argument on the artist‟s paintings, the same can be said of Rembrandt‟s drawings, as well 

as his approach to graphic works. 206  

 Rembrandt‟s Mughal drawings, as discussed in the previous chapter, were not 

exact replications of the original Mughal paintings, but rather products of careful 

imitation through his own stylistic idiom. Likewise, the intentional exclusions Rembrandt 

made in his Mughal copies closely resemble the iconographic or pictorial alterations 

exhibited in many of his other drawings. His sketch of the Annunciation (1635), although 

from an earlier period, is a particularly good example of Rembrandt‟s innovative 

alteration (fig. 88).  In most drawings and paintings of the Annunciation scene stress the 

moment when the Archangel Gabriel approaches the Virgin Mary and proclaims: “Hail, 

thou art highly favored, the Lord is with thee, blessed art thou among women” (Luke 

1:28).207 Rembrandt, on the other hand, chose to depict the moment right after Mary 

heard the announcement. She is dazed and has lost her balance, which quickly prompts 

Gabriel to assist her back in her chair. The point of the narrative that Rembrandt captured 

in his drawing is not radically different from what is usually pictured, but gone are the 

symbols typically associated with the Annunciation, such as Mary‟s prayer book, lily 

branches, dove, and celestial rays. 

This process of elimination where Rembrandt deliberately excluded symbolic 

iconography to create a more evocative composition is also a preoccupation that he 

exercised throughout his Mughal series. Comparing his drawing Akbar and Jahangir to 
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the Mughal painting depicting the same narrative, reveals the very elements Rembrandt 

deliberately omitted. Rembrandt excluded is the umbrella, a Hindu symbol used to mark 

a person of great importance, a feature the Mughal emperors appropriated into their 

dynastic iconography (fig. 89).208 However, he still retained the puttis in his version, but 

they are undefined as if to be relegated to a position of secondary importance. The 

background does not seem to have appealed to Rembrandt very much. The haloes are 

only faintly demarcated and the clouds are loosely drawn, minimally denoting a celestial 

setting.  

 The elements that Rembrandt omitted in his drawing of Akbar and Jahangir are 

also the very same characteristics Willem Schellinks chose to exclude in his adaptations 

of the Mughal painting in his two compositions, Shah Jahan and His Four Sons(figs. 90, 

fig. 91).209 In fact, Schellinks went a step further by eliminating the puttis and the 

umbrella altogether in both versions of this painting. In the drawing at the Musée Guimet 

in Paris, Schellinks prominently placed a miniaturized version of the two emperors 

amidst voluminous clouds to give the appearance of them hovering over a spectacular 

parade celebrating Shah Jahan and his progeny. In contrast, the painting at the British 

Museum depicts the celestial setting in much more ambiguous terms.  

Schellinks‟s adaptation of the Mughal painting, though different than what we 

find in Rembrandt‟s drawings, is worthy of further investigation given both artists chose 

to eliminate the same elements in their respective pieces. A possible explanation is that 

the two artists shared the same visual culture, influencing and ultimately shaping the way 
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 70 

they encountered visual aesthetic.210 The Christian, and therefore more “European,” 

components did not appear to arouse enough interest to imitate and adapt into their 

work.211 Yet other aspects that appeared too unfamiliar also failed to pique interest, as in 

the case of the appropriated symbol of the umbrella.212 Rembrandt and Schellinks chose 

not to depict this small detail, perhaps because it went beyond their scope of 

understanding. Overall, Schellinks‟ engagement with Mughal art is far more limited in 

range than what can be seen in Rembrandt‟s drawings. Rather than incorporating aspects 

of the Mughal style in his painting, he is more interested in the way the appropriated 

Mughal image lends an aura of authenticity to his composition.   

INCORPORATING THE MUGHAL STYLE:  REMBRANDT’S ART FROM THE 1650’S 

  The persistent notion that Rembrandt‟s Mughal drawings are either studies of 

Oriental costumes or gestures loses much of its relevancy when they are observed in 

context with his contemporary thematic and artistic concerns. Many scholars have 

pointed out Rembrandt‟s engagement with representations of Jews and the Old 

Testament, but few have taken into consideration how his overarching interest in cultures 

may have affected the way in which he approached his biblical imagery.213 Especially in 

his Old Testament narratives, Rembrandt often turned to oriental imagery as a way to 

authenticate his figures, which Courtright suggests may have been due to the belief held 

by Rembrandt‟s milieu the East was closer to ancient times.214 
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In light of Rembrandt‟s empathetic observations of the different cultures and 

peoples in the city, it is highly probable his gravitation towards using Oriental imagery 

had links to the increased level of contact with Asia around the mid-century. The use of 

travel literature and printed images of the East to interpret biblical paintings is poignantly 

captured by Philips Angel, a young painter from Leiden. His analysis of Rembrandt‟s, 

The Wedding Feast, which he gave in a speech in 1642, reveals his understanding of 

some customs of Asia (fig. 92). Angel writes the following: 

I once saw a Samson’s Wedding Feast pictured by Rembrandt, of which we can 

read in Judges, chapter 14, verse 10, wherefrom one could perceive how this bold 

mind, by reflecting deeply, had observed the particularity of the seating of the 

guests at table: the ancients used little bed to lie on and they did not sit at table as 

we do now, but reclined on their elbows in the manner which is still in use in the 

lands of the Turks and Rembrandt showed this very nicely…In sum, it was a very 

merry wedding, and yet although the movement were like those found in our 

feasts today, nevertheless he made a distinction so that we could well distinguish 

it from our wedding feasts. Behold, this fruit of his own natural expression 

derived from history well read and understood by high and far reflection.215  

The way Peter Angel recognized and pinpointed Rembrandt‟s innovative use of Turkish 

table manners in this biblical narrative, shows not only an incredible awareness of the 

East as propagated in literature, but also the present global network in which goods from 

Asia were imported to cities like Leiden and Amsterdam. There is also, at some level, an 

association between Asia and the distant past that is being asserted by both Angel‟s 

explanation of Rembrandt‟s Samson Posing a Riddle to the Wedding Guest and 
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Rembrandt‟s intentional choice to reference the East in a biblical narrative in the first 

place.  

 Costume books and art treatises undoubtedly played a significant role in 

visualizing a historical time that must have felt very distant to people of Rembrandt‟s 

milieu, but like any artist of his time, he did not differ in utilizing these visual sources in 

creating his biblical imagery. But, perhaps above all influences, Rembrandt‟s former 

teacher, Pieter Lastman, served as the single most important visual source, one that 

Rembrandt turned to time and time again. Even though he borrowed different elements 

from his teacher‟s paintings, he never imitated his mentor‟s work, opting instead to make 

his own innovations and invent an entirely new composition.   

Rembrandt distinguished himself from both his teacher and peers by his ability to 

draw inspiration from the environment to create expressive interpretations of Old 

Testament narratives. Rembrandt‟s Belshazzar’s Feast (1635) also draws its pictorial 

influences directly from his environment (fig. 93). Rembrandt‟s contact with the Jewish 

community in Amsterdam becomes apparent from the inscription in the painting.216 The 

Hebrew letters could not have been included on Rembrandt‟s own accord; he had to 

consult an expert to incorporate such a complex foreign inscription in his composition. 

Scholars speculate Rabbi Manasseh ben Israel aided Rembrandt with his Hebraic 

inscription and, that later he commissioned the artist to illustrate his tract, Piedra 

Gloriosa.217   

 Rembrandt‟s tendency to utilize a variety of sources to invent a wholly different 

and evocative interpretation further explains why he was so drawn to the Mughal 
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paintings and appropriated elements he found fascinating in his biblical imagery.218 

Rembrandt‟s direct adaptation of the Mughal style is found in his etching, Abraham 

Entertaining the Angels (1655), a subject he visited throughout his career. The life of 

Abraham, the first Hebrew patriarch, plays a significant role in the Pauline belief that 

God‟s covenant with Abraham set the foundation for the new covenant in Christ.219 This 

is reiterated constantly throughout the New Testament scripture. In Acts 13:32, Saint Paul 

writes, “what God promised to the fathers, this he has fulfilled to us their children by 

raising Jesus.”220 Abraham‟s convent with God also played a pivotal role in Calvinist 

theology.221 In Genesis 17:4-8, the promise is described as the following: “Thou shalt be 

the father of a multitude of nations…And I will make thee exceeding fruitful, and I will 

make nations of thee, and kings shall come out of thee…And I will give unto thee, and to 

thy seed after thee, the land of thy sojourning, all the land of Canaan, for an everlasting 

possession; and I will be their God.”222                                                                                                                                                                                                     

Rembrandt‟s approach to this particular narrative of Abraham and the angels 

exhibits an evolution of style and narrative that may have been triggered by his Mughal 

drawings. His earlier painting from 1646 shows traces of Lastman‟s influence in the way 

Rembrandt adopted a rectangular layout, but his overall composition is calm and intimate 

when compared to Lastman‟s painting (figs. 94-95). The etching he made in 1656 is yet 

another departure from his previous painting as well as from Lastman‟s composition and 

even his painting he made a decade earlier.223 When Rembrandt began this etching, he 

was either working on his Mughal drawings or had just finished his substantial collection. 
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He may have used the composition from his Mughal drawing to create this unique figural 

arrangement for his etching (fig. 96).224 The way Rembrandt arranged the three angels 

and Abraham in a semi-circle is a nearly identical formation seen in Rembrandt‟ copy of 

Four Orientals Seated Beneath Tree (fig. 19).  

From his drawing of the four religious sufis, Rembrandt adapted the semi-circular 

arrangement of seated figures to arrange Abraham and the angels in his etching. Even in 

his adaptation of the Mughal composition, Rembrandt made alterations to fit his 

narrative. In the etching, Rembrandt distinguished the expressions of each figure to allude 

to the moment in the story where Sarah is astonished by the news that she will bear a son, 

Isaac. Rembrandt, even in his earlier paintings, exhibits a desire to incorporate details that 

would give his compositions an aura of authenticity. For Rembrandt‟s intellectual circle 

of friends and patrons, moreover, these “cultural” elements found in Belshazzar’s Feast 

or even Abraham Entertaining the Angels would not have gone unnoticed. As innovative 

as his compositions may be, Rembrandt made his adaptations to create Biblical imagery 

that were well understood in his visual culture. Nevertheless, as a “searching” artist, he 

still saw the value of finding an element of visual familiarity or continuity between his 

visual culture and the foreign style he encountered in Mughal art.  
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CONCLUSIONS 
 

 

For an artist like Rembrandt, whose legacy is embodied in hundreds of drawings, 

etchings, and paintings, it can feel like an insurmountable task to trace a sense of 

continuity across medium, theme, and technique. Scholars continue to make several 

categories of his work- thematically and stylistically- in hopes of understanding the 

artist‟s multi-faceted persona. It is, however, to be expected from an innovative artist of 

Rembrandt‟s stature to possess a technical and modal flexibility and for it to be reflective 

of his interests of the time. But, for all his variegated tendencies, Rembrandt consistently 

strove to produce the most evocative and originative compositions possible. This strong 

artistic desire for pictorial experimentation, in addition to his sensitivity for acute 

narrative interpretation, coalesces to form a more unified portrait of Rembrandt as an 

empathetic, albeit ambitious, artist. 

In his dogged pursuit for artistic innovation, Rembrandt meticulously developed 

and honed his approach by actively participating in his cosmopolitan environment. 

Although the degree of interaction between the artist and the Jewish community remains 

unclear, his sensitivity to their faith and culture is undeniable as evidenced by the biblical 

imagery, such as Belshazzar’s Feast and Moses With Tablets of the Law, from the 1640s 

and 1650s. Rembrandt also utilized his expansive network of patrons and fellow 

collectors to help expand his artistic repertoire. His friendship album for Jan Six offers a 

rare glimpse into how he shared personal ideas and stylistic advancements with a close 

patron, in what would have been a lively artistic and intellectual exchange between the 

two men.  
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 Most often, however, it was Rembrandt‟s consummate habit of observing, 

studying, and analyzing works of art that challenged him to experiment to find the most 

innovative style of painting and drawing. Rembrandt viewed Mughal paintings as 

fascinating pieces that he could imitate and employ to examine new pictorial 

compositions; this process may have contributed to the dramatic change in style during 

his late artistic period. Scholars have long touted his works from the 1650s as the height 

of the artist’s engagement with religious imagery.  

CULTURAL HYBRIDITY  

Rembrandt‟s Mughal copies, however, implicates much more than a visual 

influence on his artistic practice.  The fascination with collecting and observing objects 

and peoples from different cultures often led to a kind of cultural “self-fashioning,” an 

activity Rembrandt found himself doing occasionally in his own portraits. 225 Analyzed 

here within Rembrandt‟s overarching global fascination, his Mughal drawings embody 

what Peter Burke describes as “cultural hybridity,” where two cultural schemata are 

amalgamated and transformed.226 This is not to say, however, Rembrandt‟s imitation of 

the Mughal style “inspired” a new style from the artist, but rather exposed him to new 

paradigms of pictorial compositions and techniques.  

 The tendency in western scholarship is to frame the ways in which Europe 

viewed, fantasized, and commoditized Asia, but this gaze was mutually shared. The 

Mughal emperors‟ intrigue with the West compelled European religious orders and 

merchants to bring ample gifts of engravings and books to the rulers, which were 
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subsequently appropriated, and adapted into their visual culture, produced their own 

objects of cultural hybridity. But, even within this exchange of glances, certain rules still 

applied. The Mughal artists did not abandon their anti-illusionistic techniques in the same 

way Rembrandt never lost his sense of naturalism.  

RE-DEFINING “DUTCHNESS” IN DUTCH ART  

The understanding of Rembrandt‟s Mughal drawings as products of cultural 

hybridity requires a new definition of what we consider to be the “Dutchness” in Dutch 

visual culture. Thomas DaCosta and Julie Hochstrasser are two Northern specialists 

whose studies challenge Svetlana Alpers‟s long withstanding characterization of Dutch 

art as “the art of describing.”227  But, this appraisal is lacking in that it does not account 

enough of Holland‟s role in early modern globalization.  At its core, the motto, “the art of 

describing,” presents a singular visual culture shaped exclusively by the Dutch without 

external impetus or influence.228  

In light of the new extant research on the artistic and cultural exchanges between 

Europe, Asia, and the New World, a more precise and inclusive definition of “Dutchness” 

is required; in particular, one that will enable appropriate discussions on cross-cultural 

engagement and the movement of art across time and space. The inter-disciplinary 

approaches, Kunstgeographie and mobility studies, among others, are proving to be 

useful models for framing Dutch art in a more global context.229 

 Inevitably, re-defining what characterizes Dutch art will have far-reaching 

implications about how art history is categorized and could enable amendments to the 
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nineteenth-century epistemological models by which the entire discipline of art history 

was founded.230 The Burckhardt notion of “nationalist culture,” specifically, looms large 

in Dutch art produced during the “golden age,” where salient features are said to have 

developed in painting.231 These enduring theories utilized by the influential nineteenth-

century scholars, Burckhardt, Wölfflin, and Riegel, continue to shape the way art history 

is taught and studied in today‟s institutions of higher learning. However, Claire Farago 

suggests a revised narrative of art history, which emphasizes the investigation of cultural 

exchange, is a step towards inclusivity in a discipline notorious for its selectivity in what 

it deems as “art” and the individuals they consider “artists.”   

 In the increasing scholarly trend to examine the role of “globalization,” there is 

always a danger of over-emphasizing the cross-cultural exchange and its overall 

“influence” on the field. As Peter Burke aptly puts it, “the danger today is not the neglect 

of non-western contributions but the exaggeration of their importance.”232 Seven 

Parissien, representing the other end of the spectrum, contends that European collectors 

never evinced any “genuine interest” in Asia.233  This thesis strived to avoid these two 

extremes by carefully framing Rembrandt‟s engagement within the context of 

seventeenth-century collecting and his artistic practice.  
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APPENDIX 

 

      

Figure 1. Rembrandt van Rijn, Indian Woman with Flower, 1654-60. Pen 

and ink. Stockholm, Nationalmuseum. 

 

 

 

Figure 2. Rembrandt van Rijn, Shah Jahan, 1654-1660. Pen and ink. 

Cambridge, Fogg Museum of Art. 
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Figure 3. Rembrandt van Rijn, Indian Archer, 1654-60. Pen and ink, 188 

x131mm. Amsterdam, Rijksmuseum. 

 

 

 

Figure 4. Rembrandt van Rijn, Shah and Jahan,1654-60. Pen and ink on 

Japanese paper. Cleveland, Cleveland Museum of Art.  

 

 

 

Figure 5. Rembrandt van Rijn, Indian Nobleman, 1656-60. Pen and ink on 

Japanese paper, 184 x 112 mm. London, The British Museum. 
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Figure 6. Rembrandt van Rijn, Indian Warrior with a Shield,1654-60. Pen, 

brown ink on Japanese paper. New York, J. Pierpont Morgan Library. 

 

 

 

Figure 7. Rembrandt van Rijn, Deccani Nobleman Standing,1656-60. Pen, 

ink on Japanese paper, 196 x 158 mm. London, The British Museum. 
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Figure 8. Rembrandt van Rijn, Shah Jahan on Horseback,1654-60. Pen 

and ink, red chalk on Japanese paper, 21.9 x 19.2 cm. Paris, Louvre. 

 

 

 

Figure 9. Rembrandt van Rijn, A Mughal Nobleman on Horseback,1654-

60. Pen, ink, red, yellow chalk, and Japanese paper. London, British 

Museum. 
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Figure 10. Rembrandt van Rijn, Shah Jahan with Flower,1654-60. Pen 

and ink on Japanese paper.Stockholm, National Museum. 

 

 

 

Figure 11. Shah Jahan and Dara Shikoh, Getty Museum. 
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Figure 12. Rembrandt van Rijn, Two Mughal Noblemen,1656-60.Pen, 

brown ink on Japanese paper, 174 x 214 mm. London, British Museum. 

 

 

 

Figure 13. Rembrandt van Rijn, Portrait of Shah Jahan,1654-60. Pen and 

ink on Japanese paper, 69 x 71 mm. Amsterdam, Rijksmuseum. 
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Figure 14. Rembrandt van Rijn, Shah Jahan and his Son,1654-60. Pen and 

ink on Japanese paper, 94 x 86 mm. Amsterdam, Rijksmuseum. 

 

 

 

Figure 15. Rembrandt van Rijn, The Grand Mughal Jahangir,1654-60. 

Pen and ink on Japanese paper, 183 x 120 mm. Amsterdam, Rijksmuseum. 
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Figure 16. Rembrandt van Rijn, Jahangir Receiving an Officer,1654-60. 

Pen and brown ink on Japanese paper, 21 x 18.4 mm. London, British 

Museum. 

 

 

 

Figure 17. Rembrandt van Rijn, Akbar and his Son Jahangir,1654-60. Pen 

and ink on Japanese paper. Haarlem, F. Koenigs. 
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Figure 18. Rembrandt van Rijn, Two Indian Noblemen,1654-60. Pen and 

brown ink, some white gouache on Japanese paper, 191 x 234 mm. New 

York, The Morgan Library. 

 

 

 

Figure 19. Rembrandt van Rijn, Four Orientals seated under a Tree,1656-

60. Pen,brown ink, grey wash on Japanese paper, 194 x 124 mm. London, 

British Museum. 
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Figure 20. Rembrandt van Rijn, Indian Woman,1654-60. Pen and ink on 

Japanese paper. Haarlem, F. Koenigs.  

 

 

                                 

Figure 21. Four Seated Oriental Men, undated. Vienna, Schönbrunn 

Palace. 

 

 

 

Figure 22. Jahangir Receiving an Officer, undated. Vienna, Schönbrunn 

Palace. 
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Figure 23. Dara Shikoh (?), undated. Vienna, Schönbrunn Palace. 

   

 

 

Figure 24. Shah Jahan Standing, undated. Vienna, Schönbrunn Palace. 
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Figure 25. Shah Jahan on Horseback, undated.Vienna, Schönbrunn 

Palace. 

 

 

 

Figure 26. Indian Soldier, undated. Vienna, Schönbrunn Palace. 
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Figure 27. Rembrandt van Rijn, Timur and his Successors,1654-60. Pen, 

brown ink, and wash on Japanese paper, 18.6 x18.7 cm.  Paris, Louvre.   
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Figure 28. Rembrandt van Rijn, Two Negro Drummers Mounted on 

Mules,1637. Brown ink and wash, red chalk and yellow watercolor, 22.9 x 

71.1 cm. London, British Museum.   

 

 

 

Figure 29. Rembrandt van Rijn, Russian Courtiers, 1637.Brown ink and 

wish, 14.4 x 20.1 cm. New York, The Morgan Library.   
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Figure 30. Rembrandt van Rijn, Self-Portrait in Oriental Costume,1631. 

Oil on panel, 81 x 53 cm. Paris, Musée du Petit Palais, Musée des Beaux-

Arts de la Ville de Paris. 
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Figure 31. Rembrandt van Rijn, Female Nude in Japanese Hat,1654-60. 

  Pen and ink on Japanese paper. London, V&A Museum.  

 

 

 

Figure 32. Rembrandt van Rijn, Indian Woman,1654-60. 

  Pen and ink on Japanese paper. Haarlem, F. Koenigs.  
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Figure 33. Artus Quellien and assistants, back pediment, Amsterdam 

Town Hall (now Royal Palace). Marble bas-relief, 1650-1665. 

   

 

 

Figure 34. The area assigned to the VOC by Charter. 
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Figure 35. Rembrandt van Rijn, Portrait of Nicolaes Ruts,1631. Oil on 

canvas, 1116.8 x 87. 3 cm. New York, Frick Collection. 

 

 

 

Figure 36. Rembrandt van Rijn, Jan Pietersz, Bruyningh and his Wife, 

1633. Oil on canvas, 131 x 107 cm. Boston, Property of Isabella Stewart 

Gardner Museum. 
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Figure 37. Rembrandt van Rijn, Jan Rijcksen, and his wife Griet 

Jans,1633. Oil on canvas, 111 x 166 cm. London, The Royal Collection, 

Her Majesty Queen Elizabeth, II. 

 

 

 

Figure 38. Rembrandt‟s Circle, Study of Jews,1655. Ink drawing, 17.5 x 

23.7 cm. Haarlem, Teylers Museum. 
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Figure 39. Rembrandt van Rijn, The White Negress, 1630. Etching, 11.2 x 

8.4 cm. Haarlem, Teylers Museum. 

 

 

 

Figure 40. Rembrandt van Rijn, Moses with the Tablets of the Law, 1659. 

Oil on canvas, 168.5 x 136.5 cm. Berlin, Staatliche Museen, 

Gemäldegalerie.  
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Figure 41. Rembrandt van Rijn, Two Moors,1661. Oil on canvas, 78 x 

654.5 c m. The Hague, Koninklijk Kabinet van Schilderijen Mauritshuis. 

 

 

 

Figure 42. Auction Bill, 1656. Hoge Raad van Adel, The Hague, Family 

archive van der Lely van Oudewater. 
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Figure 43. Rembrandt van Rijn, The Shell (Conus marmoreus), 1650. 

Etching, drypoint, and burin, 9.7 x 13.2 cm. New York, Pierpont Morgan 

Library.   
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Figure 44. Claes Jansz Visscher, Engagement between the Dutch and 

Portuguese fleets near Banten, 1601. Engraving, Maritiem Museum. 

 

 

 

Figure 45. The Meeting of the King of Kandy and Joris van Spilbergen, 

1605. From ‘t Historiael Journael van tghene ghepasseert is…. Engraving 

on paper. Amsterdam, Rijksmuseum.  
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Figure 46. Europeans Bring Gifts to Shah Jahan, 1650. From the 

Padshahnama manuscript. Opaque water color on paper. The Royal 

Collection.  

 

 

 

Figure 47. Rembrandt van Rijn, Two Boyers at Anchor, with a Man 

Taking in Sail, early 1640s.  Black chalk, heightened with white, 14 x 15.8 

cm. Vienna,  
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Figure 48. Claes Jansz Visscher, Profile of Amsterdam from the Ij 

(Allegory on the Prosperity of Amsterdam), 1611. Etching and engraving, 

25.5 x 112 cm. Amsterdam, Rijksprentenkabinett, Rijksmuseum.  

 

 

 

 

 

Figure 49. W. Marshall [?], Indians, 1634. From Thomas Herbert‟s 

Travels in Persia: 1627-1629, engraving, published in London.  
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Figure 50. The Emperor Jahangir with Prince Khurram, 1625. From 

Purchas his Pilgrimes (vol. II), engraving, published in London.  

 

 

 

Figure 51. Jan Jansz Treck, Still Life with a Pewter Flagon, 1649. Oil on 

canvas, 76.5 x 63.8 cm). London, National Gallery.  
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Figure 52. Rembrandt van Rijn, A Young Artist Drawing by Candelight, 

1641. Etching, 94 x 64 cm. Amsterdam, Museum het Rembrandthuis.  

 

 

 

Figure 53. The East India House in Amsterdam, 1660. Engraving, 190 x 

295 mm. Amsterdam, Gemeentearchief.  



 106 

 

Figure 54 a. Rembrandt van Rijn, Birds of Paradise,1639. Pen and brown 

ink, brown wash, 18.1 x 15.4 cm. Paris, Musee du Louvre.  

 

 

 

Figure 54 b. Rembrandt van Rijn, An Elephant,1637. Black chalk, 25.5 x 

35.4 cm. Vienna, Graphische Sammlung Albertina.  

 

 

 



 107 

 

Figure 55. Prince and Courtiers at Camp, Mughal, 1650. Opaque 

watercolor on paper, 20.3 x 30.5 cm. New York, Terence McInerney.  

 

 

 

Figure 56. The Van Diemen Box, 1636-9, Japan. Wood, covered in black 

lacquer with gold, silver and red.  

 

.  
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Figure 57. Aelbert Cuyp, Portrait of a Dutch merchant and his wife with 

East Indies fleet in the bay of Batavia, 1650s. Oil on canvas, 138 x 208 

cm. Amsterdam, Rijksmuseum 
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Figure 58. Rembrandt van Rijn, Standing Oriental Warrior, 1627. Red 

chalk, 306 x 162 mm. Dresden, Staatliche Kunstsammlungen, 

Kupferstich-Kabinett. 

 

 

 

Figure 59. Rembrandt School, Four Young Women in Antique Dress, 

1635-40. Brown ink, 156 x 108 mm. Dresden, Staatliche 

Kunstsammlungen, Kupferstich-Kabinett. 



 110 

 

Figure 60. Rembrandt van Rijn, Sheet of Studies of Heads and Three 

Sketches of a Woman Holding an Infant, 163. Pen and brown ink, brown 

wash, red chalk, 22 x 23 cm. Birmingham, The Barber Institute of Fine 

Arts, University of Birmingham. 

 

 

Figure 61. Rembrandt van Rijn, The Raising of the Cross, 1657-58. Pen 

and brown ink, white watercolor, 17.9 x 21.1 cm. Berlin, Staatliche 

Museen zu Berlin, Preussischer Kulturbesitz, Kupferstichkabinett. 
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Figure 62 a. Raphael (Italian, 1483-1520), Portrait of Baldassare 

Castiglione, 1514-5. Oil on canvas, 82 x 67 cm. Paris, Musée du Louvre. 

 

 

 

Figure 62 b. Rembrandt van Rijn, Portrait of Baldassare Castiglione, after 

Raphael, 1639. Pen and brown ink, 16.3 x 20.7 cm. Vienna, Graphische 

Sammlung Albertina. 
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Figure 63. Rembrandt van Rijn, Skeleton Rider Mounted on the Skeleton 

of a Horse, 1655. Pen and brown ink, 15.7 x 15.4 cm. Darmstadt, 

Hessisches Landesmuseum. 

 

 

Figure 64 a. Andrea Mantegna (Italian, 1431-1506), Calumny of Apelles, 

1504-06. Pen and brown ink, 20.6 x 37.9 cm. London, The British 

Museum. 
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Figure 64 b. Rembrandt van Rijn, Calumny of Apelles, 1652-54. Pen and 

brown ink, brown wash, on gray-brown paper, 26.3 x 43.2 London, The 

British Museum.  

 

 

Figure 65. Six Unfinished Portraits of Shah Jahan, 17
th

 century. Vatican, 

Vatican Library.  
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Figure 66.  Dara Shikoh, 1650. 51 x 3.6 cm. Cleveland, Cleveland 

Museum of Art.  

 

 
 

Figure 67 a. Mughal Tree of Descent, Mughal, 1630. Opaque watercolor 

on paper, 36.1 x 24.3 cm. Collection Prince Sadruddin Aga Khan.  
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Figure 68. The Emperor Shah Jahan Holding a Child, Mughal, 1621. 

Opaque watercolor on paper, 19 x 13.6 cm. London, Victoria and Albert 

Museum.   

 
 

Figure 69 a. Unknown artist, Profile Portrait of Andrea Doria, 1550-1600. 

Engraving. Florence, Biblioteca Marucelliana.  
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Figure 69 b. Rembrandt van Rijn, Profile Portrait of Andrea Doria, 1655-

8. Pen and brown ink, brown wash, the circle shaded with red chalk, 16.8 

x 20.2 cm. Berlin, Staatliche Museen zu Berlin, Preussischer Kulturbesitz, 

Kupferstichkabinett. 

 

 

 
 

Figure 70 a. Unknown artist, Bust Presumed to Depict the Roman 

Emperor Galba, 1
st
 Century A.D. Marble. Stockholm, Nationalmuseum.  
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Figure 70 b. Rembrandt van Rijn, Bust of the Roman Emperor Galba, 

1646-48, after a Roman bust. Pen and brown ink, 14.2 x 9 cm. Berlin, 

Staatliche Museen zu Berlin, Preussischer Kulturbesitz, 

Kupferstichkabinett. 

 

 

 
 

Figure 71. Giovanni Pietro da Birago, The Last Supper with a Spaniel, 

1500, after Leonardo da Vinci (Italian, 1452-1519). Engraving. Berlin, 

Staatliche Museen zu Berlin, Preussischer Kulturbesitz, 

Kupferstichkabinett. 
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Figure 72 a. Rembrandt van Rijn, The Last Supper, after Leonardo da 

Vinci, 1634. Red chalk, 36.2 x 47.5 cm. New York, The Metropolitan 

Museum of Art, The Robert Lehman Collection.  

 

 

 
 

Figure 72 b. Rembrandt van Rijn, The Last Supper, after Leonardo da 

Vinci, 1635. Pen and brown ink, brown wash, 12.9 x  38.5 cm. Berlin, 

Staatliche Museen zu Berlin, Preussischer Kulturbesitz, 

Kupferstichkabinett.   
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Figure 73. Bichitr, Akbar Hands His Imperial Crown to Shah Jahan, 1631. 

A page from the Minto Album. Dublin, Chester Beatty Library.  
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Figure 74 a. Albrecht Dürer, Christ Driving the Money Changers from the 

Temple, from the Small Passions Series, 1508. Woodcut, 12.7 x 9.7 cm. 

Haarlem, Teylers Museum.  

 

 
 

Figure 74 b. Rembrandt van Rijn, Christ Driving the Money Changers 

from the Temple, 1635. Etching, 13.6 x 16.9 cm. Haarlem, Teylers 

Museum.  
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Figure 75 a. Andrea Mantegna or engraver working with him, Virgin and 

Child, undated. Engraving, 39 x 28.2 cm. Amsterdam, Rijksmuseum.  

 

 
 

Figure 75 b. Rembrandt van Rijn, Detail of The Virgin and Child with the 

cat and snake, 1654. Etching, 9.5 x 14.5 cm. Haarlem, Teylers Museum.  
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Figure 76. Dara Shikoh with Sages, Mughal, 1630. Opaque watercolor on 

paper, 20.3 x 9.8 cm. Cambridge, Arthur M. Sackler Museum, Harvard 

University.   
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Figure 77 a. The Birth of the Virgin, after Cornelis Cort, Mughal, 1610. 21 

x 14 cm. Philadelphia, John Frederick Lewish Collection.  (left) 

 

Figure 77 b. Cornelis Cort, The Birth of the Virgin, 1581. Engraving. New 

York, Metropolitan Museum of Art.  (right) 
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Figure 78. Album Page of Jahangir, Mughal, 1614. Black line with gold 

and slight color on paper, 40 x 24.5 cm. Paris, Musée Guimet.  

 

 

 
 

Figure 78 b. Detail.  
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Figure 79. Kesu Das, St. Matthew the Evangelist, Mughal, 1588. 18.5 x 

11.2 cm. London, Bodleian Library.  

 

 

 
 

Figure 80. Abu‟l Hasan, St. John, Mughal, 1600-01. Oxford, Ashmolean 

Museum.  
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Figure 81. Govert Flinck, Solomon’s Prayer for Wisdom, 1659. Oil on 

canvas. Greenville, South Carolina, Bob Jones University Collections.   

 

 

 
 

Figure 82. Joachim von Sandrart, Mystic Marriage, 1647.  Oil on Canvas. 

Vienna, Kunsthistorisches Museum.  
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Figure 83. Rembrandt van Rijn, Simeon in the Temple, 1661. Pen and 

brush in bistre, white body-colour. The Hague, Royal Library.  

 

 

 
 

Figure 84. Rembrandt van Rijn, Homer Reciting Verses, 1652. Reed-pen 

and bistre. Amsterdam, Six Collection.  

 



 128 

 
 

Figure 85. Rembrandt van Rijn, Minerva in Her Study, 1652-4. 

Amsterdam, Six Collection.  

 

 

 
 

Figure 86. Marcantonio Raimondi, Parnassus, after Raphael. Cambridge, 

Fogg Art Museum.  
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Figure 87. Rembrandt van Rijn, Gethesmane, 1650s. Etching, 111 x 84 

mm.  

 

 

 
 

Figure 88. Rembrandt van Rijn, The Annunciation, 1635. Pen and brown 

ink, 14.4 x 12.4 cm. Besancon, Musée des Beaux-Arts et d‟ Archéologie.  
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Figure 89. Akbar and Jahangir in Apotheosis, Mughal, 1650. 22.2 x 14.6 

cm. London, Bodleian Library. 

 

 
Figure 90. Willem Schellinks, Shah Jahan and His Four Sons, late 17

th
 

century. Oil on wood, 70 x 89 cm. London, The British Museum. 
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Figure 91. Willem Schellinks, Shah Jahan and His Four Sons, late 17
th

 

century. Oil on wood, 70 x 89 cm. Paris, Musée National des Arts 

Asiatiques-Guimet.     

 

 

 
 

Figure 92. Rembrandt van Rijn. Samson Posing the Riddle to the Wedding 

Guests, 1638. Oil on canvas, 126 x 175 cm. Dresden, Gemäldegalerie Alte 

Meister, Staatliche Kunstsammlungen.  
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Figure 93. Rembrandt van Rijn, Belshazzar’s Feast, 1635. Oil on canvas, 

167.6 x 209.2 cm. London, The National Gallery.  

 

 

 
 

Figure 94. Pieter Lastman, Abraham and the Three Angels, 1616. Oil on 

panel, 81 x 125 cm. Hannover, Niedersächsisches Landesmuseum.  
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Figure 95. Rembrandt van Rijn, Abraham and the Three Angels, 1646. Oil 

on panel, 16 x 21cm. New York, Aurora Art Fund. 

 

  

 
 

Figure 96. Rembrandt van Rijn, Abraham Entertaining the Angels, 1656. 

Etching, 15.8 x 13.1. Boston, Museum of Fine Arts.  
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