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The Representation of Islam in European Biblical Art
SLIDE 1-3: cover slide 
In the world of Biblical Studies, reception of the Bible: art and especially painting has become very important – as a form of commentary or interpretation on the biblical story it depicts. What a biblical painting can tell us, how artists impose a meaning on the painting for the viewer. Thus, feminist scholars, for example, will often investigate how biblical women are painted. Rembrandt’s Bathsheba, or pre-Raphaelite images of Eve. Many of the images use by feminists are orientalist in nature, they depict biblical figures against a Middle Eastern background, for example, Exum.
 Yet they concentrate on the feminist angle but ignore the orientalist setting of the painting.

 I’ve become interested in how Muslims and Islam have found their way into biblical art and the image of Islam that’s represented there. When artists wanted to depict biblical characters of old, when they wanted to paint important biblical sites,, when they wanted create for patrons and viewers an artist’s impression of life in biblical times, what role, if any, was to be given to the contemporary inhabitants – who, of course, were largely Muslim?  This is the topic: how and why Islam should be  featured in biblical art and what role is given to it.  

Slide 4
Just how the West, so influenced by the Christian Bible, has perceived this region and its sacred sites, is a vast question and I want to touch on just a miniscule, but yet important, part of it: namely how a strand of 19th century European art – Orientalist art -  viewed and represented this region and its overwhelmingly Muslim culture. 

Slide 5 second map
SLIDE 6:  Said book
The Orientalist genre in art is generally defined, simply as the depiction by artists of people and places in the Middle East and North Africa, most especially in the nineteeth century.  (so essentially only the Arab Middle East).   In Edward Said’s seminal book, Orientalism, a term  he saw ‘as a mode for defining the presumed cultural inferiority of the Islamic Orient’, Said contended that Orientalism served political ends for the West, misrepresented Arab and Islamic cultures by viewing them through a European lens and was as much about defining Europe’s self-image as about the Orient itself. However, Said was little interested in the visual image, and to my knowledge, only two art historians have extended his perspective to include visual culture to any significant degree. 
SLIDE 7: 3 books
The best known of these is Linda Nochlin’s ‘The Imaginary Orient’ where she argues that, in Orientalist paintings of the nineteenth century, it is the Western white man’s controlling perspective gaze that really brings the Oriental world into being, the perspective or gaze for which most of the paintings in this genre were ultimately intended. The second is Frederick Bohrer who has used Said’s discourse to good effect in exploring the assumptions and perceptions evident in the way the European Orientalist visual tradition viewed Mesopotamia, a place he describes as ‘the West’s first great Other’. The third is Bendiner who was interested especially in depictions of Jerusalem.
The Syrian writer Rana Kabbani looked at the parallels between the social and political imperialist situation of Middle East in the nineteenth century and today.
So I want to engage a little with some of their views and focus on the nineteenth century but before that, I want to draw your attention more generally to orientalising features in biblical art in the preceding centuries. 

SLIDE 8 map of Ottoman
Although we generally think of Orientalism in art as a nineteenth-century phenomenon, Muslims, and Islamic symbols, in European biblical art can be documented much earlier, the Ottoman turban being an important visual marker until the nineteenth century when it was replaced by the Arab kaffiyeh.  After the defining Ottoman military successes, crowned by their conquest of Constantinople in 1453, it became common and possible to picture the biblical narrative in an exotic setting modelled on the contemporary Muslim, and specifically Ottoman, East. The biblical lands, now in the hands of the Ottoman (in effect Muslim) lands, came to be exoticized in the Western imagination as part of the Orient. Renaissance Europeans visualized the biblical narrative as unfolding in Islamic territory and the ancient biblical Israelites were considered little different from the Turks that ruled it. Christian artists began to use what they knew about the Turks as their model for their biblical characters and, towards the end of the fifteenth century, turbans and other orientalising features became quite commonplace in Christian biblical art. Keep in mind the extent and influence of the Ottoman Empire during and after the Italian Renaissance.
SLIDE 9: Ghiberti
 Ghiberti on the doors of the Baptistery in Florence depicts several of the Israelites prophets wearing turbans,
SLIDE 10 David
 while Verrocchio on his sculpture of David carves Pseudo-Arabic script on the armour of David to enhance the oriental nature of the figure. 

SLIDE 11:  Venetian ambassadors
Venice, in particular,  didn’t hesitate to establish friendly relations with the Ottomans following the fall of Constantinople in 1453.With its strong links to the Ottoman empire, artists and patrons in Venice were especially drawn to including Turkish headgear and other features and it’s argued that the anonymous The Venetian Ambassadors in Damascus (1511, Louvre) was a seminal work in this regard; it depicts Venetian ambassadors being received in Damascus in the late fifteenth century by a group of Mamluk dignitaries. It  represents the kind of unique diplomatic and commercial presence enjoyed by the Venetians in the Near East.  
SLIDE 12: Lot

 It’s possible even that this painting and others like it greatly influenced Albert Dürer (1471-1528) who applied the example of the Venetian orientalist artists to his illustrations of the biblical narrative. 
There was another reason why Venetian artists were interested in depicting the Islamic world. According to the accounts of the Venice’s founding, two Venetian merchants stole the relics of St. Mark, martyred in Alexandria in 68 CE and the traditional founder of the Egyptian Church, from Alexandria in  828 and took them back to Venice, where they were interred in St. Mark's Basilica. This established a link between Venice and Egypt. 
SLIDE 13:  Mark Preaching
Here St Mark stands to preach on a stone pulpit.  Behind him a bearded scribe in a pink robe and Bedouin headgear records his words on a parchment scroll. He is Anianus, a shoemaker whom Mark miraculously healed and converted to Christianity. Much of St Mark Preaching in Alexandria seems to have been based on Bellini’s memories of Constantinople – details of life in one Muslim city, so to speak, were grafted on to this fantasy vision of another. Directly in front of the preaching saint, a group of oriental women wearing pyramidal white mantles kneel on prayer mats. Male, turbaned Muslims mill about the piazza, paying varying degrees of attention to the evangelist who would convert them from Islam to Christianity. 

SLIDE 14: Carpaccio
The scene is set within the walls of Solomon's Temple in Jerusalem. St. Stephen preaches from an ancient pedestal, partially in ruins, which symbolizes victory over paganism. In the foreground, a group of eastern women sit cross-legged on the ground, captivated by the sermon and around them eastern men in turbans, The city  is rendered as a conglomerate of ancient buildings and Islamic minarets.

 From the period of the High Renaissance onwards, imaging the biblical Israelite as a Muslim Turk became a matter of course throughout Western Christendom, the best known examples in this regard being the magnificent turbans with which Rembrandt paints his male biblical characters in 17th century Holland.
SLIDE 15: David and Uriah 

An example of David and Uriah, where the two men’s Ottoman-style turbans play a dominant part in the composition,
SLIDE 16:  Belshazzar
Belshazzar’s Feast depicts Belshazzar as a turbaned leader and wearing a crescent-moon ear-ring, the symbol of Islam. His turban glitters with dazzling gemstones - onyx, rubies, and crystals, with an especially the large gem at the head of the turban tassel. 
The iconographical tradition of ‘Islamicizing’ biblical characters continued in the eighteenth century, exemplified in Fragonard’s depiction of King Solomon as a Pasha surveying his harem.

SLIDE 17:  Solomon

With easier European access to the biblical lands of the Middle East in the nineteenth century, orientalist biblical painting took not so much the turbaned Turk as the Arab, especially the Bedouin, to evoke the ancient biblical figures; the distinguishing characteristic of the male Israelite figure now became the Arabic kaffiyeh.  The Bedouin, in particular, often represented the noble values of the ancient Israelites, as an article entitled ‘The Arab of the Desert’ in the London Illustrated magazine, The Quiver, in 1865, demonstrates:
SLIDE 18:  quotation

Who has not heard of the Arabs, that wonderful people who alone, perhaps, of all the races of the earth, are today the same in almost every respect as they were in the very earliest times of which even Scripture history, the oldest of records, gives us any account?  As his fathers lived, countless ages ago, so the Arab lives today, and so he will continue to live, it is probable, if not in all future time, at least for many a generation to come. 

Around the same time, Renan’s Life of Jesus (1863), which sought to present Jesus realistically against his Palestinian background, had as its main premise that the Orient today would reveal what the Orient always had been, that ‘at least some Arabs carried the fossilised Semitic spirit that infused the contemporaries of Jesus’. Indeed, earlier biblical critics looked for populations in the Orient that would have preserved unadulterated the lifestyle of the ancient Israelites such as the Orientalist and biblical scholar Johann David Michaelis (1717-1791):
SLIDE 19:  quotation
One will hardly find a people that has kept its customs the same for so long as the Arabs: which is a result of their never having been brought under the yoke of other peoples.  Everything we know about these customs coincide so exactly with the most ancient customs of the Israelites and thus gives the richest and most beautiful elucidations to the Bible. In contrast, the customs of the Jews themselves among the Persians, Greeks and Romans, and since their European diaspora, have changed so much that one can no longer see in them the descendants of the people of whom the Bible speaks.

SLIDE 20:  Dore 
Gustav Doré’s Sainte Bible published two years after Renan’s Life of Jesus in 1865, popularised the image of the kaffiyed Bedouin as a standard representation of the ancient Israelite. 
Slide 21 Vernet: Tamar 
Indeed the mid-nineteeth century was awash with paintings and prints of what we might call ‘the biblical Bedouin’; as, for example Vernet’s Tamar and Judah  depicting Genesis 38.
To these theological influences, British pre-Raphaelites added  a pre-occupation of their own – namely the romanticising of Islamic worship as a metaphor for the simple and unquestioning Christianity of the Middle Ages for which many nineteenth-century Christians longed.  
So, to draw this first section of my talk to a close, traffic and commerce with the Ottoman Empire offered artists an opportunity to paint exotic subjects.  Biblical characters, especially in the Old Testament could thus be given an orientalist flavour. 
In this next section, I  want to look at the nineteenth century in more detail.
Slide 22:  Orientalism in the Nineteenth century. 
Given the antipathy towards figurative art within Islam, it is highly ironic that so much of nineteenth-century Orientalist art features erotic images of nude Muslim women, set within the most private of locations such as the harem and the bath-house, places where Western artists were highly unlikely to gain admission, and so were free to superimpose their own image at will. Indeed many Orientalist artists had never set foot in the Middle East and the images of harems, bath houses, slave markets bore no resemblance to historical and social reality, even though the style of many of these were deliberately presented as having ‘photograph-like’ quality  to convey an idea of realism.  Many viewers and even critics were persuaded of the historical accuracy of these paintings and the work of the  French artist, Jean-Leon Gerome, is often cited as epitomizing the Orientalist genre; an American critic said at the time: "Gerome has the reputation of being one of the most studious and conscienciously accurate painters of our time.".   
SLIDE 23:  snake charmer
Yet most of his paintings were done in a Paris studio.....for the example, the Snake Charmer, the picture on the cover of Edward Said’s book. .....even the Arabic script is made to look authentic.
 Part of the strategy of an Orientalist painter, Linda Nochlin argues,  was to make his viewers forget that there was any ‘bringing into being’, to convince them that works like these were simply ‘reflections’, scientific in their exactitude, of a pre-existing Oriental reality. The Near East existed as a natural place to be mystified with effects of reality. It existed as a project of the imagination, a fantasy space or screen onto which strong desires – erotic, sadistic or both – could be projected with impunity.  
SLIDE 24 slave  market
 Nochlin argues, with regard to the female nude in Orientalist paintings, that when western men viewed images of the harem, they were learning as they were bring entertained; they were learning to ‘imagine’ the Orient as an erotic land of sexual excess.  It is not surprising that Jean-Léon Gérôme, the French Orientalist artist most celebrated for his Oriental bath scenes, should have featured in his repertoire the scene of Bathsheba at her bath, one of the most painted scenes in the Bible. 

SLIDE 25 Bathsdheba 
Gérôme sets the scene on a rooftop in full view of the entire city of Jerusalem. There are three figures on the rooftop: David who watches from a distance, the naked Bathsheba, a figure Gérôme simply transfers from one of his hamam bath scenes, massaging herself erotically before David, and, in contrast, a fully clothed female servant. So, in effect, the naked Bathsheba reveals herself to the servant, to David, to all Jerusalem and, of course, to the viewer. The fully clothed servant is clearly presented as an Arab Muslim and the clothes from which Bathsheba has just disrobed would suggest that she too is Muslim. In this depiction, the biblical story of David and Bathsheba is used to convey an erotic and decadent Orient – King David views Bathsheba as the Pasha might view his harem and Bathsheba obligingly  reveals herself to him and, of course, to the viewer.  
Slide 26 daughters
Even more erotic is the French artist Edouard Nebat-Ponsan’s depiction of another biblical scene, the daughter of Jephthah with her female companions on the mountains bewailing her virginity (Judg. 11. 38) where the scene is presented as a harem scene, and hardly recognizable at all as a biblical story, apart from its caption.  Nochlin suggests that in such scenes the East is presented as a place where Europeans (both artist and viewer) can safely play out their fantasies and that such Orientalist paintings managed to body forth two ideological assumptions about white men’s superiority: one about men’s power over women and the other about white men’s superiority and justifiable control over inferior and darker races. The white male viewer, Nochlin argues, was expected to engage sexually with such images, and yet morally, to distance himself from them.  
Slide 27 Bohrer book

The negative image of the contemporary inhabitants of the biblical lands (which, for the Orientalist, stretched from Egypt to Mesopotamia, the far flung Eastern flank of the Ottoman Empire) is best seen in representations of Mesopotamia, modern Iraq, and its two ancient capitals of Nineveh and Babylon. Mesopotamia was rarely part of the itinerary of the Grand Tour, which preferred the more impressive and accessible monuments to be found in Egypt, Palestine and the Turkish lands and so, as Fredrick Bohrer amply demonstrates in his book,  perceptions of ancient Mesoptamia became a construction of the European artist, conjectured through biblical and classical accounts, since the names of both were known in the West through stories from Greco-Roman literature as well as, of course, biblical sources. Through these accounts Mesopotamia was taken as ‘a cautionary tale, a site of sloth, sin, violence and transgression: what Bohrer calls, the West’s first great ‘Other’’.  Mesopotamia’s current state of disarray was seen as a lasting trace of the divine punishments said to have rained upon its ancient rulers, Sardanapalus of Assyria and Nebuchadnezzar of Babylon. The dominant visual images of Mesopotamia in the nineteenth century were, therefore, ones of its ancient demise and ancient events invoked to explain the current  wasted state of the region.
SLIDE 28 Martin
The mid-nineteenth-century artist John Martin, painted two huge canvases of Mesopotamia (Belshazzar’s Feast, and the Fall of Nineveh) and he prepared detailed brochures to accompany the paintings. In the brochures, he went to great pains to explain how the paintings could be interpreted through textual exegesis, especially the Book of Daniel (even though the book of Daniel makes it clear that the event was situated in Babylon, and not Assyria, Martin places it in Assyria). 
The second of his canvases, The Fall of Nineveh, presented a vast spectacle of destruction, a panorama of violent disorder in an elaborately detailed setting. At the centre of this image is Sardanapalus, gesturing towards a large pyre, the legendary final king of Assyria who was said to have ‘exceeded all his predecessors in sloth and luxury’. Martin prepared a second brochure to explain this painting against its textual sources. However, even though there is no biblical description of this particular scene, the brochure he prepared is full of detailed references to a range of texts, especially from the Book of Nahum and other classical sources. In so doing, Martin constructed an image that exemplified the judgmental tone that dominated the popular conception of Assyria in the nineteenth century. 
Slide 29 delacroix

But, by far,  the most famous representation of Mesopotamia in the entire century, was Delacroix’s Death of Sardanapalus (1827) which sets the scene inside the king’s palace, in a locale controlled by his gaze. The smoke of the conflagration already has begun to fill the chamber and the room is littered with the concubines, servants, animals and other treasures being destroyed as the king watches. Delacroix’s conception of the subject evokes violence, sexuality and cruelty.
Both Martin’s and Delacroix’s paintings float on a vast sea of textual references, both biblical and classical, without being precisely tied to any particular one but which were necessary to give the paintings an air of authenticity and realism.  Martin and Delacroix clearly reinforce the concept of ancient Assyria as a moralizing and cautionary tale and counter example to western progress: a place that is picturesque, violent, sensual, and most of all, forever doomed. The viewer is intimately present in the room with Sardinapalus and is in a position to validate the description of Sardinapalus as a ‘prince whose name has become synonymous with debauchery and passivity of the most degraded and notorious sort.’  
-----------------------------------------------------------------------
In general, Orientalist depictions of Jerusalem and the Holy Land were spared the excesses of violence and eroticism so readily seen in those from North Africa or Mesopotamia: images tend to be more controlled, more measured and less extreme. There was good reason for this. Jerusalem and the Holy Land, for Christians, was really the only area in the whole Near East that had sacred Christian sites, and therefore the depiction of scenes of sexual excess, so evident in the ubiquitous hamam and harem scenes that typify so much of Orientalist art, would have been considered inappropriate and not generally acceptable to the buying market in Europe.  But Jerusalem raised another fundamental question for nineteenth-century European travellers and painters and this centred on the custodianship of biblical sites, a question that was addressed in a variety of ways in Orientalist art, but one that generally arrived at the same conclusion. The response of the well-known Scottish artist and lithographer to this question is a good case in point.
SLIDE 30 : Ammun
The art historian Kenneth Bendiner, in his unpublished PhD thesis of 1979, notes how, in Roberts’s depictions of Egypt and the Holy Land, the foreground figures frequently indicate the significance of a particular landscape or building, in front of which they are situated. Often these figures come between the viewer of the painting and the background architecture or building, and so must be considered as mediating figures in some way, perhaps even the key to the painting’s interpretation. Bendiner argues that a consistent technique of Roberts is to insert small groups of Arabs in front of neglected, ill-repaired architecture as a standard way of commenting on the corruption of contemporary Islamic society.    His depiction of the Entrance to the Temple of Amun Egypt is a notable example of this iconographic method. 
William Brookedon’s commentary in the volume Egypt and Nubia on the plate reveals the meaning of this figural group:

The central figure is an officer of the Pasha, making a visit to collect tribute, or to listen to complaints of mal-administration.  He is visited by the Sheik of the village, who stands near him, behind whom is an attendant: the officer is ready to decide, not so much upon the justice of a case submitted to him, as to the arguments accompanied by bribes.
This officer of justice is shown by Roberts with eyes half-closed, half-asleep in the performance of his duty, in a picture of judicial corruption and maladministration. Behind the figures, we see the temple of Amun, one lintel of which is in such a decayed state that it seems to be in the act of breaking in two. The crumbling fall of the great temple and the image of a corrupt society are juxtaposed.  Here, Roberts did not merely depict Islam’s dominance of the East, he presented the destructive effects of Islam’s rule. It is apparent from Roberts’ journals and letters that he saw the ruins of Egypt as evidence and a symbol of a loathsome religion, society and government. He wrote to his daughter Christine from Cairo in 1838:

SLIDE 31 text

These splendid cities once teeming with a busy population, and embellished with temples and edifices, the wonder of the world, now deserted and lonely, or reduced by mismanagement and the barbarism of the Moslem creed, to a state as savage as the wild animals by which they are surrounded. Often I gazed on them till my heart actually sank within me. 
The vice of idleness is also apparent in Robert’s languid portrait of the judicial officer in the Temple of Amun, and the complaint of Moslem indolence was a common cry among English travellers; Bendiner argues that this would account for the lack of any scenes of work or industry among the groups that Robert depicts. Roberts uses the word ‘mismanagement’ several times, suggesting that those entrusted with looking after the monuments and heritage of Egypt are not fulfilling their responsibilities. When it comes to the sacred sites of Jerusalem, Robert’s theme of the mismanagement of sacred sites, in my opinion, becomes much more pronounced.  

SLIDe 32: column

With regard to the mosque of Omar in Jerusalem, Roberts comments in his diary that ‘it is much defaced and like many of the mohamedan structures in Palestine, sinking into decay’and with regard to the Golden Gate, referring to the tradition that the Messiah will enter through this gate at the end of time, he states that ‘by the muslim, the gate is kept closed up from a singular dread that through it a king shall enter who is to make himself master not only of Jerusalem but of the globe.’  Concerning the Church of the Holy Sepulchre, Roberts notes, ‘On entering the church, a Turk, the keeper, of the porch is seen sitting, frequently with  a group of Turks on his richly covered divan smoking and with coffee before him’.
 The small groups of Arab Muslims that feature in many of Roberts’s paintings of Jerusalem, and of Christian sites in particular, convey his sentiments of mismanagement. For example the group here is juxtaposed with a fallen column and with a stagnant Gihon spring that has clearly fallen into disrepair.
 Slide 33

Both in his diaries and in his paintings, Roberts  implies that the indigenous people, represented by his small groups of inert figures  are unworthy and inept custodians of these biblical and sacred sites.  
Slide 34

Three further aspects of Roberts’s paintings can be commented upon in this regard: the ‘picturesqueness’ of the figures, the complete absence of Westerners in his images and indeed the absence of any sense of history –  the monuments and their foreground figures all seem to have a distinct a-temporal  feel about them. One of the characteristics of Roberts’s paintings that ensured the saleability of his work - and what many find the most endearing quality even to this day - was the colourful and picturesque way in which he painted his figures. However, Linda Nochlin views the function of the ‘picturesque’ in Orientalist art quite negatively:
35 text
The function of the pictureseque in depicting the natives of the Middle East is to create a sleek harmonious vision of the Islamic world as traditional, pious and unthreatening, in direct contradiction to the grim realities of history and, to mask conflict with the appearance of tranquillity.  It makes the point that those who are painted as pictureseque are more backward than those who consume the culture.

The picturesque ensures that this oriental world is a world without change, timeless customs and rituals untouched by any historical process that were drastically altering Western societies in the mid-nineteenth century. Europe may be changing and advancing, but history by-passes the Orient. As well as the absence of history in these paintings, Westerners are also noticeably absent from Roberts’s paintings – their role is primarily one of viewing, looking into this timeless and exotic world. 
36 sepulchre 
37 Jerusalem 
Roberts’ sketches (such as this one) and paintings appear as illustrations in almost all late-nineteenth-century travel diaries and commentaries, frequently acting as visual accompaniments to comments about the unsuitability of Arab Muslims as custodians of the holy sites. A quotation from a travel book from the early 1880s illustrate this point, where the author is alarmed by the fact that local people have never heard of some of the biblical stories:
38 SLIDE text

The best feelings of our nature prompt us to preserve and protect from desecration such sites as the Holy Sepulchre.  [Indigenous people say] ’Strangers like you from a distance come to us with stories [from the Bible] but neither we nor our fathers have ever  heard of them, nor is there any locality in our vicinity that  now or ever had any such connections with it.’

For British Orientalist painters, including Roberts, not only were the Muslims poor custodians of the biblical sites but so indeed were the Eastern Christian denominations (they, too, regularly feature in Roberts’s work). British Orientalists (especially Wilkie and Roberts) eagerly sought the locales of New Testament narratives and Old Testament events but were disappointed and even came to despise the Easter Christian denominations who, they felt, preserved ‘the false geographies of the Bible.’ As for the Muslims, William Brockdon who compiled the texts that accompanied Roberts sketches, felt that ‘although it was amazing that God had allowed Islam to take over the Holy Land, nevertheless, to us the history of Islam’s various caliphs hold little interest’.   In other words,  the best part of two thousand years of history had to be eliminated in order to access, and visualize, the ‘biblical’ truth of Palestine. 

Such Orientalist perspectives clearly were sympathetic to the ideals of nascient Zionism.  The travel writer J.A. Wylie could state in his commentary:
39  slide Text 

As regard the restoration of Palestine, our general finding is this: Palestine is a desolate land, but its desolation is not of a kind that is irremediable. Its desolation is owing to neglect and it is a house fallen into frightful disrepair and needs to be put in order. The almost empty land must be stocked with a new race and the country must be placed under new government. Let this be done and Palestine which slumbers but is not dead, would burst out anew, and the country would become again what it once was, and even healthier, livelier and more fruitful. 

One of the most prominent of the pre-Raphaelite artists, Holman Hunt, who painted several scenes of Jerusalem and the Holy Land, was in later life a prominent and active supporter of Zionism, and actively championed the cause of a Jewish homeland. Many British Orientalist artists shared Hunt’s views on the custodianship of the biblical sites:
40 SLUDE TEXT 

When the British felt compelled to choose between Jews and Muslims, as they often did at Jerusalem, then in the nineteenth century there rarely seemed to them any question where allegiance was due. Elsewhere, things could, however, be different. In places where Islamic culture was perceived by the British to be naturally at home, such as Cairo, then theological controversy did not intrude so directly and British travellers were more likely on its own terms the society they found there.

Indeed, early Zionist artists situated themselves very consciously within this European Orientalist tradition. The Bezalel School, set up in 1921, and which worked throughout that decade in Jerusalem, had, as its mission, to produce all kinds of oriental art, but now, produced in the land itself.  Bezalel was the name of the architect of the Tabernacle in the Book of Exodus.
41-43 
The idea was that Orientalist biblical art would now be carried out with greater authenticity since it could accurately represent both the biblical land and its people.  It was a founding principle of the Bezalel School that the iconographical tradition most appropriate to imitate was European Orientalist art rather than, say, art of the Renaissance. One early Zionist art critic commented: ‘In biblical paintings executed on the soil of the land of Israel, there is no place for the absurd notion of populating the Bible with Scandinavians’.  In other words, the dark-skinned models of the Orient were more appropriate than the fair skins of the Renaissance to represent the characters of the Bible, and so models were sought in the biblical land itself. 
44-49

Abel Pann 

The most famous artist from this period is the French Zionist artist, Abel Pann (1883-1963), commissioned to do an illustrated Bible and who painted his biblical figures as eastern characters, in eastern dress and against an eastern background, for which he won widespread approval from Zionist commentators who noted that Pann ‘grasped the essence of Zionism as the Jewish  people’s restoration in its eastern regions.’ Abel Pann, thus consciously continued the tradition of European orientalist art and their variegated perceptions of the east. Now, as one commentator noted
Jewish art could only flourish on Jewish soil.  Pann’s biblical paintings could therefore only be done in Palestine where biblical figures could only be convincingly painted....especially those early stories from Genesis relating to the patriarchs to whom was promised the land.

50-55 Rubin

Other early Zionist artists, too, followed the Orientalist tradition in several different ways. For example, the works of Reuven Rubin (1893-1974), described as ‘the idealized self-image that the Zionist movement wished to view and display’, is dominated by images of a land of brightly-lit landscapes and of intense cultivation. He attempted to create, what he himself called, an indigenous style of art. But, unlike nineteenth-century Orientalist art, no longer do we see inert Arab groups symbolically juxtaposed with decaying monuments, nor the swarthy dark-skinned models of Pann’s paintings, but rather, in much of Rubin’s work, we see a pristine land orderly presented, cared for and re-built; Rubin’s restored Holy Land is frequently an empty land, devoid of any figures, one that extends to the viewer an invitation to inhabit it.  
56

Bomberg 

In 1923, the Zionist Office employed Bomberg for four years to record Jewish settlemtn in Palestine .
Conclusion

At  least from earliest periods of the Italian Renaissance, and especially in Venetian art that had close links with the Ottoman empire, the depiction of biblical characters as Turks and Muslim was relatively common.  In seventeenth-century Holland, the turban became a ‘visual cliché’ for the Israelite, especially the patriarchs of Genesis, as is evident from the paintings of Rembrandt, his pupils, and in subsequent Dutch art. But it was in the nineteenth-century that depictions of the biblical lands and their inhabitants as exotic, picturesque and timeless really gathered momentum, as the studies of Linda Nochlin and Frederick Bohrer show. They raise challenging questions not only about the agenda of the Orientalist artists but also about the expectations of their viewing public in Europe.

Slides 57-end
The Syrian writer and critique Rana Kabbani  draws a parallel between British and American interventions in  Iraq ....and the colonial period of the French and British in  the 19th century  Middle East.
Using the depictions of Abu Graib by the Colombian artist Fernando Botero, she asks the question: 

“might such pictures, she asks, come to be seen as the orientalist  art of the 21st century, born like their 19th century predecssors, of military conquest and colonial expansion and fixed in commercial exploitation? 

Orientalism,  has always rested on the peculiar premise that the west knows more about the Orient than the Orient knows about itself. 

� W.M. Thomson, The Land and The Book (London: T. Nelson & Sons, 1880), p. 673. 
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