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Abstract

Islamic art is a diverskeld, but itis commonly miscategorized and undervalasd result of
Western bias in both historical and contemporary cont@sta response to this limitatian the
scholarly study of Islamic Arthe following studyanalyze theimpacts of thénistory of
Orientalismon museum spaces and contemporary artists, the propensity for culturally
appropriatingand selfappropriatingrendsamonginsider/outsider Islamicate artisedthe
ways in whichartists utilize and challenge Orientalist ideoksyandit further explors artistic
responsibility in relation to cultural representati®his studyunsettleghe legacies of
imperialism and Islamophobthat have propagatemhedimensionatreadings otslamic art(s)
Itchallenges nappl i cabl e distinctipmobiegt bé flgd®yedrbar 0 a
historyand exploringhistorical Islamic art and architectufecusingon overlapping religious
and culturabspectandtheincorporationof traditions frompre-Islamic, Indigenousprior, and
neighbouring culturedJt i | i zi ng @riemadismdt distasseDriestalist tropes
represented in9" and20™ centuryOrientalist paintingsind explorefiow those ideologies have
evolved into Islamophobiepresentations in modern Western popular ceiod news media.
Then,the overviewof museum gaces and thienperialist legacies that underpin theonnects
the role of the museum spaa® gatekeeper to the art world with the motivation for attists
culturally appropriate or seHppropriatdslamic cultures togain access to the art world.
Througharchival data analysis and fieldwotke studycompares case studigsartistsSandow
Birk, M.C. EscherAbdulnasser Gharem, Shirin Neshat, Jamelie Hassan, Sarah Al Abdali,
Colleen Wolstenholme, Ajlan Gharem, Moath Alofi, and Nasser Al Sdldtimately, then |
argue cultural appropriation and sedfppropriatiorof Islamic cultures arased by Islamic

context artistendnonslamic context artistalike. Moreoverartists do capitalizeroOrientalist



expressionsdouttheyalsoutilize opportunities to challenge these Westbiased representations
and develop innovative ways to repredstamic cultures.Throughout this study, | also dram
my own experienceas a femaleSaudj Muslim artist and as sugclthis studyis also a decolonial
project.These conclusions lay the groundwéok future research otlecolonizationissues of
cultural appropriatiomn art,andfurtherdefinition and interpretation of Islamic art agauable,

influential field in its own right.
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Introduction

In 2013, | visited the National Gallery of Canada (NG&)h my husband. By themve had been

living in Canada for four years, and | was pursuing graduate studies in T,draiutald later go
ontobeginmyRD.i n Cul tur al Studi es at Quelsavissa Uni vert
artist in Saudi Arabianda nativeArabic speakerl had developed an artistic as well as

personal interest in cultural reggentation in arDuring this visit,as inmany other art

experiences thavehad outside the country in which | was born, | looked for myself, and more

broadly, for my culture in the art galleries that | visited. Specifically, | was looking for

representations of Islamicilture(s) in the art on display. At the NGC, | found only one artwork

exhibited that visibly engaged with Islamic culturé(shiniature sculptural figuresf veiled

Muslim womenby Canadian artist Colleen Wolstenholme. On the artwork label displayed next

to the piece, a brief artist biography was offered, stating Wolstenholme was born in Antigonish,
NovaScotiai h 1963. This i nformati on-Saxamkettlerg wi t h Wo
sounding name, caused me to questioruhderstandingand representatiortd Islamic

culture(s).Through my growth as an artist and academasitions of representatidra n  ar t i st 0 ¢
or i nsd betame increasidgly interesting and important to me as a-Baudand

Muslim-identifying scholar and visual artist liviraproad in Canada. These experiences went on

to inform the basis of my doctor al research p
study, which | discuss irthapters. The following researghihen is an academic reflection of

these explorationgritiques and critical imaginings on how Islamic culture(s) are represented in
contemporary art practices and institutions in WfsternandnonWestern contexigrom an

insideroutsider perspective as someone who studies and contributes to visaaldaculture.



Context and Purpose of this Study

This research emerges from the central concern of how Islamic sidhaedentiesare

depicted in contemporary art. The fieldfitglamic ard hasoftenbeen historicized as originating

as a spiritual practice and form of expression for people who livielighim regions and

communitiesthis is outlined irChapter 1 However, as multiple art historians have noted, what
popul ar culture and the international art wor
differs from these origins aralltural histories andeflects more secularized antbdern

inflicted representate/representational practthat are more reflective of Western

imaginarieFor ex amp | 4MAGE-MO t\haen didRIEV er iZ®20gartistal e (201
Aj | an Ghar e md@aradse HasbanykGatgsirttays a mhosqyereated using

barked-wire fencing that resembles a cagedportraysislamasa @At r ap o r at her t ha
the mosqueds significance wit hi anddodieiedSuohnt e x t

a Westernized interpretation of Islamic identities and culfwsgsecially coming from a cultural

A i n s rades mang questions and tlwadls for scholarly analysis and engagemeéntthat

end,his study explores the transformation in th

filslamic artd the complexities of classifyingslamic at,0 and ultimately, the challenges for

1. Sheil a S. Bl air and Jonathan M. Bl oom, AThe Mirage o
Fi e ITheé ArdBulletin5, no.1 (2003): 152184, https://doi.org/10.2307/317733kinbarr Barry Flood anGdilru

Ne c i pAGommpanion to IslariArt and ArchitecturéHoboken, NJ: WileyBlackwell, 2017) Oleg GrabarThe

Formation of Islamic Ar{fNew Haven: Yale University Press, 1973). It is worth noting phiat to consolidation of

territories under Islamic rule, art produced by thad&ures was extremely diverse; as such, it may be that this

popular historicization is referring specifically to the origination of Islamic devotional art, which | discuss further in
chapter 1.

2. Blair and Bloom, 2003; Grabar, 1973; MarshallS5Hodgsa, The Venture of Islam, VolumgQhicago:

University of Chicago Press, 1974); Seyyed HosBkisr,Islamic Art and SpiritualityLahore: Suhail Academy,

1997.

3. Hadani Di t malLmlsMosqfiethttive VancoQvidiaeé mnal e Became adahe@bmmunity
NewspaperAugust 13, 2018, https://www.theartnewspaper.com/news/gilanemchairtlink-mosquevancouver
biennalesaudiarabia.
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aesthetic movementerminologiesand artistgo be conceptualized if at all possiblé in
relation to their origins.
In the current global political and social climatdslamophobia and anMuslim

hostility, Muslim identitesand culture are frequently hijacked, misrepresented, approprjated

and manipulated for political meamss politicals ci ent i st Rochel l e Ter man

out | et s [ geijeralrstereotypes of Muslims as uncivilized, barbaric, and a threat to
Western valued® Events like 9/11, the Iranian Revolution (1979), the Gulf V&880 1991

and 20082011) and the Trump presidentyave shaped global perceptiongvaislim identites

and propagated stereotypes of Islamic cuturéis broader social and historical context

underlies the importance of this stutty manyinstancesart imitatesor responds ttife or

reflects realworld realities and issugand Islamic agareno exception. The ways in which

artists choose to depict Islantulturess, art i nstitutionsd sel ecti
and the art itself al/l reflect our ,gnidobal s
understand Islapboth as a religion and diverset of culturesThis study discusses the

influence of globally pervasivigluslim stereotypes and misrepresentations of Islamic cslture
contemporary Islamic artand artistgproducing within this fieldlt contributesbroally to the

field of art research. It builds and examines connections between the elements of cultural
appropriation, representation, and the ways in which historical and contemporary Orientalism are
affecting how artists think and perceive themsel¥ésough the combination of these areas of
research, it also explores artistic challengesaintain integrityagainst a backdrop af

potentially engrained Orientalist logic. These connections offer a meaningful contribution to the

4 Rochell e Terman, flslamophobia and Media Portrayals
US News Clotereatioaal) Htudiés Quarteri§yl, no.3 (2017): 489, https://doi.org/10.1093/isq/sqx051.
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study of representationithin art research. Ultimately, the purpose of this study is to explore the
impact of colonial views of Islamic ideriat, the differences in depictions of Islamicsdry

artists functioning within Islamic contexts as opposed to art@téunctioningwithin Islamic
contextsand the responsibility of artists tgphold cultural integrityvhen representingultures

in their art.

Research Gap and Contributions
Before delving intdhe intricacies of this researdriefly contextualize this discussiday
explaining this studyo6s upwdhich Iduttherexplainand of t he
expand upon in the sectTlhe teeatmtilesdl dlMiey daretr m
andparticipants in the art field typically use to refer to this fieddimited, and the unpacking of
this term by sholarsis frequentlycontradictory’ The term prompts a plethora of questions
including (1) Is Islamic artonfined to works that display devotional themes and that are made
for devotional purposes? (2) Does Islamic art also include art created by people IMuasjim
societies? (3) Dodbe artistoeing Muslim automatically makeeirar t fA |l s ICanmdnc 2 0 ( 4)
Muslims make Islamic art?
These questions onhegin toscratch the surfacaf the broader inquiry of my studiput
the problematic nature of the term becomes apparent in asksegydhestiond acknowledge
the complexities of defining the terrand | myself have experienctdek embedded cultural
preconceptions and biases inherent in trying to define thetfisddghout my own academic
study and my own practice as an artist. For instance, Whegan my study utilized categories

toorganizs ome of my i nterl ocut or gracticmgpMuslimo i ncl uded

5. Oleg GrabarThe Formation of Islamic A(New Haven: Yale University Press, 1973); WendykvShaw,What
is 6l slamic Artd? Be t(Ganbridge:Ranhbridge UniversityiPiess,P@1®)c e pt i on
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ficultural Muslimo andfinon-Muslimo artists Very soon | found thathese terms ad@niting

and fail to capture the complexitiesaflturesand identitiesinder which arproduction and

practiceunfolds and | determined that #Aartists functi
not functioning within Islamic contextsthough stillnot ideaJ are moregoroductive phrasingi®r

this stug Opsrposesl unpack thecategories Initially selectedn the research desigection,as

this is a helpful starting pointfe@x pl ori ng t he probl ematoc natur e

First, focusing on t hdappreashslamicarkandliwsfield ni ng n
of studyfrom the perspective that it is simultaneously specific, yet divérsea unique blend of
religion and culture best describedMya r s h a | | Hodgsonos refergtothei | s 1 a m
Islamic and nosislamic cultural sociaJ and economic influences that surround and inform
religion itself, beyond Islamic law and theoloyReligion and culture ar@terelated and the
complex, diverse nature of thislfieof art reflects that intermingling in terms of motivation,
meaningand purpose. Assuchdle f i ne this field by the term Al
acknowledge and capture the diverse nature of the atidtsorks represented within itrefer
to theentitiesthat represent theubject mattefor this field as Islamic culture(s) and identities.

These interpretations underpin the analysis eéthdyand will be further unpackkin this
introduction.

I n the past few decades, research rel ated
gained traction. This is a diverse area of research that emphasizes the need for dynamic
perspectives and interpretations of Beésigner and researchdrat t hew Ki emthe xpl ai n
imperative here is not so much to defend the singular or ahistdrighbof alecolonizing

desigrdbut, rather, to design meaningful mateggimbolic change that is neither pacified nor

6. Marshall G. S. Hodgsoithe Venture of Islam, Volume 1
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disabled by the colonial designs of acad@fwthough decolonization of art history has

become a popular topic of researtttere is a timely need to addttos study and more deeply
explore the issue in relation to IslamicsaRecognizing te opportunitiesn expandingesearch

on this topic, in an Association for Art History article, Islamisarstorian Deniz Trker argues

the need for more studiesaddress the decolonization of Islamicsaeixpressing thagfforts to
guestionthe definitions and parameters of fields such asctieiate nuanced discussions and
understanding® Adding to this discussiomolitics andsociology professorSami Zubaidargues

the need to look beyond the lens of Western thought to challenge problematic categorizations,
like that offilslamic art) questioning what exactly abofiluslim cultures, beliefs, and

institutionsy’ are so unique and foreign that they require their Gspecial study and
understanding'® Moreover,Englishliteratureprofessoanielle Haquesserts the need to

move beyond binary thinking that categorizes Islamglmased omotionsofi s ecul ar 6 and
Ar el jopointgost thatthese rigid categoriesmplify andreducelslamic arsto a Western
perspective?! In response to this need to reframe and reimagine the field of Islasyiartrt

history professoWWendy Shaw makes significant ground in decolonizing art research, imagining
art beyond the colonial frame by focusing instead on the subjective experience of peergption

audience receptiott

7. Tristan Schultz et al ., fAWhat i s Dasigna&d GkuedO,wo.1 h Dec ol
(2018): 83, https://doi.org/10.1080/17547075.2018.1434368.

8 Catherine Grant and Dor ot ArtyHistery4B,coel, (2000P®¢c ol oni zi ng Art
https://doi.org/10.1111/1468365.12490

9. Sami ZubaidaBeyond Islam: A New Understanding of the Middle Eashdon: Bloomsbury Academic, 2011),

pg. 10.

10. Sami ZubaidaBeyond Islam: A New Understanding of the Midgéest 10.

11. Danielle Haquelnterrogating Secularism: Race and Religion in Arab Transnational Art and Literéiee

York: Syracuse University Press, 2019).

12. Wendy M.K. ShawWh at i s Ol sl amic Art 67? @Eentbidgeen Rel i gi on and
CambridgeUniversity Press, 2019).



My study seeks texpand thigliscussion by addintp thegrowing body of literature on
decolonization research on Islamicsa@urrently, the most common research on representation
of cultures and identiiesin Islamic ars focuses onssues related to the dichotomous, Western
biased nature akligious and secular approacheshi ch | engage in the
below and throughout the remainder of this chagtemmy knowledge at the time of this study,
researchhas only beguto scratchthe surface ofhe issue of Islamic idenigsin art from a
postolonialor critical feministperspectivé® Scholars have stressed the need for more research
to engage in the decolonization of Islamisaandthis study $ aresporseto that call to actiof?
Specifically,it contributes to the field bfurther problematizing Westewentricdefinitionsof
Islamic artsandit explorestheimpact of Orientalist legacies and modern Islamophobia on
contemporary artistic representations of Islamic identitiescahidres.It does so by reviewing
thecomplex, overlapping sociohistorical, cultyrahd religious contexts of Islamic arts
throughout history (chapter apd exploring hovDrientalist theory (chapter 2nables scholarly
examination ofhe colonial ideologieand biases impacting the contemporary art world and
museum spaces (chapter &essindurthertheneed to decolonize these fields such one
line of inquiry that this project examines is the questiocuttiiral appropriatiofn Islamic ars,
andit considerghe extento whichartistshavearesponsibility to represent cultuiretheir art
with integrity. Within this discussion, | alsanpackconcepts oself-appropriatiorandself
Orientalism As chapter 3 outlines, appropriation of Islamic cultures is rarely acknowledged or
given attentiorby academics and popular mediae to deeplyngrained Western understandings
of these cultures. lhough there is a shortagélslamic arts research on the practice of cultural

appropriation irart related to Islamic culturesome scholars, such Bseancine Giese, Mercedes

13 Wendy M.K ShawWh at i s 0 | Dathiellentaquelnferragadify;Secularism

14 Cat herine Grant and Dorothy Pri 8syondleldmecol oni zing
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Volait, Ariane Varela Braga, and Wendy Shaw haitediedappropriation of Islamicate cultures
in terms of architectural design, fashj@md art, among other spheté3hereforethis study
adds togrowingscholarly and artistic discussiohg engaging in case study analysiadfsts
who have not been studied by Western acadenfiasah AlAbdali, Abdulnasser Gharerdjlan
GharemMoath Alofi, Nasser Al Salejnalong with artists who have been studi8dndow Birk,
M.C. EscherShirin NeshatJamelie HassaColleenWolstenholmgbut not in the context of
cultural appropriation or in the broader context of Orientalist legatikstamic arts.
Additionally,ch apt er 506 s a n ahisyoscal sslanoid artigtic and csltural thenses of g
the veil, the mosquend calligraphy adds to existing research by exploring contemporary artistic
representations of these thenamsl the extent to which artists are engaging in or challeniég
Orientalist ideologies discussed in chapter 2.

Finally, as both a Muslinwoman and aisualartist, | bring a criticaperspective to this
field of research, as my methodology section below further discusses. | also add to the ongoing
discussion of how toonceptualizéslamic ars by approaching the issue with my own
understanding of what Décolamzmtiomscholarshipallaforhont o b e
Western art and artists to speak for themselVbas,as a Saudi female artistho has resided in
North America andurrently lives in Saudi Arabia, | bring a unique voice and experience, which

this project reflects.

15. Francine Giese, Mercedes Volait, and ArianeeaBragag | 6 ori ent al e: Col l ecti ng,
Appropriating Islamic Art and Architecture in the Nineteenth and Early Twentieth CentBaston: Brill, 2019);
Wendy M.K. Shawwh at i s 6l sl amic Artd?
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Key Terms and Issues

To accurately and thoroughly problematize representations oftideatd cultursin Islamic

arts, it is first necessary to defirmnd discuss some key issues related to this topic. Defining

these termand how | use them in this studykey to understanding the scope of this research.

How does one define Islamic sittls any art made by someoneMudslim cultural, spiritual or
geographic backgr oum8houddpeopbernatsiddlask clltyresi | s |1 a mi ¢ ?

represent the religion, cultigeandislamicways of life?

Islamic Art
Schol ars have been attempting to answer the qgu
Ol eg GThe Boanratios of Islamic Ardeveloped from a lecture seriesaformative
work that attempted to answer this and many related questidhs work poses an important
guestiorregarding
whether at the time of the formation of Islamic civilizattbere occurred some elements
of doctrinethat directly or indirectly affected the arts, and whether tekseents, if they
existed, were of sufficient magnitude and originality to impose a unique direction to
Islamic art’
This inquiry provokes an important call to resedtwaccuracy of perceiving Islamic sas a
unified field or category at alllhese questions are critiagalchallenging scholars #ngage in
research regardiripe definition and understandingtbiese artsAs referenced byheila Blair

and Jonathan Bloonmhmust acknowledge that | t h o u g hwortshmasptneoked immportant

guestions and prompted increased scholarly interest in inquiry into thishiekksaybave

16. Oleg GrabarThe Formation of Islamiért: Revised and Enlarged Editighew Haven: Yale University Press,
1987)
17. Oleg GrabarThe Formation of Islamic Ar72 73.



receivedsomecriticism for their fiselective] ¢ lise of sourc&sand casual thinkinéf However,
Blair and Bloomdo not agree with this criticism amtnphasizé¢hatGr ab ar 6 acritcar K 1 s
jumping-off point for the study of Islamic art8.Given the complexities of defining art that
gleans inspiration from an entire culture, this study understands that there is no such thing as
Islamic art in itshistorical orcontemporary iteratignpustasthere is no such thing as a
homogenous 0.bRatherjost asthedeuntiiti 1 emi ¢ cul tured encom
set of culturesthere araalsomany types of Islamic a&itBlair and Bloom disagree witine
commondefinition of Islamic art as
0 fie art made by artists or artisans whose religion was Islam, for patnorig/ed in
predominantly Muslim lands, or for purposes that asgioted or peculiar to Muslim
population or aMuslim setting&® It therefore enompasses much, if not most, of the art
produced over fourteen centuries in éstamic landspusually defined as the arid belt
covering much of West #a but stretching from the Atlantic coast of North Africa and
Spain on the west to the steppe£ehtral Asia and the Indian Ocean on the &ast.
Along with Blair and Bloommany art scholarseject this Westergentric definition and
contend that Islamic atlike Islamic culturs, aremany, multiple, variedand diverse, which
Chapter 1 othis study further discusséSAn understanding of thidiversity is essential in order
to approach representationshdfislims andslamiccultures, as this study do&ith the

diversity of the types of aatonsideredilslamicp the very notion that thie is such a thing as a

singular,stable, homogenous categaalledislamic art is problematic; as such, this study looks

18. Blair and Bl oom, ,Ithe Mirage of
19. Bl air and Bl oom, AThe Mirage of
20. Jane Turner, edTheDictionary of At London: Macmill an, 19
Il slamic Art, o 152.

21 Bl air and Bloom, fiThe Mirage of Islamic Art,o 152.
22, Bl air and Bl oom, i Th e ThelFarnaipe of slamiclAdflikeanDadi, Ar t 0; Gr ab a
ifRefl ections on the Concepti on Jarheel Mrizel4Qatalogq@dib): Wont e mpor

78,

https://www.academia.edu/33592067/Reflentioon_the Conception_of Modern_and_Contemporary_Islamic_Art
iNasser Rabbat, dAWhat | sJodrnallofArhHistoricgnaphy, nd. B(2002): 216, any way ? 0
https://www.academia.edu/22544503/What_Is_Islamic_Architecture_Anyway.
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at representations of and relateddlamic culture(s) within contemporary art, rather than

looking atIslamic art?® Again,thisstudyo ui | ds on Martshar IilHKddhgs cmd £
which does not confine art to Islamic religi® expressionsather, it refers to a vast civilization

with common cultural traditions encompassing interrelated and cormplesof religion that

exist acrossultural, social, politicaland economisphereg* It does not seek to define Islamic

art as a unified aesthetic or practice but rather problematizes this popular desire anaf notion

many Western scholars and museum spdostead, irecognkesit asa diverse field

representing a diverse civilizatiaf heterogeneous culturesth common influenceand pre

Islamic rootsthis reflects the approach sholars like Blair and Bloor? In fact, what we think

of today adslamicart has been definday modern projectiondooking backirom a Western

viewpoint;as Islam spread geographically, it adopted architectural styles and features of local
cultures into its fold, which overtimecarneo b e under sdTbus,tieidesof il s | ami
Islamicarthas always been in flux and has transformed tiwex. To combathe Western bias

inherent in this construct and to explore Islamic waith their complex historical roots in mind,

this study understandslamic arts as broadly encompassing artistijgressions related

diverse, multifaceted Muslim culturessscholars such as Sheila Blair, Jonathan Bloom, and

G¢ | ru Ne cUGhagpterjldngaged io a discussiontadw more scholarbave perceived and

defined Islamic agthroughout historyo providefurtherhistorical context to this issue.

23. This was firstdiscussed in Oleg Grabdrhe Formation of Islamic AffNew Haven: Yale University Press,
1973).

24. Marshall G. S. Hodgsoithe Venture of Islam, Volume 1

25. Bl air and Bl oom, AThe Mirage of I slamic Art. o
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Islamic-Contextand Non-Islamic-Contextldentities
For the purposes of this studiien, this research compares different artists who engage with
Islamicreligious and culturadubject matter broadly and thewdividual subject positioa When
| began this studyl organizedhe artists that are featured in this projeithin the categories of
fpracticing Muslimg ficultural Muslimso andfinonMuslimso to analyze how these different
groups are able t@present Islamic culturedowever,as my research progressed, | realized
these limiting labelpositiored my analysiswithin the same misunderstandings and
misrepresentations of the very issue this study is challen§pegifically, these categories
approach artistic representation from a purely religmerspective with slight acknowledgement
of cultural influencethe use of tese categories faite recognizeéhe complex impacts a&ocial
class, gendeand other aspects of identityat inform artistdproduction and art receptioAs
such, these categories quickisoved to bdimiting lines of analysisAs | further reflected upon
thisissuet he categories of Aartists functioning wi
functioning wi t tevelopethsperhapd nore gemarative fortthe aature of my
project | acknowledge that these categories arersdilcomprehensive or without faultss there
will always be limits in analysis of identity, influences, matiens and a multitude obther
elements that impact artistic expression, but | believe theseodaegiore broadlgituate artists
and allow for mor@oom to analyz¢hese complexities.
| define fAartists funct i owhoidentifpwvith hi n | sl am
Islamicate identitieghey might be Arab, neArab, Muslim, norMuslim, Arab citizensor
immigrants, but their common characterissithat they are functioning from an Islamicate
perspective shared by Muslkmajority civilizations( b or r owi ng Hodg.$onds ter

define Anartists not functioning within | sl ami

12



Islamicate perspectiv@nd are typically outsiders to the faith, cultualed societybutwho are

nonetheless making Islamicatds.As a clearcutexample, a whitfemale nonMuslim artist

born and residing i€anada would fall within thikttercategory For simplification and brevity,

the remainder of this study-cwinltle xrtedfaefriniasa stoh ea
Islamicc o nt e x tlacknowledgetthat thése categories are imperfect and the lines

separating them are blurrgut within the limits of current terminology and interpretations, they

broadernthe boundaries of analydisr the purposes of this project.

Cultural Appropriation and Integrity

This studyanalyzsrepresentations of cultures and identitsethin the frame of artistic

integrity. This term is also subjective and problematic,hote appropriately captures the issues
attheheartof hi s studyods exploration ofthanemgpliensi bi | i
Aaut hent i c 0.0l bave gieanedangpproacho thia term fromProfessod i n Di 6 s

notion of integrity in literary translatioems mai nt ai ni ng n f*Addptingthisy t o t
interpretation, | understand artistic integiitythe context of this studgsincluding

representations of Islamic cultures and identtfies do not play into stereotypes or Western

frames of reference for commercsalccess or financial gains. Thigcess is challenging

untangleand this studyurther opensghe conversatiorup by exploring representatidrom a

position of integrity comparing contemporary Islamic aboig a variety of artists functioning in

diverse contextsSpecifically,ar t i st i ¢ Af i del i tisgussednchtahpet eor i4gdisn a
case studieby the absence adultural appropriation (as definddiefly below) andich apt er 506 s

case studies @ absence dhe Orientalist tropeshapter 2 engages

26. Jin Di, Literary Translation: Quest for Artistic IntegrifNew York: Routledge, 2014), 101.
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Furthermore,His research uses the categodels A l-cd mtmé xt arti st so
Islamicc ont e x ta nar ttihet 1@ t i toaexplocefinsidel/ontsidergeapresentational
differences among artisis the field of contemporary Islamic arfThe study also then engages
with questions of cultural appropriation and the politics of representation gepsedsentation,
especially in an era of Islamophobia. Cultural appropriation, which | discuss in further detail in
chapters, is a pervasive isguthat often offendgxploits or misrepresents marginalized groups
in society?” This study looks at the role of cultugbpropriation in influencing representations
in Islamic ars. My understanding of cultural appropriation has been inforbyatie definition
of cultural appropriatioput forwardby PattiLenardandPeterBalint, who understand it as an
i nappropri at e adtheexistemae of@ power imbalance leetween théncultiral
appropriator and those from whom the practice or symbol is appropriated; and the presence of
profit that accrues to the approprigéé? with additional factors for consideratidncluding
knowledge of the act by the appropriator and significamtry against the aét.| qualify that
for this study as academics have not yet researched many of the selectedhattistiscuss in
this study this outcry does not need to be universal or even international in raitire,
considered in the sense that the media, acadeamidghe cultural communities being
appropriated are challenging the act and expressing soerseffincludinghe issue of cultural
appropriation is critical to this study becauska$ adirect impacionthechoices of cultural
representations artists make. In particulacregpter 3explorescolonial legacies and Orientalist
ideologies shape avtorld standards and museum choices in terms of how fields like Islamic arts

are categorized and exhibitexchdwhich artists and artworks thexhibit. In turn, as gatekeepers

27. Patti Tamar a L en alsfheVirond of)BuétiuratAp pB alpir nEthnicitiés30;fem.t2

(2020): 331352, https://doi.org/10.1177/1468796819866498

28. Patti Tamar a L en alsheVdrond of)BudtiradAp pB alpirn ta,t i ioWH?aot 3 3 3.
29. Patti Tamar a L en alsheVdrond of)BudtiradAp pB alpirn ta,t i ioWH?aot 3 3 3.
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to the global art worldartists making contemporary Islamrarts often feel pressure to culturally
appropriate Islamic culturge align their art with Western nornrsorderto gain access to the

art worldandachievecommercial success.

Theoretical Frameworks

To engage with thaforementioned areas of inquirijg study seeks to complicate the colonial
legacy of Islamic visual cultuseaand i studiesand it aimgo enrich understandings of cultural
production and representation from a critical feminist andcptistialappro@h. To considethe
representation of Islamic cultures astists who aréothimplicated inandremoved from
Islamiccultures | use a cultural studies approach, which allows for digeiplinaryreadings

and analyses of cultural production and represmt° Within this broad field of cultural

studies and analysdbhe approach and methodspafstolonialand feminist theory offer
particular relevance to the ways in which my study considers alternative practices and
frameworks in which critical representations related to Islamic cultussnd continue to be
made. Asan artistwith lived experiences indth Middle Eastern and Western societasd
therefore an artist whembodieb ot h A1 n s i d & nadatiaesthese inethodokgicdle r
approaches nuance cultural and-selélyses and readings of diverse kinds of representations
oftencontainedu nder t he t e r Withifi thesd camplexsuites of s(udy)ando
practice are unique contributions from scholacsiyssts, and practitioners who have for decades
modelled other ways of being, seeing, and relating to the world. This directly pertains to
questions of representaticandin particular,questionf contested crossultural politics as

Indigenous and fainist scholars and artists and their aatid decolonial critiques have long

30. For more information on the cultural studies approach, see Michael PickeeisegrciMethods forCultural
Sudies(Edinburgh: Edinburgh University Press, 2008).
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shown us. For my project, | draw and build on these important legacies and continued bodies of
work to think through different ways in which Middle Eastern and Islamic culauees
represented amuisrepresentech contemporary art.
Specifically, the field of posblonial studiesgleans fromndigenous, artcolonial, and
decolonial practices and discoursasthe forefront of myproject is the field and notion of
Orientalism, introduced bgultural studiesscholar Edward Said, which offers important critiques
of Eurocentrsmandits representational fantasi€his isrelevant to insiderlglamic-contex)>?
and outsiderr{onlslamic-contexj artists and institutions who work with Islanmelated content
or amid explicitly geographic or familial Islamic conteXt$. dr aw on Sai dés Ori e
and critiques to unsettle popular representations inartrtblude Islamic symbols like the veil
or mosquewhichevoke sentiments of tite x ot i c0 or i nferi or. I am a
Indigenous and decolonial scholars and artists who argue for critica¢petkentation as an
important strategy for gainingnre) agency in the artwhich informsmy own practice as an
artist who seeks to resist colonial and Orientalist tropes that have proliferated the arts. As
discussed irthapter3, cultural appropriation is a prevalent issue in Islamig @tientalist logic
often perpetuates artistic representations of stereotypes, oversimplification of identity and
culture andgenerahomogenization®
Exploring these theetical underpinnings more depthindigenous scholar Linda
Tuhiw a i Smit hés Deoofonizing Methodaldgiesh Reselarch and Indigenous

Peoples emi nds us that Athe term 6researchdé 1 s in

31. Islam is not only practiced or culturally relevant in the Middle East; it is a prégitdral reality with far

reaching impacts. It is equally important to note that not all people who live in or come from the Middle East are
Muslim. However, due to limitations of scope and my own familiarity with Middle Eastern artists and my lived
experence as a Middle Eastern artist, the case studies in chapters 4 and 5 that discussdstartiartists will

focus primarily on Middle Eastern artists, with M.C. Escher being the one exception.

32. Edward SaidQrientalism(London: Penguin Press, 1977).

33. Patti Tamar a L en als(heVdrond of)BuéturadAp pB aolpirn ta,t i oW adt
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col oni*alsi 9m, was t he [ahdfantadies] oftimperialismileagre ang

havebeen perpetuated through the ways in which knowledge about indigenous peoples was
collected, classified and then *Aschapes3dent ed i n
further explores his occurred through traditional archival collecting, museum, and

representational practices. To challenge and contragiittied practicealternative narratives

have developedeflectingmethods to resishese tendenciegherein countememory, counter
movementsand countepracticeshave theotential to disruppopular discoursé Today,

settlerdiasporic and Indigenous artists and cultural workers continue to be at the forefront of
decolonizing the arts. Their works, critiquasad demands have made clear the ways in which

At he politics of recognition in its contempor
configurations of colonialist, racist, patria
recogniton have hisor i cal | y s o & gshindigenaus scholar GlercGouitltard 6
argues, fAwhen we begin to col Isaresurgeatedlitgsof edi r e
recognitionpremised on selfictualization, direct action, and the resurgenaauttfiral practices

that are attentive to the subjective and structural composition of settidr o n i a¥wep ower , 0
can enable political and creative alternatives to recognitidhis way, much of the critical

work | call for (and practice as an artist) can be described as what Coulttienthtesas

engagemerin a reversenethodof translationwhich constitutes a kind eéfusal®®

34. Linda Tuhwai Smith, Decolonizing Methodologies: Research and Indigenous Pe@pesion: Zed Books,
1999),1.

35. Linda Tuhwai Smith, Decolonizing Methodologied

36. Linda Tuhwai Smith, Decolonizing Methodologie®.

37. Glen CoulthardRed Skin White Masks: Rejecting the Colonial Politics of Recogiiilomeapolis: University
of Minnesota Press, 20148,

38. Glen CoulthardRed Skin White Mask24.

39. Glen CoulthardRed Skin White Masks
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The field of £minist studies offers another important framework through which to
approachanunderstandingf refusalanddifference andto challengg the limitations of colonial,
Orientalist and Islamophobic stereotypes and their impact on/of cultural representations. Rather
than view something as a stable category, approach, or way of teimg or knowing,
feminism as a fareaching discursive field and framework argues for multiple spnasd at
times, contested and overlapping ways of studying and approaushisgueln the same wayl
have already emphasized the fact that there @ngular realityasi | s| ami ¢ art o as a
movement; rather, there are many different interpretations of what relates to and is entailed by
t he term Aol sHeamminci satr ts(csh)o,lamimawadudKikleerléEenshaw A h me d
Sumi Cho, Leslie McCallnd othes emphasize critical, multifarious, and intersectional
analyses, which reflect the complex and nuanced realities of oufi8asilarly, | bring these
critical lengsto the ways in which | approach the study and representation of Islamic sakure
both an academic araah Islamiecontextartist. SpecificallyJndigenous scholar Clare Land
argueghatit is intersectionality that supportise notion of an interconnected websotial
interactionsin which power relations intersettt enable individuals and peoples to understand
themselves and their identities in teraiprivilege and subordinatidtt.And so, collectively,

these methodsd methodological approaches enable me to complicate static/singular

40. Sara Ahmed..iving a Feminist LifDurham: Duke University Press, 2018umi Cho, Kimberlé Williams
Crenshaw, and Leslie McCall, AfToward a Field of Inters:i
Journal of Women in Culture and Soci88; no. 4 (2013): 78810,doi: 10.1086/669608; aminawad@u r 6 an and
Woman: Rereading the Sacr e(@xfodexford Univecsity Prass, ¥@Inandés Per spect
41. Clare LandDecolonizingSolidarity: Dilemmas andirections forSupporters of ndigenoustruggles London:

Zed Books; 201589.Introduced by legal e mi ni st schol ar Kimber|l ® Crenshaw in
of Race and Sex: A Black Feminist Critique of Antidiscrimination Doctrine, Feminist Theory and Antiracist

P o | i Urniversty, obChicago Legal Forurh, no. 8 (1989): 13967,

http://chicagobound.uchicago.edu/uclf/vol1989/iss1/8, intersectionality has become an important tool for addressing

the complexity and multiplicity of oneds experience.
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understandings and representations of Islam and Islamic cukspeially when | engage with

my case studies ichapterst and 5.

Methodology
Research Questions and Scope
My research investigates the critical issue of Islamic ideatind contemporary cultural
representatioand production ofslamicmaterial cultureThe multitude of elements at play,
includingIslamicinsider/outsider idenigs interactions with andesponses to Orientalism,
cultural appropriationand artistic responsibility, require a varietyenfjuiries. To analyze this
complex, multifaceted problem, my research aims to explore the following key questions:
1. How does the history of Orientalism imgaontemporanartistscreating arteferencing
Islamicpracticesandcultures as well as the museum spaces exhibiting the?r art
2. To what extent arartists functioningrom an Islamiccontextdisplaying cultural
appropriation or Orientalistieologies in their art as compared to artists functioning
outside a Islamiccontex®
3. To what exent doartists have a responsibility ttemonstrate artistic integrity in their

representations of cultu?e

Research Methods
| use contemporary case studileat draw on fieldrork analysi® ot her arti st s o
sites of presentatiénto explore the continued relevance of spirituality and religioe the

impactsof external framing (Orientalisnmegardingquestions of Islamic artistic representation
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in the contemporary context. To do this, | emplaoyiaed methodsipproach to my collection

and analysis of data, presented here as case studtespiies 4 and>.

Archival Data Collection ané\nalysisand Fieldwork

Between 2013 and 2019, | collected data through online research, exploring sources like the
V&A JameelPrize website, the Saudirt Council catalogies and website, the Gharem Studio
archive and the Edge of Arabia archives and puilmns. Specifically, | searched art websites
and archive$2015 2020)to find artwork produced by a selectionlsfamic-context artists and
non-slamic-context artist$? | selected work from these artists bapadly on availability of
analysis and researctom art scholars and criticllowever, | also selected artists whose works
had not undergone wide scholarly analysis, taking this study as an opportuwityeto the
discussioron contemporaryslamic ars and its producerd$n addition, | searched art websites
and archive$2015 2020)to find artwork incorporating themes of theil, mosqueand

calligraphy and representatnsof utilizations and challenges to Orientalist tropEEo select

42. Aga Khan Museum, accessed July 2019, https://www.agakhanmuseum.org/; National Gallery of Canada,
accessed July 10, 2019, https://www.gallery.ca/; Vancouver Biennale, accessed August 22, 2019,
https://www.vancouverbiennale.com/; Misk Art Institute, accessed August 1, 2019, httsiimssitute.org/;

Ithra Museum, accessed August 25, 2019, https://www.ithra.com/en/; Los Angeles County Museum of Art, accessed
September 2, 2019, https://www.lacma.org/; Athr Gallery, accessed September 2, 2019, https://www.athrart.com/;
Hafez Galleryaccessed July 5, 2019, https://www.hafezgallery.com/; Museum of Contemporary Art in Toronto,
accessed July 17, 2019, https://moca.ca/; Museum of Modern Art in New York City, accessed September 12, 2019,
https://www.moma.org/; The Museum of Islamic Art, @sged September 25, 2019, https://www.mia.org.qa/en/;
Sharja Art Foundation, accessed October 4, 2019, http://www.sharjahart.org/; Al Burda Award and Festival,
accessed October 4, 2019, https://www.burda.ae/; Arab World Institute, accessed October 5, 2019,
https://www.imarabe.org/en; Arab Museum of Modern Art, accessed September 28, 2019,
https://www.mathaf.org.qa/; Museum of Islamic Art Cairo, accessed September 29, 2019,
https://www.miaegypt.org/; Sharja Art Museum, accessed October 7, 2019, https:hawahartmuseum.ae/;

Pergamon Museum, accessed October 9, 2019, https://www.smb.museum/; Barjeel Art Foundation, accessed
October 17, 2019, https://www.barjeelartfoundation.org/.

43. Cincinnati Art Museum, accessed September 12, 2019, https://www.cinaitmaseum.org/; Aga Khan

Museum, accessed December 2, 2019, https://www.agakhanmuseum.org/; National Gallery of Canada, accessed
October 7, 2019, https://www.gallery.ca/; Vancouver Biennale, accessed September 4, 2019,
https://www.vancouverbiennale.conMjsk Art Institute, accessed October 9, 2019, https://miskartinstitute.org/;

Ithra Museum, accessed November 23, 2019, https://www.ithra.com/en/; Los Angeles County Museum of Art,
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cases that fall within this studyds research
such as AOri ent alniisstt,, @ fhcveelid nidcadi,rmmsigfueem 6 A c al
Acontemporary. o
| also collected data in the form of fieldwork notes by experiencing art in p8b8
2019)at institutions such as the Aga Khan Musgmrontd; the National Gallery of Canada
Museum (Ottawag)the Vancouver Biennalehe Misk Art Institute (Riyadh, Saudi Arabigthe
Ithra Museum (Dhahran, Saudi Arahitje Los Angeles County Museum of Atthe Athr
Gallery (Jeddah, Saudi ArabjaheHafez Galley (Jeddah, Saudi Arabiaghe Museum of
Contemporary Ar{Torontg; and the Museum of Modern Afflew York). Using these sources
enabled me to explore a variety of Islamic artveddkacquire a broad sense of thaseum and
curatorial worlds During my fieldwork, | keptdetailed journal of notes, again, based on the
themes outlined above that are relevant to this study, which | draw from throughout my study.
To analyze the data, | engage in a qualitative analysis of archival data to egxasgne
studies. Specifically, | draw from artistic and scholarly critiques, as well as my own cultural

studies background and insight asfaab, native Arabic-speakingfemale, Muslim artist, to

accessed October 3, 2019, https://www.lacma.org/; Athr Gallery, accessenh xS, 2019,

https://www.athrart.com/; Hafez Gallery, accessed November 4, 2019, https://www.hafezgallery.com/; Museum of
Contemporary Art in Toronto, accessed September 29, 2019, https://moca.ca/; Museum of Modern Art, accessed
November 12, 2019, httgavww.moma.org/; The Museum of Islamic Art, accessed October 14, 2019,
https://www.mia.org.ga/en/; Sharja Art Foundation, accessed November 6, 2019, http://www.sharjahart.org/; Al
Burda Award and Festival, accessed November 9, 2019, https://www.burdaade¥)orld Institute, accessed

October 7, 2019, https://www.imarabe.org/en; Arab Museum of Modern Art, accessed September 18, 2019,
https://www.mathaf.org.qa/; Museum of Islamic Art Cairo, accessed November 18, 2019,
https://www.miaegypt.org/; Sharja ArtdMeum, accessed September 27, 2019, https://www.sharjahartmuseum.ae/;
Pergamon Museum, accessed September 4, 2019, https://www.smb.museum/; Barjeel Art Foundation, accessed
December 9, 2019, https://www.barjeelartfoundation.org/.

44. To find more informatio on art researched in this study, see The Aga Khan Museum, accessed November 12,
2019, https://www.agakhanmuseum.org/; National Gallery of Canada, accessed November 9, 2019,
https://www.gallery.ca/; Vancouver Biennale, accessed October 10, 2019, htpsvamcouverbiennale.com/;

Misk Art Institute, accessed October 8, 2019, https://miskartinstitute.org/; Ithra Museum, accessed December 5,
2019, https://www.ithra.com/en/; Los Angeles County Museum of Art, accessed October 14, 2019,
https://www.lacma.org/Athr Gallery, accessed September 19, 2019, https://www.athrart.com/; Hafez Gallery,
accessed September 27, 2019, https://www.hafezgallery.com/; Museum of Contemporary Art, accessed November
15, 2019, https://moca.ca/; Museum of Modern Art, accessed N@rek8h2019, https://www.moma.org/.
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compare representation in these artworks. | also use thelosat and critical feminist
frameworks discussed above to critically examine the ways in which the selected artists are
depicting Islamic cultur®and identitesin their art. Inchapter4, | use archival data from the
websites and exhibitioristed above to examine differencedstamicc ont ext ar-ti st s o
Islamicc o0 nt e x treprasentatioastokcaltisand identiesin Islamic ars. | explore these
various forms of archival data éxploresimilarities and differences in case stumparisons
of nortislamic-context artists (Sandow Bidnd M.C. Eschgrandlslamiccontext artists
(Abdulnasser Gharensarah AlAbdali, Jarrelie Hassanand Shirin Neshat)
In chapter5, | also usd archival data to identify themes of the veil, mosgurel
calligraphy to engage in additional case study comparisons to examine aultsr{
Wolstenholme and Ajlan Gharemho | contend oftenutilize Orientalig tendenciesn their
representationgsopposed to artistdoath Alofi and Nasser Al Salem) who areallenging
Orientalist representations of Islamic culsiaed identiies | selecedcase studies based on
ar t praminen@é or lack thereofn some case®tfurther develop this field ahquiryd in
scholarly research as well as their fit for the categories under. $taldpchosecase studies of
Saudi artists with whom | am professionally connecéed as such, have a degree of
understanding of the context of their work as well as alenge ofS a u d i art communi t
reception of their work. selected the themé®cause atheir prominence in historical arts
(architecture and calligraphghdpopular loaded symbolism of Islamic cultures (veil)
Following this comparative caséudy analysis, | explore artistic responsibility in representing

cultures and identiiesin Islamic ars.
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Outline of Study

This studyengages irultural analysis to explore the question and complications of
representations of Islamic idemsand culturein contemporary art. Chapteratidressethe
guestion of whathe field oflslamic ars is by drawing from historical examples of Islamic
artistic expressiongacross time and spgamnsidering examplggimarily, though not
exclusively, from the Safavid, Mughal, and Ottoman peridtiss chaptespecificallyexplores
diverse developmert of architecture, calligraphy, and paintings,these are thmodes of
expression explore in myanalysis of Orientalism iohapter 2 (paintingsgnd in my
contemporary case studiescmapters 4 and @rchitecture and calligraphy®f coursejslamic
material culture iwast andmediumssuch as ceramics and textil® significantput theyare
outsidethe limited scope of this studyhere are multiple other geographic contexts, types of
visual culture and examples throughout the expansive history of Islamic arts, bexah®les
included are representative of #gecific areas of analysis of this studamely Orientalisnand
cultural appropriationThis chapteprovides a historical overview of Islamic @#ind the various
shiftsandoverlapsbetweerits religiousandsociohistoricabriginsand hecontinued overlam
the contemporary contexthe chaptegoes on to identify the ways in which Islamicsatiould
beconceptualized and classified differently from other religiousaantl introduces the
discussion of the current scholarly division between religious and secular interpretations of
Islamic ars. As such, this chapter highlights that thouigiamic ard exists as a classification
system in museum and art galleries, themgenerally no coherent body of work or cultural
production that can be easily identifiedfgslamic arb because th®uslim world hasalways

been diverse and heterogens.

23



Chapter 2 provides a review of current literature that aims to examine thid fieof st udy
conceptual backdrop, namely Orientalism. It explores research related to the history of
Orientalismand colonial legacieshe theory of Orientalisras developed by Edward Saadong
with critiques of that grountireakingtheory todefend and situate my application of Orientalist
theory in this studyl. engage with Orientalist tropes that largely emeigedeviewing paintings
and photography from the height of the Orientalesiqul (19" 20" centuries) The tropes |
consider includéhelustful Arab oppressor, the inferior Arathe rich prince, the terrorist villain,
harem womepand the oppressed Muslim woman/the exotic unkndwaiso considehow these
tropes have informed stereotypd#sArabs and Muslimg popular culturel then explorehe
relationship between Orientalist paintingjseiri o t h etropesiagddheperpetuation othose
tropesalong withlslamophobia as a modern transformation of Oriental3werviewing the
Orientalist ideologies f  fi o ttiatunderpihe field of Orientaktudiesby Europeans
highlightshow modern interpretations of Islamic arts (explorechiapter 3)do not align with or
reflect the complexities of Islamic arts hist@ydiscussed ithapter 1 The chapter concludes
by discussing the gendered nature of Islamophobia astgbgllingone way in which these
Orientalist worldviews are sustainathichis in the emergence of the museum and art
institutions,a topic further explored ichapter 3.

Chapter 3ngages in a discussion of museum studiesxplores the role of museums
and art institutions in society in general as a mechafiseducation and cultural exchangfe.
also outlineghe role of art institutionas a legitimizing force for artists in tigégobal art world
anddiscusseghe relationshifpetween colonialism and museum spaeaesl the ways in which
legacief colonial looting and Orientalist ideologiesntinue to impadhese space3his

discussion then highlights how the world of Islamic arts has been categorized and imposed by
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external actors, who have drawn the boundaries of civilizational art production and continue to
sustain it through limited Orientalist frameworkescribinghow Islamic a arecurrently
exhibitedand some of thdecolonal effortsundertakerio rectify issues of misrepresentation and
Aot heri ng, 0 tomdissussoisaffi festorglanid aftscategorizatiog, and
Orientalist legacieasoutlinedin chapter 1 an@hapter 2by further contextualimg the impact
of these legaciesn representations of Islamic cultures and identitieasuseum space$he
chapterconcludes with a discussiaf how Orientalist legacieareinherent in museum histagry
along withhow museum spaces act as gatekeepbiayeart world expectationand facilitate
artisticcultural appropriation anselfappropriatiorfor artists to gain entry to this worl@he
resultingmotivationsfor Islamic-context artists taulturally appropriate impacepresentations
of Islamic culture and identites which is the focus of case studiesivapter 4 andhapter 5.
Chapterd andchapters are the main substantive chapters of this dissertation. CHapter
begins by explaining the categorization of groups of artiskaniic-context artists and nen
Islamic-context artistswho create art relating to Islamic subject matter to evaluate diffesen
representations of Islamic cultsrend identiies. Through thaliscussiorof case studiesf
artists such assandow BirkM.C. EscherShirin NeshatAbdulnasser Gharendamelie Hassan
and Sarah AAbdali, the study finds that artists withboth categoriedisplay elements that
represent Islamic cultuseind identiiesthrough practices of cultural appropriation and-self
appropriation Thesubsequeranalysis includes a discussion of cultural appropriadimh sel
appropriatiorwithin each case studiat situateshe pervasive, deeply ingrained influence of
colonial/Orientalist frameworks on bopieople coming from Islamic contexts and those who are

not, which were surveyed ichapter 2 However, the neelationsof this discussioralsohighlight
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thatartists in both categoriese making efforts to represent Islamic cultared identikesfrom
a place of artistic integritydemonstrating that this is not an either/or issue.

Chapters continues with an examination of case studieartists such a€olleen
Wolstenholme, Ajlan Gharem, Moath Alpéind Nasser Al Salernwho challenge and utilize
Orientalist logic through themes of the veil, mosauel calligraphy. Analysis of these case
studies demonstrates hasfamic themes of veil, mosquand calligraphy can be used in ways
that both perpetuate and challenge Orientalist vieasalyzeall case studies acrosBapter 5,
bringing in further comparisato those discussed amapter 41 then engagen a discussion of
the issues of artistic responsibility and personal gaiighlighting artistic social responsibility in
t er ms o fworld impattsandrc@enalddinghat artists do have some level esponsibility
in terms of their creative intentionality.

The concluding chaptasummarizesny broader studynlthe case studies tsflamic
context artists and nelslamic-context artistsl find thatthesecategories or identity labelsve
little to no connection to representation of Islamic cukaned identilesbased omon-Islamic
vs. Islamic perspectiveglentities are multidimensionaflowever,cultural appropriation is a

factorimpacting cultural forms of representation by artisteoth categoriedt also describes

how the case study c¢ o mp aiOrientalist framning shaws thas artist® Or |
can use thaentifiablelslamic symbols of the veil, mosqguand calligraphy to both utilize and
chall enge Orientalist thinking. The chapter <c

the field of Islamic agresearch and discsigglimitations of the study, primarily in terms of
number of case studies atie problematic nature of terminologiesdprovidingsuggestions
for future researchncludingopportunitiesor interviewing some of the artistéalyzed

throughout the studyt also calls for the need fartherdecolonize art studies broadly.
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Chapter 1: History of Islamic Art

Introduction
Islamic arsis an intriguing, diverse field that vastly spans both time and spheeconcept of
Al s | a,owhich isscomimonly used by scholars and art institutimitself a modern
construct influenced by Orientalist perceptions, as this chaptethe next illustratél'o begin to
understand the complexities in categorizing and perceiving Islamsj@aanvell as artistic
responsibility in representatiahintegrity, this dapter outlinesiselective history of Islamic art
for the purposes of this studijhe overviewisintended o si t uat e the chapteré
regarding rigid, binary categorizations of Islamicantthe contemporary contexthich |
discusdn the sectiorentittedd Cur r ent Approaches t o slraleomi ng 1 d
aimto provide background for the ways in whiglirrent binary divisions of interpretation and
categorization are influenced by Orientalist ideologies that separate the field from its
multifaceted historical contexts.
Usually, in scholarly discussions of arstory, filslamic arb is framed agncompasag
an impressive 400 years, spanning from the Umayyad Caliphate (Baghdad) i@B&4 the
Safavid (Persia), Mughal (South Asiahd Ottoman (Anatolisggmpires in the 18 to the 2¢"
centuries. Although many types of art and forms of expresk@ve beenitilized in Islamic ad
throughout historyandacross vast geographiesistamicempiresthe limited scope of this
study had led me to focus ealect time periods in Islamic attistory, such ashe early

Umayyad Empire, the Safavid Empiesnd the Mughal Empires well as discussion of
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cultural exchange during the Ottoman Empiheclusion of this historical overview is intended

as necessary context to understand how the field of Islamicaichanged over time and how
that evolution has subsequenthysaligned withcontemporary interpretations and perceptions of
this broadfield of study, especially for the contemporary artists that | engage in chéjaied5.
Further, this context providesramework to examinbow and why Islamic astaresituated and
viewed in the contemporary art worlthis is notintendedto be an exhaustive study of Islamic
arthistory, as that idbeyondthe scope of this chapter, and in fact, this study alone. However, this
chapter uses select examples across history and geograplisiesnad culturesand forms of

artistic expressioto (1) showthe relationship of Islamic &to overlappingeligious and

cultural expressions as an important historical precedent, (2) exploredras of religious,

cultural and political fusion irhistorical Islamic aghave continuedn premodern,modern and
postmodern contextsand (3)beghn toinvestigate thénapplicable binary framing of Islamic

arts as secular or religiou$hese discussions provide essential background to further
contextualizeh apt er 26s expl orati on ofsahdohea prtoelre 306fs O

discussion of museum studies.

A Brief History of Islamic Art sand Interpretations
According to Islamic studies art scholars like Sheila BlagtJohnathan Bloom, Islamic art

proliferated alongside the expansion of Islam across what we today call the Middfid East.

1. In Arabic, the Ottoman Empire is knownldslifat e usmaniaFor background on the origins of the Ottoman

Caliphate, see Mehmet Fuat Képrifine Origins of the Ottoman Empifalbany, NY: State University of New

York Press, 1991).

2. Sheila S. Bl air and Jonathan M. mBHe&tadyofamiUnwieddy Mi r age o
Fi e Thd ArbBulletind5, no.1 (2003) 152 184.
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latter geographical imaginary is itself a product of colonial construgtislamic ars werea

political, cultural, and socidbol expedientlyemployed tonspire spiritual reflection and

practice; these modes and styles of representation facilitated ways to uniquely reflect the (rising)
religion and to unite viewers and worshippers through mutual recognition and a recognition of
Allah (God), in a traditiod similar to the period of Christian iconoclasm that dominated the
reign of Byzantine emperor Leo Il (r. 71741 CE}¥d that prohibis depictions or icons dBod.
The Qur 6an Yduwlodelisve, mtoxeants and gambling, idolatrpeactices, and
[divining with] arrows are repugnant aét$S a t aaingdsshun them so that you may

prospery® However, in some contradiction to this tradition of aniconism, the Prophet
Muhamnad (pbuh)is said to have protected a painting of Jesus and Mary i thé.%d farther
explore the history of aniconism the discussion of paintings later in this chag®eaictices of
aniconismprovide one explanation for why calligraphy (Figure 1) and geometric design (Figure

2) have featured prominently throughout Islamis &istory.

3. The idea of the Middle East emerged, as a product of imperial and colonial projects by colonial forces like the

British and France. Specifically, through the Sylésot Agrement of 1916, Britain and France distributed the

Arab provinces of the former Ottoman Empire to compri s
information on this colonial project am#Buropeocansbe r ucti on ¢
found in MalcolmYapp, The Making of the Modern Near East 1v2923(New York: Routledge, 1987).

4. J. At kinson, 0 LTeeoria:lAlJdurna of 8oci&l and Rotitical Tdheamp., 4 (1973): 5162,

http://www jstor.org/stable/41801907.

5 Abdul Hal eem, iverse 90,0 Quran.com, accessed Octobe
https://quran.com/5/90?translations=18,20,22,85,84,101.

6. William Shepard|slam: The EbookProvidence, Utah: Journal of Buddhist Ethics Online Books, 2009), 191.
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Figure 1. Leaf from th&lue Qur'an showing Sura 30:i28. Photo: Metropolitan Museum of
Art.”

Figure2. Mihrab (Prayer NicheMosaic,135455 CE.Iran, IsfahanMetropolitan Museum of
Art.8

7. Leaf from the Blue Qur'an Showing Sura 30t 28 photograph, originally created 1020 AD, Metropolitan
Museum of Art, accessed February 10, 2021, https://www.metmuseum.org/ectioallsearch/.

8. Mihrab (Prayer Niche)135455 CE, mosaic, 135 1/16 X 113 11/16 in., Metropolitan Museum of Art, accessed
February 10, 2021, https://www.metmuseum.org/art/collection/search/449537.
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This sectiordelves intahe religiousandculturalorigins of the field oislamic ars and
thecomplex ways in which these sphece®rla@ even thoughheyare often viewdas
dichotomous, mutually exclusive concepts, as will be further discusseddelosentemporary
artand historical analysign addition todiscussions on early Islamic grsuch as that produced
during the Umayyad period (66250 CE), this history largely focason art produced during
the Safavid (15011722CE) and Mughal (15261857 CE) Empires | also include some
examplesof artfrom the Ottoman Empire (1299923 CE) to explore overlap of styles and
themesas well as examples of cultural exchangeas geographieshave chosen to focus on
art during these periods because the yearsiI52P, which span periods of both the Safavid
and Mughal(as well as Ottomargynasties, arat timesregarded as the golden age of Islamic
at?Al t hough the i dea @Westarn dorgstoutt Hasedethmarentiicideas it s e |
of goodor advanced arthe art produced during thegeriods is an important subject of study in
this field. Contemporary artists continue to draw from the traditions of calligragishjtecture
and painting developed and expanded upon during these &intkas such, the art of these
empires is significant in the context of Islamicsatistory and evolution through to
contemporary trend3.he combination osociopolitical, historical, religias,and cultural
elements expressed throughastislamic ciitizations spreagdnteracted with one another and
other culturesand consolidatedowerin these periodeeveals the complexities of modern
definitions and interpretations of whataracterizef | s | aatnih tbhe following sections, |
engage wittsome expressions of Islamicsitiroughout history, particularly (1) architecture and

sacred spaces, (2) calligraplayd (3) paintings.

9. Sheila CanbyThe Golden Age of Persian Art, 150722 (Michigan: Harry N. Abrams, 2000).
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Architectural Expressions of Art

In Muslim societies, architectural sites were practical spaces, but they weneealsto

symbolize sacred spaces beyond this redmese spaces were deemed to imtaraka

(spiritual presencah some ways, such as through ihiermentof holy figures like the Prophet
Muhammad anavali (saints)in Sufism orimams(religious leadersin ShiGsm. Societies

commonly used mosques as spaces for comngatléring, prayeryeddingceremonies

political courts and planning for wat® The Arabic language reflects the multipurpasgure of

these structuresnasjidis a word for mosque that means a place of prostraimlj a mis 6 e

of t en i ntodgingllyreetfeedr [aisngi] t o the physillcThebe pl ace
architectural spaces weaésomonuments to holy figures and mystical sithey were not

necessarily art for a@tsake, but rather areflectimio n e 6 s p | a cédeawortdthath e wor | ¢
centredonthe ultimate, Allahlslamic architectural designs, such as mosques and shrines, are

rich with religious significance and cultural connectivityAs suchthese spacesxemplify the

overlapping nature of religion and culture throughout Islamic art histoig.section provide
exampleshatshowcasé¢he ways in which Islamic architecture has evolved over the centuries

but also the ways in which these architectural dgpmkents werinformed by local regional art

before the advent of Islam in many of these geographies these examplesf Islamic ars

and architectui@ as conceptualizetthrough modern framésemerged through a process of

transmission anttansformation ovetime.

10. Hope Collins, fiThe Mosque as a iPolkis 8ymtusddniveBsityon o mi ¢,
Honors Program Capstone Proje@82 (2011): 171, https://surface.syr.edu/honors_capstone/282.
11. HopeCol | i ns, AThe Mosque as a Political, Economic, and

12. Mosques often served as spaces where rulers would host foreign officials, and historically, rulers of Islamic
empires would even reside in or very near mosques. These spaasssttated political strength and power. For
more information, see Hope Collins, AThe Mosque as a P
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Examples of Classical Islamic Architecture

Islamic achitectural traditions date back to tHeand & centuries. The famous Dome of the
Rock in Jerusaler(Figure 3)is an early example of Islamic architecture. Amecursor to

modern mosques, this shrine and monument commeesaratgnificant historical and mystical
event in the Muslintradition The Dome of the Rock is an important holy site, as Muslims
widely believe the rock is constructed around the locatidn lofe P risygoMighttJ@usney)

and subsequem i 6, m avhiich he ascended to heaven. This religious structure adheres to the
Qur dani c pr i novhighhas varihg inkerpietations ansl schools of thougine

of whichonly opposefigural representations prayer houses and thrdenensional
representationsstill, the structuréncorporates Coptic, Sassanian, and Byzantine elements in its
decorative styling and serves as an early example of influences from outside emergirg Islami
civilizations!® For example, it borrows from Byzantine mosaic techniques and aesthetics as
inspiration for its vegetal motif$. The Dome of the Rock emphasizes geometric relationships in
its architectural design. Architect Doron Chen notes that this architectural structure incorporates

multiple shapes, including octagons, squares, and ciftles.

13 Ana Botchkareva, AThe Dome of the Rock, 0 The Metrop:
https://www.metmuseurarg/exhibitions/listings/2012/byzantivandislam/blog/wherdn-the-world/posts/dome

of-the-rock.

14 Ana Botchkareva, AThe Dome of the Rock. 0

15 Doron Chen, AThe Desi gn o fPalestine Exparatien Qoafterl§l? o. IRoc k i n
(1980): 4150, https://doi.org/10.1179/peq.1980.112.1.41.
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Figure 3.The Dome of the RoclPhoto.JerusalemPalestingeMetropolitan Museum of Art®

The Dome of the Rock also sets a religious precedent in Islamic artwork by using
el ements to play with fAcolo[u]r, texture, 1ig
attempt taranscend the dimensions of earthly geometry and spacais early, and arguably
most significant, work of art and architectural achievement provides the religious foundations on
which later Islamic artworks buil&t i | | , t he pur pos e isadbatdble.e Do me 0
NasselRabbat explainthat the stratureserves nmbvious purposether than that of pure
commemoration, and the motivations for its construatésnain unclear and contest&d
Scholars such as Oleg Grabar and Nasser Raldvathe Dome as a historically political

statement t@onvey Umayyad power throughout the regidRabbat notes thatmayyad caliph

16. The Dome of the Rocghotograph, Jerusalefalesting Metropolitan Museum of Art, accessed February 10,

2021, https:/iwvww.metmuseum.org/exhibitions/listings/2012/byzantindislam/blog/wherdn-the-

world/posts/domef-the-rock.

177 Cynthia Finlayson, fABehind thecAr abBWdudeso Under st an
Quarterly40, no. 4 (2001): 74, https://scholarsarchive.byu.edu/cgi/viewcontent.cgi?article=3502&context=byusq.

18. Nasser Rabbat, AThe Meani nNugarias6i(1899):19mayyad Dome of
http://www.realtechsupport.oigB/MA/Rabbat_Dome_ofthe Rock.pdf.

19. Oleg GrabarThe Dome of the RokkCa mbr i dge: The Bel knap Press, 2006) ;
the Umayyad Dome of the Rock. o
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0 AdatMa | i(Bd@E5CE)c hoi ce t o bui |l d 0fasitecelaptatedyinthei si bl e
past by David and Solomon and sanctified in the presehtdy am [ é] [hss]yaotiticall i z e d
aspirations, and balancai monarchical inclinations and religious convictioffsin one
interpretation, slectingthe site of constructioasthe location where Jewish and Christian
religious traditionselieve Abrahanagreed to sacrifice Isaatay be understood aspolitical
statementhat served to establish the city as a religicerstrefor surroundingsocietiesas well as
to situate Islam as the sovereign rulimgthority in Jerusalerft.In terms of political symbolism
in architecturethe gold covering selected for the dosmgnifiedthe dominance of Islam and the
ruling empire gold was a precioumaterial signifying power and prestigeThis edifice
represented political claim to dominander the growing Mslim empireas well as the
beginnings okstablishing a defingdlentifiableculture in the regiorEven in modern times, the
Dome of the Rocks viewed as both a space for religious devotional practices and
commemoratioranda culturalicon used in advertisements, restaurant pamptdetsbrochures
to attract touistsand economic benefié It is asacred space of both spiritualiitural and
political significancefor numerous societies.
The Umayyad Mosque of Damasdisgured4), one of the first examples of a Christian
church that was repurposed to a mosque, displays traditional domes and minarets used in Islamic
arts®* This structure drew inspiration frolocal, prelslamicstyles; for example, the height of

the domewvas a common featud prel s| ami ¢ pal ac e ssuchfasGhgsnaant her n

20. Nasser Rabbat, AThe Meaning of the Umayyad Dome of
21 Beatrice St. Laurent, fAThe Do m8ridgefvatet ReeiewRoack and t he
(1998): 15, http://vc.bridgew.edu/br_rev/vol17/iss2/8.

22, Beatrice St. Laurent, fiThe Dome of the Rock and the

23. OlegGrabar,The Dome of the Ro¢icambridge: The Belknap Press, 2006).
24. Finbarr Barry FloodThe Great Mosque of Damascus: Studies on the Makings of an Umayyad Visual Culture
(Boston: Brill, 2001).
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the famed prédslamic palace at Séna GtheY @ m e?hEven some of thpre-Islamicchurch

materials were retained ftire Umayyad Mosquend manypre-Islamicarchitectural features,

such as vinernamentation, were incorporated in the mosgurech wasdesigned by Coptic

craftsmerf® Moreover, he Hagia Sophim Istanbul, TurkeyFigures 5 and6) exemplifiesthe

shifts ofearly architectural spaces between religious and cultural purpuasies often

overlapped’ The Hagia Sophia has a long history of religious crossover and transformation in

its relationship between religious and miseculao functions. Built by Emperor Justinian

between 53and537 CE, the structure has evolved in function feomiEastern Chrisan

cathedral to a significant Islamic mosque after Ottoman conquest in 1453 to a museum in the
1930s.In 2020,the structuravastransformed back into a mosqatethe decree of Turkish

President Tayyip Erdogamith the understanding thé&tChr i st i an i cons and mo:
damaged?® Specifically, a9'"-centurymosaic of Mary and Jesusmains in the Hagia Sophia

and is currently covered by a clathTheseexample of architectural developments from

PalestineSyria, Yemen, and Turkeshow thatthe oncept of Al sl amatc art o

least not in architecture.dther,these sacred spaces changed over, tiveee frequently

25, Jonat han KubbaBMAMKhadraand thdltoegr aphy of Height in Aarly | sl
Orientalis23 (1993): 137.
26. Finbarr Barry FloodThe Great Mosque of Damascus

27. For more information on this evoluti oflacessleuenalZzi ad Jal
(2020), htps://placesjournal.org/article/haggaphiapastandfuture/?careloaded=1G¢ | r u Neci poj Il u, ATHh
an | mperial Monument, Hagia Sophia After Blggm&8aophia um, 0 i |
from the Ageof Justinianto the PresentCambridge: Cambridge University Press, 1992), 195, 207.

28. | shaan Tharoor, AThe Troubl e wihaWashMgidn Pasigly BBagi a Soph
2020, para. 4, https://www.washingtonpost.com/world/2020/07/13Asadi@mosqueerdogan/.

299 Christiane Gruber and Paroma Chatterjee, AHagia Sop!

Veiling of its Figural lcondsNot a Mu s | i The QonvardatignAugust 1852020,
https://theconversation.com/hagiaphiahasbeenconvertedbackinto-a-mosquebutthe-veiling-of-its-figural-
iconsis-not-a-muslim-tradition-

144042#:~:text=0riginally%20built%20as%20a%20Christian, Turkish%20leader%20Mustafa%20Kemal%20Atat%
C3%BCrk.
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repurposed for political gaimnd borrowed from cultures and practices of the regionsthat

Islam spread tas it developed.

Figure5. Hagia SophiaPhoto.Istanbul, Turkey, MetropolitamMuseum of Art*!

30. Umayyad Mosque damascus, photograph, Damascus, Syria, MelitapaViuseum of Art, accessed February
10, 2021, https:/iwww.metmuseum.org/exhibitions/listings/2012/byzardiutislam/blog/wheren-the-
world/posts/damascus.

31. Hagia Sophiaphotograph, Istanbul, Turkey, Metropolitan Museum of Art, accessed Febfy&t9211,
https://www.metmuseum.org/exhibitions/listings/2012/byzantamdislam/blog/wherdn-the-world/posts/hagia
sophia.
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Figure6. Hagia SophiaPhoto: Shobhana Xavig2014 Istanbul, Turkey?

Establishedufi shrinesdatingback toapproximatelythe 9" centuny although
rudimentary, nordescript tombsvere constructed earlier, tige practice of veneratirthese
holy figures emergeslowlyd *3also serve as examples of Islamic architectesklopmers
that were informed by thdevotional anatultural expressionsf theregions into which Islam
spread®* Sufi spaces likethe i b U1 / R°wélespace®ftiearninghospitality,libraries,
mosquesandmuchmore.Onefeatureof thesebroaderdandscapes/ereSufi shrinesdedicated
asmemorializatiorof adeceasetkacherwho wasreveredassaintlybecaus®f heror his

spiritual proximity to thedivine.

32. Shobhana Xavier, Hagia Sophia, photograph, 2014, Istanbul, Turkey.

33. For more information on the development of Sufism angbthetice of veneration of Sufi saints, see Carl W.
Ernst,The Shambhala Guide to Sufi§Boston: Shambhala, 1997).

34. Ayla Esen AlgarThe Dervish Lodge: Architecture, Art, and Sufism in Ottoman TuyBerkeley, CA:

University of California Press, 1992).

35. These structures were lodges or gathering spaces for adherents to Sufism. For more information on Sufi spaces
and practices, see Aandre Papas, edufi InstitutiongBoston: Brill, 2020).
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Architecturally, Suftombs areoftenc o mpr i sed of fa cube chambe

hemispherical dome®which is a prdslamicif uner ary structure found |

Bal oc hiThey aso tymicalllhavemugarnagvaulted ornamentatio@nd incorporate
arches, domes, rezhndstone, brickwork, gardens, and calligraphic inscriptioaguently
borrowing from norislamic architectural tradition$.Theseshrinesare sacred placeghere
holy figure® northoly figures were buried differenty are buried andommemoratedand
many Muslimsperformpilgrimages ¢ these graves toe in closgroximity to saintswho they
believe to havachieved union witlsod3® Many Muslims perceive these sacred spaces as
places of healing of worldlwounds® Practices of pilgrimages and ritual activities to shrines, be
it for Sufi teachers or Sédimamsand family members of the Prophet Muhammad are not
without controversyThe ziyara (visitation to venerated placdsassparked debates among
theologians and legal scholaseme ofvhom, from aSalafi fundamentalist perspectj\express
concermabout
the propriety of praying directly to the dead, and of seekitegcession on behalf of
oneself or others; whether it is allowed to make physical contact with a grave; and the
maximum height to which a grave can be erected without becoming & idol.
Opposition tathe practice ofiyarastems from the #3century during which timemedieval

Muslim theologian Ibriraymiyya(d. 1328 CE}alled for the legal condemnation of grave

visitation Even though lIbn Taymiyya himself was a Shf was critical of some aspects of Sufi

36. Samina Quraeshi et aBacred Spaces: A Journey with the Sufis of the I(Bloston: Peabody Museum Press,

2010), 46.

37. Samina Quraeshi et abacred Spaces: A Journey with the Sufis efitldus(Boston: Peabody Museum Press,
2010), 52.

38. Samina Quraeshi et aBacred Spaceso

39. Iftikhar AhmedCh ar an et al ., ACulture and R®iginmpageondsam:Per s
Traditional and Modern Practiced.ondon: Oneworld Academic, 2017).

40. Iftikhar AhmedCh ar an et al ., fACulture and Religious Pers

41, Ondr ej Baranek and Pavel Tupek, #AFr om Iaraghroughn g
t he Evyes GCoofvn CRatdr forfMiddle East Studigg2009): 2,
https://brandeis.edu/crown/publications/papers/pdfs/cp2.pdf.
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devotional practice® In contemporary timgshe Saudi government has prohibitesheration
of shrines, viewing such practicesag®rm of idol worship andsomeextremistSalafiMuslim
groupshave demolishedhrines and gravesites around the Middle E:S8bme acts of
destruction include the 1994 destructiontha grave of docal saint in Aden, Yemertthe grave
of the PropheMu h a m mmaathérg® minabint Wahh in al-Abwa, Saudi Arabiathe grave of
Mus |l i m s c h-&ddig(d. 76b €6 in Medinard the grave of the Prophet

Mu h a mmwaifd, &sadija in Mecca*

Despite theetheologicalcontroverges, shrineshavehistorically been places gbcial,
cultural and religious significancdannat aBaqiin Medina(Figure7), the graveyarahear the
Prophet Muh ammsaalgoably theumosamduscanimenerative spacwith
Muslimscommonly making pilgrimages there to honour the Prophgtammal.*> Beforeits
destructiorin the 19" and 2d" centuriesfollowing early Islamic architectutpracticesa
magnificent domed edifice stood abdte cemetery® Since its destruction, no architecture has
been constructeabove the cemeterput it continues to be a sacred spaisged bymany
Muslims.

Another, much laterimportant burial sitdéor local devotees and pilgriniscludesthe
14" century Shrine oShaykhSafial-Din Ishaqgin Azerbaijan(Figure8).#” This shrine includes a
complex of buildings to serve devotees as well as for prayer, staragjeooking'® The

complexthat contains the shrine includes spdoespiritualand ritualpractice with commercial

42. Ondr ej Baranek and Pavel Tupek, AFrom Visiting
43. Ondrej Baranekand Pavallpe k, fiFrom Vi siting Graves to Their
44. Ondr ej Baranek and Pavel Tupek, AFrom Visiting

45. Sophia Rose Arjan®ilgrimage in Islam
46. Ondr ej Baranek and Pavel Tupek, AFrom Visiting

Gr av
Dest i
Gr av

Gr av

47. Sheila Canby, #ASufis, Shahsil6&dTe&EsmaibUnged Kiggiomi nes of

(2008): 6869, https://proebtaticiis.s3.euwest2.amazonaws.com/s3faublic/sufis_shahs_and_shiis
_shrines_of the_safavids_150650_ce.pdf.
48 Sheil a Canby, ASufis, Shahs, -1a6n5d0 ShE.60 s: Shrines
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and cultural exchangshowcasindhe site avoth a spiritual and devotional site but also one of
social and economiactivities?® The tomb includearchitectural formssuch as domes and
calligraphic decoration® As asocialgathering site and place of worship and commemoration,
this shrine is an early example of Islamic architecture that was designed for both religious and
nonreligious purposesnd shrineshave tended tashare its architectural stylemd incorporate
Arabic calligraphy, a central sarcophagasches, minaretgolourful mosaicsjomes, and
arabesque decoratiéh.

Some buildings of the shrine are constructed primarily fvitha k ed br i cks and
gy p s ¥incprporaing local materials similar to other buildings such as the llkhanid Palace
(13" century CE}? Iranian traditions of incorporating bricks and ornamental brickwork date at
least as far back as the gstamic Achaemenid Empire (56830 BCE)>* Moreover, these
building material®of baked bricks and gypsuwere usedn modernday Yemenin buildings
such as the ARbbas Mosquel2" century CE)® as well ador ancienttombs inmodernday
Haft Tepe, Irar?® demonstrating the wideanging use of these materials as well as their pre

Islamic origins.

49. Kishwar Rizvi, Transformations in Early Safavid Architectys.

50. Kishwar Rizvi,Transformations in Early Safavid Architecture: The Shrine of Shaykh SdiinAdhaq Adabili

in Iran (1501 1629)(Boston: Massachusetts Institute of Technology: 2000).

5. Sheil a S. Bl air, ASufi Saints and Midamash(@990Bx hi t ect ul
https://www.jstor.org/stable/1523120.

52. Kishwar Rizvi, Transformations in Early Safavid Architectu@.

53. Kishwar Rizvi, Transformations in Early Safavid Architectu@.

54. Habi b Shahbazi Shiran et al., fAThe Devel opment of B
theEndoKhar azmshahian Period i n t hnerngional bourhakof Arahitectureo f Mo s q u
and Urban Developme®, no 2 (2019): 6172.

55, The Aga Khan Award f or -Abrbalsi tMoctquree ,0 MRROAL 0 raxctciesrs edl!
https://www.akdn.org/sites/akdn/files/media/documents/akaa_press_kits/2004_-akdéasl mosque_yemen.pdf.

56. D. T. PottsA Companion to the Archaeology of the Ancient Near Edgboken, NJ: Wiley, 2012).
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Figure8. Sheikh Safi MausoleurfTower of Allah) Photo: Adam Jones, June 5, 20Aabil,
Iranian Azerbaijant®

57. Md iet, Jannat alBagi, photograph, May 7, 24, Wikimedia Commons, accessed February 10, 2021,
https://commons.wikimedia.org/wiki/File:Grave_of |brahim_at Jawhdaqi, Medina.JPG.

58. Adam JonesSheikh Safi Mausoleum (Tower of Allaphotograph, June 5, 2012, accessed February 10, 2021,
https:/Eommons.wikimedia.org/wiki/File:Tower_of Allah_(Left) Sheikh_Safi Mausoleum_Ardabil -
_lranian_Azerbaijan-_lran_(7421240980).jpg.
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These examples efarlyarchitectual developmentdemonstrate thathile buildingslike
mosques and shrines were designed with devotional purposes and meanings spirtunality
and ritual utilitywerenot their only purposén addition to serving religious purposes, these
spacesvere ofterngathering sites for divee cultures as well as political expressions of power
and dominanceand they continue to act as such toddgreover their adoption and adaptation
of local architectural designs and traditimadidatesGr ab ar 6 s aascenstantfeature t h a't
of Islamic art and architectufis that] as Muslim culture established itself in new areas, it took
over local traditions and modified theaacording to its own formal and liturgical habits and

practd ces. o

Safavid Empire

The SafavicEmpire (15011736CE) saw the construction of multiple marvelswdiat is

consideredo represenislamic architectureStill, much of what has defined the Safavid

Empireds contributi ons hladigenous drahitectueal traditisns b e e n a
with expanding notions of Islamic oné3ften interpreted aa product of Timud (1370 1506

CE) traditions and styleSafavid architecturalsodeveloped from préslamicand largely

Persiarroots®® For examplethe spherical design of rooftop domes originatedarly forms

f r om Achaanerdd$550 330 BCB andParthian(247 BCH 224 CB dynastes®! and

Zoroastriarcosmological principleembedded in Persian ideologaesd reflected in préslamic

59. Oleg Grabar et allslamic Art and Architecture: 650250(London: Yale University Press, 2001)65.

60. Kishwar Rizvi,Transformations in Early Safavid Architectygb.

61. Fereshteh Pashaei Kamal i and Behroz Omrani, AStruct:
Advances in Environmental Biolo¢8013): 4486,
https://go.gale.com/ps/anonymous?id=&67CA365687828&sid=googleScholar&v=2.1&it=r&linkaccess=abs&
issn=19950756&p=AONE&sw=w.
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architectur® influenced Safavid architectural expressions of paraisesover, Safavids built

on theMuslim Seljuk capital of Isfahan, usirgr i gi n al Sel juk constructi

the reimagined citf¥The fAent i r e s c h e mspriaciplesahdesurfoudding h ]
compartments; the mosquése bazaars and the palaces, resembled the pattern of the Old
[Selijuka r r a n g & Asearmedns obshowirplitical and cultural dominance in relation to
the Ottoman Empirand surrounding regional powetke Safavid Empireonstructed Iranian
cities in its own image and conception of power and religion; as Sa€aid architecture
reflectsa transformation ilwonceptions oPersiaridentity, religious thought and alignment, and

political configuratiorf® In fact, Safavid buildingswhetherreligious in function or otherwise,

squ.

were frequently constructed as symbols of an emerging, dominant nation and developing identity

within theMuslim world.®® Thus, cultural and political motivatiorasd prelslamic architectural
influencesplayed an important role in Safavid architectural desigiéch today are categorized
asfilslamic arto

In addition tothese cultural roots, Safavid architecture weined particularly by a Ste
theological angbhilosophical perspective and Persian cultural influences. The Shah Mosque
(1611 1629CE) (Figure9) models the tradition of and emprasngeometric configurations
and mathematical symbolist8pecifically, @monstrating the Safavid rootsriystical Islam

the design of this mosque includes a fouan (rectangular courtyard spadeymat®’

62 Farideh Hooshangi, dAlsfahan, City of Paradise:
ofthe ChahaBagh Gar dens, 0 t he2008),4 (Carleton Universit

63. Farideh Hooshangi, #fAlsfahan, City of Paradise,
64. Farideh Hooshangi, #fAlsfahan, City of Paradise,
65. Rafooneh Mokhtarshahi Sani, AAn Il nquiry into |
Power in ¢ hRulSlaif@avBuWiél di ngs, 06 PhD diss.,. (Eastern
66. Rafooneh Mokhtarshahi Sani, AAn Il nquiry into |
67 A The ar ciwantoasists of areemptywauited space enclosed on three sides and open to a courty
or central space on the fourth.o Ali Uzay Peker,

De v i MetdJournal of the Faculty of Architectutd, no. 12 (191): 5.
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establishing a precedent@mphasis on the courtyard the mosque t&t&his architectural
arrangementepresents an attemgtt  fir e c r e atni retRasRvdirasandekpsession of

fidynastic supremacy and the role of the ruler as cosaioecr ‘8 The Shah Mosque is adorned

with mosaic tilescomprised of sevecolours along with inscriptions in calligraphicsign’® to

symbolize the Islamic faitiandconveyr e | i gi ous pr i nc/PSchokrdbelitve om t he
that thelwan courtyard was usefr residentiabnd educational purposes in addition to

functioning as a space for prayéiherefore, the application of this structure in the Shah

Mosque suggest sasacbmnunitogstigetng dpace assvell as a religious space.

Figure9. Shah MosquePhoto: Bernard Gagnon, October 29, 20&than, Irar?

68. Marzieh Azad Ar ma-slamic Near & Middle iEdsti Aua and Arehiteotdre oR Islamic Art

& Architectur e/ BOIDA IntermationahJoudnal DftSastainaple Developmedtno. 4 (2017): 51,
http://www.ssrn.com/link/@@A -Intl-JournalSustainableDev.html.

69. El ena Georgieva Paskal dwaaBuildiigimnaditioMas a Representation ofe of t he
Paradise and Dynastic Power Aspirations, 0 Phd0),diss., (|
Abstract.

70. El ena Georgieva Paskal d wa,n Buhd dAmagh iTtreadt urn @ nqfo tAbe
71 Marzieh Azad Armaks] amThe Neafl|l &eMcddbe Emet Art, o 5
72. Behnam Ghasemzadeh, fSy mbtol EwrwopsandReveiv gfArsisticiStudidisro.] a mi ¢ Al

3 (2013): 72.
73. Behnam Ghasemzadeh, #ASymbols and Signs in |Islamic A
74. Al i Uzay Peker, fAThe Monument al |l wan, 0 5.

75. Bernard Gagnorghah Mosquephotograph, October 29, 20Mjkimedia Commons, accessed February 10,
2021, https://commons.wikimedia.org/wiki/File:Shah_Mosque, Isfahan_01.jpg.
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Religious symbolism is prevalent throughout Safavid architectural de3iged.otfollah
Mosque(Figure D), for examplepses openingg et ween t he mosgqaweds dome
facilitate natural ligh®t o creat e the appear arheairfronhthet At he d
inner “"UVhiesw. desi gn can be interpreted to fisymb
| mam, which is s omewh e r'®ddiienallyy theeShiitelpenailsa n and e
taghiye(interpreted as illusion in defense of faithexpressed in architectural manifestations,
such as in the Imam (Shah) Mosd&egure 11)in Naghshelahars q u aillusoy mmanner of
designing minaretm varying placeso create the viewhat they are either close to or distant
from each other, depending on perspectivrchitectural historian HenStierlin notes that
mosque gardens in the Safavid pedicas well as before and affeconveyt he Qur dani ¢ s
of paradisé® Thus in addition to culturatonsiderationgreligious motivationgre important

considerations of Safavid architectural spaces.

Figure D. Lotfollah MosquePhoto: Amirhossein Ahmadpour, October 1, 20&&han, Irarf!

76. Rafooneh Mokhtarshahi Sani, H#AAn Il nquiry into Ilranial
77. Rafooneh Mokhtarshahi Serit,ur@Am 19Bquiry into Il rani al
78. Rafooneh Mokhtarshahi Sani, AAn Il nquiry into Ilranial
79. Rafooneh Mokhtarshahi Sani, AAn Il nquiry into Ilranial

80. Henri Stierlin,Persian Art and Architectur@_ondon: Thames and Hudson, 2012).
81. Amirhossein Ahmadpout,otfollah Mosquephotograph, October 1, 2018, Wikimedia Commons, accessed
February 10, 2021, https://commons.wikimedia.org/wiki/File:Interior_of the_Sheikh_Lotfollah_Mosque_2.jpg.
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Figure 1. Imam (Shah) Mosque iNaghsheJahan squar@hoto:Arad Mojtahedi, January 12,
2007.1sfahan, Irarf?

SomeSufi shrines are also common representations of Safavid architéottegens of
architectural design, Safavid shrines continued the Timurid sprasticesof decorative tiling
and domes, which drew from earliadigenous tradition® Safavid shrines, therefore, offene
representation of A araldradiidnifromihe Great $aljugsnad tleetimea r ¢ h i
of t he 8Sufishnnésncsrpoated architectural elements, sucd@sed tombs to
mark gravesiwan courtyardshprightly coloured mosai¢and elaborate floral and arabesque
pattern$®These shrines fAinhabit a vital position i

and culture life of rituals, Saints, traditional belief, sounds, trance, dance, music in ethnic

82. Arad Mojtahedilmam (Shah) Mosque in Naghsbh&han guare photograph, January 12, 2007, Wikimedia

Commons, accessed February 10, 2021

83. Rubina Kauser Salikuddin, ASufis, ®&a&ionrt,sdo, Pahndd Sihrsisn
Harvard University, 2018, http://nrs.harvard.edu/BrAUL.IngRepo0s:41129127.

84. Stephen F. Dalé[he Muslim Empires of the Ottomans, Safavids, and MugNals York: Cambridge

University Press, 2010), 145.

https://commons.wikimedia.org/wiki/File:Naghshe_Jahan_Square_Isfahan_modified2.jpg

85. Sheila S. Bl air, ASufi Saints and Midamash(@990Bx hi t ect ul
https://www.jstor.org/stable/1523120.
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healing, andpiritual illness/diseasi#® In this way, the shrineepreserdda spiritual space of

faith and piety but also a gathering site for both Muslims and-NMuslims toengage in

celebrations of shared existerfé&lair notes thashrines typicallyincluded spaces adjacent to

t he t o mbuklservd\ariousikinds of communal gatherings, from strictly religious Friday

prayertoSufi nspi red r eci tandalsopnosidedaocdmmbdative foresigeits

as well as transient pilgrims and trdee$; as such, thewere also sites of economy and

busines$® Moreover,Muslims are not the onlgroup that reveres and celebrates Sufi saints, as

wide range ohon-Muslims alsovenerate these figur@andshrines have servednd continue

to serveas a spiritual place of gathering and acceptance regardless of religious affiliatisp.

these spacdend toblendpurposes of religious practicgocial formationand wltural exchange.
The SkeikhSafiatdi n KhUnegUh and SFgure R)és cdnprisedmb | e i 1

of fia library, a mosque, a school, mausolea, a cistern, a hospital, kitchens, a bakery and some

offices®’ Construction of this shrine began in the earl{} #¢éntury The spacencludesa path

tothe shrine  w h i divided inte sefien segments, which mirror the seven stages of Sufi

mysticism, separated by eight gates, which represent theagiiginties of Sufisnd®> Many

buildings of the ensemble are adorned wilourful tiling, which ha origins in Iranian and

Timurid architectural traditions and continued to evolve and grow in popularity during the

86. Iftikhar AhmedCh ar an et al ., ACul tur al and RerhaiofRdlgiomandP er s pecf
Health57 (2018): 1074https://doi.org/10.1007/s109481.8-05586.

87. Iftikhar AhmedCh ar an et al ., fACulture and Religious Perspect.i
88 Sheila S. Bl ai r, iSuf ii44dSaints and Shrine Architectu

89. Sheila S. Bl Shrri, n el SAurf diM4Stad entt uisr ea,ndd 4 3
90. Samina Quraeshi et abacred Spaces: A Journey with the Sufis of the I(Bloston: Peabody Museum Press,

2010), 27. ) )
9. fAShei-#thnSEhUnaygUh and Shrine Ensemble in Ardabil,6 o |
https://whc.unesco.org/en/list/1345/. )
92 fShei-#thnSEhUnaygUh and Shrine Ensemble in Ardabil, o |
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Safavider@®>T h e dgirticauresi nd  wi d e % of thesa buildiggs draws on these

popular llkhanid and Timurid features, which also have origins in local architectural traditions.
Depictionsof Chinese dragons also show a Chinese architectural influeribe @ecoration of

buildings in the ensembf&.In addition to being influenced by earlier Timuedd local styles,

as wel |l as contemporary ones, *withisownusicgenb|l e cr
featuresThe buildings are adorned withmu r a | pai nt icalligephy,andl umi nati o
splendid decorative elements such as various types afredland faience tiles, plasterwork,
stalactite work, wood engr @\sonmeduildingscaedesigned ay ,
with unique niches, which housed a vast collectd chinaware and ceramic &ftMoreover,

Athe integrity, conformity and unity of diffe
unpr ec e’YTaensymbalisndof architectural layout and buildings within the complex that

served more social armdiltural purposes demonstraeuniquefusionof secular and religious

themesThis exampleshows that evehuildings designed as devotiorsitiesalso served as

cultural social,and politicalspaces. These werand continue to be, sites of community

gatheringand symbols of culture with the potential to both unite and diVilether explore the

modern continuation of this fusion in relation to Sufisf which there are multiple typésas

933 Habib Shahbazi Shiran et al., AThe Development of B
94 AiShei-Bhn SBERsembl e in Ardabil (Il'ran) No 1345, 0 UNESC(
https://whc.unesco.org/uploads/nominations/1345.pdf.

95. Iranian CulturalHera g e, Handi crafts and TouDin&mneghagnd 8hrireat i on, i

Ensemble in Ardabil, 6 UNESCO World Heritage Convention
https://whc.unesco.org/uploads/nominations/1345.pdf.

96. Iranian Cultural Heritage, Handicrafts and Toww m Or gani z at i-DimKhanégBehaad Skrime Saf i al
Ensemble in Ardabil, o 15.

97. Il ranian Cul tur al Heritage, Ha n d i-DinrKhaheglsa arad StdineTour i s m |
Ensemble in Ardabil, o 33.

98. Iranian Cultural Heritage, Handicaf t s and Tour i sm OrOnXKhaneglaatand&hine A Shei kh
Ensemble in Ardabil . o

99. I ranian Cultural Heritage, HandiDnrKhahdgls aradSitineTour i sm |
Ensemble in Ardabil, o 414.

49



well as the currenttate of Sufisminmoderd ay | ran i n t Goatengperaryt i on ent

I nterplay between Religious and Secul ar Expre

Figure 2. Steikh Safialdd i n KhUne g Uh a n#@Ehot& Reza KhanbaBaeis e mb | e
February 19, 201%\radabil, lrant®

Furthermoreminiatures during the Safavid esteew from prelslamicpracticesand
representt multiplicity of meanings and purposé&®r examplepaintings of human figures on
Isfahan bathhousestenportrayed people engaging in daily activities of society and human
living, including hunting and bathiri§* As bathhouses themselves symbolized spaces of
spiritual purificationjnclusion of decorative paintingepictingsocial and cultural themes
situates these spaces as an intersection between religious and social fifffd¥alases during
the Safavid period also frequentgpicted human figures in their art. For examatewas
common by this periodhe Chihil Sutm palacg1647 CE)(Figure B) in Isfahanis adorned with

wall artthat depictshemes ranging from royal feaskainting and romancéo battleswith

100. Reza KhanbabaeshayktSafiatkd i n Kh Une g Uh a n pghotSghaphi Felruarfy h9s2018b | e

Wikimedia Commons, accessed February 10, 2021, https://commons.wikimedia.org/wiki/File:Sheikh_Safi_al
Din_Kh%C4%81neg%C4%81h_and_Shrine_Ensemble_ 20190219 11.jpg.

101 Jamileh Mansoua nd Hashem Hoseini, AEvol ution of Human Mot i f
Bat hhouses. From Saf av iSdientfieJournaldf PazauhasihiHenarg mal 12¢2017)Qaj ar , 0
103 117, http://ph.aui.ac.ir/artickd-317-en.html

102 Jamil eh Mansouri and Hashem Hoseini, fAEvolution of
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Mughals and Uzbekandscenes of royal gatheringbhis art showslends of European,

traditional Persiarand Indian styles® These figural representations defy the theological rule of
aniconism andinstead emphasie themes of cultural and political dominarexed capture the

ways in which trade and economic networks and travel between various regions, such as Europe,

also led to the exchange of aesthetic practices.

Figure B. Chihil Sutun palacérresco 1647 CE. Isfahan, Irai??

Mughal Empire

The MughalEmpire (15261857CE), which spans modesadiay India, PakistarandBangladesh
continuel and buit on Safavid traditionsggrowing ideas of Islamic traditiorssd localized
practices, all of whicinfluenced Mughalart and architectur¥® Even the materials Mughal

architects used were a resultggiographical availability ankhdigenous traditiosy such as

103 Sussan Babaie, fiShah Abbas I1, the Conquest of Qand
Mugarnasll (1994): 125142, https://doi.org/10.2307/1523214

104. Chihil Sutun Palacgfresco, Wikimedia Commons, accessed February 10, 2021,
https://commons.wikimedia.org/wiki/File:Chihil_Sutun.jpg.

105 Farshid Emami, ARoyal Assemblies and | mperi al Libra
and Saf avi dSoith Askan Stueli&d, nor 162010): 6381,

https://doi.org/10.1080/02666030.2019.1605564.
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Hindu traditionsand cultures®® Mughal EmgrorHumayur® s  tindeiti (Figure B)iec hoe s

some earlietndian Muslim structures in its use i&fd sandstone, the buildimgaterial so
common in the Rajasthan desert that villagers there still use it in place-ekistent wood for
fencing '8’ In another example of continued architectaradlitions fromindigenous societies
through to the Mughal Empirghe Red For{1639 1648 CE) in Delh{Figure B), originally
known aghefortresspalace of Shahjahanbadas erectechear the centeof the old city, with its
ruinsstripped of materials for constructié?? As one examplef the Mughalésharedpractices
with Safavids the16M-centuryMughal Sher Mandabavilion (Figure B) built by Emperor
Humayun (d. 15563nd theSafavid Guldasta pavilioshare noticeable similaritié®® The Sher
Mandalblends a myriad oélements, stylesand themes from different origingeriving local
imperialfeatures thatvere based oHRlindu architectural traditions? In fact,the Mughal Sher
Mandal and the Safavid Guldasta pavilgirare common roots in Timurid architectuslles
which is evidenced by their similaritiés:N o t a Ithe grghitedtural fornof both pavilions can
be considered as offshootsadhte fifteenthcentury development in the design of cenyrall
planned polygons B2 exhibited by the Timurid Namakdan pavilifigure I7). Mughal
architecturds, in part, an expression and celebratioitsofimurid roots*3it also draws from

Hindu, Persianand TurceMongol traditions!'*and it gleansnspiration from Sasaniai224i

106 For more information reayding the fusion of Muslim and Hindu architectural styles, see Carla M. Sinopoli,
AMonumentality and Mo Bsiah Petspectived3, Mu g h a | Capitals, o
no. 2 (1994): 293308, https://www.jstor.org/stable/42928323.

107. Stephen F. Dald,he Muslim Empiresf the Ottomans, Safavids, and Mugh@sw York: Cambridge
University Press, 2010), 149.

108 G¢l ru Necipojlu, AFraming the Gamr®©rientalis2®(1993): ma n ,

312, http://www.jstor.org/stable/4629455.

109 Farshid Emamii Roy al Assemblies and | mperi al Li braries,
110 Farshid Emami, fARoyal Assemblies and | mperi al
111 Farshid Emami, fARoyal Assemblies and | mperi al
112 Farshid Emami, fARoyal Assemblies and | mperi al
113 Mehreen ChidRazvi , fAResituating Mughal Architecture

An al ySoalsAsian Studi&b, no. 1 (2019): 3.

114 G¢lru Necipojlu, AFraming the Gaze in Ottoman,
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651 CB stylesas sources of architectural motivatidAMughal architecture used these cultural
roots as a foundation ttnstruct impressive expressions of religiomture and political

dominance

Figure ¥. Hu ma vy u.rPboso: IShaGupta, January 12, 20R26lhi, Indial®

Figure B. Red FortPhoto:January 12, 202M@elhi, Indialt’

115 GilruNeci poj l u, AFraming the Gaze in Ottoman, Safavid,
116 Isha GuptaH u ma y u n ¢ ghotograph,klanuary 12, 2020, Wikimedia Commons, accessed February 10,

2021, https://commons.wikimedia.org/wiki/File:Humayun%27s_Tdetthi.jpg.

117 Red Fort photograph, June 15, 2016, Wikimedia Commons, accessed February 10, 2021,
https://commons.wikimedia.org/wiki/File:RED_FORT _INDIA.jpg.
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Figure B. Sher Mandal PaviliarPhoto: Varun Shiv KapuApril 1, 2009 Delhi, India®'®

Figure 7. Namakdan PaviliarPhoto:Archnet Herat, Afghanistan®®

Further, he Taj Mahal(Figure B) is an extraordinary representation of Mughal
architectural proweg$at blends cultural and religious purpgsesorporates geometric

traditions with domes and squares, and represenReifséargarden of paradis&® Scholars

118 Varun Shiv Kapursher Mandalphotograph, April 1, 2009, Wikimedia Commons, accessed February 10,

2021, httg://commons.wikimedia.org/wiki/File:Sher_Manq8b45332893).jpg.

119 Archnet, Namakdan Pavilion, photograph, accessed March 2, 2021,
https://archnet.org/sites/6848/media_contents/76664.

120 Ebba Koch, AThe Taj Ma hal : mir fc ih ¢ MugamasP#(2605): 128 mb ol i s m,
149, https:/iwww.jstor.org/stable/25482427 .
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have noted that, though thejMahal is interpreted as a monument and expressi&haih
Jahands | ove f Bahal multiple facets of its degignmnclading the marble

ma u s o | fallusin@s$o paradis@!?! suggestt is conceivablyfia symbolicreplica of the
heavenly Thron® f  G% ldowaver, it is not an official Muslim sacred space in that it is a site
for communal prayers?In this space, culture and religion combine to create a spigtwhl

communalkspace foindividuals from diverse religious and cultural backgrounds.

Figure B. Taj Mahal Photo:Joel GodwinMay 22, 2007Agra, Indial?*

122 Wayne E. Begley, fAThe Myth of the TajTheMa Bulletin and
61, no. 1 (2014): 16,
https://www.collegeart.org/pdf/artbulletin/Art%20Bulletin%20Vol%2061%20N0%201%20Begley.pdf.

122 Wayne E. Begl €M, Mathea |l MYt HH 6af t he
https://www.collegeart.org/pdf/artbulletin/Art%20Bulletin%20Vol%2061%20N0%201%20Begley.pdf.

123 Hil al Ahmed, ASecul arising the &é6Secul aré Monume
Economic and Political Week#8, no. 50 (203): 71 78, https://www.jstor.org/stable/24479048.

a N

nt al

The religious history of the Taj Mahal is complex and continues to evolve. In 2018, the Indian government instituted

a rule that only local Muslims are allowed to enter the mosque on Fridays for pragdly gestricting the religious

significance of the site for current practicing Muslims. For more information on this development, see media sources

such as Anuja Jaiswal, AOnly Agra Musl i ms fTimesihe Al
India, January 25, 2018, https://timesofindia.indiatimes.com/city/agrafmrigmuslimsto-be-allowedfor-friday-
prayersatmosquein-taj-mahal/articleshow/62653007.cms.

124. Joel Godwin, photograph, May 22, 200Vikimedia Commons, accessed February2DP1,
https://commons.wikimedia.org/wiki/File: T-4jlahal.jpg.
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Additionally, Mughalmo s ques 6 i mp | e [ue shape,tvalume, texiure, aficc o | o
design$ utilize Islamic symbolic expressions of peace and obedi&adde Masjid Wazir
Khan (1642, Lahore, Pakistafffigure19) and Maryam Zamani Mosqy#&614, Lahore,
Pakistan)Figure D) usedomes, archesind spatial configurationg/hich were common
features of Islamic architecture over time and spaca symbolic representation ioherent
universal harmony and unity® Many of these architectural sites were informed by local and
vernacular nortMuslim designs and practicezamely materialthat were incorporated into
Muslim practices Specifically, the Masjid Wazir Khaimcorporates Persiasymbolsm with
figural representations afypresdrees conveying an inclusion of diverse cultures and

traditionst?’

Figure19. Masjid Wazir KhanPhoto:Moiz Ismaili, March 25, 2018.ahore, Pakistak?®

125 Arsala Hashmi, APhilosophy of Interior Design in Mu
Zamani and Wa z i JournglioféAr, Afdrotectyra &nd Budt Environmehtno. 2 (2018): 55oi:
10.32350/jaabe.12.04.

1266 Arsala Hashmi, fiPhilosophy of Interior Design, o0 57.
127. Farah Khan, fAWazir Khan Mos gquaumal & R&Seanch & Rewissippi r at i on
Social Sciences Pakist@&)no. 1 (2020): 76887, http://journal.kinnaird.edu.pk/wgontent/uploads/2018/03/14.
FarahKhan.pdf.

128 Moiz Ismaili, photographasjid Wazir KhanMarch 25, 2016, Wikimedia Commons, accessed February 11,

2021, https://commons.wikimedia.org/wiki/File:Wazir_Khan_Mosque_by_ Moiz.jpg.
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Figure . Maryam Zamani Mosquéhoto:The Walled City of Lahore Authority, July 30,
2015.Lahore Pakistaf?®

Sufi spacesre another example mhportantarchitectural structuregbat capturehe
sacred ethos of Islamic religious practices and devoiioroughout the Mughalle, visiting
shrines of sainta/as an established sociocultuaald ritualnorm2° Sufi shrinesserved as
spaces of connection between heavenlyeamthly existencé®' where Muslimsand non
Muslimswould seek guidance artdessings from Gothrough ritualistic prayedance,
chanting and other mystical practicé® In addition to their religious and spiritual significance,
Sufi shrinegrovided spaces thatere inclusiveandopen andthatfacilitated cultural
exchanges$® actingas a connecting point for local beliefs and traditinits Islamic

practices3* In addition totheir workof converting nofMuslims,Su f i s ai ntptayett h e ms e |

129 The Walled City of Lahore Authority, photographiaryam Zamani Mosquduly 30, 2015, Wikimedia

Commons, accessed February 11, 2021,

https://commons.wikimedia.org/wiki/File:Mosque_of Mariyaiamani_Begum_4_ (WCLA).jpg.

130 Masooma Mohib Shakir, fAReconstructing the Sufi Shri
Abdul Latif Bhitai, Sindh (Pakistan), o PhD diss., (Baul
131 Ri char d M.of MEm Coarnof God: Cocall RPetceptions of the Shrine of Baba Farid, Pakpattan,

P u n j Jodrnal®f Developing Societidg, (1982): 44.

132 Samina Quraeshi et abacred Spaces

For more information on the spiritual significance of Sufi shrines as wehrages of imams, see Matthew Pierce,

Twelve Infallible Men: Th anibridgemsarvarchUhiversitydredd,2616)ng of Shi
1333z Masooma Mohib Shakir, fAReconstructing the Sufi Shri
134 David Gilmartin,Civilization and Modernity: Naating the Creation of Pakistar{New Delhi, India: Yoda

Press, 2014), quoted in Masooma Mohib Shakir, fAReconst
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an important part in organizing communities, as spiritual leaders and advocates @muktace

soci al | us t¥Asan extensiosf thesé spitityal leadertheir shrinedhave lived on

and continue to spread their unifying messagelitionally meaningfuto a religious pluralistic

audience that inclugddindus and SikhsAdditionally, Mughal rulers often visited shrines,

offered patronagendcarried out renovations® This reflectsher ul er s 6 use -of t he
established religious and cultural significance as a tool for legitimizing political power through

the continuation of unifying traditionsSouth Asian Brines have historically served as cesit

for educatiorandcommunityspaces for free foodapgard though this practice is formally

associated with the Sikh tempieherethefood serveds vegetarian, as opposedangars

associated witsomemosques and shrines, where meaiseserved®’s as well aspiritual

spaces® Scholar andrtistSamina Quraeshiotesthat Sufi saintsn South Asisare celebrated

and venerated by navuslims!®® The shrine of Khwaj#oinuddin Chishti (1236 CE)Figure

21) in Ajmer, Rajasthanregularlya t t r Muslilm,dHindiu, Sikh, and Christian [followers], who

believe thabaraka,or di vi ne grace, and spi rThasharne power
incorporates local materiails its use ofred sandstonas well athecommon regional

symbolismof the lotus flowerwhich has roots in Hindu, Buddhist, and even ancient religions,

adorning its domé*

135 Masooma Mohib Shakir, fAReconstructing the Sufi Shri
136. Nil e Green, fAAuspi c geobSafistituiondimtheiLateMughal arfd EarlyAsdaf r o n a

J ah DeSowtheAsiantudie), no. 1 (2004): 7198, https://doi.org/10.1080/02666030.2004.9628637.

137. Devinder Pal Si ngh, -RfeSiak h iPsnpbBespRard3snb. 4 (A019)B8e | nt er
https://www.researchgate.net/publication/348975873_Sikhism_and_lIslam_Thdré&mé&onship.

138 Masooma Mohib Shaki BhrfiRecon60ructing the Sufi

139 Samina Quraeshi et abacred Spaceg8.

140. Samina Quraeshi et abacred Spaced53.

141 Rukhsana Badar and Shashank ChraekSPAJenalof Plaigimgands m and
Architecture20, no. 12 (2016): 4168; Sehdv Kumar,A Thousand Petalled Lotus: Jain Temples of Rajasthan:

Architecture and IconographiNew Delhi: Indira Gandhi National Centre for the Arts, 2001).
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Figure 2. Shrine of Khwaja Moinuddin ChishtPhoto:Shahnoor Habib Munmun, March 5,
2010. Ajmer, Indial4?

As observed through the aforementioned exampieguld be challenging to
disentangle Islamic art and architecture (especially masagpe shringdrom their religious
underpinnings. Historically, Islamic architecture has incorporated a variety of symbols that have
profound meaning to the Muslim faith. The dome itself is a central feature of Islamic
architecture, which transcendentally symbolizes the skyrahdates that the divine is
present*3Islamic buildings throughout history, andtre present dayare known as communal
for the living as well as the dead, amgk colour, lightand water to symbolize different aspects

of spirituality 144 Specifically,waterreflects nature, lightepresents the notion of heavenly

142 Shahnoor Habib Munmun, photogra@yrine of Khwaja Moinuddin Chishtilarch 5, 2010, Wikimedia

Commons, accessed February 11, 2021,

https://commons.wikimedia.org/wiki/File:Dargah_of Sufi_saint_Moinuddin_Chishti_Ajmer_India_(5).JPG.

143 Mohannad Tarrad and Mohammad Matrouk, iThe Dome i n
Orientationstothe Desgn of Mosquesd® Domes, 0 Domes in the World Co
https://www.researchgate.net/publication/332158613 The_Dome_In_Islamic_Architecture_And_The_Contemporar
y_Orientations_To_The_Design_Of Mosques'_Domes.

144.J. MahdiNej ad et al ., AA Study on the Concepts and Theme:s
Ar c hi t doarbalof Fundamental and Applied Scien8ego. 3 (2016): 10471096, doi:
http://dx.doi.org/10.4314/jfas.v8i3.23.
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wisdom and olour oftensignifiesunification ancharmonious singularity*® Stemming from
Persian beliein the seven colours of spiritualit§® coloursin Islamhave theiown specific
representationg-or examplegreenis a very significant colour in Islam anddgemmonly

thought to instilhappinessgalm andfeelings ofjoyfulness'#’

it is referenced multiple times in
t he Qindudirmm6:21, 55:76and18:311*8 Geometric applications in Islamic architecture
also possesspiritual and theologicaignificance. Art historians have noted that geometrical
shapes represent cosmic dimensions reflected in the construction of sacred lduideiniyal in
Islamic philosopltal and mystical thought, which informed architectural developniéhts
Others have emphasized that sacred geometry is a powerful tool in architecture to create balances
andfacilitate a match between heaven and ednik is ongeason that Muslim schaokawere
interested in sciences, medicine, and mzth

Though the religious grounding and central role of Islantbitgctureis undeniableas
this section has describetlture is also a critical element in the formatiowl &xpression of
architectural space€onqueringgroups often used existing architectural spaces or built en pre
Islamic traditions andtyles of preceding empiresonferring religious significancand
engineeringiewmeaningas a display oflominance and authority! For exampleGiilru

Neci poj | u ahatSinan,sbyal drchigesin the Ottoman Empiréd. 1588 CE),

would use fAcarefully selected, highly Il egible

145 J.MahdiNej ad etudly. onAiAh8®8 Concepts and Themes of Col or
146. Mehdi Khansari, M. Reza Moghtader, and Minouch Yavidre Persian Garden: Echoes of Paradise
(Washington D.C: Mage Publishers, 1998).

147.J. MahdiNej ad et al ., AA St meyg oh Cbéo€ComodplLsgandoThes82.
148 Quran.com, accessed April 13, 2021, https://quran.com/.

149, Mohamad Bemanian et al., fiThe use of geometry and p
2011), 24 doi: 10.21608/mjaf.2019.25810

150 Mehr dad Hejazi, nAGeomet r y Building &hd EnvirorenerdOnmb. 1P (200%:i an Ar ¢

1413 1427,doi: 10.1016/j.buildenv.2004.11.00Radar Ardalan and Laleh Bakhtidihe Sense of Unity: The Sufi
Tradition in Persian ArchitecturéChicago: University of Chicago Press, 1973).
151 Rafooneh Mokhtarshahi Sani, AAn Inquiry into Ilrania
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meand 0 promote the religious an®Thsoterplayi cal sup.!
between religiougrounding political motivation andsociocultural influence and purpgséong

with local traditionsalso permeatgthe art of calligraphy.

Calligraphy

Classical Calligraphic Traditions

The importance of calligraphy in Islamic acinnot be overstated. Sheila Blair notes that

iwri ting in Arabic script became a PRaflyanot t he
aproductof the principle of aniconisnwriting down the word of God in elegant scriigicame a

significant expression arattisticrepresentationf Islamic civilizatiors 1>* In terms of its

origins,ft he | sl amic traditi on lofabprecedents, foiirgbotatheny ] de
ancient Near East drthe classical world, inscriptions had long been used to dectbeatealls

and facades of buil di ng°®uedothebeliefthat Arabi actetl dse r mo n
the most appropr i atontnairyiard expanding on thzdraditicsy wo r d ,
facilitated a unified sense of identity throughout the Muslim wdnic religious sense,

manuscripts emergexs awaytce onvey Godés beauty [tamanaljgh Adi v
sacredness of the scripture led to its transcription manually a b e a d*flnafmodle hand. o
social and economic senske introduction through trade of paer a replacemefar

parchment in the Abbasid Caliphgempted an explosion of literary development and

152 Fahmi da Sul eman, AWord of God, Art of Man, o0 11.
153 Sheila S. Blair|slamic Calligraphy(Edinburgh: Edinburgh University Press, 2008)

154. Sheila S. Blair|slamic Calligraphy 21.

155 Sheila S. Blairlslamic Calligraphy 3.

156 Sheila S. Blairlslamic Calligraphy 23.

157. Sheila S. Blairlslamic Calligraphy 29.
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creativity across a wide array of subjects, including theology, litetancescience$? As a
tool for religious expression and education, calligrafoiipws theQ u r 0 teachingthat
writing servesanimportant functiorin differentiating humanfom otherliving creatures®®
Additionally, writing spread across tiMuslim world asa quest for knowledge and the
preservation of knowledge as wellasvay todisplay political and sociocultural power, religious
belief, and political legitimacy®® Throughcommon forms of writing, empiresuch as the
Ottoman, Safavidand Mughalsedcalligraphyin manuscriptsas a form ofvidely circulated
cultural exchange and an artistic expression of political pé%&oris BehrensAbouseif
explainsthatin societiesn Islamic regionsQu r 6 ani ¢ t e x t [s]fofl poldicpllye nt | vy
chargedbijects, such as coinage, to emphasi[z]e the secular and religious authority invested in
thecaliphh n t he ear | y %mklerdoveerulexdin the Eimuric) Mambukand other
periodsfrequently trained as calligraphers and suppartdligraphy as a demonstration of
sophistication anddvancementt® Thus, calligraphyras a long history of manifesting both
political and religious symbolism.

In the Umayyacperiod,i Ar abi ¢ began t o [ré]pltac ebd oaxcmd

language of religiongovernment, commerce, literature, and science, [and to become] a

distinguishinpc har act er i st i ¢ &4Kufic sclipg defined bytsisquare, i zat i on .

158 Sheila S. Blair|slamic Calligraphy 45.

159 Sheila S. Blairlslamic Calligraphy 5.

160 Sheila S. Blairlslamic Calligraphy 7.

161 Ankita Choudhary, fiBooks as-Culrgl Ieterdaction amd Colhecteth a n g e :
Systems between t he Madisan Histdrical Revied2020t 6,0 mans , 0
https://commons.lib.jmu.edu/cgi/viewcontent.cgi?article=1212&context=mhr.

a |

tl h

1

A

162 Fahmida Sul eman, AwWord of God, Art of Man: The Qur b

from the International Colloquium, London,iZB1 Oc t o b@u r @ D diedcSaried (Oxford: Oxford
University Press, 2007), 11, https://www.iis.ac.uk/publication/agwd-art manqur-andits-creativeexpressions
selectegproceedinggnternational.

163 VI ad Atanasi u, AiThe Presi dentd aintds thocStudiasiahd Ig r lhspen,ed :

Architecture, History and Culture: Papers by the 204 AKPIA@MIT Visiting Fellowg006): 720,
http://web.mit.edu/AKPIA/www/articledatanasiu.pdf.
164 Sheila S. Blairlslamic Calligraphy 6.

62



angular geometridorm, grew in prominence during this perié.Its geomeic style was
particularly conducive tgtone inscription, and as such, early Islasticieties commonly used it
for architectural decoratiof{® From this starting poinfrabic calligraphy developed into many
new forms, such asaskhiin the 9" century which usedx rounded form of scrigtndacted as
the roots of mosf thelater forms of Arabic calligraph¥f’ Script styles developed to serve
specific purposes, and this cursive, elongated style of script was frequsediypygovernment
officials and scholar$®® Another form of scriptthuluth was popul arly used for
inscription,[and is acursive style thatis written by a letter that draws a thickness of one third of
the diameter of the pa®® This styleoriginated during the Umayyathliphatebut did not reach
its full development until the latter part of th® @ntury*’® From these early calligraphic styles,
many others developed throughout kheslim world, and wereoften used for differertypes of
manuscripts or ornamentations their own way, albriginate from conceptions of Arabic script
asa sacredessel of the Divine made knowft.

Additionally, around the 14 century, hroughthe expansion dflamic empiredy
military conquestsreligious preaching primarily by Sufi® and the spread of literary culture,
Arabic began rudimentary blendingth Farsi, Hindi,Turkish and local dialects such as

Hindvi.1"? These influence facilitatedthe development dhe Urdu dialect anéi common

165 Chri stiane Gruber, Al ntroduction: | JHedslamic Book Arts
Manuscript Tradition: Ten Centuries of Book Arts in University Collecti@tsistiane Gruber, e@Bloomington,

IN: Indiana University Press, 2010), 8

166 Enis TimginTan, AA Study of Kufic Script in Islamic Calliog
Using Latin Fonts in the Late Twentieth Century, o PhD
https://ro.uow.edu.au/cgi/viewcontent.cgi?arti@@&49&context=theses.

167. Duaa Mohammed Al ashari et al ., il sl amic Art and Lan
Ar abi c Cal lintegatianpl Boyrnahaf Islamic and Civilizational Studigsno. 3 (2019): 37,

www. http://jurnalumran.utm.my/index.php/umran.

168 Duaa Mohammed Al ashari et al ., il sl amic Art and Lan
169 Duaa Mohammed Al ashari eti3al ., il sl amic Art and Lan
170. Duaa Mohammed Al ashari eti3al ., il sl amic Art and Lan
171 Annemarie Schimmelslamic Calligraphy(Leiden: Brill, 1970), 3.

172 Muhammad Sohail, fAOrigin and Eewdlimpmdntd of Urdu La
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Arabic scriptduring the Mughal etaAs such cultural blendingirectly led to an Arabic

influence on Urdé and Persian or IndBersia® c r eat i ng a @ hef@utuwwabenous
blendingresulted in Arabic, Urdu, Farsi, and other languages using thessaupigvith varying

styles and configuration$* Thereforefrom these examples, becomes clear thatarly on,
calligraphydevelopeds areligious andspiritual symbol andneans oexpressionas well as a
mechanism for cultural unificath and exchange which languages from diverse cuks and

lands blended togethérhis fusionand transformation of other langusgurther demonstrates

howthe field oflslamic ars has been defined from a contemporary perspective, as these
developmenti language and calligraphgvealtransformative realities of aesthetic cultural
productions ofocal culturesandemerging wvilizations blendingwith one anotheMext, | turn

to a discussion dhe pansionspecifically,of Arabic calligraphy in more detail.

Safavid Empire

The SafavicEmpire also continued and expanded on the tradition of calligraphy as a sadred
aesthetidorm of Islamic expression. Safavid rulers placed enormous importance on calligraphy,
implementing inscriptionwvith religious themesiabove portals, corners of
verandas (the bodies of balconies), Chakads, gussetslalmovec oni es, domeds cr a:

mosque Mihrab and bodies of minarét® During this periodgalligraphywas often

aesthetically applied for religious purposes, decorating coveapids of th@Qur 6 an, whi | e
173 Muhammad Sohail, #AOrigin and Eeowdlimpmantd df44Ur du L a
174 RobinaKausaret| ., A The History of the Urdu Language Togeth

Di st r i IntermationahJouinal of Innovation and Research in Educational Scietyaes. 1 (2015): 59,
https://ijires.org/administrator/components/com_jresearch/filbdifmtions/IJIRES154 _final.pdf; Agha Ali Raza,

iDesign and Devel opment of Ph oPRPrededirgad IEBE ORental COODEDAU Sp e e
International Conference on Speech Database and Assesstdantyji, 2009,
http://w.cle.org.pk/Publidion/papers/2009/Urd®peechCorpus.pdf.

175 Nangkula Utaberta et al., AThe Study on the Develop
Dy n a dntegnational Journal of Civil, Environmental, Structural, Construction and Architectural Engigér

no. 7 (2012): 468.
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figural designs began to be usmtcoverings of literary works such as Persian epic narratives
and poems’® Artists of this period also used arabesque motifs, designs which were intertwined
or seamlessly repeated to represent the infinite nature ot'Glbdvas during this time thahe
nas t a degantgflowing style of calligraphy developaad emerged as the prominent form,
with scholars estimating that nA75 pfidteentcent of
centuywas done i this script.o
Although the spiritual connotations of Safavid calligraphy and its use in depicting
rei gi ous principles of the Qur 6éanEmpreusedvi dent ,
calligraphy and paintingsvhichincluded images, to solidify cultural and political dominance
and to convey r ul efudnder patavidaulehenmpdsiion of SrEGgMd r i t y .
one of the two major sects of Islam, pised on political differencésas the official religion
Aaffected the choasenew peayersaahdgpaemedt o
imamswer e added to the tradit i Thas|politicalphanggsor y o f
discernably influencethe field of calligraphyThe SafavidEmpire oversaw an explosion of art,
and rulers showed great support for art as batleans ofeligious expression aral
demonstration of their strength and cultural dominance in the rédiBwlitical, religious and
cultural circumstances impactdte development and expression of calligraphy during the
Safavidperiod and as such, categorizationareof | sl ami

modern, Western interpretations of Islamic arts history that are inapplicalligraphy during

1766 Chri stiane Gruber, Al ntroduction: Il sl amic Book Arts
177 Nangkula Utaberta et al., fAThe Study on the Develop
178 Ha b o brad g W lklagsk hat t : t aihqgiisqg Udmagr (kTheah'iH3dleil4ISL Blair)slamic quot ed |
Calligraphy, 418.

179. Sheila CanbyThe Golden Age of Persian ABtephen F. Dal& he Muslim Empires of the Ottomans,

Safavids, and Mugha®ew York: Cambridge Univeity Press, 2010).

180 Sheila S. Blair|slamic Calligraphy 417.

181 Sheila CanbyThe Golden Age of Persian Art
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this time peiod further demonstrates that inapplicabiliygain, the problem of definition and
categorization reveals itself, as calligraphy of this peewalved as a continuation and

incorporation of prdslamic, local traditions.

Mughal Empire

Calligraphy was also highly valued and further developed during the Mughal period. The Taj

Mahafl, f or example, i s decorated with calligraph
associating it with the religion of Islarihena s t ast§lécontinued to grovin prominence and

was commonly used in shrines and mosdeSpecifically, tis calligraphic formstylistically

emphasizes individual letters in terms of ttsgiecific, purposeful relationship with one

anothet®3and serves as a spiritual expression of celestial bé#fubyring this period,

calligraphic texts often appeared in perforated cartouches, enabling light to filter through the
patterns-®> Mughal calligaphy built on Safavid traditionsuch as the a s t styfe] andyas

used to adormworks of literature accompanied by paintings, as well as structures like mosques

and shrines that wedeeply associated with the Islamic faithn t er ms of cal | i gr a
significance in works of literaturéth e  a | b u ms [fepictinganspgrial fh@esand]

assembled for Jahangir and his sons Shah Jahan and Dara Shiké®9)@i&sent the twarts

[of painting and calligraphyds close siblings, with each folio bearing specimens of calligraphy

on one side and paintings on the ow€? Thus, during the Mughal period, calligraphy serasd

182 Mustafi zur Rah ma nislamit Studigp@6ano. 3 (1887)] 28246,ap hy , 0
http://irigs.iiu.edu.pk:64447/gsdl/collect/islamics/iorpv26i32.pdf.

183 Mustafi zur Rahman, fAMughal Calligraphy, o 241.
184 Mustafi zur Rahman, fAMughal Calligraphy, o 241.
185. Stephen Vernoit, eddiscovering Islamic Art: Scholars, Collectors and Collections, 18960(London and

New York: I.B. Tauris2000).
186 Yael Rice, fiBetween the Brush and the Pen: On the |
in David J. Roxburgh, edEnvisioning Islamic Art and ArchitectufBoston: Brill, 2014): 149.
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a tool forexpressions of important themes of imperial power and culture as Vieilraand
devotional piety This showonce more the inapplicability of the tefiseculad as a means of
dividing cultural art from religious grand the inaccuracy in making sucHistinction As
discussed in the previous two periodasits earliest stages, Arabic calligraphy developed from
local traditions and stylesvhichchangedver time and into the Mughal efartherrendering

Al s | a miindtedaonetdimensionaterm that fails to capture the sociohistorical contekts
cultural blending and diversity as expressed througtartslam spread, rew frompre-

Islamicpracticesand infused spiritual meaning into calligraphit.

Paintings

In addition to architecture and calligrappgintings(primarily manuscript illuminatios,
temperas, and fresce) have also held a place of prominence throughout the history of Islamic
arts. Islamicpaintings have historicallybeer® and contineto be largely shapetby the
principle of aniconism, which prohibitepresentations of the divine in aks previously
describedt h e Qand other religious texteference opposition to figural depictions. For
exampleafMa d qharrated inlaidl al-B u k h Uer 0s thaf tAlals, Most High saidtAnd who
is more unjust than those who try to create the likeness of My creaifFllowing this and
similar proclamations against images of idols in religious texts, msyims view illustration
of any type of living imag& unless on a utilitarian objelike a dagger, flask, or vadeas an
idolatrous practicerepresenting the unforgivable sihshirk (engaging in idolatrous or

polytheistic practices)®® However,questioninghe authenticity oA h U d(téachings of the

187 Joseph J. KamwithBlki Reviddlnat iPam¢$¢ MNot a Trifling Price:
Aniconismthrough the Lenses of Reification and Representation as Melbhing i Sagial €ompas67, no. 1
(2020): 129doi: 10.1177/0037768619894822.

188 Joseph J. Kami ndfyi ReftAhdt Pans, Notl2Wi t h
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Prophet Mihammad)amongvarious interpretative traditions in Islasgmeadherents to Sufism
do not view figurativellustrations as strictly prohibited in the Islamic falti This is not a
practice specifionly to Sufis Muslims lack consensus regardimgerpretations of aniconism.
Shi@traditions also have a rich devotional and aesthetic culture of figures, espediady of
Prophet Muhammad and his famikuch as Ali and Fatima and their sddasan and Hussein
Demonstratinghetransformatiorof the issue over timearly depictions ofhe Prophet
Muhammad dating from theearly 14" century represenhim without concealing his faceshile
later depictiongrom the 1%' century on typically portrathe Prophet Muhammaith a flame
or haloaround his facer aveil coveringhis face!® This changén figural portrayals of the
Prophet Muhammagrovide insight into the shifts iMuslim views on aniconism and over
timed specifically S in this contextas views on aniconism vaamnong different sects of
Muslims

Grabar notes that explanations for anisonextend beyond religious and spiritual belief,
asthey also include underlying historical and politifmindations'®* He contends thatecisions
regarding figuratepresentatioror lack thereqgfwere to some extenhattempt to cultivate a
cultural identity in relation talominant Christian and Byzantine culturesing calligraphyas an
alternative form of religious and political portrayg&rves as a religious and cultural expression,
proclaiming the centrality of the Islamic faitf’.Also noteworthy ighat figural representations

were almost always twdimensionabnd included utilitarian objegtsuch as ceramicas

189 Nadir A. Nasidi and Al i yu MuhammaSuifiP afilnctbgghegd/oa s m and
Department of Fine Art, Ahmadu Bello University, Zatjano. 2 (2019): Abstract, ISSR6364921.

190 Wijdan Ali,iFr om t he Literal to the Spiritual. The Developn
13th Century llkhanid Miniatures to 17th Century Ottomand¥roceedings of the 11th International Congress of

Turkish Art (2001): 124, http://lwww2.let. uu.nl/Solis/anpt/ejos/pdf4/07Ali. pdf.

191, Ol eg Grabar, fAFrom t he | c oMusetinolnteknatiorcl®d,mo. 8 (@Q03):146 1 am and
53.

192 Ol eg Grabar, fAFrom the |l con to Aniconism,0 52.
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opposed to spirituainest®® As such eligious, historicgland political contexts have shapbe
practiceof aniconismin IslamicastChapt er 56s expl oration of art
discusgsthe continued conversations and controversiggch have realvorld consequences,
surrounding the issue of aniconism.

In furthercontradiction to the principle of aniconisearly Islamic paintingdriezes and
bas reliefaised figural depiction®emorstrating roots in préslamic art, @intings dated to the
8hordcentury CEFiwer e done on | a-edged pdperand esedeasemn ed, gol
Turkic Buddhist types for their idealized representations of human béffdgaintingsdone
during the Umayyad pericalsooften depicted images of living figuré¥.For example, the
Umayyad Palace near preselaty Amman, Jordaris adorned with a series of paintirtpat
depict the pal ac e &%Theserpairftings hawe beermimirdted@si i | der s .
expressions of royal rhetoric that portray Umayyad rulers as great, glorious btfifdslesnic
atsscholarHanda ar agan i nterprets the paintingsdé depi
a narrative thatlraws from traditions linkingrchitectural construction to a blend of political
prestige and spiritual primacy? Though these paintings are culturally sfgrint in
representations of Umayyad rule and practices, they also bear religious significance in their

association with royalty as representations of Godly power.

193 Terry Allen, fAAnicobafiisonainad Fs$lgamiat Repyre@sBol i psi st
http://sonic.net/~tallen/palmtree/fe2.htm.

194. Eleanor Sims et alReerless Images: Persian Painting and Its Sou(blesv Haven and London: Yale

University Press, 2002), quoted in Stephen F. Didie, MuslimEmpires of the Ottomans, Safavids, and Mughals

161.

195 Terry Allen, fAAniconism and Figur al Representation
196. Hana Taragan, fAConstructing a Visual Rhetoric: | mag
Qusayr A-Wasa 20, nd. 2 (2008): 14160, DOI: 10.1080/09503110802283382.

1977 Hana Taragan, fAConstructing a Visual Rhetoric. o

198 Hana Taragan, fAConstructing a Visual Rhetoric,o6 150
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Moreover, the Umayyad Mosque,tbe Great Mosque of Damascissadorned with
paintings of Paradis@igure 2), symbolized as garden comprised of pavilioh.The mosaics
throughout the mosque represent a fAprocl amat.
the beautiful nature of the earth to prepare accestetoal fire or to a world that is even more
beautiful?®® These depictions of paradidemonstrat@iety along with imperial dominanéé*
Humanities professdfinbarr BarryFloodhas argued that theeators of thenosaicsuilt on
Byzantine iconographic stylesd adapted them to Islamnce more showing the extent to
which Islamic artsire influenced by existing styles as well asIgtamic traditions°2 Although
the majority of the mosaia¥ the Great Mosque serve early examples of aniconisrdepicing
images of nature rather than living figureag imageacts against this principle in ip@rtrayal
of two men inside a shiff® Other paintingpracticesprior to thel3" centuryfollowed strict
avoidance osubject matter that depicted living figur@articularly in mosquefepresenting
this trend Umayyadcaliph Umaribn Abdulaziz{. 717 720CE)i s s ai d[o]m®acrbssa e A c
picture in a bathroom, whi ch hfeadodtavdo paiited,s ub bed

would have him well beatehd8*

199 Ol eg Grabar, AFrom the |l con to Aniconism, o0 50.

200 Ol eg Grabar, fMmmricsm,tohe& 1ll.con to Anic

200 Ol eg Grabar, AFrom the I con to Anic

202 Finbarr Barry FloodT he Gr eat Mosq@38 of Damascus

203 Zaraza Friedman, AThe Ship Depicted on the North Co
Themeorthkepr esent ati on of Paradise?0 Zinman Institute of
The human figures portrayed in the ship were subsequently defaced by iconoclasts.

204 Nadir A. Nasidi and Al i yu MuhammaSufiP afilnctdnnoge,lda silm and
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Figure 2. Great Mosque of Damascomsaic Photo:Faqgscl, February 9, 201Zouvre
Museum, Paris, Franc&

The aeation of painting# the form of wall frescoesemperas, and basliefswas also
a prominent artistipracticebefore andin 12" century Iran, the OttomaEmpire, and the
Mughal Empire Furthermore, some of these paintings did indeed include depictions of living
beings.Artist and art historiafVijdan Ali notes thaportrayals of thérgphet Muhammad were
prevalentand populam the Ottoman Empites well as throughout the history of the Persian
Empire®®One exampl e of thi s ii43CE HepictiviheARrophet i mage f
Muhammad veiled. In th&3" century, an official ban on living images was establidhethe

faqih, al-Nawawi (Islamic Sunnijurist, Ab T Zak aly Uy iy B n YNeehvaa-@d277 |

205. FagsclGreat Mosque of Damascuyshotograph, February 9, 2017, Wikimedia Commons, accessed February

11, 2021, https://commons.wikimedia.org/wiki/File:Copy_of the_mosaics_in_the_great_mosque_of Damascus_
_Louvre_museum_MAO_2074.jpg.

206 Wijdan Ali," Fr om t he Literal to the Spiritual. The Devel op!
13th Century Ilkhanid Miniatures to 17th Century Ottoman Art," Proceedings of the 11th International Congress of

Turkish Art (2001): 13, http://www?2.let. uu.nl/B&/anpt/ejos/pdf4/07Ali. pdf.
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whost ated that Athe painting of a picture of a
prohibited and is one of the great gjas] because it implies a likeness to the creative activity of
God&??’ Despite this banwhich wasnot applied in the Sta tradition the Safavid and Mughal
Empireswere known for their depictions of humans and aninfdsin, these decisions to

include figual representations in artay suggest an attempt to compete wihtemporaeous
culturesand empires (powers)sing similar forms of representatiéif.Additionally, manuscripts
throughout the Muslim worldstemming from medieval timegsedutilitarian figural
representations of the human body, suctiegictions ofcaesarian sectiont study and teach
anatomyfor medical purposes and advancemé?té\s such, the principle of aniconiswas not
always followed or implemented, and political, cultural, and scientific motivasibuateuses of
figural representations within their appropriate contextt@s€overlapping influences and
motivations continue through the Safavid period as aradl explore the evavolving nature of

religious and cultural traditions in painting over time.

Safavid Empire

Painting in the form of book illustrations, drawingsad patraits was popular during the Safavid
Empire. For exampl e, art adhepantingsrby MaRizaofce Di mar
young men with large turbans, one of which is signed, reveal the sophistication typical of the

Saf avi d?9m ablendoof calligraphic andginting stylesartists practicing zoomorphic

calligraphymanipulaedwritten words into images of animals and human f&te®ne example

207. Thomas W. ArnoldPainting in Islam(New York: Dover Publications, 1965), 9.

208 Ol eg Grabar, AFrom the I con to Aniconism. o0

209 Deanna Petherbridge et dlhe Quick and the Dead: Artists and Anatqgiingndon: University ofCalifornia

Press, 1998).

210 Maurice Dimand, AAn Exhi bi Thée Metropditan MuselnaahArtBullatin d | ndi a
(1955): 87.

211 Sheila S. Blairlslamic Calligraphy 449.
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of this style is a stypdthéettedsised agdinsta brilliemtbtué a | i on
ground decorated with delicaeabesque scroll punctuated with red, white, and green flowers,
[with text containinjt he f amous pr ayeNad o&'AMAdpaidtikgniso wn as t
infused with religious connotations t he | i on i s a ,Muohramonma dggysmbsod n o
lawd the figure from which the Safavid Empieuld draw their lineage and authodtyand the
script is of an important Islamjrayer?* Moreover,miraj namas sories ofthe Prophet
Mu hamma d 06 s, weres pomilarsnithe S8afavid era and were commibinistrated, thus
providing another example of religiddsvotionalpaintings during this timé*
In addition to depictionsf religious/devotional themes, paintings during this time also
depicted nosreligious themesSafavid painter Riz&Abbasioftendepicted love scenes in his
paintings and drawings of young men of no noble or religious signiécanSafavid Shah
Tahmasgi st udi ed p ai nt[and gommaissidned aaShaeimga peaaptibey
commonto Safavids, Ottomans, Mughals and othesdjich contemporaries and later
connoisseurs have regarded as the single most bediugtrated manuscript produced under
Saf avi d it appnogimately 858 ornate illustrations i ncl udi ng fAThe Cc
Rust am an d(Figuse Bkthidepicsdepics lavish images dfattle scenesmperial
enthronements, diplomatic negotiations, war coundéath and violence, and slayings of
mythical monsters!’ The reasons for the commissioning of this work and the nature of the

included depictions are arguably political in nature. For contextSafavids were experiencing

212 Sheila S. Blairlslamic Calligraphy 449.

213 Annemarie Schimmelslamic Calligraphy 31.

214 Christiane J. Gruber and Frederick Stephen Colby, 8ds.¢ Pr op het 0 s -CAltsral Encaumtessn :  Cr 0 s S
with the | sl BlmamingtdijIN: mdigna UnisersityPress, 2010).

215 MauriceDi mand , AAn Exhibition of |l sl amic and I ndian Pain
216. Stephen F. Dald,he Muslim Empires of the Ottomans, Safavids, and Mughals
217. Robert Hillenbrand, @ Tyhie $Pantbiokg®apgps{1p96063. t he Shahlna

73



territorial conflicts, particularly with the Mughal Empft€ along withrecentdefeats by the
Ottomansas suchit is plausible that this work was commissioraeda deliberate sign of

patriotism and unified powét? This manuscript couldlsofi h abeen intended as a celebration

[ €] of the new dyn a svheyhe had atdast (inchts own yyes) ackievddo u n d e

pol it i c &%Thedepictiand of imperialexploits and celebration of royaityvey a
clear message of political, and perhaps, cultural supreragmttern that was also evident with
art and architetural developments of the Mughal Empifes is also the case in the Mughal era,
paintings were commonigreated under the directiaf andwith themonetary support of
rulers??* Through workshop exchangebetcreation of these impressively decorated manuscripts
helped to disseminate a cultural aesthetic that was shared by a broad rthegéaerhte
public: not just the political elite, but prosperous merchants and others who patronized or

purchased illustrated Persian poetical classics, reinvigorating a Persianate cultural

identity shared by the Persian- speaking elife MU  Wa-NabrfandaMughal

India 2?2

Therefore, thesubject matteof and motivation behinthese works is often nablelyreligious;

rather, it provides a view of the cultussciet/, and political circumstanced the time

218 RobertHillenb and, fAThe | conog#yap By a®bfi , 0668 ShahlLnama

219 Robert Hillenbrand, fThie $Skahiogdsmadhy of the Sh
220 Robert Hillenbrand, fTyhie $kadmiogds aphy of t he Sh
221 Stephen F. Dalghe Muslim Empires of the Ottonsrsafavids, and Mughal$50.

222 Stephen F. Daldhe Muslim Empires of the Ottomans, Safavids, and Mugha®s
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FigureB3.A The Combat of Rust am an dahhaspPkatotets 0 Shahn
Museum, July 11, 201 Metropolitan Museum of AR?®

Mughal Empire

Mughal paintingdevelopedrom the tradition®f Persian miniatures and local Indian stytés
andincludedportraitsa s we |l | as ofiMuglsallKangs] [whehd recordesl their

prowess as animal slayers, or depicte?® them i
Mughal Empire paintersoften copied European styles to create orlaigrations of landscapes

and her paintings also includedrnate miniature portraif&® During his rule, Jahang(d. 1627)

commissioned paintings of plants and animals as well as literary works suchRazhieama

223 Met Museum, @AThe Co mb &hahnaniaoffShad Tahmagpmtogiaph, iyl b us , 0
2017, Wikimedia Commons, accessed February 11, 2021,

https://commons.wikimedia.org/wiki/File:%22The_Combat_of Rustam_and_Ashkabus%22, Folio_268v_from_the
_Shahnama_(Book_of_Kings)_of Shah_Tahmasp_MET_DP107155.jpg.

224 K.S.S.VaraP asad, fAThe Prominent I ndian Pai Interhatiogal St yl es a
Journal of Multidisciplinary Educational Resear@hno. 5(4) (2018): 149.

225 K.S.S. Vara Prasad, AThe Prominent Indian Painting Sty
226. Maurice Dimandfi An Exhi bi tion of I slamic and I ndian Painting
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andthesebookstypically containedavishly depictedpaintingsandcalligraphysamples?’
Moreover,Mughal paintingswereinfluencedby SafavidandOttomanstylesandthemeshrough
the circulationof booksthatcontaineddecorativeillustrations??® As evidenceof theinteractions
thatinspiredartisticinfluence thelibrary atthe TopkapiMuseumcontainsa collectionof
literary works andothertextsproducedanddiscoveredasaresultof Ottoman Safavid
diplomaticrelations exchangesandconflicts betweerthe empires??® As further evidence of

influence from Safavid and otheultures, MughaEmperor Humayurid. 1556 CEQeveloped

t he Mughal painting style Aby inviting two Sa

Shah Tahmasp at Qazvin in 15#84ck to his realm]?® Hindu content waslsooften

incorporated ilMu g h a | paiGghhenBatthedbéat ween Two Groups

[depicts]a conflict between Vaishnavites and Saivites, the devotees of the two principal Hindu
dei ties, Vi €¥mother axantple 6flthe sulsjectanatter portrayed in Mughal
painting isPrince Akbar Presents a Painting to Humayun in a THeese(Figure 21), which
depictsfigures of emperors among the tree brantResmd pays homage dughal emperor

Ak bar 6 s f at ThissubjectHnattemisyhistorical in nattiandcould be interpreted
asdepicingHu may un 6 s a rafter his ait¢toryioveDehiesulthnSikanderShah Suri

(d. 155%).2%4 This scene conveys an imperial focus on painting as an expression of power and

respect for tradition and cultural heritagéese examples illustrate the common portrayal of

2217. Mari ka Sardar, AThe Art of the Mughals After 1600,
https://www.metmuseum.org/toah/hd/mugh_2/hd_mugh_2.htm.

228 Ankita Choudhar y, haifge & 8tkdy of EresSulurgl Ieterdction amd Colngcted
Systems bet ween t he Madisan Histdrical Revied2020)t 16,0 man s, 0
https://commons.lib.jmu.edu/cgi/viewcontent.cgi?article=1212&context=mhr.

229 Ankita Choudhar ExcBogls 0ag60bjects of

230 Stephen F. Dal&he Muslim Empires of the Ottomans, Safavids, and Mugha®s

231 Stephen F. Dal&he Muslim Empires of the Ottomans, Safavids, and Mugh#&fs

232 Milo Cleveland Beactgarly Mughal Painting{Cambridge: Harvard University Pres, 1987), 9.

233 Milo Cleveland Beachtarly Mughal Painting 9.

234. Milo Cleveland Beactgarly Mughal Painting 9.
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political and culturathemes in Mughgbaintings(miniatures, manuscript illuminations, frescoes,
and so onasthese were natil paintingsmost commonly recalled from a Western perspejtive
a respect for and continuation of Safavid traditj@sswell as influences from religioasd
pictorial styles atside oflslam.Such examples show both overlap in cultural and religious
purposes and meaning as weliraorporation of prdslamicand interculturastylesand themes

into contemporary conceptions of Alslamic ar

Figure 2. Prince AkbarPresents a Painting to Humayun in a THideuse Photo:Abd at
Samad, February 27, 20050lestan Palace Library, Tehra.

235 Abd alSamadPrince Akbar Presents a Painting to Humayun in a Tieeise photography, February 27,

2005, Wikimedia Commons, accessed February 11, 2021,
https://commons.wikimedia.org/wiki/File:%E2%80%98Abd _al

Samad. Akbar_Presents _a Painting_to His_Father Humayun._Mughal, probably Kabul, c. 1550%E2%80%931
556._ Golestan_Palace_Library, Tehran.jpg.
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This discussiorof paintings throughouhe history of Islamic arts has revealed the
multiplicity of meanings and purposesthis artform. Paintings were influenced lpre-Islamic
traditions and oftesontinued and expanded upitvemthroughout different empirescluding
figural representations igeographic contexts beyond the Safavid and Mughal Empinese
paintings did not always follow theologigalinciples, such as that of aniconidmfact, they
served both religious and secular purposes and often represented symbols of political and
cultural power and prestigéurtherr eveal i ng t he complexities of ¢
paintings were created bdbly Muslims and nofMuslims andoftenfor Muslims and non
Muslims. The variations of meanings, contexdad traditions in these paintings speak to the
diverse nature dslamic artsMoreover,hi s over view has shown that |
modernWestern construct that fails tapture the extent to which these works of art and
architecture have beemformed by cultures and traditions that existed b&faae well asthe
assimilations afté&*rt he arri val of Al sl amod as a rel;igious
this isseen in the examples thfe Umayyad Mosque of Damascus, the ShriréhafykhSafi al-
Din Ishag,Mughal miniatures, and the development of Arabic calligraphy, among many.others
Moreover this observeaverlap between cultaand religio, as well as theacorporation of
traditions and styles of other cultufg®mplicating cleacut definitions and categorizations of

Al s | a mpeesistain comemporaayt, as explored below.

Continuing Multifaceted Purposes and Developments in Contemporary Islamigrts

In A Companion to Islamic Art and Architectufnneka Lenssen and Sarah Rogers assert that

contemporary art Acurrently represents a fi el
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hi storical precedent, forcing the & ticul atio
Contemporary art (like all art$ infused with a multiplicity bmeanirgs and interactions and is
shaped by a variety of contex@e have seen this play dustoricallyi n t hi s chapter 0:s
exploration of religious and secular themes throughout Islamic histatyhecomplicated
pictureof what it means forarot have @Al s| a miMany exanpleslistedtabovei st i ¢ s
illustrate that Islamic asthave depicted secular and sacred themuedalso utiitarian contextd
as these were not seen as separate realities of exétence agoyal grandeur, animals, plants
and common people to an extent, and this has varied in different time periods. Even themes from
other religionsand culturehave influenced Islamic athroughout history, such as Hinduism
and Indian culture in the Mughata orZoroastrianismn Safavd erasAdditionally, as they
were instructedy Mughal rulerg®” Mughal court painters like Kesu Dadanohar Basawan
and Kesu Khurd n ¢ o r paemants &rain cdntemporary European painting and renaissance
periods[C]hristiar{é ] myths and legend®3® Thus, thoughhistorically, Islamic devotional
themes have been prominent and have guided and dominated subjects and styles throughout
Islamic ars history, the parameters of Islamic swtereoften nothistorically confined bya sense
of i | s |-reesed Asthe above examples indicateeywerefar more fluid and transformat
than homogermus andall of this was commissioneduggestingolitical motivations
In recent decades, Islamicsinave experienced a shift fromistoricalstyles and forms
of expressiorio more modermethods of culturahnd religious expressions and thentes

example, the Valiasr Mosque in Tehi@&ngure %) challengesommon characteristics of

236 AnnekaL enssen and Sarah A. Rogers, AArticulating the Co
Neci p o] AGCompaeiahso.lslamic Art and Architectyigoboken, NJ: John Wiley & Sons, 2017), 1316.

237 Gauvin Al exander B a iQathojic Art:iTHeMaghdlsntiitiJesuits, &d Impetiad Mutal o f

P a i n tChristign D&votional Ar67, 1 (1998): 2430, https://doi.org/10.2307/777989

238 Annu Manuj a, AA Critidcrailn gt Aldlyarnd s MRegihdgds)ing® aP mD i dhigs s
University, 1999), 25.
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mosque architecture, leaving autat may be deemed esssic elements like the dome and

minaret. Instad, 1 positions itself as an important gathering place ircdrde of the city,

adapting to its surroundings of educational institutions, bookstamdsheatre$>® Additionally,

as | discuss further ichapter 5the awarewinning Bait Ur Rouf Mosque in Didka, Bangladesh
(2012)(Figure ®) uses innovative design elemgrglecting not taassedomes or minaretgnd

instead, incorporating local materiadsich as terracotta brick® As another examplertist

Mohammed Ehsai producastworkof Arabic symbols and scripts usi ng #Acal |l i grapt
compositions [to] reference religious tekike the St. Petersbutguracga *6* thai were

designed to be seen and not read, thus blurring the boundaries between abstraction and

cal | i g*Venetiayortérbserves thasome artists in the Islamic arts field use calligraphy

to engage with the political issues of our tiffitAs anexample, he 1952 overthrow
KingFaroukr esul t ed i n a f ocus sam]theitrbleasb®usimsandi ty of
Arabs [whichimpacted] the course of modern Egyptian fagural representation was

abandoned in the asthoolf € and é] t h e rnuchwaneentratiorson geantetry and

on Ar abi c 2¥Ehénoiivationa ant fprmof calligrapland sacred spacesy

change,bua r t i s t calligraphgasa medns of political and cultural expression persists in

contemporary art.

239 Aidan I manova, ATop 10 Contemporary MosMddles that Ch
East ArchitectAugust 8, 2019, https://www.middleeastarchitect.com/420p110-latestcontemporarymosques
from-aroundthe-world.

2400 Aga Khan Award for Architecture, fABait Ur Rouf Mosqg
https://www.akdn.org/architecture/project/baitrouf-mosque.

241 6| m@ e alhie, St . Petersburg Muraqqgadé: Al bum of I ndian
Through the 18th Century and Specimens of Persian Calligréyiign: Leonardo Arte, 1996).
The St. P et e isarbeyample oMhertypes gf &ext Mohammed Ehsafeaées in his work, though it

is not purely religious but contains many miniatures of religious subject matter.

242 Layl a S. Di ba, AThe For matAl-Mal kft Mo d bamedermadi aa Art
(New Haven: Asia Society Museum, 2013), 58

243 Venetia PortelWord into Art: Artists of the Modern Middle Eg&ibndon: The British Museum Press, 2006),

18.

244, VVenetia PortetWord into Art 18.
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Figure . Bait Ur Rouf MosquePhoto Anonymous August 7, 2018Dhaka, Bangladest®

Sufi shrines discussed throughout this chapter serve as a prime exampleviying

trendin which Islamic art have embraced both religious and cultural expresstdfifoday, the

245 Valiasr MosqueOctober 13, 2019, Wikimedia Commons, accessed February 11, 2021,
https://commons.wikimedia.org/wiki/File:Valiasr_Mosque_Tehran.jpg.

246. Bait Ur Rouf MosqueAugust 7, 2018, Wikimedia Commons, accessed February 11, 2021,
https://commons.wikimedia.org/wilkile:%E0%A6%AC%E0%AE6%BEY%E0%AG6%AFY%E0%A6%BCY%E0%A6%
A4%EO0%A7%81%E0%AE%B0_%E0%A6%B0%E0%AE6%89%E0%A6%AB_%E0%AG6%AEY%E0%AG6%B8%EOD
%A6%9C%E0%AE6%BFY%E0%AG6%AG.jpg.

247. For more information on the role of Sufi architecture in bridging the gap between secular cultutigy@ndme
Islamic societies, see Samina Quraeshi eBakred Spaces: A Journey with the Sufis of the I(Bloston: Peabody
Museum Press, 2010).
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shrine of Shalbdul Latif Bhitai (d. 1752 CE)Figure Z) in Bhit Shd, Pakistanserves as a
gatheringplacefes pi ri tual seekers of all faiths and i
markets garlands of money and flowers, scribes writing letters and contr@athers giving
various kinds of instruct i ¢fandothereppeseatatisnedf! i n g
commercial and cultural lifdn the Sindh region of Pakistan, resittewidely believe in the

unity professed WahdattltWMaedabBui thd existeaae of ©petand @lf

creation being a reflection or an image of that existence of On@®&tthese shrinekave also

taken on political significance in modern timés.a contemporary exampke,h e t omb of | r
Ayatollah Khomein (Shida sect of IslamFigure B) serves as a space fmmmemoration in

honaur of Khomeini as well athe IraniarRevolution he inspire?® The government
commissioneahrine was designed by architédthammad Tehrarand ircludessome
recognizabléMuslim shrine elementsuch asninarets, a golden domandcourtyardsit holds

both religious and politicadignificance?®! It is botha gathering point of religious pilgrimage

and a political symbol, serving as a representation of religindshational significance and

identity 252 The tombis located next to a cemetdrnywhich soldiers who fought in thigani Iraq

war are buried?® creatingan explicit political association.

248 Samina Quraeshi et abacred Spaced09.

249, Interview: Dr. Tehmina Mulfti, at her residence in Jamshdanuary 2016, quoted in Masooma Mohib Shakir,
AReconstructing the Sufi Shrine, o0 64.

250 Ki shwar Rizvi, @AReligious I con and Nat Mogarmak20 Sy mbol :
(2003): 209 https:/iwww.jstor.org/stable/1523333.

Ayatollah Khomeini (19021989) led the Iranian Revolution (1979) and founded the presgnisianic Republic

of Iran. For more information, see Edward Will&tatollah Khomein{New York: The Rosen Publishing Group,

2004).

251 Ki shwar Rizvi, AReligious Il con and National Symbol.
252 Ki shwar Rizvi, AReligious Il con and National Symbol,
253 KishwarRi z v i , iReligious I con and National Symbol , 0 214.



ThoughSufi beliefs are still prominemnd integral tdran, and it is estimated théb
percentof Shica Muslims throughout the countrggularly visit Sufi shring®* Sufisin Iranare
victims of targeted governmeappression andiscrimination®®® These sites have become the
cente of violence, agxtremist groups havatentargeted the for theological reasonBecause
of disagreememver saint veneratiothat unfolds at shrineend thepractice ofziyaraand other
practices viewdas incompatible withslam iz eal ous Musl i ms have targe
throughout the Muslim world?®® Throughout the Middle Eas$ufis are frequently the target of
extremist groups, and Sufi shrines and pladegorshiphave been destroyedijth Sufism often
being banned®’ As anot her example of the sththeinesd con:
Pakistani statencorporates the cultural traditions and heritage of these shrines in its definition of
religious meaning and significan€&.Sufi cultural traditions also extend beybthe
aforementionegeographical locationgor examplethe Pennsylvaniahrine of Sri Lankan
Tamil teacher M. RBawa Muhaiyaddeen (d. 1988) (Figure29) represents hoBufi shrines
are an important expression of Islamic faith and praotieen inNorth America.With
ifarchitectur al si Aitheshringitpyl atyos tah er oTlaej iMa htahle, oma
communi ty uni t%Thua, Sufi sheireesersaimholy Ibut contentiouspaces that

hold deepeligious, culturgland political significancandthatcontinue to transform as they

254 Mohamed El askary and Eun Kyeong Yun, iDeat h, Resurr
P e r s p eReligions8 no.a34 (2017): 3, doi0.3390/rel8030034.

255 Human Rights Waitshs €@6onenct &dfinAdnfair Trials, o Ju
https://www.hrw.org/news/2013/07/24/iranifi-activistsconvictedunfair-trials.

256 Mohamed El askary and Eun Kyeong Yun, fADeath, Resur
257 Anna K. ZajNc, fABetween Sufism and Salafism: The Ri
| mpl i c Hemisghere?9, @o. 2 (2014): 45,
http://cejsh.icm.edu.pl/cejsh/element/bwmetal.element.deskhightecb5b3b45f7-87b5cdeel1599c®.

258 Masooma Mohib Shakir, fAReconstructing the Sufi Shri
259 Shobhana Xavier, iAANn American Sufi Shrine, Bawads N
in Conversations: An Online Journal of the Center for the Study of Material BudNCultures of Religio2016):

para. 1, doi:10.223322/con.obj.2016.5.
260. Shobhana Xavier,
261 Shobhana Xavier,

An American Sufi
An American Sufi
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enter new geographiesuch as the United Stat&Hill, they remain central to Islamic and
Muslim culture and life, and their architectural features maintain continuities from the past,

while transforming irtheirlocal contexts as these spaces expand beyond Muslim geographies.

Figure Z. Shrine ofShah Abdul Latif BhitaiPhoto:Shahbaz Safluly 18, 2015Bhit Shah,
Pakistarf®?

Figure28. Tomb of Ayatollah KhomeiniPhoto:January 30, 2019.ehran, Iran. Wikimedia
Commong®?

262 Shahbaz Saghrine of Shah Abdul Latif Bhitgghotography, July8, 2015, Wikimedia Commons, accessed
February 11, 2021, https://commons.wikimedia.org/wiki/File:Dargah_Hazrat Shah_Abdul_Latif Bhittai_ra.jpg.
263 Tomb of Ayatollah Khomeinphotography: January 30, 2019, Wikimedia Commons, accessed February 11,
2021, htt://commons.wikimedia.org/wiki/File:Khomeini_tomb.jpg.
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Figure29. M. R. Bawa Muhaiyaddeen Shrinehoto:Shobhan&avier. Coaesville,
Pennsylvanig®

Althoughmanyexamplesllustrated throughout this sectialemonstrate that
contemporary Islamic aexist at the nexus afecular works and cultural expressiosmme
artists remain firmly dedicated to a religious focus in their art. For example, Ahmed Moustafa,
creatorof calligraphyworkssuch asl'he Orbits of PraisandRemembrance and Gratitude
derives his work from Qur 0adfhispurduieokGodly and uses
wisdom and perfectioff> Thus, thoughmodernportrayals of Islamic religion and cultsrieave
become prevaleras critiques as well as endorsemeatgdias been the case historicallthe
broad field of Islamic aststill holds space and value faorks ofreligioussignificance and
meaning In many waysit can be seen as both a continuity and rugdtam past precedents, as
Islamic ars wereutilized across various spheres of Muslim society for various purpasdse

same timenotions of secular and sacred, as we understardtoday, did not operate

264. Shobhana XavieM. R. Bawa Muhaiyaddeen Shrjrnghotography, 2017.
265 A The Aobdniascessed Ockoler 19, 2020, parhttd;//www.fenoon.com/artist/artist.html.
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historicaly in Islamandarea projection ofWestern framgof reference&® Contemporary forms
of artandarchitecturehave continued to inteleavecultural, religiousand political symbolism

and purposes.

Challengesto and Usesof the Term filslamic Art o

Some resear@nssuggest that the issue of potential misrepresentafitsiamic artsdoes not

seem to be as widely applied to other Ocultura
which is restricted to religious them@éDue to media representations and prevalent

homogenized views of Islamic idemtisand culturs, it is challenging t@separatdéslamfrom the

complex culturabnd moderrcontexs with which it is connectedAs such, peces that are

thoughttor e pr e s e nt sdnd calturadnwitttodt ang cohnection to historical or

contemporary devotional practiéec ont i nue t o be considered fAl sl a
geographic association with Islamic cultyresch aghose of the Middle Easind Muslim

majority regions For instance, in many of the museums | have visited around the world, such as

the Metropolitan Museum of Art in New York and the Victoria and Albert Museum in London,

objects like weapons and jewal/ used byindividuals for personal useithin the Islamic

contex® andalso used by notslamic leadersvith similar examples in other contedtsvith no
relation to devotional practice, are often de

academic field ofslamic arfs] has only a tenuous and problematic relationship with the religion

266. This continued focus on religion, as well as the blending of religious and secular themes, is partly a result of

hi storical |l sl amic societies having no noephbeingpimposed fAsecu!
on Islamic societies as a mechanism for interpretation. In Islamic societies, religion and culture were inseparable,

and that reality spilled over into art. In contemporary Islamic art, this connection and tradition persists. See Saba
Mahmood Religious Difference in a Secular Age: A Minority RefBrinceton: Princeton University Press, 2016);

Talal Asad Formations of the Secular: Christianity, Islam, Moderr{Bfanford, CA: Stanford University Press,

2003).

267. Oleg GrabarThe Formation of Islamic ArMarshall G. S. Hodgsofhe Venture of Islam, Volume 1
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of | exm,l@in Bl air and Bl [g]lonayhavéleanimade bys o me | s |
Musl ims for purposes o fFtahirg Isfamic agds atwarkstbah o f i t
areassociated witthe devotional practices of those who belong to the faith is not necessarily
true todayfor what many considdslamic arts nordoes it providea comprehensive
understandingf the diverse elements and meaniegseloped in these works. Again, this field
combines elements of religion and diverse cultatesg with prelslamic traditionsThus, he
term and not isiocantinods to befledtive oficutturad not just spiritual,
associations. In part, the significance of Islamis manscends territorial boundaries and
religious affiliations because, historically, government and religion have been inexorably linked.
As previously referencel,he t erm Al sl ami cate, 06 i ntroduce
Hodgson, refers to theetworks spheres, and worldviewsuch agulture that surrounds the
religion itself and is1ot limited toreligious law and practicalone In recent decades has
become increasingly used in arts and culture to refer to contemporary practices mgltmuts
association in r el atsjwhiohintlude ifflleacescormpMuslimyv i sual ¢
traditions and cultures, especiadlgquirecthrough tradé’® Art historian Oleg Grabaaddsto
thisper spective, arguing that Awor-Mswslimséanart de mc
appropriately be st u’dHeedplams wor ks of | sl amic
There is, for instance, a Jewish Islamic art, since large Jewish communities lived within
the predominatly Muslim world, and representative examples of this Jewish art have
been included in a book on Arab painting. There is also a Christian Islamic art, most
easily illustrated by metalwork from the Fertile Crescent in the thirteenth century but

known elsewere as well, for instance in the complex development of Coptic art in Egypt
after the seventh centuf{?

268 Sheila S. Bl air and Jonathan M. Bloom, AThe Mirage
269 Sheila S. Bl air and Jonathan M. Bloom, AThe Mirage
270 Marshall G. S. Hodgsoithe Venture of Islam, VolumgQhicago: University of Chicago Press, 1974).

271 Oleg GrabarThe Formation of Islamic Ar@i 3.
272 Oleg GrabarThe Formation of Islamic Ar@i 3.
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As a resultJslamic arts as a field is notconceed even practically compa
arto or fORithih thérWestern Jade@hristian context’® Indeed, artists who are
from the Middle East, or are Muslim, produce
do white North American artists, and major art institutions in both North America and the
Middle Eastclassifythese kinds of artists and artworksder the same umbrell@ne of the
reasong or t he di ffer encdéamcad daaOhdstran driasmentiored ween i
earlier,is thatthe study of art historyas an academic field emerged from Western discourses and
constructed terminologieas the next two chapters situakais includes both European
scholarship and Islamic scholarship from the Western diaspora. However, as art historian David
Summers arguepopularWesternapproaches tmterpretations oértlack considerationf arts
from areas outside the WeZt Arguably, the issue of cultural representation in Islamgisrt
not shared with other religious art; it is a problem unique to IslanscTartcounter this limited
viewpoint and scholarship, my project considers multiple, and at times contested, terminologies
and approaches to explore contemporary Islamsc larthis way, | draw frommultiple
disciplinary perspectives and combine diverse theoretical framewottie remainder of this
study.
Al s | asmis ot sametabstraentity somehow unaffected by other art. As we have
seen throughout this chaptdreart of Islamic culturess influenced by pre-Islamic and ancient
cultures and incorporates pegisting architecture arattistic concepts from other religions.
However, Islamic agthas its own agency as well; it is not omfluenced putinfluence$ it

transforms other cultural araksthetic productionsor exampleart historian and curator

273 Oleg GrabarThe Formation of Islamic Argi 3.
274. David SummersReal Spaces: World Art History and the Rise of Western Mode(h@mlon: Phaidon,
2003).
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Markus Briderlin points out thafrabic calligraphy and arabesque styles hzag an impact on
the Western modern art field, which often emphasizes abstragicts and styleg® Therefore,
scholars and art critics often overloible reality thathelslamic arsfield is not just devotional
or contemporarily modé&td on Westerrsecular norms; rathgt has its own agency ards
played a transformativele within the broader art world. It ot simply a category of art that is

acted upon; it acts in its own righind plays a role in shaping the field of contemporary art.

Current Approaches to the Issue of Framinddentity in Islamic Art s

The most immediate challenge to addressing questions of defining and representing Islamic
cultures and Islamic agis problematizing the idea of who gets to define a field of cultural
practice productionand art, alongside whireates the language(s) we use to define and
describe these cultural outputs. Central to this is the critical realization and explicit
acknowledgement tharedominant concepts and understandings ofath historically and
contempaarily, emerge from Wstern epistemologies, frameworlsd discourses that position
the West as theente and thus the authority and stand&tThis means that academic and
popular understandings of aftencome from a whiteentric, settleccolonial bias thabperats
and inforns local, nationgland international discourses and perceptions of aesthBtiss.
problem forms the basis of the Orientalist theory disdisschapter 2 Moreover, nedia

portrayals of Islamic cultussand their tendency to represent a narrowed view of Islamic

275 Markus Bruderlin, edQrnament and Abstraction: The Dialogue between-Méestern, Modern, and

Contemporary Ar{Basel: Fondation BeyelerpQ1).

276 Sheil a S. Bl air and Jonat han M. BhedomationdfTslaeic Mi r ag e
Art; I fti khar Dadi, fAReflections on the ConcepShawmpn of Mo
What is 6lslamic Arto6?
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identitesas homogenous facilitates a widespreaholithicview of what it means to be
Muslim.

The issue of representation of culsiaed identiesin Islamic arsis complex, and
scholarscot i nue to grapple with this challenge. Th
devotional interpretation# particular suggest a direct relationship with religious or spiritual
subject matter. As the historical discussion in the first half of this chapter has outlined, the
history of this field isomewhatorged in that context. As such, many scholars and art critics
argte that Islamic astshould represent andflect the religion from whickheyderive
inspiration?’” However, though spiritual and religious considerations maygdent of origin
for this field d art, geographical¢ultural and sociopolitical impacts haaso played a
prominent role in its development

Furthermore, not all people who identify with Islamic cultard identitesare
practicing Muslims. Should this art not be representative of them as well? These aré thmme o
reasons a count@rarrative has developed, with scholars arguing for a mam&levotional
approach to understanding Islamicsarfocusing orncultural and sociopolitical meanings and
functions rather than purely devotional purposesiataiipretationd and its requirements for
cultural and identity representatidff.As discussed further belovhe secular approach favours
interpretations grounded in societal norms and perceptoihgrent®f this approach might
suggest that offers mae flexibility and room for evolution in appropriate forms of

representatiofthough the inherent Western bias and historical contexts render the term

277. Seyyel Hossein Nastslamic Art and SpiritualityMu st af i zur Rahman, AMughal Cal | i
278 G¢lru Necipojlu, AThe Concept of | sl 8&mJoarnalof Art: Il nher
Historiography6, no.1 (2012): 118; HW. Jansonetalanson6s Hi story of Art: The Wes:s
Edition (Richmond, Texas: Prentice Hall Art, 2006); Oleg Gralbag Formation of Islamic Art
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inaccurate and inapplicabléljo situate this study as an alternate approach, | outline below the
debate surrounding these prominent framing devices.

Islamic ars scholars like Ismail AFarugi,Sheila Blair and Jonathan Bloom have
stressed thdhe field oflslamic ars, particularly historicallyneeds to be understood in a
religious and spiritual contextwhere relevant, buBlair and Bloomagree with Grabar in active
resistance of purely religious interpretati®ns order to more accurately account for its
culturally speific meanings.’® Islamic ars have largelymaintained the traditions dfieir
historicalreligious and cultural originandhaveadapted therto modernislamic cultural
expressions as well &gesterninformedthemedoundin contemporary art. Thigerceived
secularization of Islamic arhas caused a backlash from artists and scholars who conceptualize
art asfilslamia only when it is associated with religion and serves as a religious expression.
discussed he tradition and field of Islamic calligraphy waargelyincorporatedor the purpose
of recording andl wtiamdosgfohem@stdaereligious te
Muslims at the time realized that the sacred words of Allaittairabic languagevere far too
precious and intimate for all eyes to readily see. And so, calligraphers manifested their devotion
and worship in creating the most beautyfidtylized fonts worthy of portraying the divine word
of Allah, as a simple font would notffice.?8*One thread that informs the basis of this
interpretative act and subsequent artistic creatitsidmic traditionalismSome dherents of
tradi t i on adsiarserpregsioreoiva parennial fiuth that stands in stark opposition to the

dividing forces of #Medichrtraditionglistsaperdeivescentemporany i t y . 0

279 | s ma-Rarugi, T ArtsAfl Islamic CivilizatiorQccasional papers series 24 (London: Triternational

I nstitute of Islamic Thought, 1434AH/2014CE); Sheila S.
Art. o

280 Notably, reading and writing of the Quréan is only
281 Seyyed Hossein &ér,Islamic Art and Spirituality

282 Kl as Grinell, #fAArt as an EscBaselofirma®(B013:&3x ul arity: th
https://parsejournal.com/wgontent/uploads/2017/11/PARSE_ IssuaBAsEscapeFromSecularity.pdf.
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Islamic ars as not belonging to the field of Islamicsaat all because this form of art has been
dilutedand corrupted bji t h e v ul g a maderyityo’d® Beyyed HosseiraNas one key
figure in this line of thoughtn this way, traditionalist viewsf representation in art hiegn
religiousexpressionandthetradition of Islam (versus modernjtwhich lacks these truths
ReligiousstudiesprofessorOludamini Ogunnaikeexplainsthatfilslamic arts render the
invisible divine visible, and it is through imagination that we can perceive the mysteries of
transcendent divine unity immanent in these sensory foffis.n contr adi cti on t o
Islamicate conception of this fieltslamic studies scholar Mustafizur Rahmeeferring
specificallyto Mughal calligraphyn o t e sphilbdo@hy andiprinciples of all Islamic arts are
deeply embedded in the batgnets of the religion; the most fundamental of which is the idea of
one God [and] the uncompromisingly abstract nature of @®Guch an interpretation suggests
a flawed view that art is Alslamico only if i
Binary mnceptions of Islamic arts as religious or secular leads to limited categorizations
and understandings of the fie¥f.The concept of secularism is complex and includes a wide
range of scholarship, which this study will not be able to fadlgressStill, Islamic art isoften
positioned against secular.@bne waythat | understandecularism iss a Christiattentric
European/Western constiuéor example, scholars Janet Jakobsen and Ann Pelligrini describe
secularism as:
central to the Enlightenment narrative in which reason progressively frees itself from the
bonds of religion and in s#doing liberates humanity. Thigrrative poses religion as a
regressive force in the world, one that in its dogmatism is not amenable to change,

dialogue, or nonviolent conflict resolution. This Enlightenment narrative separates
secularism from religion and through this separation ddhmat secularism, like reason,

283 Kl as Grsi menl IEs cfafpret fa om Secularity, o 90.

284 Ol udamini Ogunnai ke, fiThReno&iiolTlenaurndl &f Bagtina Qoflegeo f | s | a mi
(2017): para. 7, https://renovatio.zaytuna.edu/articledtlemt theologyof-islamicart.

285 Mustafizur |RLCharhdn grfalhgha 237.

2866 G¢lru Necipoj !l u, fThwe Jasometad]ptn sofn 6Iss IHa mit o r Ar tod ; AH .t
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is universal (in contrast to the particularities of religion). However, this narrative also

places secularism in a particular historical tradition, one that is located in Europe and

grows out of Christianity®’

Scholarssuch as cultural anthropologist Talal Asad explain that concepts of religion and
secularity are intertwined in the human psyche as well as in their historical develdfisad
explains that this dichotomous @lnokenaritamdy concep
progressive and -ritionaledivisiveand wimitiver® As thahsstoritad n
discussion in this chaptéas exploredsuch binary, rigid categories fail to account for the
overlapping nature of secular and religious eletméhroughoutslamichistory in terms of
politics, social normsand cultural and religious expressions such as those observed in art.
Islamic arts developed over complex, diverse histories out of localslpric traditions along
with intercultural eghangeswith blended cultural and religious implications. Separating secular
art from religious art, if it were even truly possible to do, removes the context within which
Islamic arts developed amuiposesan interpretation that devotional art is priwitior a relic
confined to a religious context.

Further, unlike in other societal contexts, in Islamic political history, there is no
theologicalseparation betweawrligion and governmentomplicating the notion of secularism
in Islamic arts as the framing device does not reflect the reality of how these artistic modes and

expressions developed historically. Thus, app

and categorize Islaimarts by emphasizing cultural themes in contrast to religious ones fails to

287. Janet Jakobsen and Ann PelligridgcularismgDurham: Duke University Press, 2008), 2.

The very notion of ¢tohswuctfilseeeoruittel wad coined byalSthEaerntuoy Eeghsh writer

and thinker, George Holyoake (d. 1906), as a way to distance from Christianity without being labelled an atheist or
heretic. For more information, see Saba Mahm&mdigious Differencenia Secular Age: A Minority Report

(Princeton: Princeton University Press, 2016; Talal ABadmations of the Secular: Christianity, Islam, Modernity
(Stanford, CA: Stanford University Press, 2003).

288 Talal AsadFormations of the SeculaP3.

289 Talal AsadFormations of the Secular.
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recognize the overlapping nature of secular and religasuw/ell as the bias inherent in that
framingas one that was imposad a result of colonialism.
The notion of secularism produces reahsequencess both a modern justification to
police minoritie® such aghe ban orveilsin Francewhich isspecifically an intercultural
issu@® and historicamechanisms for controlling ne@hristian societiesyhich revealghe
complex naturef thesecular frameworland its impositioron Muslimsand norChristian
societies as a neutral systdmthe art worldproponents of the secular perspectiygcally
focus on aesthetics or Islamic cultsifeom a more Eurocentric point of vierabar, for
example, argues that being a Muslim is not a necessary requirement for producing Isttflic art
This seculaframework then, would interpret even conteanary art with religious subject
matter to be separated from religious intent; rather, it is reflective of society and culture.
Many scholars, particularly Shaw, believe
By maintaining such a strong distinction between secular and sd@ealirses such as
these have conceptualized Islami¢sjrds something that can be viewed but not
understood, as though an inherently esoteric Islam were communicated by heritage
acquired through osmosis rather than rational educétion.
Relatedtotts poi nt of religious genessRorexampld, he fAspi
fithe classification and discussion of Islami¢sgras a bisected entity, divided into the secular
and the sacred, is in fact a Western paradigm rooted in the history of rivalries between the

papacy and royal/noble classB¥ Moreover,in a historical account atligious/secular art

purposes and meaningss i x tcentmyttihst or i an and wfte:ci al Must a

290 Oleg GrabarThe Formation of Islamic Art

291 WendyMK. Shaw, fAThe I slam in | sl amic Addundiéfart ory: Secu
Historiography no.6 (2012): 7.

292 Avinoam ShalkemeaiWwate nd ow@& A pleayor aictitisal rewmiting of therhistory of

t he ar t sJoumél of lArs Historrography (2012): 7,
https://arthistoriography.files.wordpress.com/2012/05/shalem.pdf.

293 G¢lru Necipojlu, xiThme | St laeman i: yugam&sd ({hdB%:OP quetdadant i on, 0
Stephen F. Dalelhe Muslim Empires of the Ottomans, Safavids, and Mughads
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To build masjids and mosques in the wadlveloped and prosperous seat of government
and likewise to construct convents or madrasas in a famous capital are not pious deeds
performedtmcqui re merit in Godbés sight. Every
these are pious deeds performed in otdeccomplish being a leader and to make a
good reputatio®
Given thisoverlap between religiousecular and politicalpurposes and expressigmgth art
and architecture often used as a good governance or public opinion strddegy},then follow
thatthis binary constructhould be accepted as a suitable paradigm for thefatie Muslim
worlds?Shalemgqu e st $Stoonwsl,dmdét t his paradigm be examin
time-span before the dual notion of sacred versus secular is applied to the interpretation of
Islamic art®?®° Given thefluid nature of culture and religion throughout the higtof Islamic
arts, as we have seen throughout this chaghesse rigid categories seem ineffective in capturing
the true nature of this field of ath addition to classifications of religiovgrsussecularthe
issue of division of art according geography, materigland timeis expoundedurtherin

chapter 3 Thisprompts a critical questioshould wemaintain theséypes of divisiveand

colonial classifications irour interpretations of Islamic &%

Conclusion

This chapter has outlinesbme of thaliverse, expansive history of Islamicsagspecially by
focusing on the development of Islamicsarithin someMuslim societies. It has explored the
transformatiorof Islamic artformsand cultural productionfsom historica) religious and
culturalexpressioato modern imaginaries, drawing from examples of classical periods, such as

theUmayyad dynastandpre-modern empires like the SafayMughal and Ottoman

294 Quoted by G¢lru Necipojlu, AThe Sulemaniye Compl ex
295 Avinoam Sha# m, fiWhat do we mean&®@h&n we say Ol sl amic art

W

e

296 Avinoam Shalem, fiWhat dod&we mean when we say Ol sl an
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Specifically, this chaptdrasconsidered examples of architecture, calligraphy and arot,
painting along withIslamic utility and understandings of these mediuiné s | amandc ar t o
i s e c u | have besnmsidown to @accurate, Westerbiased termshiat fail to capture Islamic
artso c oThaugheoftemot refdested by narrow interpretationslamic ars arevaried
and dynamicLike all forms of religiousand civilizationalart, the fieldhas changed over timig
has transformed arfthsbeen transformingito new geographies that this religious, cultuaad
political tradition known as Islam has entereEdr examplemodernmosques, such as the
Valiasr Mosque in Tehran, whidbawesout classic elements like the dome and minaret
continue the traditions of these sacred spaces atidpting them to contemporary designs and
modern needsThis is reflective of thavay in whichthese spaces have evolved throughout the
history of Islamic artsAdditionally, Arabic calligraphy developed out pire-Islamic traditions
and influenced the developmentsafiptin other languages, such as Urhd Persian, which
use the same scriptistorically, it served political, culturagndreligious purposes and
developed as a prominent &atm out of bottreligious considerations, such as that of
aniconism, as well as aesthetic appreciation. Intermingling influencesalliggdaphc uses
continue ino contemporary art as well, with the principles of calligraphy and geometric styles
influencingmodern abstract art as well as manifestingantemporary political and cultural
messaging, as will be further explorecchrapters4 and 5.

The chapter has aisurveyed the variowcademic discussiomslated towvhat
constitutes Islamic aaby some academics, suabSeyyed Hossein Nasr and IsmailRaruqi
and how they understand Islamicsasservingreligious and spiritugburposesand
importantly, thosewho frequentlypush back against these binary conceptualizatgutd) as

Wendy ShawQleg Grabar, Nasser Rabp@t¢, | r u  N,éAcinognoShdlemSheila Blair
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and Jonathan Bloonscholars, art critics, and artists most commaueyceive and interpret
Islamic ars from a religious, historically grounded lens or a secular, more culturally informed
lens, which has led to deep challenges in the categorization and labeling of Islamic art
Curiously, and largely due to tineodern impacts of stereotypes, particularly as it has been
defined by the onslaught of imperialism and resulting Orientalist tropes and the modern
instantiation of Islamophobdathe topic of the next chapterislamic arsois not judged by the
same diversstandards as the adf other religions or cultures. This discussion of the history,
evolution, current interpretationsnd complex naturef what it means for art to be Islamic
serves as the foundation for this study and helps to sithadep t ealiscus8i@n® Orientalism

andchapter 36s ubdusmstudiessi on on m
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Chapter 2: Orientalism in the Making of Islamic Arts and the Global Art

World

Introduction
Western conceptions of the East as other are grounded in a complicated history of colonialism
and imperialism. This historical legacy has perpetuated bowargeptualizations and depictions
of East and West that have endured into tiféc2htury.Today the political climate in the
United States and other Western countries mirrors and reflects these ideologies through
expressions of increasingly intensifieslamophobia. ANashington Posrticle from March
2019 documented the history of Islamophobic and racist commets byDonald Trump over
the past 10 yearsa | | of which uphold notions of Musl i ms
number one threat. These kinds of deliberate misunderstandings and racist logics are pervasive
even in Canada, which is internatitynihesd vy r ega
perceptions have not been confined to the sociopolitical realm. Rather, they have extended to
creative spheres within which Orientalist ideologies have spread in a feedback loop; they impact
both insider and outsider cultural representatiorislamic arts, and in turn, Islamic arts affirm
and perpetuate that same Orientalist mindset.

The previous chapténtroducedthe history of Islamic arts, the continued contemporary
overlap of cultural and sacred themasd the often inappropriate and culturally inaccurate
frames, such as fAsecularo and Ar ellhHisghaptea s, 0 t h

builds on this discussion by exploring the ways in which Orientalism and Islamophobia inform

1. Brian Klaas, AA Short -MusltiomyBrredMdashingos Bastlarohtl5, Tr umpds A
2019, https://www.washingtonpost.com/opinions/2019/03/15/shistory-presidentrumpsantimuslim
bigotry/?utm_term=.b95b470b49a7.
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the constuction and categorization of Islamic arts and influence interpretations and production
of art in this fieldwhether theseterpretations and productioasefrom artists themselves or
curators of museum spaces. To analyze the relationship betweeral@mesind contemporary
Islamic arts, this chapter outlines the imperialist and colonial period of Orietalises (19

20" centuries)as developed by Europeans and the critique of this scholarly, litarahartistic
productionas contained ik d war d S a tbrkakiag thrgearyootiOrientalisnhimitations of
Sai dos Qribnealisn will alsofbe discussetiin particular this chapteexamines the art

produced during Orientalist periods under

in the European i maeagpeciadlyconsaer somé comnmnoa terfilédcigs e nt .

found in the depi ct i o astheyreldatehoethe ArarandeMuglird wanld/
These themes include male tropes of the lustful Arab oppressor, the inferior Arab, the rich
prince, and the terrorist villajias well as female tropes of harem women and the oppressed
Muslim woman/the exotic kmown. Thereafter, the chapter explores Islamic arts as a means of
reflecting and perpetuating common Orientalist tropes and Islamop(iobigestern news

media and popular culturay a modern offshoot of Orientalishargue thaOrientalist

ideologies épicted in Orientalist paintinggersist in modern Western popular culture and news
media.Exploring these contexts then helps situate the discussion of museum steHegstén 3.
Moreover, gplorationof these issuesets up Orientalism as a lens &walyzing cultural
representation in contemporary.as such, this chaptéorms the foundation for the analysis of

how thesdi o t h eidedlagigs@ontinue to impact Islamic arts today in chapters 4 and 5.

2Cl aire Gallien and -GhturwCeientalisnd io RontempordryBritighhHiseregraplhy and
Literary Criticiam, ldterature Compas52, no. 4 (2015): 121, doi: 10.1007/97849-098859.

Edward Said (193322003) was a Palestinighmerican and professor of Comparative Literature at Columbia
University. He is widely considered to be the founder of the academiofiploistcolonial studies and was an
outspoken critic of American foreign policy in the Middle East. For more information on Said, see Joseph Massad,
AThe I ntell ect ua Uourhal df Ralestifie StHdi&8,an0. @ (20D4):i722,, O

doi: 10.1525jps.2004.33.3.007
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Orientalist History: The Legacy of Colonialismand Imperialism

The spread of imperialism to the East by empires such as the British and deénetdEastern

and Western perceptions of thelf and thedther The European period of imperialism and
colonialism was one of extensi ve frgnhlBbdol expan
1914 European direct colonial dominion expanded from about 35 percent of the earth's surface to
about 85 pREomcthe a8 centufy on, the. OQtoman Empire, which had spanned

much of the Eastern hemisphere, was threatened by Western powers, specifically France and
Great Britain, which sought to dominate Ottoman territories to advance their imperial interests
and conelidate powef. ThefiMiddle East) as we know it today, was constructed through the
imperialist division of territories as a result of World War I. Through the 1916 Sjikes

Agreement, which was covertly created during World War | to divide former Ottoman Empire
provinces between GreBtitain and France, European powers drew the borders that determined
the territories that make up the Middle East.

Many of these imperial projects and colonial constructions of the Middle East were
rooted in Christian e mgtancem bobv it imfermed ¢he Crusadas of | s
during medieval period®uring these periodsslam was understoaahd portrayeds a pagan
or heretical religiorand the antithesisf Christianity® During the Middle Ages, the Christian
West (i.e., Britain, France, Italy) viewédge Prophet Muhammad  ( p lasuthe disséminator of

a false Revelation, [and] he became as well the epitome of lechery, debauchery, sodomy, and a

3. Edward SaidQrientalism(London: Penguin Press, 1974}.

4. Donna Robinson DivAnRri éfM. HiSsaitko ny Hafni tolyé uLat e Ot t oma
Bomb: The Abdication of | nt er nDomds ®igestof MdlsEast Btedied i | i ty:
no. 2 (2008): 73, https://www.resehgate.net/publication/249504998.

5. Malcolm Yapp,The Making of the Modern Near Egkbndon: Routledge, 2014), 2i7Z78,
https://doi.org/10.4324/9781315836508

6. Henry Schaller, ACrusader OrientalismriDeéeSuigreset idons of
Researct827 (University of Puget Sound: 2018), 41.
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whole battery of assorted&tec her i es, al | of which derived 61 o0
i mp o s t Exempldyingthis view, Dantdlighieri Gasnous 14-century epic poerinferno

|l ocates the Prophet Muhammed i n?®&These ei ghth ci
perceptions influenced the scholarly study of the colonized regions by the colonizers, such as

through travelogues, literature, and &nts came to be known as Orialfist studies In response

to this trend, scholar Edward Said developed a theory of Orientalism to critique the premises of

the study of the Orient by Europeans who colonized and controlled these feQiterstalist

ideologies were reflected studies produced by the colonizers, which reflect European beliefs of
cultural superiority. 8holar Sadik Jalalad Az m r ei terates that Orienta

is the natural product of an ancient and almost irresistible European bent of mind to
misrepresent the retiés of other cultures, peoples, and their languages, in favor of
Occidental selhffirmation, domination and ascenderi€y.

There were some instances wiaperialist views of the East did not go unchallenged. For
exampleBritish Member ofParliament J.M. Robertson questioned this position of superiority,
asking politician Al fred Bal four, fAWhat right
regard to peopl e wh o m Gt uhese bhallenges tothe notokthe | Ori e
inferior, barbaric Orient were the exception to the perceptions that European colonizers used to
justify their rule. English andultural studiesprofessorPatrick Brantlinger points out that that

these widely held imperialist ideologies legitimizatt garnered support for the British

7. Edward SaidQrientalism 62.

The Christian West had similar views of Jews as falsifiers of the true nature of God. For more information, see

Debra Higgs Stricklandsaracens, Demons, & Jews: Making Monsters in MedievglQ&tord: Princeton

University Press, 2003).

8. Edward SaidQrientalism 68.

9. Edward SaidQrientalism

10. Sadik Jalalab Az m, AOrientalism and Or i entGiéntalstm ARemdeRev er se, 0
(New York: New York University Press, 2000), 219.

11. Edward SaidQrientalism 31.

101



Empi r e 6 s 2@he peaitorsaliexpansion was tied to political, cultural, and religious
understandings of European superiority.

Scholarship on the constructed, imagined, and politicized Orient developed am lzeca
prominent subject of inquiry during the imperialist period. THem®esinformed philosophy,
history, science, linguistics, literary studiaad much more. Edward Said notes:

During the nineteenth century the field increased enormously in prestige] also the
reputation and influence of such institutions as the Société asiatique, the Royal Asiatic
Society, the Deutsche Morgenlandische Gesellschaft, and the American Oriental Society.
With the growth of these societies went also an increasagralss Europe, in the number

of professoships in Oriental studies; consequently there was an expansion in the
available means for disseminating Orientalism. Orientalist periodicals, beginning with the
Fundgraben des Orien{d809), multiplied the quantity of knowledge as well as the
number of specialtie’s.

By the mid20" century, imperial rule in the Middle East had faded, and the scholarly field of
Orientalstudiescontinued to gain traction as an area of inquiry insiteedemic world,

continuing to inform fields like archaeology, anthropology, religious studies, and art studies. The
nature of this scholarship and its arguable reflection of larger societal views of the East and West
in general has sparked theoretical ek regarding how neéWestern societies should be

studied and conceptualized.

Edward Said and Orientalism

As asserted by postcolonial scholar Edward Said, Orientalism is defined as the study of Eastern
societies by the Western world, which leasated romanticized and biased, Eurocentric images

of Middle Eastern, East Asian, and African cultures and worlds, which are perceived as

seemingly faraway cultures? As it relates to Islamic cultures, Khaled Beyd@xplainsthat

12. Patrick BrantlingerRule of Darkness: British Literature and Imperialism, 18B@14(lthaca, New York:
Cornell University Press, 1988), x.

13 Edward SaidQrientalism 43.

14. Edward SaidQrientalism
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t hi s t he edthe extenslved histery an@ domplex process by which Islam and its
adherents were [é] constructed and cast as in
vi ol ent and “wrderthis cogsauctiomad thedwvorld/estern Europe was the
birthplace of modernity andivilization, perceiving itself as the ideal civilizat@airstandard
which has created continued binary ways of thin&inghile the Orient (anything that was not
the West or Christianity) was seen as backwards, unciviletaric and regressivé

Orientalism views Oriental studies as an intellecpuajectof imperialist ideologies that
position East against West and frame interpretations of the East as lacking modernity and
progress, which the West represents. Saithém explains Orientalist theoas the acceptance in
the West of Athe basic distinction between Ea
theories, epics, novels, social descriptions, and political accounts concerning the Orient, its
people,cust ms, 6 mi nd, 6 & Gender stuglies achothr DaphnedGnacedexplains,
ASaiddés formulation of O0Orientalismbé refers t
representations of foreign cul t*iSheehicidatesthatast er
such interprettions and representations were forged in and solidified the essentialist ideologies
inherent ina European culture that positioned itself as ruler to theEumopean ruled?

Consequently, Orientalismbs rise etcivepr omi nenc

parallels the spread of industrialization, as technological advances in travel and mobility allowed

15. Khaled A. BeydounAmerican Islamophobia: Understanding the Roots and Rise of(Beddand: University
of California Press, 2018), 51.

16 Avinoam Shalem, fiwhat do we mean when we say 061l sl am
t he ar t sJound of ArsHis@riography6 (2012): 118,
https://arthistoriography.files.wordpress.com/2012/05/shalem.pdf.

17. Edward SaidQrientalism 2.

18. Daphne Gracé&he Woman in the Muslin Mask: Veiling and Identity in Postcolonial Litergtierling: Pluto,
2004) 29.

19. Daphne Gracé&he Woman in the Muslin Mask9.
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artists and scholats travel to distant places and reaffirnesiebinary and problematic
worldviews through their literary and artistic productions

Inthe 19" through28c ent uri es, according to Saidés
artists, writersand historians alike all began to take up Orientalist logics in their $@.
such, Orientalist theory contends that their repertoires consisted of images -@uthasd
encounters based on the fantasies and desires of Orientalist artists anafEaubpees?
Orientalist imaginaries were repeated across a range of artistic forms of expression like poetry,
literature, musicand the visual arts, as | discuss further below. Said describes these repetitions
as entirely inaccurate, as they workegasition Islam and Muslims collectively as something
exotic’®dt he fmar ve PP4s tefsectiombeloneoa Ortentalist paintings explores,

Orientalist imaginaries constructed a | and

t

t

mons t¥potmyd ng peopl e and s cenothemessfo cAd Itthwruaglh e X

study utilizes Orientalist theory to understand modern representations of Islamic cultures and

identities in art, to be transpautesnfirst about

engage some of the critiques of Saiddéds theory

and imaginaries found in European artistic productions on the Orient.

Cri ti qu eHBheooybfOrierdalisoh 6 s
Sai d o6 s-brepkinyg study on Orientalishasgained widespread traction in the academic

world. Still, at the same time, the theory of Orientallssalsofaced criticism. To defend my

20. Edward SaidQrientalism

21. Edward SaidQrientalism

22. Edward SaidQrientalism

23. Rudol f Wittkower, AMarvels of tldumal d&thesWarburdandst udy
Courtauld Institute$ (1942): 159197, https://doi.org/10.2307/750452

24. Edward Said, interviewed by Sut Jhaledia Education Foundation Transptj Media Education Foundation,
2005, 4, https://www.mediaed.org/transcripts/Edwaaid On-OrientalismTranscript.pdf.
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application ofSaid® theory ofOrientalisn, as well as to acknowledge its limitatigh®riefly
discuss some criticisms of the theory, including the hegemonic/monolithic critique, the origins of
prejudice critique, the Oriental agency critigaed the counteinterpretations critique.

One of the primary cOriertalismisshatg istdihestédai ddés t h
geneal andthat itfails to consider studies of the East or other regions within specific contexts.
Critics havé&aokbsémavegel yhamifited periods prior
in 1798 and provided a monolithic and hegemonic version of Orientalism as transportable and
transl atabl e t o a?MRobgeirvte nl rtwime eaxnpdl apilnasc et.hdat i
of oppositional historical figures that have rendered invisibleticpkar intellectual climate in
which 60Orientalism was and i s &°Cdtosssceas of Wes
Sadik Jalalab Az m, Saree Makdisi, and Dani el O6Qui nn
removes the context of study, and ashstiakes for granted the existence of colonial power
dynamics and Aotheringo types of relationship

According to other scholars, Saidés theory
relationships were negative, and some argue that this assumptisriiedheory itself to engage
in Aotheringod and essent P &ritdsbpfdhis vetnntherefore,t he f i e
argue that imperialism does not always colour global interagtimknot all cultural scholarship
views the subjectofstly t hr ough t h #Fof exanple, Si@jfAhnied argues that 0
scholars frequently overlook or misinterpret more culturally autonomous commentary on the

East by Enlightenment thinkers, positionthg theory oOrientalisn as engaging in hindsight

25 Gallien and-CéntulyOrentalisitEi ght eent h

26. Robert Irwin,For Lust of Knowing: The Orientalists and Their Enenflesndon: Allen Lane,

2006), quoted in Claire Gadelniteunr yanQdr iQlnitvaelrias nd, ook i1c2,3 .A Ei
27. A. L. Macfie, ed.Orientalism: A Reader

28. Sadik Jalalab Az m, AOrientalism and Or i &heStédirth afCapitaln Rever se, 0
Enlightenment Writing and Colonial Ind{&tanford, CA: Stanford University Press, 2012).
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cherry-picking to make sense of this period of stétigpecifically, Ahmed points to the
existence of countenovements and countearratives during the Enlightenment, exemplified
by thinkers and writers like Jeremy Benthawhjch pushed back on notions of European
superiority and perceived colonialism asraily abhorrent® Thus, this argument purports that
not all scholars studying the Orient have done so through an imperialist frame. Critics have also
pointed out that dichotomies between European selves arBuropean others fail to consider
that sectias of the English population, similar to colonial subjects, were themselves waiting to
be Occidentalized and civilizédIn this way, the argument follows, ideologies of superiority
were not only applied to East errpopuldtions;,her s, 0 bu
therefore, is Orientalism to blame for this mindset, or is something else at play? Are relationships
of power in terms of economics perhaps more impactful than Orientalist prejudices? Ultimately,
both can be true; diotdrrblated with glassisemardl eqonmomi¢ udi ce ar
exploitation, and this combination of economics aividizational superiority plays out both
internally in Europe and externally.y Internal
holding the lower classe®dvn, whi |l e externally, Aotheringo :
Orientalism justif imperial conquest and economic exploitation.

Another criticism othetheoryof Orientalismis that the prejudiceherentin thestudy
of the Orient (andther cultures) is not only a product of imperial/colonial relationships. Instead,
this bias predates the imperial period. Exploring some early manifestations of this biss,

Images of Islam in Eighteent®entury Writingg1996),Ahmad Gunnyanalyzedit h e

29. Siraj Ahmed;The Stillbirth of Capitalguot ed i n Cl aire GallieCentaynd Oliver a
Orientalism, 0 129.

30. Siraj Ahmed;The Stillbirthof Capital

31. Saree Makdisiviaking England Western: Occidentalism, Race, and Imperial Cu{€inecago: The University

of Chicago Press, 2014).
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representations of Islam and Muslims in eighte@sthtury Europe (particularly France) in the
context of the genealogy and reinforcement through variations of Western cultural prejudices
against | sl am dat i*Mgreoves Eitan Balbo ¢ dfe 0 SThe@dy@ e &) . 0
Land in English Culture, 1799917 discusses how the widespread nature Bfdehtury views
of the Prophet Muhammad (pbuh) as an Ai mposte
beforetheDr i ent al period and before the emergence
theory of Orientalisnis a misreading of histor3?. This aforementioned Western view of Islam as
antithetical to Christianity i srda nmglbe nwermdn dref
the imperial era; in fact, Christianity has always been defensive against Islam, viewing it (and
Judaism as weftf as an attack on its foundational principles. Therefore, criticisms of this nature
contend that the prejudice that leadlsti ot her i ngo i n Oriental studi
imperialist period and related power dynamics; rather, it is the result of a much longer and more
complex history of biased interactions. Although Said does not deny this more complicated
historicaldevelopment, his emphasis on the imperialist period is argliatigd.

Additionally, scholars have argued that Orientalism is flawed because it removes agency
of the cultures under studyNotably, the colonized East greatly impacted the West as well.
Rebecca Carol Johnson, Richard Maxywelh d Kat i e Trumpener argue in
ArabEur opean Literary | nfl ue maovhichisdselabiadedtitleL i ne a g

given that the source work is entitl€he Thousand and OMights’®s that

32. Ahmed Gunnylmages of Islam in Eighteentbentury WritinggLondon: Grey Seal, 1996),

guoted in Claire Gall i e@emtnudr YOl @Orviegmt alloiksne,, 0 AlEA53.ht eent |
33Z:. Claire Gallien an€e®tiuvgr ®riekital] i 8B, ghtt@énth

34. Debra Higgs Stricklandsaracens, Demons, & Jews

35. Sadik Jalal ab Az m, AOrientalism and Orientalism in Reverseo;

Nights, ArabBEur opean Literary | nfl ue nModernLangudge Quader§B,inm2 ages of
(2007): 243279,doi: 10.1215/00267922006038

36. Tales from the Thousand and One Nighisndon: Penguin Classics, 1973).

There are multiple versions of this collection of stories, dating back to as early as the 10th century CE.
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the i nfl J&micentod!| tthel €6 can be found at t he
writing, exemplified by the experi ment al n
Orientdé and oO0the Oriental 6 acaflitenaryngetrésv e r ol
these scholars suggest alternative histories of European canonical literature and of the
relationship between Europe and A$ia.

Additionally, DanielO6 Qui nnfitalses epdlsi ti cal significance of
the Lonan stage as projections of metropolitan anxiety concerning the transfer of political,
financial, and mor al cor r up¥Thisimterpretationsuggests c ol o
that people living in European imperialist countries were concerned Himeffects interactions
with colonized countries would have on their societies. These Oriental societies, then, have
agency overlooked by the theory of Orientalism by Sai impact Western societies in some
contexts as well. PhilosoplpyofessorSadik AFAzm also points out that Eastern societies often
uselsi mi |l ar dominant i1 deologies to understand t
of Westerners?® Thus, this counterargument contends that Eastern societies are not merely
victims of Westerncentric study; they have their own understanding of the self and the other
andthat did not begin with Western scholarship.
A final cr ithearygf ©eentalismis Shat otllebetements have played a
significant role in perceptions otitures under study. In particular, representations of the Orient
have been influenced by othacfors A s wmedital @nd anthropological classifications of
race, psychoanalytic versions of sexuéInity, a

her workindia Inscribed Kate Teltschep ur por t s t lentury idmeaseptatiorss efn t h

37. Rebecca Carol Johnson etnaClaifighealArnbnaandtli O@hi g8eD:
Century Orientalism,o0o 128.

38. Da ni e |Stagirg@avermance: Theatrical Imperialism in London, I2BD0(Baltimore: Johns

Hopkins University Press, 2005), iggteentiCech tium yClOaiireemt @dliIsi
127.

39. Sadik Jalalab Az m, AOrientalism and Orientalism in Reverse. o
40. Lisa Lowe Critical Terrains: French and British Orientalisrmigthaca: Cornell University Press, 1994), quoted
in Claire Gall i eighteenth@e rOtl u rvye r@r iJeorkti acl,i sing, 06 12 3.
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India (in parliamentary debates, histories, travel accounts, and missionary letters, as well as
novels, poetry, and illustrations) need noté&d as manifestations of colonial power but rather
as moments of uns e t*tThissagproach $uggests éhht Ewropear dultiresh ¢ e . 0
may havebeenrepresenting other cultures because of internalized feelings of inferiority or
power instability Additionally, Ashok Malhotra notes that developments of literary and other
forms of artweredeeply impacted by portrayals of Eastern societies, such as those iff buutia,
that, specifically, visions of India were presented in a grandiose, exagdessdtiauh because of
the economic concerns of stage productions in bringing in audiences interested in extravagant
shows, and these production decisions had little to do with culturai®diass line of criticism
maintains that cultural representationsghaf Orient have been impacted by forces other than
imperialism, such as changes in creative fidlisugh this idifficult to compartmentalizevhen
Oriental cultures werander imperial control.
Certainly not alforms ofcultural studies share the issue of imperial power dynamics, but
many do. Orientalism does not apply in every situation, amy/f@ctors contribute to Western
views of the East, and specifically for the purpose of my study, Islamic societies. However, the
existence of multiple factors does not negate the fact that Orientalist ideatabiys deep
entanglement witimperialism is a significant one that continues to inform many global
structural systems, including the arrld, as my case studies in chapters 4 and 5 explore.
Al t hough Eastern societies may practitoa Aot he

has not produced the same level of pervasive impacts; superiority theories are void of force when

41. Kate Teltschernndia Inscribed: European and British Writing on India, 16@800(Delhi: OUP, 1995), quoted

in Claire Gallien an@enrl urvyer@r iJeorkti al,i sink,i oy hlt23.nt h
42. Ashok MalhotraMaking British Indian Fictions, 1712823(London: Palgrave Macmillan, 2012), quoted in
Claire Gallien and -GCdntvwerrya Qroike rct, a IAiEs ng,hd eleZn% .h

43. Ashok MalhotraMaking British Indian Fictions, 1742823 quoted in Claire Gallien and Olivera Jokic,
AEi ghCeantuhy Orientalism,o 129.
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not backed by power and money, and the West has a long history of using its power to exploit,
dominate, and oppress nbvestern societie¥ The power inbalances and imperialist ideologies
revealed through thineoryof Orientalismproposed by Said are relevant and still productive to
engage, especially in the global art world and the diverse spasgchit exists(i.e., museums
and art galleries). As liscuss below, art has a long history of applying Orientalist rationale in
depictions of Eastern cultures. The cultures and traditions under examinatiagemay and

their own history prior to the beginning iofiperialism as indicated ichapter 1, and which my
case studies in chapters 4 and 5 also explore in contemporé&pexifically examining visual
art productionemployingthe theory of Orientalismrovides a helpful way of understanding
different Islamic representations in art and the broadertatal imbalances that have led to
inequitable representations of Islamic arts in historical and contemmanatgxxts For this

study, it is generative to examine the continued influence of narrow ardiraeasional
ideologies at play in representatiafsself and other in Islamic arts theiem froma legacy of

the historical encounter and relationship defined under colonial periods.

Orientalist Paintings

In light of the analysis provided by Said in his study of the role of arlit@nature in informing

the idea of the Orient, in the artistic field, artists, crjtaasd scholars are often susceptible to
approaching cultural subject matter through an Orientalist paradigm rather than an Islamicate
framework?® Orientalist approachds academia partly stem from colonial education projects

that mandated what was taught in colonized socjghescurriculum was basexsh imperial

44, Vijay PrashadThe Darker Nations: A Biography of the Shbived Third World(New Delhi, India: LeftWorld
Books, 2007).

45 Avinoam Shalem, AWhat do we mean when we say 061l sl ami
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systems that emphasized Western superiority and framed scholarly inquiry from a Eurocentric
perspectivé® These colonial education systems have legacies that spill over into all areas of
society, includingat’Shaw expl ains that #Athe practice of
continues to the present day, somethingtoatiper cepti o
radically dif f®Howeverotiert om wthirad ?WeTot whi t eness? T
gaze and brushstroke? How is the norm defined and understood?

Historically, the concept of the Oriefita Western creati@énwas visible inRenaissance
(c. 1300 1600 CE) and Baroque (c. 16a050 CE) worksas figures in supposed Middle
Eastern attire appeared in select works by artists like Giovanni Bellini (d. 1516 CE), Rembrandt
Harmenszoon van Rijn (d. 1669 GBhd others. This practicemrtinued and intensifiedmong
modern artdéds I mpressionist and | ater EXxpressi
Eastern, and East Asian representations within Orientalist paintings dominatet} el 23"
centuries The production ofi @entalist painting8was popularized by Western artists like
Eugene Delacroix (d. 1863) and Jdayon Géroéme (d. 1904), who depicted their colonial travels
or touristic fantasies of Athe Easto through
Western superiority. ManWestern travéérsvisited the new European colonies and recorded
the scenethey sawby painting themThis is true, for example, féhe Ottoman Empire, which
maintained important trade networks wifestern Europe because & geographical
proximity. Early Orientalist paintings were created to publicize and support French imperialism,

displaying the East as a backward place Wesbarbaric and in need of enlightenment by the

46.J.A. Mangan,ed9 Benef i ts Bestowed?6 Ed(®Newatork:dlanchesiedUnBearsityt i sh | m
Press, 1988).

47. J.A. Mangan,ed9 Benef it s Bestowed?
48 Wendy MK. Shaw, AThe I slam in | sl amic Arddurndlofdrt ory: Secu
Historiography no.6 (2012): 1.

(@)
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French?®® As suchthe broader political contexf oolonialism defined the multiple forms of
cultural production regarding Arab/Muslim representatioth@Orientalist paintings of the ¥9
and 20" centuries. One can trace the role of fine art in establishing the current ways of visual
representations of Arabs and Muslims historically back to Orientalist paintings.

The advent of photography in theM&entury facilitated a surge of travel photqurg, as

the medium became more accessibleedevelopment of travel photography and tourism

greatly influenced Orientalist paintings, whi

realistically capture a scene to make the audience feel presgkat stené® During the height

of the Orientalist period of the $@nd20" centuries, art commonly reflected imperialist

ideologies of superiority and othering, and the resulting depictions of Middle Eastern cultures
acted as a mechanism for confirgiand legitimizing Western views of the East. Islamophobia,

a modern iteration of Orientalisthatwill be further discussed in the latter part of this chapter,
continues to rely on these tropes in a perpetuation of common stereotypes against global Islamic
communities. The following discussion of select Orientalist tropes in paintings and the influence
of those tropes on modern Islamophobic stereotyping in popular culture contextiizes

contemporary artistic representations of Islamic cultpresentedn chapters 4 and 5.

Orientalist Male Tropes

First, | discuss maleelated Orientalist tropesf Orientalist paintings of the 19th and'20

centuries that are now circulated in media, culture, and popular culture. | briefly introduce these
tropes to contextualize the preconceptions that are attached to Arabs and Muslims in the West

andto showhow, in our contemporary contexthiese perceptions are informing the ways in

49. Jenni fer Meagher , -Ce@rtiueryt dlritsm i n Nineteenth
50. Dorothy Kosinski,The Artist and the Came®allas, TX: Dallas Museum of Art, 1999).

112



which Arab and Muslim communities understand their own cultures. It is important to note that
these are only some of the tropes that directly relate to the subject of my thesiarehmany

other tropes that are not mentioned here depaadimitations.

The Lustful Arab Oppressor

One painting that exempl i fies t Piokingthe Bapogite of t h
(1880)(Figure30). In this painting, &eemingly wealthy Arab man is depicted viewing naked

women at a slave market. A man is disrobing them to reveal their naked bodies so that the
purchaser can select the slave he likes best. Artists have often used nudity to symbolize
disempowerment; this pimayal connotes humiliation and victimization of its subjééts.

Although the Orientalist painter is depicting the victimization of women specifically at the hands

of Arab men, the painterds gaze is aleso an ac
absolves himself by focusing on the sins of the Arab male. A similar scene is depioteal in

Pl i fWhe &lave Markdtl910) (Figure 3), in which women are stripped naked in the desert,
surrounded by camels and Arab men who are choosing which slave to purchase. Nochlin notes
that these portrayals of fAma%sreootpurele power ove
representative ppfr etstkee okr aof mvaormiesn; t hey al so s
domi nati on of t hhese B@daytimagiregpdepctiohs otnade hng gardié

women in private spaces, O0in a state of pl eas

safelyresides outside of the field of observation) to assert the balance of colonial power on the

51 Rae Barney, fiNudes & Company, 0 essay, University of
http://hdl.handle.net/11299/189072.

52, Linda Nochl in, ArfimfemericaMayg 1988 aaccessed Dacamber 2202020, 125,
https://aestheticapperceptions.files.wordpress.com/2013/01/nochlin_imaginary_orient.pdf.
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Orient of h¥FEusjimpargayingahe Arabrmarvas lustful, oppressivnd
Afother, 0 the white European mageriority(aaleevouldhi ms e |
never display such blatant | asciviousness), g

world and enjoying the very forbidden sensuality he is appearing to condemn.

Figure 3. Picking the Favourité¢detail) Oil oncanvas: Giulio Rosatil 880>

53. Rana Kabbanimperial Fictions 121, quoted in | sra Al iCentuiyDheatalistar em F 3
P ai nt Diategtisal Amthropologyd9, no.1 (2015): 40, https://doi.org/10.1007/s10682U6-93727.

54. Giulio RosatiPicking the Favouritgoil on canvas, 1880, Wikimedia @mnons, accessed February 11, 2021,
https://commons.wikimedia.org/wiki/File:Picking_the Favou(detail) by Giulio_Rosati.jpg.
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Figure 3. The Slave MarkeOil on canvasOtto Pliny, 1910%°

In a lessthansubtle example of this trope, Jea® o n G®r * mkhé Snaké a mo u s
Charmer(1879)(Figure 2) portrays a young boy, nude and with a python wrapped around him,
performing in the street while spectators waiide backgrounds filled with Arabic calligraphy
and geometric ornamentation, makindh e s c e ne v i Said sl this parttulare nt al . 0
painting forthe cover of hi©rientalismbook, representing it as the epitome of Orientalist
fantasies of the Middle EagtEnglish anctultural studiesprofessorJenna Mead notes thiatt h i s
image has come to stand for the fetishi[z]ing of@hker, the East, the homoerotic, the
spectatorial and the i Mipremoveathd agist fromehe scéne,ass o f
he views the spectators viewing the sensual spectacle. Gérbme portrays the young street

performer as an object of visuenjoyment for the Arab male spectators dominating the scene

55. Otto Pliny,The Slave Market1920, Wikimedia Commons, accessed February 11, 2021,
https://commons.wikimedia.org/wiki/Filetie_Slave_Market_by_Otto_Pliny.jpg.

56. Edward SaidQrientalism )

57 Jenna Mead, AReading by Saidoés LanternnaA-MDslibgnt al i sm
no. 1 (2003): 77, doi: 10.1080/0950311032000078597.

115



with their gaze. However, it is the white art

i nt o “hireaccorgance with his fantasies and his imperialist propensity for donminatio

Figure 2. The Snake Charme®il on canvasJeanLéon Géromg1879>°

As a justification for imperialism, many depictions of slave markets and harems lay at the
forefront as subjects in arti sMuslinwpnaenhbyt i ngs,
Muslim men. This is one of the first circulated and formed tropes regarding Arab/Muslim men.
The Muslim/Arab man is portrayed in Orientalist paintings usually surrounded by his many
woman slaves as they collectively try to please his dedirthe Arab man is not with his harem,
he is probably found in the slave market examining his next female gayalf) to purchase or
at his courtyard accepting a female slave as a gife@dn the above examples. This popular
portrayal of the Arab as lustful and on a constant quest to fulfill his sexual desires is a well
established trope that positions the Arab man watthing else to do but find ways to feed his

desires. This automatically positions the Arab man as a patriarchal oppressor of women, with

58. Linda Nocharyn, OiAiTaet | mag2a.
59. JeanLéon GérdmeThe Snake Charmet879, Wikimedia Commons, accessed February 11, 2021,
https://commons.wikimedia.org/wiki/File:Jean_L%C3%A90n_G%C3%A9r%C3%B4me,_Snake_Charmer.jpg.
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~ ~

often more than one fAwifed or woman by his si
strips away their clottee The Arab man is in control of all women in his household, and he
silences them and positions themrmaerelypleasing objectsThese are a few examples of
pai nti ngs t halustfull mabappresdor attreo g eér,e viithi ch mani f est s
popular culture.

In Hollywood, the same lustful man is on a quest to feed his desires in the West and with
white women. For example, in the mo@annonball 21984), Jamie Farr plays an infatuated
Arab Sheikh lusting over white American women. Furtherm®e in the City 22010) is filled
with such instances that uphold almost all Orientalist tropes in this section, but one specifically
occurs when lead character Carrie bares her leg out abaga(cloak) to attract and
successfully stop a taxi drivar Abu Dhabi (Figure83) after many unsuccessful attempts to hail
one in her fulhijab (cover, headscarf) aralirka (full face covering). Jack Shaheen observes
that Afil mmakers did not createEuhepsderpoéeyp
exist i ng Ar abHolgwoodhastrequeatly depicted Arab and Avamerican men
as fisex maniacs wit h S8 Shaheen debcabedhow tioertropavdfihg e s | a
l ust ful Arab oppr es s dltan Quatenaain arid the lLost City of Gold i Ca n n
(1987) [€é in how it] presents sl|%Hamotestihar abs tr
Hollywood seems to be unahiterestrain itself from portraying Arabs as greasy;cexen

caricature$3As an earlier example of popular culture

60. Jack ShaheeReel Bad Arabs: How Hollywood Vilifies a Peofidorthampton, MA: Olive Branch Press,
200), 40.

61l NarmeenEF ar r a, f Ar a b slouaaha Madih Rsychotogh, r@o, 2¢1996): 2,
http://www.calstatela.edu/faculty/sfischo/Arabs.html.

62. Jack ShaheeReel Bad Arahs42.

63. J. Cones, AfiPatterns of Bias in Motion Picture Cont el
YasmeenElagn, ASt er eot y p-dAmericans Presertdd in &lallgvoodl Mavies Released during 1994
to 2000, 0 thesis, East Tennessee State University, 14,

https://dc.etsu.edu/cgi/viewcontent.cgi?article=2160&context=etd.
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oppressor, iMbbot and Costello in the Foreign Legi@i®50), the protagonists visit an auction
bock in Algeria, during which, one of the men
$1. 25 down an & Aspahothér@xarapléybduliathh Gréaf1956) depicts an

Arab king surrounded by # 6°whuog hitedy pvecestte n, a n d

sleep with Ronnie [é], a European mo% M| [ who
one point in this movie, King Abdul |l afoueven tr
are a beautiful devilsento destr oy me. | f onl y*dénohsaatingwo ul d

the stereotypical view of the Arab as powerless to his desires, inherently lustful and inferior.

Political scienceprofessorAs 6 ad Abukhal i | o ball manners sf Msskinw, po st
political behavior [have] become reduced to expeessis of sexual frustratio
to engage in limitless and gufltr e e s e x % Consigtentrwithdthisstereotyp@/estern
popular culture frequently depict &Theser ab Mus|
portrayals of lustfuArab men and their sexually driven interactions with other women convey

the influence of Orientalist paintings that detail this trope and the contemporary perpetuation of

that stereotype.

64. Jack ShaheeReel Bad Arahs45.

65. Jack ShaheefRReel Bad Arahs47.

66. Jack ShaheeReel Bad Arahs47.

67. Jack ShaheeReel Bad Arahs47.

68Asb6ad Abukhal il , ASe $alogNogdembeh& 20Glupara.i4,de Bomber , 0
https://www.salon.com/2001/11/07/islam_2/.

69. Jack ShaheeReel Bad Arahs43.
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Figure 3. Sex and the City. Bcreenshot: accessedbruary 11, 2021. YouTulde.

The Inferior Arab

Orientalist paintings often used Arab male inferiority as their subject matter. This trope is based

on the definition of a superior Western society in relation to an inferior Eastern one. As

demonstrated in the imperialist history of the Middle East, this representation served to justify

imperial rule over inferior victimsvho needed saving and guidanEee r encz A£&n senhut 06 :
Oriental Schoo(1885)(Figure 31) portrays this trope through iteepiction of an Arab instructor

teaching male students, several of whom are lying down, partially andeppear to be

distracted. This portrayal seemingly suggeats@ducationaénvironment in which Arab men

struggle to pay attention and have little ingtii@ learning. Author and art researcher Nancy

Lyons suggests that one interpretation of this painting is that the instructor is a poor educator,
andthus represesthe idea that Arab men are intellectually infefibMo r eov er , Eugene

An Oriental Bazaaf1886)(Figure ®)depi ct s an underdevel oped, Ap

70. Michael Patrick KingSex and the City @F'he United States: Warner Bros. Pictures, 2010), Screenshot,

YouTube, accessed February 11, 2021, https://www.youtube.com/watch?v=gjuUCw9N47s.

7. Nancy Lyons, Alnspired by the East: Thoughts About |
December 11, 2019ttps://artuk.org/discover/stories/inspirbg-the-eastthoughtsaboutorientalism.
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which men gather in a marketplace. The presence of a donkey, worn buiddidgiistyroads

represents this culture and its people as inferior and underdeveloped.

Figure 3. An Oriental SchoolOil on canvas: Ferencz Eisenhut, 1886ttingham City
Museums & Galleries, Art UK?

Figure 3. An Oriental BazaarQOil on canvas: Eugene Pawg86.Dundee Art Galleries and
Museum CollectionArt UK."®

72. Ferencz Eisenhu#n Oriental Schogloil on canvas, 1885, Nottingham City Museums & Galleries, Art UK,
accessed February 12, 2021, https://artuk.org/discover/artwoibséatalschoot46950.

73. Eugene PavyAn Oriental Bazagrl886, oil on canvas, Dundee Art Galleries and Museum Collection, Art UK,
accessed February 11, 2021, https://artuk.org/discover/artwortséartatbazaar92785+#.
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Furthermore, paintings like e | a ¢ Wamenx d Algiers in Their ApartmgiiB34)
(Figure ®), as well as its formative versions, display Western criticismeard repulsion of

Arab social norms, depicted as inferior in this painting with women relaxing, separated in their

own quarters frommefftl n anot her exampl eArabThie®cClatlenging Chas s G

Each Other to Single Combat under the Rampares @ity (1852)(Figure37) portrays Oriental

societies as having primitive forms of rule that engage in uncivilized, violent conflict rather than
progressive diplomatic solutiorsThes e paintings exemplify Nochl
AOri ent aldepicts awodd ohtimelessgcustoms and rituals, untouched by the historical
processes that were drast i c diTheye partrayaks represgnt We s t
the underpinnings of Western ideological perceptions that primitivism in general is a natural

feature of Middle Eastern/Muslim societi€s.

74. Todd Burke PorterfieldThe Allure of Empire: Art in the Service of French Imperialism, 17886 (Princeton:

Princeton University Press, 1998); Kirsten Scheid, ATh
Electronic Journal of Middle East Studiég2007): 6 23.
75 Zahra Sadat | smailinejad, 0 Onternationgladdttérsof Sodtahancht i ngs an

Humanistic Sciences0 (2015): 6831, doi: 10.18052/www.scipress.com/ILSHS.50.68.
76. Linda Nochlin AThe | maginary Orient, o 122.

77. Il sra Ali, AThe HaCeenm uFayn tCarsiye nitmna Il Nisnte tPeae mtth ngs, 6 34.
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Figure J. Arab Chiefs Challenging Each Other to Single Combat under the Ramparts of a City
Oil on canvas: Théodore Chassériz852. Muge d 6 Or say, MuUSeum Syndi cat

78. Eugene DelacroixVomen of Algiers in their Apartmerit834, Wikimedia Commons,
https://commons.wikimedia.org/wiki/File:Eug%C3%A8ne_delacroix, le _donne_di_algeri_nei_loro_appartamenti,_
1834, 01.jpg.

79. Théodore Chassériairab Chiefs Challenging Each Other to Single Combat under the Ramparts of a City
1852, Musee doyadicate accessddiFsbauaryil, 2021,
http://www.museumsyndicate.com/item.php?item=32985.
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This trope persists in the present day, as the Arab (especially the Arab man) is often
portrayed as intellectually and physically inferiothie Western counterpart. Islam is often
viewed as an inferior religion that is barbaric and savage and is against progress and
modernization (epitomized by tWgest),andthe Arabmanis representative of all of Islam. The
Arab man is often portrayed as unealied and stuck in barbaric traditions. He is a fool,
accidentally blowing himself up or holding the gun backward to shoot at himself instead of the
enemy. While these ideas are common in older silent movies, stetims (1897) andOne
Arabian Night(1920), more recent examples inclufiue Lies(1994) andndiana Jones in
Raiders of the Lost Arl981). Worse yet, Muslims and Arabs are portrayed as always falling
into the same unintelligent mistakes, unable to progress or move away from this position,
demonstrating what Gertrude Bell describes as
from exp'Poipeh@ae. aulture frequently portrays A
[ and] uf S$ceotls iike RababBbdulhadi, EvelynAlsultany, and Nadine Naber
acknowledge that Hollywood plays a role in we
b ar b % Hdllysvood has a long history of depicting Arabs throtigjls repetitive framework.
N o t a lmhny Arabftharacters can be foundha earlier Hollywood films and, unsurprisingly,
they were [portrayed as] unciitie d | u  Bor éxampleFéameover India(1957) shows

barbaric, inferior Muslims attacking civilized Western&ras another examplén Abbott and

80. Gertrude Lowthian BellThe Desert and the Sown: Travels in Palestine and $yilaeola: Dover Publications,

2008), 66.

81. David K. ShiplerArab and Jew: WoundeSpirits in a Promised Lan@ew York: Broadway Books, 2015),

240.

82. Rabab Abdulhadi et al., edérab and Arab American Feminisms: Gender, Violence, and Beloi8irgcuse,

New York: Syracuse University Press, 2011), 311.

83 Andrea Kohibhpdi®Behumaoavrabion of Arabs in Hollywood.
University of Zadar, 2017, 12, https://urn.nsk.hr/urn:nbn:hr:162:363744.

84.Jack G. Shahee@gui | ty: Hol |l ywoodés Werthaptent MAoQlive Brarel®ress, Af t er 9/ 1
2008).
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Costello Meet the Mumn{§955)i Egy pt i an policemen [ar® portra
and a conniving cult is easily brought down by two silly Western characters, emphasizing the

depth of Arab ineptitudeShaheen describes popular culture as progthiase portrayals of

Arab cultures (and other ndiestern cultures) as filled with inferior people, lacking in morality

and incapable of setjovernancé®

The Rich Prince

Another common tropi Orientalist painting is the emphasis on wealthy Middle Eastern men.
Based on imperialist logic, one could interpret the fascination with this theme as an attempt to
understand why inferior Arabs are able to amass wealth in these underdeveloped soogties. O
exampl e i s Gu 4d¢ Harera duBalaisl8Z7)(lBigrine 8)swhich depicts a lavish

scene of wealthy Arab men surrounded by female servants in an ornately decorated palace
courtyard. Anot her TaPalacp Guard (Awaitifgn AudignéefldO2)n st 6 s
portraying a palace guard in lavish clothing standing in front of an ornate backgroundarhese

two paintingsthatdisplay the Orientalist fascination with wealthy Arab men. Said notes that

such paintingd along with other mediums @rientalist stereotyping such as bo@ksortray

Ar ab meametridimg, térroristic, hooknosed, venal lechers whose undeserved wealth is an

affront to $%eal civilization. o

85. Jack ShaheeReel Bad Arahs97.
86. Jack G. Shahee@gui | ty: Holl ywoodés .Verdict on Arabs After 9/1
87. Edward SaidQrientalism 108.
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Figure 3. Le Harem du PalaisOil on canvas: Gustave Boulanger, 1877

Moreover, representations of wealth during the Oriental period served the fantasy of an
i mperial motivation for f@dimport &tTheseuxury [é a
representations convey under | yi ng®%DMe satcerroni xfodass
Moulay-Abd-el-Rahman, Sultan of Moroc®845)(Figure39) depicts a perceptiblgowerful
sultan on horseback, elevated above the crowd gathered below him. His elevated status
contextualized within a Aprimitiveo backdrop
people have | et t he {Thispartrayadswhicheeempiifiesmlcolléctive o d e c
trend in Orientalist paintings that constructs the East in limited, narrow, and predictalbde ways
serves as an ideological representation of Oriental societies and Arab men possessing vast

wealth, butwho, unlike their Western supers, are unable to harness this wealth to develop

88. Gustave Boulangeke Harem du Palaisoil on canvas, 1877, Wikimedia Commons, accessed Felttary

2021, https://commons.wikimedia.org/wiki/File:Boulanger_hadrpalais.jpg.

89. Sarah Churchwell and Thomas Ruys Srvilst Read: Rediscovering American Bestsellers: From Charlotte

Temple to The Davinci Codkeondon: Continuum International Publishi@youp, 2012): 198.

9. Susan L. Blake, fAWhat O6Raced6 is the StDeubledP®ts: i n Sus.
Romance and Historfdackson: University of Mississippi, 2003), 69, quoted in Sarah Churchwell and Thomas Ruys
Smith,Must Read 203.

91. Linda Nochlin, AThe | maginary Orient, o0 187.
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their societies; they are simply too backwaidglieir army, weapons, clothing, form of

governanceand so ojpand primitive to know what to do with it.

Figure39. Moulay-Abd-el-Rahman, Sultan of Morocc®il on canvasEugéne Delacroix,

184522
In contemporary pagar culture, the Arab/Muslim man is often portrayed as a rich prince

or sheikh, who lavishly spends money without considerati@nis often depicted ridingn a

camel or horse, sporting an unruly beanddisplayingbad hygiene. Mainstream Western

media emphasizes these socioeconomic stereotygasiltural studiesprofessoMaytha

Al hassan argues, fdAportraying them as childlik

responsibly use the black %§old under their tr
One scene of a movie | grew up watching comes to mmivttluding most of the tropes

mentioned above. The character of Mr. HabiBather of the Bride 21996) is a character

92. Eugéne Delacroixyloulay-Abd-el-Rahman, Sultan of Morocgoil on canvas, 1845, Wikimedia Commons,

accessed February 11, 2021,

https://commons.wikimedia.org/wiki/File:The_Sultan_of _Morocco_and_his_Entourage.jpg.

93. Mayt ha Al hassen, fiHaqq and Holl ywood: Il luminating
T h e MopdCulture Collaborativé\pril 24, 2019, 16, http://popcolteorg/wp
content/uploads/2018/10/HaggAndHollywood_Report.pdf.
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written into the movigbut whoplays no significant role in the movie or pldtis as if he vere
added simply to bash Arabs/Muslims as a form of comic relief. He speakgitdecish Arabic,
spends monelavishly, often makes wrong decisions, and constantly quiets his wife whenever
she speaks. This problematic character sumsanymof the portrayals girab andMuslim men
inWestern media. Jack Shaheen notes that criti
culture received a response from adterrence Beasor, who condescendingly argued that
fistereotypes are@t rhnoenor ed tradition, 6 and J&dlst based
actordés response @ m@ndtabtimeszeees celelitadibobAtab e pt anc e
stereotyping and racial stereotyping in general and their placement in popular culture media for
comedic relief. It reveals a sense of comfort Western audiences might feel when viewing these
familiar portrayals, as if their consistency and repetition make them true and confirm Western
centric notions of cultural superiority. Shaheen quotes JoseplnBpsifessorof history and
African Americanstudies who expl ains that A6A stereotype
hold over rational thinki ng & Slanednfusteaexphams i t s f
this issue by quoting Walter Lippman, writer and political commentator, who:states
The subtlest and most pervasive of alll i nf
maintain the repertory of stereotypes. We are told about the Wefbre we see it. We
i magine most things before we experience t
the whole process of perceptith.

These representations matter. Shaheen points to another example of this stereotyping in the

movieClub Paradisq 1 9 8 6 ) ,featurésia Mislinfiwho craves only money. Concerned

94 Jack G. Shaheen, AArab and Mus| iColunbia ktereatonay Affara g i n Al
Online, accessed November 25, 2020, para. 54,
http://facpub.stjohns.edu/~layachigANA/Documents/Arab%20and%20Muslim%20Stereotyping%20in%20Ameri
can%20Popular%20Culture.htm.

95, Jack G. Shaheen, AITH & adumd of Popuap FEilm and Belevisidfl, h@ 8 4

(1987): 148, https://doi.org/10.1080/01956051.1987.9944221.

96, Jack G. Shaheen, AIBE86MHoDI tWB80d Arab: (19814
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neither with the environment nor people, the mwate-robed sheikh threatens to ruin a

Caribbean paradise by building factories, higge condos, and even a hideous Arabian

pal &&Sdhatmmeen notes that Arab men are fr-equent|
grubbi ng ®HercitesRotguiraesss. 0Kel | ner Canmerh Pdlica1888)e | Ry an
in acknowledgmento f t he common Adéraci st portrayal of A
corporate c oRThuys|the percgptidn df thenidd@ &astern man as the rich prince

lives on todg. Just imagine if all Americans were depicted as Donald Trump in his grandiose

Trump Tower with his predilection towards wondewould the common American be accepting

of this representation or identify with it?

The Terrorist Villain

Although themodern concept of terrorism did not exist in the Orientalist period, Orientalist

paintings did frequently invoke the trope of the violent, aggresane:barbaric Arab, which is a
precursor to the terrorist stereotypeofessonf philosophyandreligion Sophia Rose Arjana
asserts that Orientalist i mage®ipagipeninthesay ed Mu
depi ct i on s 1%Asanfexpessisntobtiie $Vesbern view of the East as violent, chaotic,
uncivilized and barbaric, paintings ofteapresented the Middle Eastern world as hostile and

unstable. For exampl® e | a ¢ Massasraat£hios(1824)(Figure ) depicts an Ottoman

attack on the Greeks during the Greek War for

wretched Greek captives cling[ing] together in despair and fear as they are surrounded by

97 Jack G. Shaheen, AArab and Muslim Stereotyping in A
98 Jack G. Shaheen, AArab and Muslim Stereotyping in A
99. Douglas Kellneand Michael RyanCamera Politica: The Politics and Ideology of Contemporary Hollywood

Fim( Bl oomi ngt on, I ndi ana: I ndi ana University Press, 198
(19841986) , 0 148.

100 Sophia Rose ArjandJuslims in the Wstern ImaginatiorfOxford: Oxford University Press, 2015), 98.

101 Sophia Rose Arjandluslims in the Western Imaginatiotescription.
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Turkish soldiers [ é and éhjte stllion, Orttalloseizenahalf f i cer |,
naked woman, whil e anot he¥®AsatpmiassodpiGeencstesf or h
the Greeks had committed similar atrocities during this arad,sahis painting depicts a double

standard thatonceives the Oriental as a violent savl§g& i mi | ar | y TheBanhtiescr oi X 0 S
of Tangier(1838)(Figure 4) conveys a chaotic, violent sceneNorth Africa In this painting,

crowds of men are gathered outside and appear to be riled up and violent. When questioned

about the meaning of his painting, Delacroix explained:

At certain times of year, [these fanaticsé
excited by prayers and wild cries, they enter into a veritable state of intoxication, and,
spreading through the streets, perform a thousand contoatiohsven dangerous acté.

Del acroi x0s depicti on o fbrothexhoodiSufigresudrconveysal s o f
a Western perception of unfamiliar practices that the artist is grappling with. He is trying to

understand this exotic oddity, emphasizing the extremeness and strangeness of these rituals in the

painting1®

102 Jon D. Green, fScenes from the Massacres at Chios, 0
October 20, 2020, para. 1, https://contentdm.lib.byu.edu/digital/collection/Civilization/id/951/.

103 Jon D. Gr een, fiScenes from the Massacres at Chios. o0

104 Zumanna Stanska, &dgéneDe@craixeBretwalries o f o Daily &rt MagazimeAmil 0
26, 2020, para. 9, https://www.dailyartmagazine.com/orientadisgugenedelacroix/.

105 Eugeéne Delacroix andeter RusselDelphi Complete Paintings of Eugene Delacroix (lllustratgayndon:
Delphi Classics, 2016).
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Figure 4. Massacre at ChiaLil on canvasEugéne Delacroix1 824106

Figure 4. The Fanatics of Tangier®il on canvasEugéne Delacroix1838°7

106. Eugene Delacroixylassacre at Chigil on canvas, 1824, Wikimedia Commons, accessed February 11, 2021,
https://commons.wiknedia.org/wiki/File:The_Massacre_of_Chios_(8669479850).jpg.

107. Eugene DelacroixThe Fanatics of Tangiersil on canvas, 1838, Wikimedia Commons, accessed February 11,
2021, https://commons.wikimedia.org/wiki/File:Eug%C3%A8ne_DelacreiXxhe Fanatics_of Tangier_
_WGA06195.jpg.
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Il n anot her e x ampHe@rjson&(18B3) gonrays r&8cmlizedimeni 6 s
relaxing in front of theiwhite prisonert% casually enjoying having him at their mercy, showing
the Orientalist trend of depicting AYm@m men a
graphic depiction of Or i ent BExécutiorwithdueluigement He nr i
under the Caliphs of Grenada870)(Figure £) portrays a bloody decapitation of a victim slain
at the hands of a ruthless executioner. The executioner iskiarked, so presumably African,
has prominent muscles, is barefoot, and is wearing alitaeobe. His physique and attire all
give the impresion that he ifprimitivedd even animaliked and his size in comparison to the
rest of the painting makes him appear to tower over his victim. All of these characteristics send
the message that tmsard along with hissocietyd is violent, brutal, primitivetyrannical, and
should be feared. Nochlin notes that the image is meant to invoke terror in the audience at the
brutal act of a heartless, faceless, inhuman executtétieh e se fistrange and exo
puni shments [ an'thypotriticdllg morey the Avabracializedsnan and
Oriental societies as barbaric and violent in contrast to the West, when in actuality, guillotine
executions were still used in France into th® @éntury and the death penalty is still legal in
some states in the United States today. As such, representations of the other as inherently violent
and inhumane served as a freality-based justification for imperial invasion and a superior
West that is above sh violence. In sum, these paintings represent the popular trope of the
violent Arab mad a precursor to and influence on modern Western perceptions of Middle

Eastern men as terrorists.

108 Rana Kabbanl, mper i al Ficti ons: (Lendan:dAApSad Books|pd08).s of Or i ent
109 Il sra Ali, i The HaCerduny Ofrearinl ti assty Pirzalecticai AnegtepoEma9,mo.1

(2015): 41, https://doi.org/10.1007/s106@H15-93727.

110 Linda Nochlin, AThe | maginary Orient, o6 130.

111 Linda Nochlin, ATiB@ | magi nary Orient, o 129
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Figure 2. Executiorwithout Judgementinderthe Caliphs ofsrenada Oil on canvas: Henri
Regnault,187012

The negative portrayal of Arabs and Muslims as barbaric and dangerous has loag been
overusedropeinside and outside Islamic cultures. Today, many movies from Hollywood and
Arabic cinema and media alike contribute to the complex character of theéefmtist. From
Egyptian movies starring Adel Emam as a terrorist (1994) to the Americanisenedard
(itself based on an Israeli series) constantly depicting Muslims as teraoristee enemythis is
a deeply rooted trope in the minds of the East and West. Scholar Julijana Nicha describes how, in
the following movies:

60The Shei kd(1adypP,(18BLlame 6&amAODN against t
Scar umbé ( BOt6t5l)e OfT hlel gi er s bostArliO®(61) 98 B)R,ai der
OAIdidn6(1992), 6True Liesd (1994), 6The Mun
(2000), [and] O T hAebsRie antagonisis; phesentddlad Jdfent.[ é ]

112 Henri RegnaultExecution Without Judgement Under the Caliphs of Grenada, oil on cdt8/&3, Wikimedia

Commons, accessed February 11, 2021,
https://commons.wikimedia.org/wiki/File:Excecution_sans_jugement_sous_les_rois_maures_de -Grenade
Henri_RegnaudMG_8313.JPG.

113l i jana Nicha, {40toenaaissmm degi Posnhg Arab i magery i
15, 2012, 5,
https://www.academia.edu/6468674/Orientalism_and_Post_colonialism_Depicting_Arab_imagery_in_Hollywood_
movies.
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For example, ifhe Sheik 1921), the sheikh is preseftted as
Although I grew up in Saudi Arabia, | attended a Wesstyle school and was exposed broadly

t o A We spular cuitube. @nexamplewas Disne® in particular, Disney moviéswhich

depicted my culture in what felt like strange, unfamiliar ways to me as a young girl. Now | view

these portrayals as problematic, especially when read through academic scheVhishipas

critically interrogated the whiteolonial and Islamophobic representations of Islamic cultures in

Di sney. For instance, in his articlAleddii Ani mat e
(1992) neffectively sl andefand hgodsronmn age @$ s
celluloid caricatures of Aladdin effectively reinforce the media image of Arab terrorists and

rel i gi ou®infad, it aas Bhareeendimself who persuaded Disney toAdétddind s

highly offensive lyricsn the first scene in the movié’ This image continues to become more

complex as the political climate changes. Evelyn Alsultany, a leading expert on Muslim
representation in the®Jmedia, notes that beyond the lyrics of the main sAfegldinstill has

many problemsvith its representation dfliddle Eastern cultures, including the depiction of

Abad Arabsodo as ugly and with foreign accents

114 Jul i j ana diandPast o Ai®ni aht amj o 5.

115 Jack Shaheen, nAIlGndadted noAflPIad0.ed Raci sm, 0
http://www.jstor.org/stable/41687300.

116 Jack Shaheen, #AAl addin Ani mated Racism, 0 49.

117 I n the opening song of terseorigimaNyiread: A Ar abi an Nights, 0
fioh, | come from a land

From a faraway place

Where the camels roam

Where they cut off your ear

I f they donét |ike your fa
ltés barbaric,0but hey, it h ome

Shaheenbés pr ot e sltos Andeles Timessoen vliynrciecds Dins ntehyéVhere theyeuhaffv e t he
your ear i f they ddndtoulgihk ®iysmnery fchoese to keep the fba
important victory. For ma information, seél7. Jack Shaheen, 0 AlGndadte20 noAni mat ed F
(1993): 49, http://www.jstor.org/stable/41687300.

ce
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and white American accent¥ Alsultany notes that even wihgopular culture attempts to

portray Arab men as figood, 06 stereotypes of vi

instancea patwhiothci Arab or Muslim American,

help the United States fight terrorisitt® Building on a long tradition of Hollywood

stereotyping, Western mowiolemtcharacanstthatrseemmtouse por t

Islam as a justification for their acts of mass destruction, [and] this may cause the public to form
judgmental andghegative opinions of Arabs, Arabme r i ¢ a n s ,*°Qimilar to lhistdricaim. 0
Orientalist paintings, contemporary popular cultural stereotypesaigtateiArab-nes® with
filslamicnesso despite the fact that Muslims exist across diverse taygalgraphical, and
culturalcommunities. For instance, in this vein, African American or Black Muslims globally are
erased when such stereotypes persist and flatten Islamic identity to /AabthrAsiaridentity;

in reality, the largest population of Muslims is geographically located in Southeast Asia in
countries like Indonesia and Malaysia. These examples demonstrate the continuity of Orientalist
portrayals of the Middle Eastern man as violent antidrar through to modern portrayals of this

man as a violent terrorist.

Orientalist Female Tropes
Culturalstudies scholar Maytha Alhasseays Thi& Muslim woman exists in a familiar
patriarchal binary of saint/sinr@transformed by Orientalism ingubjugated/subordinate. She

is both silent and overexposed, invisible and hysible, a perpetual handmaiden serving the

violent agenda of h¥%Cultwaspdiessshslarisra Alflitkthep ar t ner .

118 Evelyn Al sultany, fAArabs and Muslims in the Media
E r @aAmérican Quarteriy65, no. 1 (2013): 16169,doi: 10.1353/aq.2013.0008

119 Evelyn Al sultany, AArabslanpd M8l ims in the Media
120 Yasmeen EIl ayan, fSthAmereang 32pes of Arab and Arab

121 Mayt ha Al hassen, fiHaqq and Hollywood, 6 19.
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artistic and historical emphasis on dered stereotypes and representations of Islamic cyltures
specifically,to the depiction of gender inequality of Muslim women in the present’dSjne

argues that the nmspresentatioand mistreatment of and towards women have long served
colonial projets Claims of primitivism or rape by Muslim meare used as justification facts

of invasion and colonizatigrihese are instead framasd progressive actiesignedo rescue,

tame, or improve the culturesnsideredind depicted as lesser than thefnli explains that

We st er n apetpetmtedaednesvoiowhite entittement and colonial power through

scenes of male dominance within lavish hai@msnt i mat e spaces reflectiwv
white gaze saw andepicted of noswhite cultures?*In this regard, it is important to note that
Orientalism has also been a gendered enterprise. The following categories of tropes explore this
gendered use of Orientalist symbols and colonial logics, which depicted amdiedo depict

Muslim women as oppressed subjects and how these gendered tropes are maintained in
contemporary Islamophobia. These Orientalist perceptions are largely cemténedropes of

fiharemwomen 0  #haopgpreSsed/uslim womanandtheexoticun k n o wn . 0

Harem Women

The harem woman is usually lying around to please a matiemdepicted nuder in revealing
clothing JearAugusteD o mi n i g u @randenOglaliszs€t814)(Figure 8B) depicts a nude
woman reclined in an erotic position in an exotic environnf@if.hi s odal i squeds pr

of her body is representative of the Orientalist view of Middle Eastern women as sexual objects.

122 Il sra Ali, AThe Haleenm uR ayn tCa s ye nisdettitabAnehiGramg®dd,morig s, o
(2015): 3346, httys://doi. 0rg/10 1007/s10629115-93727.

123 Il sra Ali, AThe Haleenm uRayntCasiye nitmalINisnetPeae mtth ngs. 0
124, Il sra Ali, AThe HaCeenm uFayn tCarsiye nitma Il Nisnte tPeae mtth ngs . 0

125 fAOrientalism Artwor ks, 0,200,gard2,t Story, accessed Oct
https://www.theartstory.org/movement/orientalism/artworks/.
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Similarly, JeapAugusteD o mi n i q u Ehe Turkigh Baah§1862)(Figure 41) provides a
voyeuristic view of dozens of nude Turkish women around a pool. Conveying its explicit sexual
t h e me mainfelerheat of eroticism in the painting focuses on two women, one of whom is
caressing the breastof aneth s i t t i ng° These paintingsand haay othérsonvey a

broad, historical impulse to portray women as sexual b@ngbjects Such paintings exemplify

the Orientalist Aotheringo and specifically t

wereviewed largely as sexual servants to Arab n&gnificantly, the concept of the

odalisqué a subject of fascination among Orierdajpainterd itself is oneconstrued by

Europeans as female sex slaves or concubine m

spaces for women to serve and please men. Ultimately, artists erased the original meaning of
fiodal i s queo anhdrientaliptintrpretations to fit within that construct. This term
ori ginal | gyoungpersana chambermait to the women of a household at the lowest
possible socioeconomic stati@f’ in Turkish societyAlthough odalisques sometimes changed
their role to become concubines, this Orientalist transformation of the term changes its more
common meaning and manipulates it to fit Western perceptions and constructs. Even
acknowledging the grain of accuracy iret@rientalist conception of the odalisque does not
negate the choice of misogynistic focus and representation of Islamic cultbees.

interpretation of and emphasis placed on the harem perpetuatesgstenchal values in

which all Muslim women are geeived as less than men and thus in setaitieem.

126Fran-ois De Vergnette, AThe Turkish Bath, o Mus®e
https://www.louvre.fr/en/oeuvractices/turkiskbath.

127 Dani el GorQdalisgke BThuenm@&tl ogr i of an Al bum, o0 thesis,
xviii, ProQuest Number 10245672.
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Figure 8. Grande OdalisqueQil on canvasJeanAugusteDominique Ingres, 181%#8

Figure 4. The Turkish BathOil on canvas: JeafiugusteDominique Ingres]86212°

Western artists werdrawn to these ideals of hypersexualized spaces and their power
relations, which ultimately ughd and reinforcdc ol oni al val ues of the Ea

these are paintings & u r o p imagmati@n and perceived experience of these other cultures.

128 JearAugusteDominque Ingresirande Odalisqueoil on canvas, 1814, Wikimedia Commons, accessed
February 11, 2021,

https://commons.wikimedia.org/wiki/File:Jean_Auguste_Dominique_Ingres,_La_ Grande_Odalisque,_1814FXD.jpg
129 JeanAugusteDominique IngresThe Turkish Bathoil on canvas, 1862, Wikimedia Commons, accessed
February 11, 2021, https://commons.wikimedia.orgilkile:Dominique_Ingres- The_Turkish_Bath_(1862).jpg.
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They represent the Orientalist view that Eastern women were particularly inferior to Western
men; Athey were part of the goods of empire,
wisho, r*ap. o

Fascination with the harem woman has survived into modern times and continues to be a
popular topic of exploration in popular culture. Western popular culture frequently depicts

Mi ddIl e East b&dlyndansessiharam raaglengand obsequis domélst i ¢s. 0

Aladdim 6 1992) portrayal of the main female chara
on her sexual fascination to appeal to the ma
arenewal ofthepastoncept ual i zati on o¥®Inthihmeovimseveralon of t h

scenes show the leading charactdaddin, with three harem girls usually dancing around him.
These ideas of the Arab womanés role to da

trope that children aralsoexposed to when watching television from a young age. Shaheen also

notes the use of this tropeAdbott and Costello in the Foreign Legi(®50), which flaunts

iscantily clad sl ave gt3Zles nan d r ayamysneehin theah a me m

West may still smile upon hearing the term O0h

fascination that the harem has excited in their imagination generated by the Oriental paintings

and pho t*YModanpeieyisinsshows draw from this Western fantasy of the

hypersexual, submissive Oriental woman. For exangplemunicationgrofessorRachel

Dubrofsky argues that the popular reality shidve Bachelo(2002 ongoing as of 2021) utilizes

130. Rana Kabbanimperial Fictions 51.

131 Driss Ridouani, fAThe Repr esent aRutad (201d)f4, Arabs and Mu
https://www.semanticscholar.org/paper/fRepresentationf-ArabsandMuslimsin-Western
Ridouani/f7e761b573f3f3515640f7832611bbh94921h6eeb.

132 Driss Ridouani, AThe Representation of Arabs and Mu
133 Jack ShaheeReel Bad Arahb5.
134 Esmaeil Zeiny, fAFrom \Winmuwal82Cul ture to Visual | mper
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Oriental themes argtenery to create a sexually charged atmospfieBhe notes that the décor

of the set mimics stereotypical harem scenery, with deep red carpets and tapestries, gardens
leading to other secret spaces, and luxurious furniture that evokes a percepticualityerf

The scenery acts as a backdrop that sets the mood of a shalwepittmary theme of a man
surrounded by women seeking to please him and gain hisrfarcultimatelytob e fichosen o
as the winner of his affectidi! The very premise of thidyew would plausibly evoke images of

the Oriental harem in the Western mind, and the production plays on those ingrained associations
between the East and hypersexualized women to further sexualize the spectacle. In a literary
exampleWi | | i a m bddkiTgenOdddMan and the Harem: | Will Always Love Y2011) is

charged with overlapping tropes of the sexualized harem woman and the oppressed Muslim
woman*® Filled with Middle Eastern stereotypes, this novel tells the tale of a retired American
manwho settesin Afghanistan, ends up saving a group of Muslim women from their male
oppressorsand falls in loveThis book exemplifies how the trope of the harem woman is deeply
entangled with another common and popular framing of the Arab and Muslim woman as an

oppressed woman, which the study further discusses below.

The Oppressed Muslim Woman ahe Exotic Unknown

Orientalist painters frequently used the subj
exoticism in their paintings. These painters were intrigued by the veil, which they interpreted as

asymbolobothwo mends oppressi on dnmmhne xAddiidra@ges m. Wi | |

135 Rachel E The Bagheloro fWehk yt ,e nfe s s Ciitical Stublies in Wadia €€ommanicati@3,
no. 1 (2006): 3%6, doi: 10.1080/07393180600570733.

136Rachel E. ThbeBhchakaf 8 ky, 0

137 Rachel E The Bagheloraf s k y f

138 William Hughes,The Old Man and the Harem: | Will Always Love Y8uaotts Valley, CA: CreateSpace
Independent Publishing Platform, 2011).
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A

Maker 6 s (@854 1830)gHgure &) depicts a lantern maker attempting to touch his
fianc®edbs face t hr oug bysoneto bewa ibitiden pratticeddforewa s o b
weddings'®*Thi s scene suggests the painterdés intere
beneat h t heé awexpressod & exstie fantasy. It also highlights a perception of

Oriental female oppression through its male subject reaching out to touch vdesires as if

the female object has no choice but to succumb to his will. Hunt himself describes his fascination
with this exot ilbadfeumddsahpe franxthe laffectatiansofjcivilijfjed life.

Nature presented itself in its unsophistéthand simple grace, and life reappeared as in its

ear | i ed*T hset aagretsi.sot 6 s fascination with the fAexoao

of gendered interactions in his painting.

Figuue®.The Lanter n MeaHKencanms: Widianr Holsidn iHpt 854 1860141

139 Lynne ThorntonyWomen as Portrayed in Orientalist Painti(igaris: ACR PocheCouleur, 1994), 127.
140. William HolmanHunt, Pre-Raphaelitism and the Psieaphaelite Brotherhood Vol.(New York: The
Macmillan Company, 1905), 377

141 William Holman HuntT he Lant er n Maikon cadvas, 1851860, \Wskimedia Commons,
accessed February 11, 2021, https://commokaneidia.org/wiki/File:William_Holman_Hunt
_The_Lantern_Maker%?27s_Courtship,_A_Street_Scene_in_CaBoogle_Art_Project.jpg.
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I n another example of the Orientalistsd my
AOriental 6 woman, photography exhibits during
Middle Eastern/Arab women. For example, Malek All@ulbook The Colonial Haren{1986)
includes a collection of photographs of Algerian women taken during the colonial period to
depict colonial obsession with the veil and oppression through forced relfro®ake
photograph in this collection, @AAlgeria: Danc
to convey an fdaut hent i c'¥Howeverrthe sostime would haveAl g e r |
been selected by the photaemgnneqgihandsedaaivée t he pos
i mafe¢hat corresponded with European fantasies
photography series entitiéemmes Algérienng4960)(Figure %), which was originally
conducted for colonial identification purposes,feate d | mages o fwhé&weper i an w
forced to unveil in front of t“hTeesephatograpas by co
display women with visible expressions of fear and arsgemuch so thabaranger described
t hese wdrimgathians wift h “%dbriag thre sessjorss Rhotography series such as
these were intended to unveil Middle Eastern wadnerpose them to reveal the hidden nature
of their exoticism. In another instance of representing the Oriental woman as oppressed and
o ectified, Walter @bnenandan Old MansniHargi®83) dépitts 1 9 3 4
an old man in a turban, relaxing next to women who are ready to serve him. The painting
suggests the subjugation of young, innocent women to the whims of old, plonverf it also

provides a representative foil of the Orient against the West, depicting the Western perception of

142 Malek Alloula, The Colonial HarenfMinneapolis, MN: University of Minnesota Press, 1986).

143 fA Al gerian | D Photos, 0 The University of North Carol
October 21, 2020, https://veil.unc.edu/arts/visaras/orientalisphotography/algeriaid-photos/.

144 A Col oni al Harem, 0 The University of North Carolina
October 21, 2020, para. 1, https://veil.unc.edu/arts/viarialorientalisphotography/coloniaharem/.

145 Al gerian .LLD Photos, 0 para

146, Al gerian | D Photos, 0 para. 2.
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Oriental men as old and weak in contrast to the strong Westerl feqrain, a duality of

oppression is happening here, with the artist pgirig the oppression of Oriental women at the

hands of Oriental men along with the subtext of the domination of the Oriental man by the
Western man. Such painti ngsturathadiffegréancetnbgr aphy s
hierarchy; it highlights theifference betweeselfoanddthebin terms of hegemonic power

rel at® ons. o

Figure 6. Femmes AlgériennePhoto: Marc Garanger, 19@esearchGat¥?®

Contemporary Islamic arts and visual culture continue to bolster notions of gendered
cultural difference based on Western superiority, as evidenced by increasing representations of
Middle Eastern women as oppressed subjects such as through prevalens senltfod hijab or

veil, whichoneoth apt er 506 s ¢ a ¥%n thésicase theeMiddle Fastdrmyworaas is

147 Zahra Sadat | smailinejad, AOrientalist Paintings an
148 Zahi a Smai l Sal hi | AMaghreb and the Occident: Towar
in I. Richard Netton, edQrientalism Revisited: Art, Land, and Voya@¢éew York: Routledge, 2012).

149 Marc Garangef-emmes Algérienng$960, photography, uploaded by Amanda du Preez, accessed February

12, 2021 https://www.researchgate.net/figure/Photograghiviarc-Garangef~emmesAlgeriennes1960
Reprintedherewith-the-kind_fig2_249573935

150, Lila Abu-Lughod,Do Muslim Women Need Savin@ston: Harvard University Press, 2013); Daphne Grace,

The Woman in th®uslin Mask: Veiling and Identity in Postcolonial Literaty®terling: Pluto, 2004); Fatima

Mernissi,Beyond the Veil: Makkemale Dynamics in Modern Muslim Sociétiew York: John Wiley & Sons,

1975).
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represented as veiled and hypatimizedd an image which works toontrast it tahe Western
womanods Afreedomo a nydThe woman behisdshe mjabdandsburgaewho o r i
is supposedl y #alows foreagarticualr Westarv gaze ¢p deétermine the visual
dynamics at play: gendered Orientalismperialism xenophobia, and Islamophobia. Gayatri
Spi v ak 6-breakimg exploration of philosophy, colonial history, psychology, and other
subjects in ACan the Subaltern Speakod points
relationships through the now famousomphrase t
br own PfTaéissuatinct point raises the question ofagénpyar t i cul arly women
agencgi n a postcol onial West t hatthdGomidauthtot | y u S «
justify conquest and exploitation. In the’2%ntury, the veil has becortige symbol that
commonly engenders these biased and politically motivated misunderstandings and
misrepresentations of Muslim won@emne that requires them to be stripped of their agency and
exist as subjugated objects. | return to this critical point éaiithmy discussion of the veil and
its contemporary purposes in chapter 5.

This trope of oppression and exoticism includes many representations that are related to
each other, and it is by far the most circulated and popular imagery evoked when discussing
Arab/Muslim women. Whether it ba the news, media, movies, or art, oppi@s and Muslim
women are often two sides of one coin. In popular culture, Abdulhadi, Alsultany, and Naber
have asserted that b obhkGagedViwig2006)2 andlAfide: 8y Hi r s i

Life (2007)>* portray the prevalent stereotype of Muslim women as victims

151 Lila Abu-Lughod,Do Muslim Women Need Savirdg.

152 Gayatri Chakravorty Spivak, fACan the Muxbnadndteer n Spea
Interpretation of Culturg¢Basingstoke: Macmillan, 1988), 92.

153 Ayaan Hirsi Ali, The Caged VirgifiNew York: The Free Press, 2006).

154 Ayaan Hrsi Ali, Infidel: My Life(New York: The Free Press, 2007).
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The Muslim woman is chained to a harem lattice being beaten, raped, murdered for
honor, or fill in your choice of oppression here by the Muslim father, husband, imam, or

fill in your choice ofharem master, while Islam, the tribe, her society, and so on look on

approvingly!>®

As a former Muslim born in Somalia, Ali argua
capitalize on these Western perceptions of Muslim identity for personagameentity that
often appeals to fatight conservativéVesterners. Shaheen descrihes Muslim women on
television ar e fshapeessadundlésyfblpck, a homagegneals seasof i
covered, ululating women, trekking behind their unshawent &% ,n@ t he Musl i m wo |
completely covered and st r t*MpreoserWdstertpapularv oi c e
culture perpetuates the Orientalist tr-ope of
dressed, mysterious humanswhadot  mi nd b e P%ingernts pfivisual sutizedando
cultural studies, it was the 1966 filBattle of Algieran which images of the hijab began to
notably shift in popular culture. Here we seeevolution in interpretatioinom the veiled
Muslim woman as merely victimized or sexualized, as this film portrays her as an active
participant in terrorism>® We return to how popular media and culture continue to use this
portrayal of Muslim women as violent-@onspiratorsinthe ect i on on A Gendered
| sl amophobi ad bel ow.

The topic of the veil and Muslim womends o

and newsnediaglobally, though the ways in whighe veilhas been portrayed has transformed

155 Rabab Abdulhadi et al., edérab and Arab American FeminispislTi 112.
1566 Jack Shaheen, fAHol | Media Dededopmefid mol 2 (2007a 27, qubtedhia Bjanide

Adams, dMuslambVormem in American Entertainment Media: A Qualitative Content Analysis of

OHomel and, 80 thesis, Southern Illinois University Car b
157 Jack Shaheen, fAHoll ywoodds Reel Arab Women, 0 quoted
Ameri can Entertainment Media, 0 6.

158 Andrea Kolil, AVilification and Dehumanization of A

159 Mi chael 06 Ri | eBattle ofiAlgieran MRditeérnanean Sloaflowd: Raee, Resistance and
Vi ct i micCaldotnia datian Studied, no. 1 (2010): 116, https://escholarship.org/uc/item/3nf4v01j.
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overtime. Still, as ideas of femism continue to be restrictively understood &gestern

development, the West continues to use the platform of liberation of Muslim women, especially
from the burga or hijab, as a point of feminist and secular agBesaaling the @rvasive nature

of these mentalitieshe burga/hijab has recentigen banneth parts of Westeruropeandin
Canadawhere in 2019, Quebé&new minister responsible for the status of women, Isabelle
Charest, called the hijab a symbol of oppres$iBgvelyn Alsultany observes that through
portrayals in the media an®ahdatdUnnes|¥eagchr a
fpity for the oppressed Muslim woman has been strategically used to advance US imperialism.
This highly mediated evocatioof outrage for the plight of the oppressed Muslim woman
inspires support of US int er'%Moreoverothiss i n Ar ab
engineered sympathy for oppressed Muslim women serves to demonstrate why Muslim men do
not deserve sympathy, atiterefore, it is fine for them to suffer inhumane conditions in prisons

like Guanénamo or Abu Ghraib® It seems like everyone has an opinion about what a Muslim
woman should or should not wear, stripping away her agency and choice. This reality is a
continuation of the colonial mindset Spivak describes, noting:

Between patriarchy and imperialism, subjechstitution and objedbrmation, the figure

of the woman disappears, not into a pristine nothingness, but into a violent shuttling

which is the displ awoed df iwgounraantéi ocma uogfh tt hbee t dn
and modernizatiof?®

160Car ol ine Plante and Patrice Bergeron, fAQuebec Status
Isabelle Charest Under Fire for Saying the Muslim Head Scarf Does Not Correspond with Her Values and Is 'Not
Somet hi ng Women STheGidbelandBMail Fékeuary 7, B049. 0
https://www.theglobeandmail.com/canada/artigleebeestatusof-womenministercalls-hijab-a-symbolof-

oppression/.

161, dALifting the Veil,d CNN Newsnight, November 20, 200
162 #fAUnveiling Freedom, 0,2@008N Newsni ght, December 3
163 Evelyn Al sultany, AArabs and Muslims in the Media a

E r @Américan Quarteriy65, no. 1 (2013): 167.
164 Evelyn Al sultany, fAArabs and Muslims in the Media a
165 Gayatri Chakrawot y Spi vak, ACan the Subaltern Speak?06 102.
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Althoughno singular Muslim woman can represent the deep divedditiiese identitieghe
slavelike harem women and the oppressed woman behind the veil were a central subject in
Orientalist paintingsTheoppressed hijabi (veiled) woman is now the cersndlect in the
imaginatiors of producers and consumersWestern popular culture anals case studies in

chapters 4 and 5 exploii@,many contemporary artworks from both the East and West.

Islamophobia as Contemporary Transformation ofOrientalism
Islamophobia is a modern iteration of Orientalism that continues its Westetric ideologies
of Aother. o0 While Orientalism frames anything

Islamophobia specifically focuses on targeted disecratidon of anyone perceived to be Muslim.

Specifically, AOrientalism spawned the coroll
ethnic bloc, imagined in the /%Anthrapologibtdlazim of a
Kazi | ocates modern | sl amopwhiohhieam@erisodt hei mr @
Musl im world [é] exotic, irrational, and barb

ourselvesiott o B'8h e ar gues edldlamophobia ribt simplyas isdividual acts of
prejudice or bigotry, but as %®%Moderaslamophablai ng s
is not confined to stereotyping and attacks on adherents of the Islamic faith; rather, it equates
ArabswithMusi ms, demonstrating that Al s|®mtiphobi a i
way, Islamophobic sentiments are not merely a matter of hatred towards a religion, but an

embedded ugsersusthem mentality that demonizes people of brown &lspecifically, ttose

viewed to be Middle Easterithus,itisa f or m of r aci s m. Kazi perceil

166. Khaled A. BeydounAmerican Islamophobieb3.

167. Nazia Kazilslamophobia, Race, and Global Politiisew York: Rowman & Littlefield, 2019), 3.
168 Nazia Kazilslamophobia, Race, and Global Politjé

169 Nada Kazi,Islamophobia, Race, and Global Politj&
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fixture of our pol i ¥%Caneeptualizinglslamapbobiaimthicwag y st e ms
reveals the legacy of imperialism in its modern iteration as adqostify exploitative practices
and political expressions of superiority.

Usingthe theory of Orientalisras a frame of reference for contemporary Islamophobia,
an interesting distinction Edward Said makes is that European (specifically French and British)
Orientalism is different from American Orientalistfl. Europeans tehdirect experiences in the
East through colonizatigmhis is different fromAmerican Orientalismin which perceptions
were based on indirect encounters Bey d oun e x p | architests df @rierttalisimwh i | e t
were European, [€é] the United States had to f
itself as the mirror Y6Tphpioss ibtrea nodf otfh eOrMuesnltiam iws
phenomenon that lives on today and steers how g@alits, journalists, and everyday citizens
think about Muslims and frame Islafand] it is the root system that gave rise to and drives
| s | a mo p'hAs suchathedegacy of Orientalism has naturally led to the Islamophobic
perceptions and ideologies doaminant in America today. So, how did we get here?

Although 9/11 has spurred the recent intensification of Islamophobia in America, this is
not a new phenomenon. Beydoun reminds us that
the | egal pan two tenturies bdfonedtihraightwhich] Muslims were statutorily
barred from becoming American citizejas they were] deemed threatening to and unassimilable

within Amer i can AMark reestly, thencdeatisnootthe state af 16

170. Nazia Kazilslamophobia, Race, and Global Politjcs.

171 Pal estine Diary, fiEdward Said on Orientalism,0 YouT
https://www.youtube.com/watch?v=fVC8EYd_Z_ g&t=347s.

172 Khaled A. BeydounAmerican Islamophobijat9-50.

173 Khaled A. BeydounAmerican Islamophobjeb5.

174. Khaled A. BeydounAmerican Islamophobia: Understanding the Roots and Rise of (@zddand: Univerity

of California Press, 2018), 46.

Beydoun notes that Musl i msSaovietriez d&impg ofhridmte®d9 G rtohmr degh mi
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fadlitated further vilification of Palestinians, and consequeltthgperpetuated Islamophobia in
the West.’> Other global events in the Middle East have also increased Islamophobic sentiments.
During the Iranian Revolution (1979), which was called tharigldRevolution inthe popular
media, images of the revolution were frequently broadcast on American telensiather
medig suchagimemagazi ned6s cover pag®eEvents liketlyedraniad | ah Kh
hostagecrisis presente@nextremely negative representation of Muslims, creating the
impression that Islam is a violent, mysteripoisthreatening religioh’’ The subsequent events
of the bombing of the World Trade Center in 1993, and later the events of 9/11, have
dramatically ifluenced how th&Vest views Arabs and Muslini&

When trying to understand the political climate of the world post &gtljevalist
scholarBruceHolsinger draws our attention to how Wé&ar onTerror relateso and resembles
the Crusade¥’® returning popular discourse to medievalist terminology once again. It is evident
that A9/ 11 undeniably functioned as a prolifi
dualisms rooted in setfonsciously medieval rhetorics of crusade, religious fundéatism, and
di vi n é®dividigghhe waild into two sides fighting in a new set of Crusades, but on a
global scale. Similarly, Middle Eastestudiesscholar Deepa Kumar acknowledges how the

conversation has narrowed down to aBntsoOfri ent al

175 Edward SaidQrientalism

176 Shari f M. Shuja, Al sl amic Rev @dkistaniHorinor8b, no. 3 (1982 60and t he
66,https:// www.jstor.org/stabl e/ 41 3Tk BM&dzinelamuary 31980, | ah Khom
http://content.time.com/time/cos#0,16641,19800107,00.html.

177. Farzaneh Asari, fddexamCensorshifMayelo8B,r i t i sh Medi a, 0O
https://journals.sagepub.com/doi/pdf/10.1080/03064228908534636.

178 Evelyn Al sultany, AArabs and Muslims in the Media a
179 The Crusades wera series of religious wars between Christians and Muslims between 1095 and 1492, initiated

by Christian powers to reclaim holy sites from Islamic territories.

180Bruce Hol singer, AEmpi r e, AipAndraw Golp and D. Vance®mithleés.,, 9/ 11 P
The Legitimacy of the Middle Ages: On the Unwritten History of Thi@uyham NC: Duke University Press:

2010), 95.
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9/11, the range of debate on issues pertaining to Muslims or Islam has narrowed to a point where
Orientalist modes of t Hbuhgeh tp oairnet so nocuet atghaaitn fdC
expressed in the form of Islamophobia, has once dgaiome naturalized, akin to
6common&dmsédedoresearch, fAFraming Hdusiigthen: The
Bus h ¥ sheHdemtifies five distinct Orientalist modes that have been deployed to

represent Muslims/Arabs post 9/11) Islam s a monolithic religion(2) Islam is a uniquely
sexistreligion(3)The A Musl im mindo i s incé@ysamise of rat.
inherently violent(5) The West spreads democracy, whereas Islam spawns tert&tism.

In my subsequent chapters, | discuss and provide examples of how this post 9/11 Orientalist
ideology has found its way into modes of contemporary artistic representation of Muslims and

Islamic cultures both from within the Muslim culture dnaim outside & it.

Islamophobia, as rooted in the history of Orientalism and its biased ideology, increasingly
perpetuates the perception that Muslin cultur
Now, in the era opostTrumpism, xenophobia has significantly fuethd the demonization of
brown bodies and Muslim countries and emboldened racish o t Beatiméentsteseare
perceived as normative ideas to hold in public sphéPésccording to Arabic literature scholar
Kate Zebirj Orientalist concepts are used to understand and interpret Islam and Muslims in order
to construct the historical narrative of Euro

polities0'®® This directly serves the continuation of historical véethiat have been popularized

181 Deepa Kumar , eResurgandeof@rientalisgdnmi: n @ ht h e J&umalbf | | Era, 0O
Communication Inquirg4, no.3 (2010): 255, https://doi.org/10.1177/0196859910363174.

182 Deepa Kumar, AFraming |Islam, 0 255.

183 Deepa Kumar, AFraming |slam. o

184 Deepa Kumar , bstrkc. aming | sl am, 0 a

185 Lila Abu-Lughod,Do Muslim Women Need Savin@ston: Harvard University Press, 2013).
186. Kat e Zebi r i StudidsRreGbrtgmpooayy nskab® (2008): 11, accessed J@ly2019,
https://core.ac.uk/download/pdf/2790273.pdf.

149



throughout the West about the Middle East as extremely fraught and tumultuous, both

historically and contemporarily, particularly as a result of the Iranian Revolution and the Gulf

Wars (1990 1991 and2003 2011). Following thes events, and later the 9/11 attacks, which

solidified and amplified Islamophobic discourse, Western media and international news outlets
became the primary means by which Orientalist concepts have been propagated. These media
interpretations and represatibns work to reinforce particular concepts in the minds of the

West, continuing to |ink the words fiterrorism
it increasingly difficult to separate these |
newso reporting, es p%%Aspoitical sgientisnRothdélleTerthani t ed St a
expl ains, US media outlets ficast Muslim soci e
stereotypes of Muslims generally as uncivilized, barbaric and a cultural threat to Western

v a | u®ldamdphobia, partc ul ar | y @ st r ul[which is]he fear antl suspicignh o b i a
of Muslims on the part of government institutions and ac¥sas Beydoun Khaled outlines in

his study, then, serves to maintain tntastt barr
to the fAibarbaricodo East. As we see in the case

play into and reinforce these ideologies.

Gendered Islamophobia
As we saw aboveérientalist tropes arparticularly gendergcandmodern Islamophobia eso
a fAfgender edo swodnisetsr usccth.ollasrl aJmilci ane Hammer not

and encounter is in fact gendered [and is impacted by] socially and historically constructed and

187. Evelyn A sul t any, AArabs and Muslims in the Media after ¢
188 Rochell e Terman, f#flslamophobia and Media Portrayals
US Ne ws Clotereatioaal) Hudiés Quarter§l, no.3 (2017): 7, https://doi.org/10.1093/isq/sgx051.

189 Khaled A. BeydounAmerican Islamophobij36.
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negoti at ed ¥fSemedmlars sugnésetisat Muslim womtdayface stereotypical
judgments more often than men, as the practice of wearing the hifebthem as Muslims,
especially in the West, arldus makes them moseisceptibléo Islamophobic violence and
assault®*Daphne Grace argues that #fAthe erroneous (
a realm of the exotic, the seductiemd the mystical is nowhere more clearly seen than in the
trope o f%Inphrecular, ¢he afaretnentioned Orientalist piaigs and photographs
show the Western fascination with the veil and the mystery of the woman beneath it.
Accordingly, my research considers the complex connotations of Islamic symbols and visual
culture, such as representations of the veil and otherstragnech | engage in specific gendered
symbolic contexts ichapter 5.

This fascination withthe veil and the mysterious nature of Muslim worrsealso utilized
by Western news and media outlets, which have exploited and appropriated visible signifiers of
difference andwhich continuously use oppressed Muslim wonmrepopular medido
emphasize difference amthering. Termen explairthatii o wfehe most insidious aspects of
orientalism concerns representations of gender relations, or what is referred to as gendered
Or i e n t'%Ih hes201L7 éesearch of over 1400 articles spanBingears ofNew York Times
andWashington Pogeporting abouvo men abr oad, Ter men found t ha
more |ikely to make the news i f the$fantithat e i n

Anews media tend to frame reporting about wom

1900 Jul i ane Hammer, fiCenter Stage: Gendered | slamophobi
Islamophobia in America: The Anatomy of Intolerafidew York: Palgrave Macmillan, 2013), 10D8.
191 Daphne Gracélhe Woman in the Muslin MgdRanakar am et al . , AVeil ed Politics:

Di scriminati on a mo RajticsMudsReligionl2,Aomé 2012):6FH57, O
doi: https://doi.org/10.1017/S1755048318000287.
192 Daphne Gracélhe Woman in the Muslin Mask9.

193 RochelleL ay |l a Ter man, @ABackIl ash: Defi ance, Human Rights ¢
of California, Berkeley, 2016), 75.
194 Rochelle Layla Terman, f@dBackl ash, o 78.
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of womegrhds rand gender discri mi n®S$ociadogist at t he
Nancy Lindisfarne argues that these popular Western, gendered views directly fuel the
international war on terrorism, expldéenning th
behind embroidered lace grilles, their bodies enveloped in gathered rayon cloth were a striking
feature of US and UK propagandainthelead t o t he r e ¢Forexaplegtiean War
1985National Geographiphotograpi A f g h a (Figusa4® pordrays a refugee girl looking

into the cameras a vulnerable objeand® for Western audiences with preconceived notions of

Middle Eastern women as being oppressednveys her victimization and begs the spectator for
help!®The girl 6s gr e edtheestadssarownd rer vsiledrhéal arebturry, a n

making her veil appear to cover more of her and be more conservative than it actdélly is.

Western governments have used this image, and similar ones crafted since, to garner support for
human rights campainsandto justify imperial interventions such as the Sov#ghan War in

the 1980s and the War on Tertdt Scholars such as Lila ABlughod whose work | engage

more in chapters 4 andave argued that liberating the woman behind the burqa is dhe of

main motives behind the war in Afghanistdinis reinforcesll the paradigms discussed earlier

of the West as more ficivilized, 06 always dicta

fiwho n e e dasdecha@es sinilay thames found@rientdist paintings of the 19and 20"

centuriesand furtherr®

195 Rochelle Layla Terman, f@dBacklash, o 75.

196. Nancy Lindi sfBelnoew: fAFSitealrdwonrgk ,f r@emder and | mperi al.
Anna LaerkeTaking Sides: Ethics, Politics, and Fieldwork in Anthropol@dgw York: Berghahn Books, 2008),
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197. Wendy S. HesfordRhetorics: Human Rights Visions, Recognitions, iRems(London: Duke University
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Figure47.ii Af g h a rPho®i Steve.MoCurnl984.F| i ckr , Garfal f6s Gal | e
In popular culture, the stereotype of Muslim women as oppressed persists. Sophia Rose

Arjananotesthait he i dentity of Muslim women s&em[s]

an article of clothing that is simultaneously exploited and fetishized, commodified and

p e n a | 2% Arjand ob&erves that in comidey examplet he vei |l fAi s spadnten, b

i mportant part of t h&3Thissex enmsluipfeir dick riod sMa rdjeant

Persepolig2000) in whicl® with complete disregard for veiling complexities like the advantage

of class economicstatus, education, and aca@dduslim girls and women are portrayed as

funhappy, oppr es &hisisnawaldobef ngncwail edgeéd in t

culture especially as Muslim superheroes like Kamala Khan, the new Ms. Marvel, who first

appeared in a 2014 Marvel comic series, are portraying complex and nuanced dimensions of

20L Steve McCurry, fAAfghan Girl, o photography, 1984, Fl
https://www.flickr.com/photos/gandalfsgallery/21411549214/.

202 Sophia Rose Arjandjeiled Superheroes: Islam, Feminism, and Popular CulfiNeav York Lexington

Books, 2018), xii.

203 Sophia Rose Arjan&eiled Superheroesix.

204. Sophia Rose Arjan&/eiled Superheroged 4.
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Muslimwo me n &6 s e,yprpasely becauseeMuslim women are writing these stories and
characterg®

Although we often find ourselves grouped into false stereotyplesing submissive,
weak, and silenced, it is important to note that the conversation of the oppressed Muslim woman
has shiftedincethe events of 9/1,Jand another layer afuance has beedded. Because the
practice of veiling makesomen visibly Muslim, they are markemksathreat. Theyare
perceived aoreign, other, andbr terrorist. Muslimwomen arein charge of breeding mini
terrorists and helpintheir terrorist husbargicarry outterrorist attacks. In an attempt to reconcile
the trope of oppressed Muslim women and the more recent notion of the female Muslim terrorist,
scholars have noted the emarge of a paradigm in which culture and religion are to blame for
this female violencé®® Through this lensJS feminists, in particular, have conceptualized these
women as Avictims of an abusive patri aeschal
and o4%Ahesrewlvidg notion of the Muslim terrorist woman can be seen in the movie
American Snipe2014) In the last sceneaMuslim woman hanslher son an RKG grenade and
directs him to run towards the American troops to kill them. Both thtden and son are killed
by the American Snipeplayed by Bradly Cooper after she is killedthe soldier next to him
calls her a i®This direchagsoaatiom mairstreancchalturbetween the veil,
Muslim women and children, and terrorism exemplifies the ways in which these ideas are still

evident in the consciousness of the West and the East alike.

205, Jessica Baldanzi and Hussein Rashid, &dis.,. Mar vel 6s A rdadkdorg BS: UniWersitiNRressma |
of Mississippi, 202Q)

206. Rabab Abdulhadi et al., edérab and Arab American Feminisms

207. Rabab Abdulhadi et al., edérab and Arab American Feminispgs.

208 Exclusive Movie Clips, fAAmerican Snilgqy2019, 6 more info

https://www.youtube.com/watch?v=1VV8ec9ETHw.
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The stereotype of the Muslim female terrorist has in recent years become entatigled
|l sl amic jihadist movements, namelSkadivBly S. Scho
recruits women for a variety of reasons, including growing their population and membership, and
creati ng me&XdThiaprablen doeshadveimplioationsthe West as well. Research
shows that by 2Nuslithwonmemofrom Westera counfriesthdve joined ISIS
and moved to its procl aidNétbleaderathavepnbreasirglyp i n Sy
recogni theemkdia [Hasg] found reporg on the involvement of women in terrorism
irrestlsamidblheasoused the pemdlbeet pétosensstatiopae
me di a a’?ase retriitmenttoostill, these media portrayals and research often fail to
acknowledge h anbst I81S women were homemal@&nmnothers and wives, versus gun
slinging mefBS¢Srresruitonént df vBomén.indslamic terror groups are a reality,
but this reality is not as prevalent as the media portrays. This phenomenon has beemlportraye
out of contextwith the truth, obscuring the magnitude and complexities of the problem for media
sensationalism and Western sociopolitical motivations. Simplifying complex issues related to
gender and culture is a common feature of gendered Islamophatsianany forms. Muslim
womends visibility as Muslims makes them subj
from Islamophobic stereotypes that confamWestern relational narratives and imperial

justifications.

209 Amanda N. Spencer, AiThe Hidden Face of Jo@mlrobri sm: A
Strategic Securit®, no. 3 (2016): 78]oi: http://dx.doi.org/10.5038/194@472.9.3.1549.
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https://www.semanticscholar.org/paper/Fai#traction%3AWesteraMuslimasandISIS-
Pere%C5%A1in/c99703710c515eb0dc280340e20d57090047312b?p2df.

211 AnitaPer egfiRat al Attraction, 0 78.

212 AnitaPer egfiRat al Attraction, 0 78.

213 Anne Speckhard i Per spective: | relandbs Lisa Smiliomeland a Test
Security Today2020): 2, https://www.hstoday.us/subjecatterareas/counterterrorism/perspectivelandslisa-
smithis-a-testrun-on-repatriationof-isiswomen/.
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Conclusion
This overview of Orientalist theory and application has considered how Orientalist tropes related
to Middle Eastern cultures were expressed and further solidified through Orientalist art. The
tropes depicted in this period permeate current popular calihar&Vestern media through
modern expressions of Islamophobia, which have continued in line with as well as mutated from
their Orientalist and pr®rientalist origins. This exploration of literature surrounding the history
of Orientalism and Islamophobiaskighlightechow Orientalist and Islamophobic logibave
shaped Westethand even Middle Eastednconceptions of Middle Eastern and Muslim
cultures. These Orientalist ideologies and the ways in which they continue to be perpetuated
through cultural repres¢ations in contemporary art, contextualize the case study analysis of
chapters 4 and 5.

Specifically, this chapter introduced Orientalism and its deep entanglement with
imperialism and violence against the Fiearopean world. This moment of encounterti@the
creation of Orientastudies which Edward Said examines and criticques terms of its
reductive, fAot her i mpeialidtgeodarperspactveseamgnpaheri s o n
shortcomingd as a continuation of Orientalist ideologies. Ut | i ned some <criti ci
Orientalist theory to acknowledge its shortcomings and defend my use of the theory in this study
as an effective tool for interpreting trends in cultural representation among contemporary artists
making art with Islamichtemes. To create connections for contemporary artistic representations,
| explored some major tropes in Orientalist paintings, incluthedustful Arab oppressor, the
inferior Arab, the rich prince, and the terrorist villzais well as female tropes lshrem women
and the oppressed Muslim woman/the exotic unknown. | then explored how these tropes and

related ideologies continue to inform portrayals of Muslims in Western popular culture, delving
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into the complexities and imperialist motivations of gendéstéamophobiaxperienced by
Muslim women.

In Chapter 3, | explore the prevalent creation, interpretasind display of Islamic arts
within the frame of Orientalist tropes that this chapter has introduced, such as the Arab man as
lustful, violent, and Wpersexualized or the Arakloman as oppressed, sexual, and exdtic
explore how thisas led many art critics, museums, and other major players in the art world to
measure the value of this field of art dndinderstand it solely in the position of other
Western art. This study contributes to the growing scholarly body of research regarding
Orientalism and its impact on representations of Islamic cultures and identities in Islamic arts.
The nextchapteychapter 3, then brings the significancebothchapter 1 andhapter 2 together
to consider the space of museums and the ways in which theastddgconceptualizatiasf
Islamic arts can help decolonize museum spaces and galleriedisthission is followeby
chapter 4 and 5n which| discuss contemporarg r t i st s . For instance,
analysis of Islamicontext artists and nelslamic-context artists explores these issues of
differing forms of representation and the imgaxftcultural appropriation and sedppropriation

onthose depictions.
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Chapter 3: The Issue of Cultural Appropriation and the Need for

Decolonizing the Museum Space

Introduction

Museums, art institutions, and other creative spaces, such as galleries, serve as réa@ms for
aesthetic appreciation and celebration of the creative human spirit. People gather in these places
to view works of beauty or works that evoke affective respsrand questions about different
aspects of meaning in life. They are also spaces of learning, knowledge, and cultural exchange,
and institutions which affirm or reaffirm worldviews, ideas, values, mgaal$ knowledge.

Exhibits often focus on particulaultures and societies. In somentexts such as musewand

art galleries, visitors frequently enter these spaces to gain insight and learn about the self and
other through encountewith art and material culture. Through this function, these spaces play
an important role in educating peopleoutother cultures, and in their role as disseminators of
knowledge, they legitimize representations and interpretations of cultures with theaadists

works they choose to exhibit. The decision to exhibit certain works and artists and not others is
itself an enactment of power and can be political. As a platform for the public to learn about
cultures, museum spaces play a critical role in detergniminv Islamic arts are defined and
represented, and to some extent, how the public perceives Islamic cultures throligh art.

history of museum spaces rests upon imperial and colonial histories and consequent Orientalist
ideologies, which were discusserchapter 2. These relationships have resulted in the historical
displacement (or biased/inaccurate categorizations) of the field of Islamic arts within the art
world, which often remove them from their sociohistorical contexts, as explocadpier 1.

The residue of these Orientalist ideologies has endured and continues totivapadition of

Islamic arts within the contemporary art world as well as decisions regarding which artists are
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selectedor display Moreover, these decision$ten compel arits to create work that aligns
with publicd often Westerrbiased expectationsleading them to appropriate or self
appropriate Islamic cultures to gain access to museum spaces and the Western art world.

Given this important role, this chapter contextualizes the artists and art explored in
chapters 4 and 5 by discussing the complexities of these spaces and their influence on artistic
production. It explores the history of colonial looting that has shapséum spaces as a
grounding for the museum worl dbés interpretat:i
turns to a discussion of how museum spaces situate the Islamic art world and how the field has
largely been displaced within the broader artldibly way of geographical classifications and
imagined temporalities. The following sections situate the role of museum spaces within a
contemporary context and investigate the ways in which the Orientalist and Islamophobic
ideologieghatinform the histoical development of these spaces continue to impact
contemporary displays of Islamic arts. The chapter then describes some efforts museum spaces
have made to decolonize the field for more autonomous representation of Islamic arts and
reiterates that whilthese efforts are a step in the right direction, more reflection and continued
efforts are needed. The chapter concludes by acknowledging the role museum spaces play in
shaping artistic production and cultural representabgimtroducing concepts of tural
appropriation and seHppropriationandby descriling their relationship with arl.argue that
museum spaces have been defiaecbrding taEuropean and imperialist perceptions of the
world, and this biased conceptualization continues to impasekections and display choices.
Moreover, museums act as gatekeepers to the a
imperialist legacies influence artists to culturally appropriate oraggdfopriate Islamic cultures

in their work to gain ecess to the art worl@hrough these discussions, this chapter highlights
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the continued impact of Orientalist legacies on museum spacddiseir positioning of Islamic
artsand serves as the backdrop for the case stida@d®pters 4 and 5, whigngage specific

artists and the exhibitioof their work

The Complexities of Museum Spaces

Museum expert John Simmons argues that fithe
humans organize and classify the world as they navigate throughiliie gs o BHumans s . 0
began collecting objects as early as when they evolved to walk on two feet, but a museum is not
definedsolely ashousing a collection of objectdn its modern iteration, the museum is an entity
charged with the preservation oftpie items of human significanceThe incorporation of

objects into museums, whether by museums acquiring them or choosing to exhibit them, infuses
these objects with a specific meaning, and that meaning evolves based on an interrelated
multiplicity of contexts, including but not limited to historical, cultural, social, geopolitical,
religious and economicactors* Even the ways in which museums choose to display objects
relation to other objectsnbuesthem with meaning andarrativebias® It is important to

critically analyze this bias, as museumsgererallyviewed as sources of truth about the world

and human existence throughout histahey are trusted sources of neutralitgyever flawed

that public perception may Be.

1. Susan M. Pearc®useums, Objects and Collections: A Cultural St(idbicester, UK: Leicester University
Press, 1992juoted inJohn E. Simmongyiuseums: A HistorfNew York: Rowman & Littlefield, 2016), xii.
2. John E. Simmon#useums: A History

3. John E. Simmondvluseums: A History

4. John E. Simmon&duseums: A History

5. St ephen MareEf#etivelDirectdr:Bpeaalist orGe n e r a |Musetm Managemeradited by
Kevin Moore (New York: Routledge, 1994).

6. Susan M. Pearc&juseums, Objects and Collections
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So, how did these spaces first emeegel how have they evolved in their contemporary
iterations? Some scholarship highlights that the act of memorialization or the act of collecting
dates back to 600@ 8000 BCE from ancient Mesopotamian, and later, ancient Egyptian
civilizations, which collected and traded items, such as weaponry, patteryewelry that they
viewed as expressions of symbolic cultural significatitle first documented case of what
modern society would consider a form of museur
(15041450 BCE), which included # ardandothendbjectue s, |
he acquired from enemies by means of war, which he then catalogued for public kndwledge.
From this point, curatorial spaces as sites of preservation of artifacts for varying purposes
evolved throughout history. In the Middle Ages, framm ound 800 CE, European
pilgrims, mer c'Agan &tivelyaollecting abjeats ifrenr thee Middle East,
Africa, and Asia to be housed privately and then, gradually, in libraries and institttButs.
collections of objects forrpvate enjoyment and public display were not solely a Western
phenomenon. During the Umayyad Caliphate (6&D CE), public libraries (many of which
were located in mosques) were established and spread throughiguistire world to
disseminate knowledgfo Qur 6 ani c texts as WmladothemearlyWe st er n
example of collection and preservation of texts and material cultures, the Fatimid Empgire (909
1171 CE) established libraries, such as the Fatiimidry in Cairg with vast collectios of

books on a multitude of topics including history, art, literature, science, and muchrBgen

7. John E. Simmon#useums: A History

8. John E. Simmon®useums: A History24.

9. John E. Simmon®useums: A History24.

10. John E. Simmon$duseums: A History45.

11. Neil MacGregorA History of the World in 100 Objedtisondon: Allen Lane, 2010).

12. John E. Simmonduseums: A History53.

13. Marina RustowThe Lost Archive: Traces of a Caliphate in a Cairo Synag¢Bueaceton: Princeton University
Press, 2020).
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further back, the Library of Alexandria®3 century BCE) housed a vast collection of books,
served as a space for learning and exchange of knowledge, and was one feature of an ancient
museum-* These traditions of collection and display continued to evbiraighout history.

Considering the evolign of collection and displagf itemsbeyondancient and medieval
civilizations, he Enlightenmengraof the 17" and 18' centuries prompted an emphasis on
scientific inquiry into the relationship between humans and their material;wiuidded to an
escalation ofriterest in examining objects from civilizations around the wiSrtom then,
collections expanded and beaamore available and accessible for public viewdain
Simmonsnot es that fAas the modern museum emer ged
curiosities, collections became more speciald.i
can be grouped inthitr ee br oad categori es: d%ntthel6@dsst or vy,
museums began springing up around Europe and North America as collections of various
catalogues, and the British Museum, which holds a prominent status as a respected modern
museumppened to the public in 1759By the 19" century, modern museums began to open
worldwide, which of course coincided with European imperial expansion, which | discuss
below!® These expansions resulted in exhibitions and world fairs, where variousdbrms
material culture were exhibitedmong the exhibitions wemacialized peoples, who were

viewed as sutumanor evenmembers ofinother species altogethand were exhibited as

14. Mostafa ElAbbadi and Omnia Mounir Fathallah, ed&/hat Happened to the Ancient Library of Alexandria
(Boston: Brill, 2008).

15. Susan Pace,Objects of Knowledg@.ondon: The Athlone Press, 2010).

16. John E. Simmon#useums: A History95.

17. John E. Simmon&luseums: A History113.

18 John E. Simmon$Jduseums: A History113.
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exotic creatures. Specifically, Black almligenous peoples wecaged and placed in exhibits
for viewing by Western audiencés.

As museum spacdmveevolved, they have come to act as a modern critical player in the
art world,onewhich plays a significant role in both representing and defining cultures. As such,
thes spaces have the capacity to both perpetuate and challenge Orientalist tropes and pervasive
forms of cultural representation in art. Below, | owdlihe colonial history of museums and the
influence thathis history has had on representations of Islaanis and cultures within these
spaces. | recognize that the histories of museum and exhibition spaces are far more complicated,
but my interest here is specifically the relationship between such spaces and Islamic arts. This
historical overview investigas how colonialism and the resulting Orientalist ideologies have
influenced museum spacesd6 conceptualization o
Western frameandremoving them from their sociohistorical and cultural contexts explored

throughchgpt er 16s di scussion of I slamic arts hist

The History of Colonial Looting

The history of museum spacesigtangled with colonial looting ithatthese spaces have
provided a pl at fpemanerthimpridorea or enslas/qd laravprks drdm véssal
c o nt i #rEamttheir odigins, museum spaces and curatorial practitioners have largely been

attribut ed acabinétshoku rkieoespietrise soof fiwhemtheyeoveuldtbaguire e s a g

199 J o Ann LWvVmeSigaswhThemaelves Research Noten the Politics and Practice of Exhibiting

Native Americans in the Uni UGLAHiSdrieatJeumall8d,tno. ® (A993): TiOr n o f t |
129, https://escholarship.org/uc/item/2559b783; Bernth LindforsAétitans on Stage: Studies Hthnological

Show Busineg8loomington: Indiana University Press, 1999).

200 Catherine Grant and Dor ot ArtyHistery4B,ae 1 (202@83Jod | oni zi ng Ar |
10.1111/14678365.12490.
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and amass unique objects from their colonial conquests, tramelsmperialist ventures.

Col oni al expediti on s-Europeanedemiedandedisplaléd ott hiet h eiort
museum showcases as sci ent i?Acknowdeggmgthefegatys or h
of looting, Culturalstudiesprofessode | e Layi wol a asserts that Aco
place as a result of Il ooting [€é] need to be r
We st er n Ailostegiofest, adificts and other important objects has a history that dates

back to at least the Roman Empit@nd it was a common practice during the conquests of
Arab/Muslim armieg® as well as during the Western imperial age of tHeta@0" centuries.
ContemporaryVesternrmuseums continue to proudly display this loot.

One contemporary display of the products of such loagsihgh e Br i t i sh Museum
exhibition entitled Alndigenous Australia: EnN:q
objectsacquired during the British occupation of Australia in which the British massacred
Aboriginal peoples between the&nd 20" centuries® In anothemuite famousexample of
looting and displaythe Elgin Marbles were obtained as treasures from thedpartiin modern
day Greece by British official Lord Elgff.As moderaday Greece was under Ottoman rule at the

time, the sultan agreed to let Elgin view the marbles and make molds of them, and under this

21. Oliver Impey and Arthur MacGregor, edshe Orpins of Museums. The Cabinets of Curiosities in Sixteenth

and Seventeentientury Europ€Oxford: Clarendon Press, 1985); Edward MillEnat Notable Cabinet. A History

of the British MuseurfLondon: André Deutsch, 1973).

22 St affan Lundo®n, TfhDei sBpelnaiyni nOgpjleoct s and the British Mu
University, 2016), 3.

23 Catherine Grant and Dorothy Price, fADecoloni zi
24. Geoffrey Robertso’)/h o Owns Hi story?: El ginds Looteasarad t he
(London: Biteback, 2019).

25. Wendy M. K. ShawPossessors and Possessed: Museums, Archaeology, and the Visualization of History in the

Late Ottoman Empirée Los Angel es: University of California Press,
Hunt i ng in the Visual Cultures of the Umayyad Empire, 0o F
26. Gaye Sculthorpe et alndigenous Australia: Enduring CivilisatiofActon: National Museum Australia, 2015);

AAbori ginal People in Qugeélnst abigrimh&tidnBbmmession Queenaland, Ri g h t
2017, https://www.qghrc.qgld.gov.au/__data/assets/pdf _file/0013/10606/Abortgmeline-FINAL -updated?5-July-

2018.pdf.

27. Geoffrey Robertson)Vho Owns History?

Ar |

ng
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pretense, Elgin accessed the historic relics anaightadhem back to the Westherethey are

currently displayed at the British MusedfThe justification fokkeeping the Marbleis that the

British Museum is superior to Greece in its ability to preserve these arfithtisn example of

coloni al | oot i ng i nrolibdries oficltheological Bissfitstbegerur o p e a n
during the Ottoman regime and after the First \Wd¥ar, and then amplified with ancient

artefacts being shipped from the French mandated territories of Lebanon and Syria and the
British regionrSaifchl daptticmmgEwaspe.fden carried
protecting and preserving cultlira h e r3jandacgjomial teports suggest that archaeologists

Adid not deem the I raqis capable of or intere
ma t t *éAdditionally, during British occupation in Benin, British soldiers plundered an

enormous cection of objects® A large number of these objects made their way to Western
museumsiit he Br i ti sh Museumbés collection of Benin
this museum the possessor of t ¥Refleativeroftibkds | ar g
exploitative ideologies involved in looting and display, as discussetthipter 2, wealthy

European painters like Delacroix aB@&romewould travel to faraway places and paint their

exotic trophies® Meant to reflect their wealth, powerands@a | | ed A knowl edge, 0 ¢
collections, mechanisms of display, and Orientalist landscapes and imaginaries are thus symbolic

of white setler impulses of extraction, spatial organization, and logics of possession. They

28. Geoffrey Robertson)Vho Owns History?

29. Geoffrey Robertson)Vho Owns History?

300. Andreas Dittman and Hussein Al mohamad, iDevastation
Component of a Multi e v e | Pr o v o clatérnational J8urd i iHuengnities and Social Sciengeno.

11 (2011): 32.

31T Andreas Dittman and Hussein Al mohamad, iDevastation
32. Magnus T. BernhardssoReclaiming a Plundered Past: Archaeology and Nation Building in Modern Iraq

(Austin: Uniwersity of Texas Press, 2005), 111.

33Z.: Staffan Lund®n, ADisplaying Loot, o 7.

3. Staffan Lund®n, ADisplaying Loot, o 7.

35. Lynne ThorntonThe Orientalists: Paintetravellers(Paris: PocheCouleur, 1994).
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embody entitlement in their authority to take objects of cultural significance from other lands and
display them for examinatioof and educatiomboutthe oddities supposediepresented in these

cul tur al Afothers. o The i1ideologies that play o
deeply impacted the ways in which Islamic arts have been represented and defined within

museum spaces.

Islamic Arts in Museum Spaces

When theBritish Museumopenedn 1759, it already possessed the earkestiwn collections of

Islamic arts, which increased throughout th® é&ntury and emphasized displays of
imanuscripts, manuscript i *ntretOfaddartya@s, met al
centuries, art historians made efforts to inform museums of the value and nature of arts from the
Muslim world in terms of their social and historical contexts and as a focal point of global art

history3” However, towards the middle tife 20" century and into the 2century, museum

spaces began fushislamic arts to the periphery of the art world agfarts that do not

conform to Western artistic norm$The KaisesfF r i edr i ch Museum of Berl ir
Masterpieces of Muhammadan AtB100 a title which in itself ipejorativefor its use of

A Mu h a mmdmegemtéd Islamic arts as an exotic spectacle that drew from Orientalist motifs

and conceived dhesearts as stemming from a unified culture and religitRocusing on
Amasterpieceso from t hi dtheartwarks withimWesterm , t he e x

conceptions and standards of art. Following this exhibition, museums across the West began

36 Sheila S. Bl air and &d6natsh ame At.BAIiBS, oanl (2003): 54, Mi r ag e
https://doi.org/10.2307/3177331

37 Sheil a S. Bl air and Jonathan M. Bloom, fAThe Mirage
38 Sheila S. Bl air and Jonathan M. Bloom, fAThe Mirage
39EvaMar i a Troel enberg, fARegar di ngMastergiecds eftMuhammadao At The M
(1910) and it s Jdumdal ArtaHistoriograplogs(d012): H3d,, o
https://core.ac.uk/download/pdf/26186085.pdf.
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cate@r i zing I sl amic arts by region and time and
largely distancing these works frdimeir social, culturaland historical origins and contexts.

In contemporary study, the secular vs. sacred debate discusbegbier 1 is one
example of an approach scholars have taken to define and understand both historical and
contemporary Islamic arts. However, other ways of categorizing Islamic arts halee simi
shortcomings ithat they defing¢he field too narrowly, too broadly, or purely from a Western
perspective. As this chapteituatesthese Orientalist perspectivaasd legacies inforrthe
representations d$lamic cultures in the exhibition space, museand art world more broadly.
Orientalistinformed understandings and interpretations of Islamic cultures and identities, along
with their global propagation and popularization, have shaped artistic vieWadalitated the

displacement of Islamic arts within the contemporary global art world. Islamic arts instructor

=1}

Mohammed Hanash n o the disciplitegof Islamit arts hae lveeng calbuted hy

Orientalistsd not i tomsandapafyses whichwsere freqoently leigsedu a |l | z

against the recognition of Islamic artés auth
knowl édgeably, Hanash theoretically views #dls
study and treatsitsewlt i on as part of the hist &Thugal stud

like this study, Hanash recognizibstIslamic artis dynamic and haitsown cultural and
historical context§® Speakingspecificallyto Orientalist biasHanasha ¢ k n o wl e tingees t ha't
and place were, in fact, the two variabl es th

suppositions regarding the degree to which Islamic art was authentic, or borrowed from

40. Sheila S. Blairanddoat han M. Bl oom, AThe Mirage of I slamic Art.
41. Idham Mohammmed Hanashhe Theory of Islamic Art: Aesthetic Concept and Epistemic Stru@tareion:

The International Institute of Islamic Thought, 2017), 6.

42. ldham Mohammmed Hanashhe Theory of Islamic ArR.

43. Idham Mohammmed Hanashe Theory of Islamic Art
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Sassani d, Byzanti ne, % TEislegady of@riedtali€ bidsdsst i an sou
facilitated the displacement subjectivityof Islamic artswith resulting misategorizations

largely based on geography, art classification, and historical period.

Geography as a Method of Cateqorizing Islamic Arts

Grounded in the history of colonial looting and Orientalist ideologies that position Islamic arts as
intrinsically different from Vstern arts, the art world frequently applies historical and
contemporary conceptions of geography as a mechanism to simplify the complexities of defining
and displaying Islamic arts. Referencing a popular definition of Islamic arts provided by Oleg
GrabarartcuratoFer esht eh Daftari categorizes | sl amic
for areas and ti mes domi na t*Usingmgographysas abasisr ul er
for categorization is a prevailing strategy for viewing Islamic aitisisvthe contemporary art
wor |l d. I n fact, HArecent e xWbaseddriteriorotomferm regiond f o c u
subcategories, an example of which was the widely publici[z]ed exhibition at the Saatchi Gallery
oUnveil ed: Mo d edrdn eA rEta sft rog ff Ltomed oMi, 2009 . 0

Some art scholars and historians view geographical categorizations as a logical approach
to addressing the complexities of cultivating a unified definition of Islamic arts. For example,
Pour j av avblrmbesset bf baolkes einanian arts spans a vast period and covers numerous
sulrategorie®f art, but is limited by defining its geographical scope as the area of pdesent

Iran#” Understanding and defining historical art in Islamic contexts could be problematic

44. |dham Mohammmed Hanashye Theory of Islamic Arb1.

45, Fereshteh Daftari, #Alslamic or Not (Néew York: Migeumiofo ut Bo u |
Modern Art, 2006), 12 7, quoted in Sara Choudhrey and Ania Bobr owi
Sense of [Meelinematianal 2ourbal obArts Theory and Histdry, no. 1 (2016): 4,
https://core.ac.uk/download/p88705139.pdf.

46, Sara Choudhrey and Ania Bobrowicz, fAShifting Boundal
47. Sheil a S. Bl air and Jonathan M. Bl oom, AThe Mirage |

168



because fAthe political boundaries created by
t wentieth centuries scar cel*4Thesedypds ofgaugrapiticalh i st o
constructs often lead to an exclusion of artwork produced eutsatiern national borders.

Additionally, Grabaargues thathe field oflslamic arts is studied regionally because of scholars

who support nationalist thinking, leading to scholars also complicating the definitions of Islamic
arts outside the colonialiperspectivé?® This sense of nationalism affects the categorization and
display of Islamic arts,rad some scholarsuch asrt educationandart history professor Nada
Shaboutarguethat a distinction should be made between Arab art and IslaniftBiss

towardsa ndionalistor culturalframeworkcomplicaesthe definingof Islamic arts, requiring us

to think about art within the popular imagination historically in addition to contemporarily.

However, the same @ftentrue formostii n a t doventatibnsas they sought to lookf a pre

Islamic past (e.g., in Egypt and the qptearaonic past).

Imagined Temporalities in the Classification of Islamic Art in a Global Era

Orientalist ideologies have also led to the classification of Islamic artwork within Western

defined notions oart classificationthis isanother mechanism through which Islamic arts have

been displaced or mispositioned in the contemporary global art world. The contemporary art

worl dés struggl e t oflslamialeas cfténded to itswnmianizationaskae s ar t
field of study. Canonical art history texts widely used and cited in North America and globally
havededi cated | ittle attention and &dftamce to wh

representing it as a footnate afterthought rather than a robust area of practice and study. For

48 Sheil a S. Bl air and Jonathan M. Bloom, fAThe Mirage
49. Oleg GrabarThe Formatiorof Islamic Art

50. Nada M. Shaboutviodern Arab Art: Formation of Arab Aestheti@Sainesville: University Press of Florida,

2015).
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instance, weltknown encyclopedic volumes liké. W. Jans n Blistory of Art features a mere

16 pages dedicated to Islamic arts within an-page volumé? Similarly, Art History by

Marilyn Stokstad and Michael W. Cothren is 1198 pages in length with only 29 pages dedicated
to Islamic artsandThe Visual Arts: A Historby Hugh HonouandJohn Fleming is 960 pages

in length with only 20 pages dedicated to Islamic &ftky manycases, these short sections

include discussions of Islamic arts as related to Orientalist imagimdiiglam as otheby

typically focusing on Islamic arts in terms of its relationship to Western art.

Art history scholaltftikhar Dadi linksthei g1 obal i zati ono ™f moder n
century, which largely paralleled the rise of Eurocentric Orientalist imaginatéggoes on to
mention that conceptions of modern art are ba
separXfomtemundae, fApossessrbgtnoelbsanvabonejdbs cr
fobservati on ahHe addsahattbecaupd Istamic artmlid ot historically strive to
depict threedimensional or classical figuration and other Renaissance representational
principles, it was conceptualized as decoration and ornamentation on daily objects, and as such,
was inappropriately placed in the applied arts category and not the fine arts category according to
biased Western artistic standarfinthe 19cent ury, art hi storians apf
to Islamic arts, and though decolonization work is beginning to challenge it, this stigma has

endure®’ Thi s classification caus elanlyplacewitdiretmei gr at i o

51. H.W.Jansonetald ansonés History of Art: (RichmondViesas:Brentice Tr adi ti o
Hall Art, 2006).

52. Marilyn Stokstad and Michael W. Cothrelrt History, 6th Edition New York: Pearson, 2017); Hugh Honour

and John Fleminglhe Visual Arts: A HistorgNew York: Pearson, 2010).

53. I fti khar Dadi, ARefl ections on the Conception of Mo
54, I fti khar Dadi, ARefl ections on the Conception of Mo
55. I fti khar Dadi, ARefl ecti oresnponm atrlye |1 Gd raané gt iAon , @f 7Moo
56. I fti khar Dadi, ARefl ections on the Conception of Mo
57/ Avinoam Shalem, fAiWhat do we mean when we say Ol sl ami
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historican ar r ati ve of mi nor &withshe result ttumamy@revarks ar t h
that should have been comparatively viewed as masterpiecemateaaiclassified as primitive

products of craftsmanship, and as such, have been exhibheddry museums’ Exemplifying

t he Eurocentri c or ifieldthahis stilladefined ih Eusopelan and Northi e s, i
American art history by the | abel Ominor arts
Islam, and the distinctio bet ween maj or and %Aswoulinedint sel f of

chapters 1 and 2, the concept of dAlslamic art
product of Orientalist perceptions, which were further affirmed and instituted insspade as

museums.

Western conceptions of a singular modernit
appreciation of notWestern art. For example, at the 2009 opening of the National Museum in
Baghdad, writer and art critic Reiner Luyken described areamdi | s | a miaccansged t wo r k
duck made of stone, a piece to marvePThst, whi
comparison of an ancient Islamic wobky(an unnamed artist) to that of a 26" century
English artist exemplifiestheartowr | dés di spl acement of | sl amic
viewed from a Western context and its failure to acknowledge it as a field of art in its own right.

Art historianGUlruNe ci pojl u i dentifies another probl .
Islamic artsexplairing that Islamic architectural masterpieces such as the Taj Mahal and
Selimiye Mosque wer e 0 afyplacnmetneminthe Middle Ages me di e

ratherthan in the correct chronological order, as both were contemporaries of Renaissance and

58. Avinoam Shalem, fAWhat do we mean when we say Ol sl ami
500Davi d J. Roxbur gh, AAu Bonheur des Amaticdd®rldrs 0Col | ect i
Orientalis30 (2000): 938, http://www.jstor.org/stable/4434260.

60 Avinoam Shalem, fAWhat do we mean when we say Ol sl ami
61. Reinber Luykenfi Es gi bt wi e von Henry Moore gemei Celte Entens
bewundéerZeitt 009) : 42, quoted in Avinoam Shalem, #AWhat d
62 G¢lru Necipojlu, AThe Conesptanaf Nlewl #Amipec oArcthiesl], mh ér |
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Baroque practices. Slaeguest hat At he deni al of | gnedewal c art 6s
Western European art manifests itself in surveys through the omissidworks produced after
1700 o PPThis8exiian duggests that European perspectives on Islamic arts are based on
doubl e standards, which implies that the Acl a
of] mediev&betemamitharfiéxclusive pres%®rve of
This is an example of another form of misrepresentation, in addition to colonial and modern
secular categorizations of Islamic arts that solely focus on aesthetics rather than spuittiadit
functionality of such sacred practices to Islamic worship and tradition.

Shalem has also identified a f oforcibleof t empo
compression of both Islamic and Byzantine arts within a specific span of time thapondgs
and harmonizes with the grand history of Western artistic evolution, positioning both merely as
stations on the inexorable path to the Italian Renaiss&8téis categorization also undermines
a long and complex Islamic cultural timeline that spaar®ss multiple continents and centuries.
Challenges to this common use of temporal constraints to the categorization of Islamic arts
suggest +tslpatcidactiamer oach may [g]iagmodti & thevast veni e
history of Islamic artbut[iff appear s to only wotTemporal a hi stor i
classifications of I slamic arts have been | ux
of mod e r nlslamic art washsat Hack iriitime. Any continuity was regarded as an
adherence to tradition and no space W®as given

Temporally based conceptualizations of Islamic arts often work within Islamic arts definitions

63 G¢lru Necipojlu, AThe Concept of I slamic Art: Il nher |
64 G¢lru Necipojlu, AThe Concept of I slamic Art: Il nher |
65. G¢lru Necipojllaul,amiTh eArCto:nclermplteroift ed Di scourses and N
66 Avinoam Shalem, fAiWhat do we mean when we say Ol sl ami
67 Sara Choudhrey and Ania Bobrowicz, AShifting Boundal
68 Avinoam Shalem, fAiWhat do w& mean when we say Ol sl ami

172



that contextualize these arts using the past tense, suggestirigeieatite relics of history that
have no bearing on or need for contemporary expressions in the moder®world.
The 201XArts of Islan® exhibition at the Louvre is one example of a chronological
approach to interpreting and categorizing Islamic arts. &thgition includel over 2,500 works
of Islamic arts from the'7to the 19' century, and the galleriegereorganized into four
chronological sections as a means of differentiating types of Islami® @his type of approach
falls prey to the same issues described in the discussion above on geographic categorizations; the
shifting nature of HAlslamicd territories over
significant pieces, as territoriesuegachanged and overlapped throughout history. Another

chronological approach is to divide Islamic arts by dynasties. One example of dynastic forms of

exhibition is the exhibition mounted by the |
Fatimids,Shi i rul ers of parts of Nort h’lAddditoga, Egy
scholar and cultural strategist K-lasadJdBm i nnel |

Addis Gallery of Islamic art, [in which] a total of 47 Islamic dynasties r € me ffasi oned 0
another example of dynastic categorizations.
dynasties are not sufficient categoffands to ca
that these framing devices forIslamaic t s f ai |l t o Apoint to gender
social dynamics that mi d%Athoughethisorethodgfual hi st or

categorization avoids the problem of modern political boundaries, the dynastic focus typically

690 Sara Choudhrey and Ania Bobrowicz, AShifting Boundal
70. Mel i ssa Forstrom, fAMuseum Maps Mediadieldshieurndl4(8049): Ar t s o
1i 8, https://www.academia.edu/39781957/Museum_Maps_and_the_Edge_Arts_ofatski® Louvre.

7. Sheil a S. Bl air and Jonathan M. Bloom, fAThe Mirage
72Kl as Grinell, ALabeling I slam: Structuri n-grightdeas i n |
Curating Islamic Art Worldwide: From Malacca to Manchegi@ham, Switzerland: Palgrave Macmillan, 2020),

361 37.

73. Kl as Grinel,lo, 3fitLabel ing | sl am
74. Klas Grinell, ALabeling I slam, 0 38.
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leadstoa® mphasi s on fAmast er pidagoarsd by rulerstatiseur es, ano
displacement of more purely religious &#dditionally, scholarly and artistic preference for

certain types or periods of art can lead to the exclusion of art from parpeuiads based on the
Western art worl ddéds changing preferences. I n
classify historical Islamic arts creates a scenario in which a multitude of artworks are overlooked

or excluded from the discussion by the emnporary global art world. This practice of exclusion

is not justunique tolslamic arts but alsapplies tdndigenous art and art from the African
contnendessentially, art from afhhesk @riergalishased Eur op e
interpretations of Islamic artg;hich are frequentlyneasuredbased orinaccurate artorm

classification, geography, and time, have displaced Islamic arts within the contemporary art

world. Hanash points out that the

archaeological, historical and documentary studies of Islamic art and artefacts are

important for their ability to demonstrate the cultural value of works of Islamic art and
artefacts based on the time periods to which they have been dated; howevdndiesh s
devote |ittle if any attentid®h to such wor

These problematic trends in Islamic arts display point to the bias of categorizing classical or pre
modern Islamic arts in an anthropological sense, as historical ®bgicer than works of aft.

Hanash chall enges Orient al i s nioverallcthemstamicapgso r ar y
come together in the symbolic expression of M
a manner that transcends regiomal d g e o g r a p h ¥ Euahermoré, Shalenr i t i es . o

acknowledges that nAcategorizing visual <concep

75 Sheila S. Bl air and Jonathan M. Bloom, fAThe

76. Sheila S. Bl air and Jonathan M. Bloom, fAThe Mirage
77 Catherine Grant and Dogtod ArgHistery4B oe 1 (202Qp&6,01 on i i
https://doi.org/10.1111/1468365.12490

78. Idham Mohammmed HanasHhe Theory of Islamic Ar8.

79. Idham Mohammmed Hanashhe Theory of Islamic Art

80. Idham Mohammmed HanasHhe Theory of Islamic Ar84.
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alone nationality or race, does not even provide the proper adjectives let alone respond to the
challengesvhi ch gl obal | & Thasmscholardy amrtalyspsrefiestigety buslinedhe
problematic nature of geographical, Westeentric, and chronological classifications of Islamic
arts and provide some context for the need to decolonize museum $femgdag contextualized

bias and common miscategorizations in framing historical Islamic arts, in the following section, |
further situate this need for decolonization and the relevance of artistic cultural representations

by looking at the role of thespaces in the contemporary art world.

The Role of Museums in the Contemporary Art World

Musaimsarainder st ood as fia vehicle for the®display
While other museological models have emerged, the Eurocentrism of the art world at large

remains the same. Museum studies scholar Staffan Lundén sums up the cobiasuaig

Western museums, stating that through ethnographic displays,

the other is described, analyzed, visualized, and explained by, and for, the self, whereas
the selfi the museums and curators who create the representations of others and the
museumgoeraho look at these represented othieremains unproblematized, unseen,
unspoken, and unaccountable. Hence, whatever amount of respect and admiration the
display communicates about the Adgfesterner, her or his traditions, thoughts, habits, or
artworks, t serves to confirm the normality of the Westerfer.

This bias is important because, as museum studies scholar Carol Duncan writes, museum spaces
arginfacts paces of dAritual, o which, pointé to thei
These &e political and affective spaces, which depend on a relationality. As scholar Stacey

Douglas underscores, AModern musedbmigy is pre

8l Avinoam Shalem, fAWhat do we mean when we say Ol sl ami
82. Karp, l.,andLavine, S. D. (1991). ExhibitinGultures: ThePoetics andPolitics of MuseumDisplay;

Washington, DC: Smithsonian Inst. Press, 12.

83 Staffan Lund®m, 5ADi splaying Loot

84. Carol DuncanCivilizing Rituals: Inside Public Art Museuniidew York: Routledge, 1995).
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conviction that it igpossibl® too b s er v e a®hwlh ikenho w[e |]adt es t o t he
¢ o mf ®and tiie desire and entitemenkitwow,which have long motivated the white settler
colonial project. Because art institutions continue to represent powerful cultural spaces that
replicate nationalist(ic) valsethrough their acts of inclusion and display, it is crucial to consider
their motives for display, such as aesthetggritical meaning. While exhibitions and

collections continue to diversify by displaying art by artists relating to Islamic culames of
them are predominantlyoing so through a purely aesthetic desire, displaying artworks that
uphold stereotypical representations of Islamic cultures. With this trend, the gap between
historical and contextual meanings of Islamic arts and thei)ndgrstandings produced by
museums continues to increaseadsnstitutions have adopted and reliedaggredominantly
homogenous visual approach.

Certainly, curators play a central role in making artworks and artists known and seen, as
do art institutions (like museums), publications, and events. Within the formalized, professional
art world(s) that | explore primarily in Canada and Saudi Arabéhapters 4 and 5, it is
important to note that, most often, artists are invited to extytgtrators, within major
institutions oramongprominent collections. Thus, curators maintain power in defining the
museum and curatorial spaces. This reflects a dynamic of invitation, wherein there is less agency
for artists to sefdetermine their exhibition opportunitiaadkinds of visibility inthe arts.

Former museum director Laura Raicovich asserts thabteefthemu s eum #fAdi rect or

pol it i c a®lthepchooseoaeprasertt. ds such, these museum gatekeepers play a key

85. StacyDouglas,Curating Community: Museums, Constitutionalism, and the Taming of the Pq&izalArbor,

Michigan: University of Michigan Press, 2017%.5

86. Sara AhmedL.iving a Feminist Lif§Durham NC: Duke University Press, 201&p3.

87. Robin Pogrebin, AAt Queens MusEhaNewYdrikhTenefriobee8ct or i s
2017, title,https://www.nytimes.com/2017/10/08/arts/design/queanseurdauraraicovich-daca.html.
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role in their selections of art and the ways in whiih dhosenart represents culture. Thus, there
are several tiers and actors who maintain hierarchy and inscribe power in the political spaces of
museums and galleries.

Significantly, Athe environments of <civic
cultivate dialogue, engaging as civic agents to promote general public discourse on such issues
as the changing concepts o fvisua cukure schdlahBilync i t y ,
Walker explains. The spaces in which art is displayed, thrsatgction and promotion, have the
power to impact the knowledge and understanilibgth in perpetuation of error and facbf a
wide audience. The question of audience extends to multiple display costekt@s public art
galleries and museums, whiclearften funded by the government and governed by powerful art
collectors. This means that these institutions, in turn, play a cultural, educational, and touristic
role, and they also cater to political trends and the preferences of the collectors.draejnst
many visitors to national galleries like the National Gallery of Canada in Ottawa are tourists
(both Canadian and international) as welleesil Canadian citizens since the Galleryn the
nationbés capital (Ottawa) and explicitly posi
not benign, as tourisisand others visiting the museum for the purpose of educatna
institutionally regar ded gagsinlBagnngrdore@albotti zens o w
cultures. In addition to tourists, schools and other youth and educational groups often visit
museums, reflecting the shared public understanding of the museum as a site of learning.
Museums are thus regarded as trustworthytioea for knowledge dissemination; yet they
continue to display and perpetuate cultural inaccuracies and stereotypes and reinforce binary

categories that were constructed during the period of Orientalism, which the museumgoers

88EI Il yn Walker, fACuratorial Contestations: Challenging
Curatorial Position(s) uahStudidsprageam,Queer'ssUnivedsity,Ro20),4. di ss. , (
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passively consume. As suchhen young students and international tourists are exposed to
(mis)representations of Islamic cultures in spaces believed to house and represent official
narratives, they become seduced by and also implicated in the perpetuation of such myths. The
section kelow explores the ways in which these prominent museum narratives have been largely

shaped by Orientalist and Islamophobic histories.

The Impact of Orientalist and Islamophobic Histories on Contemporary Museum Spaces

The legacy of colonial looting andelexploitation that underpins this legacy continues to impact
contemporary museum spadealthough some corrective impulses have taken hold, as the
section below entitled fADecol oni zAsCgaddn s eum a
curatorial scholar Jen Budney argues, Alt 1is
see where such structures of thought or process may be at work in our own practices and
institutions® indeed, how we may be consciously or unconsciouslycapig Orientalist
fantasies of \WdFerine diractosobitipeeQueers Miseuyn indNew York, Laura
Raicovich, tweeted in 201 Ne ut r al i t %§reflecting the rblé of rhusenms,apolitical

spaces that are not unaffected by theitdnies and environmentExemplifying the impact of

col oni al |l egacy on contemporary museums, #fAcon
Musl im identity and its cultural mani festatio
be privileged to theetriment of artworks informed by deeper understandings of faith and its

bearings on c%®Qrtieenmptoalairsymldrnfce . Western bias cor

89.Jen Budney, AThe Legacy of EWest€oadtlLifdd,ina 1(20CQ):A&t or i al Pe
0. Robin Pogrebin, AAt Queens Museum, 0 para. 4.

9lMadel ine Clements, fAAdjusting the o6l slamicb Focus: EXx
Postd/ 11 Decade, 0 i @ontéseng lslamopfiabia:eApiiugirn Preudice,in Media, Culture and

Politics (New York: Bloomsbury, 209), 207.
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ot her museum expertsd choices of deaangyn and r
contemporary Islamic artworks.

Even institutional attempts to enact more culturally and historically accurate and
representative exhibits can fall short and succumb to the Western bias they are striving to avoid.
For example, as igflection of the political climate, the New York Metropolitan Museum of Art
closed its Alslamic Art o g%WHertheiexhibitréopeaedy e ar s
eight years later, the museum made efforts to correct the problems involvegravitais
categorization, in part, by renaming the gallerf he Art of the Arab Lands
Central Asi a, a%AbsMétadireceor ThadBnasuCarhpbadkglading this
rei magining recognizes At hat &dngle manalithienent al i t
artistic expression, but instead connected a vast cultural expanse through centuries of change and
i nf | WPeHoweeer, this effort to be more inclusive and represent a wider variety of Islamic
arts still arguably falls short several accounts. Nasser Rabbat notes that the gallery is still
i naccurate in its histori caltAnrdeap ruessoeanidtte taibosne nat
history of Islam continues to not be fully captured or accurately represented due to the/ gale
emphasis on geography and titR& i gni fi cantly, fdthe artworks an
galleries evince more common tréitformal, aesthetic, functional, and, yes, religduban
they do differences pr edi%Thdsegtogmphicatametenipdral ¢ | o

forms of division signify a continuation of Orientalist notions of the Islamic cultures and arts as

92 Car ol Bier, AiRef r ami n g Hdrizohsanrhluntanities and Soalal ScienBe®o. 2 1 st Ce n
(2017): 1 25, https://www.academia.edu/38502779/Reframing_Islamic_Art_for_the 21st Century.

93. Car ol Bier, AReframing | slamic Art, ol.

94 Thomas P. Campbell, ANew Galleries for the Art of t|
Asia, 0 October 24, 2011, par a.-atthemetiftomtpeslire¢tar/200newme t mu s e u |
galleries.

95. Nasser FRasb hiant ,aArtfivdhnaeetationab0, no. 5 (2012): 78,
https://www.researchgate.net/publication/299016687_What's_in_a_Name.
96. Nasser Rabbat, AWhatds in a Name?0 78.
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Aot her, 0o defined within simplified Western ¢c¢
historian Carol Bier obserge t dtlotigh @olonialism and its impact on the arts is addressed

in the Safavid, Qajar, and Mughal galleries, the absence of anything contemporary remains

un ac k n o wiHerd, ¢gslardic aéts are portrayed as an exhibit of history and legacy ef long
gone civilizations and nasa living and dynamic, contemporary expression. So, while 6 M

effort to create an exhibit that decolonizes Islamic arts is certainly a step in the right direction, it
falls short on several counts and requires more critical evaluation of the influence of Western
ideologies on this diverse field of art.

Orientalst images and imaginaries continue to be perpetuated in museum displays both
globally and in the Middle East. For examgieT H.ere of the East(2008 2009), a major
exhibitionpresented at the Tate Museumlondon that included over 13fintings by British
Orientalist painters from private collections, also toured in the Middle®E&kis exhibition
included paintings depicting slave markets in workségnlLéon Gérobmeand Frederick Lewis,
as well as harems through works suclrasie i ¢ L e Odallsque{1i862)8° Even its name
evokes mages of the fAexotico Ori entTheseekampless t he
demonstrate the influence Orientalism and modern Islamophobia still hold as well as how
difficult it can be,even for museums and institutions that are trying, to break free from
Orientalist, Westertentric perspectives and biases that are so structurally embedded into their

institutional spaces as a whole.

97. Car ol Bier, AReframing | slamic Art,o 9.

98. Melanie Vandenbroueler zy by |l ski, AExhi biti onThRBwlingowMagazinehe Lur e
August 2008, https://www.academia.edu/1469519/The_Lure_of the East.

99. Melanie VandenbroueRr zy by | s ki , AExhi bition Reviews: The Lure
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Decolonizing Museum and Art Gallery Spaces

Theexplicit nationalistic and colonial function of the museum refuses its neutrality. Therefore, it

is important to consider the public and cultural impact(s) of national art institutions that exhibit

and collect culturally misrepresentative art to inemadextranational audiences$n particular,

we must considehe harmful impressions such curatorial or institutionally framed

mi srepresentations elicit. There is a growing
colonial legacies had fortoolonglug | d and pr omul g®¥Arehistorwhi t e pri v
professoPr i yanka Basu explains that effective dec
creating spaces to learn from and it must allow the subjects of colonization/decolonization and
others historically ®fhdseartwerks ane artidtme theirovimo 6 ap p e
stories to tell, but the Westedominated art world must stop telling their stories on their behalf

so that art from other cultures can speak over the noise (examples will follow in chapters 4 and

5). Additionally,art history professorDavid Bindman stresses the need to view art within its
historical context rather than national noti o
working on the Italian Renaissance need to be aware of connections with the Ottoman

e mp i *¥He.agyues thahese types of decolonization efforts are socially significant and that
there exists a Aineed to investigate the visua
role in naturalizing ideas of%Adledtimieersefnce t hat
cultural representation, through decolonization, museum spaces have real potential to challenge

Orientalist ideologies and to begin chipping

100Caheri ne Grant and Dorothy Price, fADecolonizing Art H
100 Catherine Grant and Dorothy Price, fADecolonizing Ar
102 Catherine Grant and Dorothy Price, fADecolonizing Ar
103 Catherine Grant and DobrditéeyomrPryjadel7iADecol onizing A
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Art historyprofessofTi m Bar ri nger ass eaheadistotienmsifytha key
voices at t he h&eferencimgthe frequencydof nsuseurpsihavingeonlpone
curator or fdexpert o f othefactthatthese expeltsyare bftercwhiee d e x
cultural outsiders. These trendsvie the potential to minimize underrepresented voices and to
restrict cultural representations to monolithic, Westaianted perspectives. Still, | would be
remiss not to mention that there is (some) critical artwork being made by Muslim/Arab artists
andexhibited by curators, as well as some exceptional coumggtutions. In fact, | consider
myself one of these visual artists whose work resists representing and replicating such- Western
based cultural norndsboth inside and outside the Middle Easthrough the production of
nuanced, culturally complex, and intextual artworks. To explore the progress that has been
made and to situate the work that still needs to bedevak this study is actively
undertaking | spend some time discussing museums ahibgs that have recognized the
value in and have made impressive progress towards decolonizing Islamic arts.

A 2006exhibition curated by Fereshteh Daftari atkhet in New Yorke nt i t | ed @A Wi t
Boundary: Seventeen Wasylsanmifc Lassotka rnegodt® wdpi ifscpa nady e
nature, including pieces made by Muslims and-Nuslims from a variety of countries around
theworldand with both spiritual associations and
a e st h'®For exasnpl®, ShiraheHoushiargs paintingFine Frenz 2004) #Atransfor

word that she writes on the canvas with a pencil into marks that dissolve into formless

104 Cat herine Grant and Dorothy Price, 0 ol

105 Sara Choudhrey and Ania Bobrowicz, 2

presented athe Arts in Society, Rome, Italy, June 2084

https://www.researchgate.net/publication/273119431_Shifting_Boundaries_How_to _Make_Sense_of Islamic_Art.
1

106 Sara Choudhrey and Ania Bobrowicz, 2014, AShifting
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abstraction®®Hous hi ary has explained that the script
identity oftheé x t i s n &Andil wwligwegd .tche piece, Fereshteh
kind of thinking in which form or outer appearance is understood as a veil hiding a deeper reality
i s something Hous hiThiyusedfiadeciplseraerabithitexisy st i ¢ s . 0
purposeful, intended to express outward perception versus hidden meaning, \dtifeheist in
intentionality from what we observe ihe case study @hirin Neshatn chapter4.

Another example of challenges to Orientalist framing of Islamic arts in this same exhibit
i s Mona RaydrMat(h9859, which uses Islamic imagery of the carpet, but is not
intendedas a explicitreference to religion or ethnicity? However,in current times, the title of
the workwill most definitely elude an ofthe-street spectatoand they would likely not interpret
the work as nomeligious.Althoughintention is important here, as Hatoum has explicitly stated
thatshe intended this piece to be ambiguandthah er cul t ur al background
[are neither] straightforward [noihportant in the final analysis of the wobk!! disconnect and
biased interpretatiarechallenging to prevent, given the religiousimagémh i s car pet , 0
ofupwardp o i nt i n g 'Pwitaascempagss inthe nmiddle could be interpreted as
Hat oumdés efforts to find her place in the wor
exile from Lebanon, born to parents who were exiles from Palestine. Combining clashing styles

of minimals m and Mar cel D u ¢ hnaadep, 8he usésdslamit gedhetjcs ance a d y

107. Fereshteh Daftari, AW thout BoundMuseumofMbderoarthur e] Se
February26May 22, 2006, 0 The Museum of Modern Art, 2006, 3,
https://www.moma.org/documents/moma_catalogue_83_300201644.pdf.

108 Fereshteh Daftari, AWi thout Boundary, o 3.

109 Fereshteh Daftari, AWi thout Boundary, o 3.

110 Fereshteh Oftari, Without Boundary: Seventeen Ways of Lookiwew York: Museum of Modern Art, 2006).

111, Jo Applin, ADi sorienting t BraishAn Studigd®(BOL6): paraMip na Hat oun
https://doi.org/10.17658/issn.205862/issued3/japplin

112 Fereshteh Daftarijvithout Boundary17.
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contemporary European styles to challenge her own position in the WiEdward Said
describes Hatoumbés art as Athe preshkbunt ation o
nevertheless grappling the noti ofThuysper haps on
ex hi bi ti onPrayer Matissah examplé thoughadmittedly still with interpretive
pitfallsd of a decolonizing effort to display Islanaieartworks thatefine themselves rather
than relying on Orientalist ideologies for a source of identity or meaning.

As another example of counteraction to colonial influeattbpugh the aforementioned
ALure of the Eastexhibit primarily displayedrientalist art with stereotypical themes, such as
the lazy Arab and the seductive harem womandkapter 2), it did also include a unique
perspective in the form of a female artist Henriette Browne, wMissie (ntérieur deHarem,
Constantinople, 18§@iepicted the harem as a social and familial réafAs Browne was the
only artist in this exhibit who was actually granted access to a harem on her travels, her familial
interpretation of the harem stands in stark c
speaks to the extent to which th@séntings were a portrayal of European fantasies intended for
European audiences rather than reflections of rédfigelatedly, art historian Thisaranie
Herath explains that Ait was only with [t he]
was afforded a brief gl i mp'YNotablyyWesterhfanemles our ce ¢

travelersdi d not resolve stereotypes related to |Is

of female traveérsduring the 1% to 19" centuries details Westen women6s r ol e i n

113 Fereshteh DaftarilVithout Boundaryl8.

114 Edward Said, AThe Art of Displ aceQuadarnsdeldona Hat oumb
Mediterrana 15 (2011): 109, https://www.iemed.org/observatmiareeslanalisi/arxiusadjunts/qral5-
originals/The%?20art%200f%20displacement.pdf.

115 Melanie VandenbroueRr zy by |l ski, AExhibition Reviews: The Lure ¢
116 Melanie VandenbroueRr z y by | iskii t i diExRevi ews: The Lure of the Eas
117Thi sarani e Herat h, AWomen and Orientalism: 19th Cent |

Travel ers and Constelatorsh noW@oi6)n31, dittps:/doi.org/10.29173/cons27054.
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negative representations related to gendered customs and hy§istil.the inclusion of
Browne in this exhibitepresents stepowardsdisplaying more diverse forms of Islamic
cultural representations and correctingspting Orientalist and Islamophobic bias.
The Albukhary Gallery in the British Museum is another example of an exhibit designed
with an explicit focus on the decolonization of Islamic arts in museum spaces. To really
under st amgectatiors and waystdimprove their conceptualizations and displays of
Islamic arts, the British Museum engaged in numerous focus groups held in 2015 ahtf 2017,
which included a broad crosection of museum visitors. These focus groups helped infam t
museumébés di splay decisions, and the designers
Aithe idea that oOothe Islamic world is not |[|ink
concept of contexts significantly impacted by the presentsdash as a faith, political system or
c u | t ¥°Althoughdhe gallery maintains a chronological dynastic organization of objects, it
also emphasizes different aspects of culture, ranging from court society to everytfaytlife.
makes efforts to convey the historical origins of styles, as inthe demaristi on of @At he p
of Chinesenspired elements [through the] juxtaposition of two objects in a single case: an
|l l khanid 6Sultanabadé ceramic jar and a Mamlu

p at t ¥2Thegallady also acknowledges its rasaship with the colonial past through the

inclusion of fAa case called O60Object histories

118 Barbara HodgsorNo Place for a Lady: Tales éfdventurous Women TraveldBerkeley, CA: Ten Speed

Press, 2002). For more information on early Awomen tr av:
the World on the Laconi@l 925).

119 Venetia Porter and Wi |GuliuesoflSameethe BriishdiuseuinDlhes pl ay i ng t
Al bukhary Foundation Gall ery o fWrighh@uraling IslamciAk Wor | d, 0 i n
Worldwide 109.

120 Ladan AkbarniaThe Islamic World: A History in Objec(sondon: Thames and Hudson, 2018) quoted in

Venetia Porter and William Greenwood, AiDi splaying the
122 Venetia Porter and Wi lliam Greenwood, i t
122 Venetia Porter and Wi lliam Greenwood, t
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coll e®rhonedponse to the museumds decision to
Muslimsinthefocusgro expressed that fAo6The fact that w
the front, makes us feel si g'ftdemonstratingtthe t hat we
significance of these considerations.

The Aga Khan Museum in Toronto, which opened in 2014 eseag a productive
example ofdecolonization of Islamic arfsom Western categories The museumds webs

describes the museum as ANorth Americads firs

ar t?sa,nod states that it f ptoriealysignificantsusliin col | ect s
civilizations as wel |l as contemporary®™uslim
Here, the museum is actively challenging idea

programming expansively when it comes to Istaarts, especially in the diaspohaalso

provides learning programs for cressitural exchangé?’ The design of the museum itself

incorporates historically familiar Islamic styles and desidvigh a courtyard in theente and

positioning to expose all sides of the building to the sun to incorporate natural light, the design is
reminiscent of historical mosques discussechiapter 1such as the Sheikh Lotfollah Mosque
constructed during the Safavid EmpiféThe galleriesnd exhi bi ti ons t hemsel
separate r ooms, 2Ishowingndias tolardemmresstimeaperedsp

geographies, or megiand conveying both the continuity and evolution of Islamis artl

architectural practices through histoBx hi bi ti ons i n the museum i ncl
123Venetia Porter and Wi lliam Greenwood, ADisplaying th
124 Venetia Porter and William Greenwood, ADisplaying t

125 Aga Khan Museum accessed February 2, 2021, para. 1, https://www.agakhanmuseum.org/index.html

126. Aga Khan Museum, para. 1.

127. Aga Khan Museum.

128 fiThe Aga Khan Museum/ Maki and Associates, 0 ArchbDail
https://www.archdaily.com/899013/taakhanmuseurmmakiandassociates.

129 Kri sten Mari e KephhVaulsaesu msh A cPaodset nciocl ofnrieael diosnm, and t he
Historical Discourse$2 (2016): 31.
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of cultural i nf Flackmowledgirgmwkriappng celtural @rtd religioys o
purposes and connectivity and the dynamic nature of Islamic arts through htoepver,
Islamic art historian Ruba Kagenisiia f oundi ng member of the AKMO s
[from 2011 to 2017Wwor ked cl osel y wi t hcoltediian ‘Shpuosiding mos | s | a
valuable insight int@pportunities for the museum to balturally reflective ando exhibit art
with autonomousgulturalrepresentatioand decolonization efforts in mind@hus, withinformed
leadershipincorporation of the historical and contemporary, acknovdetgnto f ar t wor ks 6
originsandcultural influences, considerations of the overlapping nature of time and geographies,
and even architectural design, the Aga Khan Museum represaidedeffort to decolonize
museum spaces and present Islamic arts as an autonanmtbasmplexliving field.

The evolution of the incorporation of sacred art at the Museum of Turkish and Islamic
Art in Istanbul provides an example of decolonization effortsnoraWestern museum. Though
sacred objects were always included at the museum, until 2012, they were loosely incorporated
as works of cultural heritagé?’Pr i or to the installation of the
museum displays were based on matar dynastic typologies, and presented from a secular
perspective [andé] di spl ay ¥dorreciifythisdackof t hei r r e
context regarding the original purposes of these objects, the museum developed the Sacred Arts
Gal | ertyheansatai ci gal |l ery, which emphasidnd] es t he

rei magines and presents these r elt¥signficaimcs. havi n

130 Kristen Marie Kephal as, AfAcademic Freedom, o 31.

131 A Ruba Kanab6an, o0 University of Toronto Mississauga D
2021, para. 3, https://www.utm.utoronto.ca/dvs/riubna.

132 Beyza Uzun, fDisplay of the Sacred Relics Gallery i
Jenny NortoAWright, Curating Islamic Art Worldwide73 82.

133 Beyza Uzafn,t MdDi Spdraggd Rel ics Gallery, o6 79.
134 Beyza Uzun, ADisplay of the Sacred Relics Gallery, o
135 Beyza Uzun, #ADisplay of the Sacred Relics Gallery, o
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The creation of this gallery is thus another example of a step teth@rgraess of decolonizing
Islamic arts in museum spaces; the museum rejects colonial ideologies that lead to perceptions of
sacred objects as merely cultural and acknowl
interconnected cultural and spiritual spheres, thogveng the objects to reclaim their history.

Despite these positiveounteractiond, t i s ¢l ear that the term
be widely defined and interpreted through an Orientalist fwaorie and museum spaces, which
serve asnherently touristic, nationalisti@and historical spaces, are often influenced by deeply
imbedded colonial legacies and worldvieWghile the examples above represent a break from
traditional perceptions of Islamic arts from the art wdrghtekeeperghey currently remain the
exception rather than the norm, and this norm directly impacts artistic production, as | discuss

below.

Museum Spaces and Cultural Appropriation

Broadly, as this chapter has outlined, museum spaces function as disseminators of art and central
points of global artistic exchange and discussion. They confer legitimacy upon the art and artists
they choose to display and act as gatekeepers to thetiveddists seek to enter. The resulting
imbalance of power inherent in this relationship between museum spaces and artists necessitates
that artists produce art in ways that align with the norms, standards, expectations, and even
aspirations of these insttions.In a tangible example of this issue2@l7 article in thé&lational

Postt i tl ed AToronto gallery cancels an exhibit

cul tur al apdpersocprriibeetsi ossrect t | er Canadioreand arti st

136 fiToronto Gall ery CamPaistihgs over Chmplhintst of Gulfural\Wppropria 0 At D i st
National PostMay 8, 2017, nationalpost.com/news/canada/torgattery-cancelsexhibit-of-white-artists
paintingsovercomplaintsof-culturalappropriation.
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initiates the question of appr op rafteamultipen . PLOSs
critics, scholars, artists, and cultural workeaied out her blatant appropriation of the

Woodland painting stylennovateddecades earlidsy Anishinaabe artists like Norval Morrisseau

and others. The article states ¥handtherdiotehe pr ob
she does not belong to the culture she was borrowing the styleTihengallery eveigave PL

the opportunity to display different types of art, but she rejected the SffEL has the freedom

from scrutinyto creatdndigenous arprivatelyif she chooses to, but once the art is displayed

publicly, that is when questions appropriation, profit, and intentareraisedL 6 s ar t wor k a
theresponséoitd e monstrate firenewed debate over who h
speci fi ¢%apsdusssesammsnber of important questions when one is representing a

people or culture that one does not belordy acdheme that is prevalent in my own caseistid

discussed in chapte4 and 5. Is iacceptabléo borrow and benefit from other cultures,

especially ones you are not part ohavenot studie® This section delves into these issues and
describes the importance of power dynamics and context imdeibeg when such borrowing is
problematic.

The history of Orientalism and contemporary Islamophabékey factor in the cultural
appropriatiod bybot h cul t ur al i i & commdoalyseen instamid arté. dhet s i der
pervasive legacy of colonialisrmperialism,andrelatedOrientalist ideologies that have shaped
the positioning of Islamic arts within the art world also imp#uwtsartists themselves. It follows

that these circumstances influencaj anguably limit, the types of art artists can produdkair

137 fiToronto Gallery Cancels Exhibit,o para. 13.

138 Shanifa Nasser,sibhbowntadt &al CenyefCancaAdl tCBGt O6Bastar
News April 28, 2017 https://lwww.cbc.ca/news/canada/toronto/toregatiery-indigenousart-cancelsamandap!

1.4091529.

1399 AToronto Gallery Cancels Exhibit,o para. 3.
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goal includes successthe art world. As such, the pervasive nature of the Orientalist ideologies
explored inchapter 2 often leads artists making Islamic arts to engage in practicesuadicult
appropriation (if they are not from Islamic contexts) or-aglpropriation (or selbrientalization
if they are from Islamic contexts) to produce art that both serves their own aspirations and meets
the expectations of the public and the museum spss®ing the public. Therefore, to
contextualize the cultural appropriation and Orientalist practices of artists within the case studies
discussed irchapters 4 and 5, | conclude this chapter by introducing the concepts of cultural
appropriation and seHppropriation antby discussing their relationship #rtistic
representation.

Discussions of cultural appropriation have become the norm in our contemporary context,
especially on spaces such as social media. The issue is a complex drgtoAan Deborah
Root has defined cultural appropriation as the adoption of different aspects of a culture without
consent from the majority of people of that culttf®There exists a long historical controversy
over the issue of cultural appropriatiomdaone that rests upon broader systematic injustices
between communitiesthatatein g t he HAappropriatingo and those
Complicating the issue furthehere are power dynamics at play here in thatwbite cultures
can generallyadopttheartistic norms of powerfulvhite cultures, but not the other way around,
andsacred religious concepts remain an issue of appropriation both ways.

PhilosophyprofessorJ ames Young argues that Acul tur al
profoundlyof f ensi ve because it reveal“sandshaptee4 hi ng i r

explores how this disregard for the sacred plays out in the case study of Sandow Birk. This

140 Deborah RootCannibal Culture: Art, Appropriation and the Commaodification of Culii@eulder: Westview

Press, 1996).

142 James O. Young, A@AProfound ThefJbumal of Aesthaticd an@ Arl Criticisma |  Appr
63, no. 2 (2005): 141, https://www.academia.edu/1476832/Profound_Offense_and_Cultural_Appropriation.
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reasoning suggests that the taking and manipulation of an important symbohentebé a

culture is an act of desecration. It separates the symbol from its original purpose and meaning

and molds it to serve another cultuseholardPatti TanaraLenard andPeterBalint argue that

two Aconditions must coleralpppremiaiontthetpreserteecf | ne an

significant contestation around the act of appropriation, and the presence of knowledge (or

cul pabl e ignor ance) ¥ Thisdtuldyeprinsadytappties Leaapd@mdo pr i at i

Balintd sonceptionthatcultufa a p pr o p r i dhe exstance ohayoweningbalance

between the cultural appropriator and those from whom the practice or symbol is appropriated;

and the presence of pr of!fwhile gowet im@lance andepmofitt o t h

arethe most important indicators of appropriation for this study, | also consider the roles of

significant outcry and the appropriatoroés kno
Cultural appropriation is a pervasive issue, and its complexities bear consideration in

relation toartistic responsibility. | must first qualify that Islam, as a religion, spans the globe and

reaches across a diversity of cultures, regions, and traditi@na period ofl5 centuries. Its

racial, ethnic, and cultural diversityakes determining cultural appropriation challenging,

especially when the Islamic cultures are so deeply intertwined with religionthérsfore

challenging to claim that a white Canadian woman, for example, wearing the hijab (headscarf) is

an appropriatio of Muslim cultures as she is herself Muslim, though coming from a different

culturaland raciacontext. Of course, context matters, but the fusion of religion and culture and

the impossibility of disentangling them makes this act one of religious amjpvacand

expression; here, it is more about religion than culture. There is knowledge with no intent to

142 Patti Tamara Lenardand PeBea | i nt , AWhat i s (the wkEhoictgs2@fo)2 cul tur al
(2020): 332ttps://doi.org/10.1177/1468796819866498
143 Patti Tamara Lenard and Peter Balint, AWhat is (the

191



offend, significant outcry is extremely unlikely, and there is no profit to be gained. Therefore, |
would clas#y this exampleas one of appreciatioand selfexpression rather than appropriation.

In contrast, a white, Western, Muslim condedr nonMuslimd modeling a hijab or other

symbol of Muslim culture in a fashion show would be an example of cultural appropriation.
There is a power imbalance betn the cultureg.e., white noAMuslim woman) there is a
motivation for profit, knowledge of the sacred aspects of the objects, and a potential for
significant outcry. This has played out in the real world, with Dolce & Gabbana releasing its first
hijab series in 201,6n which it used white, neMuslim models to market the produdét.Islamic
studiesstudent and writer Rugaiya Haggplains

In the context of global Islamophobia, there is something that makes me feel quite uneasy
seeing a towering’hite woman praised for looking glamorous in the same clothing that
often | eaves Muslim women patriskeofibegilgd as 0 e X
attacked or even criminali[z]ed in some western sociétres.

Haris eloquently describes the power imbalance inherent in this marketing and fashion choice.
There is also an issue of profitability, a knowledge of the cultural importance of the objects
(presumably research would have been done by the company to pvedsioes of this clothing
that conform with Muslimworld cultural norms), and the existence of numerous articles
outlining the potential issues of cultural appropriatielated tahe production and marketing of

the clothing indicates some significanteny.1#6This fashion production and use of white, faon

144 Ruqai ya Haris, AD&GOs Hij abi SRanvghey iDso Ai niébde | a tE xPcel oupdl eed
Guardian January 11, 2016, https://www.theguardian.com/commentisfree/2016/jan/1iddbloenshijab-
collectionmuslimwomenwesternfashion.

145 Rugaiya Harisi D& G6s Hi jab Range is Aimed at People Like Me,
146. Prachi Gupta, fAWhat 5 Muslim Women TQosmopoltahbout Dol ¢
January 22, 2016, https://www.cosmopolitan.com/dshdauty/news/a52535/mushmomenresponeto-dolce-and

gabbanijabi-l i ne/ ; Soaksnob, fiDolce & Gabbana Reveal Line of
Appropriation, 6 Celine Version, January 11 ,ga@atna6, httop:
reveatnewhijab-line-appreciatioror-appropriation/.
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Muslim models in particular embodies the issues of cultural appropriation. Again, this
perpetuates injusticedreadyexperienced by racialized communities.
The Sikh community has also been impactgdimilar offensive acts of cultural
appropriation. For example, in 2018, Gucciméete§ i kh t ur bans fAas part of
w e e ®’Indhis example, Gucci used white, mostly European models to market a sacred symbol
of the Sikh faith*® As in the preious example of modkhg hijabs, power dynamics and profit
are clearly at play here. Moreover, Gucci would have surely engaged in research in its design,
and backlash from similar campaigns would suggest the company would have been aware of the
potentially offensive nature of hi d e c i s i o n .lingGfuhe Sikh dushapmomptez &
significant outcry from the global Sikh community British Sikh broadcaster succinctly
explains the off ens eWhlenGudtiisendsfwhite maolelsidomg ths t at e me
catwalk wearingurbans, a Sikh environmentalist has his turban ripped off outside parliament in
a hat e &heit saccel attide is being marketed and tokenized as fas¥ida their
bodies are beingttacked Thus, the modghg of Sikh turbans by white models is an egregious
example of cultural appropriatipespecially in light of the systematic violence against South
Asian bodies.
Globalization has rapidly spread Western culture and nasnsell as longstanding
Orientalist deologiesto Muslim societies. As these societies have become familiarized with
these ideas and values, they have become popularized, and to an extent, blended with Islamic

cultures. Edward Said argues that Western values play a dominant role in treékéslim

147 fiGucci Accused of Cul t uA ImieérafFebfuprp23,2@lB,ipaat 3, ng Si kh Tur
https://www.aljazeera.com/features/2018/2/23/gaamiuseebf-culturally-appropriatingsikh-turban.

148 A Gucci Accuserdopofi aQuilntgu rSalklhy TAuprpban. 0O

149 A Gucci Accused of Culturally Appropriating Sikh Tur
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worlds°° Relatedly, therdas beemn offshoot of this debate regarding the potential for cultural
appropriation to becomsnormalized, that even the culture being appropriated begins to
reimagine itself through that appropriated frame. Is it possible, then, that Western views of
Islamic cultures and identities can influence Muslim views of their own culture and the self?

Sod ol ogical studies have indeed found that
separate from one another. Instead,®they requ
Following this line of argument, a culture inundated with Orientalist percepéind imagery
could unconsciously integrate those perceptions into its own cultural understanding of self or
seltorientalizeor seltappropriate Moreover philosophyprofessorJusto Serrano Zamora
argues that @AdAmembers of [marginalized] groups
categories for developing a collective®™voice
Always living in the shadow of a domin@ntn this case, Westednculture, subordinated groups
often struggle to carve out their own place in social institutions. Scholar Richard Rogers
expresses the idea of appropriation by way of cultural dominancejerplan g t hat fAcul t
dominance implies a relative lack of choice about whether or not to appropriate on the part of the
6receivingdé culture because of the 6sendingo
mi | i t ar’fAlthoogh ®oger® u g g e s t simpoditiandf the domisantitulture onto

the subordinated cultures [does not constitut

150 Edward SaidQrientalism(London: Penguin Press, 1977).

151 Hazel Rose Markus and Shinobu Kitayama, ACultures a
Perspectives on Psychological Sciecg010): 421https://doi.org/10.1177/1745691610375557
152 Justo Serrano Zamor a, i Ov er c o-Wpprogiatibheandrthe BEpgsierniéc ¢ a | I nj

Practi ces ofTheJownal OffSpecudatvidhdodophiBl, no. 2 (2017): 301,

https://muse.jhu.edu/article/652531.

153 Ri chard A. Rogers, AFrom Cul tur al Exchange to Trans
Cul tural A Eemmarpcationalheioryor(20@6): 479480, doi:10.1111/1.4682885.2006.00277.x.
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c ul t ¥*the resulting need for members of subordinated cultures to conform to the dominant
c u | t nomme and ideologies facilitates saffpropriative practices.
As a clarifying exampl e @appropriitionsthessymbalsy 6 s i n
of the harem and belly dancing have found their waythmtonays in whictArabs choose to
represenbne aspect of theown culturein popularculture andhemedia This is seemian
advertiementfor Maghrabi optics (a Saudi Arabian optics companydh@&MBC channel, the
most watched TV channel in the Arab world in May 20H6re,a group of women are dancing
to AOrientab tunes(recognizableas Middle Easterhy theinstrumentation, musical scales, and
rhythms usedat the beginning of the advertisement as the narrator explains what constitutes the
Arab collectiveidentity 1°° This example reveals the importance of context and power dynamics.
The women in the agrtisementan celebrate aspects of their culture as an act of appreciation
and cultural sefexpression, but the problem lies with theexdisingcompany tself, which is
playing into Western notions of identity to create an appealing image that sells. Here, there exists
a power imbalance between the Western cultural norms the company is appealing to, motivation
for profit, and an implicit awareness of thelttire the adertisements selfappropriating. |
acknowledge thato significant outcry occuedover this aslertisementand this is a
complicated example to untangléhe MBC channel, as the most watched TV channel in the
Arab world, is legitimizing iritself, making it less likely that viewers would question cultural
representations. Moreover, the company enli st
in the adertising campaignarguably overshadowing the problematic theofdbe

advertisemet'™Th e message of fAArab identityo would r ¢

154, Richard A. Rogers, AFrom Cultural Exchange to Trans
155 Magrabi , AThe Arabian Eye [Advertisement], o0 https:/
156, Laura Andrea Kell, fAMagrabirThahessBo€CambaMgdi a by PS

2019, https://itp.live/content/703@agrabi.
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average viewer might not pick up on the representational issues or be educated on the history that
informs these types of representations. Wihhitxe was noutcry, the history of Orientalism
suggests thatriticism of the advertisememtas certainly waanted, and it is not enough to
disqualify this example from being se@lppropriative. The existence of the power imbalance,
profit, and awareness on the part of the company is enough to classifyriisathents self
appropriating.

Self-appropriationlike cultural appropriation more broadly, is a complicated concept to
di ssect, as it is arguable that an Ainsidero
their culture in any wathey chooseand t hat woul d be Aa@algimenti c. o
terms of Islamic cultures, the concept of geffentalism as a mode of selppropriation has
gained traction. Arab American National MusertesearcheMatthew Stiffler defines self
Orientalism as compri si ng trdiegicafiyweplpyed t hat Ar ab
Orientalist imagery and rhetoric as a ¥eprese
He argues that HAAr ab AGrentalismtosecurehtteivpacerindbSo r t e d
mul ticultural ar e'fefcause, énashtull also tonsidér thatself e r s . 0
Orientalism is about lasds and spaceshd artisis mdyf percewa ita;m 0 C U
their only choice to feel at home. Further problematizingeli@sns of expression, Rogers
points out that Athe i mposition of [dominant]]
access to resour c®withm theconteatdfahés stodf, these avgumentsd
would suggest that some artists (disedlss chaptes 4 and 5) might be influenced by self

appropriation, perhaps propelled by peer pressure, as a way to gain acceptance in the art world.

157. Matthew Jaber Stiffler, AConsuming Or i eviaghrgl&i s m: Pub
Mabhjar 2, no. 2 (2014): 111.

158 Matthew JabengSOirffhen] i 86Go0Hs dmil.

159 Ri chard A. Rogers, AFrom Cul tur al Exchange to Trans
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Lenard and Balint argue that @Athe dangers
i n t h'® Anather sshodl of thought purports that cultural appropriation may yield desirable
artistic value. For example, Young acknowl edg
appropriation may produce w9 Fukttsermoré, appliteons i der ab
of cultural appropriation and cultural appreciation can be difficult to untangle. All art is
influenced by something, so drawing the line between appropriation and influence is plausibly
challenging. Filmgenderstudies andfeministresearclscholar Janice Hladki notes that many
artists, critics, and art scholars also contend that attempts to avoid cultural appropriation may
hamper critical artistic freedofi? Still, others take issue with the concept of using cultural
appropriationimr t f or financial gai n. Lenard and Bal.i
much more morally problematic. It is not just that something of relative value is being used, but
that it is used to make new v¥&Otheesintthe attworgloes d
have built on that idea, arguing that monetary gain is, in fact, the primary purpose of cultural
appropriation. ArtisloaneCardinatSch ubert asserts that fAmoney [ é]
about. Whether the issue is land dra iconography or ceremonigitaditions]the focus of the
deprivation is money. Something % Agailhpoweai ned
dynamics and context are important. An artist functioning within Islamic contexts making an oil
painting with figural representations does not constitute cultural appropriation because the artist

is the subordinated entity in this power dynaraied the context is one of adopting prevalent

160 Patti Tamara Lenard and Peter Balint, AWhat is (the
16lJames Young, AArt, au tFlordiersof Rhilosoghy in @hitha (2006) 4564p6,doiat i on, O
101007/s1146©06-00192.

162 Janice HI adki, AProbl emat i zAltemngte Rohtef1 (1994: 9¥119pf Cul t ur a
http://www.alernateroutes.ca/index.php/ar/article/view/20307.
163Patti Tamara Lenard and Peter Balint, AWhat is (the v

164. Joane Cardingsch u b er t , fiHuse MaghzineF&I€.2B9, 80, quoted in Deborah RaBgnnibal
Culture 122.
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artistic styles of therimarily Westerrart world. This debatenderscores the complexities of the
ethic® legality is a separate issue@ndthe appropriateness of cultural appropriation in art
these themes wilippeaiin the next two chapters when we engage with our case stadies
further explore some of these complex questions.

The controversy around these paintings and the subjects raised are ones that should be
raised and applied to white artists engaging in creating art from cultures that they are not a part
of. Unfortunatey, | find that moreoftenthan not, there is little concern for cultural
appropriation against the Islamic communities. Is it becauddisém world hasbecomeso
used to being represented by others that it is now normalized or normal for otheraltg visu
migrepresenit? Does this lead to an environment in which artists have an incentive to culturally
appropriate their own culture by utilizing popular misrepresentations and narratives, adding a
|l evel of authenticity as an Thesbseqaenstchapteesnd ar g
raise more questions about the problematic nature and occurrences of Islamic cultural
appropriation by further exploring these issues of appropriation anrdm@ibpriation within the

case study analyses of representation in Islamsc art

Conclusion

Museums and art institutions are spaces of public learning andatibssal exchange. They

have the potential and responsibility to educate audiences and correct common misconceptions
about diverse cultures throughout our world. As lediing forces in the art world, the way they
represent culture matters. This chapterinasduced some dhe history of the museum space,

its complexities, and how coloniahd imperiahistories of looting and display have influenced

ingrained contemporary manifestations of Islamophobia and Orientalism in museum curation and
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conceptualizations of Islamic arts. Specifically, informed by Orientalist and Islamophobic
frameworks museum spa&s interpret Islamic arthrougha Western lens. This bias has led to

the historical and contemporary miscategorization or displacement of Islamic arts, commonly in
terms of geographical or tirdeased classifications that overlook overlapping historids an

cultures and often fail to acknowledge the influence of cultural exchanges on Islamic arts and the
evolution of this dynamic, diverse field over time.

The work to decolonize and correct cultural misrepresentations starts with museum
spaces, along with cators and the educational institutions that train them, which are primarily
based in Europe and North America. These institutions have begun making efforts to decolonize
spaces and to position Islamic arts in closer accordance with their sociohistagical and
contexts, but there is much room for greater progress. And progress is vital, as the
representations of Islamic arts within these spaces engineer a propensity for artists to culturally
appropriate or selfippropriate to gain accesstotheartldlo as access i s more |
work meets the expectations of museum audiedeemaintainpopularity and relevance,
museums are obliged to display art that conforms with thbamnuseungoerswant to seeand
given the ingraineVe st er n Aot her i ngo ,musaumgaarscononfonlylwant a mi ¢
and expect to see these cultural stereotypes representedis suth, it is plausible thébr
their work to be selected for display, artists must also conform to these staralotyftural
representations, leading them to appropriate oraggdfopriate Islamic culture¥he history of
Orientalism and contemporary Islamophobia plays a significant role in the cultural appropriation
commonly represented through Islamic arts. Thapter engaged with issues of cultural
appropriation and seHlppropriation by exploring how they relate to artistic representation and

how a long historical controversy over the issue still exists today. Museum spaces, curators, and
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artists are all confmted with the issue of cultural appropriation and the complexities of the

ethics and appropriateness of it in the art wakklan example of this issudig chapter

explored the artistic appropriation lofdigenous art by Amanda PL ¢apitalize on cultural

expressions of a marginalized group of people, and chapters 4 and 5 add further examples to this
discussion through examples of appropriation by Colleen Woldt@eh@nd others) as well as
selfappropriation by Abdulnasser Gharemdaothers)This is further complicatedy the

concept of using cultural appropriation in art for financial gasthapters touches onl

concluded the chapter by underscoring the importance of investigating cultural appropriation
specifically in relation to the field of Islamic arts.

We will see how this legacy of Orientalism dsthmophobid and itsimpact oncultural
appropriation and seHppropriatio® plays out in museum choices regarding displays of
contemporary artists and Islamic artworkslapter 4 andghapter 5. Although some museums
and curators have attempted to decolonize and exhibit Islamic arts in ways that celebrate the field
in its own richt, there is still a long way to go, and the authority and legitimizing nature of these
spaces directly impact artists in their methods and themes of expré&dsigters 4 and 5 delve
further into the impacts of museum standards and ribrvigch this chapdr has described in
relation to their coloniaand imperialishistories anaorrespondingrientalist ideologie® on
artists producing art within the field of Islamic arts. With Islamophobia on the ris®fddst
postTrump, and Brexit, perhaps now more thagret is important for all aspects of the art

world and all educational spaces to consider a paradigm shift.
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Chapter 4: Case Studies on Islamic Representation and Orientalist Theméas

Contemporary Art

Introduction

Working within the Saudi art world, | have come face to face with the problematic nature of
contemporary artistic representations of Islamic identities and culkoesstanceGharem

Studio, located in Riyadh, Saudi Araj#nd founded in 2013, definest s el f as being i
to encouraging individual thoughtandselk pr essi on with artists acro
This is objectively a worthy mission that | fully appreciate. Howewemy interactions with

artists receiving mentorship at the studio, the limited actualization of thi®goaine evident

Specifically, in teaching and encouragingamd-coming Muslim artists to be successful, with

global opportunities, the studio, whether koifly or implicitly, instills the notion of utilizing

Western views of Islath as violentsexually regressive, oppressiaad backward as a

catalyst to success. Although | certainly app
mentorship andareer guidance to Saudi artists, this approach encourages what | understand as
selfappropriation to the detriment of cultural representations that allow Islamic cultures to speak

for themselves and define themselves on their own terms. On the othemlyantgractions

with Saudi artists like Sarah Albdali have enabled me to see a sharp contrast between artists
applying Western (and arguably personal gains) mindsegsningly encouraged by Gharem

Studig as opposed to artists endeavouring to free tirefrom Western ideological influences.

This stark contrast of cultural representations by artists functioning similarly within Islamic

contexts brings up questions of influence in terms not ointyltural context, bualsoof the

1. AAbout Gharem Studio, 06 Abdul napamae2r Gharem, accessed
https://abdulnassergharem.com/about#alghatremstudio.
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intersection of cuiiral identity, religion, gender, clgsnd so many other elements of identity
and integrity Working within this art world, it is truly these experiences of conflicting mindsets
and perceived motivations that alerted me to the need for research to examine thi®issue
deeplyand to begin the work of uncovering the role of cultural appropniand sel
appropriation in artistic expressions of Islamic cultu@smparing artistic representations of
Islamic culturesn both this chapter anchapter 5 also provides an opportunity to raise further
guestions regarding the intersectional natundeftity and how those elements play out in art
and its practice

As previous chapters hatghlighted artists functioning in Islamic contexts have
produced a multitude of avbrksthat have encompassed a variety of themes and a diverse set of
styles. Contemporary artists have built upon this legacy and are continuing to break new ground
and present new ways to creatively represent Islamic identities and cultures. The debate on what
constitutes Islamic arts is ongoing, and in their efforts to contribute to this field, artists both
within and outside Islamic contexts are influenced by deeply embeédatedi often Western
centri@d conceptions of what it means to come from Islamic cont&kisse conceptions
influenceart and often lead to depictions of Islamic identities and cultures that are shaped by
differing interpretations and understandings, sometimes through cultural appropriation, self
appropriationand Orientalign. This chapter gxores these issues through a comparative case
study analysis, arguing that such issues impact both Isleoniext artists and nelslamic
context artists alike. | introduced these categories in the introductory chapter of thisiugtudy
will return to them again below.

This chapter begins by describing the relevance of analyzing contemporary

representations of Islamic identities and cultures and the rationale for choosing the categorizing
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of artists under analysis, namely Islaro@ntext artists and nelislamic-context artists. It then
examines issues related to identities and cultures embodied by producers of art by comparing
case studies of nelslamic-context artists (Sandow Birk and Maurits Cornelis Escher) and
Islamic-context artists (Abdulnasser Gkan, Shirin Neshat, Jamelie Hassand Sarah Al

Abdali) in theirapproaches to Islamic artistic representation. The chapter concludes with a
comparative analysis of these artists, looking specifically at the role of cultural appropriation and
selfappropriation in their art. Ultimately, this analysis tests my assumption that cultural
appropriation, a concept introduced in the previous chaghiep{er3), impactgheartistic

expressions of both Islam@ontext artists and nelslamic-context atists. It furthers the latter
argument by signalling to broader issues than just cultural appropriatitably,ones that
pertain to power and privilege. I n di scussing
relationship between that access, powed depictions of culture, the chapter problematizes
artistic consumptiont specificallyraises issues surrounding tigerse possibilities in
interpretations of artistic cultural representations, including those that yield perceptions of
cultures amutonomougsand of cultures in stereotypical terms that rely on other frames of

reference (primarily Western) for understanding.

Cultural Representations in Contemporary Islamic Art

Applying the categories d$lamiccontext artists andon-Islamic-context artistenables
productive comparisons mepresentations of Islamic culturesdnyists with diverse
relationshipawvith Muslim cultures. Analyzing artistwithin these variedontexs provides
insightsinto how interactionspecificallywith Islamic culturesnight cause representations to

diverge or convergéoreover, $ing these categories allows for analysis and comparison of
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how practices of cultural appropriation impact artists functioning wittfierdnt contexts and
how those practices can manifest in their art.

Contemporary Islamic arts remain as broad and varied as they have been historically.
Representations of Islamic cultures and identities are unique and pdrsteralalso shaped by
Wedern-centric views and expectations that envelop the art world. Therefore, | have selected
case studies based on artists who represent a wide spectrum of pradaleelingthose who
cente their Muslim identity and come from these cultural or ethnicational contextsand
those who are situated outside Islamic contediesecases demonstrate the extent to which
different relationships with Islam and its cultures, or social locations and experiences, impact
artistic representations. Comparing diffezes in representations among these categories also
reveals the influence of cultural appropriation and-apffropriation in relation to artistic
attempts to engage in representations of Islamic identities and cultures. Although not all artists
are expligly intending to represent identity or culture in their art, Western practices of
Aot heri ngo ainflllendeNestem spediatots to view contemporary Islamic artists
as representatives of their cultures and their art as extensions of that represémtatiatysis
of the dfferences and similaritidlsetweera r t i st s6 represenwithhi ons of
these categories of Islarabontext artists and nelslamic-context artisthasthe potential to
convey the extent to which Ainsider/ outsidero

Furthermore, analyzing these representations within the context of taliprapriation
andsefappropriation both reveals the influence o
to explore the relationship between artistic responsibility, personal gaishsultural
representations. This is a timely issue as the leghGyientalism continues to promote

stereotypical images of Islamic societies through contemporary Islamophobia, as discussed in
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chapter 2. Thus, the exploration of these issues in this chapter through tangible case studies of
artists and their productisrcaptures the significance of the histories introduced in the previous
chaptes and the omplexitiesof artistic productions in contemporary contexts. In addition to my
experience and observation of saffpropriation in the Saudi art context, during my time living

in Canada, | noticed that my culture was continuously misrepresented by cultural stereotyp

portrayed as subservient to Western values and thought. For instance, as | ddtas®irb,

Coll een Wol stenhol meds depi ct i Oriad (2005 caught! ed, o
my attentionas an example ofstereotypical cultural represetion. Additionally, through my

studi es, |  was i ntAnoed u cceadn(200201Beatisdussed bBlowt k 6 s
whichalarmedme i n its portrayal of the Qurdan as be
terrorism. | frequently encountered represeotes of Muslim and Middle Eastern cultures

within national museums, art galleries, publicatidghemedig and public spaces that portrayed

Muslim women as submissive to men, as forced into arranged mayoags confined by the

hijab. These representations have widespread anddstigg sociopolitical implications; as

such, analyzing the ways in which contemporary artists are using the creative sphere to represent
Islamic cultures and identities is a hiiginelevant and important undertakiagd a necessary

decolonial exercise.

NonislamicContext Artists
Political scienceprofessorE | i zabet h Shakman Hurd argues that
dependent on its appr?2dParticilaaypos®/ml, tfeven well beore,a mi ¢

Western, nofMuslim artists have continued the Western artistic fascination with Islamic

2. Eli zabeth Shakman Hurd, AAppropriating I slam: The 1Is
Critical Middle Eastern Studiet2, no. 1 (2003): 26, doi: 10.1080/1066992032000064174.
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cultures displayed by Orientalist artists, and this fascination has evolved in modern political and
cultural contexts and manifested in varying forms of Islamic cultural representafidias:

examples include artists, such as the anonymous Princes$ ifhiColleen Wolstenholme,

who use the veil as a symbol in their, &&ndow Birk, who usesveryday, mundane,
representational imagesyn d t h e Qand Richard HerrysDedcdiand Maurits Cornelis
(M.C.) Escher (d. 1972), who incorporate geonegbatterns in the style of historical Islamic

arts. Nonlslamic-context artists often produce within the grey area between appropriation and
appreciation, and the following case studies of Sandow Birk and M.C. Escher explore some

different types of Islanai cultural representatiomepicted bysuch artists.

Sandow Birk (USA)

Sandow Birk is a Californiased artist and winner of many international awards and grants
such as the Guggenheim Fellowship (1995), City of Los Angeles (COLA) Individual Artist
Fellowship (2001)and the Smithsonian Artist Research Fellowship (206#3. practice

involves mixed media, painting, and installation art. Birk has an extensiyeob@grk and is

3. Fascination with Athe Orientod is not just |Iimited to
fascination with Japan, China, and other Eastermi@di manifesting in Chinoiserie, Japonisme, Turquerie, and the

use of African sculpture in the formation of modern art. These fascinations manifested in a variety of ways,

including appropriation of fashion and pottery. For more information, see EugemiskZJenkinsA Taste for

China: English Subjectivity and the Prehistory of Oriental{3mronto: Oxford University Press, 2013); John

Walter De GruchyQrienting Arthur WaleyHonolulu, HI: University of Hawaii Press, 2008y;e bahat Aci voj | u
Turquerie and the Politics of Representation, I8 6 (Burlington, VT: Ashgate Publishing Company, 2011);

James O. Yound;ultural Appropriation and the Artd_ondon: John Wiley & Sons, Ltd., 2010).

4. Princess Hijalis an anonymousrgtet artist in France who uses graffiti to add black veils to figures (often in
advertisements) around Paris. Though her identity is unknown, hedewtification as Muslim positions her at

least somewhat in a Western, Algfamic context. See herinterne w i n Angel i queiP@rtess safi s,
Hijab, Pari soés EheGuardiaaNo@&misef 10,i2010, Ar ti st , o
https://www.theguardian.com/artanddesign/2010/nov/11/priFlciges-paris-graffiti-
artist#:~:text=She%20won't%20say%?20if,slight%2@lshoe ss%20t0%20her%20shoulders.

5. Ri char d H[Reoagon Tabl€2804)aised Islamic arts aesthetics of mosaic tiles. See Sara Choudhrey

and Ania Bobrowicz, AShifting Boundari es: How to Make
A r tThednternational Journal of Arts Theory and Histdry, no. 1 (2016):1113,

https://core.ac.uk/downlogudf/30705139.pdf.

6. Sandow Birk, A Resume 3,269, dttp:MwvwB.sandowbibk.candresenme/s e d Jul y
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widely exhibited and collected in America and Europe in prominent institutions likeehehd
Fine Arts Museums of San Francisco, the Warhol Museumch many others. He often
collaborates with his wife, visual artist Elyse Pignolet, aproalucers on projects such as the
woodblock printAmerican Processio(2018)’

Birk createdanoriginalhandmade | | ustrati on of eachpagegage of
has been sold separately as prints. In addition, digital images of all the pages have been bound
together in a book he calsme r i ¢ a navajable énaAmazon and in bookstores. This
practice goes against the integrity of the sacred text on meukyels. Aside from disregarding
the holy nature of calligraphy, as discussechiapter 1, idisregardd he hi st ory of Qu
manuscript culturgn which the sacred texbf theQ u r 6 ereintemded to be viewednd read
as a whole. Separation, display, and sale of the text by thé pageetimes a singkurah
(chapter)s divided® removes the meaning and context of the messages. Historically and
contemporarily, when the text becomed unreada
through burial, burning, and other forms of destruéiotno pr event fAdi storting
messg e8It & particularly because of this examplé is an explicit reference to the most
sacred Islamic religious text, and as such, intentionally positions itself as a representation of
Islamic identityy that | include Birk in my discussion to contrasthsr as a notslamic
context artist discussed below.

Bi r Am@erscan Quéan (2009 2016 is easily accessible to a wide audience through a

YouTube video recording of a talk that he gave at the Asian Art Museum in San Francisco in

7. Sandow Birk, AAmeri can Procession, 0 accessed Decembe
procession.

8 Jonas Sv e nRegeong,,and Remving:tMusting Views on the Use, Power, and Disposal of Divine

Wor ds, 0 i n Kr i Bhe Death of Sagredvlexts:dRjtual®idposal and Renovation of Texts in World
Religions(London: Ashgate, 2010), 39.
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2016 where haliscussd the work in close detaflAs an artist, | was initially attracted to how
aestheticallypold the pages appear as highly detailed textual images. The colours-are eye

catching in their comitike appearance, and the work draws the viewegunking curiosityas

to therelationship between the intriguing images and the calligriigbygraffiti. Images of

large airplanes, people gathered with their heads bowed around a police car, doctors fervently
operating on a patiersind many otherslicit provocative question$Vhat do the depictions of

American life have in common with the primary Islartegt? Why are the scenes so deliberately
portrayed? Do the messages in the Qurdéanic ve
juxtaposed with? What important message is the artist trying to convey? What affective

responses is he trying pwovoke?

In this work, Birk reproduces theentre@m using new il lustrati ol
America that aesthetically follow AAmericanado
American artists like Norman Rockw®l(d. 1978), Grant Wodd (d. 1942), and Anna Mary
Robertsof? ( d . 1961) in aesthetics. Birkobés il lustra
A Ame r & mprimariy working clasd culture is comprised of (scenes of people camping, men
working at a slaugterhouse, a skate park, to name just a few). Every single page of the book has
a new scene to explore, and these scenes are placed inside illuminated borders that mimic the

patterns of actual historical @arn manuscr i pt s, seeaFiguredis chaptee Bl ue

9. Asian Art rMunsge uAhme riiEcxapnl oQuér an with Artist Sandow Bi |
2016, https://www.youtube.com/watch?v=0jb2gTmA2v8&t=2s.

10. Norman Rockwellvasa 20th century American painter and illustrator who used vibrant colours to portray
images retctive of American identity and culture. For more information, see Laura ClaNdgman Rockwell: A
Life (New York: Random House, 2001).

11. Grant Woodvasa 20th century American painter who focused on American Gothic themes of the American
Midwest. For more information, see John Dugglefyist in Overalls: The Life of Grant Wod&an Francisco:
Chronicle Books, 1996).

12. AnnaMary Robertson (Grandma Magavasa 20th century American folk artist who painted rural American
landscapes and depictions of rural American life. For more information, see Karal Ann Madsigns on the

Heart: The Homemade Art of Grandma Moéasston: Harvard College, 2006).
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1), with a surviving page showing borders of gold, geometrical ornamentation, although not all
Qur 6ans had %Asmentiohed omanis websites he illuminates his pages while
Af oll owing traditional guidelines as to the ¢
of margins and the illuminations of page headings and medallions marking verses and
p a s s d*¢enwsverdBirk uses contemporary materials like watercolours and pencils, not
Atraditional 06 techniques for making miniature
miniatures were made by grinding materials from the local environment to make uni
pigments that would not fad@Birk then rewrites every word from Arabic into an English
translation. When discussing the calligraphy
stat es t ha t-letthred caligrapbyeaus[ifighaa Andericanradition of writingi that of
the street letters of urban graffiti tfafind] aroundmy]Los Angel es n®Birlgkhbo [ u]
notes that the elaborate artwork took over nine years to fihlashanother contradiction to
foll owing Atraditional cgruonhdbe attemptedin asta®@afr 6 ani ¢
ablution, and it is unlikely Birk performed this sacred ritamhe does not mention it.

Birk is unaware of, operhapgd i sregards, Qur daniAmerzanl t ure a
Quréanr e v e al s ldchoéknawvtedge of coldrsal historyhen deciding to illustrate the
464 highly detail ed a nwhilegoinyadgainst@rthcipiesaj anisonisnf t h e
and the integrity of the text. Birkbés substit

devotional aspect of thisork entirely, and this is a significant omission. Althowhlapter 1

13The Blue Qurbéan is decorated with striking blue and g
designed during the 10th century Fatimid period, but some scholars, such as Alain George, argue it is from the
earlier Abbasid period. See AlainGeerg fiCal | i graphy, Col ourdoamadali gt Qium Ota

Studiesl1, no. 1 (2009): 7825, doi: 10.3366/E146535910900059X.

14, Sandow Birk&anfidamedowaBi Quro 2014, paraqurad, https: /[ ¢
15 KanwalKhd i d, @A Materials Used for the ManCenvalAsiat s of Cent
Journalno. 76 (2015): 112, http://journals.uop.edu.pk/papers/04%20Dr.%20Kanwal%20Khalid.pdf.

166 Sandow BirkanidAmgaiaan3.Qur

17. Sandow BanQuWr n A& mer i c
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outlined the historical use of calligraphy in Islamic societies for cultural exchange and political
expressiongalligraphyint h e  Qis uséddateliver sacred messag inArabicas God 6 s
choserlanguageof revelation® Although one could argue that Birk has a right to his own
narrative and contextuali zati on kmowledgeifngisQur 6 an
key hereBirk has the right to his own interpretation, of course dinutehe decided to put his

work in the public domain, the viewenavealso ha a right to critique his methods and

interpretationsT he Qur é6an is infused wi tdnceolnbdwdedgences t
in fact, the first word Allah revealed to the Prophet Muhammad was the commignal @ead

or recite!)!® The quest for knowledge and the desire to learn in pursuit of deeper understanding
are central i ve inforinesl m&y asgectsnof Muslioh sobiefiess well as non

Muslim societied historically and at present.

Does Birk, as a Western, white,abhu s | i m arti st, have the four
knowledgeto produce a modern interpretation of the {gxtough hisdrawingg for a Western
audience that wupholds its integrackthyrfeofégfl t hough
Islamic religion and cultures is problematand at times impossibl@nd not something this
study seeks to do, artistic intent matters 1in
purpose of the project wés convey the universalit o f t h e QatrawBcaking] thg
entire Qurodoan accordi nJFran8i hkésopiec spbekamve,t
are Alslamic traditions?0 From where does he

that his education and research on the Qurdan

18. Sheila S. Blairlslamic Calligraphy(Edinburgh: Edinburgh University Press, 2006).

Arabic also serves the function of carrying out the Qul
19Tahr aoui Ramdane and Mer adach i the Bedchingidfthe Wadyr ds a New App
Qu r @laternational Journal of Humanities and Social Scieficeo. 10 (2017): 13,
http://irep.iilum.edu.my/60366/1/Towards%20a%20New%20Approach%20in%20the%20Teaching%200f%20the%2
OHoly%20Qur%E2%80%99an.pdf.

20.SandowB r k, A Ameri can Qurdan, o0 para. 1.
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through the | 4dliaamgi dMowmrclcd, @ nidnanlos ques i n fAAfr
thelnstitut du Monde Arab in Paris during a thmeenth residency and at the Chester Beatty

Library in Dublin, Irelanct! From the information the artist provides, his education seems
focusedormart rat her than on Qurdanic studies. Mo r €
an aut henti c v e&¥Bathavran bd makethes cla@wwhénsha didinot study the

hi story of the Qur 6an fromaMusiimpespectiveMareowet,theer ¢ om
artit does not explain which particular traditic
from. Neglecting to specify what i s mbeant by
seems to reduce Islatm his personal definition.

The common view in Western |Islamic schol ar
of Christianity, specifically the Ol d Test ame
attempts to make WhseernQudiendedy framieglit avithim Weéseernt o a
culturej ust as Western scholars often frame the Q
preconception$ 1 n addi tion to curiosity spspentfr@amd by hi
2001 to 2004 stydng the complexities of Christianity by dynamically translating Dante
Al i g hDivine Goedy wi t h Marcus Sanders) i%handthan cont e
study led him to questiowhetherChristianity and Islam are really that different. This thought
process and motivation suggest that Birk is a
conflating religious traditions as a goal of universalism, artbing sq erasesome key

theologichdifferences. lIpr esent i ng an artistic commentary

21, Sandow Birk, AAmerican Qurdan, 0 para. 4.

22, AfSandow Birk: American Qurdéan, 0 Catharine Clark Gal|
https://cclarkgallery.com/uploads/works/2015_June_Birk_American_Quran_Statement_Reformat.pdf. )
231 smail Al bayrak, AQurdédanic Narrative and |IsrUo60¢liyyU0Ut

diss., The University of Leeds, 2000, 1, http://etheses.whiterose.ac.uk/507/1/uk_bl_ethos 365456.pdf.
24, fASandow Bi r k: CathanieerCiadk &alleryQur 6 an, 0
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accessible to th@/est, he fails to recognize the significance or privilege with which teimng
it, particularly in light of the history ddrientalism and Islamophobias discussed ichapter
22l n these ways, Bir ko paralespuitusally appropmiagtiveon of t he
tendenciee onsi stent with Orientalist perceptions o
the West; they argome exotic curiosity that needs to be translated and undetstoadh a
Western body and minéslamneeds to be made legible to the Western reader.

Birk has also described the motivation for this project as stemming from the desire to
create dext that challenges common prejudiabsut Muslims and Islamic culturé&He hoped
to show that American culture is compatible with Islamic religion and cultGtéswever,
several images in the woegkokeassociations with prejudices thattuld cause offenstor some
Muslims. For exampl e, Bi r k<umh3:i8arBalyjbewhichedlscusses t he t e X
foll owing Goddés | aws as procl ai med by Abraham
pig carcasses appear to be strung®ujs the text @scribes how followers of Abraham have
ignored Godods | aws (including foadhonpgrohibitio
themselves over particulars, Birk appears to be relating the text to Western treatment and
consumption of animals. Howevegntemprary context matters here, and hate crimes and
prejudice against Muslims are rampantis Thus,
more likely to affirm prejudices than challenge them.

I n defense of Birkoés profassormng public iatellecuad s, cr e a

Reza Aslan, who is a controversial voice in the field of religious studies scholarship and a public

25. Edward SaidQrientalism(London: Penguin Press, 1977).

26 Sandow Birk, AArti st 6Jsurn8l bfahe ArmeecantAcadetngnef Realigth mo.3Qur 6 an, 0
(2012): 581586, https://doi.org/10.1093/jaarel/Ifs057

27. ordan Schnitzer, ASandow Birk American Qurdan, 0 ASSO0(
accessed December 7, 2020, https://www.aasigrg/wp/wpcontent/uploads/2017/03/birospectus/7.pdf.

28. M. A. S. Abdel HaleemT h e  Q (NewdYank: Oxford University Press, 2005).
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voice as a native Muslim, asse,atnadtthmimplyh®i rnlsd
inserting himself asraartist in a thousangearold artistic tradition and, like all artists do,

adding to that tradition in his o3Howaveri que wa
Birk makes larger claims of cultural exchariyei ma ki ng senseo odn | sl am f
audience. Birk has noted that, though he was initially worried about a backlash from the Muslim
community over his piece, the project has been generallyeggived by Muslim Americans.

Art critics have noted that ABirkoés show prod

groups or SHowaverymadywMasdlimbaviobjected to cultural and religious

representations in this pr oj echtfieetmnsiationof ng wi t
the Qurodan written by an English c*Teisgyman na
translation is regarded as an Orientalist interpretati@htranslatiom f t he Qur éan i n t

both time period and ideolody Birk even acknowedges the problematic nature of the

transl ation he selected, expressing, AEveryon
good and it was done by the British colonizers when theywereinEggpt 1t 6 s bi ased,
has | itt | e3*Tderd arekmgny topyrigtitgesranslations Birk could have used that

follow more representative translation practicHsus, through this choice of translation, colonial

perspectives underpin FBthet K s saotr i fc mseriptQdidnt & ameé g

299 Tasbeeh HeAwmwmeescafATRerdbhh, o Good Magazine, August 1°
https://www.good.is/features/sanddoirk-americanquran.

30. Kat har i Ame 1ISic & avidMbKpsiaiBacaed Text Familia 6 The Atl anti c, Novemberi
https://www.theatlantic.com/entertainment/archive/2015/11/amerjosarsandowbirk/413956/.

3L. Tasbeeh HeAmwmeebcalAT®erdbhh, o para. 11.

32 Nozl ee Samadzadeh, #AThi sw IBli[Ffhéfoomrg Newdccédssed Decetnhen L i f e :
30, 2020, para. 7, https://themorningnews.org/galleryiluisinated-americarlife.

33. Muhammad SultUn ShUh, #AA Criti cal PaSistan doyrnabofislafizd we |l | 6
Research 2 (2013): 53 66, http://iri.aiou.edu.pk/indexing/wpontent/uploads/2016/06/edgSultanShah19-04-

130K. pdf; Ziad EIl marsafy, AManifesto for a New Transl at
End(s) of BditainandtheaMuslirm Witd d Historical Perspective@University of Exeter, 2009),i45.
34. iSandow Birk: American Qurdédan, 0 Catharine Clark Gal
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not include figural images as this goes against the principle of aniconism, as desaritzgaten

1¥As such, Birkos fAmanrriada rgefethietfmdtiontaadhd ons i n
significance many Muslims place on this principle. Muslim religious lelfidrammad Qureshi

of the Islamic Center of Southern California
Koran is accessi bldbednlceessibke for 1310 v edMofeovérand é] it

Usman Madha, the director of public relations at the King Fahad Mosque in Culver

Cityyexpressed that Athere is no such thing as a
Kor d@ehédll enging Birko6és notion that the Qurdan
cul tural contexts. I n the same way there is n

as a religious text is not intended for a specific civilization or culttggurpose is to spread the
word of God to all PAumea n <.a mas@njoyeadlladnie acalgnm Bi r k 6
both inside (Aslan provides one example) and outside Muslim communities, it has also been met
with somecritique and controversy.

Particuar 'y controversi al are Birkoés Iliteral [
applied to Western lifdn one specific section, a chapter page entiBatbkeshows an
illustration of the 9/11 events with smoke from fhein Towers filling thebackground sky amid
people panicking in the foreground. The illustration is used to visualize a passage from the
Qurdanic verse (44:10) that reflects the fAday
overwhelm the peopl&®® Through the illustratin, Birk highlights connections between the

terrorist attacks and religious text that are extracted out of their original context of meanings. In

35, Christiane Gruber, Al ntroduction: | §Hedslnicc Book Arts
Manuscript Traditiom: Ten Centuries of Book Arts in University CollectioBhristiane Gruber, edBloomington,
| N: I ndi ana University Press, 2010); Oleg Musamar , AFr ol

International55, no. 2 (2003): 463.

36. Katharine 8 h watme rfii canoQpmudan 9.

37. Kat hari AmeSichamdQp@é@dan 9.

38. The Quian (44:10),English Translation, http://corpus.quran.com/translation.jsp?chapter=44&verse=10.
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fact, the Old Testament makes very similar apocalyptic declarasiodis as in Joel 2:332,
whi c h And bwillsl®w wofiders in the heavens and on the earth, blood and fire and
columns of smoke. The sun shall be turned to darkness, and the moon to blood, before the great
and awesome day of therpc o m &% ackdof comparison anahisinterpretation of the text
can be seen to position the @ur as an underpinning doctrine of terrorism and extremism and
broadcast it as an American understanding of
paintings Westernize and often migrgretverses or chaptersbfh e Qur 6 an and many
aspects of the religion and cultures, particularly in their focus on violence.
AmericanQuréanwas conceived and completed during a time when Islamic scrutiny and
Islamophobia were and continue to be rife. As advanced by LilalAghod, Muslims adorn
news bulletins in aegativelight due to terrorisactivities across the globe, insurgency inesal/
regions in Africa and Asiandthe war in Irad® Such events have drawn fi@aching interest in
Islamic teachings, especially related to assumptions that ti@arQastvocates terrorism,
violence and maltreatment of women. Using images of the 9/11 attacks, war zones in the Middle
East, prisons, and other violent imagery, Ridpitalizes on this interest through his art, and it is
now sold as a book on Amaz@urrentlypriced at 21.98 USD) andother popular websites,
blurring the line between art anthssproducedccommodity. Birk is not Muslim, yatne can
argue that hés appropriating Islam in a pe9111 world to make sense of the attadkswever,
through the associations he makes\Wgtbr 6 ani ¢ verses, he deliberat

along the way. Although he may have intended his depiction of the 9/11 attacks as a backdrop to

399 AThe Apocalypse, 0 Open Bpall32, accessed December 30,
40. LilaAbu-Lughod, fADo Musli m Women Really Need Saving? Anth
Rel ati vi sm aAmaticah AnthropOlogiei®4, 50,3 (2002): 788790,

https://doi.org/10.1525/aa.2002.104.3.783.

41. Amazon, accessed ApfiP, 2021,

https://www.amazon.com/s?k=sandow+birk+american+qur%27an&ref=nb_sb_noss.
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Qur danic verses to be a challenge to b6sl amoph
whichheimplis i n his statement that he fihad met man
and was appalled at hear i ng*dsthosprasemagionstalsy at i v e
associations between Islam and terrorism that could further perpetuate thaystefdoreover,

the very mindset that Muslims need to be humanized or made relatable reveals an implicit

| sl amophobic percepti on thidsddfdrendd needs tommessommehosv A d i f
neutralized by promoting the notion of a common humaaityl perhapthe difference needs to

be meditated or translated for nbtuslims by noAMuslims. Winegar describes this problem by

explaining:
When art is used to show Middle Easterners
Islam, a very particularar@lo | i ti ci zed fAbridge of wundersta
obfuscates, and perhaps refuses, other understandings which might be less comfortable to
Americads secdl ar cultural el ites.
Essentially, in attempting to @ hAunmearniiczaeno Qusrl 6aa

one coul d i nt asinmplyirgthat tBererisks@ething anhekently different or
perceptibly Ainhumano about edstobesexploredsbtpdt on and
Western societies can understand that theyirafact, human after all. This process of

Aot heringd conveys an i ngr ahapter 2 is & mddatenatignh o b i a
of Orientalism. For example, it bears askiiidirk had decorated the Bible in a similar way

with graffiti and images of land dispossession, slaughterhouses, people surrounding police cars,
residential schools, clergy crimes against childagd, so foth, would that make it an

i A me roBible? More pointedly, if hdaddecorated the Bible with Arabic calligraphy,

42, Liz Goltineughitl flaify e drtillery MagaazinedNovember 3,215, para. 2,
https://www.artillerymag.com/redlistory-in-reaktime/.

43 JessicAVi negar, fAThe Humani ty Game: Anthropologichl Qlagem3l, and t he W
no.3 (2008): 653, https://doi.org/10.1353/anq.0.0024.
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Qur 6 ani anddmeges rglatisg to Islamic cultures, would that make it a Middle Eastern or
Arab or Saudi Bible? Would the narratised reception politicehange further if this work were
made by aacializedartist?

Despite these issues of cultural and religious representation, many universities, art
museums, and galleries have invited Birkl&diver publictalks.** It is noteworthy that Reza
Asl an, introduced abo\Aaner r wrcatnporQaymgiremorie f ace of
positively and showing his support of the piétalthough Aslan provides some thoughtful
analysis in his preface, here his participation B i r k 6tenuqusHds jpagticipation s
exemplifies the complexity of this issuand not even Muslims agree on interpretations of the
work; rather, in addition to the legacy of Orientalism, culture and location play an important role
in how audiaces view and perceive @nd that applies to both Muslims and fMduaslims.

Another artwork by Birk calle@heNinetyNine Names of Go008§ is a collaboration
with his wife, Elyse Pignolet. His website describes the work as

a series of five drawings, done in coll abo
involved in the September #httacks the three airports from which the failights

departed and the two airports which were the intended destinations of the flights. The
departure gates of the airports are | abell
the Hadith*®

The artwork makes a direct correlation between the &thtks, the airplanes and airports used,
and the 99 names of Allah, which are an extremely prominent collection of names with
expanding spiritual and intimate significancestameMuslims. The 99 names éflahor Go d 6 s

most beautiful name#&\éma ul alllhalhusna ar e f ound i n thePrepheQur 6an a

44. Some of these institutions and universities include the Asian Art Museum (San Francisco, Marci)26, 201

Stanford University (January 23, 2012drdan Schnitzer Museum of Art (Oregon, January 19, 207 Berkeley

(California, October 22, 2018Yniversity of Michigan (March 28, 2016).

45 Reza Asl an, APr efAanee, & ainNe®@¥Markddveright, R015).k ,

46, Sandow Birk and EHMy snee Miagnes! etf, GhHRII®paMidiceetsysed Jul y
http://www.sandowbirk.com/drawings/thenety-nine-namesof-god/.
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Mu h a mma d 6 &novenaythdwmditts and learning them is a sacred, central aspect of the
Muslim faith and ritual practic.God6s 99 names serve as a sacr e
use thetasbih(prayer beads) to recite them, meditating upon their me&hikg such, the 99
names of Allah hold deep, sacreahd religioussignificance in Muslim religious and cultural
expressions.
Here, Birk disregards the sacred spirituality and religious importance of the 99 names of
Allah by appropriatingheir religious and cultural significance. Birk disrespects the authority of
the tetsin terms of how the names are intended to be prijyaghderscoring it like any other
text, mistakenly illustrating names in Arabic, where originally all forms of the Arabic letters are
to be written connected to each othige cursive handwritingThis happens because most
standard Western computer software does not support Asiarating the letters from each
other instead of connecting them. This is how Birk wrote the names, representative of a lack of
culturally specific knowledger critical research into the language, the tradition, and its spiritual
significance. Instead of revering Islamic texts and holding them in great respect, as an outsider to
the culture and religion, Birk casually uses his artistic skills underpinnedesyevdcentric
perspectives to appropriate the names through illustration in his artwork. The latent connections
between holy Arabic words and a horrifying act of violence makes positive subjective
interpretations unlikely for the casual viewArt and Cudture Texasnagazined e scr i bes Bi r k
The NinetyNine Names of Goas an artistic remindért hat Go d Iwaheachofthesee t oo

airports, a t “wherethe violdncetofDd 1 wpscardesl out. Thisewsuggests

47. William Chittick, The SeHDisclosure of God: Principles of Ion& Ar abi 6 s (Albars,My:IStatg y
University of New York Press, 2015).

48. Annemarie SchimmeMystical Dimensions of IslafChapel Hill, NC: University of North Carolina Press,
2011).

49. envRi ew: The 9 9ArtNandh@uiured éxas®laghzitdovember 12, 2012, para. 4,
http://artsandculturetx.com/reviethe-99-namesof-god/.
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that the terrorist acts contradict the principles of Islamic faith, which is a positive observation.
However, does this intention match the interpretations of the average Western spectator?
Connecting the sacred principle of the 99 names of Allah with the 9/11 attacks appropriates
values of the Islamic faith and removes them from their context to explain violence. Given the
current ground realities anslamophobic ideologies so ingrainedWestern consciousness,
drawing a connection between sacred messaging and terror more likely further solidifies that
connection for a Western audience rather than leading them to question it.

Birkbés direct claim t o o ditioesithsodgh makihgtatt r e s an
reveals the ways in which Orientalist perceptions of Muslim culture persist to this day. His
appropriation of these cultures and linguistic traditions paralel®rientalist paintings
discussed ihapter 2, such akeanL ® o n G ®The' Smakeéd Gharm¢t879), which is filled
with recognizable Islamic ornamentation and tiling as well as Arabic skioptever, there is
some difference in these examples in thatpresumable intenf the Western poers that
commissioneds ® r 1 merlowas exoticizationgduring a context of literal imperialisrmhereas
B i r delbidentifiedinten® regardless of unhelpful outcomhas to increase cultural
understandingHis supportersouldi nt er pr et Bi r k aoOrieptalismd ci pat i n
which promotes fiposWdstveeron sd welrtewrte/sp,e ss wdh nadm
the warmhearted prostitute, the docile Lotus Blossom, the humorous sidekick, and the model
minority®®'d buti n hi s attempt to stereotype in a posi
negative, he is still stereotypipgnd he is still utilizing Orientalist imagery and expressions of

othering.Historically, artists of this subject position have donmaaddtistorical art canons

50. This notion of Orientalism with positive intentions is described in Jane Naomi lwavfitital Orientalism:
Asian Religions and American Popular CultiMew York: Oxford University Press, 2011).
51. Jane Naomi lwamur&.irtual Orientalism 9.

219

(

F



representative of the real need to diversify and decolonize the ways in which visual art is
codified. Given this issue, how do we vet fdaslim producion of Islamic texts or art? Or

should such vetting even happen? Shouldweeve onsi der Birkds art to f
of fAl s loardiesit repreders simpipediocre repetitive,andmassproduced

commerceThe study further explores these questions by juxtaposing this case study with that of
Escher below. Oéqual concern are the Muslim curators, museamd media that perpetuate

these kinds of appropriating and exploitative practiessdiscussed ichapter 3) Thus, framing
Islamic arts from a Western cultural viewpoint often results in artists like Bpkoariating

sacred and spiritual meaningsdseparating them from their specific visual aesthetics and
sociohistorical as well as sacred contexts. As we sawapter 1, the Islamic faith has no

definitive separation between church and state, whiohesreason why the notions of secular

and sacred continually overlap throughout historical and contemporafy lslidsy scholars,
particularly Wendy Shayas wellasG¢, | r u N,dbdievetatf | u

by maintaining such a strong distinction betweeaular and sacred, discourses such as
these have conceptualized Islamic art as something that can be viewed but not
understood, as though an inherently esoteric Islam were communicated by heritage
acquired through osmosis rather than rational educztion.

This upholds the notion that if curators and artists do not pay critical attention to content,
specifically, the spiritual content or cultural origins of where they are borrowing their inspiration
from, these misappropriations and misunderstandingggyadk, pointing to the need to

decolonize museum spaces and diversify curaf@mgshe other hanane could argue that artists

52 Ti mot hy A. vanbeAawedeen, RieTlhieg iRenl aatnidonSt ate in | sl am an
In Die Skriflig52, no. 1 (2018): https://doi.org/10.4102/ids.v52i1.2244.

53 WendyM.K. Shaw, fAThe I slam in | sl amic Arddunadalofdrt ory: Secu!
Historiography no.6 (2012): 7,

https://media.proquest.com/media/pg/classic/doc/269140197 1/fmt/pi/rep/NONE?_s=ApHMKWQTU90sugoG5Tis8
UPJEOY%3D.
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and scholars should be responsible and accountable to their sources of insjfiitidine

example of Birk, we see firsthaidw art can borrow from another culture gimcturn,
potentiallydisregardts values and sacred meaningich could lead to more harm for

members of the culture and communities under representBodmA me r i ¢ a randCher 6 a n
Ninety:Nine Names of Godeem to reduce Islamic cultures to Islamic religion, stereotyping these
complex, dynamic cultures as being solely defined by reljgioprojecting the extreme beliefs

and violent actions of a few as representative of the whole tradigmorism and violence in

the name of religion are not unique to followers of Islam, nor are they carried out solely for
religious purposes. Thus, ignoring these complexities, Birk achieves the opposite of his stated
intentionsrelated tacultural understandg by drawing close connections between Islamic

identity and acts of terror. Birk uséthe divine word so that Western audiences can

Aunder st ando | sl ami doingfsa, hetafguablyhnmisrepresénts it to achieve b u t

his goals. The extent of misrepresentation is observable in the way Birk connects sacred text to

profane i magery, interpreting the Qurdbanic

the pig slaughtedduse in connectiontineQur 6 ani ¢ pr ohi basweallasnheof eat i

imagery of thel'win Towers burning on 9/11 in relation to judgnt are some examples of these
culturally insensitive associations.

l s it accur at e t arally@prepriativedLooBingratkhe tenaadrand a s
Balint definition, introduced in the previous chaptare can askWhetherthereis a power
imbalance between the appropriator and the culture he is approprfdBink, as a white,
American, noAMuslim male, is coming from a position of powaerd privilegen relation to

Islamic religion and cultures. Particularly within the context of post 9/11 Islamophobia and

54. Patti TamaraLemad and Peter Balint, AWhat i Bthnifittest@ nond ong of )

(2020): 331352, https://doi.org/10.1177/1468796819866498
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conflicts between the United States and Middle Easteuntries, Birk is situated within a

culture that has actively exploited the societies he seeks to represent. Does the appropriator profit
from using the other culture inhiswoPRBi r k s moti vati on t o091dr eat e
Westernworldtat i s deeply interested in the Al sl ami
that he is capitalizing on cultural fears. As already stated, makidgmie r i ¢ a rwidéyu r 6 a n
available in the form of a book (commodity) shows that profit is of intéodsimn.

In a lecture Birk gave on themericanQ u r phe jokingly notes as his closing
statement: fAltoés avai |l #Phelatters@atament signhlsotmthes t or e s
commodification of his art and thus his economic gain from thegtrédis Lenard and Balint
ask, has there been fdAsignifican?f'Theansweehsre at i on
falls within a bit of a limnal area; prominent voices in the Muslim community, such as Reza
Aslan, have supported the work. In addition to Aslan, art historian Iftikhar Dadimwho
engagd in chapters 1 and &explicablyd given his views on Neshat, as will be discussed
late® showeds upport f or Birkoés woitldelsy rwrbiitnigng tamse
attemptto understand the role of Islam and Muslims in modkmy A m3¥ Althoagh Daili
provides insightful analysis on many issues related to contemporarydsies, as noted in his
recognition of Western bias in exhibit choices related to Islamic arts in museum $Eces,
endorsementd i r k 6 s highlightsjs@ame bof the diverging and inconsistent opinions even

amongscholars of Islamic art engage Dadi later for his more nuanced analysis of Shirin

Neshatputhis support of Birkoverlookscritical issuesas | have highlighted abovE€hough

55. Patti Tamara Lenard and Peter Balint, AWhat is (the
56. Asian ArtMu s e u m, AExpl oring American Quodéran with Artist Sa
57 Patti Tamara Lenard and Peter Balint, AWhat is (the
58. I fti khar Dadi ,AnieTrhiec aAlRe s@yhredtdinc & ioAim ebrai recdaonie@Mankdka, n

Liveright, 2015), 429.
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these scholars have shown support for the project, it is not with a lack of awdnanésnay

be controversialalthough Dadi provides an exceptiarthat his preface acknowledges no

controversy or potential misinterpretatiosn his introductiond the book, Aslan

acknowl edges that dthis B whildeligiousgtidiesschalar pr i se s

Zareena Grewal states in her introduction to

controversial and politicallg h a | | Bheialsmsuggastshat many readers would not enjoy

the work andvouldf i nd it strange, but -pfowwking and enjoyaliler e adi n

experience, but n o%ThaghaGorwd suggests that the bpdk might help n e . 0

some American Muslims come to terms with the prejudice they face and feel more comfortable

expressing their religious beliefs by awakening them to the compatibility of Islam with modern

American life, she ab contends that many Muslims may find it distastedfiginaling to the

potential diverse responses %y Muslims themse
Moreover, Eleana Del Rio, owner of the Culver City Gallery, one of the galleries that

exhibitedA me r i ¢ a nstatedirweadmr e very concerned about rep

¢ o mmu 1’%A$ pyeviausly stated, Muslim religious leaddéohammad Qureshi of the Islamic

Center of Southern California objecteddane r i ¢ a rand@uen réfased to look afit.

These examples demonstrate significant contestation, though interpretations hawexbden

which is arguably the case for all art. It is also notable that, according to Birk, Middle Eastern

59. Il fti khar Dadi ,AnfeTrhiec aAle s@yhredtdincd of t he

60. Reza Asl an, AiPreface, 0 i x.

61 Zareena Grewal, fiHow to Read over Nb@EsodihevmeBcar K6s Shol
Qur panin SaAkrdemw da nNe® YarkdlLaveright, 2015)xi.

62. Zareena Grewal, fiHow to Read over Sandow Birkodéds Sho
63. Zareena Grewal, fiHow to Read over Sandow Birkodéds Sho

64 Jor i Fsionnkaell ,Mefdd Reart i ©he Nev YorlnTimedugustk& 2089 para. 8,
https://www.nytimes.com/2009/08/30/arts/design/30fink.html.

65, Gillian Flaccus, fAO0Amer i can TReuSamDegodnid Tebon®stobay S L i f e,
7, 200, https://www.sandiegouniontribune.com/sdstrel-religion-today10070920090oct0?story.html.
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museum spaces have not exhibited his work, suggesting eithbrsthetivorks are not
noteworthy or that they may be interpreted as offensiveuitétear® Finally, what about the
foresence of knowledge (or cul pd&tBirkdhasi gnor ance)
frequently expressed concern over negative reactions to his work from MEsAsigreviously
mentioned, he recognizes the Orientalist bias in the transtation t h ehe Ghose t ase.
This acknowledgement shows that Birk is aware of &t Isame of the potentially problematic
aspects of his work, suggesting scameareness dimitations in his work, but he does not equate
this translation issue as complicitythre cultural appropriation of Muslim cultures or religious
traditions neitherdoes hesignalhis own positiorvis-a-vis his art and/or his subject matter.
Il n sum, Birkbéds artistic imagining of diffe
text could be said toisappropriateand confoundvuslim cultures through themes and symbols
familiar to the West. Howevemuseums and thglobalart worldare largely not resisting such
art, as seen in this case study. Birk, in particular, is widely exhibited and collected by major art
institutions suctasthe Met the Andy Warhol Museumand the Los Angeles County Museum of
Art. Art institutes that support and show such cultaraland artists reinforce colonial narratives.
More work needs to be done in the art world and scholarly field to hold art establishments,
galleries and collectives accountable to the narratives they are reproducing by promoting such
art, funding it andexhibiting it. The following case study on M.C. Escher explores different
types of noAlslamicc ont ext arti stsé representations of |

the role oimuseum spaces in navigating these representations.

66 Asian Art Museum, AExploring American Qudran with Al
67 Patti Tamara Lenard and Peter Baoni?ot 332What is (the
68. Jori Finkel, AO6Personal Meditationsd on the Koran.od
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Maurits CorneliqM.C.YEs c her and the Use of il sl amico Arc

M.C. Escher (d. 1972yasaDutch graphic artist known for his work with patterns, illusions
and perspective® He studied graphic arts at the Haarlem School for Architecture and Decorative
Arts.”® Traveling through Italy and Spain, he developed an interest in landsaagbesildings,
and upon visits to the Alhambra in Spdiebecame inspired to take up tilifhHis work is
varied, ranging from book illustrations, carpet designs, muaats more, and he is known for his
experimentation with fAarchit e@AltboughEscherdsnetp e ct i
contemporary, his work is recent enough tovite a generative case study of art with Islamic
themesHis Western, notMuslim perspective combined with his appreciation for Islamic
architectural design traditions have led me to include him in this study.

Escher described the tiling and geometricpae r ns of t he Al hambra a:
of i n s p’The spirituad significance in these patteras well as their mathematical
ingenuity, fascinated him and prompted him to begin incorporating principles of Islamic arts in
his work/#4 In addition to his personal appreciation for the mathematical patterns he discovered
in Islamic architecture, Escher was also inspired by the work of GBbtge (d. 1985), a
prominent mathematician influenced by the mathematical elements of Islamic architectural

designs’®

69. M.C. EscherThe Graphic WorkLondon: Taschen, 2001).
70. Doris Schattschneider, @ TNaicedbhthehA®EYanD.i6¢2810): 784, de of M. |
https://www.ams.org/jounals/notices/201006/rtx100600706p.pdf.

71 Doris Schattschneider, fAThe Mathematical Side of M.
72ABi ography, 0 M. C. Escher, accessed December 31, 2020,
73. S. Jan Abas, fAlslamic Patterns: The Spark in Escher
SchattschneideM. C. Escher 6 s L €qebratipn(Rome: Sprngetr, 2005), iL0D.I

74. S. Jan Abas, fAlslamic Patterns: The Spark in Escher

75. Jay Bonnerislamic Geometric Patterns: Their Historical Development and Traditional Methods of
Construction(New York: Springer, 2017), 183.
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E s ¢ h@rcleLanit series (19581960) exemplifies his use of mathematical principles
and the manifestation of Islamic architecturagiration in his art. This series of four woodcuts
applies geometric design, principles of symmetry, perspeetngefigural representation to
produce a visible expression of the concept of infiffitfhese wodcutsshare similar design
characteristics, and | focus @ircle Limit 11l (Figure48) as it is lauded for its aesthetic beauty

and has been widely analyzed for its themes, subpadsgeometrical ingenuity.

Figure48. Circle Limit Ill. Woodcut: M.C. Eschefl,959. Artnet’®

Circle Limit 11l is comprised of fish patternEscheuses geometric shapes and symmetry

to create a flowing design that utilizes geometric principles and distance, contained within a

76.Peter Herfort, fAThe Ge-timtWo yd odentddplal fi DiHaktkkdee r 6 s Ci rcl e
Mathematik31 (1999): 144148, https://doi.org/10.1007/BF02659805.

77. Douglas Dunham, AThe Family of o6Circle Limit 116 E:
Dunham, fAThe Symmetry of &é6Circle Limit |Va&dsand Rel ated
Proceedings of Bridge 2009: Mathematics, Musit, Architecture, Culture163168, accessed January 21, 2021,
https://pdfs.semanticscholar.org/650e/d2266cd5ee05549¢c748e8d23dfd4d0ac89a3.pdf.

78. M.C. EscherCircle Limit Ill, woodcut, 1959, Artnet, accessed February 12, 2021,
http://www.artnet.com/ats/mc-escher/circldimit-iii -434-a-xnNOi1pHjHNWDyfBOfjr_Q2.
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circle in which thefigures appear to be stretching out into infirfityde primarily uses octagons,
symmetrical and nesymmetrical applications of colour, along with the giage tessellation

style to facilitate this perceptidi.The concept of the circle and geometricresgsions of

infinity are significant principles found in Islamic arts arécentralto the expression of

spirituality in Islamic arts. Specificallyawhid (absolute monotheism) represents the essence of

Islamic faith, which emphasizes divine unity ahd tinique perfection of God; Allah is never

ending infinite.®! Islamicarts scholar Lois Lamyaxplainsthat this central tenet of Islam is

e X pr es s thrdugh the creatidn offa repeated, stylized and abstraction that gave an
intuitonbythepr ocess of thinking, feeling a%d respon
Tawhidis typically portrayed in art through geometry, symmetrical repetitems abstract

motifs 83 Artists often employ circular patterns to represent infinity, as the caaeerfect

visual representation of the infinite nature of God, which creates order and unity in the
universé*Bui | ding on these centr al |l sl amic tenet s,
s p a © ke acoordance with Islamic spiritual andtawal principles Escher believed that
irepetitive patterns indicated a hi g¥lehis sourc
art, andn this work in particular, Escher expresses his appreciation for and alignment with

Islamic architectural and geometric styles.

79. Dougl as Dunham, The Family of 6Circle Limit 111.
80. Douglas Dunham, The Family of 6Circle Limit 111.
8LNurati kah Abu HassaTawhdt na Mi s u a Tihte&kmatrabOoréepencé onfStudies

in Arts, Humanities and Social Sciences, Bali, Januaiy-8bruary 1, 2017,
http://eirai.org/images/proceedings_pdf/F0117454.pdf.

82 SitiRaihan8i nti Anur , fAest hetic Formation of Art in Cont e
https://www.academia.edu/40842356/AESTHETIC_FORMATION_OF_ART_IN_MALAYSIAN_CONTEMPOR
ARY_ART_IN_ISLAMIC_PERSPECTIVE.
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83. Siti Rai hana Bi nttiionnAnafr ,ArfitAecsst heti c For ma

84. Faith Gelgi, AThe | nfl ue&heEoantatnMaghzin6aloyAagush2010, on M. C. |
para. 10, https://fountainmagazine.com/2010/is&iuly -august2010/theinfluenceof-islamic-arton-mc-escher.

85. Doris Schattschneie r AThe Mat hemati cal Side of M. C. Escher, o
86. Faith Gelgi, iThe I nfluence of I slamic Art on M. C. |
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This example, along with statements from Escher, show a deep appreciation for Islamic
arts and the extent to which Escher usganhic artistic elements for inspiration. Nevertheless,
one still wonders i f Escher 6sssatomepfcgterashe nt wi t h
appropriation. In describing Islamic arts, Escher laments:

What a pity it is that Islam did not permitfars t s] t o make o6égraven i m
restricted themselves, in their massed tiles, to designs of an abstract geometrical type. Not
one single Moorish artist, to the best of my knowledge, ever made so bold (or maybe the

idea never occurred to him) esuse concrete, recognizable, naturalistically conceived

figures of fish, birds, reptiles or human beings as elements [of their tessell&tions].

How do we reconcile this statement, which suggests that BEselsarnaware dhe complexities

of aniconisn? It indicates that he did not knatlvat living figures were commonly depicted in

Islamic artsor the full significance of the very spiritual representations and geometric forms he
depicted with appreciatio®oeshis depictions of fish in this work suggest a lack of respect for
Islamic artistic traditions? Is he appropriating the cultures, and are such forms of appropriation a
regurgitation of Orientalist tropes? To explore some of the answers to this questinnsifest
understand what Escher truly meant to convey highabovestatement and whether it

contradicts his other statements of appreciation for Islamic artistic traditions.

Artist S. Jan Abas notes that-figumcher was i
geometric shapes, the regularity and the spec
spiritual and beyond the human wor I%®hbasn the v

also explains that this quadtonis frequently taken out of contexnd that Escher clarified this
view, describing how he learned from a Muslim acquaintatnbeat t he Qur 6 an does

proscribe figural representation in &E€schersays

87. M.C. EscherThe Graphic Work?7.
88 S. Jan Abas, #fAlslamic Patterns: The Spark in Escher
890. S. Jan ikbadsat tfelrsnlsam The Spark in Escherés Genius. 0
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The laws of the phenomena aroun@ wsder, regularity, cyclical repetitions, and

renewal® have assumed greater and greater importance for me. The awareness of their
presence gives me peace and provides me with support. | try in my prints to testify that
we live in a beautiful and orderly world, and not in a formless chaos, as it sometimes
seems?

Although Escher is napecificallyreferencing Islamic artistic traditions or Islamic cultures here,
he is expressing admiration for and belieprmciples of Islamic faith that, as this study has thus
far explored, are commonly represented through Islamic arts and architecture. Still, the question
remains Did Escherappropria¢ Islamic cultures in his gror did he drawinspiration from
Islamicdesign and techniques and transfeh@minto his own context, as has historicabgen
the case?

As a Dutch, white, male, neduslim artist,Escher cam&om a Eurocentric and
Christian contexi identities that affordd him privileged andall the while hewasdepicting
othercultures.Moreover, he directly proftd from using these Islamic artistic design traditions
in his own art. Strictly speaking, as a Aduislim, his positionalityis-a-vis his subject matter
fulflledLenar d and Balintés conceptual framewor k o
therewasthe existence of a power imbalance and profit for the appropfidtmwever, this
alone is a rather simplistic interpretation. Analyzing Escher more thoroughly, there has not been
isignificant contest at i;d°Escreridaudedds beihgenfluenced of a
by Islamic arts and is interpreted by art scholars and artists alike as using his art to pay homage
to those tradition&® His work has been exhibited globally for decades, and | am unaware of any

significant orvisibleculturalb ac k|l ash. As for Aknowledge (or c

90. Maurits Cornelis Escher and J. W. Vermeulescher on Escher: Exploring the Infiniidew York: Harry N.
Abrams, 1989), 21.

91 Patti Tamara Lenard and Peter Baatliionnt?20 iwhat is (the
92 Patti Tamara Lenard and Peter Balint, AWhat is (the
93 S. Jan Abas, fAlslamic Patterns: The Spark M8 Escher
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appropft atsonsodifficult to show definitively
to a Muslim acquaintance to clarify the principle of aniconsiong with his regard fathe

Islamic geometrical traditions and visits to the Alhambumgest an intent to eductienself.

He gleanednuchfrom the techniques uséd Islamic contexts in Muslim Spaithis

distinguishes hinfrom Birk, who is not invested in technique (i.eeagnetric patterns or
tilework) as much as extracting contAienthe (i . e.
exploration of all case studies, | directly compare Escher to the othdslaonc-context artist,

Sandow Birk, as well as the Islarrdontext artists to further engage with differences in cultural
representation and factors of cultural appropriation. The case studies below further engage issues

related to cultural appropriation by exptay contemporary Islamicontext artists.

Islamic-Context Artists

Beginning in the late 20century and continuing into the 2tentury, contemporary Islamic arts

have grown in popularitypoth inside and outside Muslmajority countries. Emerging art

scenes in Saudi Arabia, Iran, Morocaad other Muslinmajority countries have prompted the

opening of exhibitions, neprofit studios and contemporary museum displays of Islamic arts

across théVuslim world.®® These artists and their works have also become prominent as a type

of Anicheo category within the broader art wo

Westernd o mi nat ed art worl d accepts the otfher on t

only so long as it %Thesarktlse West, Islanticontext artists ofterh e r ne s

94. Patti TamaraLena@nd Peter Balint, fAWhat is (the wrong of) cul
95.Rui Oliveira Lopes et al., AForward: Global Trends in
Olveira Lopes et alGlobal Trends in Modern and Contemporary Islamic, firtisbon, Portugal: Faculdade de

BelasArtes de Universidade de Lisboa,1&): 17.

96 Rasheed Araeen, fANew International i $hbalVsions:t he Mul t i
Towards a New Internationalism in the Visual Agdited by Jean Fisher (London: Kala Press, 1999), 10.
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serve as translat®of Islamic cultures, gaining access to the art world by representing their

cultures in ways that appeal to preconceived Westernaddgaol e s r egar di ng t hi s c
thatisby ser ving as fn a%Artyamdart history professord®ui Oliveinas i der s .
Lopes, Giuila Lamoniand Margarida Brito Alves also acknowledge thaislim cultural

insider® which this study has ladeld adslamiccontext artistd8 frequently do engage in such
selfappropriative expression to fit with global contemporary art trends, while others challenge

those practices by incorporating motifs and aesthetics of historical Islamig Fotsthis study,
selfappropriative expressions are those that define Islamic cultures and identities from a

Western viewpoint, using familiar motifs and imag&myhich hawe come to represent

Islamophobic stereotypé@sand reducing Islamic cultures and artistic practices as being

meaningful only by virtue of the Western gaze. The following case studies of lslamxt

artists Abdulnasser Gharem, Shirin Neshat, Jamelie Haasd Sarah Al Abdali explore the

diverse forms of representation applied by artists functioning within Islamic contexts as well as

the relationship between se@ppropriation and representations of Islamic identities and cultures.

Abdulnasser Gharem #8di Arabia)

Working in Riyadh, Saudi contemporary visual artist Abdulnasser Gharem (born in 1973 in the
small town of Khamis Mushait), is the founder of Gharem Studio and tfeuoder of the art
collective Edge of Arabia. As a visual artist, Ghamarksprimarily in mixed media, sculpture

and installationhehas exhibited widely in the Middle East as well as Europe and the United

States at such renowned institutions as LACMA (Los Angeles, USA), Sharja Art Museum

97. Bege¢em ¥zden FicgfatgCodnmthempPod aty cl sl amic Art, 60 in ed:¢
Commitment and Complicity in Cultural Theory and Pracfloendon: Palgrave Macmillan, 2009), 186.
98. Rui Oliveira Lopes et al ., AForwarac:d @lrahal 1Br.ends |
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(Sharja, UAE)and Palazzo Franchetti (Venice, Ital@alleries frequently present his work as

conceptually representing his heritagile also commenting on modern political and social

issues, particularlhoserelated to Islamic cultures and religidtirhe Ayaam Gallery in Dubai

describes hisworkase pr e stemamensgy adif contr ol and authority

preserve and respect the hi &k ory upon which t
Gharemis often described as one of the higkssting Middle Eastern artists by Western

medial®and he alsds frequently identified as having been a classmate of two of the 9/11

hijackers'®? Regularly featured in the media and internationally renowned art publications,

Gharend s rewokeammediate identification with the 9/11 events and frequently draws

attention to his i n@nidtewetwith Glparem KiherGuardian t o At er

newspaperin 201§t at es, fAHe [is] now on a miss®on to |

This quottiongives the impression to Western audiences that all Saudi youth will either become

terroristsowill b e s aved by likéiGhareny whduoninétead t& a&t. These instances

create binary anthckluste representations dfluslims and Arabsas discussedich apt er 206 s

discussion of Orientalism and Islamophobia. This kind of narrow reading is not benign, as

Gharem confirms | ater in the interview, stres

bef or e ['%ThiS darkroeatdeas no sidty in its reflection of a kind of savip

complexpl ayed by the celebrity artist and the We:s

99 AAbdul nasser Gharem, 0 Ayyam Gallery, accessed Janual
http://www.ayyamgallery.com/artists/abdulnasser
gharem/bio#:~:text=Abdulnasser%20Gharem%20is%20a%20conceptual,life%20in%20the%20modern%20day.

100 fiAbdul nasser IBfy,pareedn, 0 Ayyam Ga

10l LelaHussain et al ., AAbdul nasserag &hrmagtent h el h@u rSraaurdti s ,AG d
10, 2017, https://www.cnn.com/style/article/abdulnasgeremsaudiarabiaart/index.html.

102 Al i son Gee, nAf-AthculSmadserSoGlaream Who Moonlights as a
October 25, 2013, https://www.bbc.com/news/maga2ute54519.

103 Cat heri ne Mi | neThe GuardiamSebterhber28, 20p5, phra.lBa d ? 0
https://www.theguardian.com/artanddesRfi{5/sep/28/caart-stopjihad.

104 Catherine Milne, ACan Art Stop Jihad?0d0 para. 1.

232



on their terms, in the art world. Ghmstoem el ab
help [Saudi youth] find their path and not introduce themselves as a sacrifice in jihad. | want
them to | ook around &®YHerdakevdleo prtotbd iermah i man il ty
to artistic production and his role as their redeemer frorarism. Terrorism is a global issue
and not one that is wunigque to Islam or Muslim
genuine, why not focus on terrorism or violence as a global issue that is not limited to-Muslim
majority countriesratherthant y i ng t o fAsaveo Saudi youth by er
Ahumanity?o

Since art as an aesthetic form is subjective, a few pieces of information like the title of
the piece, the title of the exhibition, the name, nationality, reljgind age of the artist are
significant tools thatiewersu s e t o di scern art i n museums. For
USA, held at The Los Angeles County Museum of Art in 2017].dsAngeles Timassed this
title to write dAGQVAtthe hanmra of &/%1hhrobgh the eyas of a Mushim
artist who f o u'ffThisatatement Suggesestnong dpeativetfar @ viewer to
think that all Muslims are on the path to termxceptthosewho find art or some other
alternative since it reinforces what they may have consumed in popular cultutbemews
media (seehapter 2). Here we see how the coverage of Islam and Muslims in the media aligns
with the Orientalist tropes and s@lppropriative conceptions that thagist arguably engages
with; this, in turn, reaffirms global popular representations of Muslims and Arabs in the media,
such aghoseof Arab men and violence as discussedhapter2. It also captures how museum

spaces exhibiting this art make choideattrepresent art through a particular ideology, and in

105 Catherine Milne, ACan Art Stop Jihad?0 para. 6.
l06Deborah Vankin, #AAt LACMA, the Horror of 9/11 Throug!
Di f f er eThe LoPAmgdeles Tamespril 27, 2017, http://www.latimes.com/entertainment/artettam-
abdulnassergharefacma20170427story.html.
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turn, perpetuate that same ideology, demonstrating the need for a critical decolonizing of these
spaces.

Frequently using Islamic symbols like crescents and mosque domes depicted in large
sculptures |d installations, Gharem and his work began receiving increased international
attention following the auctioning of his sculptiMessage/Messengé&010)atChr i st i e d s
Dubai auction house in 2011. It was expected to befeplietween $70,008nd$100,000 US
butit was actually released an Iranian collector fd842,500 US, making him the highest
selling living Arab artist®” Similar pieces in this collection continue to be exhibited in
international exhibitions, reflective of its continuedctran among both Western and Muslim
majority audiences, especially in light of increased interest in Saudi and Middle Eastern-art post
9/111% Comprised of @ahreemeterwide wooden dome that is veneered with copper and
embellished with arabesques and Acatalligraphy,Message/Messengere at ur es t he Qu
ver seGul:de, ufe to the Straight Patho odaneor at ed
side by a crescent modrsimilar tothose found on the togf mosque minarets.

The use of familiar cultural image, the domborrows some aesthetic elements from the
Dome of the Rock in Jerusalem, as discussetiapter 1. It is liftecdbn one siddy the crescent
andbalan@son its rim on the other side. The crescent, which is traditionklged on top of a
dome, is now placed on the floor and has a golden rope attached to it, which allows the
installation to resemble a trap bbike structure. Once the rope is pulled, the dome quickly

collapses, trapping whomever or whatever is in it (ie tlhase, it is a stuffed white dove). As

107. Rebecca . Proctor, ASharjah Art Museum DispThays Wor k by
National November 7, 2018, https://www.thenational.aefadi$ure/art/sharjatart museumdisplayswork-by-
saudiartistabdulnassegharem1.788999.

108 Ben Hurbtbiasrtd ,NuirAA ures a Creati ve T@asw York TimeAilols, s er vat i
2016, https://www.nytimes.com/2016/04/16/world/middleeast/abdulnagsaremsaudiarabia.html.
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described on the Gharem Studio website, #Athe

spiritual salvation, but when we least expetttihe leviathan of organized religion envelops the

viewer,andwe cannoln g e r s e &°Howeeer, thd vigwet mag not relate the work to

all organized religion, and instead, attribute it to Islam alone, due to the similarities and elements

used that directly link this work to Islam only (@amic verses, crescent and aesthetics). Here, it

is hard not to see the direct criticism of Islam this art piece is (not subtly) hinting at through a

doubl e meaning, asking whet hé¥Bothihterprafatonse i s t h

suggest that the artist is falling into representing religiod,sprecifically Islam, as a trap; it traps

what metaphorically represents peace, puaity love. In this way, he abides by and reinforces

the Western views of how Islam can attract purity and trap it, luring in unsuspecting victims.

Although critiqueofa e 6 s own cul t ur e a-exploratienlandgaelfon ar e ac:

reflection that could understandably lend themselves to expression in art, the problem here is

twofold: (1) Gharem is playing into Western Islamophobic views that Islam is wholly an

oppresive, violent religion, whicheinforcesthe Orientalist trope of the violent Arab mamd

(2) his art is not being publicly scrutinized from within the culture. | explore these issues more in

depthin anexamination of selappropriation attheendof@hr e més case study bel
Works such adessage/Messengdemonstrate the challenges in preserving cultural

histories and identities in ways that express culturally accurate views and norms when art is

being used to appease Western assumptions about isththeaMiddle Eash orderto gain

access to the art world and subsequently draw international fame and fortune, as suggested by the

109 fiMessage Messenger, 2010, 0 Gharem Studio, accessed
https://abdulnassergharem.com/artworks/message
messenger#:~:text=1t%20is%20as%20if%28he0%20longer%20see%20the%20light.

110 Abdul nasser Gharem, fAMessage Messenger, 0 accessed J
https://abdulnassergharem.com/artworks/messaggsenger.
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high price for which the artwork sold. Representing an issueliiagter 5 more thoroughly
explores, Gharem arather similarartists are largely cating to the international market and
what that international market wants to see and buy.

Looking at the cultural, Westetmi ased nature of his art, Gha
particular, Western success Supghthedelsctiohefs si ca
certain kinds of [art of this type and] cultural production from the Middle East, and by the
process of naming these as 6égoodd art, certai
humankind, but, i mpldrmt amtilsy ,waot, heSrasudar earrntotl.ick
understood aperpetuating/Vesternviews about Middle Eastern culturébese artworks show
what the Western viewavants to see, rather than representhediverse realitie®f the Islamic
world. Winegar elab@tes more directly on this implication on contemporary art discourses,
arguing

by selecting particular forms of cultural production from a larger and extremely diverse
field, and | abeling them [ as leprésdhtattblal e Eas't
exercise reproduces, as Orientalist representations dos;ta-one homogenizing

correlation between region, culture, history, and religién.

This |Iink here to Saidbés theory bidtoryOfri ent al i s
misrepresenting the Middle East through constructed imaginaries, as chapters 2 and 3 situated.

Wi negarés scholarship is valuable to my <c¢critdi
cultural tropes and imperial hierarchies, as this kingppropriating practiceobservedn
Message/MessengandPause(discussed belowhinders the advancement of accurate cultural

understandings, and instead, perpetuates Islamophobic and Orientalist tropes. Scholar Driss

Ri douani not es, AWhet her they are televised o
111 Jessica Winegar, AThe Humani t yAntkapotogical Quarterly81,1 s am, an
no.3 (2008): 655, https://doi.org/10.1353/anq.0.0024.

112 Jessica Winegar, AThe Humanity Game, o 671.
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reports maintain a cetant distorted image of Arabs and Muslims. Fabricated stereotypes of

|l slam are omnipresent in Western¥®@oairamdsroug
work conformsto these distorted viewand hisplaying into Western stereotypes could be one
explanation forwhy his work has been so weliceived across international borders, being

exhibited in solo and group exhibitions all over North America and Europe far more than that of

most Saudi Arabian artistk.is arguable that his work is even more popular in the West than it is

in his homeland even though that is where his studio is currently based. Still, in a 2013 interview,
Gharemstatedthat though the Saudi public was largely critical of his art in gggriming, they

are beginning to warmp to his expressions of visual art and cultural isstfealthough this

growing popularity and the sale of his art to an Iranian collector show that his works are relevant

to Saudi Arabian and Middle Eastern societys tavaurablereception is at least somewhat

influenced by selappropriative themésof Islam as a trapnd Muslimmajority societies as

regressive anthferior to the Wesd that continue to gain traction as perceptions Saudi citizens

hold ofthemselvesalong with desires of Saudi artists, and perhaps the public, to be viewed as
Amoderno or Aglobalist. o Official cimartt i ques o
reviewsor academic publicationbut evidence of thigVesteracentricmindset comes from

Gharem himself in his statement,h6 dncetheykrdeer ence
that my work was being celebrated in the West, whatever its content, it did not make me less

deserving of their respect, it made them resperimore, as it is the default position of many

113 Driss Ridouani, AThe Repr esent aRutad (201d):f2, Arabs and Mu
https://www.semanticscholar.opgper/TheRepresentationf-ArabsandMuslimsin-Western
Ridouani/f7e761b573f3f3515640f7832611bb94921b6ee5.

114 NPR Staff, fASaudi Sol di er Ques NPRONowembeuBt2013,r i ty wi t h
https://www.npr.org/2013/11/08/243492165/sasdidierquestionsauthoritywith-artandplasticwrap.
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people in [t]lhis part of t hé®Hisoeadoningsuggestsarav e t
awareness of benefits of sappropriation to conform to Western expectatjansile approval
of artistic productions by the West @i e x pert so) i s the goal of art
location.

Anot her ex ampworg Paude(2064)aeewmés as t he same ti
first solo show held at the LACMA museum (Los Angeles, USA) (20@i8ated in 2016Rause
depi cts NBwnTowers suréoended by smakehe same image ingrained in the
publicbs mdHast dclm. tBrearemds I mage i s printei
and English rubber letter stamgs that when you step back from the work to take a broader
look, yw see the Apauseo symbol as it would appea
in making this work, Gharem explains, AThe wo
down and think about themselves and their ideas and what hagpeteldjust stop and
thi®hKheé exhibition catalogue describes Gharem
into his work as an occasion to examine certain universal dichotomies that lead one to choosing
hi s or h e tHpveeteh whatmuniversaf deehotmies exist begw the East and the
West? Surely, t erselftramitesranism, is mot afusiversal expgreedaeomise
it a common experience of Saudi or Middle Eastern culture. Rather, it speaks to Western
perceptions of Muslims and Islamic culturase f er enced by LACMAOGs APaus

catal ogue, much of Gharemdéds work fAtakes on a

115 Laura Stewart b6 IifFA oMme sas algheo utgoh ttfhud Vdensdt Pas é&r-onat e Me:
AntiguesDesign December 2, 2014, para. 9, https://wwwantiquesdesign.com/middieast/28-a-messageo-
thewestfrom-a-thoughtfulandpassionatenessengefrom-the-east.

116 Deborah Vanki n, iAt LACMA, the Horror of 9/11,06 par
117 A Abdul nasser Gharem: Pause, 0 Edge of Arabia, access
http://edgeofarabia.co/publications/abdulnassgharempause.
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s o i**fChawsing to display an immediately identifiable, provocative image at a Western
exhibition, the artist conceivably has @ea of what his audience expects.

Another reading of this piece is that reality is digital and that the only possible control we
have of the perpetual media cyclehisoughthat media cycl@ i.e., clicking a remote control.
More literally, Gharem has ad the digital symbol for paudea pair of parallel solid
rectangled as a visual metaphor for the Twin Towers. In this monumental work, two silvery
rectangl es seeinmaigke fagh owvet Ipya usfet eard'® bl i nk owur
describe Linda Komaff and Sandra Williams in the catalogue for his LACMA exhibition.
Linda Komaroff, curator of LACMAG6s Art of the
[ audi ences] t o |'“Brukheriaeprihistorysthhla TrakeydHidendargues
t h &haref helps to introduce new forms of living as his artworks force the viewer to
reexamine soci al i%6Tshueesse iinn ttehrep rre toamni d nisv evsi. edw
challenging the West/East divide as well as inspiring audiences to refldaioown social
roles.

Through an awareness of Orientalist influence, other interpretations of this work bring
into question the notion of the fAuniversal,h 0
homogenous Eastern culture, which doesem@t. For instance, how can viewers step back and
consider this image as fAuniversally represent

nuance and other contexts/perspectives? It seems peculiar that Gharem asks people to stop and

118 A Abdul nasser Ghar e miJuyRa013,47, 06 LACMA, April 16
http://edgeofarabia.com/content/uploads/default_site/exhibition_uploads/LACMA_catalogue_V8.pdf.

119 Linda Komaroff and S&hdremWi PhAuses) BAGBMA) nassessed
2, http://www.lacma.org/sites/default/files/reading_room/AG_reading_room.pdf.

120 Linda Komaroff and Sandra Williams, AAbdul nasser Gh
122 Tracey Hilden, Al mplaindatDii@an ©® gafe RPer fAbrdmd maes,s e3i tGh,ar
Artworks, o thesis, (University of Al ber t-2eaf4136h93d ) , 65, |
6a50c7951cchb/view/30b3ffea25B4607-87e0dfe19042b84e/Thesiz0--20Tracey20Hilden.pdf
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think about 9/11n the USA16 years after it happened. But then again, this is the type of art that
some Americans want to see from Saudi Ardbaat and artists whose work confirms Western
popularmedia siew that all Saudi/Arabsare terroristsexcept for the ones who are saved. In
this way, one can contend that Gharem engages Hagatbpriation by upholding the colonial
project, as his images of the Twin Towers, airplaaed airports feed into the hypervisibility
and ovefrepresentation ofiolent Muslim’Arab stereotypes. This work, along with Transit
(discussed beloyws h ar e t h e mdtseNinetyNite Ndries ok @Godhey both depict or
even conflate the terrorist attacks of 9/11 in relation to Iglachitscultures. further discuss
these associations in the case studies analysis at the end of the chapter.

Ghar emob s nicdnesm(20Wbidirektly challenges theomplexreligious and
cultural practices of aniconism that were outlinedhapter 1 Though Muslim views on
aniconism are varied, anle practice oaniconism is a contested principllee artist presents
the concept heras a absolute norm in Musliamajority culturesThis artwork is a video
installation that shows artssat Gharem Stlio painting images of a nude female mannequin.
Gharem advertises this work as being the first instance of art students drawing a nude female
model in Saudi Arabi&?He emphasizes that in order to smuggle the mannequin in, it had to be
dismantled and shipped to Saudi Arabia in piéé&&iven the history of aniconism and its
religious traditions and complexities, as well as the modern instances of violence surrounding
figural representations, he intends this work to be provocative. Making it even more

controversial, the word APussyo is written on

122 Gareth Harri s, A Saudi TherAtt NeS/spape@ctotes12,B01®,ak Nude Taboo
https://www.thearthewspaper.com/news/saartistudentsbreaknudetaboo.

123 fAAniconism, 2015, 0 Abdulnasser Gharem, accessed Jan
https://abdulngsergharem.com/artworks/aniconism.
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mannequirt?* This representation of the principle of aniconism both has shock ivaitise
engagement Wwodieslandwexualdggndicaters to Western perceptions of Muslim
censorship and the exotic, backward nature of forbidding figural representagpesially in
the context of Saudi Arahia Mor eov er , t hienaadrstatedsmiotvationsaeep r e s e n't
particularlysensationahs mannequins exist in Saudi Aral@iad many shops use them to
di splay clothing. Therefore, Gharemds expl ana
separate boxes from another country is per&tive for a Western audience, portraying Saudi
culture asstrict and regressive (or not modern sexualindis not based in realityit specifically
plays onand reinforcesslamophobic notions th#@rabs are so sexually repressed that he had to
ship innude mannequins frotessoppressive countrie¥his act engages and perpetuates
Westernviewsof hese cul turesd r epr e Oremalist miatgsafl i ty as
veiledwomen,sucha&i | | i am HoThanLBonhebdbns MERE1I867%kINn Court s
modern Western popular cultyuich asn Sex in the Cit; and in Western news media reports
centered around veiling and other perceikieackwara practiceswith regardto sexuality and
gender normsThereare also gender dynamics at play hasethereare only male artists in the
video and accompanying images. Would a female artist have been allowed to exhibit this work?
Moreover, if Gharem hadepicted a male model with all female artists instead, would these
gender dynamics not haaligned morestmg | v wi t h t h e hepueperts tol Aprogr e
support?

Another interesting artwork that was included in the LACMA exhibition kwaBransit
from 2013. The catalogue explains:

in this print, [Gharem] overlays a simple image of an airplane and rumitlaya

geometric pattern borrowed from mosaic tile work, which [alludes to] the Muslim
profession of faith [Allah]. Similar to his iconic stamp paintings, but rendered as a print, a

124 fAni coni sm, 2015, 0 Abdulnasser Gharem.
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second mosaitike layer is formed by numerous small letters, some of vfoom
fragmented quotes, shown in reverse and in English and Arabic. The quotes are drawn
from former President George W. Bushds fam
enigmatic image to contemporary politics [that eetiie West and dectsr the resif
the world]. As with many of his works, the immediacy of this artwork conceals its
multiple layers of meanintf®
The grouping together of these disparate elements (the airplane, the word Allah, Islamic
ornamentation and geometyn d Bushdés War on Terror speech)
plausibly bechallengingfor the average LACMA visitor to understand that this is a critique of
the connection between Muslims and terrorism. Rather, if anything, such artworks more easily
diredly confirm the associations between Islam and terrorism instead of unsettling them, without
recognizing or commenting on the prevalence of Western violence against Nesjarity
countrie® the USinvasion in Iraq (20032011) is estimated to have resultedpproximately
200,000 civilian casualti€g® As thefi p a usgmda can be understood poetically as an
occasion for taking more time to breathe andreflecena | so can be read as ar
which directly equates disparate thifgse., Muslim male youths emergent terrorists. Indeed,
there are intentional y many ways to read the symbols witd!l
allows viewers (Western and Middle Eastern alike) to construct their own interpretations of the
work based on ongoing | ocal and gl ocordiduesi nt er p
to be collected by prominent museymisch as the Victoria and Albert Museum, LACIvExd

the Saudi Arabian Ministry of Culture and Informatié{.He was recently chosen to participate

in the 2019Art Basl alongsider4 other renowned and emerging artists from all over the world.

125 Linda Komarof f and Sandra Wi lliams, fAbdul nasser Gh
126. Iraq Body Count accessed January 11, 2021, https://www.iragbodycount.org/.
127 ltisunclear whichavtor ks of Abdul nasser Gharembés the Saudi Ar atk

has. Its website (https://www.moc.gov.sa/en) does not specify, and Gharem did not respond when | contacted him
for clarification.
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Ghar embds wor k i spriroaily weith Westere dugienqesutdaoek lasrart
meet the criteria for cultural sedfppropriation? A power imbalance seems to exist between the
cultureof Western audiences he is largely exhibiting to and his own culture. Moreover,
Gharembs background and position within Saudi
representationglis artistic representatiorme froma particular position of status@n
experiences, which like all artists, infosiinis perspective and @snot reflect the views or
concerns of all Muslims d8audisMotivation of profit is there but is admittedly complex in
Gharembs case. It is frequently discussed and
Message/Messengsale to the Edge of Arabia art initiative, and when questioned about his
donation,Ghmem st ated, fAWhen | thin¥Hahawalst money, |
expressed disdain for t he |Iguesswhathdidiwithdhe of pr of
proceeds sums up how I felt about it. | was of course happy that people liked my wadrk, bu
never wanted it to become a%*Howevdr,dhet t he dédmar Kk
CULTURUNNERS tour of the Balso partnered with Gharem Studio, which also then
benefited from government sponsorsii Even if the artist is not personally keeping all
profits, he is benetiing from them through funding his arts initiatives. Further, online listings
for his work range in price fromround 5,000 CAD to 307,000 CAB Motivation for profit
cannot be discaed, and it is also a factor related to the question of significant backlash.
Although Gharem is often discussed unfanablyin the Saudi art circles | am a part of, in

response t o h-orisnted; setappbopriatietienes,rthere has beesigaificant

128 Gareth Harris, efi S@Ghdir eArdtsi Utn uBriackidl ITibes Ocdoberll,12018,e , 0

para. 15, https://www.ft.com/content/b821b788:811e38281-00144feab7de.

129 Laura Stewart, AA Message to the West, o0 para. 38.
130Pi ney Kesting, fAkambodVerkl May/dunes201d,f Art , O
https://www.aramcoworld.com/Articles/Ma3017/Ambassadorsf-Art.

133 A Abdul nasser Gharem Auction Price Results, o Invalua
https://www.invaluable.com/artist/gleam-abdulnassemfjnvyaymp/soldat-auctionprices/.
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public outcry regarding his work. To examine why that is, one must acknowledge his talent as an
artist as well as his position at the forefront of Saudi contemporary art.

The Edge of Arabia and Gharem Studio are breaking ground Batindi art worldand
they are paving the way for new artists. Support for the arts and cultural tourism are ways to
strengthen the economy,tileS a u d i publicbs view. So, why bite
backl ash agai nst Grgaublelymibis hagpening inteynally,@atd lamn f o | d i
aware of this backlash because | am part of these art circles. Moreover, widespread exhibitions
of his work by museum spaces in Muslimajority countries and in the West are legitimizing the
work, creatinganother barrier to challenging its Orientalist perpetuations, from an insider,
nonetheless. The question remains then whether the artist has knowledge about the potential
issues of appropriation in his work? In an interview, he state$ thatonly thog who are
ignoranti or have not educated themselves about their own culture, much less the culture and art
in the wider world that ar e ¥Hee,inaddiionmt s when
suggesting thaanyone opposing his artwork is uneducated and ignd&drarem acknowledges
that his work may be culturally controverside also recognizes the tastes and expectations of
the global (largely Westercentric) art world suggesting overall that there ne¢albe some
sophistication in approaching and understanding his productidvesher these interpretations
are from aWVestern and/or Muslim viewesuch awareness and consideration of Western
expectations are not unique to Gharem, and the case study below paves the way for comparison
with another Islamigcontext artist who is widely popular in the global art woalddwho uses

similar themes in hert.

132 Laura Stewart, AA Message to the West,o0o para. 11.
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Shirin Neshat (Iran/New York)

One of internationallypestknown contemporary artists who works within Islamic and Muslim
cultural themes is Shirin Neshat. Born in Iran, Neshat is based in New York City and describes
herself as livinginth&ni t ed St aitnepso si end**&heiis svigelyfvritten about,
exhibited and collected all over the world, including at Maseum of Modern ArtNIOMA) in

New York,theVeniceBiennale and hundreds of other major art institutions globally. Adhsi

is fair to say that she is one of the most prominent artists when it comhesrepresentation of
Muslim women. Neshatdtarted to makart in the 1980svith photographyandshehas since

evolved to include mixed media and video installations.

Neshat is perhapsestknown for her workVomen of Allat{1994) (Figures49 & 50), a
photographicseries that includes black and white images of various women veiled in chadors,
with Farsi poetry inscribed onto their faces and hands, often holding ves@peunifically,
gurs). The poetry itself provides important context. As an example, one poelbéuson a
veil ed womanos han dunttled (1999 (Figurebl) ig theAVorhen of Allare | e d
series includes influenti al l rani an female po
Feel Sorry for the Garden, 0 which reads:

No one ishinking about the flowers.

No one is thinking about the fish.

No one wants to believe that the garden is dying,

that the garden is slowly forgetting its green mométits.

133 Christine Lee, Al ranian Arti st Shiilrnitne rMueiReds to on Art
Journal January 3, 2014, para. 79,dst/artradarjournal.com/2014/03/01/iraniartist shirin-neshaton-art-can
changethe-world-interview!/.

134AWi t hout Boundary: SéSkintieenN&Nalyat of Uhbbiokli edg. 1996, 0
12, 2021, para. 5, https://www.moma.org/audio/playlist/196/2618.
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Curator Fereshteh Daftari describes the inscribed poemmegaphor for womeas well as for

Iran 13> With the translated text, the spectator can more readily understand that Neshat is
commenting on Iranian heritage and the role of women in those societies; it is both a celebration
of Iranian women and a lament of how violence has overtakem theirnaural beautyand

power. These words in combination with the imagery evoke a powerful feeling of importance of
the unspoken wisdom of the veiled woman with her hand over her lips. So, how does this image,

and others like it within the series, come acrosd/estern audiences?

Figure49. Women of Allah, Rebellious Silen&hoto: Shirin Neshat 994136

135 fiwWithout Boundary: Seventeen Ways of Looking. o
136. Shirin NeshatWwomen of Allah, Rebmus Silence 1994, photograph by Cynthia Preston courtesy of Barbara
Gladstone Gallery, New York and Brussels, Khan Academy, accessed February 12, 2021,
https://www.khanacademy.org/humanities&phistory/globaicontemporarnyapah/20thcenturyapah/a/eshat
rebellious.
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Figure50. Women of Allah, FacelesBhoto: Shirin Neshaf,99413’

Figure51. Women of Allah, UntitledPhoto: Shirin Neshat, 1998

137. Shirin NeshatWomen of Allah, Faceles$994, photograph by Cynthia Preston courtesy of Barbara Gladstone
Gallery, New York and Brussels, Khan Academy, accessed February 12, 2021,
https://www.khanacademy.org/humanitiesaphistory/globatcontemporarnapah/20thcenturyapah/a/neshat
rebellious.

138 Shirin Neshatywomen of Allah, Untitledohotograph, 1996, Museum of Modern Art, accessed February 12,
2021, https://www.moma.org/audio/playlist/196/2618.
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