

[image: Cover]




Art, Awakening, and Modernity in the Middle East

This edited scholarly volume offers a perspective on the history of the fine arts genre of the nude in the Middle East and includes contributions written by scholars from several disciplines (art history, history, anthropology). Each chapter provides a distinct perspective on the early days of the nude, as its author studies a particular aspect through analysis of artworks and historical documents from the late nineteenth and early twentieth centuries. The volume examines a rich body of reproductions of both primary documents and of works of art made by Lebanese, Egyptian, and Syrian artists or of anonymous book illustrations from nineteenth-century Ottoman erotic literature.

Octavian Esanu is Assistant Professor of Art History at the American University of Beirut.

Cover image: Georges D. Corm, Femme assise sur un lit, c. 1920, oil on canvas, 47 × 38 cm. Georges G. Corm Collection.





Routledge Research in Art History

Routledge Research in Art History is our home for the latest scholarship in the field of art history. The series publishes research monographs and edited collections, covering areas including art history, theory, and visual culture. These high-level books focus on art and artists from around the world and from a multitude of time periods. By making these studies available to the worldwide academic community, the series aims to promote quality art history research.

For a full list of titles in this series, please visit https://www.routledge.com/Routledge-Research-in-Art-History/book-series/RRAH

The Gamin de Paris in Nineteenth-Century Visual Culture

Delacroix, Hugo, and the French Social Imaginary

Marilyn R. Brown

Antebellum American Pendant Paintings

New Ways of Looking

Wendy N.E. Ikemoto

Expanding Nationalisms at World’s Fairs

Identity, Diversity and Exchange, 1851–1915

Edited by David Raizman and Ethan Robey

William Hunter and his Eighteenth-Century Cultural Worlds

The Anatomist and the Fine Arts

Helen McCormack

The Agency of Things in Medieval and Early Modern Art

Materials, Power and Manipulation

Edited by Grażyna Jurkowlaniec, Ika Matyjaszkiewicz, Zuzanna Sarnecka

National Identity and Nineteenth-Century Franco-Belgian Sculpture

Jana Wijnsouw

The Benin Plaques

A 16th Century Imperial Monument

Kathryn Wysocki Gunsch

The Société des Trois in the Nineteenth Century

The Translocal Artistic Union of Whistler, Fantin-Latour, and Legros

Melissa Berry

Raymond Jonson and the Spiritual in Modernist and Abstract Painting

Herbert R. Hartel, Jr.

Radical Marble

Architecture and Innovation from Antiquity to the Present

Edited by J. Nicholas Napoli and William Tronzo

https://www.routledge.com/Routledge-Research-in-Art-History/book-series/RRAH







Art, Awakening, and Modernity in the Middle East

The Arab Nude


Edited by Octavian Esanu



[image: Logo]






First published 2018

by Routledge

711 Third Avenue, New York, NY 10017

and by Routledge

2 Park Square, Milton Park, Abingdon, Oxon OX14 4RN


Routledge is an imprint of the Taylor & Francis Group, an informa business


© 2018 Taylor & Francis

The right of Octavian Esanu to be identified as the author of the editorial material, and of the authors for their individual chapters, has been asserted in accordance with sections 77 and 78 of the Copyright, Designs and Patents Act 1988.

All rights reserved. No part of this book may be reprinted or reproduced or utilised in any form or by any electronic, mechanical, or other means, now known or hereafter invented, including photocopying and recording, or in any information storage or retrieval system, without permission in writing from the publishers.

Trademark notice: Product or corporate names may be trademarks or registered trademarks, and are used only for identification and explanation without intent to infringe.


Library of Congress Cataloging-in-Publication Data


A catalog record for this book has been requested

ISBN: 978-1-138-56383-4 (hbk)

ISBN: 978-1-315-12197-0 (ebk)

Typeset in Sabon

by Apex CoVantage, LLC





Contents

List of Figures

Acknowledgments

Notes on Transliteration and Translation

1 Introduction: The ‘Arab Nude’

OCTAVIAN ESANU

2 Necessary Nudes: Hadatha and Mu‘asara in the Lives of Modern Lebanese

KIRSTEN SCHEID

3 Early Representations of Nudity in the Ottoman Press: A Look at Nineteenth-Century Ottoman and Arabic Erotic Literature

HALA AUJI

4 Ideal Nudes and Iconic Bodies in the Works of the Egyptian Pioneers

NADIA RADWAN

5 The Nudism of Sheikh Fouad Hobeiche

HALA BIZRI

6 The Feminine Nude as an Expression of Modernity in the Work of Mahmud Mukhtar

ELKA M. CORREA-CALLEJA

7 Bare Language

NADIA BOU ALI

8 Msalkha, or the Anti-Nude

SALEEM AL-BAHLOLY

Works and Sources Cited

Notes on Contributors

Index








	Cover

	Title

	Copyright

	Contents

	List of Figures

	Acknowledgments

	Notes on Transliteration and Translation

	1 Introduction: The ‘Arab Nude’

	2 Necessary Nudes: Hadatha and Mu‘asara in the Lives of Modern Lebanese

	3 Early Representations of Nudity in the Ottoman Press: A Look at Nineteenth-Century Ottoman and Arabic Erotic Literature

	4 Ideal Nudes and Iconic Bodies in the Works of the Egyptian Pioneers

	5 The Nudism of Sheikh Fouad Hobeiche

	6 The Feminine Nude as an Expression of Modernity in the Work of Mahmud Mukhtar

	7 Bare Language

	8 Msalkha, or the Anti-Nude

	Works and Sources Cited

	Notes on Contributors

	Index






	i

	ii

	iii

	iv

	v

	vi

	vii

	viii

	ix

	x

	xi

	xii
































































































































































Guide


	Cover

	Title

	Copyright

	Contents

	List of Figures

	Acknowledgments

	Notes on Transliteration and Translation

	Start of Content











Figures

1.1 Page from al-Ma‘rid no. 766, 14 October 1928. Archives and Special Collections, Jafet Library, American University of Beirut.

1.2 Daoud Corm, No Title, c. 1870s, oil on canvas, 45 × 39 cm. David and Hiram Corm Collection, Beirut.

1.3 Khalil Saleeby, Nude (Carrie), 1922, oil on canvas, 92 × 65 cm. American University of Beirut Art Galleries and Collections.

2.1 Moustapha Farroukh, The Two Prisoners, 1929, oil on canvas, 38 × 47 cm. From Tabi‘a wa Turath [Nature and Patrimony], M. Farrouk Series, Portfolio 7, Beirut, Lebanon, 1995. Hani Farroukh Collection, Beirut.

2.2 Omar Onsi, Women at an Exhibition (originally A l’exposition), 1932, oil on canvas, 37 × 45 cm. Samir Abillama Collection, Beirut.

2.3 Group Exhibition, École des Arts et Métiers, January 1931. Photograph from al-Ma‘rid no. 935 (January 22, 1931), 8. Archives and Special Collections, Jafet Library, American University of Beirut.

2.4 Advertisement for Aphrodyl Pills. Photograph from al-Nahar no. 85 (November 25, 1933), 6. Archives and Special Collections, Jafet Library, American University of Beirut.

2.5 Scene from the film Al-Sir taht al-Shams (Walking under the Sun). From al-Nahar no. 203 (April 19, 1934), 6. Archives and Special Collections, Jafet Library, American University of Beirut.

2.6 Moustapha Farroukh at the Muslim Scouts Exhibition, Ahmad Ayas Villa (January 1, 1927). Hani Farroukh Collection, Beirut.

2.7 Omar Onsi, Les Baigneuses de Darat Jouljoul, 1932, oil on canvas, 64.5 × 80 cm. Raed Bassatne Collection, Beirut.

2.8 Moustapha Farroukh, Souvenir de l’exposition Farrouk, (1933–34), ink on paper, 14 × 10 cm. Hani Farroukh Collection, Beirut.

2.9 Farroukh’s copy of Crépuscule by Paul Chabas. From the Musée Sursock Retrospective of Moustapha Farroukh (January 8, 2003), Beirut, Lebanon. Courtesy of Kirsten Scheid.

3.1 [Right] “The New Echo,” photographer unknown. [Left] Excerpt from “The New Echo,” poem by Abu Shadi, al-Muqtataf no. 74 (May 1929), 528–29. Archives and Special Collections, Jafet Library, American University of Beirut.

3.2 Illustration from Kitab Ruju ‘al-Shaykh ila Sibah fi al-Quwwa ‘ala al-Bah, 2nd ed. (Istanbul, n.p., n.d. [pre-1878]). Private Collection of Irvin Cemil Schick.

3.3 Illustration from Kitab Ruju‘al-Shaykh ila Sibah fi al-Quwwa ‘ala al-Bah, 3rd ed. (Istanbul, n.p., n.d. [pre-1878]). Private Collection of Irvin Cemil Schick.

3.4 Cover from Muhammad Siddiq Hasan Khan, Nashwat al-Sakran min Sahba’ Tadhkar al-Ghizlan (Istanbul: Matba‘at al-Jawa’ib, 1879). British Library Board (14582.c.21).

3.5 Untitled poem in Muhammad Siddiq Hasan Khan, Nashwat al-Sakran min Sahba’ Tadhkar al-Ghizlan (Istanbul: Matba‘at al-Jawa’ib, 1879), 102–103. British Library Board (14582.c.21).

3.6 Illustration from a nineteenth-century bahname manuscript. Digital reproduction from Sema Nilgün Erdogan, Sexual Life in Ottoman Society (Istanbul: Dönece, 2000), 51. Image credit Dönece Yayinlari.

3.7 Undated [c. 1900s] photograph of two nude female figures, Istanbul. Private Collection of İrvin Cemil Schick.

4.1 Caricature published in al-Kashkul picturing the sculptor Mahmud Mukhtar—carrying his famous nude The Bride of the Nile—outside of a public park where it was supposed to be placed under the eyes of ‘Uthman Muharram Pasha, the former Minister of Public Works under the Wafd Party, April 1928. Rare Books and Special Collection Library and Archives, American University of Cairo.

4.2 Mahmud Mukhtar in his studio in Paris, c. 1913–14. Courtesy of Eimad Abu-Ghazi, Cairo.

4.3 Mahmud Sa‘id, Bint al-Balad, 1943, oil on panel, 70 × 56 cm. The Museum of Egyptian Modern Art, Cairo.

4.4 Mahmud Sa‘id, Nude Leaning on a Green Divan, 1943, oil on canvas, 103 × 81 cm. Private collection. Courtesy of Christie’s Images/Bridgeman Images.

4.5 Mahmud Sa‘id, The City (detail), 1937, oil on canvas, 350 × 198 cm. The Museum of Egyptian Modern Art, Cairo.

4.6 Amy Nimr, Untitled, 1927, oil on board, 37 × 52.5 cm. The Museum of Egyptian Modern Art, Cairo.

5.1 Photograph of Sheikh Fouad Hobeiche (1904–1973). Courtesy of Hilda Hobeiche.

5.2 Cover of the original edition of the book by Fouad Hobeiche, Rasul al-‘Uri [The Messenger of Nudism] (Beirut: al-Ma‘rid, 1930). Courtesy of Hilda Hobeiche.

5.3 Page from al-Makshuf no. 2 (May 9, 1936). Courtesy of Hilda Hobeiche.

5.4 Page 60 of the original edition of Fouad Hobeiche, Rasul al-‘Uri (Beirut: al-Ma‘rid, 1930). Courtesy of Hilda Hobeiche.

5.5 Page 85 of the original edition of the book of Fouad Hobeiche, Rasul al-‘Uri (Beirut: al-Ma‘rid, 1930). Courtesy of Hilda Hobeiche.

6.1 Mahmud Mukhtar, Muhammad Hassan, 1910, painted plaster. Courtesy of Emad Abu-Ghazi, Cairo.

6.2 Mahmud Mukhtar, A Mendicant and His Son, 1910, painted plaster. Courtesy of Emad Abu-Ghazi, Cairo.

6.3 Mahmud Mukhtar, Maid (c. 1912–1917). Courtesy of Emad Abu-Ghazi, Cairo.

6.4 Cover of al-Musawwar (March 4, 1927). Archives and Special Collections, Jafet Library, American University of Beirut.

6.5 Mahmud Mukhtar, A Treasure Trove in the Valley of Kings, 1926, bronze. Courtesy of Emad Abu-Ghazi, Cairo.

6.6 Mahmud Mukhtar, Isis, 1929, marble. Courtesy of Emad Abu-Ghazi, Cairo.

6.7 Mahmud Mukhtar, The Bride of the Nile, 1929, marble. Courtesy of Emad Abu-Ghazi, Cairo.

7.1 Georges Sabbagh, Untitled, 1924, oil on canvas, 76 × 109 cm. Courtesy of the Nicolas Sursock Museum, Beirut.

7.2 Cesar Gemayel, Untitled, 1940, oil on canvas, 78.5 × 130 cm. Aline and Joseph Faloughi Collection, Beirut.




Acknowledgments

This collection of scholarly texts, which addresses multiple aspects of the genre of the nude in the Middle East, is the result of several years of intensive research and the efforts of multiple individuals. Most of the papers published here (with the exception of Kirsten Scheid’s “Necessary Nudes” and the editor’s introduction) were first delivered at the American University of Beirut (AUB) during the conference accompanying the 2016 exhibition The Arab Nude: The Artist as Awakener.

The book itself, as well as most of the papers published in it, would not have been possible without the support of many people. First and foremost, I am thankful to all the contributors for their efforts, and especially to Kirsten Scheid, with whom we worked on The Arab Nude exhibition as well as the conference and bilingual (English-Arabic) exhibition publication. I am grateful to the current Dean of the Faculty of Arts and Sciences (FAS), Nadia El Cheikh, who has been very supportive of this project, as well as to the former Dean of FAS, Patrick Vincent McGreevy. Rico Franses, the Director of AUB Art Galleries and Collections, has played a principal role in the production of both the exhibition and conference, and I give him my special thanks along with our successive AUB Art Galleries exhibition coordinators—Cherine Lynn Karam, Nada Zanhour, and Dania Dabbousi—and our perennial designer, Lynn El-Hout.

I would like to acknowledge the Philip Jabre Fund for its material support of The Arab Nude exhibition and conference, as well as for helping us cover copyright fees for this publication.

My colleagues in the Fine Arts and Art History department (FAAH) at AUB—above all, Angela Harutyunyan, our department Chair Thomas Kim, Walid Sadek, Adiba Jebara, and Abeer Khoury, from the Dean’s Office, along with such other members of the Art Galleries Steering Committee as Reza Abedini and Ahmad El-Gharbie—have been very helpful at different stages of this project. Kaoukab Chebaro and Samar Mikati helped us many times to locate primary documents in the Archives and Special Collections at AUB’s Jafet Library. A special word of gratitude goes to the multiple collectors who agreed to lend us nudes from their personal collections and who also permitted us to reproduce their images in this volume. In particular, I am thankful to Saleh Barakat and Emile Hannouche, who assisted us from the very early stages of this project; later as the project unfolded, we owed further gratitude to the collectors Samir Abillama, Samer Alameddine, Raed Bassatne, Serge Brunst, David Corm, Hiram Corm, Georges G. Corm, Joseph Faloughi, Hani Farroukh, Joseph Geagea, Khalil Ghosn, Nabil Nahas, Abed al-Rahman Onsi, Usama Onsi, Walid Onsi, May Ounsi, Mazen Qupty, Hala Schoukair, Maurice Tabet, and Gilberte Zouain, and to the following institutions: the Sursock Museum, the Dahesh Museum of Art (New York), the Fuad Debbas Foundation, the Lebanese Heritage Museum Collection, and the Arab Image Foundation. Special thanks goes to the Khalil Gibran Museum in Becharre and to the Gibran National Committee, which for the first time in their history has authorized the display of some of Gibran’s nudes in another museum setting in Lebanon.

For the production of this book I would like to thank Kirsten Scheid, Hala Auji, Hala Bizri, and Nadia Radwan for helping me with Arabic transliteration, diacritical markings, and general editorial comments. Finally, and as always, special gratitude goes to Catherine L. Hansen and now also to Audra L. Esanu, whose editorial, copy-editing, and other support during all the stages of this project has allowed these texts to take their current form.

Octavian Esanu 
Beirut, Tokyo (2017)



Notes on Transliteration and Translation

This book follows the simplified version of the transliteration system of the International Journal of Middle Eastern Studies (IJMES). Thus, diacritics are not used except in the preservation of the ‘ayn and hamza, and Arabic (and other foreign) terms are italicized followed by their English equivalent in parentheses. However, in some cases, and according to the preferences of several authors, contributions depart from IJMES rules in order to maintain a particular type of spelling or mode of transliteration that better emphasizes a specific Arabic dialect, provides a particular nuance to an idea, or preserves the author’s predilection for a more discursive or essayistic prose. Such departures most often account for the appearance of proper names in this volume. For certain prominent individuals discussed at length, in light of the fact that many had careers in French or English intellectual worlds that encouraged them to develop a preferred signature using the Latin script, we have encouraged each contributor to use his or her preferred spelling.

For the reader’s convenience, we include below a list of names of individuals most frequently discussed in the volume, rendered according to IJMES rules, and followed by their, or the authors’ preferred spelling in Latin letters (where appropriate) and their dates.



	‘Abbasi, Riza—Reza ‘Abbasi (1570–1635)

	Abu Shabaka, Ilyas—Elias Abou Chabakeh (1903–1947)

	Abu Shadi, Ahmad Zaki—Ahmed Zaky Abushady (1892–1955)

	‘Ayyad, Raghib—Ragheb Ayad (1892–1982)

	Bustani, Butrus al-—Boutros al-Boustani, Butrus Bistany (1819–1883)

	Farrukh, Mustafa—Moustapha Farroukh (1901–1957)

	Hasan Khan, Muhammad Siddiq—Muhammad Saddiq Hasan Khan (1832–1890)

	Hubaysh, Fu’ad—Fouad Hobeiche (1904–1973)

	Huwayyik, Yusuf—Youssef Hoyeck (1883–1962)

	Jumayyil, Qaysar al-—Cesar Gemayel (1898–1958)

	Khirru, Maryam—Mariam Khirru (c. 1924–c. 2004)

	Mukhtar, Mahmud—Mahmoud Moukhtar (1891–1934)

	Naji, Muhammad—Mohamed Naji (1888–1956)

	Qurm, Daud al-—Daoud Corm (1852–1930)

	Qurm, Jurj al-—Georges D. Corm (1897–1971)

	Rihani, Amin al-—Ameen Rihani (1876–1940)

	Sa‘id, Mahmud—Mahmoud Saïd (1897–1964)

	Salibi, Khalil al-—Khalil Saleeby (1870–1928)

	Salim, Jawad—Jewad Selim (1919–1961)

	Shidyaq, Ahmad Faris al-—Fares Chidiac (1805–1887)

	Surur, Habib—Habib Serour (1860–1938)

	Taqiyy al-Din, Khalil—Khalil Taqi-Eddin (1906–1987)

	Unsi, ‘Umar al-—Omar Onsi (1901–1969)

	Yaziji, Ibrahim al-—Ibrahim al-Yazigi (1847–1906)








1
Introduction: The ‘Arab Nude’

Octavian Esanu

From mid-July to late October of 1928, the Beirut public closely followed local newspapers’ reports on the progress of the so-called “Saleeby case”: the trial of the murderers of the painter Khalil Saleeby and his wife Carrie Aude (Figure 1.1). Khalil Saleeby (1870–1928)—today regarded as one of the forerunners of modern Lebanese art, and one might add, of the Arab world’s fine arts tradition—and his American wife were brutally murdered. The couple was attacked in Beirut by a group of villagers following, according to various sources, a lengthy water-rights dispute in the mountain village of Btalloun, where Saleeby and Aude had their country house.1 Extant newspapers offer very little in the way of details of the murder, though many versions of the story exist, featuring planned ambush, hanging, or even decapitation.2 The earliest report, in al-Ma‘rid’s July 15, 1928, issue, praises the local judiciary and the police for unveiling the secrets of this mysterious case3; by July 20 the paper informed its readers that a man involved in the murder of Khalil and Carrie was prevented from boarding the ship Champollion.4 Several months later, on October 14, al-Ma‘rid published a eulogy to the murdered couple “who could not defend themselves,” and persuaded its readers that Khalil Saleeby was in fact a genius, a man of free thinking, and not a “pitiless monster nor a predator of the honor of women and girls,” as those responsible for the murder had been saying in court.5 Three days later, the newspaper finally announced the court’s conclusions. The judge’s verdict was harsh. All seven villagers faced severe penalties ranging from death and life imprisonment to short prison terms.6 Finally, the October 19 issue announced that the police force in Damascus had arrested and extradited another man involved in the murder of the Beirut painter, and then proceeded to describe in detail the public execution of two of those who had been given death sentences (though in one case, the president of the Republic himself intervened, replacing the death sentence with life imprisonment)—from the appearance of the officials and police escorting the convicts until the moment when the trapdoor of the gallows opened under their feet. The newspaper then encouraged its readers to pray to God to take the offenders’ souls into His infinite mercy but also lent its full support to what it believed to be the principles of modern justice.7

In all these issues of al-Ma‘rid, there are only glancing references to a water dispute, or to any motive at all. There is also that cryptic mention of “the honor of women and girls,” and in later sources one encounters other information, anecdotal observations, stories circulating within the Saleeby family, and more recently, scholarly research and art anthropological field work, bringing in additional insights on the nature of this case, such as what appears to have been a complete lack of understanding and sympathy between the villagers of Btalloun and the solitary artist, or for some Lebanese art historians, a suspicion that ultimately, Saleeby was murdered because he painted nudes.8


[image: Figure 1.1 Page from al-Ma‘rid, no. 766, 14 October 1928.]
Figure 1.1 Page from al-Ma‘rid, no. 766, 14 October 1928.


Archives and Special Collections, Jafet Library, American University of Beirut.



For all the drama of these events, this introduction to a selection of scholarly texts dedicated to the fine arts category of the nude does not intend to suggest that the nude’s presence in the Middle East has always been, or must always be, surrounded by an aura of violence. In fact, the purpose of this book is not merely to prove the opposite but to suggest that our knowledge of the nude in the Middle East continues to be subject to multiple fictionalizations and dramatizations (like the “Saleeby case” above) and that it is time to open the genre to scholarly study. Images depicting nude subjects have been more common than is, or has been, believed in the Western popular or academic imagination. Examples of the latter include respected scholars of the past who saw the nude as a cultural category specific only to Western culture (from Alois Riegl’s assertion that “no nude could possibly be Muslim” to Kenneth Clark’s much quoted statement that “the idea of offering the body for its own sake, as a serious subject of contemplation, simply did not occur to the Chinese or Japanese mind.”)9 A closer study of the nude in the region proves such voices wrong. From religious iconographic representations common in the Christian churches across the Levant— depicting, for instance, asexual nude angels hovering in the skies (Figure 1.2)—to



[image: Figure 1.2 Daoud Corm, No Title, c. 1870s, oil on canvas, 45 × 39 cm.]
Figure 1.2 
Daoud Corm, No Title, c. 1870s, oil on canvas, 45 × 39 cm.


David and Hiram Corm Collection, Beirut.



Western Orientalist paintings and sculptures imported by the local elites and copied by the first generations of local artists, to even earlier non-Western nude images such as the one at Qusayr ‘Amra bath house, dated to the Umayyad period10—the nude has been, if not as common as in the Western pictorial tradition, far from absent or irrelevant. But I chose the “Saleeby case” to open this introduction in order to set the stage for the particular historical period that most of the contributions to this volume address: the mid- to late nineteenth century, but mainly the first half of the twentieth century, most often called the nahda in scholarly literature, translated (in the view of some, problematically) as the “awakening” but most commonly as the “renaissance.”

This edited volume is the outcome of the exhibition and conference organized in 2015 at the American University of Beirut Art Galleries under the title The Arab Nude: The Artist as Awakener. For the exhibition and conference, which I co-curated with Kirsten Scheid, we proposed to look at the early nudes of the region and the role that this genre of fine arts has played within the context of the early twentieth-century processes of modernization. The title of the Beirut exhibition requires some explanation, for it was chosen in order to deliberately establish a continuity between the spirit of nahda and the cultural and political situation in the Middle East today. We wanted the main title of the exhibition (and the subtitle of the current publication) The Arab Nude to resonate with other controversial and frequently encountered phrases, including the “Arab Spring,” or earlier, “The Arab Awakening.” Certainly, we were aware that the term “Arab” is an anachronistic one—especially when applied to territories that were subject to multiple forms of colonialism, with overlapping and competing identitarian schemes, administrative, ethnic, and confessional politics— but we decided to use it nonetheless, not toward further obfuscating these contradictions and ambiguities but toward highlighting them.11 Phrases like “Arab Spring” and “Arab Awakening” have been used by politicians, scholars, and journalists to discuss, question, predict, or project issues that seem at times to fall squarely within the same limits, contradictions, and binaries that preoccupied nahda intellectuals: tradition and modernity, secularism and religion, national unity and sectarianism, colonialism and national independence, along with a wide range of issues touching upon gender, class, and ethnicity.

One of the main aims of this project was to include the artist, the painter, the sculptor in the list of modern professions involved in this renaissance of letters and culture (as the nahda narrative has often been read). Artists were among the educated professionals, many of them from the upper classes, who joined the encyclopedists and the grammarians, the reformers and the pioneers of national, religious, and secular thought. Most of them traveled to the colonial administrative and cultural capitals of Western Europe in order to learn fine arts techniques, forms, methods, and institutions, which they ultimately perceived as efficient tools for, and their unique contribution to, modernization. Even though their participation was fueled by personal motives and aims, their art was integrated within a particular political discourse dominant at the time among the nahda reformers (liberal, nationalist, socialist, or even Fascist). Nationalistic sentiments predominantly informed many of these artists’ activities, emerging as a progressive and constructive force, in an early instance of what some would later call “subaltern nationalism”; that is, a form of political discourse serving to consolidate a multitude’s resistance to colonial domination.12 This was most visibly manifest in the aesthetic-ethical dimension of nahda, as artists turned art into a tool for the education of the masses, be it art as “religion of the state,” as with Muhammad Naji in Egypt, or as part of a call to launch Western-styled art institutions and humanist art education in order to assert an independent (Maronite-dominated) sovereignty in French Mandate Lebanon, as was the case with Georges D. Corm.13 But in addition to engaging in social and political activities through art, early twentieth-century Arab artists also discovered one particularly efficient painterly tool of “awakening,” the representation of the body without clothes—the Nude. As a figurehead of processes of modernization led by Western-inspired nationalist or liberal elites, the Nude not only denuded and revealed the human body but also evoked openness, authenticity, and liberty—the key values of Eurocentric secular modernity. Thus the “Arab nude” is yet another category that we propose to discuss in the context of late nineteenth- and early twentieth-century historical processes, though we are also well aware of the trap set by adding yet another conceptual kit (the “Arab nude”) to the archive of notions that are invoked each time that nahda or “awakening” and “the liberal age” is mentioned (i.e., “Arab thought,” “Arab mind,” “Arab identity,” “Arab subjectivity,” “Arab nation,” “Arab history,” and so forth).14

Several events contributed to the exhibition and to this book. The first was the donation of a large body of Khalil Saleeby paintings to the American University of Beirut, which also included five of Khalil Saleeby’s nudes.15 Another was Kirsten Scheid’s article “Necessary Nudes” (reprinted as Chapter 2 in this volume), which served as a source of inspiration for the exhibition and conference. In her article, Scheid argues that under colonial mandates Arab artists deployed the nude as a “culturing” tool (using the Arabic term tathqif, for disciplining or cultivating), and that the task of the nude was to help recategorize norms for social interaction and self-scrutiny, or even to repudiate the behaviors and desires habitually associated with the Arab “past,” such as male homosexuality, and to cultivate instead a “modern,” “masculine” heterosexual eroticism, buttressed by dutiful feminine compliance.16 This argument is supported by her analyses of nude artworks made in Lebanon under the French Mandate, with particular focus on several genre paintings that provide pictorial commentaries on the reception of the nude in the region, for example Omar Onsi’s 1932 Women at the Exhibition and Moustapha Farroukh’s 1929 Two Prisoners.17 Most importantly perhaps, Scheid’s article encouraged the scholarly community to “unveil” (to use an Orientalist trope common in this context) and de-fictionalize an art historical subject that has often been passed over in silence, prompting many contributors to respond to the idea of the nude as a “culturing” tool by studying aspects of the genre and its historical transformations in Lebanon, Syria, Egypt, Iraq, or nineteenth-century Ottoman Turkey.

Already around the time of Saleeby’s murder, in 1928, the nude was becoming a visible modernizing force, manifest not only in the creation and open display of an increasing number of nude pictures but also in the advent of other culturing forms related to nudity or the unclothed body. Examples are numerous and are examined in greater detail by contributors to this volume: from the launching of new types of periodical publications regularly printing nude imagery and texts (the Lebanese al-Makshuf, al-Nahar and al-Ma‘rid and the Egyptian al-Musawwar) to the publishing of books propagating nudism as a healthy and modern way of living (for example, Sheikh Fouad Hobeiche’s Rasul al-‘Uri [The Messenger of Nudism, 1930], discussed in this volume by Hala Bizri); and from the deployment of the nude in Egypt as a weapon of anticolonialism and a symbolic element of nation building (discussed by Nadia Radwan and Elka M. Correa-Calleja) to its becoming part of a wide range of social, political, and commercial activities (the Muslim Scouts movement, advertising, cinema, erotica). Nudes became, as Scheid has insisted, indexes of modernity, proofs of eligibility for gaining full membership in the mu‘asara (the new era).

To use Kenneth Clark’s now-unavoidable distinction between “nakedness” and “nudity”—the former a state of being without clothes, and the latter a category of representation18—we may say that the development of the genre has been caught in a tense dialectical interplay from its early days onward. While some saw the unclothed body as “naked”—that is, weak and vulnerable, or a source of public embarrassment and disgrace—others saw it as “nude,” that is, as ideal type, mode of knowledge, and efficient tool of modernization. And if we agree for a moment with the Lebanese art historians who have suggested that Saleeby was murdered for painting nudes, then it may have been that the villagers of Btalloun (some of whom were in fact Saleeby’s relatives—the murder split this extensive family for almost a hundred years) made no clear distinction between the naked and the nude. They would have refused, in this case, to accept the nude as a form of costume,19 as art, or as a fictitious and harmless image incapable of having any serious impact on everyday reality, regarding it instead as an anomaly and exception (“in the ‘clothed’ society, where garments are a social obligation, nakedness is an exception, and as such a monstrosity.”)20

Though Saleeby’s destiny and tragic death were unique, his artistic career, in its turn toward the study of the fine arts in general and of the nude in particular, was not very different from that of other Arab artists of his time. The first generations of Arab painters—often referred to as al-ruwwad (“pioneers” or “forerunners” in Egypt and Lebanon)21—received their training in the fine arts academies of Western Europe, where for a long time the nude was an essential subject in mastering the genre painting, placed, for centuries, at the top of the fine arts hierarchy. In other words, the nude was not necessarily studied for its own sake, but as a key ingredient of Western pictorial humanism, represented through various tropes, themes, or metaphorical devices and resulting accordingly in as many types of nude “costumes”: the mythological nude, Biblical nude, Classical nude, pagan nude, modern nude, and so forth. Syrian and Lebanese artists like Daoud Corm (1852–1930)—trained in Rome and celebrated as Lebanon’s first fully autonomous artist—and later generations of artists such as Youssef Hoyeck (1883–1962), Georges D. Corm (1897–1971), Moustapha Farroukh (1901–1957), Omar Onsi (1901–1969), and the Egyptian pioneers Mahmud Mukhtar (1891–1934), Mohamed Naji (1888–1956), Mahmud Sa‘id (1897–1964), and Ragheb Ayad (1892–1982), to name a few—all traveled to the European capitals to learn Western representational conventions. It is here that many of them saw for the first time the human body laid bare for study. The Lebanese painter Moustapha Farroukh describes in his memoirs his first encounter with a nude model during his studies in Europe:



My mouth went dry, my legs started trembling, and my hand too. I was overwhelmed by stupor and shivering. I truly tried my hardest to resist the unpleasant, unwanted reaction.22




Kirsten Scheid, adding that Farroukh “went home, took a cold shower and read from the Qur’an,” argues that the nude was not only to be understood as the artist’s means of shocking an audience in order to “culture” them or make them modern but also, or perhaps primarily, as a means of “overcoming [his own] physical limitation.”23 With an eye to Michel Foucault’s studies on the relation between modernity and modern disciplinary forms imposed by sovereign power on the body, we might say that within “Arab” modernity the nude can be also perceived as one such instrument of disciplinary power and mechanism of self-control. The multiple temptations brought about by the universal dimension of modernity comes with the condition of strict inner control and self-mastering. In the impact of the nude model on Farroukh, and his struggle “to resist the unpleasant, unwanted reaction,” one discerns the logic of modern biopower, and how this logic of Eurocentric modernity extends into its imperial and colonial regimes, as the nude “cultivated those very energies and charged them with universal meaning.”24
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We do not have documents attesting to Saleeby’s reaction, or that of any artist of his generation, to artists’ models or to naked bodies. During his studies in Philadelphia, Saleeby married the American citizen Carrie Aude, and some of his later nudes (see, for example, the 1922 Nude [Carrie], Figure 1.3) represent his wife. But not all Arab

painters of that generation had access to nude models upon their return from their studies in Western Europe, and the few historical details on the encounter between the artist and his model suggest a wide range of social contradictions present in the construction of the genre. In Egypt the first nude models to pose for artists were beggars and other social outcasts, or the very poor. Mahmud Sa‘id recalled that “one of his favorite models was a girl who used to collect cigarettes ends in the street.”25 As far as Lebanon is concerned, we know that Habib Serour (1860–1938) (Farroukh’s teacher) employed as a model his cleaning lady, whom he also later married,26 and that the first professional model to pose regularly for artists in Beirut was known by the name of Mariam. The painter Cesar Gemayel (1898–1958) is credited with convincing Mariam Khirru (c.1924-c. 2004) to become the first professional model for Lebanese artists in 1938:



Mariam was only 13 when, for her fresh young beauty, she was taken to Sheikh Cesar’s atelier. She remembers well that initial entry into a new fascinating world. With a child’s innocent curiosity she went: and as an innocent child she was received … and slowly coaxed into her life as a model.27




But earlier on, Moustapha Farroukh could not find any modèle to help him study the parts of the female body. When he shared this problem with a foreign intellectual friend living at the time in Beirut, the friend proposed that Farroukh paint the former’s European wife. She came the next day, and took off her clothes saying:



my husband told me yesterday that you are painting a picture and that you have been kept from completing it due to not understanding a portion of the body. So here I come to put myself at your service to make your picture.28




Based on Farroukh’s autobiography, Scheid provides a reading according to which the painter “borrowed not only a European convention for representing the East, the odalisque, but also a European body.”29 But all of these examples of the encounter between early Arab practitioners of the nude and their first modèles (especially in the case of Sa‘id, Serour and Gemayel) are also illustrative of how the nude—as a genre central to the modern bourgeois institution of the fine arts—is from the outset constructed on class conflict, on inequality, and exploitation of “proletarian nakedness” (discussed again below).

In adopting the conventions of the nude, the early generations of Arab artists also inherited the genre’s multiple contradictions. As a category of Western art, which the discipline of art history saw evolve and transform through historical stages (from ancient Near Eastern conventions and those of Archaic, Classical, and Hellenistic Greece, and of the Roman republic, to medieval Europe through the Renaissance and on to Western high modernism), the nude has been torn by political, economic, class, racial, and gender controversies. Eighteenth-century classicist accounts of the nude as manifestation of a free self and representation of ideal sovereign subjectivity, or of beauty unconstrained by a world outside—as the father of modern art history Johann Joachim Winckelmann once saw it—had a lasting impact on art historical theories of the nude until far into the twentieth century. In his 1956 The Nude: A Study in Ideal Form, Kenneth Clark addresses the nude formally or, as the subtitle of his influential work emphatically suggests, “ideally,” and in a manner removed from political and social concerns. It was only later in the century, and in many instances in direct response to Clark’s study, that critics approached the genre with an eye to gender, class, or race inequalities. These critiques targeted the various conventions established within the genre in its centuries-long history, focusing primarily on the nineteenth century, when the female nude began to dominate the genre30 and when the nude emerges as a problematic aesthetic category of the bourgeois discourse of the woman. One central contradiction of the nineteenth- and twentieth-century nude has been astutely expressed by John Berger in Ways of Seeing: “men act and women appear,” that is, woman is sight and man is viewer.31 Berger highlights woman’s alleged lack of agency under the objectifying power of the male gaze, or what Laura Mulvey and other feminist critics will soon after articulate in more specifically psychoanalytic terms as the male gaze that projects its fantasy onto the female figure: “woman as image, man as bearer of the look.”32

Within the context of socially motivated art history, T. J. Clark has given the most insightful interpretations of the class connotations inscribed in the sharp, modernist nude/naked dichotomy. For Clark, the nude constitutes a meeting point of several major discourses (art criticism, female sexuality, and class relations) or as he puts it: “the nude is the mid-term of the series which goes from femme honnête to fille publique.”33 Drawing on Manet’s Olympia (1865)—one of the most scandalous “nudes” in the nineteenth-century Parisian salon tradition—Clark identifies the nude as part of the “discourse of the Woman,” or as a genre constructed along a range of signifying categories such as woman, nude, and prostitute. The naked/nude dichotomy acquires strong class connotations as well. Already in Courbet’s The Bather (1853), T. J. Clark recognizes “an attempt to make the nude, of all unlikely genres, exemplify the orders of social class,” which is to say the bourgeois nude versus proletarian nakedness. Unlike the “nude,” which is a set of signs resting on the belief that the body is one’s own (a generality constructed, of course, by ideology and by the fine arts), “nakedness” is a sign of class, a sign of belonging to a “social body,”34 as Olympia’s nakedness also reveals.

At a time when Arab artists were learning the conventions of the nude in Western academies, however, art criticism still lacked awareness of the genre’s wider social and political implications. The nude was still predominantly regarded from a human-ist universalist perspective—according to which the figure clothed is the figure particularized by the choice of garments, whereas the nude is a universal “type” that all humans share in common.35 The nineteenth and early twentieth centuries’ understanding of the nude, informed by Renaissance humanism, is firmly grounded in the human-centered world. The nude is a symbolic representation of the idea of “humanity,” or of the human “essence,” and of the universal laws that govern human nature. As aesthetic type, the nude not only asserts basic humanistic values, such as dignity, equality, universal justice, freedom of thought, and liberty but is also a model for the study of a world in which “man is the measure of all things,” where, for example, the dimensions of the human body are taken as the basis for designing the environment that humanity inhabits (like Classical architectural schemes modeled on human proportions) or for understanding the universe itself (as with Leonardo’s Vitruvian Man). Building on the classical Greek and Renaissance heritage, the nude gradually emerges as a symbol of all the transcendental and non-representable qualities that enlightened man acquired after leaving behind the archaic, medieval, or “barbarian” states, where the unclothed body was associated with shame, humiliation, weakness, vulnerability, desire, seduction, and sin. The civilizing and progressive missions of the humanist nude firmly rest upon noble Classical Greek antiquity, with its understanding of aesthetic and athletic nudity as representing “a ‘modern’ way of life, freer, simpler, more democratic.”36

Notions of nudity and the nude as conveying and contributing to a modern way of life—“modern,” this time, in the early twentieth-century sense of the word—find profound expression in the context of various European political movements that saw in practices related to the nude/naked body (such as naturism, nudism, and eroticism) solutions to modernity’s most urgent problems. Ritual and religious nudity have been with us for a long time, but modernity has seen the rise of various forms of social and communal nudity that were gradually absorbed by dominant ideologies and turned into “cures” for the most acute problems of the modern age: secularization, urbanization, industrialization, cultural homogenization. As part of the modern discourse of power and its mastery over the body, social nudity becomes an efficient tool of communal, racial, and personal hygiene and healthy living. Standing on the opposite sides of so many ways of incorporating naturist and nudist theories into political discourse, there are the two most radical mid-twentieth-century totalitarian discourses of the nude: the Nazi nude and the Soviet nude. While the former fostered the masculine principle in cultivating the Nordic Aryan type of the active warrior and progenitor of “superior” human material (monumentalized in the sculptures of Arno Breker or Joseph Thorak), the latter plays on the life-affirming maternal and feminine element, constructing its ideal female type through socialist realist masculinization of the female body (and when Soviet “femininity” is preserved, this is sure to be done in the presence of some phallic object, as in one of the most popular sculptural nude motifs of Stalinist times, “Girl with an Oar.”)37 Both Nazi and Soviet examples represent “mass nudes,” or archetypes of collective nude bodies, that evolved over the nineteenth and first half of the twentieth centuries out of various naturist philosophies as strategies and symbols of emancipation before being co-opted to serve the totalizing signifiers of “race” or “class” within their respective ideological fields.

Mid-twentieth-century French and German theories of nudity and the nude must also be briefly mentioned here, in view of the contemporaneous influence of certain ideas and practices in the Middle East. In Germany, where nudist practices had become “a way to reconcile and harmonize deep divisions in the German nations, often exacerbated by industry, politics, and religion,”38 these theories had developed in broad, cumulative stages: from Winckelmann’s glorification of ancient Greek ideals, to the nineteenth-century gymnastics movement (Turnbewegung), to eroticism and health theories. Under National Socialism, the “German nude” was infused with a large dose of eugenics and social Darwinism, in view of the perpetuation of the perfect race “whose beauty was a testimony to its superiority.”39 Similar concerns, albeit with respect to Arabs, arise in the activities of some of the early proponents of nudism in the Middle East. At the time of the Saleeby case trial, an individual named Sheikh Fouad Hobeiche had been actively studying French and German proponents of nudism while working out his own theory adapted for the Middle East, published two years later as The Messenger of Nudism. Hala Bizri’s contribution to this volume (“The Nudism of Sheikh Fouad Hobeiche”) discusses Hobeiche’s projects and writings as they evolved over the course of his lifetime. Hobeiche’s nudism rested on the firm belief that dressing was harmful to the body and that fewer clothes and/or complete nudity, as well as sexual liberation and healthy living, would greatly contribute to the physical and moral well-being of the people of Lebanon and of the Arab world. Though the then-scandalous declarations of this zealous advocate of nudism—often called a “messenger”—met with much resistance, his overall project of modernization was extensive, taking shape in his writings, his journalism, his magazine al-Makshuf (meaning “the revealed” or “the bared”), and the publishing house Dar al-Makshuf. As Bizri suggests, it is in the title of these latter enterprises that the idea of “revealing” or “denuding” becomes synonymous with a range of other radically modern techniques, including the reportage in journalistic writing.40 Hobeiche’s views on nudity are broad and contradictory, echoing distinct and at times conflicting political traditions within the nahda movement (from his early liberal defense of homosexuality, to his Fascist hygienic proposal to sterilize all the terminally ill and of those with hereditary disorders, to his conservative renunciation of nudity later in life).

But the “Arab Nude” of the early twentieth-century Middle East is not only constituted by discrete projects or advanced by “eccentric” individuals but is master-planned on larger sites and monumental scales by political parties, or by those deploying the nude for the construction of the image of a nation. Nadia Radwan (“Ideal Nudes and Iconic Bodies in the Works of the Egyptian Pioneers”) looks at the way in which Egyptian painters and sculptors such as Mahmud Mukhtar, Mohamed Naji, and Mahmud Sa‘id contributed to the creation of the “Egyptian nude.” The “pioneers” assimilated the representational conventions of the nude, which they had learned initially from the European Orientalists and later in the Western academies of beaux-arts, with local ethnographic or folkloristic motifs or elements of ancient history.
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