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Introduction

Making it “Real”: Illustrated Books on Egypt as Sites for Knowledge Production, Commercial Mediation, and Technological Investigation

The following is a vignette from the 2009 film Cairo Time, written, and directed by Ruba Nadda, a Canadian director of Arab origins.1

Juliette, an American magazine editor, visits Cairo on vacation. It is her first time in the Egyptian capital, and she is about to reconnect with her husband, Mark, who works in the region for the United Nations. But Mark is temporarily held up in Gaza and Juliette is left to discover Cairo with the guidance of Mark’s friend, the Muslim Egyptian man Tariq. A slow-paced romance unfolds between her and Tariq while both wander through the streets of Cairo visiting coffee houses and bazaars; smoking a hookah pipe; taking a boat ride on the Nile, and a short trip to Alexandria to attend an Egyptian wedding. At first, Juliette finds herself overwhelmed by the scale, heat, traffic, and sounds of Cairo and the feeling of displacement in a culture that seems very different from her own. Soon, however, she is captivated by the new experience. A subtle dialogue unfolds between her and Tariq, making them confront their own preconceptions about what may be understood as the “East” and the “West,” with Juliette disapproving of the social condition of “Egyptian street children,” Tariq questioning the quality of life in the West, and him implying the problematic Eurocentric notion of the term the “Middle East.” Although their conversations are set in twenty-first-century Cairo, they subtly shed light on the long history of encounters between the cultures they represent. These encounters—triggered by politics, travel, and curiosity, among other factors—likely contribute to the small verbal confrontations between both individuals.

Tariq’s remarks also imply Juliette’s preconceived understanding of Egypt through the lens of her own culture. Their encounter also raises questions about how these Western perceptions and preconceptions about Egyptian culture are formed. Is it by only adhering to a specific political or religious view that affects how one sees another culture? And through which means, and media, are these notions being absorbed by people who have never traveled to Egypt? Is it by listening to other travelers’ stories, watching news and films representing Arab culture, admiring paintings and photographs of Egypt, or maybe by perusing books that imprint a specific image of that country in the reader’s mind?

Each exploration of Cairo that Juliette undertakes throughout her stay starts and ends in her hotel and, more precisely, in front of the elevator lobby. It is there where she greets or says goodbye to Tariq after their daily encounter ends. Each time when the elevator doors open, a decorative poster-like image appears on the elevator’s interior wall. The poster is a reproduction of a street in Cairo sketched around 1840 by the Scottish Orientalist artist and traveler to Egypt David Roberts (1796–1864) (see plate 1). The twin minarets of the southern gate to the Old Fatimid city Bab Zuwayla (al-Mitwali) are looming in the background of this image. The monumental structure that appears on its right side is a fifteenth-century mosque of the Mamluk sultan al-Mu’ayyad, while street shops and the intricately carved wooden latticework windows—known in the region as mashrabiya—decorate the remaining façades visible on the street. The addition of colors accentuates the dress of the city’s inhabitants, bringing attention to the bustling atmosphere of the street where veiled women are riding donkeys, and men and women are conducting business and engaging in daily conversations. Roberts’s image may appear as a type of picturesque and nostalgic view that hangs on the hotel wall to arouse the interest of tourists in the history and the region they are visiting. Yet, this view was also one of the first and most everlasting images of the modern and Islamic Egyptian capital that was formulated by French and British artists for the public back at home.2 Why is this image still popular today? Why is it being shown in a hotel in Cairo where visitors such as Juliette stay? And what is its relation to the forming of western European ideas about the Middle East?

Juliette and Tariq are fictional characters in Cairo Time. In this film, Nadda sketches a sensuous and emotional journey for her female traveler to the Arab world set along with atmospheric vistas of Cairo, peering into the different facets of the Cairene metropolis, from Pharaonic buildings to Mamluk mosques, famous hotels, and internet cafés.3 The historian Richard A. Voeltz called Cairo Time one of the twenty-first-century productions featuring “women finding their true selves and passions while traveling in the romanticized Middle East.”4 I have lingered on Juliette and Tariq’s story, not to discuss their fictional romance but rather because the questions this film production raises, along with the small image on the elevator wall, inspire and inform the subject of this book. Being published in London in Roberts’s illustrated album, entitled Egypt & Nubia / From Drawings Made on the Spot by David Roberts; with Historical Descriptions by William Brockedon; Lithographed by Louis Haghe (1846–49),5 this image reached many viewers in the nineteenth century. Its distribution and reproduction as singular print following the original publication in the album, and the reputation of its artist, Roberts, who was a famous traveler to Egypt and the Holy Land, contributed to the image’s popularity. Not only was the print enjoyed by many nineteenth-century European viewers for its aesthetic qualities, but it was also considered an accurate representation of the Egyptian capital. In 1858, about a decade after the image was published, one of the most popular guidebooks for tourists visiting Egypt praised Roberts for his drawings that “have illustrated the mode of living, and have given excellent representations of some of the public buildings in Cairo.”6

This illustration is also a potent reminder of the time to which it corresponds, when western European interests in the East and travel to Egypt were on the rise. And although today it may exemplify a picturesque and Orientalist representation of nineteenth-century Cairo, I also argue that this image stands as an indication of a thriving and dynamic nineteenth-century British and French publishing industry. This industry was a business that triggered the wider distribution of texts and images of Egypt, such as Roberts’s, shown in Cairo Time. Therefore, it also contributed to the promulgation of ideas about that country to a wider group of people, including armchair travelers. Unlike Juliette, many of these travelers had never engaged in a dialogue with Egyptians or set foot in the country and, thus, were not able to confront the image of Egypt they absorbed through various media and the lens of their own culture.

Being featured in a movie and set on a hotel wall, early Western illustrations of Cairo like those of Roberts still seem to matter today. They do even more if seen in the context of the conversations that unfold between Egypt and the West or between fictional characters like Juliette and Tariq, which reach contemporary moviegoers. These discussions point to cultural preconceptions that are often rooted in the history of travel and cross-cultural encounters between both regions, including the early nineteenth-century French colonization of Egypt and the later British occupation of that country. Some of these ideas and encounters were formulated in the pages of illustrated books on Islamic Egypt in the nineteenth century, such as those of Roberts. These illustrated books functioned as essential tools for the diffusion of knowledge about this country as they reached a wider nineteenth-century audience of tourists, scholars of Islamic art and Eastern cultures, visitors at universal exhibitions, amateur collectors of art, and artists looking for inspiration for their compositions. Many of these publications have continually attracted the attention of the public—indicated by the number of recent republications of these works in part or as a whole—and of contemporary art historians and scholars of Islamic culture, Orientalism, and the nineteenth-century culture of travel.

This book is precisely about these nineteenth-century French and British publications, filled with images brought from travel to Egypt and then published and promulgated to the Western audience. As an art historian and a traveler, I have been intrigued by nineteenth-century European artists’ journeys to North Africa and the Middle East, from the logistics of the artists’ travels to the imagery of the culture they brought back home. Egypt, with its picturesque imagery, was one of the most popular subjects treated. When poring over their original drawings and the illustrated books these travelers later published, I often noted the discrepancy between the two, in terms of the colors, scale, or the date they were made, with the illustrations often reaching the public years after the original sketches were made during travel. I started to wonder what happened in between those times; who decided about the choice of specific images for publication; and who were the other mediators, from publishers to sponsors and to printmakers, that took part in the publication process? Finally, what were the effects of the choices that all these individuals made on how the country or region was portrayed to the wider audience of the time and to us today?

Visualizing Egypt focuses on these questions, and on the context and process of production of illustrated books on modern Egypt, from their conceptualization to the finished product and its afterlife, from marketing to the sales of these books, and from circulation to their reception by the nineteenth-century audience. To understand this process, I explore a variety of archival drawings, wood engravings, lithographs, and photographs that served to produce these books, in addition to the marketing notices of publishers, fragments of letters exchanged between authors, and notary acts of publishers—as well as the illustrated books themselves. This book also follows the careers of the makers of these publications: artists, writers, printmakers, publishers, photographers, sponsors, and specialists on Egypt or what was in the nineteenth century often loosely understood as the “Orient.” Some of these individuals journeyed to Egypt, and some never set foot in the Nile Valley. They all, however, took part in another journey that brought these illustrations to life—the publishing one. During this journey, which, as this book shows, was often long, risky, arduous, and required a great deal of perseverance, these individuals invested their time, and money, and forged reputations in the field. Yet, they could also lose any of these because the business they were part of—which was mostly private rather than state-sponsored—was subjected to changing market fluctuations and public demands. Such economic concerns and market prerogatives also prompted these individuals to shape both the content and the form of their books for particular audiences and to increase their appeal, considerably influencing the image of Islamic Egypt emerging from these products.

While scholars of Islamic art and architecture have used these published sources—such as those of Roberts and his colleagues—in teaching,7 or often as a basis for the reconstruction of Cairene buildings that have been destroyed or radically changed,8 there has been little consideration of the context of production of this thriving publishing industry. Its books have been considered more often through the lens of Orientalism, as manifestations of the widespread distortions of the East, often sustaining larger ideological purposes. This orientation, which followed the groundbreaking work of the Palestinian–American scholar Edward Said (1935–2003) and the postcolonial turn,9 has often sketched images and records of the Middle East as cultural constructs. Moreover, scholars working on the visual dimensions of the cross-cultural encounters between East and West largely focused on oil paintings as key exemplars of Orientalist art rather than printed books representing what is often understood now as the Middle East and Northern African region (MENA). These orientations have fruitfully called upon us to look closely at these representations. However, this book goes beyond this mode of reading to look also at the structure of publishing and the role of marketing forces in the preparation of any work on the diverse MENA region at a time when there was increasing interest in these types of images.

Since these publications were disseminated to large audiences and their preparation relied on important financial investments, their process of production and dependence on the market deserves an investigation. This book readdresses this gap by highlighting these publishing practices as essential tools for the diffusion of conventionalized images of modern Egypt and Muslim people. Many of these images, such as those of Roberts, once packaged and sold via illustrated books to the European public, endured in media and publishing very often until the present day. Recently, the art historian Alex Dika Seggerman, while investigating the modernist movement in Egypt, drew attention to one visual trope of the peasant Egyptian women known as the fellaha which, according to Seggerman, originated in French and British publications of the eighteenth and nineteenth century, many of which I discuss in this book. What is particularly interesting is that Seggerman shows how this printed source with Enlightenment origins and colonial tenor, which also floated through Orientalist photography and painting of the second half of the nineteenth century, eventually “became a central motif and symbol of modern Egypt” with nationalistic overtones. This visual source also affected the work of twentieth-century Egyptian artists such as Mahmoud Mukhtar (1891–1934) and Inji Efflatoun (1924–89), who responded to this potent symbol in their sculptures and painting, respectively.10 Although Seggerman’s interest lies in the evolving significance of the image, and its implications for the “constellational modernism” of Egyptian artists,11 her work also demonstrates to us the importance of the study of printed books for our understanding of global modernisms and Egypt in general. Moreover, as mentioned earlier, scholars of Islamic art and of Cairo in particular have also used these published sources. Overall, I think that to better understand the potency of these historical images of Egypt today, and subjects such as Egyptian modernism and the art and architecture of the Egyptian capital, one must also understand the visual sources that are used in these areas of studies and the context of production of these materials.

Consequently, Visualizing Egypt looks at both the books themselves and their illustrations, as well as the apparatus behind their production and dissemination, and foregrounds the significance of publishing within the network of circulation of ideas and cultural tropes about Egypt and the “Orient.” At first, however, the circulation of these ideas was dependent upon the context of the nineteenth century, its political circumstances, and industrial conditions. Equally important were the possibilities of travel between Egypt and Europe.

Getting There: Nineteenth-Century Travel to Egypt

European, and particularly French and British, exposure to Egypt rose sharply after 1798 when Bonaparte (the future Emperor Napoleon) briefly occupied Egypt (1798–1801). It has been debated to what extent this politically unsuccessful event and the subsequent (1805) ascension to power of Muhammad Ali Pasha (r. 1805–48) in Egypt have been defining moments for the country’s passage to the “modern” or “contemporary” era.12 Nonetheless, these events stood for the weakening of Ottoman control over Egypt (established in 1517) and led to the building of closer diplomatic, economic, and cultural contacts between Europe and Egypt. These encounters were not always peaceful, involved misunderstandings, and were also interpreted differently. Clearly, this was the case during Bonaparte’s campaign, as expressed in the Egyptian historian ‘Abd al-Rahman al-Jabarti’s (1753–1825) chronicle of the French stay in the country. Jabarti’s contemptuous account of French behavior on the streets of Cairo, of their food habits, and his criticism of the French knowledge of Arabic give insight into how Napoleon’s intentions and the French mission civilisatrice were demystified by Egyptian scholars.13

These contentious events and the Anglo-Ottoman intervention to expel Bonaparte’s forces from Egypt that followed did not halter the network of exchange between Egypt and western Europe. Following Bonaparte’s occupation of Egypt, many Frenchmen stayed and worked for the new pasha of Egypt, assisting in his military, agricultural, and industrialization reforms. Greater exposure of Europeans to Arabic texts and the study of hieroglyphics unfolded in Europe—particularly after the seizure of the Rosetta Stone by the French, and then the British, and the 1822 deciphering of the hieroglyphic language by the Frenchman Jean-François Champollion (1790–1832). Similarly, Egyptian scholars translated French texts into Arabic; a particular contribution in this matter is the work of the Egyptian Rifa‘a Rafi‘ al-Tahtawi (1801–73).14 It was also under Muhammad Ali’s modernizing mission that Egyptian students were sent to France. A famous example of these exchanges is al-Tahtawi’s account of his trip to Paris in 1826–31, in which the Egyptian intellectual examined for his public back at home French cultural concepts and topics ranging from education to entertainment and hygiene.15 Although in Visualizing Egypt I focus on the French and British portrayal of Egypt in illustrated books, Egyptian accounts of these countries (which were verbal rather than illustrated) and descriptions of Egypt also exist. Nineteenth-century Egyptian intellectuals were active participants in interpreting and constructing European culture “within national paradigms of meaning and action,” and also within the context of increased European control over their country. For instance, the Egyptian administrator ‘Alī Pasha Mubārak (1823–93) also traveled to France and actively participated in the modernization of Cairo that unfolded under the later ruler Ismail Pasha, the khedive of Egypt (r. 1863–79). According to the historian Nezar AlSayyad, Ali Mubarak’s historical account Khitat al-tawfiqiyya al-jadida, and his fictional work ‘Alamuddin convey to us how the Egyptian Westernized elites “constructed an Egypt and a Cairo to suit their newfound identity.”16 Complicating this subject, and our understanding of Egypt’s place in the context of the East–West relationship, another historian, Eve Trout Powell, also reminds us that some of these intellectuals were shaping their sense of self by partaking in imperialist attitudes versus Sudan, which Egyptian armies occupied from 1820.17

Along with the French, British communities remained present in Egypt throughout the century. British engineers helped build the railroads and the famous Suez Canal that facilitated their access to the Indian Ocean before Britain took definitive control over the country in 1882. After European interest in Egyptian antiquities rose sharply in the early nineteenth century, both British and French adventurers, such as Giovanni Battista Belzoni (1778–1823) and Émile Prisse d’Avennes (1807–79)—the latter, one of the main protagonists of this book—strove to outdo each other while looting ancient temples and transporting Egyptian antiquities to Europe. Despite such rivalries, British and French circles (and many other expatriates and travelers’ communities) were closely connected in Egypt. This may seem surprising, since both France and Britain competed against each other during the nineteenth century and tried to forge their position in Egypt to gain control over the country as early as the Anglo-Ottoman attempt to expel Bonaparte’s forces from Egypt in 1801. Moreover, some scholars try to differentiate the projects of British and French Orientalism as divergent,18 a tendency that promotes the drawing of stark divisions between these two parallel projects. However, in Visualizing Egypt, I follow several publishing journeys demonstrating that the French, British, and sometimes also individuals of other nationalities collaborated more or less officially on the production of books on Egypt. Their working habits and publishing journeys make it impossible to differentiate any British or French iterations of Orientalism. This collective and multinational book production also reached an audience located beyond the borders of either France or Britain. In the early nineteenth century, French publications on Egypt could be translated within a few months into English19—while, later, many books on the subject circulated in both countries and could also reach a wider European and North American audience of scholars and travelers interested in the “Orient.”

The various organizations established by foreign scholars, artists, and travelers around 1840 in Cairo constituted one possible place of interaction between French and British expatriates and travelers. These included La Société égyptienne (1838) and the Association lit-téraire d’Égypte (1842) founded by Prisse d’Avennes and the British physician Dr. Henry Abbott (1812–59), whose members were the British botanist George Lloyd (1815–43), the British writer Edward William Lane (1801–76), and the British painter John Frederick Lewis (1804–76).20 Many of these individuals with their often-over-lapping professions and interests in ancient and modern Egypt are protagonists of this book. Most of these travelers had already left Egypt in the 1840s, but their friendly and collaborative bonds, or sometimes competitive relations, endured for much longer.

At around the same time as this wave of known travelers departed and new authors continued to arrive, an increasing number of tourists started to float into Egypt. They were encouraged by the development of the railways, steamships, and new logistical facilities along the Nile. Western European travel for leisure and “personal selfed-ification” had already increased in popularity in the late 1700s. This was particularly the case in Britain, where the Industrial, Agricultural, and Consumer Revolutions, along with “the Transport Revolution” expanded the possibilities, directions, and tastes for travel to a greater portion of British society.21 Some of these travelers were wealthy male representatives who traveled in the tradition of the “Grand Tour,” historically associated with a few-years’-long educational trip to the south of Europe but now expanded to the East. Many of them wanted to learn about the Egyptian (but considered mostly Western) heri-tage. Most new visitors, however, represented the expanding British middle class and the French bourgeoisie looking to get a glimpse of picturesque sites along the Nile. Some of them embarked on a voyage to Egypt looking for an experience of an “authentic” world dissociated from the materialism of the West. The French writer Gustave Flaubert (1821–80) who traveled in 1849–50 in the com-pany of his friend, the photographer and author Maxime Du Camp (1822–94), looked “for a ‘counterexperience’ in the Other” and “a place where he could get lost, come to dead ends, and feel dis-placed.”22 Increasingly, also, more women ventured along the Nile and wrote about these trips in journals and published accounts. They included the Austrian explorer Ida Laura Pfeiffer (1797–1858) as well as the nurse Florence Nightingale (1820–1910), the sociologist Harriet Martineau (1802–76), and author Amelia Edwards (1831–92), writing about their experiences for mostly British Victorian but also larger European audiences. The purposes of the travelers in the sec-ond half of the nineteenth century in Egypt were strikingly diverse, and went beyond what could be understood as travel for scholarly purposes or as “tourism.” Edwards’s account of her travels to Egypt in the 1870s is telling in this regard. She recounted how she met in the Egyptian capital artists, sportsmen, statesmen, correspondents, collectors of antiquities, scientists, and travelers for health reasons, in addition to “the usual surplus of idlers who travel for the mere love of travel, or the satisfaction of a purposeless curiosity.”23

Venturing south, beyond the urban centers of Alexandria and Cairo, became easier from the late 1840s—particularly when the British publishing house of John Murray released its first Handbook for Travellers in Egypt, authored by a known specialist in ancient Egypt at that time, John Gardner Wilkinson (1797–1875). In the decades that followed, not only were updated editions of Murray’s guidebook published in Britain but the idea was picked up by the French and German publishers Joanne and Baedeker, respectively. Suddenly, the European traveler became equipped with information ranging from where to sleep, how to dress, where to find an inter-preter (known as a dragoman), how to prepare for Nile travel on a passenger boat known as a dahabeah, or what to ask Arab men for without offending them. All this became even easier once the firm of Thomas Cook started to offer organized tours for travelers to Egypt following the opening of the Suez Canal in 1869. Cook monopolized Nile travel for the next generations of travelers from abroad, particu-larly those who wanted to escape cold European winters.24

Along with the development of organized sightseeing and the establishment of lodgings for visitors, new comfort levels were intro-duced for travelers to Egypt. But, just like today, not everyone would purchase a package tour or be able to afford a luxury hotel. Soon after the word “tourism” entered the British dictionary at the start of the century, anti-tourism attitudes were born and aimed at differ-entiating the adventurous travelers from more recreational tourists.25 Many authors that I discuss in this book deemed themselves special-ists in Arab culture and often stayed for extended periods of time in Egypt. They were interested in practical information passed orally and verbally from other travelers or found in guidebooks, but they could also despise tourists, preferring to travel, like the British author James Augustus St. John (1795–1875), mostly on foot while “con-versing, as frequently as possible, with the poor peasant behind his plough.”26 Their travels did not go without complications, and trav-elers’ journals and published works are filled with discussions of the discomfort and annoyance related to the logistics of travel and dis-eases, ranging from plagues to fevers and to chronic diarrhea. The climate and crowdedness seemed to have displeased artists trying to draw for long hours on the street of Cairo, a known example being the case of David Roberts being hit by “a half-sucked orange” while sketching.27 Clearly, these discomforts were to be expected during travels, but such anecdotes also added color to the travelers’ testimo-nies. They satisfied the increased number of Romantic-era readers looking to experience excitement, even danger, from the safe per-spective of an armchair-sitter.

While, for a long time, scholars working on travel imagery tended to discuss the finished products, more attention has been given in recent years to the travelers’ experiences themselves. James Parry’s work is an example of this balancing directive discussing the objec-tives, commonalities, and circumstances of nineteenth-century artists’ travels into the Middle East.28 In this book, I share a similar approach to Parry’s and give much-needed attention to the processes—the publishing journey, which has not been yet discussed to the extent that Orientalist paintings and photographs have. I also evoke trav-elers’ experiences in Egypt, particularly when these experiences directly impacted how these books were made. This is significant, because the difficulties of creating an image under specific weather, time, and monetary conditions had a direct impact on what kind of sponsorship, sources, and help the authors needed to bring their publishing projects to completion. By extension, the possibilities and circumstances of travel to Egypt impacted the publishing practices that, I argue, were essential tools for the diffusion of conventional-ized images of modern Egypt.

A Thriving Business: Its Shifts and Stages

French and British colonial ambitions and the creation of new indus-trialized standards of living stimulated new tastes for travel, levels of experience of Egyptian culture, and networking opportunities with fellow Europeans who might share similar interests in modern and ancient Egypt. Naturally, such changes fueled the demand for paint-ings, postcards, photographs, and texts describing Cairo and the Nile Valley, and products that combined illustrative content with the text. These illustrated products could include such diverse genres of travel literature as practical guidebooks, first-hand accounts of travelers, scholarly treatises, photographic albums, and oversized “coffee-ta-ble” books. Many travelers returning from Egypt, along with new authors and publishers, seized the opportunity to engage in this expanding publishing business. Although they might have done it to promulgate knowledge about the Nile Valley, this is also how many of them made a living.

It was following Bonaparte’s short-lived 1798 campaign in Egypt that this new business—dedicated to the production of illustrated books featuring ancient Egyptian art, exploring Muslim civilization, and picturing Islamic architecture and design—emerged to cater to a growing European fascination. Although books on Egypt had been published before Bonaparte’s campaign, and some of them even directly inspired his interest in the country,29 this politically unsuc-cessful event resulted in the first well-known publications strongly related to the mission of the French Ministry. The French artist and diplomat Dominique Vivant Denon (1747–1825) authored the first of them, the two-volume Voyage dans la basse et la haute Égypte (1802). His work was dedicated to Bonaparte himself and contained a whole volume of plates of antiquities that triggered a great inter-est in ancient Egyptian culture, commonly known as Egyptomania. However, Denon also included portraits of contemporary Egyptians, and, as a war artist in the field, he sketched Bonaparte’s battles, which was certainly challenging and described as such by Denon in his volume of text.30

The second realization of the French mission in Egypt, even greater in scope, was the large-format multi-volume Description de l’Égypte (1809–28), which was made by a team of more than 150 scholars—known as savants—who accompanied Bonaparte’s campaign and prepared original sketches. The number of these contributors, however, does not do justice to the scale of the proj-ect. About 2,000 specialists, such as additional draughtsmen and engravers,31 worked in Paris in association with the Imprimerie impériale and the editor, Edme-François Jomard (1777–1862), on the gigantic task of preparing the text and printing in total 884 black-and-white plates (with 41 hand-colored), which took more than two decades.32 Considered a “clear expression of cultural Orientalism” that reflected French political and scientific interests in Egypt,33 and as “the apotheosis of Enlightenment scholarship,”34 Description de l’Égypte engaged in a holistic goal of documenting ancient Egypt while giving reduced attention to its modern state and its natu-ral history.35 These scenes, a known example being the views of the fourteenth-century Mamluk Sultan Hassan Mosque in Cairo, were presented in a linear, abstract fashion, using expensive and highly detailed black-and-white copperplate engravings (see figure I.1). Human figures performing daily activities embellish these spacious views, adding context but also emphasizing the monumentality of the mosque. Some scholars have linked this type of large-scale urban vista to the veduta painting popular in eighteenth-century Italy. However, here, in the French colonial context, its use seemed to be fulfilling the need to present seemingly objective, detailed, and attractive views of an exotic locale, such as Egypt, while also standing as a precursor to the modern postcard.36
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(I.1) Nicolas-Jacques Conté (artist) and Berthault (engraver), “Le Kaire: Vue de la Mosquée de Soultân Hasan.” Engraving. Published in Description de l’Égypte: ou, Recueil des observations et des recherches qui ont été faites en Égypte pendant l’expédition de l’armée française, ed. Edme-François Jomard (Paris: Imprimerie impériale, 1809–28), État moderne, vol. 1. pl. 32. Courtesy of New York Public Library (NYPL) (Rare Book Division, catalog ID: b14212718).

Description de l’Égypte’s meticulous and often measured images appeared as an entirely neutral mode for the depiction of people and architectural forms, and then formed the basis of representation for later European visitors. These visitors, such as the architect of Muhammad Ali Pasha, Pascal Coste (1787–1879), produced compila-tions that paid greater importance to modern Egyptian views. Coste’s Architecture arabe, ou Monuments du Kaire (1837–39)37 contained views, such as those of the Sultan Hassan Mosque (see figure I.2), which followed earlier models of pictorial representation introduced in Description de l’Égypte (see figure I.1). Overall, the signifi-cance of this last publication—which, due to its sheer size remains largely unstudied today—cannot be overestimated. Its collaborative nature, prolonged production, and broad content that, within only the volumes on modern Egypt, range from large urban vistas to the abstracted details of historic sites and more ethnographic images of the people, introduced some of the characteristics of the later European works on Egypt. For that reason, I return to Description de l’Égypte multiple times in my monograph.
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(I.2) Pascal-Xavier Coste (artist), August Hibon (engraver), Louis Courtin (lithogra-pher), Louis Letronne (printer), “Vue extérieure de la Mosquée Hassan et de la Place de Roumeyleh.” Engraving. Published in Architecture arabe, ou Monuments du Kaire, mesurés et dessinés, de 1818 à 1826, by Pascal-Xavier Coste (Paris: Firmin-Didot, 1837). Courtesy of NYPL (The Miriam and Ira D. Wallach Division of Art, Prints and Photographs: Art & Architecture Collection, catalog ID (B-number): b13984016).

Financing is key in the publishing world. This was particularly the case for any nineteenth-century illustrated book, where reproduc-ing original sketches through printmaking techniques—especially etchings or copperplate engravings—involved the use of expensive materials and labor, often performed by renowned artists-printmak-ers. The cost of many—mainly French—early nineteenth-century publishing enterprises was borne by governments and ministries. Yet, a greater number of books that were sponsored or co-financed by artists, travelers, entrepreneurs, and private publishing companies were released in the French and British markets over the course of the long nineteenth century. This could also mean greater liberty in publishing independent research. In Visualizing Egypt, I focus on this second type of publication, which involved private sponsorship, at least partially, since some publications could match state and private funding together. The entrepreneurship that was involved in the making of these books, now imperceptible to twenty-first-century readers perusing these publications, fueled pressure and expectation toward the final product: the representation of Egypt.

Many French and British artists and writers traveled to Egypt in the 1830s and 1840s, and to a varying extent faced challenges in financing and publishing their projects. This increased wave of inter-est in the representation of the modern country brought about books in a variety of formats and chromatic quality in addition to content ranging from scientific to the more anecdotal. These are precisely the travelers and authors, in addition to publishers, whose strenu-ous journeys to produce an illustrated book fill the pages of “Part 1” of my monograph. This lively group of individuals, many of whom likely crossed each other in Egypt, included Edward Lane; Robert Hay (1799–1863); Hector Horeau (1801–72); the previously mentioned David Roberts, James Augustus St. John, and Émile Prisse d’Avennes; as well as William Henry Bartlett (1809–54); Prosper Barbot (1798–1878); and Alexandre Bida (1813–95).

These travelers were also influenced by the art market of the time, and responded to the newly popularized bourgeois culture of travel and the public demand for more colorful ethnographic depictions of “oriental” life. This trend in publishing, which also affected repre-sentations of other “Orients” besides Egypt,38 was likely a result of more public exposure to such paintings at the official French exhi-bitions—the salons—or at the British Royal Academy, as well as the newly popularized bourgeois culture of travel. But at the same time, as stated by James Augustus St. John in relation to the exploration of the ancient Egyptian sites, “the duty of a traveller” became, from around 1830, “faithfully to describe the impressions made by the objects he observes upon his own imagination.”39 Such a statement also set forth the new demands on Orientalist artists, who were on the one hand called upon to entice the viewer with attractive and interesting images, but were also held to account for the “accuracy” of their images. Indeed, the era had passed when catching a general impression of the Middle East through the picturesque character of an ambiguous and anonymous landscape would suffice.40 In this book, I also look at this generation of representations of Egypt, which had superseded what the art historian Caroline Williams called the “prephotographic, descriptive and documentary”41 era. During this period, especially from the late 1830s, multiple demands were placed on Orientalist books which asked at once for images and texts that were appealing and correct but also innovative in interpretation, and these conflicting views appear clearly even in works such as those of Roberts, where groups of figures and the addition of colors help to animate the composition (see plate 1).

In the French and British nineteenth-century world of heightened imperial ambitions and industrial enterprise, production methods changed quickly, and so did the published products and tastes of new and growing generations of bibliophiles. The book business on modern Egypt witnessed many shifts and stages, such as the early French scholarly expeditions of the late eighteenth and early nineteenth centuries, the newborn culture of travel and mobility that followed, and specialized artists’ investments in pioneering the discovery of Islamic ornament in the second half of the century. While “Part 1” of this monograph discusses the picturesque and ethnographic rep-resentations of Egypt from books published between the late 1830s and 1850s, “Part 2” focuses on a later stage in book production in the 1860s to 1870s, when images of Eastern architecture were often reduced to flattened-out abstract representations of Islamic ornament. Examples of this shift include works by the French and British travelers and authors Joseph-Philibert Girault de Prangey (1804–92), Owen Jones (1809–74), Émile Prisse d’Avennes (see plate 2), and Jules Bourgoin (1838–1908).

The production of Orientalist books was neither static nor uni-form throughout the long history of European contact with the East. Such changes in tastes and production patterns did not happen suddenly and did not suppress the previous modes of the depiction of Egypt. While this book examines the transforming image, market, and book industry on modern Egypt from the late 1830s to the late 1870s, I occasionally refer to publications produced before or after that period, such as the previously mentioned Description de l’Égypte. Generally, authors and publishers responsible for a new publication, even today, must consider the existing market and discuss how the new book inscribes itself in the legacy of other publications on a similar subject. Similarly, nineteenth-century books on modern Egypt responded to these earlier ones, perhaps presum-ing that the viewer might have been familiar with the literature on Egypt, in order to follow the legacy of previous scholars or, on the contrary, to challenge the inaccuracy of their depictions. Moreover, there were internal disputes and legacies at stake between the special-ists of “oriental” culture about the “accuracy” of the work written on Egypt. Description de l’Égypte, in particular, served as “both a model and a challenge against which to measure” the later nineteenth-century works of Coste and Lane. Roberts himself, when returning from Cairo to Britain in 1839 with his new and “richest and most interesting folios that ever left the East,” wanted to challenge the French Orientalist publications, which, in his opinion, did not reflect the accurate atmosphere of the Cairene capital.42 Considering these discussions, Visualizing Egypt explores this publishing industry with attention to historic specificity and change, but also as a battlefield of personal commitments and opinions—many of which concerned the precision and the visual appeal of these illustrations.

Debating Techniques and Media

Books by these authors were commodities that were sold and bought on their overall merits and marketability to the public, which became increasingly discriminating about the qualities of such publications over the course of the nineteenth century. Also key to this question of marketability was the importance of media—particularly wood engraving; (chromo-)lithography; and, after 1839, photography—in the production of a comprehensible, but also appealing and market-able work on the Middle East.

The relationship between scholarship and visual evidence in the nineteenth century was far from static. This also concerned new knowledge produced on modern Egypt, which, once it reached the hands of the public, was reviewed, creating new values and opin-ions on how, and through which media and techniques, the subject should be represented in print. Illustrated books on Egypt occupied a delicate position between objectivity and subjectivity in these dis-cussions. While, on one side, authors were pressured to educate their viewers, on the other side they were expected to entice them with images that were visually pleasing and aspired to the status of high art. Publishers, authors, and printmakers played for high stakes while responding to these never-ending debates and, by doing so, affected the way Islamic Egypt was represented during that time. For that reason, I refer to these debates in every chapter of this book.

Many of these authors used the technique of wood engraving, some lithography, some both, and others experimented with several more techniques while converting their sketches into published plates. Each of these techniques was employed for specific reasons, which could depend on the subject, format, relationship with the text, and cost of production of the images, among other factors. For instance, wood engraving, a relief-printing method on which I con-centrate in chapter 3, was largely used for book and press illustrations throughout the century. The small format and malleability of the wood engraving also seemed to fit into the context of the nineteenth century, when “the balance of word and image was at stake”43 and finances often dictated the possibilities. Lithography, on the other hand, a planographic method of printing, came to be used largely for commercial and artistic purposes after 1820. Lithography was also a cost-effective printing process that enabled the production of illustrations that appeared to be “miraculous in speed and fidelity.”44 As with most swiftly changing technical innovations in the nineteenth century, lithography also received its dose of critique—particularly from engravers who were threatened by its wider commercial reach, which always had a problematic relationship with the high arts. This did not seem, however, to constrain its popularity. Moreover, lithog-raphy soon came to be associated with young artists, who were eager to travel and see the unknown, and with the romantic temperament of an artist individual embracing change in the modern world.45 This association, in addition to the economic advantages of the technique, explains lithography’s widespread use in the travel albums produced after the 1830s. In these publications, the drive to educate about the unknown met the individual experiences of the authors, while the value of the represented culture was interpreted through the prism of the author’s modern, changing Western society. In the realm of these travel albums, lithography frequently ceded its place to chro-molithography. This method of color printing became widespread in the publishing industry in the second half of the century, and was especially suitable for producing large-scale posters and albums—for instance, on botanical sciences, travel, and geography.

The critique that lithography received from engravers was min-imal in comparison to photography’s fate in nineteenth-century debates over the artistic value of the new media. The advent of photo-graphic practice might have been the greatest moment in the history of visual arts of the century,46 and had a significant effect on shaping how Egypt was popularized in print at that time. Since the invention of the daguerreotype in 1839,47 photography had been a part of the European encounter with the East. However, due to the medium’s presumed objectivity, relative rapidity of execution, and accessibility, its status as art remained highly problematic. Even though photo-graphic images and postcards would thrive on the market toward the end of the nineteenth century, photography did not replace earlier printmaking techniques in the production of illustrated books. On the contrary, to borrow the words of scholars of nineteenth-century prints, and apply them to the context of book production on Egypt, photography “has continued to cede space to the personal, the handmade, the particular.”48 I address the ways through which this happened and photography’s connection to marketability in this publishing business in the final chapter of this book.

In the nineteenth century, illustrated books on Egypt shared a similar fate to photography. They occupied a precarious position in public debates between objectivity and subjectivity, between the general and the individual, and between science and art. In addition to the medium of photography, the production of these publications coincided with the advent of several printmaking techniques, each one structuring the way Egypt was received by the audience. Each of these techniques and media created opportunities to reduce the cost of production, outdo predecessors, and entice the client to purchase the book, but also potential challenges related to the values associated with these forms of representation. As the art historian Richard Taws suggested through his close reading of some of the backgrounds of Description de l’Égypte’s engravings (a topic to which I return in chapter 1), the new technologies of print production could also produce effects that were versatile, which reminds us that there was not always a straightforward value associated with the use of each technique,49 and those might have also been interpreted differently by viewers. The highly opportunistic but also precarious situation surrounding the use of new media and techniques pertained not only to the specific book production on Egypt. Rather, shifts in tastes and methods of data visualization characterized the larger French and British publishing industries, which in the nineteenth century became integral to the increasingly capitalist economy.50

The Capitalist Attitudes of Nineteenth-Century Publishing

My interpretation does not presume the uniqueness of book production on modern Egypt among the other publishing industries of France and Britain at that time. Rather, I draw on the findings of those who have written about books, publishing, and nineteenth-century visual culture as related to publishing more generally in these areas. Both arenas witnessed significant changes brought about by industrialization and the increased production, distribution, and con-sumption of texts and images. The overall increase in literacy rates in France and Britain, the development of different sizes and formats of books toward the middle of the century, and the popularization of new printmaking techniques led to the emergence of a new, modern mass culture; new ways of production; new groups of readers; and an entrepreneurial approach to publishing.51 Scholars have examined French nineteenth-century cultural reading and writing practices and underscored the commercialization of the press and book production among a new, diverse reading public, and denied the immutability and uniformity of this publishing industry. It has been argued, partic-ularly by the historian Martin Lyons, that printed texts of that time tended to be reedited constantly, and their content and format were diversified while information was reworked and updated to attract a new public.52 The contradictory forces between “production and consumption” patterns and the unpredictability of the new capitalist market forced nineteenth-century authors to adopt new marketing strategies,53 and even to appropriate and copy existing discourses and ideologies and manipulate them in a sometimes subversive manner.54 Similarly, in Britain, the Victorian bookselling industry was charac-terized by a previously unknown production volume, high printing rates, and the prosperity of successful publishing houses.55

Equally immersed in the increasingly capitalistic world, the enter-prise of books on modern Egypt also struggled with the market of increased production and consumption, and constantly redefined itself. However, I argue that there is a specific reason to examine this sector of book production in detail, among the other publishing businesses of that time. This arena carried a greater responsibility to construct the “Orient” and to create a representation of an absent “Other” under the pressure of the market and the increased com-petition in this field. My focus on these publications hinges upon the presupposed instability of the structure of their production and its tendency to appropriate, reinvent, and challenge the common cultural constructs prevalent about the “Orient” by combining scientific material, travel anecdotes and narratives, advertisements, and aesthetically satisfying visual sources for its readers, who dictated certain criteria of production and consumption. Overall, examining the effects of market forces on these dynamic cross-cultural publications helps our understanding of how the difference between cultures was constructed, promulgated, and naturalized through publishing practices in nineteenth-century western Europe.

While improvements in travel and the political and cultural interests of Europeans in Egypt were one of the triggering points in the production of this sector of the book market, its development would not have been possible without the availability of materials and improvements in printing technology. Steamships, in addition to innovations in rail transport in Britain around 1830, enabled the faster circulation of the workforce, materials, and products needed for the expansion of publishing. The introduction of the Fourdrinier machine in around 1810 in Britain speeded up the mechanization of paper production. Experimentation with steam-driven machines and iron presses in the first two decades of the century, and the mechani-zation of bookbinding at around 1830,56 further increased production rates. In short, when the wave of known travelers, such as Roberts and Prisse d’Avennes, was returning from Egypt around 1840, the publishing business had just undergone one of its greatest cycles of expansion and was soon looking forward to attracting readers with new appealing titles, patterns of reading (for instance, reading on the train), genres, and series of books.

Improvements in printing technology did not end there. Book production became even more streamlined after 1850, and its new cheap products and diversified formats of the book reached a wider sector of middle- and working-class readers, leading further to market stratification. Around that time, the number of printed news-papers was tenfold larger than a century earlier. The print run of literary works increased significantly, with firms such as “Chapman and Hall in London” selling “more than half a million volumes of [Charles] Dickens in the last three years of the author’s life”57 (1867–70). Obviously, such numbers for famous literary works are not comparable with those of the smaller sector of specialized titles on the “Orient,” especially for any deluxe volumes with colorful illustra-tions. Nonetheless, they give a sense of what the industry was capable of at that time and the thrill of the moment that author-travelers felt when embarking on the publishing journey.

Yet, publishing was not an even path to success. Anyone signing up for a career in this business was also subject to market fluctuations; ongoing changes to censorship laws in France; mid-nineteenth-century discussions on taxation laws on paper, advertisements, books, and newspapers in Britain;58 and various political events of the century. For instance, the decade following 1830 was hardly a propitious time for the British book business when, according to a later author’s statement, “not more than one in fifty [books published] paid its expenses.”59 Edward Lane experienced this crisis with “a great deal of stress” and “mental confusion” when he tried to publish his “Description of Egypt” in the early 1830s. Despite the fact that Lane collaborated with the house of Murray, which was particularly known for works on travel, his dream to outdo the French Description de l’Égypte remained unrealized.60 The social upheavals of 1848; the economic and financial downturns of the 1840s in France and Britain; regime changes in France in 1830, 1848, and 1852; and the Franco-Prussian War of 1870–71 correspond to the dates of production of several books I discuss in the following chapters. References to these crises in the archival records I consulted are scarce, but such events must have impacted the workflow of book production—particularly for luxury albums with large illustrations, which required significant investment and the employment of materi-als transported from abroad.

Publishing processes and the related questions of technology, read-ership, and taste have increasingly garnered interest among scholars working on nineteenth-century illustration and graphic arts, moving these studies beyond the parameters of art history and the discussion of the artistic value of these images.61 Popular imagery, ephemera, advertising images, and urban guides are at the heart of Jillian Lerner’s recent work, which draws much-needed attention to the questions of the marketability and commercialization of French visual culture during the July Monarchy (1830–48). Her focus on graphic artists, editors, and publishers demonstrates how these individuals shaped their products and even recycled existing works with the market in mind. She notes the unpredictability of the publishing enterprise, which was emergent and “on its way to industrializing but not yet industrial.”62 My focus on examining the sector of the book business on modern Egypt from the late 1830s to the late 1870s is informed by Lerner’s approach and the historical parameters of publishing. These roughly four decades of the middle of the nineteenth century were an oppor-tunistic, eventful, and risky time for anyone creating knowledge on modern Egypt in print. Interestingly, during this experimental period of publishing many notions about modern Egypt were formulated through the illustrations included in these books. The following chapters examine the extent to which the character of the book industry and the related questions of economics, resources, and technical difficulty were essential influences on the production of these images.

My interpretation of this area of the publishing business is inter-disciplinary and informed not only by the perspective of art history and nineteenth-century visual culture but also by book history, which, as a growing and dynamic area of study, has brought together historians, literary scholars, bibliographers, art historians, librarians, archivists, conservation specialists, printmakers, collectors, and book-sellers. These specialists, in addition to bibliophiles, have engaged in a discussion about the book in its totality, considering its textual and visual content in relation to its material dimensions and, by following the work of the French literary critique and theorist Gérard Genette, paratextual information.63 As the historian Leslie Howsam noted, “‘the book’ is a more flexible and abstract conceptual category than many people imagine,” and one that goes beyond the Eurocentricnotion of a work that is written and then printed. “The history of the book is also something more abstract: a way of thinking about how forces within the media culture of any era have acted upon the authors and compilers who produced the works that became books and periodicals during that era” and “how these works were reshaped to make new books . . . for succeeding generations of readers.”64 This view of book history is particularly useful for understanding the area of book production I study. It draws attention to outside pressures, which can be, for instance, social and political but—in the expanding, increasingly industrialized, and capitalist world of nineteenth-century publishing—likely also economic. These forces can make authors and publishers appropriate, reedit, and reshape their own or other available sources, and thus can structure how Egypt was represented in print. Moreover, authors, publishers, and other “compilers” are also agents in the production and can address these pressures in various ways. Readers themselves have preferences that respond to and structure the publishing market. They can also read and interpret published products in diverse ways, which can be dependent on social class, gender, accessibility, personal tastes, location, or other circum-stances in which reading occurs. The reconstitution of these different nineteenth-century behaviors and circumstances of readership can be particularly difficult today. Nonetheless, extant archival sources, book reviews, and lists of subscribers to these books have helped to answer some of these questions in my study. Overall, the examination of books, including the subcategory I examine here, is likely an inter-play of many factors, and, in the words of the book historian Sydney Shep, a dynamic “interplay between people, places and things.”65

There are also these “places” that matter. Book historians have increasingly embraced transnational and postcolonial approaches, leaving binary frameworks, such as center/periphery, and Benedict Anderson’s notion of “imagined community” that had informed a national understanding of the study of print culture in western Europe.66 Books are mobile objects with histories of production and circuits of knowledge that can hardly be pinpointed to a specific locale. This is the case for the publications I discuss in this monograph. Although I refer to French and British publishing on Egypt, those are barely national or geographical parameters of production, circu-lation, and reception. Although these books were often published in London and Paris, a local understanding of their production would not be adequate. Texts and original sketches or photographs used for the preparation of these publications originated in Egypt or were taken from existing sources with ambiguous origins. Sketches could be turned into illustrations in Paris but bound with text in London. The printed book could be released nationwide but also circulate via booksellers outside national borders, while extant lists of subscribers can occasionally point to wider European distribution. Moreover, the unprecedented changes in print production also increased the mobil-ity of agents associated with printing and publishing. These agents often moved across regions, countries, or an empire to share and exchange their skills and expertise.67

Overall, being informed by recent transnational approaches in book history and the historical parameters of nineteenth-century publishing, I do not limit my study to any singular national market of book publishing. Instead, I reveal, where it is the case, the existence of a dialogic multinational context of production of these books, but also the collaborative working ties between professionals in various geographical territories, such as Egypt, France, and Britain. Similarly, rather than privileging any single artist’s agency in the preparation of their book, I analyze and reveal the individual’s relationship to a complex web of actors who generated ideas about Egypt during this time.

Toward a Visual Dimension of Travel Writing

Visualizing Egypt responds to rising interest in travel writing as a historical endeavor while contributing its focus on the visual and material dimensions of such books.
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