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On Translating Caricatures

A caricature is an image allegedly discussing a
single phenomenon; however, it simultaneously
reveals the formation of a process or of cultural,
social, and historical patterns. “It is a work of art
folded in a newspaper,” determined Eitan Machter
and Avital Maya Machter, and hence it is able to
transcend its time.! Having said that, translating
into English and interpreting an Arabic work of art

1 Eitan Machter and Avital Maya Machter, Qarigatiirad,
parsaniit wii-biigoret (Caricature, Interpretation and Critic)
(Tel Aviv: Resling, 2014), 16.

rooted in the subtleties of the Egyptian dialect a
century after it was first published might result in
missing some of the diverse layers of meanings.

Throughout this book, I have attempted to
translate the captions as literally as possible. How-
ever, since the captions for some of the caricatures
occasionally use idiomatic expressions, verse, slo-
gans, and slang peculiar to the Egyptian dialect
and culture, I have sometimes preferred using
nearly equivalent expressions in English in order
to transmit the expressionistic nature of the text.
When available, I cite published translations of
texts. All other translations are my own.



A Note on Transliterations

The transliteration of Arabic words in this book
generally follows the system of the Encyclopaedia
of Islam, new edition (or that of the International
Journal of Middle East Studies), with the following
modifications: § replaces j, h replaces kh, d replac-
es dh, § replaces sh, and g replaces gh. In addition,
not all orthographic details of the original script
are represented. For example, a hamza appearing
at the beginning of a word is not transliterated,
and no distinction is made between a from alif,
from alif magsura, or from t@ marbuta. Foreign
words that have entered the English language or
have a generally recognized English form are an-
glicized, as found in Merriam-Webster’s Collegiate

Dictionary, in which such terms appear without
diacritics (e.g. sultan and khedive; and names of
places, e.g. Beirut, Istanbul, Cairo). For some ex-
ceptions, the ‘ayn and hamza are preserved (e.g.
Qur’an and ‘ulama’). When needed, an “s” is ap-
plied at the end of singular versions of Arabic
words instead of using their conventional plural
forms in Arabic (e.g. efendis). Names of certain
authors who opt for English or French spellings
of their Arabic and Hebrew names in their pub-
lications appear according to these preferences.
Arabic and Hebrew books, periodicals, and news-
papers’ titles are fully transliterated with only the
first major term in the title capitalized.






CHAPTER 1

Introduction

1 Historical Background

In July 1882, the British fleet bombarded the city of
Alexandria in order to assume control over the ri-
ots that broke out in the city. The British were trying
to assist khedive Tawfiq (r. 1879-1892) to regain his
authority over the country, which was controlled
by the Egyptian nationalist leader and army officer
Ahmad ‘Urabi (1841-1911).! ‘Urabi, while claiming
to be a spokesperson for a national revolution, led
the army against the khedive and the British. The
British occupied the city and ‘Urabi’s forces were
defeated at Tall al-Kabir. ‘Urabi surrendered and
was put on trial for treason against the khedive,
found guilty, and exiled to Ceylon. Although, for-
mally, the Ottoman sultan continued to maintain
some suzerainty over Egypt until the outbreak of
ww1, when, with the British restoration of khedive
Tawfiq to the throne, Egypt’s Ottoman era came to
end and the national-colonial era in Egypt’s his-
tory began.

Tawfiq became khedive in June 1879, after his
father, Isma‘l (khedive of Egypt 1863-1879), had
been deposed by the Ottoman sultan ‘Abd al-
Hamid 11 (1. 1876-1909). Isma‘il’s financial difficul-
ties, caused by his policy of vast, radical, and rapid
Europeanization, led to the setting up of a Euro-
pean Control Commission over Egyptian finances,
as well as the institution in 1876 of the Caisse de
la dette publique (Public Debt Fund), with repre-
sentatives from European creditor states. The pre-
vious year, 1875, the Mixed Courts (al-tarbunal)
were established and empowered to adjudicate

1 Khedive was the title of the rulers of Egypt in the later
nineteenth and early twentieth centuries. It was a unique
title among the vassals of the Ottoman sultan, aiming at
setting the Egyptian vassals apart and above the other gov-
ernors and viceroys of Ottoman dominions.
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disputes between Egyptians and foreigners, as well
as between foreigners residing in Egypt—a further
weakening of Egyptian autonomy. The presence of
the British and the French in the country and their
control over the incomes of the Egyptian market
in the interests of the European banks’ creditors
generated a sense of economic suffocation and
frustration, if not real financial bondage for the
political and economic Egyptian communities.

From 1883 on, and until khedive Tawfiq’s death
in 1892, Tawflq was under the control of Lord
Cromer—formally, the British Consul-General
(in office 1883-1907); however, in practice, he was
the exerciser of British authority. When Tawfiq
died unexpectedly, ‘Abbas Hilmi 11 came to the
throne. ‘Abbas strove to restore the original sta-
tus of the khedive as a sovereign ruler, molded
after the example established by his grandfather
Ismafl; this meant asserting Egypt’s status as a
semi-autonomous province within the Ottoman
Empire. Although ‘Abbas’ efforts proved unsuc-
cessful, he gained supportamongst anti-imperialist
Egyptians, who saw him as an independent leader
prepared to confront colonial rule. Indeed, ‘Abbas
had supported early nationalist activities by
Mustafa Kamil (1874-1908),leading to the establish-
ment of the Nationalist Party, al-Hizb al-Watani, in
1907.

British fear of the Nationalist Party led to grow-
ing suspicions that the khedive would support
the Nationalists’ anti-British and pro-Ottoman
activities. When wwi1 broke out in August 1914,
Sir Herbert Kitchener (formerly the head of the
Egyptian armed forces, now the consul-general)
took advantage of ‘Abbas’ vacation in Istanbul and
notified him that he would be forbidden to reenter
the country—accusing him of allying himself with
the enemies of Britain. Martial law was declared
throughout Egypt (February 2, 1914), and in De-
cember 1914, British authorities announced their

DOI 10.1163/9789004410381_002



decision to depose ‘Abbas. The British declared
Egypt a British protectorate—de facto separating
Egypt from the Ottoman Empire—and they nomi-
nated Husayn Kamil, ‘Abbas’ uncle, his successor,
giving him the title of sultan.

On the death of Husayn (October 1917), Ahmad
Fuad, Husayn's brother, succeeded him as the
sultan of Egypt. During the reign of Fu’ad, and
immediately after the armistice of November 11,
1918, the Egyptian nationalist movement, headed
by Sa‘d Zaglal (1857-1927) and the Wafd (Ar, lit.
“delegation,” founded November 1918) launched
an open struggle against the British occupation.?
A general rebellion broke out throughout Egypt
in March 1919 and continued throughout the year.
The 1919 rebellion had far-reaching consequences
for Egyptian politics, society, and culture, as the
Wafd grew out of it as the main national party of
the country. The popular struggle gained the sup-
port of wide sectors of the Egyptian people and
turned Egyptian nationalism into a broad popular
movement—the dominant force of the decade.
The ongoing popular campaign forced Britain to
eventually recognize Egypt as a “sovereign and
independent state” on February 28, 1922. Follow-
ing the declaration, also known as the Unilateral
Declaration of Egyptian Independence, Fu’ad as-
sumed the title of king of Egypt (March 1923), and

2 In November 1918, Zaglal, who was the minister of edu-
cation prior to the war, and a member of the Legislative
Assembly, met with Reginald Wingate, the British high
commissioner in Egypt, to negotiate Zaglul, ‘Abd al-Aziz
Fahmi and ‘Ali Sa‘rawi’s plan to travel to London to pre-
sent Egypt’s case for independence in preparation for the
peace conference in Paris. Following the meeting, the
Egyptian Wafd was formed as an official body to repre-
sent the national right to self-determination, with Zaglal
as its president and four other members in addition to
the two mentioned—Muhammad Mahmuad, Ahmad Lutfi
al-Sayyid, ‘Abd al-Latif al-Mukabati, and Muhammad
‘Ali ‘Aluba. For a description of the events leading to the
Wafd construction see ‘Abd al-Rahman al-Rafi, Tawrat
sanat 1919: ta’rif Misr al-qawmi min sanat 1914 ila sanat
1921 (Misr: Maktabat al-Nahda al-Misriyya, 1955); and ‘Afaf
Lutfi al-Sayyid Marsot, Egypt’s liberal experiment, 1922-1936
(Berkeley: University of California Press, 1977).
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at the end of that year Egypt had a new constitu-
tion that permitted the election of a parliament.
Unilaterally, the declaration ended the British pro-
tectorate over Egypt and granted it independence.
However, the declaration placed conditions on
Egypt’s independence in four reserved areas: for-
eign relations, communications, the military, and
the Anglo-Egyptian Sudan. Meaning, Egypt gained
only nominal independence. The implementation
of the 1923 constitution, the building of a consti-
tutive-parliamentary regime, the establishment of
political parties and open elections, the strength-
ening of the palace and the king as a dominant
force in the political arena, and the development
of political struggles between all the political
forces involved in Egypt's politics (the palace, the
political parties, and the British), all created and
institutionalized the political discourse and prac-
tices of the period.

2 Egyptian Nationalism and
the Development of the Press

The events from the late 1870s to the British forces’
entry to Egypt (1882), mark the end of an era in
Egypt’s history and the beginning of a new one.
The constitutive motif of the years to come, until
the 1952 coup d'état by the Free Officers, is the de-
velopment of nationalism in the country, hence it
is discussed in academic discourse as the “national
era.” However, Britain had a formative role in the
prominent political processes during the first half
of the twentieth century, as they were both the tar-
get for national rage and a model for emulation.
This problematic blend will only end with the Free
Officers’ revolution. Hence, one should also relate
to this era as the colonial one, although formally
Egypt was not a British colony. This national-
colonial state produced a dynamic and highly en-
gaged political, cultural, and social press.

During these years, fundamental changes would
alter Egypt’s elite structure and its relation to the
general public. A new discursive community arose,
which in the first quarter of the twentieth century
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came to be the “first self-consciously modern gen-
eration in Egyptian history [...] and middle-class-
claiming men”"—i.e. the efendis (Ar. pl. efendiyya).3
The efendis were the products of Egyptian modern
education, and they were central to the national-
ist movement as well as to the emerging radical
movements of the 1930s and 1940s. In the Egyp-
tian context of the late nineteenth century, the
term efendi came to designate groups of men
who approximated a cultural bourgeoisie, to the
extent that they could not be considered peas-
ants, workers, or aristocrats. However, although
occasionally discussed as students, modernizing
elites or intelligentsia, as Lucie Ryzova has shown,
the efendis were “a distinct social phenomenon
linked to wider processes of modernity and social
transformation.”* In other words, it was a socio-
cultural concept signifying a stance toward moder-
nity in the particular historical colonial context.
The efendi subject was marked by a number of so-
cially recognized signs—Western-style education
(standing for the efendi’s ownership of modernity)
and subsequent employment as a professional or
white-collar worker. A Western-style suit and the
tarbus (pl. tarabis) outwardly expressed his cultur-
al capital, which was translated into social capital,
depending on the subject’s proximity to the sourc-
es of social and cultural authority, political power,
and economic resources.

As Ryzova articulated, an intimate connection
developed between the efendis and the state’s
modernizing project throughout the nineteenth
century and in the first four decades of the twen-
tieth century. For some efendis, the relationship
was merely institutional—meaning they were
those “who ran the day-to-day institutions of the

3 Lucie Ryzova, The Age of the Efendiyya. Passages to Moder-
nity in National-Colonial Eqypt (Oxford: Oxford University
Press, 2014), 4.

4 Ibid; and “Egyptianizing Modernity through the ‘New Ef-
fendia’: Social and Cultural Constructions of the Middle
Class in Egypt under the Monarchy,” in Re-Envisioning
Egypt, 1919-1952, ed. Arthur Goldschmidt, Amy Johnson,
and Barak Salmoni (Cairo and New York: The American
University in Cairo Press, 2005), 124.

state,” as the modern state was “the largest produc-
er of efendis (as students) as well as their princi-
pal consumer (as bureaucrats, teachers, and other
professionals).”> However, for other efendis, “the
relationship to this [modernization] project was
ideological”® As they gradually became full par-
ticipants in the political arena they constructed
a political, cultural and social discourse, distrib-
uted through newspapers, journals, pamphlets,
and books. This discourse, articulated by Ryzova
as “efendiyya subjectivity” (or “efendi culture”) was
a reformist discourse that sought to fix the coun-
try, which in the efendiyya’s perspective needed
to be rebuilt from scratch.” The efendis present-
ed and believed themselves to be in possession
of the right cultural and scientific tools to be its
reformers—the only force in society capable of
fixing the country’s problems. The articulation of
“efendi subjectivity” was inseparable from the ap-
pearance of new cultural forms, and especially the
press and publishing, which spread the worldview
of the efendiyya and caused it to dominate the
public sphere. In other words, the history of the
efendi is substantially the history of the Egyptian
media, and vice versa.

The rise of the efendiyya, and its political and
cultural activity, was linked to several social pro-
cesses characterizing the national-colonial era,
amongst them the rise in urban population and
economic activities and the development of trans-
portation and communication—which all led to
the intensification of socio-political involvement.
At the same time, literacy was also on the rise—
an outcome of the expanding education system,
whether on the initiative of the government, or
privately. As the numbers of readers rose (i.e. efen-
dis), a political journalism was established on the
European model, delivering news through news
agencies’ services and distributing political mes-
sages in the form of articles.

5 Ryzova, The Age of the Efendiyya, 19.
6 Ibid, 20.
7 Ibid.



Ami Ayalon specifies three main types of Arabic
journals which appeared in the nineteenth cen-
tury: “government bulletins, journals of scientific
or literary interest, and news-oriented papers.”®
The government bulletins were the first to appear
in the region of the Middle East—in Cairo in the
late 1820s.% A truly private Arabic press emerged
in Egypt in the 1850s, and, as Kathryn A. Schwartz
indicates, “it distinguished Cairo as one of the
first Ottoman cities to incorporate print into its
textual culture.”© The first attempt to publish an
Arabic language private paper was made in 1869 in
Cairo, and four years later in Alexandria.! In 1875,
the first private Arabic press, owned by the Greek
Catholic brothers Salim (1849-1892) and Bisara
(1853—1902) Taqla, was established in Alexandria,
which publishes the weekly al-Ahram (The Pyra-
mids, 1876—today).1? Al-Ahram foregrounded news
reportage over political ideology, for the most part,
while other papers in the late 1870s concentrated
on political confrontation. As Ayalon articulated,
“Egypt’s recent exposure to international politics,
combined with the emergence of a modern Egyp-
tian elite, with keen political awareness [...], en-
gendered a new phenomenon: a demand on the
part of the governed, articulated by an intellec-
tual leadership, to be involved in matters of gov-
ernment, to be informed, and to be consulted on
questions relating to their future.”® Thus, journals
and newspapers become the major mechanism

8 Ami Ayalon, The Arabic Print Revolution: Cultural Pro-
duction and Mass Readership (Cambridge: Cambridge
University Press, 2016), 82.

9 In Istanbul and several other Arab provinces from the
early 1830s onward. Ibid.

10  Kathryn A. Schwartz, “The Political Economy of Private
Printing in Cairo as Told from a Commissioning Deal
Turned Sour, 1871, International Journal of Middle East
Studies 49 (2017): 26.

11 Ami Ayalon, The Press in the Arab Middle East—A His-
tory (New York: Oxford University Press, 1998), 42.

12 InJanuary1881it became a daily. It operated from Alex-
andria until November 1899 and thereafter from Cairo.
1bid, 42—43.

13 Ibid, 43.
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for echoing criticism on the interchanging gov-
ernments and expressing public sentiment. The
British administration following the 1882 occupa-
tion believed in freedom of expression both as a
principle and as an instrumental safety valve for
releasing pressures, and hence were prepared to
leave the Egyptian press alone, as long as it did not
become excessively aggressive.*

Weeklies or monthlies were the preferred me-
dium for reportage and intellectual debate dur-
ing the early decades of the Arab press in Egypt.
However, by the late 1880s, the dailies had begun
to play a more important role, and by the turn of
the century they had moved to the center stage.l
However, and as Ayalon indicates, the success and
influence of the newspapers and journals from
18821918 was relative, as they were targeted to a
privileged few—those who could read and ben-
efit from reading. The two leading journals of the
period sold about 10,000 copies per issue, and the
dailies sold thousands of copies daily (the most
popular one had a circulation of 6,000).16 Although
in the 1890s ninety new journals on diverse topics
appeared in Cairo, most of them lasted for a very
short time. These papers reached an audience of
about 200,000 readers in Egypt—a figure that rep-
resent a small segment of the society. Despite the
small numbers, the Arabic press in Egypt did help
create an atmosphere for political action, which
would eventually undermine the British hold on
the country.

Following ww1, hundreds of newspapers and
journals appeared in Egypt until wwii, as each
year saw the appearance of dozens of new papers.
Circulation of Arabic papers rose to about 180,000
for the dailies. By the second half of the 1940s
these numbers would rise to over 500,000 copies
daily.!” As the government was constitutional and
press freedom was acknowledged by the 1923 con-
stitution, the press had a margin of freedom which

14  Ibid, 52.

15  Ibid, 55.
16 Ibid, 58.
17 Ibid, 81.
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allowed it to evolve and progress, despite constant
harassment from the palace and the interchanging
governments. During these years the press became
the main platform for debating issues of religion
versus secularism, Egyptian identity versus Ara-
bism, territorial nationalism versus pan-regional
nationalism, and democracy versus dictatorship.
Thus, Cairo became the “hub of anti-British and
the interparty contention and the center of cul-
tural ferment.”8

While in the decade preceding ww1 newspapers
had initiated the formation of political parties, in
the interwar period, political parties launched
newspapers, which became, according to Ayalon,
the most widespread journalistic endeavors of
the period. Although these were the most typical
papers of the period, many journals and newspa-
pers contributed to the political discourse without
formal party affiliation. The political debate in the
press was mostly concerned with the ideological
conflicts within and among the political parties,
the confrontations with the palace and its support-
ers, the foreign presence, and the cultural identity
desired for the Egyptian community.!® Other pub-
lications were non-political—such as journals de-
voted to the arts and literature, agriculture, health,
education, household affairs, etc.

The invention of lithography by Johann Alois
Senefelder (1771-1834) in Munich in 1798 made
illustrations in the press possible. Transfer lithog-
raphy which enabled the publishing of text was
made possible in the beginning of the nineteenth
century.2 The medium could have been employed
for any illustrative purpose, but in practice the
European regular papers considered images to
be frivolous and excluded them from their pages.
Thus, lithography remained for some time a sign

18  Ibid, 75.

19  Ibid, 78.

20  Kathryn A. Schwartz, “Meaningful Mediums: A Materi-
al and Intellectual History of Manuscript and Print Pro-
duction in Nineteenth-Century Ottoman Cairo” (PhD
Dissertation, Harvard University, Graduate School of
Arts and Sciences, 2015), 244.

of difference—a medium of the oppositional, for
it was used only in the satirical European dailies.
In other words, the medium itself, at the beginning
of the nineteenth century, was a distinctive sign of
protest and critique.?!

According to Schwartz, lithographic presses
had operated in Cairo since around the mid-
nineteenth century.??2 The Egyptians apparently
acquired the technique from Europeans; however,
Schwartz emphasizes that it would be a mistake to
assume that Cairene private printing developed as
a western import or practice. Rather, the Cairenes
involved in printing text through lithography as-
similated it into the local structures of power and
textual production.?? In addition, while in Eu-
rope lithography was mainly used at the time to
print the pictorial, in Cairo’s private presses, as
they began to form in the early 1850s, lithography
was favored over typography for printing text.2*
Arabic lithography had a crucial role in further-
ing the Egyptian “print revolution” with regard
to the domain of books.?> Researchers empha-
size the unique circumstances in Egypt in which
lithography displaced typography for almost half
a century—a phenomenon which did not char-
acterize European print history. However, no re-
search has been done on the interaction between

21 Richard Terdiman, Discourse/Counter-Discourse: The
Theory and Practice of Symbolic Resistance in Nine-
teenth-Century France (Ithaca and London: Cornell
University Press, 1989), 152. For the history of lithogra-
phy, see Roger Passeron, Daumier, trans. Helga Harri-
son (Secaucus, NJ: Poplar Books, 1981).

22 Schwartz, “Meaningful Mediums,” 244.

23 Ibid, 272.

24  Ibid, 256.

25  Onthe prevalence for much of the nineteenth and ear-
ly twentieth centuries of lithography over typography
for printing books see Messick Brinkley, “On the Ques-
tion of Lithography,” Culture and History 16 (1997): 158—
176; Geoffrey Roper, “The Printing Press and Change
in the Arab World,” in Agents of Change: Print Culture
Studies After Elizabeth L. Eisenstein, ed. by Sabrina Al-
corn Baron, Eric N. Lindquist and Eleanor F. Shevlin,
250—267 (Amherst, MA: University of Massachusetts
Press, 2007).



the development of print technology in Egypt and
the appearance and development of the illustrat-
ed journal in the first three decades of the twenti-
eth century. The technological aspects of printing
a newspaper were an integral feature of the jour-
nalistic endeavor, and in the end, they affected the
work of anyone engaged in the enterprise—from
the work of the caricaturist to lesser agents in-
volved in the publishing activity. Hence, it should
receive further research.

3 “Egypt for the Egyptians”

The first satirical journal was published in Egypt
in early 1877 by the Jewish Ya‘qub (James) Sanna‘
(1839-1912), followed by one of Sannii’s prominent
colleagues, ‘Abdallah Nadim (1845-1896)—the
biweekly al-Tankit wa-l-tabkit (Mockery and Re-
proach, founded June 1881). Sannu“s first journal,
Abu naddara zarqa’ (The Man With the Blue Glass-
es), lasted only two months before being forbid-
den by the khedive. In June 22,1878, after two failed
attacks against his life, Sanna‘ left (or was expelled
by the khedive from) Egypt and emigrated to
France. Eight weeks later, he continued publishing
his paper in Paris, in a slightly changed format—
now, a caricature appeared on the cover-page.

In Paris, Sannii* published twelve different ver-
sions of Abu naddara between 1878-1885. From
1885, the structure, name and layout of the news-
paper became more stable—the outcome of
Sanna‘ becoming acquainted with new lithogra-
phy techniques on the one hand, and his attempts
to find a way around the khedivial press censor-
ship on the other, as his journals were smuggled
into Egypt.26 Sannu“ also held lectures in Paris in
different literary circles, fighting for a free Egypt—
both from local tyrants and the British occupa-
tion. He committed himself fully to the Egyptian

26  For the ongoing changes Sannii’s journal underwent
see, Abou Naddara Collection at http://kjc-svo36.kjc.
uni-heidelberg.de:8080/exist/apps/naddara/index.
html. Last accessed on February 21, 2019.
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cause—identifying himself first and foremost as
an Egyptian, and as Irene Gendzier writes, “his
allegiance was primarily to his fellow Egyptians
and not to the Jewish minority.”?” Gendzier claims
Sanna coined the slogan Misr li-I-Misriyun (“Egypt
for the Egyptians”)—the slogan that appeared on
the header of his journal and that was adopted by
‘UrabT’s rebels.?8

A testimony to the popularity of Sanni“s jour-
nal in Egypt can be found in an article from the
beginning of the century published in L’Europe
diplomatique. The paper documented an event
occurring in a performance by the singer Ahmad
Salim. During the evening, a seller of Abi naddara
zarqa’ appeared, managed to blend in with the
crowd, and sold three hundred copies of it. Most
of the audience, claimed the reporter, turned their
backs to the singer, gathered in small groups, and
delved into reading. After a while, some of them
demanded the singer to sing for them from Abu
naddara’s repertoire. However, it should be noted
that the reporter does not mention the audience’s
reaction to the images.2? Despite his diverse and
important role in the Egyptian nahda (cultural
awakening) of the nineteenth century and the
Egyptian national struggle, Sanna‘ was mostly por-
trayed as a peripheral figure in general historiogra-
phies of the nahda.

Sanni, as well as the second generation of cari-
caturists working in Egypt in the interwar period,
belonged to Cairo’s foreign-national-communities,
as they are commonly labeled, or the cosmopoli-
tan community. These foreign-local communi-
ties, as I will call them throughout this book, were
mostly immigrants who arrived in Egypt during
an extended period of immigration, from the late
nineteenth century to the 1940s, many of them
seeking economic opportunities. Despite the fact

27  Irene Gendzier, The Practical Visions of Ya'qub Sanu;
Harvard Middle Eastern Monographs 15 (Cambridge:
Harvard University Press, 1966), 16.

28 1bid, 74,138.

29  Thesource is quoted in Fahmy, Ordinary Egyptians, 193,
n. 61.
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that in Egyptian historiography the name of Sanna
alone was identified with the importation of the
caricature genre into Egyptian print culture, the
following chapters will reveal that the foreign-
local artists and entrepreneurs of the interwar
period should have been regarded as making the
more fundamental artistic contribution to formu-
lating, designing, and developing of the genre in
the Egyptian press.

4  Theoretical Background

Although cultural historians have recognized the
involvement of Cairo’s minorities, immigrants and
foreigners in the adoption, adaptation, assimila-
tion, and distribution of the caricature within the
formative modern Egyptian culture, their unique
place and importance within these cultural pro-
cesses has been mostly overlooked. The reasons
for this omission vary. First, historiography of
Egypt’s modern culture dealt for many years with
works of art that can be labeled as “high art,” par-
ticularly in the field of public commemoration,
and has focused on the significance of these works
of art in forging the “national style” or the “na-
tional text” within the domain of the visual arts.
Within this discourse, the influences of European
artistic genres, such as Realism, Naturalism, Im-
pressionism, and Surrealism, were discussed in re-
lation to their importance or relevance to the work
of a specific artist. The works of Rusdi Iskandar
and Kamal al-Malah, Orit Bashkin, Liat Kozma and
Israel Gershoni, Muhammad ‘Izzat Mustafa, and
Liliane Karnouk should be noted in this context.30

30  Israel Gershoni, Piramidd la-umd: hansahd, zikaron
u-leumiyut be-misrayim ba-meah ha-‘esrim (Pyramid
for the Nation: Commemoration, Memory and Na-
tionalism) (Tel Aviv: ‘Am Oved, 2006); Orit Bashkin,
Liat Kozma and Israel Gershoni, Lepasel tarbiit be-
misrayim: tikniin tarbiiti, zehiit le’imit ve-Sinily hebrati
be-misrayim, 1890-1939 (Sculpting Culture in Egypt:
Cultural Planning, National Identity and Social Change)
(Tel Aviv: Ramét, 1999); Liliane Karnouk, Modern
Egyptian Art: The Emergence of a National Style (Cairo:

However, the caricature as an art form received
little attention in these works because it is per-
ceived by these historians as a cultural product of
mass production, which was consumed by hetero-
genic audiences, including the illiterate who had
the caricatures read to them. This assumption has
been repeated frequently by different historians,
who based their view on the fact that many carica-
tures were accompanied by titles in the Egyptian
vernacular (al-‘amiyya).

Alongside these studies, during the last couple
of decades, works dealing with popular culture, in-
cluding the caricature, began to appear. The cari-
cature was dealt with, again, in these works as part
of Egyptian mass culture. Among these studies are
the works of Walter Armbrust, Beth Baron, Israel
Gershoni, Roberta Dougherty, Sawqiyya Higris,
‘Afaf Lutfi al-Sayyid Marsot, Ahmad ‘Abd al-Na‘im,
Eve M. Troutt Powell, and Ziad Fahmy.3!

American University in Cairo Press, 1988); Muhammad
‘Izzat Mustafa, Tawrat al-fann al-taskili ([al-Qahira]:
Dar al-Qalam, 1966); Hamid Sa‘ld and Dragoljub Kazi¢,
Contemporary Art in Egypt (Cairo: Ministry of Culture
and National Guidance, 1964); and Rusdi Iskandar and
Kamal al- Malah, Hamsun sana min al-fann (Misr: Dar
al-Ma‘arif, 1962).

31 ‘Afaf Lutfi al-Sayyid Marsot, “The Cartoon in Egypt,”
Comparative Studies in Society and History 13, no. 1
(1971): 2—15; Walter Armbrust, Mass Culture and Mod-
ernism in Egypt (Cambridge: Cambridge University
Press, 1996); Roberta Dougherty, “Badi‘a Masabni, Ar-
tiste and Modernist: The Egyptian Print Media’s Car-
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nival of National Identity,” in Mass Mediations: New
Approaches to Popular Culture in the East and Beyond,
ed. by Walter Armbrust, 243—268 (Berkeley and Los
Angeles: University of California Press, 2000); Eve M.
Troutt Powell, A Different Shade of Colonialism: Egypt,
Great Britain, and the Mastery of the Sudan (Berkeley:
University of California Press, 2003); Beth Baron, Egypt
as a Woman: Nationalism, Gender and Politics (Berke-
ley: University of California Press, 2005); Sawgqiyya
Higris, Fann al-karikatir (al-Qahira: al-Dar al-Misriyya
al-Lubnaniyya, 2005); Ahmad ‘Abd al-Naim, Hikayat
ft al-fukaha wa-l-karikatir (al-Qahira: Dar al-Ulam
li-1-Nasr wa-l-Tawzl, 2009); Ziad Fahmy, Ordinary
Egyptians: Creating the Modern Nation through Popu-
lar Culture (Palo Alto: Stanford University Press, 2011);



Reading the caricature as reflecting widely
shared beliefs is influenced by the French art critic
Champfleury, who claims that “the popular imag-
ery, in pleasing the people, reveals their nature.”32
In other words, if one wishes to comprehend all
the layers of meaning in one of these works of art
that was produced for mass consumption, one
needs to study the weltanschauung of the viewer-
reader. This assumption characterizes most works
dealing with reading twentieth-century comics
and caricature as art. For example, David Carrier’s
work, which argues, following Roland Barthes and
Michel Foucault, that our attitude toward inter-
preting “museum art” and popular culture should
be different.33 For Carrier, contrary to the treat-
ment of “museum art,” there is no reason that in-
formation regarding the author or the painter of
popular art should occupy a privileged role in in-
terpreting their art.3* Since the audience projects
onto popular art its fantasies, fears, and hopes, the
analysis of these works should focus on the visual
and textual mechanisms which reflect the shared
weltanschauung of the image and audience. “We
don’t need bookish analysis to understand such
pictures, which rely on ideas known to everyone in
our culture,” argues Carrier.3

Cartooning for a Modern Egypt wishes to re-
examine the role of the caricaturist working and
publishing in a “restricted production sphere,” to
use Pierre Bourdieu’s terminology.3¢ Bourdieu’s

Israel Gershoni, Or ba-sel: misrayim ve-hapasizm, 1922—
1937 (Eqypt and Fascism, 1922-1937)(Tel Aviv: ‘Am ‘Obed,
1999) and Milhemet ha-Umot ha-Halashot: Mitsrayim
be-Milhemet ha-‘Olam ha-Sheniyah, 1939-1945 (Tel Aviv:
Resling, 2017).

32 Champfleury, Son regard et celui de Baudelaire. Textes
choisis et présentés par Geneviéve et Jean Lacambre (Par-
is: Hermann, 1990), 216.

33  David Carrier, The Aesthetics of Comics (University
Park: The Pennsylvania State University Press, 2000),

82.
34  Ibid.
35  Ibid, 83.

36  Pierre Bourdieu, “Le Marché des biens symboliques,
Lannée sociologique. Troisiéme série 22 (1971): 54.
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theory serves here as the theoretical framework
for analyzing caricatures from Egypt from the first
four decades of the twentieth century. In his arti-
cle, “Le Marché des biens symboliques,” Bourdieu
differentiates between works of art intended to be
distributed in the “restricted production sphere”
(champ de production restreinte)—traditionally
labeled as “high art”; as opposed to works of
art intended to be distributed in the “wide pro-
duction sphere” (champ de grande production)—
traditionally labeled as “low art.”3”

According to Bourdieu’s theory, works of art dis-
tributed within the “restricted production sphere”
embodies the worldview of a specific clientele:
“a well-defined class or section of a class” (“clest-
a-dire d'une classe ou d’une fraction de classe bien
définie”).38 The artist working within this sphere
creates his audience by defining that audience.
In contrast, the artists working within the “wide
production sphere” create works of art for their
audience, and their technical and aesthetic deci-
sions are subjected to the worldview of the “most
divergent public” (les plus différentes du public).3°
According to Bourdieu, these decisions manifest
themselves in the use of technical means and aes-
thetic affects (images, stereotypes and common
clichés) that were immediately accessible to the
widest audience possible, alongside the system-
atic exclusion of any theme that could arouse re-
sistance or offend any segments of that public.*0
If artists working within the “wide production
sphere” use visual and thematic codes which are
not accessible to the wider public, a communica-
tion “breakdown” (ruptures de communication)
may occur.*! Hence, the aim of the “low art” or
“average art” (lart moyen) is to “represent the wid-
est social denominator” (de plus grand dénomina-
teur social) possible, and it must strive to achieve
the “widest cultural and social dispersion of its

37  Ibid, 81

38 Ibid, 81-82.
39  Ibid, 82.

40  Ibid.

41 Ibid, 89.
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public.”#? Bourdieu defines the ideal audience of
“average art” as the “average viewer or listener”
(spectateur, auditeur ... “moyen”).43

In any system, summarizes Bourdieu, one can
find all levels of production: the “avant-garde art,”
intended for a restricted audience, one composed
of a limited number of colleagues; “bourgeois art,”
aimed more directly to non-intellectual factions of
the dominant class and occasionally consecrated
by the most official legitimation bodies (the acad-
emy); and finally the “average art,” within which
one can distinguish, the position of their “target
audience” in the social hierarchy, between “high-
er art,”
directly targeted to the middle classes (classes

cultural imitation” (la culture en simili)—

moyennes) and those in the process of climbing
the social ladder—and “mass culture,” that is to
say the corpus of works which are socially vague
(quelconque) and targeted to anyone.*4

Following Bourdieu, Cartooning for a Modern
Egypt disputes the common hypothesis of Egypt’s
cultural historians who analyzed the caricature
produced in the national-colonial era as a branch
of Egypt’s mass culture, targeted to an audience
traditionally labeled as the “average Egyptian.
These stances ignore, as will be demonstrated in
the following chapters, the characterizations of
the caricatures produced in Egypt between the
late nineteenth century through the first four de-
cades of the twentieth century. To fully read these
works one needed to be familiar with Western cul-
ture and the caricature as an artistic genre. This fa-
miliarity was prerequisite if one wanted to bridge
the gap between the image and its interpretation.
These works were targeted first to consumers who
were able to read and identify the visual reper-
toire, which was Western in more than one aspect.
Indeed, many of the works were accompanied by
explanations, sometimes short, sometimes long,
which elaborated the imbedded interpretations of
the images, but these explanations could not have

42 Ibid, 82.

43 Ibid.
44  Ibid, 85.

bridged over a lack of proficiency with the char-
acteristics of the genre. The Egyptian caricatures
of the period reflected, first and foremost, as does
any work of art, the tendencies and preferences of
their artists, which embodied in them their unique
political, social, and cultural positions. The artists’
gaze, or the foreign-local gaze, reflected both their
social characters (their background, family and so
forth) and their professional training. The visual
works they produced were shaped by the East-
West encounter within the colonial context.

A second reason for the limited attention giv-
en in research to the study of the caricature from
the Egyptian national-colonial era is that histori-
ography of the modern Egyptian caricature itself
has a short history—the first steps in outlining
this history were only taken in the 1980s. The fact
that the historiography of Egyptian caricature
grew and developed within post-colonial debate
influenced, consciously or unconsciously, the at-
tention given in these works to the contribution
of the foreign minorities to the adoption, adapta-
tion, and assimilation of this artistic genre with-
in the formation of modern Egyptian culture.*
Since post-colonial research wishes to resist the
hegemonic images of the West by presenting re-
ality “as is” or from “within,” the focus of histori-
ans, with regard to the Egyptian caricature, was on
the contribution of Egyptian artists. One can note
within this context the work of al-Sayyid Marsot
and Halid Muhammad ‘Azab, which highlighted
the pharaonic routes of Egyptian caricature;*6
‘Abd al-Na‘im’s work, which devoted only two

45  Starr already drew attention to the fact that post-
colonial approaches to the study of Egypt’s history, in
general, tend to overlook the cosmopolitan narrative
of the Europeanized foreign minority residents, and
her work foregrounds the cultural production of these
communities, with regard to literature and the cinema.
Deborah A. Starr, Remembering Cosmopolitan Egypt:
Literature, Culture, and Empire (London and New York:
Routledge, 2009).

46 Al-Sayyid Marsot, “the Cartoon in Egypt”; Halid
Muhammad ‘Azab (ed.), Ruz al-Yisuf: 8o sana sihafa
(al-Iskandariyya: Maktabat al-Iskandariyya, 2006).
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paragraphs to the connection of Egyptian cari-
cature to European caricature;*” and the work of
Allen Douglas and Fedwa Malti-Douglas that dealt
with the comic strip as it appeared in Egypt from
the 1950s (i.e. from the revolution of 1952, which
ended the foreign presence in Egypt), while ig-
noring comic strips that were published prior to
the 1950s.#8 Within this corpus of works, the work
of Muhammad Raha (1911-1989) received atten-
tion, and he was categorized as “the first Egyptian
caricaturist.”#?

Another aspect that was constantly empha-
sized in these works was the role of the caricature
in formulating the national visual repertoire of
modern Egypt. Thus, for example, the image of
al-Misr1 Efendi, a caricature type designed by the
Armenian artist Iskandar Sarthan (1898-1977),
was treated as the “ideal Egyptian” or the “typical
Egyptian.”50 This character, as will be discussed in
detail in the fifth chapter, performed three roles:
the first was being an embodiment of, or spokes-
man for, the journal in which he appeared, i.e. Riz
al-Yusuf (first published October 26,1925), or of the
image the journal wished to project; the second,
defined al-Misr1 Efendi as the target audience of
the journal—the “average Egyptian” to whom the
“average” cultural products where targeted; and
finally he was marked as the ideal Egyptian, the
new modern citizen of the Egyptian nation, who
carried the burden of building the Egyptian nation
(i.e. the ideal efendi). Within the context of the
discourse on Egyptian national iconography, the
caricaturist who drew al-Misri Efendi has received

47 Ahmad Abd al-Na‘im, Hikayat fi al-fukaha wa-l-
karikatir (al-Qahira: Dar al-‘Ultim li-I-Nasr wa-l-Tawzi",
2009) 46-47.

48  Allen Douglas and Fedwa Malti-Douglas, Arab Comic
Strips: Politics of an Emerging Mass Culture (Blooming-
ton and Indianapolis: Indiana University Press, 1994).

49  “Raha, awwal rasam karikatir Misri) al-Faraina:
munagamat rasami al-karikatir ( fik) bi-Misr 72, April
27,2000, 2.

50  See, for example, Ryzova, “Egyptianizing Modernity,”
124-163.

CHAPTER 1

little attention, if any, neither has the individual
image itself. Baron even argues artists’ personal
expression in this regard is an artistic “whim,” and
it can only be read as part of a consensus on na-
tionalist iconography.5!

Reading caricatures from Egypt as neither
Egyptian nor foreign, can be done through post-
Orientalism theories. The criticism of Edward
Said’s theory in the early 1980s tried to subvert un-
equivocal distinctions between the colonized and
colonizer and signified not only the resistance of
the occupied to his occupier but also to his col-
laboration with him. The subversion, under Said’s
binary, can be found in Homi K. Bhahba’s works,
which initiated discussions unveiling the colo-
nialist principles hidden in different knowledge
constructions and expanded the discussion be-
yond the East-West binaries into what Bhahba has
called “the third space.” Bhahba’s theory enabled
the dissolution of the boundaries between East
and West and the construction of hybrid catego-
ries, which in their turn enabled discussion of dy-
namic identities, that were constructed within the
colonizer-colonized relationship. Some historians,
such as Yehuda Shenhav, see Bhahba’s theory as
the model for discussing those who were neither
colonizer nor colonized, or those who “represent
no one.”>2 Shenhav’s interpretation is crucial to the
minorities, immigrants and foreigners’ identity in
colonized societies, and it is employed here on the
grounds of its ability to reflect the cultural prod-
ucts of Egyptian cosmopolitan society in the inter-
war years as culturally hybrid art.

In reading caricatures from the Egyptian na-
tional-colonial era as cultural products of an
“in-between space,” I seek to foreground the cari-
caturist in Egypt as an artist and as a cultural en-
trepreneur. Hence, the aim of this book is first and

51 Baron, Egypt as a Woman, 8o.

52 Yehuda Shenhav (ed.), Qélénialiytt ve-hamasab ha-
postqéloniali: ‘antdlégiya Sel targtim ve-makoér (Coloni-
ality and the Postcolonial Condition: Implications for
Israeli Society) (Jerusalem: Mekén Van Leer; Tel Aviv:
ha-Qibtis ha-Me’tthad, 2004), 12-13.
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foremost to read the caricatures as works of art as
well as to try to reconstruct the intentions of the
artists who created them. Historians of Egyptian
culture tend to discuss these artists as European
“cultural agents” or as working with an “inside-as-
outside” inspiration. Although this “inspiration”
was an inseparable part of the historical narrative
of Egyptian national culture, discussions of this
agency, as it appeared in prominent cultural stud-
ies, were fractional, and they neglected to address
the full meaning embedded in these works of art.
The caricatures from the first four decades of the
twentieth century were not only distributed to the
public but also to colleagues—artists and intel-
lectuals. Following Bourdieu, although the artists
in Cartooning for a Modern Egypt are addressed as
“creators,” discussion of their artistic acts of pro-
duction is less focused on their clientele (i.e. their
target audience) and more on their creators’ com-
petitors and their desire to produce a position in
the space of production which is different from all
other positions. The relationship between these
creators and their artistic production is “the whole
set of relationships between the artist and other
artists, and beyond them, the whole set of agents
engaged in the production of the work of art, or
at least, of the social value of the work.5® For
Bourdieu, few are the artists for whom their entire
being, their self-image, and hence their artistic
production, is not dependent on their own image
and the image of their work in the eyes of others.
In order to claim their position in the production
sphere, the artist “does not need to consult what
the other has written [or drawn]; he simply has to
follow his taste, his own inclinations, in order to
define himself against what the critic on the oppo-
site side—who does just the same thing—thinks
or says.”>*

53  Pierre Bourdieu, “But who Created the Creators?” in
Pierre Bourdieu, Sociology in Question, trans. by Rich-
ard Nice (London: Sage Publications, 1993), 140.

54 Bourdieu, “The Metamorphosis of Tastes,” in Ibid, 111.

11
5  Reading Caricatures

Reconstructing the intentions of the artist of a
specific work of art cannot reveal the way it was
read or experienced by its audiences, and as Eitan
Machter and Avital Maya Machter have indicated,
“many of the meanings which will be read in a
text are embedded in it within the life context of
the reader and the spirit of the zeitgeist. The dis-
tance separating the creator [and artist] and the
different addressees [readers as well as viewers]
regarding time, space, and culture, can affect the
ways of reading [the cultural product] and enrich
its meanings.”%® In this context, the caricature
is not different from any “artistic interpretation
and explanation of this world and its association.
Many different forms that man has created in
his language of signs gradually lose their original
meaning: they outlive the cult that called them to
life, they outlast the magic that was originally at-
tributed to them and carry on their existence in
museums as late, lost remains.”>6 Hence, it will be
difficult to define or evaluate the affect a certain
caricature had on its readers. Since the caricature
in itself is an interpretation of a certain event,
whether social, cultural or political, it seeks to
reflect its creator’s reading of reality. In addition,
since it is not meant to be a news report, it will
not be addressed here as an “illustrated article”—a
common perception amongst various researchers.

Machter and Machter are right when they
claim that the caricaturist is a “seismograph of a
collective will, anxiety, anticipation, joy, pride or
frustration.”” And indeed, in its very nature the
caricature is an immediate response to a political,
cultural, or social event or a process experienced
by contemporary society. These events are trans-
lated into metaphorical situations through a social

55  Machter and Machter, Qarigatirad, parsanit wi-
biigoret, 10.

56 Werner Hofmann, Caricature: From Leonardo to Picasso
(New York: Crown Publishers, 1957), 7.

57  Machter and Machter, Qarigatirad, parsanit wi-
biigoret, 1.
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and cultural sign-system, developed through the
discourses of the time—this sign system can be
composed out of metaphors, figures of speech,
analogies, literal and artistic references, accepted
signs and so forth.>® In other words, the image is
a testimony to current events—a kind of histori-
cal evidence. Therefore, the caricature is always
anchored in the context of a specific event, story,
or object/subject to which it refers or which it rep-
resents. And that is why these images are at their
communicational peak when their message is di-
rect and clear, and their affect immediate. That is
to say, the caricature’s clarity relies on the familiar-
ity of the image, not its innovation.>?

However, the reality faced by the viewer in the
caricatures of the Egyptian national-colonial era is
not a reconstruction of the Egyptian Muslim com-
munity’s social and cultural foundations, which
forms the majority of the Egyptian populace;
though the reality of the Egyptian Muslim com-
munities is present in the caricatures and not just
in the dialect spoken by the caricatures’ heroes.
Rather, these images reveal the way in which the
cultural processes through which this political and
social artistic genre was assimilated into Egyptian
culture. At the same time, these images construct a
culture that transcends national borders and that
illustrates a complex weltanschauung, in which
Eastern, Egyptian or local elements coexisted
alongside Western and foreign ones. These serve as
a testimony to the multicultural, multilingual and
multiethnic environment within which these im-
ages were constructed and designed, as well as the
universal elements which characterized the mod-
ern era and were reflected in different expressions

58  For a discussion of these aspects of the modern carica-
ture see Ernst Gombrich, “The Cartoonist’s Armory,” in
Medlitations on a Hobby Horse and other Essays on the
Theory of Art (London: Phaidon, 1963), 127-142.

59 For a discussion of this issue, see Ernst Kris, “The Prin-
ciples of Caricature,” in Ernst H. Gombrich and Ernst
Kris, Psychoanalytic Explorations in Art, ed. by Ernst
Kris (New York: International Universities Press, 1952),
189—203.
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of social justice, equality and liberty in accordance
to their local interpretations.

With the abovementioned circumstances in
mind, the images discussed in Cartooning for a
Modern Egypt illuminate and narrate the history
of the caricature in Egypt in its formative years.
The next chapter explores the rise and fall of the
cosmopolitan society in Egypt and its indispensa-
ble role within Egyptian print culture. The third
and fourth chapters explore the sources used in
this study: the journals, publishers, and publishing
houses (production, location, and distribution),
formats, types of images, and the caricaturists
themselves. They also look at the economic con-
texts of publishing, such as prices, costs, and read-
ership. The purpose of these two chapters is to
discuss the political, commercial, and economic
constraints on the various platforms through
which the caricatures were distributed. In other
words, although the caricature is discussed here
as a work of art, an individual expression of its
creator, its distribution through privately-owned
and independent journals, which were marketed
as cultural commodities and were consumed in
open markets, limits the possibility of discussing
the caricatures in isolation from these economic
constraints.

The following chapter, “The Typical Egyptian;
The Ideal Egyptian: On Visual Stereotypes and
Constructing Egyptian Identity,” offers a map-
ping of that public as imagined by the caricatur-
ists and the journals through which they worked.
The chapter opens by rendering the images of the
awlad al-balad (lit., sons of the country), the fallah
(pl. fallahin, ploughman; member of the rural
population) and the lowest ranks of society, and
it offers an interpretation of these images as an
expression of the average Egyptianness under the
gaze of cosmopolitan artists, as well as the gaze of
other elite sections of Egyptian society. In the end,
the visual repertoire depicting these lower ranks
of Egyptian society showed them as negative ob-
jects, an antithesis to the ideal citizen in modern
society. The chapter continues with a discussion of
the image of al-Misr1 Efendj, the caricatured type
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designed by the Armenian artist Sarahan, both as
an image of the reading public or the intended au-
dience of the journals in which he was portrayed
and as a construction of the ideal modern Egyp-
tian citizen. This section offers a new reading of
the image of al-Misr1 Efendj, not just as a symbolic
image reflecting a set of notions regarding the ide-
al character of the modern Egyptian subject, but
also as a caricatured type, which carried addition-
al layering of meanings which sometimes differed
and contrasted with the attendant meaning as the
ideal Egyptian.

Chapter six, “Fhe-Good, the Bad, and the Evil:
Images of Women,” first discusses the two available
options for Egyptian womanhood in the Egyptian
cartoon space of the first four decades of the twen-
tieth century: on the one hand, the traditional
lower-class femininity, and on the other, the mod-
ernized or westernized middle-class or elite one.
Neither of these options, as this chapter will show,
presented itself as an embodiment of desirable
Egyptian womanhood of the national-colonial era.
The second part of the chapter re-examines images
of famous women and symbolic women, previous-
ly dealt with by historians of modern Egypt as part
of Egypt’s national iconography and as reflecting
the changing social context of the Egyptian elite
woman. The purpose of returning to these images
is to contextualize them in the visual caricatured
system, through which male-artists constructed
negative, abstract ideas of womanhood, which in
the end were not Egyptian, Muslim, or traditional,
neither were they Western or modern.

In Chapter seven, “Images of the Other? Colo-
nizer and Colonized through the Gaze of those
‘mystifiés de la colonisation,” I seek to address the
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question of how the colonizer, as the Egyptian
Other, was portrayed in the caricatures, and I ask,
is there a construction of Otherness as a mirror
to Egyptianness in the caricatures of the period?
I contend that a close examination of the semiot-
ics of East-West encounters in the illustrated com-
positions actually reveals a more fluid boundary
between the two ostensibly contradictory poles,
and resists the native/foreign, us/them, self/other
binaries to construct a reality in which “us” and
“them” are not easily defined. The second part of
the chapter focuses on images of the Sudanese as
a construction of Otherness in Egyptian society.
Following Troutt Powell’s A Different Shade of Colo-
nialism (2003), I discuss these images as reflecting
both the existence of colonialist tendencies in the
colonized, thus rendering Egypt as the “colonized
colonizer,” and the colonialist tendencies in the
cosmopolitan society, tendencies which were the
result of their Europeanized weltanschauung.

The organizational schema noted above pro-
vided me with the opportunity to speculate on the
way in which foreign-local artists in Egypt envi-
sioned and evaluated the past, present, and future
of Egyptian society and its connections to other so-
cieties. Colonial modernity allowed the presence
of a cosmopolitan community in Egypt, with its
prosperity and deep cultural involvement in con-
structing Egyptian national culture from late nine-
teenth century through the first four decades of
the twentieth century. The images which emerged
from this cosmopolitan experience are the result
of a complex cultural synthesis, and they function
as part of the cultural processes which took place
in the context of the Egyptian anti-colonial resis-
tance to British foreign rule.



CHAPTER 2

Cairo’s Colonial Cosmopolitanism

In February 1923, the Cairo-based satirical journal
al-Kaskul al-musawwar (The Illustrated Notebook,
first published May 24, 1921) published a note-
worthy caricature, “al-Kaskal wa-duyaf Misr” (“al-
Kaskul and Egypt’s Guests”), depicting what might
be labeled as the journal’s editorial board (fig. 2.1).!
Sitting on a pile of newspapers, and document-
ing in writing the event occurring at the top left
of the composition, is Suliman Fawzi, the owner
of al-Kaskul al-musawwar and its editor in chief.
Fawzi is dressed in a dark-green Western suit. His
shoes are yellow, and his socks are striped in red
and white. On his head he wears the tarbus, which
serves as a visual mark, signaling him as belonging
to the Egyptian socio-cultural group of the efen-
diyya. Behind Fawzi stands the journal’s art edi-
tor and leading caricaturist, Juan Santes (?-1941),
documenting the same event by drawing it. Santes
also wears a dark-Western suit. Around his neck a
black scarf is tied in a large butterfly knot. On his
head he wears a wide light-colored Spanish hat.
His overall appearance marks him as of Spanish
origin. The text beneath the caricature specifies
that it was drawn by the Italian artist Outori and
that the image embodies Outori’s gaze.?

Not much biographical information can be
gathered regarding Outori, Santes and Fawzi. Out-
ori arrived in Egypt in the early 1920s with an Ital-
ian orchestra, which performed at the Cairo Opera
House. He encountered issues of al-Kaskul al-
musawwar sold on Cairo’s streets, which impressed
him deeply, and he addressed Fawzi and asked
him to publish caricatures in the journal from time

1 Outori, “al-Kaskul wa-duyiif Masr,” al-Kaskul al-musawwar
93, February 25,1923, 8.

2 As can be understood from the text, Outori did not write
the captions for this caricature nor for his other images
published in al-Kaskul al-musawwar.
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to time—a request to which Fawzi acceded.? Al-
Kaskul al-musawwar, amongst the most popular
weeklies in Egypt during the interwar years, was
Fawzl's second venture in Egyptian print culture.*
It was a satirical journal and the first in Egypt to
publish caricatures in color.? Each issue contained
four full-page color caricatures—the frontispiece,

3 These details were given in a short column published in al-
Kaskul al-musawwar, marking the publication of Outori’s
caricatures in the journal. The column did not elaborate
on what grounds Fawzi agreed to Outori’s request for pub-
lication. “Masyu Outuri,” al-Kaskul al-musawwar 9o, Febru-
ary 4,1923, 15.

4 It was preceded by a journal entitled al-Kaskul (The Note-
book, first published June 5, 1914), which was owned and
edited by Fawzl. In the editorial published in honor of the
first anniversary of al-Kaskul al-musawwar, Fawzi clari-
fied that it was the same paper only now it was illustrated.
Suliman Fawzi, “Al-Kaskul al-musawwar fi ‘amihi al-tani,
al-Kaskual al-musawwar 54, May 28,1922, 3.

The journal ran throughout the 1920s and up until
1934, though in the last two years of publication, its is-
sues were not published regularly and consistently. Differ-
ent sources claim it ran until the end of wwi1. However,
I was unable to trace any issues beyond March 1934. An-
other journal named al-Kaskul al-musawwar did appear
between 1935-1941 and was run by Muhammad Halawa,
which Sawgqiyya Higris claims was the same journal as
Fawz1's. Higris, Fann al-karikatir, 121-123. The caricatur-
ist Muhammad Raha claims that he worked for the journal
in 1940. See Sa‘ld Abu al-Aynayn, Raha, faris al-karikatir
([Al-Qahira:]: Ahbar al-Yawm, 1990), 54.

5 A former journal, al-Siyasa al-musawwara (Illustrated Poli-
tics, founded December 1907), which was also known as
The Cairo Punch, published color caricatures as well. How-
ever, the journal was published by ‘Abd al-Hamid Zaki first
in Vienna and later in Rome and posted to Egypt, hence it
is not considered here as an Egyptian publication. For a
discussion of the caricatures in al-Siyyasa al-musawwara,
see Marilyn Booth, “What’s in a Name? Branding Punch in
Cairo, 1908,” in Asian Punches: A Transcultural Affair, ed.
Hans Harder and Barbara Mittler (Heidelberg and New
York: Springer-Verlag, 2013), 271-306.

DOI 10.1163/9789004410381_003
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the middle double-spread, and the back cover. The
journal mainly addressed current political affairs
in the context of Egypt’s quest for independence
from the British occupier. It was perceived, as was
its owner, as an anti-Wafdist venture and as a de-
voted supporter of Hizb al-Ahrar al-Dustariyyun
(The Liberal Constitutional Party, founded 1922).
Fawz1's attacks on the Wafd and its leader Zaglal
led to his arrest on at least one occasion. Addition-
ally, he was constantly criticized professionally
and personally by his two main competitors in the
illustrated press genre: al-Lat@’if al-musawwara
(Illustrated Witticisms), founded February 1915 by
the Greek Orthodox Syrian Iskandar Makariyus
(1882—1952), and Ruz al-Yusuf, founded by the
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FIGURE 2.1

Al-Kaskal and Egypt’s Guests. Outori, “al-Kaskual
wa-duyuaf Masr,” al-Kaskil al-musawwar 93,
February 25,1923, 8.

HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

Tripoli-born actress Fatima al-Yasuf (1898-1958).
Their criticism mainly addressed Fawzi's alleged
hedonistic lifestyle and moral corruption, whereas
the caricatures he published were read by them as
harming and posing a risk to the nation’s security
and fight for independence.

Santes, apparently of Spanish origin, emigrated
from France to Egypt in the 19105, following an in-
vitation from the amir Yasuf Kamal (1882-1969) to
teach at the Madrasat al-fanin al-gamila (School
of Fine Arts), founded in Cairo in 1908 by the amir.
In Egyptian cultural historiography, Santes is con-
sidered one of Egypt’s foreign founding fathers of
the caricature genre. His contribution to the devel-
opment of the art of the caricature in Egypt was
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recognized during his lifetime, as can be seen in
articles and caricatures documenting his artistic
activity during the interwar years. In one of these
articles, following his death in 1941, al-ltnayn (The
Two, founded June 1934) summarized his thirty
years of activity in the Egyptian illustrated press.
The writer, Ahmad Rasim (1895-1958), a poet, an
art critic and Santes’ friend, praised the Span-
ish artist for his drawing skills, and, more impor-
tantly for the project of Cartooning for a Modern
Egypt, he also praised Santes’ ability to familiarize
himself with the Egyptian vernacular as well as his
ability to apprehend much of its originality and
subtle implications. These characteristics could
have explained, according to Rasim, Santes’ popu-
larity and success in the 1920s and 1930s.6

Santes and Outori belonged to Cairo’s cosmo-
politan communities, whose numbers in Egypt
were highest during the interwar period.” These
communities were mostly comprised of immi-
grants who arrived in Egypt during an extended
period of immigration that attracted Ottoman
subjects and foreigners mainly to Egypt’s urban
centers.8 As Deborah Starr argues, many of them
did not integrate into Egyptian Arab society, nor
did they seek Egyptian nationality, and they would
never become Egyptian citizens, though they were
local residents who identified with Egypt as a na-
tion and were deeply involved in Egypt’s politics,
economy, and its social and cultural life.?

The image constructed in the caricature “al-
Kaskul and Egypt's guests” emerged from and
reflects the cosmopolitan experience of Egypt's
foreign-local subjects in the interwar years. Out-
ori's staged composition makes Santes’ place in
the composition natural, unremarkable under the

6 Ahmad Rasim, “Santes wa-l-mumatilun ‘ala masrahihi,” al-
Itnayn 347, February 1941, 12.

7 Robert Tignor, “The Economic Activities of Foreigners in
Egypt, 1920-1950: From Millet to Haute Bourgeoisie,” Com-
parative Studies in Society and History 22, no. 3 (July 1980):
449.

8 Ibid, 417.

9 Starr, Remembering Cosmopolitan Egypt, 6—7.
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gaze of the artist who drew the caricature. Both
the writer-editor and the illustrator-caricaturist
document the same event, each in his own way.
Although one can claim that Fawzi is depicted in a
manner that attaches higher importance to him in
the composition, on the grounds of him being in
the front and consequently appearing to be larger,
this detail is consistent with the working relation-
ship between the editor in chief of any journal and
its leading art editor. In other words, the carica-
ture “al-Kaskul and Egypt’s guests” depicts a mixed
work-environment, in which Eastern and Western
elements coexist. More specifically, it establishes
Santes’ role and importance within the venture
of al-Kaskul al-musawwar. Having said that, it
also stresses Santes’ foreign identity through
his outward appearance, by employing negative
attributes—evidence of not being Egyptian.

The image which emerges from this caricature,
as from the ones that will be discussed in the fol-
lowing chapters, undermines the native-foreign
binary and forms “a distinctly cosmopolitan con-
struction of ‘nativeness,” to use Starr’s phrasing.10
Starr, while discussing literature and movies from
Egypt’s “cosmopolitan era,” defines this nativeness
as a subjectivity, which identified both with the
place and the collective, but at the same time pro-
claimed a cultural identity of not being Egyptian: a
“voluntary affiliation, [one which is] not governed
by legal definitions of nationality, nor by common-
ly held conceptions of national identity.""! Hence,
the term “cosmopolitan,” emphasizes Starr, does
not relate only to the presence of Europeans and
foreign Europeanized minorities in Egypt’s urban
spheres; rather, it also relates to a broader sense of
a collective which avoids homogenization while it
acknowledges and portrays difference.1?

A second caricature, or illustration, published
in al-Lata’if al-musawwara in May 1921, will pro-
vide further insight into this construction of

10 Ibid, 7.
11 Ibid.
12 Ibid.
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FIGURE 2.2 At ‘Atabat al-Hadra Square. Untitled illustration, al-Lata@’if al-musawwara 337, May 23, 1921, 2.

STERLING & BASS LIBRARIES, YALE UNIVERSITY

“cosmopolitan nativeness” (fig. 2.2).13 The black
and white illustration depicts a spectacle that
the unknown painter attested he “never saw in
his life” at ‘Atabat al-Hadra Square in Cairo. The
image features three police officers attempting to
cope with a commotion across the square. One of
the officers, in the middle of the scene, is trying to
grasp a dark-skinned Egyptian man in a tarbis and
a glabiyya. This man is being pulled from his other
side by a barefoot young boy, also in a glabiyya.
The other two officers, at the back of the scene, are
depicted detaining and directing the vehicles at-
tempting to cross the square. Two men in Western
suits and straw-boaters are chatting on the left, one
of them is sitting in the driver’s seat of a car, and
neither is apparently aware of, or bothered by, the
commotion. In the passenger seat of the car sits a
man wearing a Western suit and a tarbus, mean-
ing he is marked as an efendi. A young boy in a

13 Untitled illustration, al-Lat@’if al-musawwara 337, May

23,1921, 2.

torn glabiyya is mugging the man standing beside
the car. Meanwhile, a woman in the latest 1910s
European fashion, including a wide-brimmed
hat, stockings, and high heels, is climbing into the
back of a truck standing to the right of the road. A
young man in a tarbiis and Western suit is assisting
her. Passengers sit at the rear of the truck—men
and women, some in local dress and some in West-
ern outfits. Framing the scene at the far back are a
couple of buildings: on the left, a round structure
that could be misidentified at first sight as the base
of a minaret, and on the right, a big billboard with
the inscription “LIPTON” is set on the top of an-
other building.

The site depicted in this illustration, ‘Atabat al-
Hadra’ Square, southeast of the Azbakiyya park
and its Opera House, marks the entrance to what
Janet Abu-Lughod calls “the transitional business
district” of Cairo.!* According to Abu-Lughod’s

14  Janet Abu-Lughod, Cairo: 1001 Years of the City Victori-
ous (Princeton: Princeton University Press, 1971), 209.
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theory, ‘Atabat al-Hadra’ Square forms the link be-
tween two distinct physical entities: the colonial
Western or European city to the west and the “real”
Cairo—the old, traditional, Oriental Egyptian city
to its east.!® As a transitional sphere, Abu-Lughod
argues, “it is an unattractive mélange, having nei-
ther the modernity of the Western zone nor the
exotic charm of the Eastern bazzars.”6

In a process beginning in the late sixteenth cen-
tury, Europeans, Armenians, and Christian Syrians,
settled in the area surrounding what was then the
Azbakiyya pond. Two centuries later, at the turn
of the nineteenth century, the French expedition
of Napoleon Bonaparte (1798-1801) confiscated
residences surrounding the Azbakiyya and used
them as offices and institutes for the French Ex-
pedition.’” Bonaparte himself selected al-Alfi Bay’s
palace, on the western shore of the pond, as his
residence.!® The presence of the French changed
the urban character of the area. Local Christians
and Europeans opened taverns, restaurants, and
cafes around the pond—institutions that would
characterize the area during the nineteenth cen-
tury. During Muhammad ‘Ali’s reign (1805-1848),

15  The theory of Cairo having been cut into two halves
(as in Abu-Lughod’s “Tale of Two Cities: The Origins
of Modern Cairo” and Cairo: 1001 Years of the City Vic-
torious), has been criticized in the past two decades.
See Jean-Luc Arnaud, Le Caire: Mis en Place d’Une Ville
Moderne, 18671907 (Arles: Actes Sud, 1998); Khaled
Fahmy, “An Olfactory Tale of Two Cities: Cairo in the
Nineteenth Century,” in Historians in Cairo: Essays in
Honour of George Scanlon, ed. ]. Edwards (Cairo: Ameri-
can University in Cairo Press, 2002), 155-187; Mercedes
Volait, “Making Cairo Modern (1870-1950): Multiple
Models for a ‘European-Style’ Urbanism,” in Urbanism:
Imported or Exported? Native Aspirations and Foreign
Plans, ed. Joe Nasr and Mercedes Volait (Chichester:
Wiley-Academy, 2003), 17-50; and Adam Mestyan,
“Power and Music in Cairo: Azbakiyya,” Urban History
40, no. 4 (2013): 681-683.

16 Abu-Lughod, Cairo: 1001 Years of the City Victorious, 209.

17 Doris Behrens-Abouseif, Azbakiyya and Its Environs
from Azbak to Isma‘il, 1476-1879 (Cairo: Institute Fran-
cais d'Archéologie Orientale, 1985), 71-76.

18 Ibid, 70.

CHAPTER 2

al-Muski Street, from ‘Atabat al-Hadra’ palace (for-
mer ‘Atabat al-Zarqa’) to Cairo’s halig (canal), was
renovated and became the commercial artery of
the capital and the center for European trade. The
pond was drained and transformed into a park “a
UEuropéenne.”™® The Europeans whom Ali had ap-
pointed to work on his different industrial, agricul-
tural and educational projects chose it as a place of
residence—a choice that Doris Behrens-Abouseif
claimed was a natural extension of the old French
quarter.2? European-style hotels were established
in the neighborhood by Europeans, and several
churches were built by the foreign communities
in the area between the French quarter and Azba-
kiyya. During the reign of khedive Isma‘il, several
ministerial buildings were erected on the site of
the former palace of ‘Atabat al-Hadra’. In addition,
Italian, French, and Greek theatres and a French
circus were established in the same neighborhood.
Some of the land surrounding what is now the Az-
bakiyya park was sold by the khedive, but due to
the high real estate prices, the outcome of the great
influx of Europeans emigrating to Cairo at the
time, only Europeans could afford the high prices
in the quarter.?! Thus, by the end of the nineteenth
century, instead of the Ottoman and the Egyptian
religious elites, who resided on the southern shore
of the Azbakiyya pond-park, Europeans inhabited
the Azbakiyya and the surrounding area, and the
quarter “had become the new Frankish quarter of
Cairo.”??

If we return to the buildings described in the
illustration in al-Lata’if al-musawwara (fig. 2.2),
we can identify the alleged minaret on the left as
the Tiring Department Store, founded in 1910 by
the Constantinople-born Victor Tiring. Tiring was
an Austrian merchant who specialized, together
with his brothers Gustav and Konrad, in Turkish
tailoring. Oscar Horowitz, who designed the build-
ing, was a Czech architect who studied in Vienna

19 Ibid, 84.
20 Ibid.

21 Ibid, 92.
22 Ibid, 99.
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and designed similar shopping outlets within the
Austro-Hungarian sphere. When the building was
completed in 1912, the Tiring Department Store
was the first large selling-floor shop of its kind in
Cairo, and it became the city’s premier shopping
destination for imported, mainly European, luxury
goods.3 As can be seen from photos and postcards
dating to the beginning of the century, across the
street, on top of another modern structure, a large
billboard was situated, declaring that buvez tous le
thé Lipton (everybody should drink Lipton tea).
When compared to these photos, it is clear that
the artist who drew the illustration for al-Lata@’if
al-musawwara was trying to document the archi-
tectural scenery of the square as accurately as he
could, as well as the intermixing of cultures that
characterized the quarter at the beginning of the
twentieth century. Having established that, the
importance of the illustration is not in its de-
scriptive or documentary aspect, nor in the way
it establishes the foreign presence in Cairo in the
1920s. Following Starr’s discussion of postcards de-
signed by the cosmopolitan society of Egypt in the
first two decades of the twentieth century, as well
as her analysis of the Egyptian movies of the mid-
twentieth century, this illustration’s significance
should be found in the broad sense of a collective
that emerges out of it.2* While the presence of
Western men and women in this scene could have
been explained through the presence of tourists in

23 When in 1915 Martial Law was imposed by the British,
the Tiring Store was listed as enemy property and se-
questered. Tiring was eventually granted a conditional
license to trade in Egypt but only with British allies.
Due to the loss of its supply sources, which were mostly
from Eastern Europe, the sequestered store liquidated
its stock in 1920. For a short review of the history of the
building and photographs of its details see Ed Owen,
“Revisualising a Downtown Cairo Landmark, the Tiring
Building,” Medina 19 (August-September 2001): 64—65.

24  Starr, “Masquerade and the Performance of National
Imaginaries: Levantine Ethics, Aesthetics and Identi-
ties in Egyptian Cinema,” Journal of Levantine Studies
1, no. 2 (Winter 2o11): 31-57; and Remembering Cosmo-
politan Egypt, Introduction.
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Cairo’s urban scenery, the Westerners are not de-
picted in this composition as observers, as would
be expected of tourists, but as an integral part of
the quarter’s social urban fabric. Even the text be-
neath the illustration does not relate at all to the
Westerners and notes only that “the fuss filled the
air, the police and the passengers are confused,
the pickpockets are working, and the world is in
tumult.”?® In other words, Western presence is
imagined here not necessarily as foreign, as the im-
age documents a reality of daily social interaction.

Although al-Lat&’if al-musawwara’s artist did
not sign his work, one can speculate, based on the
style of the illustration, that it was drawn by Athab
Hulast (1898-1986). Thap Hulusi Gorey, as he is
known today, was one of Turkey’s most promi-
nent graphic artists, best known for his posters
designed during the Republican era (1923 to date).
The son of the Turkish architect Ahmet Hulasi
Bay, Aihab was born in Egypt to an aristocratic
family. He studied in an English-language school
in Alexandria, taking painting lessons by post.
He started publishing caricatures in al-Lat@’if al-
musawwara in 1917 and worked for the journal for
approximately three years. Afterwards, he traveled
to Germany for a formal art education, staying
there for five years—three in the Heimann Schule
Studio and two years in the Kunstgeiverbe Schule.
With the breakdown of the Ottoman Empire, he
became a Turkish citizen and after his time in Ger-
many chose to move to Istanbul and changed his
surname to Gorey.26

Hulast's caricatures in al-Lat@if al-musawwara
were among the first local caricatures to be pub-
lished in the journal. The journal set itself the

25  Al-Lat@if al-musawwara 337, May 23, 1921, 2.

26  Some sources claim that the family left Egypt after the
British occupation of 1882, and hence, that Hulusi left
for Germany in 1920 from Istanbul. HulasT's signatures
on the pages of al-Lat@’if al-musawwara suggest oth-
erwise. For a brief survey of his career in Istanbul, see
Serra Dogan, “Thap Hulusi Gorey and His Posters: The
Famous Two that Shaped the Public in Republic Period
in Turkey,” Procedia: Social and Behavioral Sciences 51

(2012): 43—47.
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task of publishing world news in a manner that
would be “useful [mufid] and easy to read,” as
Makariyus, the owner and editor in chief, declared
in its first issue.2” Having declared that, Makariyus
continued by saying he hopes the journal “will
delight men of science and literature [...] and be
worth[y] of conservation in homes, libraries and
institution[s] for the study of science.”?8 In its first
years, the journal was based on the photographed
image, while the text was secondary to it—accom-
panying and clarifying the images in a few short
phrases. During the first two years of al-Lat@’if al-
musawwara’s publication, the journal published
mainly British caricatures, most of which were de-
voted to the political affairs of wwi—a common
procedure since the nineteenth century, as the
development of new printing techniques and bet-
ter communications and transportation networks
greatly facilitated the distribution of printed mate-
rials throughout Europe and beyond.?® Makariyus
did not attempt to disguise the foreign source of
the images, as evident by the inclusion of their
artists’ original signatures. However, only rarely
he mentioned in the captions themselves that an
English artist illustrated the “comic painting” (sura
hazaliyya), as he referred to the caricatures, with-
out noting the artist’s name.3°

Returning to the caricatures with which we
started, the composition depicted in “al-Kaskil
and Egypt's Guests,” as well as the composition
depicting the turmoil at ‘Atabat al-Hadra’ Square,

27  Iskandar Makariyus, “Kalima,” al-Lat@’if al-musawwara
1, February 15, 1915, 1.

28  Ibid.

29  For the attempts made by European regimes during
the nineteenth century to ban the republishing of
caricatures imported from abroad see, Robert Justin
Goldstein, “Political Caricature and International Com-
plications in Nineteenth-Century Europe,” Michigan
Academician 30 (March 1998): 107-122.

30  Foran example in which the editor specifies the source
of the image, see al-Lat@’if al-musawwara 66, May 15,
1916, 5. The sub-title declared that this “allegorical il-
lustration was drawn by a humoristic political English
painter.”
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are not just the products of the presence of cos-
mopolitan society in Egypt’s urban centers during
the first four decades of the twentieth century.
Rather, they reflect their designers’ and publish-
er’s self-perception regarding their position with-
in Egypt’s political, social, and cultural life. As
Starr notes, post-colonial approaches to the study
of Egypt’s history, in general, tend to overlook the
cosmopolitan narrative.3! More particularly, as
Starr has emphasized, the narrative of Egyptian
anti-colonial resistance to foreign rule tends to
flatten distinctions between agents of the Euro-
pean powers and Europeanized foreign minor-
ity residents.32 However, as Robert Tignor notes,
“many of them believed that they were indeed
Egyptians even without citizenship or wanting to
claim it.”33

1 Middle Eastern/Colonial Cosmopolitanism
and the Egyptian Case

Cosmopolitanism had been a concept applied in
Middle East studies when referring to moments
in time and in place of “tremendous ethnic, reli-
gious and linguistic diversity,” or when relating
to the opposite of “national” or “nationalism.”3*
However, as Will Hanley has articulated, these two
simplified notions of the term have led scholars to
mostly discuss cosmopolitanism as an elite phe-
nomenon, entailed with nostalgia for a lost past
(and in contrast to present day Middle East soci-
eties). Hence, “cosmopolitanism serves as a tag, a
reflexive, generic piece of shorthand that prom-
ises to draw together and organize scholarly inter-
ventions when in fact it camouflages productive
differences.”3>

31 Starr, Remembering Cosmopolitan Egypt, 9.

32 Ibid.

33  Tignor, “The Economic Activities of Foreigners in
Egypt,” 417.

34  Will Hanley, “Grieving Cosmopolitanism in Middle
East Studies,” History Compass 6/5 (2008): 1346.

35  Ibid.
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Peter Van der Veer rejects the perception of cos-
mopolitanism and nationalism as alternatives, and
he argues that one should recognize them as the
poles in a dialectical relationship.3¢ Van der Veer
defines cosmopolitanism as essentially a form of
colonial modernity: “a form of translation and con-
version of the local into the universal.”3” However,
itis the translation and improvisation of one weak-
er conceptual framework into another, which is
more powerful and hence more universal.3® Mean-
ing, Van der Veer articulates that cosmopolitanism
is principally the Western engagement with its
Others in the colonial context.3? For Van der Veer,
cosmopolitanism emerged together with national-
ism in the context of forging the capitalist world-
system of the nineteenth-century.#® Within this
context, colonizing modernity claimed a cosmo-
politan openness to other civilizations; however,
this openness was embedded in a desire to bring
progress and improvement: “a cosmopolitanism
with a moral mission,” expressed in the phrase “the
white man’s burden.”#! In other words, the cosmo-
politanism of the colonial empire was articulated
in the desire to spread the morality of the modern
western nation-state.

The question of cultural translation serves Ven
der Veer as a typical example of colonial cosmo-
politanism. As the languages of the colonized
were perceived by the colonizer (and one can
argue also by the colonized) as weaker than the
western languages, the colonizer, who was fluent
in more languages than the colonized, could grasp
the language and costume of the locals, while
remaining true to his own culture. Therefore,
he could cross over from culture to culture and
serve as a spy amongst the people he spied upon.

36 Peter Van der Veer, “Colonial Cosmopolitanism,” in Ste-
ven Vertovec and Robin Cohen (eds.), Conceiving Cos-
mopolitanism: Theory, Context and Practice (New York:
Oxford University Press, 2002), 166.

37  Ibid.

38  Ibid,167.
39  Ibid,178.
40  Ibid, 179.

41 Ibid,167,173.
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However, the westernized locals (the colonized)
were not perceived by the colonizers to have the
same ability and were not capable of crossing
over.#2 Thus, being cosmopolitan was essentially a
western essence.

Sami Zubaida’s definition of Middle Eastern
cosmopolitanism embodies the Middle East stud-
ies’ perspective: “the personal and cultural mixing
across communal boundaries.”*® In the modern
age, this cosmopolitan milieu enabled the “pro-
cess of deracination from caste, community and
religion,” and as such it went along the lines of
the European case.** For Zubaida, the years from
1882 to the outbreak of wwir in Istanbul, Cairo
and Alexandria offer a principle Middle Eastern
paradigm for the discussion of “the golden age of
Middle Eastern cosmopolitanism.”*> These centers
present a thriving cosmopolitanism based on pat-
terns of associations, ideas, and movements which
are reflected in the styles of life, which sway be-
tween the Ottoman and the European, as well as in
the patterns of personal relationships and cultural
mixes.*6 The processes which made these centers
cosmopolitan were the opening up of formerly
closed communities, the expansion of European
modern education, the assimilation of printing
technics, and the spread of migration inwards as
well outwards.#”

For Hanley, Zubaida's definition reveals the
problem at the heart of Middle Eastern cosmopol-
itanism: “is it a mental or a material condition?"48
Hanley argues that “cosmopolitanism is essentially
a particular, European, literate, bourgeois perspec-
tive; [and] it is not universal [...] and just because
it has become a category of analysis|, it] does not

42 1bid, 167-168.
43  SamiZubaida, “Middle East Experiences of Cosmopoli-
tanism,” in Vertovec and Cohen, Conceiving Cosmopoli-

tanism, 40.
44  Ibid, 33.
45  Ibid, 37.
46  Ibid, 34.
47  Ibid, 36.

48  Hanley, “Grieving Cosmopolitanism in Middle East
Studies,” 1349.
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mean that it is [or was] a practice, a lived reality,
for any but a tiny minority.49

Cosmopolitan Egypt, as embodying “tremen-
dous ethnic, religious and linguistic diversity,”
emerged around the mid-nineteenth century and
disappeared in the 1960s. It was the product of sig-
nificant immigration, which developed out of im-
perial Ottoman and British rule, and it was shaped
by the East-West encounter. However, as Starr em-
phasizes, it can be neither reduced to nor seen as
equivalent to colonialism.5° Cartooning for a Mod-
ern Egypt seeks to explore the ways in which colo-
nial cosmopolitanism shaped cultural production
in interwar Egypt, while focusing on caricatures,
cartoons, and comics published in the Egyptian
satirical, illustrated, and popular press. The history
of the caricature in Egypt has only partially been
told. However, it is one that deserves further ex-
amination, particularly in regard to the question
of the part played by cosmopolitan subjects in
Egypt in constructing and shaping the illustrated
satirical public sphere.

As Starr notes, under Ottoman rule, and prior to
the nineteenth century, there were in Egypt com-
munities of non-Egyptian Muslims (Turks, North
Africans and $awam),5! and non-Egyptian non-
Muslims (Greeks, Jews, Armenians and Christian
$awam).52 Members of these communities were
considered Ottoman subjects, as were Egyptian
Muslims and Copts. The non-Egyptian Muslims
were distinguished from the local populace by lan-
guage in the case of the Turks and dialect in the cas-
es of the North Africans and sawam.53 Aside from
these communities, a small number of Europeans
have resided in Egypt since the late eighteenth cen-
tury, and several hundred more arrived with the
French occupation under Napoleon in 1798.54

49  Ibid,1348.

50  Starr, Remembering Cosmopolitan Egypt, 9.

51 The term Sawam refers to subjects who had migrated
from Ottoman lands that, after ww1, became, roughly
speaking, Syria, Lebanon, and Palestine.

52 Starr, Remembering Cosmopolitan Egypt, 16.

53  Ibid,16.

54  Ibid,19.
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The significant inflow of immigration began
under ‘Ali in the 1820s, with the governor’s indus-
trial expansion which drew foreign investment
to Egypt. It regained momentum under khedive
Ismafl in the 1860s, while under British occupa-
tion immigration numbers rose again, and again
following the population movements induced by
wwI.55 Whereas in the late nineteenth century the
numbers of foreigners living in Egypt was around
110,000, by 1927 that number reached 225,600.56

The legal status of foreign nationals in Egypt
(non-Ottoman foreigners and Ottomans who be-
came European nationals or protégés) was dic-
tated legally by the Capitulation(s)—a treaty
bestowed on France by the Ottoman sultan in
the sixteenth century.5? Originally, the treaty was
designed to protect Christian merchants traveling
to or residing in Ottoman lands. It granted them
extra-territorial legal protection and exempted
them from certain taxes, and Egyptian courts
had no authority over them. Only their own con-
suls exercised judicial power in cases involving
foreigners or in disputes between foreigners and
Egyptians.58

The capitulations were signed solely by the sul-
tan as a matter of his personal prerogative. That
is to say, foreigners inside the Ottoman state were
accorded certain privileges regarding the prac-
tice of their own religion and the governance of

55  The evolution of Alexandria’s foreign population be-
tween 1848 and 1960 is summarized in Robert Mabro,
“Alexandria 1860-1960: The Cosmopolitan Identity,” in
Alexandria, Real and Imagined, ed. Anthony Hirst and
Michael Silk (Aldershot: Ashgate Publishing, 2004),
table 1, 248.

56  Inthe 1917 census, the size of the leading foreign com-
munities was estimated as follows: Syrians 7,728; Arme-
nians 7,760; French 21,270; British 24,354; Italians 41,198;
Greeks 56,751 Published in Tignor, “The Economic Ac-
tivities of Foreigners in Egypt,” 421.

57  For a comprehensive work on the capitulations, see
Maurits H. van den Boogert, The Capitulations and the
Ottoman Legal System: Qadis, Consuls, and Beratlis in
the 18th Century (Leiden: Brill, 2005.)

58  Mabro, “Alexandria 1860-1960,” 252.
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their own communities.>® However, since early in
the seventeenth century, European powers inter-
preted clauses in the capitulation treaties with the
Ottoman empire to grant them the right to protect
the interests of particular religious minority com-
munities. As Starr notes, the Russians claimed the
right to intervene in internal Ottoman affairs to
protect the interests of Orthodox Christians, the
French claimed such privileges over the Catholics,
and the British over the Druze and Jews of the Le-
vant.50 As a result of their increasing interference,
these European powers were able to institute their
influence in Ottoman lands and further their co-
lonial interests in them, as in the establishment
of the Mixed Courts, with its jurisdiction over le-
gal cases involving European residents, in 1875.
The capitulations also enabled foreign consuls to
grant citizenship to their protégés, and as Mabro
explains, this system for granting foreign national-
ity was abused quite liberally throughout the nine-
teenth century, despite the Protection Law (1863)
and the Ottoman Nationality Law (1869) enacted
by the Ottomans in order to counter this phenom-
enon.®! The recipients of foreign nationality were
granted special privileges extended by the ca-
pitulations. After 1882, the British administration
provided political protection for foreigners, and
through the continuing negotiations over Egypt’s
independence, Britain kept insisting it should re-
tain responsibility for safeguarding the interests
and security of foreigners in Egypt.

2 The Cosmopolitan Society and the
Egyptian Press

During Egypt's economic boom from cotton
sales—an outcome of the American Civil War

59  Mathew Burrows, “Mission civilisatrice’: French Cul-
tural Policy in the Middle East, 1860-1914,” The Histori-
cal Journal 29, no. 1 (March 1986 ), 112.

60  Starr, Remembering Cosmopolitan Egypt, 20.

61 Mabro, “Alexandria 1860-1960,” 252.
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(1861-1865)—many Ottomans from greater Syria
emigrated to Egypt from the late 1860s; these
emigres included print-inspired immigration,
intellectuals, and entrepreneurs. Many of these
Syrians, or more accurately Beiruti immigrants,
were Christian and they played a formative role
in the development of Egyptian journalism.6? In
the last quarter of the nineteenth century they
privately established some of the most prominent
publication houses in Egypt, among whom one
can note Dar al-Ahram, Dar al-Muqattam, and Dar
al-Hilal—who published five of the journals dis-
cussed in this book. The journalistic products these
publishing houses distributed were influenced by
western tastes and styles, and they adopted west-
ern business practices early on by printing genres
like journals.3 As Gershoni emphasizes, these
journals became some of the main mechanisms
for constructing and distributing modern Egyp-
tian culture.5*

According to Ayalon, about 15 percent of all
papers published in Egypt between 1873 and 1907
were founded by Syrians, although they comprised
less than a third of one percent of the population
in 1907.55 More importantly, Syrians owned two
of the five most influential dailies that were pub-
lished between 1882-1918, and they controlled the
most popular cultural journals until after wwi.
Their investment in literary and scientific jour-
nals played an important role in fostering read-
ing habits and accustoming their target audiences
to acquiring modern knowledge of a different
kind.¢ Only towards the end of the nineteenth
century did Egyptians begin to challenge their
dominance in the field. During the interwar peri-
od, the dispute over political issues was Egyptian-
ized, as Egyptian nationalists gradually pushed the

62  Schwartz, “Meaningful Mediums,” 349.

63  Ibid, 350.

64 Gershoni, “Mab®’,)” in Bashkin, Kozma and Gershoni,
Lepasel tarbiit be-misrayim, 22.

65  Ayalon, The Press in the Arab Middle East, 52.

66  Ibid, 53.
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foreigners, and especially the Christian Syrians out
of the scene. As the national struggle intensified,
by the early 1920s the second and third generation
of Christian Syrians in Egypt were leaving main-
stream journalism.®” Having said that, the dailies
and the journals the Syrians still published were
part of an intellectual-journalistic empire, which
distributed hundreds of thousands of copies in
the 1930s.

For Gershoni, the presence of independent
Arabic-Egyptian journalistic institutions and the
development and consolidation of Europeanized
sub-cultures within Egypt had a crucial influence
over the construction of the new modern Egyptian
culture. The presence of the local-foreigners had
direct and immediate implications for the cultural
activity of Egyptian intellectuals:

“It encouraged them to open the local culture to
fast reception of European values and norms. It
accustomed them to a pluralistic journalistic dis-
course and to western rules of marketing and con-
sumption of literature, journalistic and cultural
consumer products. They internalize [through
its presence] the need to frequently use the Eu-
ropean languages (French, English, Italian, Ger-
man) and to translate European literature and
intellectual works into the local Arabic language
in order to enhance the language and to make it
relevant to modern reality. It created within them
the need to represent the achievements of the
philosophy, science, technology, literature, and
art of the modern world to the consumers of the
local culture. It urged them to have a consecutive
and up-to-date dialogue with the literature and
journalism prevalent in Paris, London, Berlin and
Rome. [And] it instantly provided for them diverse
models of printed culture to emulate, absorb and
assimilate.”68

67 Gershoni, “Mabé’,” in Bashkin, Kozma and Gershoni,
Lepasel tarbtit be-misrayim, 22.
68 Gershoni, “Mabé’,” in Bashkin, Kozma and Gershoni,

Lepasel tarbiit be-misrayim, 22.

CHAPTER 2
3  Belonging and not Belonging

As Starr emphasizes, before the modern conceptu-
alizations of “nation” or “ethnicity” became accept-
ed cultural and legal terms in Egypt, one could not
have spoken of these communities as “foreign” or
“extra-territorial.” Or in Starr’s phrasing, “through
much of the nineteenth century, one cannot speak
of a territorially bounded, ethno-linguistically
defined Egyptian national identity against which
these communities—Muslim and non-Muslim
alike—could be viewed as ‘foreign.”¢® They were
all considered Ottoman subjects.

Having said that, as Mabro emphasizes, the di-
chotomy foreign/Egyptian did prevail, at least in
the image that one group had of the other.”® For
example, Egyptian dialect refers to Egyptian men
as sayyid, hagg, efendt, bay, or pasa (Ar. sig. basa; pl.
basawat, is the highest official title of honor). For-
eigners were addressed as hawaga (pl. hawagat).
Efendi (often written effendi following the French
usage), bay, pasa, and hawdga are all of Turkish
origin, all meaning “sir.””! As Mabro indicates, al-
though the term hawaga is used respectfully, the
distinction reinforces boundaries between com-
munities, and through this distinction excludes
its subject. At the same time, not all foreign-locals
were cosmopolitan subjects, nor were all Arab,
Muslim, and ordinary people featured as a non-
cosmopolitan backdrop that could accentuate
the cosmopolitan character of the cosmopoli-
tan subjects. Hence, cosmopolitanism, as Han-
ley indicates, demands the “inclusive frame of
reference.””2

Mabro suggests that one could differenti-
ate into four distinct groups the population of
non-Egyptians, hawagat, on the basis of their

69  Starr, Remembering Cosmopolitan Egypt, 17.

70  Mabro, “Alexandria 1860-1960,” 248—249.

71 Ibid, 248, n. 2.

72 Will Hanley, “Cosmopolitan Cursing in Late Nine-
teenth-Century Alexandria,” in MacLean N. Derryl, and
Sikeena Karmali Ahmed, Cosmopolitanisms in Muslim
Contexts: Perspectives from the Past (Edinburgh: Edin-
burgh University Press, 2013), 92.
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willingness and their eligibility to integrate into
Egyptian society. While some immigrants like the
Sawam and the Jews from the Arab world were
Arabaphone and could easily integrate into their
existing communities, most immigrants never
mastered Arabic and never sought to integrate
into Egyptian Arab society, even when families re-
mained in Egypt for several generations.”

The first group consists of foreigners who man-
aged to integrate very early on and became accept-
ed as Egyptians—mainly Muslim Arabs and Turks
who came from north Africa and the Levant before
the nineteenth century. These immigrants from
Morocco, Algeria, Tunis, Syria, Crete, and Turkey
considered themselves Egyptians for many gener-
ations, and their Egyptianity was not questioned.
Some Christian Arabs and a few Armenians also
managed to integrate at an early date into Egyp-
tian society.”#

The second group consists of non-Egyptians or
hawagat who wished to obtain Egyptian national-
ity through the Nationality Law of 1929 but were
ultimately rejected or felt rejected.” After the
severing of Egypt from the Ottoman Empire in
1914, and the subsequent emergence of the Egyp-
tian nation-state, the question of who was Egyp-
tian and who was not became acute. Several draft
laws were prepared, beginning in 1914, but the
Nationality Law was only finalized in 1929. This
law included in its definition of Egyptian nation-
als all Ottoman subject residents in Egypt at the
start of ww1.76 Religion was neither a condition
for nor an impediment to opting for Egyptian na-
tionality: Muslims, Christians, and Jews were all
eligible, provided they could establish Ottoman
origin. Hence, this law enabled a large number

73 Mabro, “Alexandria 1860-1960,” 248.

74 Ibid, 250, 253.

75 Ibid, 251, 253.

76  Shimon Shamir, “Egyptian Nationality Law (1929),” in
Encyclopedia of Jews in the Islamic World, ed. Norman
A. Stillman. Accessed on 29 July 2018. First published
online: 2010. http://referenceworks.brillonline.com/
entries/encyclopedia-of-jews-in-the-islamic-world/
egyptian-nationality-law-1929-SIM_ooo7010.
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of Syrians, Lebanese, Palestinians, Jews from Asia
Minor, Ottoman Greeks, Armenians, and Turks
to obtain Egyptian nationality.”” One can assume
that those who seized the opportunity considered
themselves to be Egyptians. However, in the 1940s
and 1950s, mainly following the establishment of
the State of Israel, some subjects from this group,
namely the Ottoman Jews and Christians, discov-
ered that they were not fully recognized as Egyp-
tians. At best, they were considered Egyptianized
(mutamassirun),’® or in Mabro’s terminology,
“partly disguised” hawagat.”™®

The third group consisted of non-Egyptians of
Ottoman origin who could have opted to become
legally Egyptian, but instead managed to obtain
protection or a passport from a European power
and through it took advantage of the capitula-
tions.80 This group included Jews who emigrated to
Egypt from all over the Mediterranean, beginning
in the seventeenth or eighteenth centuries, but
mainly between 1860 and 1920;%! and a number of
Christian Syro-Lebanese subjects (§awam). These
immigrants managed to collect a portfolio of na-
tionalities including Russian, Austro-Hungarian,
Greek, French, Brazilian and so forth.82

Mabro’s fourth and final group consisted of for-
eigners who did not opt for Egyptian nationality
and for whom integration into Egyptian society
was not desirable. They were Italians, French, Mal-
tese and Cypriots with British passports, European

77  Mabro, “Alexandria 1860-1960,” 251.

78  Mutamassir is someone who has obtained Egyptian
citizenship, someone who is behaving in an Egyp-
tian manner, or someone who is impersonating an
Egyptian.

79  Mabro, “Alexandria 1860-1960,” 252.

80  Ibid, 251, 253.

81  Regarding the Jewish families in Egypt that managed
to obtain a European passport, Mabro specifies the fol-
lowing numbers for 1927: 5,764 with French nationality,
4,949 with Italian nationality and 2,130 with British na-
tionality. Ibid, table 2, 251.

82  The censuses of 1917 and 1927 specify the following na-
tionalities regarding the Jewish community: French,
776 in 1917 and 5764 in 1927; Italian, 668 in 1917 and
4949 in 1927; British, 343 in 1917 and 2130 in 1927.
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Greeks, British from the British Isles, Austrians,
Germans and so forth. The last two groups, the
true hawagat, as Mabro terms them, never at-
tempted to merge into Egyptian society.83

A fifth group, small in its dimensions and oc-
casionally discussed in the caricatures of the in-
terwar period, was comprised of Egyptians who
wished to be hawagat, the mutahawagin (“for-
eignized”): “Egyptians who had been immersed in
French or English culture, or who married foreign-
ers, and felt somewhat distanced from their own
Egyptian identity."84

Many of the immigrants who came from
various parts of the eastern Mediterranean were
merchants, and they brought their mercantile ex-
perience and their ties with European firms with
them to Egypt. Although throughout the nine-
teenth century and until the end of wwi, ethnic
and religious loyalties persisted, intercommunity
marriage was uncommon, and business mainly
organized along national lines; the interwar years
were characterized by the coalescing of these
communities into a self-conscious haute bourgeoi-
sie. According to Tignor, the coalescing of these
foreign communities into a distinctive class group
was reflected in two phenomena: the first, creation
of quasi-political organizations, which served as
pressure groups intended to articulate new poli-
cies and to influence the government. Two ex-
amples of such organizations were The Egyptian
Federation of Industries (established in 1922) and
The Economic Council (established in 1922). The
second phenomenon was the publication of jour-
nals, which served as forums for articulating and
spreading shared ideas and interests. The Egypte
Industrielle (founded 1925 by L.G. Levi, a Jew born
in Istanbul in 1878 and migrated to Egypt in 1903)
is one example of such an enterprise.8°

A half-imagined Europe, to use Mabro’s term,
provided a label for the common identity of

83  Mabro, “Alexandria 1860-1960,” 252—253.

84  Ibid, 253, 258-259.

85  Tignor, “The Economic Activities of Foreigners in
Egypt,” 436—449.
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Egypt's foreign-local communities.86 Those who
embraced the Europeanized cultural identity and
the cosmopolitan way of life shed their original
national identity. This homogeneous culture was
mostly characterized by using French (and to a
lesser degree English) as the lingua franca, pep-
pered by expressions from the various communal
languages, while also losing the ability to speak
Arabic.87 The use of French did not confirm in
any strict sense a nationality or citizenship, and as
such formed a bond between the local-foreign sub-
jects, while at the same time it constituted a bar-
rier between them and other groups.®® As Hanley
demonstrates, linguistic misunderstandings were
embedded in everyday cosmopolitan communica-
tion, and they marked the key social boundary of
speech.8? For Hanley, this linguistic challenge re-
flects one limit of the imagined conventional im-
age of cosmopolitanism.

While in mid-nineteenth-century Egypt mem-
bers of the foreign-local communities tended to
cluster in the same districts of the city, the ethnic
residential separation was breaking down into
mixed living spaces by the 1870s. By the interwar
years, although the old ethnic quarters still per-
sisted, Cairo was becoming organized by socio-
economic status. In the luxurious neighborhoods
of Garden City, Zamalik and later Ma‘adi children of
different ethnic origins mixed.’® The children
of the well-to-do families had common private
educational experiences in Egypt or abroad and
received a westernized training. None went to
the Egyptian government’s primary or secondary
schools.®! Only a few attended the new Egyptian

86  Mabro, “Alexandria 1860-1960,” 258.

87  Tignor, “The Economic Activities of Foreigners in
Egypt)” 442.

88  For a discussion on communication as a key to un-
derstand the cosmopolitan phenomenon, see Hanley,
“Cosmopolitan Cursing in Late Nineteenth-Century
Alexandria,” 92—-104.

89  Ibid, 96.

9o  Tignor, “The Economic Activities of Foreigners in
Egypt,” 443-444.

91 Ibid, 442—443.
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university. Their parents belonged to the same so-
cial and sporting clubs, and they shared patterns
of work and play. They bought furniture from the
same decorators and clothes from Paris and Lon-
don. Finally, they had a homogeneity of literary
and artistic tastes, and writers such as Corneille,
Racine, Moliére and so forth inhabited their
libraries.%2

Having said that, it was not a homogeneous
group. Each ethno-linguistic community per-
ceived itself as different from the others by virtue
of their nationality, ethnic origin, or religion, and
within that religion there were divisions by sect.
Mostly, they did not marry outside their religious
and national heritages.9% The British, French and
Belgians thought of themselves as Europeans or
Anglo-Egyptians or Franco-Egyptians; the Greeks
perceived themselves as Greeks; for the Jewish
families, religion and ethnic traditions were re-
tained in all aspects of life. Thus, “the shawam
remained shawam, the Italians remained Italians,
and the Jews remained Jews."94

As Mabro indicates, a large proportion of the
foreign immigrants spent the rest of their lives in
Egypt, as did their descendants.% Yet, despite the
long stays, “many of these foreigners remained for-
eigners, proclaiming an identity defined by nega-
tive characteristics—that of not being Egyptian.”96
Jacquelin Kahanoft (1917-1979), a Jewish Cairo-
born novelist and essayist, described in one of
her essays the ambivalent identity of being a local
hawaga:

“I am trying to reconstruct the feelings I had towards
the community and land in which I grew. The fact
that none of our house members was Egyptian
embarrassed me as a child. I did not know whether

92 Ibid, 444.

93  Tignor, “The Economic Activities of Foreigners in
Egypt,” 446.

94  Mabro, “Alexandria 1860-1960,” 260.

95  Ibid, 248.

96  Ibid.
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being born in Egypt made me Egyptian or wheth-
er I should want to be Egyptian, or not. Probably
most of the Egypt-born Jews from my generation
felt the same oppressive ambivalence of belonging
and not belonging.”®”

This feeling of “belonging and not belonging” was
described by Kahanoff repeatedly:

“I was not sure we were Egyptians ... we did not
speak Arabic at home, but French or Italian with
Maria, and Arabic only with the servants. My par-
ents and other parents spoke Arabic only with
the grandparents, who spoke different dialects
of Arabic and did not understand each other
very well. Therefore, perhaps, people who came
from places like Tunis or Baghdad were not Egyp-
tians, I used to think. Indeed, the king is Turk-
ish, but if he is the king of Egypt, then he must
be Egyptian as well. Therefore, if the Turks are
Egyptians perhaps, we are Egyptians as well, or
maybe it is not the same regarding the Jews and
the Greeks for instance? Maybe they are not the
sons of Egypt as the Muslims and the Arabs,
even though they are not foreigners as the Eu-
ropeans? There are all sorts of people, I used to
say to myself, some of which are made of one
color, as when you squeeze red or blue from a
tube of paint, and some resemble colors squeezed
together.”98

Despite the ambiguity described by Kahanoff re-
garding her self-perception as an Egyptian, some
of the local-foreign subjects in Egypt saw them-
selves as Egyptians in the national sense of the
term. Responding to a series of accusations in the
nationalist press and parliamentary assaults on

97  Jacquelin Kahanoff, “Bén sené ‘6lamét,” in Bén Sené
Blamot: masét u-pirkké hitboneniit (Between Two
Worlds), ed. David Ohana (Jerusalem: Keter, 2005), 33.

98  Jacquelin Kahanoff, “ha-Sa’f ha-kahol $el ha-qgidma,”
first published in ba-Mahane, September 1967. Re-
published in Kahanoff, Bén sené ‘6lamdt, 53—54, 55-56.
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the predominant economic position of foreigners,
an article in the Egypte Industrielle argued that the
entrepreneur who invested his energy and capital
in the country was “one hundred percent national-
ized. [...] the Nationality of the entrepreneur plays
only a secondary role.”®

4  The Fall of Cosmopolitan Society in Egypt

In the process of the Egyptian nation’s formation,
the differences between the majority Egyptian
Arab Islamic population and the diverse foreign
resident groups were sharpened, and consequent-
ly by the middle of the twentieth century the
majority of these foreign communities failed to
successfully integrate into the Egyptian national
community—which lead to their immigration
out of Egypt.190 As Starr notes, in these processes
of differentiation, which constructed the Egyp-
tian nation through its collective encounter with
Otherness, the European colonial powers were
identified as the Other against which the Egyptian
struggle was defined. Simultaneously, multiple
processes of differentiation defined most of the
foreign minorities as compradors of colonialism—
foreign agents acting against the interests of the
state.10!

Different social, economic, and political his-
torical processes influenced the differentiation of

99  Egypte Industrielle 15, no. 5, March 1, 1939, 29, quoted
in Tignor, “The Economic Activities of Foreigners in
Egypt,” 439.

100 Some scholars, such as Khaled Fahmy, place the begin-
ning of the process of marking the Turkish-speaking
Ottoman Arab elites as “foreign” at the formation of
Muhammad ‘Ali’s army. Khaled Fahmy, All the Pashas’
Men: Mehmed Ali, his army, and the making of modern
Egypt (Cambridge: Cambridge University Press, 1997),
314. Starr emphasized in this context that non-Muslim
Egyptians were not subject to conscription, and thus
conscription marked the Egyptian Muslim majority
as “national” in contrast to the non-Muslims’ identity.
Starr, Remembering Cosmopolitan Egypt, 19.

101 Ibid.
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minorities and foreigners in Egypt from the imag-
ined Egyptian national collective. Starr roughly
summarizes these processes as the economic
crises of the 1930s and their implications for the
Egyptian market in the 1940s and 1950s, which
were as follows: the significant increase in the size
of the Egyptian population; the accelerated urban-
ization processes for those in search of livelihoods,
and the difficulties that characterized the social-
ization and acculturalization of millions of coun-
trymen in the urban society and culture which all
led to a politics of distress, alienation and protest;
the Arab-Israeli conflict, which mainly but not
solely, affected the Jewish community of Egypt;
and finally, the Free Officers revolution and the
rise of president Gamal ‘Abd al-Nasir (1954).

From late 1929, due to the New York stock market
crash and the world economic crises, the Egyptian
market deteriorated into an acute and protracted
crisis, which affected every sector of Egyptian so-
ciety: the wealthy and poor, the big landowners
as well as fallahin and workers, elite, middle class
and the masses, the city dwellers, and country-
men. The economic crises had an acute influence
on Egyptian society, which manifested itself in
the demands for an “independence economy” for
the country, for “economic nationalism” (watani-
yya igtisadiyya) or “social nationalism” (wataniyya
igtima‘iyya). Since a considerable segment of the
minorities and immigrants had achieved great
financial success, their wealth led to them being
viewed as foreign agents acting against the inter-
ests of the state by the native Egyptians, although
for some local-foreigners their goals were to lessen
the control of European capitalism over the Egyp-
tian economy and to create a more autarkic and
national economic system.!02

During the 1940s and 1950s, demographic forces
produced significant increases in the size of the
Egyptian population and led to migration from ru-
ral areas, particularly to Cairo and Alexandria. The
evident foreignness of the cosmopolitan culture

102 Tignor, “The Economic Activities of Foreigners,” 418;
Starr, Remembering Cosmopolitan Egypt, 22.
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shaped Egyptians’ attitudes towards the resident
minority communities. The visibility of the foreign
nationals’ culture served as a red flag for Egyptian
economic frustrations. A rise of nationalist de-
mands for jobs, economic positions, and improved
standards of living in Egyptian society led to mark-
ing the foreigners and mutamassirin as “a natural
target.”19% Although not all immigrant minorities
achieved great wealth, and not all members of the
elites were foreigners, the small group of foreign
minority elites nevertheless shaped the Egyptian
public’s view of the entirety of the foreign minor-
ity community.104

The perception of the minorities’ communities
as foreigners was enshrined in legal definitions of
Egyptian nationality and national identity, from
the decrees of 1892 and 1902, which tried to deal
with the question of who was an Egyptian for ad-
ministrative purposes, to the Nationality Law of
1929.195 Prior to ww11, Egyptian concerns over the
privileges granted to foreign nationals were re-
dressed in 1937 at the Montreux Convention. Egypt
succeeded at the convention in reaching accords
with the twelve remaining capitulatory powers to
abolish the capitulations.’?6 The next legal devel-
opment took place in 1947, when a law was enacted
which limited the number of foreign nationals in
any commercial company. The law stated that 75%
of the salaried positions and 90% of the workers
employed by any company in Egypt should hold
Egyptian nationality. Consequently, many foreign
nationals and minorities who had not sought or
received citizenship through the 1929 Nationality

103 Mabro, “Alexandria 1860-1960,” 253.

104 Starr, Remembering Cosmopolitan Egypt, 22.

105 Shamir, “Egyptian Nationality Law.”

106 The treaties included a provision specifying that al-
though foreigners were to be subject immediately to
Egypt's laws and taxation, cases involving foreign na-
tionals could continue to be tried in the Mixed Courts.
The treaties signed at the Montreux Convention lim-
ited the period for trying the cases of foreigners in the
Mixed Courts to 12 years, after which authority would
revert to the Egyptian legal system. Starr, Remembering
Cosmopolitan Egypt, 21.
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Law were now confronted with diminished em-
ployment opportunities.!07

Following the 1956 Suez Conflict, in which Is-
rael invaded the Sinai Peninsula in collusion with
Britain and France, Egypt expelled British and
French citizens from its soil. The Arab-Israeli wars
of 1948, 1956 and 1967 made it clear to the commu-
nities of Jews that there was no future for them in
Egypt. The final blows to these communities were
made by the new regime that rose to power under
‘Abd al-Nasir’s presidency in 1954. In the years fol-
lowing the Suez Conflict the Egyptian regime im-
plemented a further Egyptianization of business
plan in 1958 and compelled the nationalization
of companies in the early 1960s, which affected
significantly the remaining foreign communities.
National ideology and public policy turned against
the foreign minority presence. Consequently, by
the mid-1960s, the population of foreign minori-
ties in Egypt had dwindled, and as Starr puts it,
“Egypt’s so-called cosmopolitan era had come to
an end.”08

As Hanley noticed, histories of cosmopoli-
tanism in the Middle East occasionally reflect
historians’ and readers’ nostalgia for imagined
utopias of social mixing in the past as well as
anti-nationalism or concerns about the tragedy of
Arab politics in the present, and hence historians’
and readers’ desires for a cosmopolitan future.109
Hanley’s main argument is that the cosmopolitan
required a margin of lower-class Europeans and
Egyptians in order to make the cosmopolitan sub-
jects the social center: “The essential characteris-
tic of the center is belonging, while the margin is
unimportant, alien, foreign."!' Meaning, the poor
were excluded a priori, and political, linguistic and
social boundaries were only crossed by the elite.
As Zubaida articulates, cosmopolitan Alexandria
included a system of exclusions for the native

107 Ibid, 22.

108 Ibid, 23.

109 Hanley, “Grieving Cosmopolitanism in Middle East
Studies,” 1359.

110 Ibid,1352.
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Egyptians, which manifested itself, for example,
in the segregation or exclusion of the native Egyp-
tians on buses and trams, and in clubs, bars and
cafes.! Interaction between the cosmopolitan
elites and the native Egyptians manifested itself in
the consumption of native Egyptians as servants,
functionaries and prostitutes.'2 In other words,
cosmopolitanism was about wealth and secular-
ism.1® Hence, Hanley calls for a re-calling of these
groups and their cultural products by their proper
names. As the foreign-locals’ language, education,
commercial expertise, and capital, differentiated
them from ordinary, Arabic speaking Egyptians,
or de-Egytptianized them, and led to the decep-
tive sense of “belonging and not belonging,” they
should be addressed as the elite they were and per-
ceived themselves to be.

Focusing on the art of the caricature, Cartoon-
ing for a Modern Egypt wishes to foreground the

111 Zubaida, “Middle East Experiences of Cosmopolitan-
ism,” 37.

112 Ibid, 38.

113 Hanley, “Grieving Cosmopolitanism in Middle East
Studies,” 1358.
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role played by Egypt’s foreign-local entrepreneurs
and artists in formulating and constructing the
Egyptian caricature in the interwar years. The for-
eign-local (or cosmopolitan) experience of these
entrepreneurs and artists shaped the cultural
sphere in which and through which they worked.
Although these journals were published in Arabic
and were targeted at the Arabic speaking public
in Egypt, the caricatures published in them con-
structed this Egyptian public sphere as inconsis-
tent, incohesive, and some might say, unsure of
itself. Following Hanley, and despite some of the
self-perceptions of the Egyptian local-foreigners,
the following chapters will reveal that in the
end, the cultural product of the Egyptian local-
foreigners (i.e. the caricatures) was designated for,
or reflected, a culture of a few. The Muslim Arab
Egyptians who, by definition, were not cosmopoli-
tan, existed in the compositions, but at the same
time were excluded from them—exclusion which,
as Hanley argues, constructed the context that cre-
ated cosmopolitan Egypt.1'4

114 Hanley, “Cosmopolitan Cursing in Late Nineteenth-
Century Alexandria,” 100.



CHAPTER 3

Journals, Images, Counter-Images, and Readers

“Mamma! mamma! Ruz al-Yusuf darabtint!”
Sa‘id ‘Abada, Riz al-Yusuf, June 19, 1928.

In an editorial published in Ritz al-Yisuf on June 19,
1928, Sa‘ld ‘Abada mocked the behavior of Egypt’s
political leaders, who, in his eyes, behaved like
three-year-old children—inexperienced, rude,
stubborn, and spoiled—who saw themselves as
heirs to an imagined imperial family. In ‘Abada’s
metaphor, once these children encounter for the
first-time disobedience from their subjects, they
run to their “mother, the empress, in tears, to ask
for her help dealing with their subjects’ rebellion.”
If the empress fails to help them, “they stop eat-
ing and drinking, redraw to their bed to dream of
their pathetic crown and their rebellious subjects.”
However, concludes ‘Abada, “while we are ready to
bear this kind of behavior from infants, we will not
tolerate this kind of behavior from forty or fifty-
year-old children.”

The rest of the editorial dealt with the role of
Rz al-Yasuf in view of Egypt’s politicians’ “child-
ish behavior” ‘Abada imagined Riiz al-Yiisuf as an
educating father, being forced to hit his kids with
a staff. However, this punishment was not meant
to harm and injure; rather, the staff is soft, gentle,
and flexible, aiming at directing the children to the
right path, while the father (hence, the journal)
avoids, as much as he can, hurting the feelings of
those “spoiled children.” The beating with the staff,
emphasized ‘Abada, is the same as a father saying
to his kid, “phooey!” (al-kih wa-l-dahh), when he
wants his child to throw something dirty from his
hands or mouth. Nevertheless, concluded ‘Abada’s
editorial, those “big boys,” i.e. Egypt’s politicians,
continue their immature behavior, whining and

1 Sa‘id ‘Abada, “Mamma! mamma! Ruz al-Yusuf darabtini!”
Ruz al-Yusuf132, June 19, 1928, 3.
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complaining, and in their tantrum “bang their
head against the wall, refusing to eat and drink.”?

Cartooning for a Modern Egypt traces that “soft
staft” or “oppositionists’ jokes” as ‘Abada called the
caricatures in another editorial, which were illus-
trated in Cairo during the national-colonial period.3
These images, which were distributed through di-
verse types of journals, reveal that both editors and
caricaturists saw themselves as standing as a uni-
fied front with the daily press in fighting for Egypt’s
modern politics and culture.* In other words, criti-
cizing political culture and social behavior was per-
ceived by these entrepreneurs as embodying their
“greatest hope for [the] construction [of] modern
Egyptian culture, which every reformer in this
county strives for—a culture liberated from all re-
straints, and which liberates every mind.”

The primary sources for this book are nine jour-
nals which were published in Cairo in the first four
decades of the twentieth century. Two are satirical
journals: al-Kaskul al-musawwar and Ruz al-Yasuf-
Three are illustrated journals, which published car-
icatures as a prominent and constant feature: al-
Fukaha (Humor, 1926-1934);% al-Itnayn: al-fukaha
wa-l-kawakib (The Two: Humor and the Stars,

2 Ibid.
Sa‘ld ‘Abada, “Ala abwab al-sana al-sabi‘a ... wa-l-‘adad—
ya ahl al-‘agab—i85!" Ruz al-Yusuf185, August 31,1931, 3.

4 This united front, “shoulder to shoulder,” so to speak, was
reflected in a caricature published in al-Itnayn in which
Muhammad Tawfiq Nasim (prime minister, November
1934—]January 1936) is seen helpless in front of a “press at-
tack” by the daily al-Balag (The Announcement,1923-1953),
al-Itnayn, al-Musawwar, Riz al-Yisuf, and al-Ahram. “Bay-
na al-amwag wa-l-suhuf,” al-Itnayn 63, August 26, 1935, 5.

5 Fatima al-Yasuf, “Ruz al-Yusuf fi ‘amiha al-talit” Ruz al-
Yisuf103, October 27,1927, 3.

6 Al-Fukaha was first published December 1, 1926, by Imil
and Sukri Zaydan (Dar al-Hilal Publishing house).
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1934-1941);” and Ahir sa‘a al-musawwara (Last Hour
Hllustrated, 1934—to today).® The rest are illustrated
journals which occasionally published carica-
tures: al-Lat@’if al-musawwara; al-Musawwar (The
Hllustrated, 1924—to today);® Kull say’ wa-l-Glam
(Every Matter and the World, 1927-1932);1° and
Kull say’ wa-l-dunya (Every Matter and the World,
1932-1936).1 The bulk of the caricatures discussed
in this book are from al-Kaskil al-musawwar, Riz
al-Yuasuf, al-Itnayn, and Ahir sa‘a al-musawwara,
both because of the range of caricatures published
in them and the way they represent many of the
styles and themes found in the whole range of sa-
tiric and illustrated journals produced in Egypt at
the time, and in light of these journals’ high distri-
bution figures.

7 Al-Itnayn: al-fukaha wa-l-kawakib was first published
June 18,1934 by Dar al-Hilal Publishing House. The jour-
nal was a merger of two prior publications: al-Fukaha
and al-Kawakib (The Stars), as indicated by the jour-
nal’s title. The journal continued publication under the
title al-Itnayn: al-fukaha wa-l-kawakib until 1942; there-
after it continued to be published until 1960 under the
title al-Itnayn wa-l-Dunya. Throughout this book I will
use the shorter version of its title—al-ltnayn.

8 Ahir sa‘a al-musawwara was first published July 14,1934
by Muhammad al-Tab‘L. The journal was sold in 1946 to
the brothers ‘Ali and Mustafa Amin, who owned Ahbar
al-yawm (News of the Day, first published in Novem-
ber 1944) and Ahbar al-Yawm publishing house, which
continues to publish the journal. The journal is avail-
able online at https://akhersaa.akhbarelyom.com/. Ac-
cessed on 18 June 2018.

9 Al-Musawwar was first published October 24, 1924 by
Dar al-Hilal Publishing House and continues to be pub-
lished in the twenty-first century. The journal is avail-
able online at, http://almussawar.com/. Accessed on 18
June 2018.

10  Kull say’wa-l-‘alam was first published October 21, 1927
by Dar al-Hilal Publishing House. The journal was a
merger of two prior publications: Kull $ay’ (first pub-
lished November 16, 1925) and al-Alam (first published
May 30, 1926).

11 Kull Say’wa-l-dunya was first published January 17, 1932
by Dar al-Hilal Publishing House. The journal was a
merger of two prior publications: Kull $ay’ wa-I-alam
and al-Dunya (first published May 22, 1929).
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I included only the Cairene Arabic language
press, thus omitting the provincial press,'? jour-
nals in other languages,'® the foreign-language
press, and the expatriate press,1* all of which are,
nevertheless, important to the study of caricatures
in Egypt. My focus on publication in Cairo is both
pragmatic—limited by the number of images that
can be discussed within this framework—and in-
tentional, since modern Egyptian culture was, as
Gershoni notes, in many respects a Cairene proj-
ect, constructed in a Cairene surrounding, and for
a Cairene audience.!®

The main difference between the various jour-
nals was in the way the political text prevailed
in them. Overall, in late nineteenth century and
the beginning of the twentieth century, the intense

12 Such as the journal Maflish (Never Mind), which was
published in Alexandria by the caricaturist Kem.
Kimon Evan Marengo (1907-1988) was born in Alexan-
dria to a Greek family. His satirical magazine was ap-
parently published in Alexandria until he left to study
in Paris from 1929 to 1931 at the Ecole Libre des Sciences
Politiques. During the 1930s he drew caricatures for Le
Petit Parisien and Le Canard Enchaine in France, and
for numerous newspapers in England. For Kem’s cari-
catures during wwil, see Valerie Holman, “Kem’s Car-
toons in the Second World War,” History Today, March
2002, 21-27.

Another example is the satirical journal a/-Manara
(The Lighthouse), which was published in Alexandria in
1888, on the model of an Italian satirical journal, and
was illustrated by an Italian caricaturist. Details regard-
ing this journal can be found in Elisabeth Kendall, “Be-
tween Politics and Literature: Journals in Alexandria
and Istanbul at the End of the Nineteenth Century,” in
Modernity and Culture: From the Mediterranean to the
Indian Ocean, ed. Leila Tarazi Fawaz and C. A. Bayly
(New York: Columbia University Press, 2002), 339.

13 Such as the Armenian-language journal, The Armenian
Cinema (1925-1926), which was published in Cairo by
the Armenian caricaturist Sarahan.

14  Such as the journal al-Siyasa al-musawwara, which was
published by the Egyptian expatriate, ‘Abd al-Hamid
Zaki.

15 Israel Gershoni, “Mabé’,” in Bashkin, Kozma and Ger-

shoni, Lepasel tarbiit be-misrayim, 42—43.
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involvement of the Egyptian press in politics
manifested itself in giving priority to the politi-
cal essay (the magal or magala) over reportage
(habar). As Ayalon articulates, “polemics and dia-
tribe were the raison detre of many papers, as else-
where in the region.”'¢ To this, one may add that
the preference of the political text over the news
report characterizes times of revolution, in which
the newspaper constitutes a mouthpiece of pub-
lic discourse—a means to convey public opinion.
Jiirgen Habermas, in a discussion of the idea of the
“public sphere” in eighteenth-century France, de-
fines this press genre as “a transmitter and amplifi-
er, no longer a mere vehicle for the transportation
of information but not yet a medium for culture as
an object of consumption.””

The journals discussed in this book differenti-
ate themselves in the way they high-lighted the
political text: while the satirical journals focused
on political, cultural, and social criticism, the il-
lustrated or popular ones, as they are occasionally
categorized in historiographies dealing with mod-
ern Egyptian culture, devoted only limited space
to political issues, if any at all. The “entertainment”
journal, which appeared for the first time as a
journalistic genre in the first half of the twentieth
century, is defined by Walter Armbrust as a jour-
nal that promoted reading for pleasure, and hence
preferred press coverage in areas such as sports
and culture over the daily coverage of political
issues. These illustrated journals, according to Arm-
brust, were a medium in their own right, combin-
ing text and images in ways that were distinct from

16 Ayalon, The Press in the Arab Middle East, 81.

17  For comparison, in Europe and the Unites States, only
after the construction of the bourgeoisie constitutional
state and only after the legal construction of the po-
litical public sphere in the 1830s, could the press, as a
forum for critical rational discourse, liberate itself from
“the need to take a side” politically and focus on the op-
portunity to profit from the press as a business enter-
prise. Jiirgen Habermas, The Structural Transformation
of the Public Sphere, trans. Thomas Burger (Cambridge:
M.LT. Press, 1989), 183-184.
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other media. While in the “serious” journals and
newspapers, to use Armbrust’s terminology, imag-
es were generally illustrative and secondary to the
text, in the illustrated journals text and image ap-
peared as bound together.!8 It was not always pos-
sible to read this kind of text-image combination
aloud to illiterate members of the public, and as
Armbrust notes, these illustrated journals were
made to be read individually—taking in imagery
and text simultaneously: “The viewer (or reader)
is not meant to experience the text as a linear
narrative, but to lose his or her way—to meander
through, absorbing a profusion of imagery and in-
formation in the course of reading a single text.”°

The political orientation of the journals dis-
cussed in this book reflects the variety of political
stances which prevailed in the Egyptian public
sphere during the period: al-Lat@’if al-musawwara
reflected a pro-Wafdist orientation; al-Kaskul al-
musawwar was associated with the palace and
apparently financially supported by Hizb al-ahrar
al-dustariyyan;?® Ruz al-Yasuf reflected in the
early years pro-Wafdist tendencies, which led to
the Wafd being called on several occasions “Riiz
al-Yusuf's party” However, in the 1930s the journal
and al-Yasuf herself turn their backs on the Wafd.!

18  Walter Armbrust, “The Formation of National Culture
in Egypt in the Interwar Period: Cultural Trajectories,”
History Compass 7, no. 1 (2009): 165.

19  Ibid.

20  The Wafd’s major party rival, Hizb al-Ahrar al-
Dustariyyin, was officially founded in October 1922 by
descendent Wafdists, moderate politicians, young pro-
fessionals and large landowners who wished to support
an independent Egypt, constitutional rule, the protec-
tion of civil rights, free speech, and the establishment
of social justice. The leading members were ‘Adli Yakan
and ‘Abd al-Haliq Tarwat (who was the prime minister
at the time of the announcement). Ahmad Lutfi al-
Sayyid wrote the party’s program as declared in Octo-
ber1922. For a description of the events leading to Hizb
al-Ahrar al-Dustariyyan’s construction, see al-Sayyid
Marsot, Eqypt’s Liberal Experiment, 64—67.

21 Fatima al-Yasuf, Dikrayat (al-Qahira: Maktabat Raz al-
Yasuf, 1953), 122.
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Finally, some of the journals were apolitical, such
as al-Musawwar. Despite the journals’ presenta-
tion of a variety of political orientations, all of
these journals were private ventures; they were
not owned by the political parties they supported
or were associated with.

The journals used different terms to define
their essence or journalistic goals. Al-Lat@’if al-
musawwara declared it was a literary, scientific,
historical, humoristic, illustrated journal (magalla
adabiyya, ‘ilmiyya, tarihiyya, fukahiyya, musaw-
wara).2? Al-Fukaha defined itself as a humoristic
journal. The satirical journals used mainly the
term “criticism” (naqd or intigad) to define their
purpose: the sub title of al-Kasku! al-musawwar,
for instance, declared it was an illustrated, politi-
cal, critical journal; and Ruz al-Yusuf defined itself
as a political, critical, theatrical (masrahiyya), il-
lustrated journal.23

The satirical images themselves were often
explained with the terms sura hazaliyya or sira
fukahiyya—meaning “humoristic painting” or
“comic painting” The editors of al-Lat@if al-
musawwara used the term stira hazaliyya siyasiyya
(humoristic political painting) and sura ramzziyya
fukahiyya siyasiyya (political humoristic symbolic
painting), when trying to explain the purpose of
the political caricatures to its readers in its first
years of publication. The use of the terms “humor-
istic” or “comic” reflect a softened approach to po-
litical satire, and one could question whether these
terms robbed the satirical image of its intended

22 This definition began to appear as a sub-title of the
journal and as part of its header from its fifth issue.

23 For comparison, the most common term used by the
Ottoman satirical press at the beginning of the twen-
tieth century was mizah, which is often translated as
humor or joking. However, Palmira Brummett suggests
that in the context of the revolutionary press, it is bet-
ter translated as “satirical.” Palmira Brummett, Image
& Imperialism in the Ottoman Revolutionary Press,
1908-1911 (New York: State University of New York Press,
2000), 17-18.
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purpose: criticizing reality—a reality hidden from
the eyes of its readers.2+

Another manifestation of the differences be-
tween the satirical journals and the illustrated
entertainment ones appeared in the advertise-
ments promoting the publication of new issues:
the satirical journals highlighted their political
goals while the others highlighted the jaunty read-
ing experience. And yet, Riz al-Yisuf, which saw
itself as a political and critical journal from its
re-orientation in 1927, pleaded with its readers to
treat the critical caricatures in it merely as jokes
made by oppositionists—humoristic criticism
that unfortunately the authorities did not know
how to deal with except through suspensions,
fines and confiscation of issues.2> The editors’ use
of softened terms to define the caricatures, as well
as the explanations that accompanied the satirical
images, justify them to the readers and ease their
acceptance. Their use also implies the difficulties
that this artistic-journalistic genre encountered in
assimilating into Egyptian culture. I will return to
these difficulties later in the chapter.

1 Formats

The journals do not display a uniform appearance
regarding their formats, size, or quality of print.
All journals discussed were published once a
week. However, occasionally, and mostly because
of censorship, not all issues were published or dis-
tributed four times a month.26 Thus, for example,

24  The same approach to the satirical image appeared in
Turkish humor magazines, which used the terms /dtife
(wiggery) or eglence (entertainment). Gokg¢en Ertugrul
Apaydin, “Modernity as Masquerade: Representations
of Modernity and Identity in Turkish Humour Maga-
zines,” Identities: Global Studies in Culture and Power 12,
no. 1 (January—March 2005): 109.

25  ‘Abada, “Ala abwab al-sana al-sabi‘a,” 3.

26  Al-Lat@’if al-musawwara, al-Fukaha, and al-Itnayn were
published every Monday. Al-Kaskul was published in its
first year every Sunday, then continued to be published
every Friday. Al-Musawwar also published every Friday.
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Ruz al-Yasuf, while celebrating its sixth year of
publication, notified its readers that although it
was supposed to have published 360 issues by
that date, it had only distributed 185.27 Alongside
the distribution inconsistencies, there appeared
to be also technical or financial difficulties of all
sorts. These manifested themselves, for example,
in black or white spaces being printed in different
parts of different issues, or, occasionally, the use of
low-quality print paper.

The journals’ content varied from news and
informative or educational articles, to rhetorical
texts (such as editorials, speeches, and letters), to
entertainment (humor, literature, gossip, the the-
atre, the movies and so forth), to formal texts (such
as parliamentary information, orders, reports, and
official letters from different authoritative bod-
ies), to information from the journal itself (such
as messages, advertisements and competitions).
The way these diverse texts and images were ar-
ranged in each journal was subject to the orienta-
tion of the journal itself. Some journals dedicated
the frontispiece and its verso to the publication of
a caricature, as well as occasionally the back cover.
In addition, several other caricatures were pub-
lished throughout the inside sections (at times the
caricatures were published on a full page, in other

Ruz al-Yasuf started publishing every Monday, then, in
its second year, changed to Thursday and later to Tues-
day. Kull $ay’ wa-l-dunya published every Wednesday.
Kull $ay’ wa-l-‘alam published every Tuesday. Ahir sa‘a
al-musawwara published every Saturday.

27  The editorial in Ruz al-Yasuf specified that all journals
published by the Ruz al-Yisuf Publishing House or in
which Fatima al-Yasuf participated in publishing with
other publishers, were subjected to similar confisca-
tions and suspensions by the authorities: al-Raqib (The
Criticizer/Censor), Sadaal-Haqq (Echo of Truth), al-Sarq
al-adna (The Near East), al-Barq (The Lightning), Misr
al-hurra (Free Egypt), al-Sada al- Sarq (The Echo of the
East), al-Rabt* (The Spring), and al-Sarha (The Scream).
See ‘Abada, “Ala abwab al-sana al-sabi‘a, 3; for the
events, which led al-Yasuf to publish other journals or to
collaborate with other publishers to avoid suspensions
see ‘Azab, Ruz al-Yasuf: 8o sana sihafa, 54—63.
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cases they only occupied a small part of it). Other
journals integrated the caricatures only after the
main texts (news, editorials, and articles of differ-
ent sorts).

I will give a couple of brief examples. The
first is of al-Lat@’if al-musawwara, which started
out with an eight-page format, which were all
based on photographed images to which small
sections of text were added. In its tenth year,
the number of the pages rose to sixteen, and it
added content sections, such as a news digest of
the week (from Egypt and abroad). In each con-
tained a caricature, but in its early years, these
were not original works; rather, they were, mainly,
caricatures that had been published previously
in prominent European satirical journals such as
the British satirical journal Punch, or The London
Charivari (1841-1992), or from French, Italian and
German journals. The original signatures of the
caricaturists who drew these works were apparent,
among them one can recognize those of Frederick
Henry Townsend (1868-1920), Alick P. F. Ritchie
(1868-1938), James H. Dowd (1884-1956) and Ed-
ward Tennyson Reed (1860-1933)—all prominent
British caricaturists who published in Punch. All
these caricatures dealt with the ongoing events of
wwi.28

Captions in Arabic were added on top of the
images, naming the characters in each composi-
tion. An additional signature of the studio or local
artist who translated the work was also apparent
on all republished images. Occasionally, a sec-
ond signature appeared on the images of that art
studios—Sabunagi, A. Fendian and Co., Aram Ber,
or Fagi—that provided photographs, sketches, il-
lustrations, and caricatures by request, as their
promotional ads declared. The information avail-
able on these studios is not wide-ranging. Regard-
ing Sabuinagi, for instance, we know it belonged to
a Christian family, which emigrated to Egypt from

28  For discussion of the work of these artists during the
War years, see Lucinda Gosling, Brushes & Bayonets:
Cartoons, Sketches and Paintings of World War 1 (Ox-
ford: Osprey, 2008).
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the Ottoman province of Diyarbakir. The family
held studios in Jaffa and Beirut as well. The studio
in Cairo was probably directed by David Saba-
nagl and another brother whose name remains
unknown—the signature that appears occasion-
ally on their work is of M. Sabunagi. Advertise-
ments in the journals published the services of
studios that provided graphic and photographic
services of all sorts.2? When the caricatures were
drawn especially for al-Lat@’if al-musawwara, the
editors mention that fact next to the image or on
it. However, the name of the caricaturist was not
specified in those cases. When the journal began
to publish regularly an original caricature drawn
by an Egyptian-based artist, the caricature was
published on the last page of the journal, occu-
pying half the page. In general, the format of the
journal remained constant, as well as its reliance
on the illustrated/photographed image.

I take my second example from Riz al-Yisuf,
which started out as a journal dedicated to art and
culture issues. During its first two years, the jour-
nal published caricatures only rarely, and when it
did, they were small in dimension and limited in
their detail. After two years, the journal changed
its orientation to politics, on the encouragement
of its leading editor Muhammad al-Tab‘1 (1896-
1976). In her autobiography, al-Yusuf mentioned
that not all the editors agreed at first to the change,
and disputes arose amongst members of the edi-
torial board regarding the essence of the journal.
Zaki Tulaymat, an actor, writer and theatre and
movie director, as well as al-Yasuf’s second hus-
band, asked that the journal be left in its original
format, dealing with the “high arts” (fann al-raft)

29  See, for example, al-Agyal, December 4, 1897, 383.
Regarding another sibling—]John Louis (1838-1931), a
former priest and a journalist—we do have more in-
formation. See Martin Kramer, “Pen and Purse: Sabunji
and Blunt,” in The Islamic World from Classical to
Modern Times; Essays in Honor of Bernard Lewis, ed.
C.E. Bosworth (Princeton: Darwin, 1989), 771-780; L.
Zolondek, “Sabunji in England, 1876—91: His Role in Ar-
abic Journalism,” Middle Eastern Studies 14, no. 1 (1978):
102-115.
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and “high literature” (al-adab al-‘ali). However, al-
Tab‘1 “was constantly mocking those high arts, and
kept mentioning the low distribution numbers,
as well as the letters received by mail from angry
readers who complained over the abstract art ar-
ticles (magalat al-fann al-mugarrad).”3° Al-Tab4
demanded that the journal change into a commer-
cial version of itself through the exposure of the
misdeeds of the art world. Al-Yasuf proclaimed
that the change was inevitable, and indeed, after
the change, the number of copies sold from each
issue rose to nine thousand.?!

In the editorial of the first issue after the jour-
nal’s transformation, al-Yusuf clarified that the
political times which Egypt was facing forced her
journal to deal more with Egypt’s political issues.
And yet, emphasized al-Yasuf, the journal will
continue to deal with the arts as well.32 With the
change in focus, the format of the journal changed
as well, and now the frontispiece was dedicated to
the publication of a full-page colored caricature.
The back cover was reserved for the publication
of photographs—mainly of American actors and
actresses, but also Egyptian theatre actors and mu-
sicians. After three months of publication in this
new format, the back cover was given over to the
publication of a full-page colored caricature. Dur-
ing the next ten years, the length increased until it
reached fifty-two pages.33

30  Al-Yasuf, Dikrayat, 101. For al-TabTs work in Riz al-
Yisuf, see ‘Azab, Ruz al-Yusuf: 8o sana sihafa, 158-175.

31 Ibid.

32  Fatima al-Yasuf, “Ruz al-Yusuf fi Amiha al-Thalith,” Ruz
al-Yasuf1o3, October 27,1927, 3.

33 In March 1935, Ruz al-Yusuf publishing house began
publishing a daily called Riz al-Yasuf. Both the jour-
nal and the daily continues to be published in the
twenty-first century, while during the last decade, an
online version of both also appeared. For discussion
of the events leading to the publishing of the daily
see al-Yusuf, Dikrayat, 155-164. The journal is available
online at http://rosa-magazine.com/. Last accessed on
December 22, 2016; the daily is available at http://www
.rosaeveryday.com/. Accessed on June 24, 2018.
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2 Ilustrations, Photographs, and
Advertisements

Various types of images were interwoven through-
out the journals’ pages: illustrations, photographs,
advertisements, and caricatures. Black and white
illustration could include headers to different sorts
of regular columns, portraits, technical sketches,
or page/column decorations in the margins of the
page or of a text. Occasionally, competitions or
riddles were published in the form of deformed il-
lustrations or portraits missing some features, and
the readers were asked to recognize the person
depicted. The personalities depicted could have
been from the Egyptian political, cultural, or social
spheres, but also from the American ones—main-
ly movie actors and actresses.3*

Al-Lat@if al-musawwara was the first Egyptian
journal to publish photographs in Egypt.35 As Bar-
on notes, at first, the journal wished to provide its
Egyptian readers with images of wwi; however,
the British authorities prohibited photos to be tak-
en at the front, so the journal published sketches
and photographs that documented aspects of the

34  Al-Lat@’if al-musawwara, for example, once published a
riddle that was composed of thirty sketches of different
portraits in which the faces were partly missing, and
the readers were invited to identify the public figures.
A money prize was promised to the winner. Al-Lata’if
al-musawwara 38, November 1, 1915, 9.

35  On the history of photography in the Middle East see
Lucie Ryzova, “The Image sans Orientalism: Local His-
tories of Photography in the Middle East,” Middle East
Journal of Culture and Communication 8 (2015): 159-171;
Stephen Sheehi, “A Social History of Early Arab Photog-
raphy or a Prolegomenon to an Archaeology of the Leb-
anese Imago,” International Journal of Middle Eastern
Studies 39, no, 2 (2007): 175—206; Wolf-Deiter Lembke,
“Ottoman Photography: Recording and Contributing to
Modernity,” in The Empire in the City: Arab Provincial
Capitals in the Late Ottoman Empire (Beirut: Ergon Ver-
lag Wurzburg, 2002), 237-249; Sarah Graham-Brown,
Images of Women: The Portrayal of Women in Photog-
raphy of the Middle East, 1860-1950 (London: Quartet,
1989); Suraiya Faroghi, Subjects of the Sultan: Culture and
Daily Life in the Ottoman Empire (London: I.B. Tauris,
2000).
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war or events related to the war that were happen-
ing in proximity to Egypt.3¢ In the following years,
the journal widened its scope of coverage. In the
spring of 1919, for example, it covered the demon-
strations, meetings, and leaders of the popular na-
tional revolution. Alongside the political issues, it
also reviewed a range of social and cultural issues
such as crime, sports, celebrations, parades, fairs,
and funerals. The photographs were accompanied
by titles and explanations written by the editors,
which helped the readers to interpret the images
properly. Some of the photographs were signed by
the photographers or by the studios who printed
the images. Editors mentioned only rarely the
names of those photographers. Once the journal
started to use its own photographers, the number
of signed images was reduced significantly.3”

As Stephen Sheehi argues, the ownership of a
camera, as well as the act of taking a photo, was a
social marker of the upper strata in Middle Eastern
societies at the beginning of the twentieth centu-
1y.38 These developing strata could afford to own
a camera, and the act of taking a portrait photo
played a central role, according to Sheehi, in con-
structing or signaling an individual’s social identi-
ty. The modern subject, whose portrait was reflect-
ed in the photograph, was identified as belonging
to the upper strata of society either by his modern
attributes or by the setting of the photograph.3?

36 Baron, Egypt as a Woman, 89.

37 Ibid, go.

38  Sheehi discussed the social history of photography in
Lebanon in the early days of the mandate. One can find
similar aspects in both histories—the Lebanese and
the Egyptian. Furthermore, some of the photographers
who worked in Lebanon were also active in Egypt.
Sheehi, “A Social History,” 175.

39  Ryzova, following Sheehi, discusses the social activity
of taking a photo, arranging the photographs in an al-
bum, and writing notes or subtitles alongside them, as
reflecting the emergence of a classed and gendered self
in early to mid-twentieth-century Egypt. Lucie Ryzova,
“Boys, Girls, and Kodaks: Peer Albums and Middle-
Class Personhood in Mid-Twentieth-Century Egypt,”
Middle East Journal of Culture and Communication 8
(2015): 215—255.
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The attributes could have been a car, different
kinds of modern technologies, his clothes and so
forth. The setting could have been certain loca-
tions in Cairo and Alexandria related to the social
activities of modern Egyptians. Advertisements in
the press encouraged readers to buy cameras and
to take photographs, highlighting aspects such as
time, memory and simplicity: “if you want to re-
member your beautiful days, then take a picture of
it with Kodak and preserve them forever. You can
learn to use this device in half an hour,” declared
one such advertisement.#? Advertisements in the
journals asked readers to send in photographs tak-
en by them, both of prominent public figures and
of political, social and cultural events, and in ex-
change, the editorial boards offered them to pay for
the image (assuming it was genuine)—payment
ranged from 30 Piasters for a single photograph
to five Egyptian Pounds, in accordance with the
theme photographed.*!

These photographs could have been used as a
source for the work of the caricaturists working in
Egypt at the time. Working photographs became
a characteristic of the work process for European
artists (painters and caricaturists) once the use
of the camera in Europe was commercially estab-
lished after 1851. Artists used the new medium in
order to shorten their process—it eliminated the
need to sit the object of the painting for hours in
front of the artist (preparatory drawings).#? The
caricature as portrait charge relies on representing

40  “Hudd Kudak al-Lat@’if al-musawwara 336, July 18,
1921, 12.

41 See, for example, al-Lata@’if al-musawwara 660, October
3,1927, 27.

42 On the new medium of photography in the 1850s and
its utilization in the work processes of caricaturists in
second empire Paris see, Anne McCauley, “Caricature
and Photography in Second Empire Paris,” Art Journal
43, no. 4 (Winter 1983): 355—360. A well-documented
example of a caricaturist using photos in his work
process is the British caricaturist Edward Linley Sam-
bourne (1844-1910), who recruited his children, rela-
tives, servants (even policemen, or members of the
public) to pose in costumes appropriate to his carica-
tures’ subjects. For a discussion on Sambourne’s work
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a specific individual by exaggerating, de-forming,
or accentuating his facial features while preserv-
ing likeness. The documentation of that individual
in a photograph, which was distributed on a mass-
scale through the press, could have been used as
a common base, or as a mediatory mechanism,
between artists and viewers, in guaranteeing that
the object of the caricature would be recognized.
In Egypt, two artists at least, Archak Fendian and
Basal, worked as photographers and painters. Ar-
chak Fendian was an Armenian photographer who
also published paintings, illustrations, and carica-
tures, mostly in al-Lat@’if al-musawwara. However,
both Fendian and Basal were mostly praised for
their photographs published during the first two
decades of the twentieth century in the Egyptian
press.*3

In the second half of the nineteenth centu-
ry, there was extensive theoretical discourse in
France regarding the differences between the art
of photography and the art of painting. The dis-
course reflected artists’ concerns that the “silver
image” would outmode paintings and art more
broadly. The invention of the camera forced art-

” «

ists to discuss issues of “imitation,” “resemblance”
and “identity,” and the purpose of art in general.
As Anne McCauley notes, painting caricatures
and taking photos were perceived as two polar-
ized actions—the caricature was perceived as a
reaction against the rules of the “proper” represen-
tation of the real world (initiated during the Re-
naissance and systemized in seventeenth-century
academic theory), while photography was seen as
a positivist act, resulting in an image which was
identical to reality.#* A humoristic reference to the
relationship between caricature and photography

process see, Richard Scully, “Constructing the Colossus:
Linley Sambourne’s Greatest Punch Cartoon,” Interna-
tional Journal of Comic Art 14, no. 2 (Fall 2012): 131-132.

43 For a brief discussion of Archak Fendian see, Baron,
Egypt as a Woman, 85. Regarding Basal, I was not able
to gather any biographical information regarding the
artist/photographer.

44  McCauley, Caricature and Photography, 355.



JOURNALS, IMAGES, COUNTER-IMAGES, AND READERS

appeared in a column published in Ahir saa al-
musawwara in September 1935. In this column, the
unnamed writer addressed an incident in which
his photographed-portrait was published in the
journal. The anonymous writer shared with his
readers that following the publication he received
a letter from one of the readers sympathizing with
him over the fact that his photographed-portrait
was less successful than his caricatured one.*3

In addition to the photographs in the press, ad-
vertisements also tightened the symbolic relation-
ship between consumption and self-identity—an
identity which was distinctly modern.#6 Adver-
tisements appeared in the Egyptian press soon
after the first publications began to appear, and
between 1890 and 1914 a significant increase in
the publication of advertisements was evident.#”
Newspaper systems were active in promoting ad-
vertisements and soliciting businesses to use the
new commercial medium. As mentioned by Aya-
lon, the first ads, until wwi, marketed the products
of small businesses, such as importers and doctors.
These occupied only a limited space in each issue
(approximately five percent), and their costs were
relatively small.48

In the years following wwi, the consumption
of industrial products increased considerably, as

45 “Min Iskandariyya ila Ra’s al-Bar” Ahir saa al-
musawwara 61, September 8, 1935, 28.

46  For the importance of advertising to the study of Egyp-
tian culture, and to its ability to reflect which aspects
of European (and later on American) modernity were
embraced by Egyptian society, which were rejected,
and which were assimilated into former consumption
patterns, see Relli Schechter, “Reading Advertisements
in a Colonial/Development Context: Cigarette Adver-
tising and Identity Politics in Egypt, c1919-1939,” Jour-
nal of Social History 39, no. 2 (2005): 485-503.

47  Nancy Y. Reynolds, “Economics: Advertising and Mar-
keting: Egypt,”in Encyclopaedia of Women & Islamic Cul-
tures, vol. 4, Economics, Education, Mobility and Space,
ed. Suad Joseph (Leiden—Boston: Brill, 2007), 118.

48 Ayalon, The Press in the Arab Middle East, 203—204. For
a discussion regarding the advertainments’ contents in
this period, see Mona Russel, Creating the New Woman:
Consumerism, Education and National Identity, 1863—
1922 (New York: Palgrave McMillian, 2004), 57-61.
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did the development of commercial districts in
urban areas. The volume of advertising space in
the newspapers, the quality of advertisements,
and the number of products advertised increased
accordingly*® An ever-growing number of ser-
vices and products were marketed in the press:
cruise companies, movies, cars and bicycles, ra-
dios, fashion, chocolate, alcoholic beverages, and
so forth—most of them were imported goods,
though more local businesses started to use the
advertising services as well.5 In effect, following
the British occupation, and especially during the
interwar years, the advertising of industrial goods
was done mainly through the press; meanwhile,
there was a slow and gradual move toward pro-
moting products through other channels, which
became more and more popular.® The range of
products advertised reveal a great deal of informa-
tion about their target audiences, especially how

49 Reynolds, “Economics,” 118. In 1907, the first advertising
agency was established in Egypt—The Société Ano-
nyme de Publicité. The company changed its name to
The Société Orientale de Publicité in 1913. It was partly
purchased by the newspaper al-Misri and became the
most influential advertising agency in Egypt during the
1960s. The agency owned the newspapers The Egyptian
Gazette, The Egyptian Mail and La Bourse Egyptienne.
In addition, it served as the sole publication agency of
La Réforme, La Réforme illustr, La Réformée, Journal du
Caire, Le Progrés, Revue d’Egypte économique et finan-
ciére, La Presse giornale doriente, Médicale d’Egypte,
and Ephimeris. The agency also represented the politi-
cal parties al-MisrT and al-Balag. Relli Schechter, “Press
Advertising in Egypt: Business Realities and Local
Meaning, 1882-1956,” Arab Studies Journal 10, no. 1/11,
no. 2 (2002/2003): 51-52.

50  For a discussion of the development of advertising
in Egypt in those years, see Russell, Creating the New
Woman, 61-78.

51  Shechter emphasized that except for cigarette adver-
tisements, advertising in other mediums than the press
was limited in non-urban spheres, and in any case the
press was the main and maybe the only practical medi-
um for wide-scale publicity campaigns until the 1960s.
Shechter, “Press Advertising in Egypt,” 45. Only in the
1960s, did radio advertising as well as advertisements in
the cinema and on television shows become significant
marketing channels. Reynolds, “Economics,” 119.
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the advertisers perceived the social positions and
ambitions of the readers. Most advertainments of
the period assumed that their audiences had ac-
cess to the Cairene markets and the means to con-
duct what the advertisers perceived as a modern
way of life.

In the interwar period, the use of advertise-
ments accelerated and improved in tandem with
their thematic and graphic development, as well
as the development of the advertising industry
as a whole. Its progress was closely related to the
development of the press, and especially the jour-
nals published by the Dar al-Hilal, if only because
of their high distribution numbers in comparison
to the daily press.5? As Shechter mentioned, first
and foremost, the journals of Dar al-Hilal present-
ed high quality printing and graphic design. More
importantly, the modern experience articulated
in these journals corresponded with the products
they advertised.>® Evidence of this is seen when,
in 1931, the Arthur Balfour Trade Mission visited
Egypt to explore ways to boost British commerce.
The mission recommended that “the safest and
most satisfactory method of advertising manu-
factured goods, shipping lines, etc., for a purely
Egyptian public, is through the medium of the
illustrated Arabic press.”>* According to the mis-
sion’s reports, “the considerable increase in recent
circulation of the illustrated Arabic journals, and
still more the extraordinary volume of illustrated
advertisements from all sources published in these
papers, are sufficient evidence of the value of this
method of propaganda.’>3

The advertisements of the interwar period
mainly promoted imported goods (or local sub-
stitutes) and played on the appeal of the foreign/
modern.56 Most advertisements were for cosmetic

52 Schechter, “Reading Advertisements in a Colonial/De-
velopment Context,” 485.

53  Shechter, “Press Advertising in Egypt,” 50.

54  Public Record Office (PrO), BT 59/8, 2, quoted in Ibid.

55  Shechter, “Press Advertising in Egypt,” 50.

56 Schechter, “Reading Advertisements in a Colonial/De-
velopment Context,” 484; Schechter, “Press Advertising
in Egypt,” 56.
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products, tanning lotions, hair products, soaps,
perfumes, deodorants, toothpaste, cigarettes, high
heels, hats, and the latest European and Ameri-
can fashion. The advertisements in the interwar
period are differentiated from the ones that were
published prior to wwr in several aspects. First,
before the war, advertisers rarely Egyptianized
the advertised product or tailored it to local tastes
and sensibilities. The advertisers simply published
the original foreign advertisements as they were.
Nothing in the advertisement suggested an Egyp-
tian clientele, except the Arabic text accompany-
ing the ad—the subtitles in Arabic, by and large,
were added next to the English or French text. As
Mona Russell indicates, another difference is seen
in the transition from focusing on the product it-
self to promoting its users, their self-esteem, and
their social location. In interwar advertisements,
modern individuals were performing in imagined
settings, using the product advertised. The con-
sumption of that product or the ownership of it
were related to progress, efficiency, and rational-
ity, which were perceived as inseparable aspects of
the modern way of life.5

The competition between publishers to attract
advertisers contributed to the development of ad-
vertising businesses. The well-established news-
papers opened design departments which grew
rapidly to cope with the developing business. In
addition to selling advertising space, these depart-
ments provided copywriting and graphic services.
Later, some of the publishing houses founded
advertising agencies of their own, such as Dar al-
Hilal’s “Asian-African Advertising Agency” and Riz
al-Yusuf's “Ruz al-Yusuf Advertising Agency.”>8

The presence of advertisements in the enter-
tainment journals did not impinge on the pur-
pose of the journal, “reading for pleasure,” to use

57  Mona Russell, “Marketing the Modern Egyptian Girl:
Whitewashing Soap and Clothes from the Late Nine-
teenth Century t01936,” Journal of Middle East Women’s
Studies 6, no. 3, Special Issue: Marketing Muslim Women
(Fall 2010): 21, 24.

58  Other newspapers’ agencies are named in /bid, 51.
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Armbrust’s phrasing.5® One could ask, however,
whether the purpose of the satirical journals—
presenting political, social, and cultural criticism—
was subverted by the presence of advertisements,
which surrounded the caricatures. Richard Terdi-
man, who discusses the caricature in nineteenth-
century France, believes so. Terdiman draws atten-
tion to the fact that when a reader of the satirical
journals viewed the frontispiece caricature of a
journal such as La Charivari (first published in De-
cember 1832), when he turned over the object (i.e.
the caricature), he discovered its verso, its under-
side—“the page 4 advertising."6° The same align-
ment was apparent in al-Kaskal al-musawwar.
Terdiman points to the fact that occasionally, due
to the low-quality of print at the time, the surface
of the plate of the caricature was disrupted by the
print-through of the advertisement—a techni-
cality which was extremely difficult to prevent in
light of the conditions of nineteenth-century let-
terpress technology. This phenomenon was also
apparent in al-Kaskul al-musawwar. Since the ad-
vertisements, Terdiman emphasizes, stood for the
dominant practices which the satirical journal set
itself to mock, their floatation on to the surface
of the satire threatens the apparatus of the satiri-
cal corrosion in fundamental ways.6! Having said
that, Terdiman does not argue that La Charivari’s
staff should not have printed advertisements—he
only draws attention to the fact that the “dominant
discourse” is so deeply rooted in the discursive
structures of society, that even the most concerted
strategies of resistance (i.e. a satirical journals)
could not fail to find themselves working within
the boundaries of the dominant structures. In
other words, although La Charivari systematically
mocked the practices of advertising puffery, there
was never any significant effort to alter the form of
the paper’s disposition of its space, or of its inter-
nal economy: “business is business in capitalist so-
ciety,” and advertisements in “a nineteenth century
daily still paid the freight,” concludes Terdiman.52

59  Armbrust, “The Formation of National Culture,” 165.
60 Terdiman, Discourse/Counter-Discourse, 187-190.
61 Ibid, 190.
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3  “Counter-Images”®3

The theoretical framework constructed by Terdi-
man for the analysis of the satirical press and its
caricatures defines culture in the modern age as
a political, social, and cultural “field of struggle”
between “discourses of domination” and “counter-
discourses” of power.6* As Terdiman emphasizes,
dominant forms of discourse achieve unprece-
dented degrees of penetration and an astonishing-
ly sophisticated capacity to enforce their control
on the forms of social communication and social
practice, which provide the configurations of mod-
ern existence. But at the same time, in intimate
connection with the power of such an apparatus,
discourses of resistance ceaselessly interrupt the
dominant. For every level at which the discourse
of power determines dominant forms of speech
and thinking, counter-dominant strains challenge
and subvert them. Hence, counter-discourses.6°
The object of the caricature, as “counter-image,”
is to “represent the world differently,” according
to Terdiman.®¢ This projection of difference is
not simply to contradict the dominant. Since the
power of a dominant discourse lies in the codes
by which it regulates understanding of the social
world, counter-discourses seek to detect and map
those naturalized protocols and to reflect their
subversion. What is at stake, determines Terdiman,
is the “paradigms of social representation them-
selves.”67 As images, the visual representation con-
structed in the caricatures serve in a distinct way
as representations of the Other: “an alternative to

62 Ibid, 191.

63 Borrowed from Discourse/Counter-Discourse, this title
addresses caricatures as discussed by Terdiman in the
third chapter of his book.

64  For an outline of the relationship between counter-
discourses and their dominant antagonist in nineteenth-
century France, see Terdiman, Discourse/Counter-
Discourse, 25—43.

65  Ibid, 39.

66 1bid, 149.

67  Ibid.
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the dominant real, to its discourse, and to its char-
acteristic system of expression.”68

As in France at the beginning of the nineteenth
century, the caricature in Egypt at the beginning
of the twentieth century was a new cultural prod-
uct. Skimming through the illustrated and satiri-
cal journals was probably a startling experience at
first. The abundance of imagery of all sorts spread
out on full pages differentiated these journals from
the dense flux of the printed text in the regular or
traditional press, which Terdiman describes as
“a gray blur of words."6® However, the caricature
was supposed to be immediately distinguishable
from the dense flux of printed text, as image, as
well as from all other images in those journals, as
counter-image.

When the “exaggerated portrait drawing” was
first developed in Italy, around 1590, the use of
the Italian verb to describe it, carico (to load or to
overload) or caricare (to charge), referred to the
visual exaggeration or burlesque of pen drawings
of human heads.”® From these verbs came the
French verbs la charge or charger. The excess these
verbs load upon their object in order to “bring it
down,” comprises an essential counter-discursive
move, argues Terdiman.” The exaggerated portrait
drawings were practiced as a kind of comic relief
for students at Agostino and Annibale Carracci’s
academy at Bologna. They were thought to reflect
the “perfect deformity.” However, by the late eigh-
teenth century, the term caricature had become
a category for a range of images that did not nec-
essarily contain recognizable likeness, and it was
applied to a variety of works, including “exagger-
ated faces, extreme physiques, fantastic forms
composed of inanimate objects, and even ani-
mals acting like humans.””2 Contemporary writers

68 Ibid, 151.

69  Ibid, 150, 154.

70  Constance C. McPhee and Nadine M. Orenstein, Infi-
nite Test: Caricature and Satire from Leonardo to Levine
(New York: The Metropolitan Museum of Art, 2012), 4.

71 Terdiman, Discourse/Counter-Discourse, 153.

72 McPhee and Orenstein, Infinite Test, 3.
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differentiate between a visual social criticism and
a political one, and they tend to use the term “sa-
tirical art,” which refers to imagery in the elements
of a caricature.”

One cannot find those same meanings of ex-
aggeration or burlesque in the terms chosen to
describe or name the caricature in Egypt (siura
fukahiyya, sira hazaliyya, sira siyasiyya, or sura
ramzziyya), as indicated in an article published in
March 1907 in the first issue of the journal Ha, hq,
ha.™ The article, which dealt with the principles
of the caricature genre, high-lighted the fact that
there was no parallel term in Arabic for the word
caricature, or for the action of drawing it. Similar
problems of translation can be detected in other
cultural spheres, such as the Japanese. The carica-
ture genre was imported to Japan, through the ini-
tiative of Charles Wirgman (1832-1891), a former
British army officer turned correspondent for the
London Illustrated News, which began publishing
the comic journal Japan Punch. Wirgman's journal
gave the Japanese their first word for cartoon—
ponchi-e, or “Punch pictures.”’>

Following the short discussion of the meaning
of the term “caricature” in the editorial published
in Ha, ha, ha, and the lack of an equivalent in Ara-
bic, the editor shared with his readers that he had
not learned the craftsmanship (sina‘a) of drawing
caricatures, which he admits requires expertise,
skill and practice. Nor did he have any previous
knowledge in the field. However, he thought that
after he practiced that art, through his journal, he
could shine and surpass trained caricaturists.”®

73 Ibid.

74  Parts of the article were re-published in Ahmad al-
Magazi, al-Sihafa al-fanniyya fi Misr: nasatuha wa-
tatawwuruha min al-hamla al-Faransiyya 1798 ila Misr
al-dusturiyya 1924 (al-Qahira: al-Hay’a al-Misriyya al-
‘Amma li-1-Kitab, 1974), 168-174.

75  For the history of Japanese political cartoons, see Pe-
ter Duus, “Presidential Address: Weapons of the Weak,
Weapons of the Strong—The Development of the
Japanese Political Cartoon,” The Journal of Asian Stud-
ies 60, no. 4 (November 2001): 965-997.

76  Al-Magazi, al-Sihafa al-fanniyya fi Misr, 169.
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Unfortunately, this first issue was also the last is-
sue of Ha, ha, ha.

The article in Ha, ha, ha allows us to discuss
the adoption processes of the caricature in Egypt
as a procedure of “interference”—a procedure
articulated in Itamar Even-Zohar's Polysystem
Theory.”” The Polysystem Theory, developed by
Even-Zohar in the 1970s, is a systemic approach
which perceives culture from a semiotic perspec-
tive. The theory developed originally through lit-
erary studies; however, as Even-Zohar emphasizes
himself, it was expected to serve as the theoretical
environment for the study of culture. Through his
theory, Even-Zohar defines culture as a complex
system of variant socio-cultural sub-systems sub-
jected to change. The theory aims to explain the
sources of change—as change is defined as one
of its essential characteristics. According to the
theory, change accrues through two different pro-
cedures: the first, is an internal one, articulated in
the transfer of models from center to periphery
and vice versa; the second is characterized in the
adoption or importation of items (material or se-
miotic) from an external repertoire, which Even-
Zohar calls “interference” (borrowed from Czech
linguistic Structuralism).”®

For Even-Zohar, interference plays a vital role in
the making of repertoires, and hence in the orga-
nization of the life of groups, as well as the interac-
tion between groups.”® Even-Zohar proposes the
notion of interference with reference to situations
where goods and practices imported from one
culture (a source culture) to another (a target cul-
ture) become domesticated in the target culture,
and generate new local forms of production and

77  Itamar Even-Zohar, “Polysystem Theory and Culture
Research,” in Itamar Even-Zohar, Papers in Culture Re-
search (Tel Aviv: The Culture Research Lab., Tel Aviv
University, 2010), 39; and Even-Zohar, “Polysystem The-
ory (Revised),” in Ibid, 43.

78  Even-Zohar, “The Making of Culture Repertoires and
the Role of Transfer,” in Even-Zohar, Papers in Culture
Research, 71-72, 70-76.

79 Ibid, 72.
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consumption.89 In other words, a precondition
for interference must be some kind of contact—
whether direct or indirect.8! Once the transferred
item is introduced into the repertoire of the tar-
get community, its success or failure becomes a
domestic matter.82 However, a successful transfer
will result not only in the domestication of that
product, but rather in the domestication of the
need for it.83

In Egypt, as in other non-European societies, the
caricature genre was transferred into the local cul-
ture in a series of processes related to the periph-
eralization of Egypt’s political, social, and cultural
spheres to Europe; its introduction was prompted
by the intensifying cultural contact between Egypt
and the European powers and the presence of the
Europeanized communities in Egypt. These Euro-
peanized entrepreneurs and artists imported and
domesticated this artistic-journalistic cultural
product in the Egyptian press and hence can be
perceived as “cultural agents” of interference who
served as “agents of change.”84

Returning to the images themselves, stylisti-
cally, the caricatures from the different journals
reveal a wide range of compositions, reflecting the
complexity of the images. Some caricatures were
no more than scanty black and white sketches, de-
picting one or two figures. In some cases, the im-
age was accompanied by long titles, and the full
interpretation of the image was dependent on the
reading of the text for the message to be read prop-
erly. Other caricatures, some in color, were based
on elaborate compositions, including detailed sur-
roundings in the backgrounds. Most caricatures
fell somewhere between these two poles—in

80 Even-Zohar, “Laws of Cultural Interference,” in Even-
Zohar, Papers in Culture Research, 52.

81  However, contact may occur without generating any
substantial interference. Hence, interference and con-
tact are distinct processes, interconnected but not fully
overlapping. /bid, 53.

82 Ibid.

83  Ibid, 73.

84 Even-Zohar, “The Making of Culture Repertoires,” 70.
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which the background was comprised of few de-
tails, and the text accompanying the caricature
was limited as well.

Publication in the journals themselves indicat-
ed that the colored caricatures were perceived as
works of art. Editors from the different journals en-
couraged readers to remove the caricatures, frame
them and decorate their dwellings with them—
some added that their value will rise once they
received that treatment.85 A caricature published
in Ahir sa‘a al-musawwara showed a family that
did so (fig. 3.1).86 The caricature, entitled “Holi-
day’s Cookies,” depicts a family from the lower
strata of society and their dwelling—indicating
that the custom may have crossed social boundar-
ies. The husband complains of his wife asking him
for money to buy cookies for the coming holiday.
Their ramshackle house is decorated with a carica-
ture—perhaps perceived as affordable art for the
poor?

An advertisement published in al-Itnayn which
promoted the publication of al-Musawwar in Oc-
tober 1934 promised that the editorial board of al-
Musawwar would enclose in the next issues of the
journal postcards of caricatures drawn by Santes,
in which he would draw caricatured portraits of
Egyptian men and women of the hour. The post-
cards, the ad emphasized, could be framed and
hung.87 Also, some caricatures were used as a
basis for riddles and competitions. The readers
were instructed to cut them from the journal and
save them till the publication of the next issue for
instructions.88

Occasionally, references in the journals ad-
dressed the quality of the images, as judged in
the eyes of readers. Thus, for example, al-Kaskul
al-musawwar published a letter from one of its

85  Al-Itnayn 23, November 19, 1934, 28.

86  Iskandar Saruhan, “Kahk al-id,” Ahir sa‘a al-musawwara
127, December 13, 1936, 11.

87  Al-Itnayn 17, October 8, 1934, 20.

88  For example, al-Lat@’if al-musawwara 86, October 2,
1916, 5; al-Lat@’if al-musawwara 88, October 16, 1916,
8—9.
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readers which praised and exalted the cleverness
and skills of the caricaturist of an image which
was published in the previous issue. The letter was
published next to a re-publication of that image—
without naming the expert caricaturist, which
one can assume based of the style of drawing was
Santes.89

The caricature could be incorporated into a
text-block or isolated from the text surrounding it,
either by a frame or through occupying a full page;
meanwhile, its connection to the text was left to
the reader’s imagination. Text, by and large, was
situated beneath the image, and often a main title
was added centered above it. In some cases, the
scribe’s signature was added next to the sub-title.
This was most common in al-Kaskul al-musawwar.
Two signatures of scribes who worked for the
journal can be identified—Naguib Hawawini and
Sayyid Ibrahim.%° Titles could be short or long.
They could be explanatory, or they could alter the
meaning of the image, subvert it, or offer a new
meaning. This relationship between image and
text is unique to the genre of the caricature within
the printed medium. Text and image were depen-
dent on one another and one could not convey the
full intended message without the other. Reading
image and text of a single caricature was done si-
multaneously, and that is why caricatures are not
meant to be read aloud. In other words, although
many caricatures were written in the colloquial
Egyptian dialect, reading the text aloud did not
necessarily lead to a correct and full reading of the
text-image, since the visual language of the carica-
ture is not a mere illustration of the title, sub-titles
or monologues accompanying it.

As counter-images, caricatures were not meant
to serve as footnotes to, or an illustration of, the real
political history. Rather, they were meant to be an

89  Al-Kaskul al-musawwar 88, January 21, 1923, 2.

9o I was not able to determine whether the signature of
Hawawini was that of the famous calligrapher Nagib
Hawawini—the Syrian lawyer who moved to Cairo
from Damascus and worked for King Fu’ad.
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FIGURE 3.1 Holiday Cookies. Iskandar Sarahan, “Kahk al-id’, Ahir sa‘a al-musawwara 127, December 13, 1936, 11.
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integral part of the political and social fabric, to in-
fluence public opinion, to serve as a political mech-
anism to express dissatisfaction with the regime
and with what was going on in society in general.
Thus, the image becomes an agent of political and
social action: it could channel feelings of resent-
ment towards the regime and encourage readers
to act—whether with restraint or aggression. It is
difficult to describe, regarding the Egyptian public
sphere, how the caricatures were changing public
opinion or driving subjects into action, and in any
case, the effect of each image is overdetermined by
every aspect of its content, layout, and context. If a
caricaturist, such as Raha, was sentenced to prison
following the publication of a caricature against
King Fu’ad, then one can assume that the authori-
ties saw in it a potential threat to public order. And
indeed, the journals frequently complained about
the punitive measures applied against them. Al-
Kaskal al-musawwar, for example, mentioned in a
column published on the occasion of its entering
its second year of publication, that during the first
one, its owner Fawzl was summoned five times to
the Criminal Court (Mahkamat al-ginayat) to ac-
count for the journal’s caricatures.®! Ruz al-Yusuf
reported quite a few suspensions, fines and con-
fiscations of issues.?2 In one of its issues, a cari-
cature addressed the harassment it was suffering
from the authorities (fig. 3.2).9% Beneath the title
Ayam al-usbi‘ (“The Days of the Week”), seven dif-
ferent scenes documented a typical week of Fatima
al-Yasuf’s life: on Sunday, the journal was being
distributed; on Monday, a phone call was received
from the Public Security Department (Idarat al-
‘amn al-‘am); on Tuesday, a summons for bring-
ing to judgment; on Wednesday, an investigation
“on behalf of Egypt” (fi niyabat Misr); on Thursday,
al-Yasuf stood before the Court of Misdemeanors

91 “Al-Kaskual al-musawwar fi ‘amihi al-tani,” al-Kaskul al-
musawwar 54, May 28, 1922, 3.

92  For a summary of all punitive measures taken against
Ruz al-Yusuf, see ‘Azab, Ruz al-Yusuf: 8o sana sihafa,
60-62; and Ibrahim ‘Abduh, Ruz al-Yasuf: sira wa-sahifa
(al-Qahira: Mu’assasat Sigill al-‘Arab, 1961), 304—313.

93  “Ayam al-usbu?’ Ruz al-Yusuf 286, August 7, 1933, 9.
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(Mahkamat al-gunah); on Friday, work began on
the next week’s issue; and on Saturday, al-Yasuf
re-stood before the Criminal Court. The sub-title
of the caricature asked why there was no “day-off.”

Questions about which individuals or social
groups read a certain caricature, and how they re-
acted to it are not easy to answer. Partial answers
can be found in autobiographies documenting
the period, or in occasional articles in the jour-
nals themselves, which addressed the publica-
tion of a certain caricature and its reception by
certain readers. Thus, for example, we can find
testimonies of attacks by individuals against jour-
nals’ printing houses or offices, such as an event
which occurred in October 1924.94 Shortly before
the dissolvement of the Wafd cabinet in Novem-
ber of that year, and the appointment of Ahmad
Ziwar’s cabinet (he held office from November
1924 to July 1926), a group of students, identified
with the Wafd, burst into the offices of al-Kaskul
al-musawwar, damaged the phone-lines, broke
the windows, disabled the press and set fire to
the journal’s warehouses. The students were not
prosecuted by the Wafd government, and the au-
thorities chose to summon the owner, Fawzi, for
questioning and put him on trial on the pretext
that he insulted the prime minister and slandered
his cabinet. As mentioned, the journal was identi-
fied with al-Ahrar al-Dustiriyytn, and the carica-
tures he published constantly criticized the Wafd
and its leader Zaglal. Only under Ziwar’s govern-
ment were the students brought to justice.

Other references in the press invalidated or
called into question the effectiveness of the cari-
cature as counter-image/discourse in the Egyptian
public sphere. Thus, for example, in the column
published in al-Kaskul al-musawwar on the occa-
sion of its entering its second year of publication,

94  The events were documented in Yanan Labib Rizq,
“al-Ahram: A Diwan of Contemporary Life,) al-
Ahram Weekly Online, no. 501, 28 September—4 Oc-
tober 2000. Available at http://weekly.ahram.org.eg/
Archive/2000/501/chrncls.htm. Last accessed on De-
cember 29, 2016.
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the author (probably Fawzi) boasted that field
marshal Allenby himself (Edmund Henry Hynman
Allenby, 1st Viscount Allenby, High Commissioner
for Egypt and the Sudan, 1919-1925) thought the
humoristic images in the journal did him justice,
since he looks younger in them (“younger than he
looked before Egypt received independence”).?>
In January 1923, the journal published a quotation
from Sa‘id Zaglul, the nephew of Sa‘d Zaglal, which
revealed that his uncle, while exiled in Gibraltar,
read the journal carefully—noting it amused him
and sweetened his time there.% The fact that al-
Kaskual al-musawwar thought it important to pub-
lish evidence of Zaglul's approval and enjoyment
of the journal is worth noting here since the it con-
stantly criticized Zaglal and the Wafd.

The ability of the caricature in Egypt to perform
as counter-discourse effectively or to reflect public
opinion is again tested when reading a caricature
published in al-Itnayn in January 1935, titled “The
Editors and Illustrators of al-Itnayn as Imagined
by the Readers” (fig. 3.3).97 This caricature suggests
that not all readers perceived the satirical image as
intended. It depicts al-ltnayn’s editorial board. In
the center of the composition sits Santes surround
by his colleagues—some are recognizable, such
as the editor in chief Husayn Safiq al-Misri (1882—
1948), sitting on the ground in the left corner; or
the caricaturist Ramz], sitting at Santes’ feet; oth-
ers remain unknown. The group portrait was ac-
companied by text by one of the journal’s editors;
it reads as follows:

“Often, when one of our editors is taking the tram
or sitting drinking coffee, he hears one person say-
ing to another while holding a copy of al-Itnayn:
“This is Husayn Safiq al-Misri, he must be addict-
ed to hasis; and Hairl Sa‘id eats bread dipped in

95  “Al-Kaskul al-musawwar fi ‘amihi al-tani,” al-Kaskil al-
musawwar 54, May 28, 1922, 3.

96  Al-Kaskil al-musawwar 88, January 21, 1923, 2.

97  “Mubharriri al-Itnayn wa musawwiritha kama yatahay-

yaluhum al-qura’) al-Itnayn wa-l-dunyad 32, January 21,
1935, 17-
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FIGURE 3.3 Al-Itnayn’s Editorial Board. “Muharrira al-
Itnayn wa musawwiruha kama yatahayyaluhum
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al-qura’)

1935, 17-
PENN LIBRARIES RESEARCH ANNEX

al-Itnayn wa-l-dunya 32, January 21,

hasis instead of cheese.” And his friend says, “all
the editors who work with them take intoxicating
drugs.” And they say the same about Santes, who is
a hawaga. And they claim they must be addicted
to hasis, in view of the distorted ideas of the edi-
tors and the imagined images of the illustrators.
And we swear by Allah, we are not drugged people,
hasis is forbidden! So, do not blame us for smoking
it, otherwise we will have a smoke of asis for you,
and have a laugh at your expense.”

The editors of the journals were aware of the po-
tential for misreading the caricatures, and along-
side the sub-titles, which appeared next to the
caricatures dealing with social issues in al-Lat@’if
al-musawwara, for example, the editor occasionally
added a note emphasizing that the journal did not
mean to hurt the public’s feelings and that the im-
ages should be read only as “illustrated contem-
plations” (hawatir musawwara). Thus, alongside a
series of caricatures dealing with an episode of the
kidnap and return of several children in May 1922,
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the editor emphasized his concern regarding the
poor security situation in the country—perhaps in
fear that the images, which were illustrated by the
American caricaturist Doug while working for al-
Lat@’if al-musawwara during 1922, would be read as
mocking the Egyptians.®® Other references relating
to questions of reception can be found in the reac-
tions of certain politicians to their starring in the
caricatured compositions—as with a caricature
published in al-Kaskul al-musawwar describing
Mahgub Tabit, one of the representatives of the
Central Committee of the Wafd, holding a copy
of the journal and pointing to the caricature pub-
lished in it.9% Some articles testify to the popular-
ity of the satirical journal and the satirical image.
Thus, for example, in November 1935, Akir sa‘a al-
musawwara published an article dealing with the
elections to the Council of the Universities Union
(Maglis ittihad gami‘a).'%° From the article, one
learns that some of the candidates used the carica-
tured image of al-Misr1 Efendi and presented it on
posters and banners as their main supporter.

4  The Caricaturists

The appearance of the caricature in the Egyptian
press is often discussed in Egypt’s cultural histo-
riographies as reflecting the colonial relations be-
tween local Egyptian culture and the dominant
modern European cultures (mainly the British
and the French)—relations which led to cultural
processes of diffusion, acculturation, and assimi-
lation. Viewing the modern caricature in Egypt as
traces of contacts and diffusion leads researchers
to define Cairene culture as a “salad bar,” to use Ro-
berta Dougherty’s term.1°! However, studies that
deal with these counter-images rarely examine the
artists themselves, and hence neglect the fact that

98  Al-Lat@if al-musawwara 383, June 12,1922, 2.

99  Al-Kaskul al-musawwar 44, March 19, 1922, 9.

100 “Al-Misri Efendi yastarik fi intihabat ittihad gami‘a,
Ahir sa‘a al-musawwara 69, November 3, 1935, 22—24.

101 Roberta L. Dougherty, “Badia Masabni, Artiste and
Modernist,” 245-246.
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many of them were not Egyptians in the cultural or
legal sense of the term; some, perhaps, never even
called Egypt their home. As the following chapters
will show, these artists’ agency manifested itself in
image-texts which reflected their socio-cultural
differentiation—the unique cosmopolitan iden-
tity of “belonging and not belonging”

Most caricaturists working in Egypt through
the first four decades of the twentieth century
remain unknown, although their signatures do
appear on their works. We can identify the names
(or partial names) of the following caricaturists:
Ihsan; Ben;192 Basal; Birnad; Faridun; the brothers
Husayn Fawzi and ‘Abbas Kamal;'°® Muhammad
Fawzi; Muhammad Hamdi; George; Strika La-
boski; ‘Utman; Ahmad Sabri; Star;1%4 the brothers
‘Alx, gawqi and Fawzi Rafiki;l%5 Ramzi; Raswan;
Romanos;!% and George Zamrud. Three artists

102 The signature appears in English.

103 Two movie directors who had experience earlier in their
careers of drawing caricatures. Fawzl was married to
the famous belly dancer Na‘ima ‘Akif (1929/1932-1966).
When Muhammad al-TabT started working as editor for
Ruz al-Yasuf, he recruited the two brothers to draw for
the journal. While the frontispiece of Riiz al-Yiisuf was
drawn by Santes, the brothers drew the back cover.

104 The name appears in English.

105 ‘Al Rafiki was a former Turkish officer and engineer,
who arrived in Egypt after Ataturk’s rise to power. Rafiki
worked mainly for Hayal al-zill (first issue was pub-
lished in March 1907 by Suliman Fawzi; the second issue
was published in June 1924 by Ahmad Hafiz ‘Awad and
MuhammadMas‘ad), al-Fukaha, al-Musawwar, Kullsay’
wa-l-‘alam and Kull $ay’wa-l-dunya and Yahuwa (Listen!
published by Ahmad Tawfiq). Iskandar and al- Malah
claim he was the first caricaturist in Egypt to draw the
image of Guha, as well as the first caricaturist to attempt
to create an animated movie—the film “Guha and Ibn
Nawas.” Iskandar and al-Malah, Hamsun sana min al-
fann,162. There is no information regarding ‘Ali’s broth-
ers, Sawqt and Fawzi, beside the fact that they followed
in his footsteps and became caricaturists as well.

106 Two studies mention this artist. Both claim he worked
on the first issue of Hayal al-zill, when it was first
published in 1907. Iskandar and al-Malalh, Hamsun
sana min al-fann, 161; Higris, Fann al-kartkatir, n8, 147.
Higris calls the artists Jiromanos, which she says means
foreigner.
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only used their initials—L.B.°7 Ben, and the
American Doug. A large number of caricatures
were printed with no signature at all—a phenom-
enon which, while discussing the Ottoman satiri-
cal imagery of the revolutionary press (1908-1911),
Brummett argues testified that the work reflected
the editor’s point of view and not necessarily the
artist’s. Brummett also finds the anonymity of the
art work a continuation of a tradition long prac-
ticed in Islamic civilization which underscored
the functionality and message of the object over
the prestige of its maker.1°8 Since many of the art-
ists working in Egypt in the period discussed were
not Muslims, one needs to look for alternative
explanations, and perhaps the lack of signatures
should be discussed with regard to ownership of
the caricatured image. As caricatures, segments
of caricatures, caricatured types and full composi-
tions were repeatedly copied within a certain pub-
lication, as well as by others, one can assume that
artists did not have copyrights over their works
and that these products were perceived as being in
the public domain, as well as that their perception
as works of art had its limitations.

To the above list of named caricaturists, one can
add numerous caricatures illustrated by readers
that the different journals published—a phenom-
enon most apparent in al-Lat@if al-musawwara.
These works, in contrast to the ones by the profes-
sional caricaturists, were accompanied by subti-
tles that identified the illustrators by their names.
Some caricatures, also published by al-Lat@if
al-musawwara, that were drawn by the journal’s
caricaturists were based on an idea conceived by
one of the journal’s readers, as mentioned by the
editor in the explanatory text accompanying the
image.109

107 The initials appear in English.

108 Brummett, Image & Imper[al[sm, 37.

109 See, for example, A. K,, untitled caricature, al-Lata’if
al-musawwara 287, August 9, 1920, 5. The idea for the
caricature came from Mustafa Fahmi Mahmud, from
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Some of the caricaturists mentioned worked
for more than one journal at a time. At the same
time, some of the publishers employed artists reg-
ularly and exclusively within their editorial staff.
The working relationship between the artists and
the journals in which they published their work
were sometimes initiated through personal ac-
quaintances or random meetings that led to long
term ventures. Simultaneously, there were ads in
the journals looking to hire illustrators or graphic
designers. The ads always referred to illustrators
(musawwar), never to caricaturists. Accordingly,
when the different journals addressed the work of a
specific caricaturist, they always referred to him as
amusawwar (painter, illustrator, or photographer).

Three caricaturists differ from those listed
above on the grounds of their popularity during
their lifetime and on the grounds of the recogni-
tion they have received in Egyptian historiogra-
phy for the part they played in the assimilation of
the caricature genre in the Egyptian press: Santes,
Sarahan and the Egyptian Raha. Santes (or Sin-
tes as his name appears in the French Egyptian
press) and Sarthan are addressed in Egyptian
post-colonial research as the foreign founding fa-
thers of the modern Egyptian caricature. Raha, is
mentioned for the most part as the first Egyptian
caricaturist.'© However, since Raha’s work be-
gan to be more dominant at the beginning of the
1940s, after his time spent in prison, he will not be
discussed here.!! One can argue that the famous
sculptor Mahmuid Muhtar (1891-1934) should have
been discussed in this context as well, since some
scholarly works claim he drew caricatures as well.
However, I was unable to trace works in the Egyp-
tian press that were signed by him.

The information regarding Santes, the leading
artist of al-Kaskul al-musawwar, is scanty at best.

Alexandria; he received 100 Kirsh Sagh (the Egyptian
Penny) from the journal as a reward.

110 See, for example, “Raha, awwal rasam karikatir Misrz,”
al-Fara‘ina, 2.

111 For his contribution for the Egyptian caricature, see
Abu al-Aynayn, Raha, faris al-karikatir.
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For instance, Sa‘ld Abu al-‘Aynayn claimed he was
Italian.'2 An album celebrating Riz al-Yisufs
eightieth anniversary argued that Santes was a
Jew of Spanish origin.!® There are more sources
claiming Santes was a Jew, while claims of his
Spanish origin are based on his appearance in the
caricatures in Spanish dress. The artist emigrated
to Egypt during the 1910s, following the invitation
from the amir Kamal to teach at the Madrasat al-
fanun al-gamila. Abu al-‘Aynayn claims that Santes
was invited by the amir to serve as the institute’s
dean. Other sources argue that Santes was only in-
vited to teach at the institute.!'*

Santes worked for several publications in Cairo
and Alexandria simultaneously. In addition to be-
ing the leading art editor and main caricaturist
for al-Kaskul al-musawwar, Santes worked for the
Dar al-Hilal publishing house and became their
leading caricaturist as well. He also published
caricatures in al-Itnayn and in Magallati (My
Journal, 1934-1937), published by Ahmad al-Sawi
Muhammad (1902-1989). Santes also drew carica-
tures for French journals published in Cairo and
Alexandria, such as the political weekly L'Egypte
nouvelle (New Egypt, 1922—1941), published by José
Canéri;''> La Semaine Egyptienne (The Egyptian
Week, 1926-1950s[?]); and Guha, first published in
November 1931 by Georges Dumani.'6

Ahmad Rasim described Santes as a modest
person who did not like public exposure, and un-
like other artists of the period, did not wander the
streets of Cairo, “swaggering his art."!'” Yet, one

Abu al-Aynayn, Raha, faris al-karikatir, 36.

112

113 ‘Azab, Ruz al-Yasuf: 80 sana sihafa, 311.

114 Abu al-‘Aynayn, Raha, faris al-karikatir; 36. ‘Azab, Ruz
al-Yasuf: 8o sana sihafa, 3u; Iskandar and al-Malah,
Hamstin sana min al-fann, 161.

115 Information regarding this journal, as well as scanned
issues of it, can be found at http://www.cealex.org/pfe/
diffusion/exemplaires_tous.php.

116  Some sources claim that Santes published this journal
himself. The Centre d’Etudes Alexandrines’ site lists
the journal as Dumani’s venture.

117 Rasim, “Santes wa-l-mumatiliin ‘ala masrahihi,” 1.
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can find evidence of his success and his familiar-
ity among his intended audience in various pub-
lications in the Egyptian and Franco-Egyptian
press during the interwar years. For example, in
August 1922, al-Kaskul al-musawwar published a
caricature of Santes drawn by Rasim (fig. 3.4).1'8
The image only showed a raw silhouette of the
artist—while only the Spanish dress remained as

- ——

———

—

NS LA

FIGURE 3.4 Al-Kaskul's Artist. Ahmad Rasim, “Musawwar
al-Kaskul bi-risat ahad al-qura’,” al- Kaskal al-
musawwar 67, August 27,1922, 8.
THE JOSEPH REGENSTEIN LIBRARY, THE
UNIVERSITY OF CHICAGO

118 Ahmad Rasim, “Musawwar al-Kaskul bi-risat ahad al-
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qura’,” al-Kaskal al-musawwar 67, August 27,1922, 8.
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a symbolic identifier. The sub-title beneath the
caricature specified that one need not to describe
the facial features of the painter to recognize him.
A few years later, al-Musawwar published a four-
page article documenting King Fu’ad’s visit to the
1927 art exhibition in Cairo.l’® The event was also
documented (with the same photographs) in the
Franco-Egyptian journal, La Semaine Egyptienne.
From the French article, we learn that more than
a hundred caricatures by Santes were displayed
at the art exhibition, which were gathered and
bound as an album at the end to be safeguarded
at the Librairie dart in Cairo. Two pages of the ar-
ticle published in al-Musawwar were dedicated to
Santes and his caricatures. The text accompanying
the documentary photographs declared that “we
[the editorial board of the journal] do not need to
introduce Mr. Juan Santes to the readers, since he
is very famous and his critical artistic comic paint-
ings serve as a testimony to his accomplishments
in this field"2° Under a photograph that docu-
mented King Fuad standing in front of Santes’
works, the editor wrote that the king himself en-
joyed his own caricatures drawn by the artist—a
peculiar remark in light of the fact that artists in
Egypt at the time were forbidden by the law to
draw caricatures of the king.

A weekly section in al-Itnayn featured a cari-
cature drawn by Santes, and dedicated in each
issue to a variety of Egypt’s prominent public
figures. The section, which covered the first full
inside page of each issue during its first year of
publication (and occasionally the frontispiece),
introduced politicians, actors and actresses, sing-
ers, writers, journalists, and so forth to the read-
ers. In October 1934, the section was dedicated
to Santes himself—the only artist who had the
honor—a further testimony to Santes’ familiarity

119 Al-Musawwar 128, March 25, 1927, 13-14. “Salon Egyp-
tien au Palais Tigrane,” La Semaine Egyptienne, Easter
1927, 26.

120 “‘Mirudat al-ustad Santis fi mirad al-Qahira, al-

Musawwar 128, March 25,1927, 13.

CHAPTER 3

to his target audience.!?! Santes drew this carica-
ture as well. It is worth noting, in this context, that
caricaturists drawing themselves as part of their
compositions is not a phenomenon unique to the
Egyptian sphere.l?2 However, in some of these oth-
er instances, one can read the appearance of the
caricaturists’ self-portrait as an act of resistance in-
itself. In other words, artists wished to emphasize
their agency in the press not as observers but rather
as active players in the public sphere. In most of
the caricatured “self-portraits” from the Egyptian
press, the appearance of the artist is quite comic
and occasionally rather passive, depriving them of
agency as serious intellectuals.

Santes was not the only caricaturist to inte-
grate his image in caricatures. Other artists also
used Santes’ portrait in their works—further evi-
dence of his popularity. For example, Ramzi does
this in the weekly strip called Zagzig wa Zarifa
(“Zaqziq and Zarifa”), which was published in
al-Itnayn in October 1934.1%3 In this weekly comic
strip, two frogs, Zaqzuq and his wife Zarifa, were
depicted every week struggling to cope with the
daily distresses of a typical Egyptian couple from
the lowest strata of urban society.!?* In one of the
episodes, the journal’s board was celebrating the
birth of Zaqziq and Zarifa’s son, Abli Zaiza“. In
this imagined celebration, Ramzi depicted the
leading editor of al-Itnayn, Husayn Safiq al-Misri,
in the middle of the composition holding the
young baby frog. Santes is seen standing behind
him while spreading salt against the Evil Eye—an
act which can be read as a symbol of Santes’ Egyp-
tianization. Ramzi himself appears in the top left

121 Juan Santes, “al-Ustad al-masyi Santis: rasam Dar al-
Hilal; al-dunya kulluha fi gizmatiht” al-Itnayn 17, Octo-

ber 8,1934, 2.

122 See, for example, Duus, “Presidential Address,” 965—
997.

123 Ramzi, “Zaqzuqg wa Zarifa, al-Itnayn 20, October 29,
1934, 5.

124 To clarify, this is not the journal Zaqzig wa Zarifa,
which was published in 1930 by Mustafa Amin.
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of the composition, drawing a portrait of the baby
Abu Za‘za".

All these visual references to Santes reflect what
Armbrust describes as “an aura of stardom” con-
ferred on intellectuals through publications in the
printed press.?> Armbrust referred to the canonical
status achieved by the prominent intellectuals of
the age through their writing in the entertainment
magazines.!?6 These seminal figures of thought,
ideology, and literary culture—including Ahmad
Zaki Abu Sadi, Ahmad Amin, ‘Abbas Mahmuad
al-‘Aqqad, Tawfiq al-Hakim, Muhammad Husayn
Haykal, Taha Husayn, Ibrahim ‘Abd al-Qadir al-
Mazini, Salama Musa, Labiba Ahmad, Nabawiyya
Mausa, Muhammad ‘Abduh, Rasid Rida and Hassan
al-Banna—did not only produce serious cultural
products. They also wrote for the entertainment
magazines, which as Armbrust mentions, placed
them in a popular context. The conditions for the
emergence of these canonical intellectuals were
intimately tied to the emergence of the new me-
dia itself, which served as the framework for their
cultural production.!??

I argue that to this intellectual production and
aura we can add the artistic agency of caricaturists
such as Santes and Saruhan. These artists saw
themselves as standing shoulder to shoulder
with the leading editors and writers of the time
with regard to their political, social and cultural
responsibilities. A caricature published in al-
Kaskal al-musawwar in July 1923 reflects these
self-perceptions of the artists. In this image, Fawz1
confronts al-Husayn ibn ‘Al al-Hasimy, king of the
Higaz (1916-1924).128 The king was discontented
with the journal’s publications. His anger was fu-
eled by the actions of George Lutf Allah, son to a
Greek Orthodox family who emigrated to Egypt
from Lebanon in the late nineteenth century, and

125 Armbrust, “The Formation of National Culture,” 166.

126 Ibid, 166.

127 Ibid.

128 Juan Santes, “‘Lutf Allah yuskur al-Kaskal ila malik al-
Higaz," al-Kaskul al-musawwar 115, July 27, 1923, 8—9.
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who was involved, along with his two brothers
and father-in-law, in financing the Syrian Arabic
national struggle against the French mandate.
Three years later, in 1927, he put himself forward
as a candidate for the Lebanese presidency. In the
composition, Lutf Allah hides behind the king and
points at Fawzi.!?? In the text accompanying the
caricature, Lutf Allah complains about the criti-
cism directed at him from the pages of al-Kaskil
al-musawwar. Back to the matter at hand, the
importance of the composition is in the depic-
tion of Fawzl's entourage, which represents or
embodies the journal. Santes is depicted standing
beside Fawzi and holding a copy of al-Kaskul al-
musawwar, while caricatures of different Egyptian
politicians and British officials are scattered all
around them.

Available information regarding the second “for-
eign founding-father” of the caricature in Egypt,
Sarthan, is more extensive. He was born in Octo-
ber 1898 to an Armenian Catholic family living in
Ardanug, a small town in the Caucasus mountains.
In 1900, his father, Hagop Sarahanian, moved with
his family to Batumi, the capital of the region.
In 1909, they moved again, this time to Istanbul.
Sarthanian enrolled Iskandar and his brother Le-
von in the Armenian Catholic Clerics’ school. At
the end of wwi, both brothers graduated and,
despite the civil strife and Turkish persecution
of Armenians, stayed in Istanbul and started
publishing a four-page weekly called Ardanug,
in which Sarahan drew the caricatures. In 1922
Saruhan emigrated to Belgium, then again to Vi-
enna, where he studied art. In Vienna, he met the
Egyptian intellectual ‘Abd al-Qadir al-Sinnawi—
son of a wealthy family from Mansiira, who was
studying the art of printing, hoping to establish a
printing house and a journal once back in Egypt.
This encounter led Sarihan to emigrate to Egypt.
He arrived in Alexandria in July 1924, afterwards

129 For discussion of this chain of events, see Meir Zamir,
Lebanon’s Quest: The Road to Statehood, 1926-1939 (Lon-
don and New York: L. B. Tauris, 2000), 60—61.
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he moved to Cairo and together with al-Sinnawi
embarked on the publication of a journal titled
al-Garida al-musawwara (The Illustrated Journal,
first published in September 1924).130 In 1926, he
showed his work—mainly caricatures of promi-
nent Armenian figures active in Egypt—in a joint
exhibition with A. Badrik’s paintings.13!

This exhibition led to a meeting with al-Tab',
who brought Sarihan to work at Raz al-Yasuf.
In her memoirs, al-Yasuf mentioned that when
Sarahan started working for her he did not know
Arabic and was unfamiliar with the prominent
politicians of Egypt, so models from Santes’ works
were brought to him to copy.!32 Moreover, al-Tab1
“lost his patience at least ten times before he could
figure out the idea that was laid out in one paint-
ing,” claimed Abu al-‘Aynayn.!33 Work between the
two was based on Sarithan drawing the caricatures
and al-TabT writing the text.!3* The same work-
pattern was documented regarding Santes’ work
at al-Kaskul al-musawwar13®> However, this was
not an Egyptian phenomenon. Editors and artists
collaborated the same way in other socio-cultural
spheres as well.136

When in 1934 al-Tab‘l left Ruaz al-Yusuf to es-
tablish his own journal, Ahir sa‘a al-musawwara,
Saruhan left with him.37 During 1935, he em-
barked on publishing his own journal, al-Qarfan

130 The journal only ran for two issues. Iskandar and al-
Malah, Hamsun sana min al-fann, 163.

131 La Semaine Egyptienne 2, May 27,1927, 20.

132  Al-Yusuf, Dikrayat, 2.

133 Abu al-‘Aynayn, Raha, faris al-karikatir, 112.

134 Ibid.

135 Tonia Riaey and Sherifa Zuhur, “Visualizing Identity:
GenderandNationinEgyptian Cartoons,”in Colorsof En-
chantment: Theater, Dance, Music and the Visual Arts of
the Middle East, ed. Sherifa Zuhur (Cairo and New York:
The American University in Cairo Press, 2001), 392.

136  See, for example, the working habits of Honoré Daumi-
er as documented in Terdiman, Discourse/Counter-Dis-
course, 180—181.

137 Iskandar and al-Malah, Hamsin sana min al-fann, 162;
and al-Yusuf, Dikrayat, 126.
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(Feeling Nauseated), which was published in
French. The journal ceased publication after three
years.!38 In 1946, Ahir sa‘a al-musawwara went
bankrupt and was sold to Mustafa and ‘Ali Amin—
owners of the weekly Ahbar al-yawm—and Saru-
han joined their staff.3® Later, when the Amin
brothers launched the daily al-Ahbar (The News,
first published in May 1952), he contributed cari-
catures to it as well. In addition to Ahir sa‘a al-
musawwara, Ahbar al-yawm, and al-Ahbar, Saru-
han contributed caricatures, among others, to
al-Kaskul al-musawwar, al-Mustagbal (The Fu-
ture), al-Masrah, al—.Sv'arq al-adna, al-Wataniyya
(Nationalism), Ahir lahza (Last Moment), as well as
to the Franco-Egyptian press—Ana mali, Savoir,
Variétés, Le Semaine Egyptienne, La Bourse Eqypti-
enne, Le Progres Egyptien, La Reforme, Le Journal
d’Egypte, and The Parade. Internationally, his cari-
catures were published in the American Fortune
Magazine and The New York Times, the British
Punch and The Manchester Guardian, the French
Le Rire and Marianne, and the Armenian daily
Arey. Saruhan also published a collection of politi-
cal caricatures titled The Political Year 1938, a book
in Armenian on the art of caricature;*% a book of
caricatures titled Hadihi al-harb (This War, 1939),
which criticized the aftermath of wwii;#! a book
of illustrations of Armenian idioms; as well as four
satirical plays on the Armenian diaspora. Overall,
Sarahan displayed his works in five exhibitions—
three in Egypt (al-Arman Club, 1927; Saloon Gold-
enberg 1937; the Lebanese Youth Club, 1952), one

138 Iskandar and al-Malah, Hamsin sana min al-fann,
164.

139 For the events leading to the bankruptcy, see Aba al-
‘Aynayn, Raha, faris al-karikatir, 133-136.

140 Iskandar Saroukhan, LAnnee Politique 1938 vue a Trav-
ers la Caricature Dessins de Saroukhan (Cairo: La Bonne
Egyptienne, 1939).

141 Information regarding this book appeared in Egypt’s
State Information Service (s1s). However, I was not
able to trace any copies of this book and attempts to
access the relevant page in s1s while writing this book
have proven unfruitful.
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in Beirut, and one in Aleppo.'*? As opposed to
the other artists discussed in this book, Sarahan
received, in 1955, Egyptian nationality. However,
though the artist was honored and received sev-
eral medals from foreign countries for his work, he
was not well known in Egypt, where he spent most
of his life.

The fact that both of the most prominent cari-
caturists in interwar Egypt, as well as many of the
secondary ones, were from the foreign or minority
communities, allows us to discuss their unique so-
cial stance as mystifiés de la colonisation (deceived
by colonization), to use Albert Memmi’s phrase.1#3
Memmi, a Tunisian Jew writing in the 1950s, dis-
cussed the issue of his own self-identity as a Jew
as in between being a colonizer and being colo-
nized, while writing on French Algeria. Memmi’s
work, alongside that of Frantz Fanon, in the late
1950s through the 1960s, was amongst the first to
describe the lives of those subjected to European
colonialism from within, and later served as a sort
of a starting point for post-colonial research. As
Shenhav wrote, “Memmi could have spoken for
anyone and provides the best testimony for the
universal voice, precisely because he represents no
one. Memmi'’s position reflects exactly [ ...] what
Homi K. Bhahba entitled as ‘the third space.”44

142 Recently, from January 10, 2018 through February 19,
2018, Sarahan’s work was displayed in the Cairene art
gallery—Al-Masar Gallery. Prior to this exhibition, his
work was displayed in Bibliotheca Alexandria (Decem-
ber 2017). The catalog for this exhibition can be seen at
http://www.agbuegypt.com/admin/PublicationFiles/
Saroukhan%zo0Catalogue%20LOW%20RES.pdf. A rel-
ative of Sarthan, his son-in-law Garrow Jakoub, re-
vealed in a TV show that Sarahan’s family would like
to donate his full body of work to the Egyptian ministry
of culture, in hope that they will establish a museum
for the artist. However, their pleas remain so far un-
answered—reflecting, perhaps, the ambivalent post-
modern official position and public opinion regarding
Egypt’s cosmopolitan past.

143 Albert Memmi, The Colonizer and the Colonized, trans.
Howard Greenfeld (London: Souvenir Press, 1974).

144 Shenhav, Qélonialiyiit ve-hamasab ha-postgéloniali,

12-13.

55

In Portrait du colonisé precede du portrait du col-
onisateur (1957), Memmi discusses those foreign-
locals whom he related to as “those who are neither
colonizers nor the colonized” (or those “deceived
by colonization”): “the nationals of the other pow-
ers (Italians, Maltese of Tunisia), the candidates for
assimilation (the majority of the Jews), the new-
comers (Corsicans in Tunisia, Spaniards in Alge-
ria) [... and] the agents of authority recruited from
among the colonized themselves."*5 For Memmi,
their concrete situation, economic and psycholog-
ical, in the colonial complex, in relation to the col-
onized on the one hand, and the colonizers on the
other, accounts for their image. For Memmi, even
the poorest among them, with “the little crumbs
that were given to them,” were differentiated from
the colonized by their unique in-between stance
with its own privileges not available to the colo-
nized: easier employment, less insecurity against
total poverty and disease, less precarious school-
ing, and more self-respect, as well as other consid-
erations by the colonizer.1*¢ While being favored,
more or less, over the colonized masses, they tend
to establish colonial-colonized relations with
them. At the same time, since they do not coincide
with the colonizing group, and since they do not
have the same role in the colonial complex, they
do differ from the colonizer—each one of them in
their own way.1#”

All these nuances, claims Memmi, are easily
readable when analyzing their relations with the
colonial act. The Italians of Tunisia, for example,
have always envied the French for their legal and
administrative privileges; however, they are never-
theless in a better position than the colonized—
they are protected by international laws, as well as
by their consulate. Often, far from being rejected
by the colonizer, it is they who hesitate between
assimilation into the local society and their fidelity
to their homeland. Finally, their common Europe-
an origin, a common religion, and foreign lifestyle

145 Memmi, The Colonizer and the Colonized, 57.
146  1bid, 43—44.
147 Ibid.
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and habits, in most cases bring them sentimental-
ly closer to the colonizer.

If we look at the state of the Jews, continues
Memmi, their constant and justified ambition
was to escape from their colonized status. To do
that, they try to resemble the colonizer in the con-
fessed hope that he will cease to recognize them
as different from him. Hence, their efforts to forget
the past, to change their collective habits, and to
adopt enthusiastically the language, culture, and
Western manners of the colonizer. But even if
the colonizer does not always openly discourage
these candidates for assimilation, he does not al-
low them to succeed either. They live, thus, a pain-
ful and constant ambiguity: on the one hand, the
colonizer rejects them, and they share partly the
concrete situation of the colonized and have cer-
tain partnerships with them; on the other hand,
they reject the values of the colonized as belong-
ing to a “fallen world"—a world they hope to es-
cape with time.*® The most recent assimilates
are generally situated well beyond the average
colonizer. They claim to be more colonizing than
the colonizer. They display a haughty contempt
for the colonized, and persistently recall their
borrowed nobility, which is often contradicted
by their common greed and brutality. Surprised
by their privileges, they indulge them while anx-
iously and decisively defending them. And when
colonization comes to peril, they contribute to it
its most dynamic defenders, its shock troops, and
occasionally its provocateurs.149

Those among the colonized who are recruited
for jobs as bureaucrats, superior employees, lead-
ers, police officers, etc., form a category of colo-
nized who pretend to escape from their political
and social condition, claims Memmi. But, since to
do so they choose to stand to the right of the colo-
nizer and defend his interest, they end up adopt-
ing his ideology, even with regard to their own
people and with regard to themselves. In the end,

148  Ibid, 45.
149 Ibid, 45—46.
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all of them are more or less mystified, more or less
beneficiaries, disillusioned to the point they ac-
cept the unjust system (i.e. they defend it or resign
themselves to it), which heavily weighs upon the
colonized. For Memmi, they were all deeply sat-
isfied by being in a better position than the colo-
nized, although they never fully assimilate in the
baseness, though the colonizing act presses them
toward it.!50

It is difficult to answer what exactly the foreign-
local artists working in Egypt during the interwar
period actually thought of Egyptian society, or how
they perceived their place in it, since they didn’t
leave behind autobiographies. A second obstacle
is our difficulty in defining them as artists. In other
words, it is difficult to determine to what extent did
they worked in isolation (whether in their private
dwellings or in designated studios), to what extent
they were subjected to the orientations of the jour-
nals’ owners and editors in which their caricatures
were published, or whether their cultural artifacts
were the result of modes of social cooperation—
the result of collaborative production.

However, clues regarding their unique foreign-
local weltanschauung, or their cosmopolitan iden-
tity, can be gathered from their visual works. As, for
example, in one of the headers of Sannai“s journals,
from September 1904.15! Sannu‘, who constantly
changed the name of his journal and consequent-
ly the design of its headers, persistently used a
symmetrical design. In the center of the headers
he always placed his self-portrait, in image or in
text—him being Abu Naddara. In the design cho-
sen, despite slight differences between 1904 and
1910, the title Abu naddara was always placed in
the center, above it a second attribute related to
Sanna‘—his glasses. To the left of Sanna, a com-
position titled “Orient” was placed, composed of

150 Ibid, 46.

151 The header can be seen at http://kjc-svo36.kjc.uni-
heidelberg.de:8080/exist/apps/naddara/journals.
html?collection=/db/data/commons/Abou_Naddara/
Journals/igo4. Last accessed February 1, 2019.
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a series of items related to the East (agricultural
goods and two buildings that can be identified as
mosques with a minaret towering above them),
as well as an Oriental man, dressed in appropri-
ate garments (a glabiyya, qaftan, and turban). To
the right of Sannu‘, a composition titled “Occi-
dent” was composed of Western architecture and
industrial goods (gearwheel and an anchor)—
apparently symbolizing Western modernity. A
man dressed in a three-piece suit and a bowler hat
stood to the left of it. The position of Sanna‘ in the
center of this composition can be read as reflect-
ing Bhahba'’s in-between culture, or “third space”:
Sannu‘ or Abu Naddara in the center does not be-
long to the Occident or to the Orient; or maybe he
belongs to both. “The possibility to be anything,”
wrote Ronit Matalon, “occasionally meant being
nothing in the Levantine context.”’52 Kahanoff,
also did not think she was “both” (gam ve-gam);
but rather that “at the end, we were nothing.”53

Through discussing the imagery designed by
those artists who were “neither colonizers nor
the colonized,” Cartooning for a Modern Eqypt re-
veals the importance of the artists’ cosmopolitan
experience and identity for the domestication
processes of the caricature in the Egyptian press.
Should we read caricatures from the colonial pe-
riod as merely a Western product assimilated into
Egyptian culture as is? Was the cultural transfer
controlled and thought through carefully? Can a
line be drawn between the allowed and the avoid-
ed in the procedures of adaptation?

Some will argue that the caricature in Egypt was
in its formative years, nothing more than a mere
copy of the European genre (or of its branch in
the United States), at least regarding the form and
style of the caricature, and that the artists work-
ing in Egypt looked at the caricature in Europe as a

152 Ronit Matalon, “Ha-La$én ve-ha-bayit: dvarim be-kintis
al safriit ve-hagira,” Mi-Qardv 2 (Summer 1998), 169.

153 Jacquelin Kahanoff, Mi-Mizrah semes (Tel Aviv: Yariv,
1978), 16.
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model for borrowing and imitation. Indeed, illus-
trated journals in Egypt, which began publishing
caricatures, did declare in their first years of dis-
tribution that they look at satirical journals such
as the British Punch, the German Simplicissimus
(1896-1967), or the French La Caricature (1880-
1904) as models to work by.154

In addition, many caricatures from the Egyp-
tian journals display similarities (in their themes,
styles, compositions, and design) to caricatures
published in European journals. For example, a
caricature published in May 1922 in al-Kaskal al-
musawwar presented an image of Egypt as a lo-
cal woman with the caricatured personification
of Britain, John Bull (fig. 3.5).1%° Both “Egypt” and
“Britain” stand on scales, measuring their weight
following the war. This composition, by Santes,
quotes a caricature published in the French sa-
tirical journal [Assiette au beurre (The Butter Plate,
founded 1901), in December 1903.156 Santes simply
switched the French personification of Marian,
symbolizing the French Republic, with the person-
ification of Egypt. This artistic quotation is not a
rare example, and, as will be seen in the following
chapters, many of the local Egyptian works quot-
ed, borrowed, and reproduced attributes, types,

154 As for Punch, it served as a source and a model for the
emergence of satirical journals from London to Asia
to Australia. For Punches and Punch-like magazines in
nineteenth- and twentieth- century Asia (from Egypt
and the Ottoman Empire in the West via British India
up to China and Japan in the East), see Hans Harder
and Barbara Mittler (eds.), Asian Punches: A Trans-
cultural Affair (Heidelberg; New York: Springer; 2013);
for Indian satirical journals that used Punch as a work
model, see Partha Mitter, Art and Nationalism in Colo-
nial India, 1850-1922 (Cambridge: Cambridge Univer-
sity Press, 1994).

155 Juan Santes, “al-Istiglal wa-l-wazn, al-Kaskal al-
musawwar 54, May 28, 1922, 8.

156 Valerie Rottembourg, “Aprés la campagne,” [Assiette au
beurre 140, December 5, 1903, 7. The caricature can be
seen at https://gallica.bnf.fr/ark:/12148/bpt6ki047956x/
f7.item. Last accessed on January 11, 2019.
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FIGURE 3.5 Independence and Weight. Juan Santes, “al-Istiglal wa-l-wazn,” al-Kaskul al-musawwar 54, May 28, 1922, 8.
HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY
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personifications, and full compositions from,
mainly, the European visual culture spheres.

What was the importance of the image’s source
to the local audiences? One might claim that since
[Assiette au beurre did not circulate in Egypt and
was probably known to only a few intellectu-
als, then the artistic quotation was irrelevant for
the purpose of the image performing as counter-
discourse. However, other artists used better
known sources, as in the case of a caricature pub-
lished in al-Itnayn in February 1935 (fig. 3.6).157 The
caricature, titled “Dars fi al-gugrafiya” (“A Lesson
in Geography”), depicts the high commissioner to
Egypt and the Sudan at the time, Sir Miles Wedder-
burn Lampson (served 1933-1936), standing with
his legs spread wide open above Egypt and Sudan,
as a symbolic visual reference to his post.

The unknown artists quoted a caricature by Lin-
ley Sambourne, “The Rhodes Colossus,” which was
one of the most familiar of all nineteenth-century
political caricatures.’>® This caricature became
for many “the archetypal image of British impe-
rial power,” claimed Richard Scully!5 The image,
first published in Punch in December 1892, depicts
Cecil Rhodes (1853-1902) towering over the Afri-
can continent.'80 Punch editors linked Rhodes’
surname to one of the seven ancient wonders of
the world—the Colossus of Rhodes, a statue erect-
ed in the ancient Greek city of Rhodes (capital of
the island state of the same name). The statue de-
picted Helios the sun god, the city’s patron deity,

=n

157 “Darsfial-gugrafiya,” al-Itnayn 36, February 18, 1935, 8.

158 E. Linley Sambourne, “The Rhodes Colossus,” Punch,
or The London Charivari, December 10, 1892, 266. The
caricature can be seen at https://archive.org/details/
punchvoliozaloglemouoft/page/266. Last accessed on
January 1, 2019.

159 Scully, “Constructing the Colossus,” 120.

160 Sambourne was a junior cartoonist at Punch. Al-
though he was the one who composed the drawing,
the image was actually a collective effort by numerous
hands—namely the editorial staff which convened
every Wednesday to review the events of the week in
order to determine the content of the new edition. Ibid,
125-126.
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and it was designed and built between 294 and 282
B.C. A sixteenth-century engraving by Maerten van
Heemskerck perpetuated the myth that the statue
originally stood astride the entrance to Rhodes
Harbor.16! Scully estimated that this image pro-
vided inspiration for Sambourne’s caricature—at
least in terms of the pose and the accessories used
in “the Rhodes Colossus.” However, and as Scully
specifies, the pun was not very original, and the
joke was already in general circulation around the
time the caricature was published and had already
become a commonplace in the comic press.162
The original Colossus of Rhodes was well-
known to those members of the Victorian middle
classes who read and wrote for Punch. As one of
the seven wonders of the ancient world, it was a
fixture in the rote learning of basic facts required
by the contemporary school system, and the Victo-
rian obsession with classical language and history
would have underscored such knowledge. Famil-
iarity with all kinds of classical minutiae was part
of the shared culture of Victorian Britain.!63 This
familiarity was essential for reading Sambourne’s
caricature. In any case, the importance of Sam-
bourne’s cartoon grew over time, as it was copied
and imitated by numerous other caricaturists.
Was the caricature “A Lesson in Geography,’
published in al-Itnayn, read by the Egyptian au-
diences as quoting “The Rhodes Colossus” or
its source? The answer to this question remains
unresolved, as is also the case in regard to the
Egyptian audience’s familiarity with the French
source of the caricature published in al-Kaskiu!
al-musawwar. In neither case was the source pub-
lished in the Egyptian press alongside the artistic
quotation. One might claim that the agency of
the caricatures as counter-images does not lay in
the ability of their audiences to read all the layers
of symbolic representations embedded in them.

161 The engraving can be seen at https://[www.rijksmuseum
.nl/nl/collectie/RP-P-1904—3301. Last accessed on 24
June 2018.

162  Scully, “Constructing the Colossus,” 127-128.

163  Ibid, 126.
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FIGURE 3.6 A Lesson in Geography. “Dars fi al-gugrafiya,” al-Itnayn 36, February 18, 1935, 8.
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With that being said, these images do attest to
their artists’ weltanschauung and cultural capital,
and it should be assumed that while designing the
caricatures, the artists directed them to audiences
who could read all the allusions, explicit or not, in
the visual compositions—whether relating to arts,
literature, theatre, movies, fashion, or other cultur-
al products—whether from the Egyptian’s, Arab’s
or Muslim’s cultural stock, or from other cultural
spheres.

One might also argue, in this context, that the
counter-images discussed in this book were pub-
lished in journals which do not necessarily repre-
sent the largest-circulation in the Egyptian press or
that the criticism expressed through this counter-
images does not represent the most popular po-
litical, social, or cultural stances. In other words,
the images we are dealing with were not from
the traditional press, especially the dailies, which
published caricatures only occasionally. However,
this regular journalism, prominent and central as
it was, does not tell the whole story of Egypt’s cul-
ture in the national-colonial era.

This book draws attention to the caricatures
of the cosmopolitan society as institutionalized
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counter-images, designed and distributed in the
context of Egypt’s national struggle for indepen-
dence, at a time in which the presence of minori-
ties, foreigners and immigrants reached its height.
The artists’ cultural capital and cosmopolitan
weltanschauung was not confined to their artistic
choices or sources for inspiration; rather, it con-
structed the caricature in Egypt in the first four
decades of the twentieth century as a visual rep-
resentation of the Other. However, this Otherness
stood for the Egyptian extra-territorial phenom-
enon of cosmopolitanism. In other words, this
imagery did not represent an Egyptian counter-
discourse, but a discourse of those who perceived
themselves as belonging, only to discover later
they did not. The images, symbols and composi-
tions used by the artists to draw their audiences’
attention reflects their unique gaze on Egypt's
past, present and future. A reflection of a culture
which, in Kahanoff’s words, “materialized in a bi-
zarre space, appeasing itself and degrading itself
simultaneously."164

164 Jacquelin Kahanoff, “Tarbiit nefel,” Davar, May 25,1973,
reprinted in Kahanoff, Bén sené ‘6lamét, ng.



CHAPTER 4

Caricature as Product
On Publishing, Publishers, and Readers

The caricaturist in the modern age aims at pro-
ducing an impression of discomfort with reality
by virtue of his status as an artist, not as a jour-
nalist. Therefore, the images he draws should be
read and discussed as works of arts—in contrast
to the perception of the caricature as an illustrated
article. Having said that, the caricature in Egypt,
from its appearance in the late nineteenth century
and through the first half of the twentieth centu-
ry, was not designed and sold as an independent
work of art. The artists working in Egypt in this
period worked for and through private and mostly
independent journals, which were marketed as
cultural products, and consumed in the open mar-
ket. Some of these journals had a wide circulation,
a few were amongst the most highly distributed
journals of the time, particularly in light of the
circulation numbers of the political parties’ jour-
nals and newspapers.! In addition, some of the
publishing houses that printed the journals dis-
cussed in this book became well established em-
pires. Caricatures and advertisements published
in the journals suggest that their owners aimed at
marketing them in the public sphere as a desirable
luxury product. Since the caricature was not sold
and marketed as an independent work of art, but
rather was distributed as part of a product which
was subject to political, economic, and commer-
cial constraints, this chapter will deal with these
contexts.

As an industrialized and commercialized work
of art, and as a mechanism for expressing and

1 Some of these political parties’ journals and newspapers
had low circulation rates, and one might claim were of low
quality. C. Wilton Wynn, “Western Techniques Influence
Party Newspapers of Egypt,” The Journalism Quarterly 25,
no. 2 (December 1948): 391.
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promoting the new Egyptian modern culture, the
caricature in Egypt in the first half of the twen-
tieth century was at the disposal of open public
discourse, which was conducted as part of public
opinion. The public discourse encouraged open
debates and discussions in civil spaces through the
free press and the freedom of opinion as a univer-
sal right of all Egyptian subjects.? Public opinion
in Egypt reached its full maturation in the interwar
years and gained considerable political and cultur-
al influence. The press served as the main mecha-
nism for its crystallization and institutionalization
by establishing public opinion amongst the ever-
expanding communities of reader-consumers.
The intensification of public opinion through the
interwar years was constantly nourished by the
parliamentary political culture, with its liberal and
pluralist character. This political culture mani-
fested itself in the constitution (which guaranteed
freedom of opinion, freedom of organization and
so forth), as well as in the representative institu-
tions of parliamentary rule. Le., in the inter-party-
political struggles, in the tensions between those
parties and the palace, in the existence of general
elections, and through the constant presence of
open public criticism. Other channels for the for-
mulation and institutionalization of public opin-
ion in Egypt were the intensification of Egyptian
theatre, song-writing, the movies, the radio, public
clubs, the coffee houses, the cultural associations,
rallies, and mass street demonstrations. The state
education system, which expanded considerably
in the period, also contributed to the development
and nurturing of public opinion consciousness.3

2 Gershoni, “Mab®,” in Bashkin, Kozma and Gershoni,
Lepasel tarbiit be-misrayim, 13.
3 Gershoni, Or ba-sel, 46.
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The publication of caricatures (especially in the
satirical journals) served as further evidence of,
and testimony to, this open public criticism.

The democratic discourse, which was the domi-
nant discourse in Egyptian civic society, evolved
from 1923 into the central framework of political,
cultural and intellectual life of the interwar years:
“a polysystem of texts, discussions, attitudes, per-
ceptions, representations, models, desires, strate-
gies, plans, practices and political and intellectual
struggles, which all focused on the search for the
theoretical and practical options of the implemen-
tation and operation of a democratic, constitu-
tional and parliamentary regime over the Egyptian
society.”* The basis for the democratic public opin-
ion and discourse was the multi-ethnic, multi-
religion, and multi-lingual civic society, which
constantly supported the parliamentary political
culture and saw itself as responsible for defending,
protecting and nurturing it.5 This society was “a co-
hesion of ever-expanding middle strata: urban and
educated communities, associations, organiza-
tions, bodies, federations of industrialists, traders
and bankers, trade unions of professionals, white
and blue-collar workers, labor unions, profes-
sional guilds, youth clubs, women’s organizations,
cultural and intellectual clubs, formal parties and
extra-parliamentary political movements.”®

In the press, the volume of printed materials,
which grew significantly after wwai, reflected, and
constituted a testimony to the expansion of Egyp-
tian civic society. Distribution cycles of dailies and
journals that barley reached thousands of single

4 Ibid, 45.

5 If we accept the interpretation of the visual composition
of the Egyptian flag at the time as representing the three
monotheistic religions (the crescent moon and three
stars), then it constitutes a visual embodiment of Egypt’s
pluralistic civic society of the time. For the different mean-
ings of the Egyptian flag at the time, see Elie Podeh, “The
Symbolism of the Arab Flag in Modern Arab States: Be-
tween Commonality and Uniqueness,” Nations and Na-
tionalism 17, no. 2 (2011): 435-436.

6 Gershoni, Or ba-sel, 46—47.
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copies prior to the war rose to over tens of thou-
sands of copies after the war.” In addition, hun-
dreds of new titles appeared in Egypt in the inter-
war period. A survey from 1937 specified over two
hundred and fifty titles in Arabic (of these, two
hundred were in Cairo) and sixty-five in other lan-
guages.® Accelerated technological developments,
which characterized the interwar period were a
major factor in the evolution of the press; among
them, the appearance of radio in the 1930s, which
became a medium for establishing the custom of
consuming the news, especially in urban commu-
nities.? The train system, which grew steadily, con-
nected the urban centers to the rif (rural areas) and
narrowed time and distance between them. Also,
Large scale electricity projects were carried out in
the interwar period, and these contributed to the
expansion and the consolidation of the press, as
well as to stimulating the distribution of the press
and developing other press genres.10

The journals’ criticism (whether through image
or text) was not meant to be received as isolated
cries of rage. Rather, the journals’ political and
social struggles were meant to be, and were con-
ducted, in the public sphere. Their owners wished
them to be politically efficient and to meaningfully

7 Ayalon, The Press in the Arab Middle East, 148-149.
Details from the survey were published in Ibid, 76.
While through the 1920s radio operated through pri-
vate hands, in 1931 it was transferred to government
control. May 1934 saw the first formal broadcast, and by
1939 the number of owners of radios in Egypt reached
eighty-six thousand (many of them were owners of
cafes and restaurants, which means that the number
of listeners was much higher). For the history of radio
broadcasting in Egypt see, Douglas Boyd, Broadcasting
in the Arab World: A Survey of the Electronic Media in the
Middle East (Ames: Iowa State University Press, 1999);
Virginia Danielson, The Voice of Eqypt: Umm Kulthum.
Arabic Song, and Egyptian Society in the Twentieth
Century (Chicago: University of Chicago Press, 1997),
84-87.

10  For electricity projects in Egypt in the interwar period
see, Robert Vitalis, When Capitalists Collide: Business
Conflict and the End of Empire in Eqypt (Berkley: Uni-
versity of California Press, 1995), 63-103.
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intervene in the cultural sphere. It seems that the
journals’ owners, as well as the artists working for
them and through their journals, were willing to
pay a personal price for their desire to be active
in the public sphere. Thus, for example, Fawzi, the
owner of al-Kaskul al-musawwar, was imprisoned
on the grounds of his journal’s publications and
the criticism directed at the Wafd. The caricaturist
Raha served a four-year sentence for caricatures he
drew criticizing the king, after which he returned
to drawing caricatures. Fawzl's imprisonment in-
cited further criticism, led by Fawzi and his jour-
nal, of the incumbent government and its leader

FIGURE 4.1

The Owner of al-Kaskul in His Prison Cell.
Juan Santes, “Sahib al-Kaskul fi signihi,” al-
Kaskul al-musawwar 161, June 13, 1924, 20.
HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

Zaglal. In June 1924, Fawzi was depicted sitting
in his prison cell in a caricature published in al-
Kaskul al-musawwar; while Zaglal holds the keys
to his cell—apparently guilty of Fawz1's imprison-
ment (fig. 4.1).1! The text accompanying the image
was a monolog by Fawzi: “I know now you can
physically isolate the human being from his fel-
low brothers; however, you cannot incarcerate his
mind.”

11 Juan Santes, “Sahib al-Kaskul fi signihi," al-Kaskul al-
musawwar 161, June 13, 1924, 20.
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Although the satirical journals in Egypt ad-
dressed social issues, their main purpose during
the interwar years was to question and explore the
political position Egypt was facing and its national
aspirations and objectives. Accordingly, the re-
sponses of the alternating governments to the
caricatured images were mostly political ones. The
Press Law of 1881 was reimplemented in March
1909, and on the one hand caused the closure of
many journals, and on the other deterred others
from publishing new ones.!? The articles of the
1909 Press Law determined that each newspaper
or journal needed to send five copies of each new
issue to the Department of Publications in the
Ministry of the Interior for inspection; any change
in ownership or the identity of the journals’ edi-
tors which dealt with political, administrative or
religious issues needed to be immediately report-
ed to the Department of Publications; newspapers
and journals which dealt with these issues were
obliged to obtain a government license for pub-
lishing a newspaper; owners of presses needed
to apply for permission to publish newspapers
and journals; and the names and addresses of
the printing houses which published a given title
needed to appear on each issue published.!3

wwi1 brought with it the application of Mar-
tial law and the intensification of censorship over
the publication of newspapers and journals, as
well as of correspondence into and out of Egypt.
To these circumstances one should add the wors-
ening of the economic situation of the country.

12 The press law was first implemented on November
26, 1881 and established some regulations over the lo-
cal press. On March 1909, a government decision was
made, with the encouragement of Eldon Gorst, the
British general consul to Egypt between 19071911, to
reinstate the 1881 Press Law, which had gone out of use
in 1894. The law was implemented on March 27, 1909.
For a discussion on the events which lead to its re-im-
plementation, see Ibrahim ‘Abduh, Tatawwur al-sihafa
al-Misriyya, 1798-1951 (Cairo: Maktabat al-Adab, 1951),
87-88.

13 The articles of the 1909 Press Law are discussed in Fah-
my, Ordinary Egyptians, 103-104.
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Consequently, titles of limited scope ceased publi-
cation, and overall, there was a significant decline
in Egyptian journalistic activity until the 1920s.14
Yet, some satirical journals thrived through the
war years, such as al-Masamir: garida wataniyya,
fukahiyya, adabiyya, intigadiyya (The Nails: A Criti-
cal, Literary, and Humorous Nationalist Journal,
first published on February 19, 1909).

The end of wwi, and the dissolution of the Ot-
toman Empire, created a new reality for the Egyp-
tian press. On April 19, 1923 the constitution was
established, defining Egypt as a parliamentary
monarchy, and guaranteeing, at least in theory,
the freedom of the press. Article 14 of the con-
stitution states that “the freedom of opinion was
guaranteed; any person can express himself orally,
in writing, in painting or in any other way” (my
emphasis).1> Article 15 addresses the press directly
and states that “the censorship on the press is for-
bidden. Publishing warnings to newspapers, sus-
taining them or confiscating them through admin-
istrative means are forbidden as well."’¢ Having
established that, this freedom was permitted only
“within the limits of the law” (fi hudud al-qanun),
and administrative actions were permitted against
the press whether or not they were needed in order
to defend the “social order” (nizam al-igttima).\”
In addition, the constitution permitted the king to
declare a state of emergency, which allowed him
to disable the printing presses and to prohibit any
publication which in his opinion jeopardized the
social order.!® As Ayalon indicates, these restric-
tions over the freedom of the press dismissed
the articles of the constitution, and furthermore
the 1881 Press Law was never officially dismissed,

14  For wwr’s economic effects on Egypt see, Ellis Gold-
berg, “Peasants in Revolt-Egypt 1919, International
Journal of Middle East Studies 24, no. 2 (1992): 261—280.
Goldberg focusses on the rif population, however he
also discusses the urban one.

15  The articles of the law were published in al-Waqa?’ al-
Misriyya 42, April 20, 1922, 2—9.

16 Ibid, 2.
17 Ibid.
18 1bid, 3.
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and so it was possible to interpret the expression
fi hudid al-ganin as meaning under the limits of
that law.19

And indeed, the interpretation of the law and
of the constitution was subject through these de-
cades to the whims of the palace and its agents in
the various governments. Thus, when in June 1930
Mustafa al-Nahhas (the leader of the Wafd after
Zaglul's death; his government served between
January 1930 and June 1930) submitted his resigna-
tion to the king, King Fu’ad managed to assemble a
minority-government, without the Wafd and Hizb
al-Ahrar al-Dustariyyun. Fuad invited Isma‘l Sidqt
(1875-1950) to head the new government, which
aimed to undermine the political parliamentary
order established in 1923 and to establish an auto-
cratic regime. The new government, which served
between June 1930 and September 1933, as well as
the following one headed by ‘Abd al-Fattah Yahya
(his government served between September 27,
1933 and November 14,1934), established a new po-
litical dictatorial order, which was defined by con-
temporary intellectuals as a constitutional coup
(al-inqgilab al-dusturt).2° In October 1930, a new
constitution came into force that contracted the
powers of the parliament as a legislative authority
and expanded, in contrast, the powers of the ex-
ecutive authority, hence intensifying the political
power and the authority of the palace. In June 1931,
a new Press Law came into force. The articles of
the new law elaborated the stipulations on those
who wished to publish a newspaper or a journal,
among them the obligation that the editor or edi-
tors of the title will be Egyptians, whether it was
published in Arabic entirely or partly; the age of
the editors could not be younger than twenty-five;
and their reputation needed to be intact.?! Only
with the new government of Tawfiq Nasim (serv-
ing between November 1934 and January 1936),

19  Ayalon, The Press in the Arab Middle East, ng.

20  For the events leading to al-Nahhas resignation, see al-
Sayyid Marsot, Eqypt’s Liberal Experiment, 129-137.

21 For a partial publication of the law’s articles, see al-
Ahram, June 18,1931, 6.
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which was aware of the weakness of the ill king
and his susceptibility to the growing pressures of
the Wafd and Hizb al-Ahrar al-Dustariyyan, was
the 1930 constitution abolished and the parlia-
ment dissolved. The reenactment of the 1923 con-
stitution accrued in December 1935.22

As the frequency of judicial proceedings against
the journals that published caricatures had in-
creased throughout the 1920s and 1930s, the issues
of censorship, the press laws and the role of the
newspaper/journal as defending the freedom of
speech was constantly discussed in the different
titles, as well as in the caricatures of the period.
Thus, for example, a caricature which documented
the funeral procession of the censorship on the
grounds of its death on May 14, 1921, was published
in al-Lat@’if al-musawwara a week after its alleged
funeral (fig. 4.2).23 The deceased’s coffin was escort-
ed by representatives of different newspapers and
journals, among them al-Lata’if al-musawwara as
a young child (probably as an embodiment of the
short period in which this title was printed with
comparison to the otherrepresentatives), al-Ahbar,
al-Mugattam (The Broken, named after the range of
hills east of Cairo,1888-1952), al-Ahali (The Family),
al-Burs (The Stock Exchange), and so forth. The pro-
cession was led by an officer, who was identified as
“the Law of Printed Materials,” which the editor en-
titled in the text as “the deceased’s father, meaning

22 The reenactment of the 1923 constitution became pos-
sible following the declaration of the “National Front”
(al-Jabha al-Wataniyya) signed by representatives of
all major parties and which was delivered to King Fu’ad
alongside a demand to reopen the negotiations with the
British over Egypt’s independence based on the talks
which were interrupted in 1930 between al-Nahhas and
Arthur Henderson. For the eventsleading to the forming
of the National Front, see al-Sayyid Marsot, Eqypt’s Lib-
eral Experiment, 171-177. Some researchers, such as Ger-
shoni, see the National Front as a testimony to the power
of the intellectuals’ criticism and its pivotal role in shap-
ing public opinion. See Gershoni, “Mabé’,” in Bashkin,
Kozma and Gershoni, Lepasel tarbiit be-misrayim, 21.

23  Aihab Hulusi, al-Lata@’if al-

musawwara 328, May 23, 1921, 2.

untitled caricature,
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FIGURE 4.2 The Censorship’s Funeral. Athab Hulasi, untitled caricature, al-Lata@’if al-musawwara 328, May 23, 1921, 2.

STERLING & BASS LIBRARIES, YALE UNIVERSITY

the one actually responsible for the application of
censorship.”

The issue of the freedom of the press and the
restrictions applied to the activities of newspapers
and journals by the regime were the focal point of
many caricatures. An example was published in
Ruz al-Yusufin November 1934 (fig. 4.3).24 The cari-
cature depicts the press as a young woman chained
to a poll. Representing the press as a woman was
its most frequent visual representation in interwar
caricatures. This choice was not unique to the

24 “Hurriyyat al-sihafa” Ruz al-Yusuf 353, November 26,
1934, frontispiece.

Egyptian sphere; rather it reflected the visual tra-
ditions of representing the post-French revolu-
tion civic ideas as women (such as liberty, justice,
and equality), which characterized the European
arts. In the image from Riz al-Yisuf, the press was
dressed in a simple, long dress with short-sleeves,
and appeared with bear feet. Her hair was de-
signed following the latest European fashion. In
fact, none of the young woman’s attributes speci-
fied her as “the press,” “freedom,” or Egyptian in
any way.?% The identification of the woman as “the

25  Occasionally, artists showed “the press” in the Egyptian
caricature holding a pen or a rolled sheet as attributing

symbols. See, for example, “Qull di al-sihafa, wa-min
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FIGURE 4.3 The Freedom of the Press. “Hurriyyat al-sihafa,” Riz al-Yisuf 353, November 26,

1934, frontispiece.

THE JOSEPH REGENSTEIN LIBRARY, THE UNIVERSITY OF CHICAGO

press” is accomplished through the text beneath
the image:

“Prime Minister Nasim: What's wrong with her, al-

Misri Efendi, why did they do that to her?

dah illt bi-yahnikur?” al-Lat@if al-musawwara 103,

March 30, 1936, 24.

Al-Misr1 Efendi: This is the press, oh Pasa, and
for four years she has been in this heavy sadness.
She couldn't free herself until recently, and with
god’s help your government will free her and untie
her chains.”

One can argue this un-Egyptianized version of the
press was meant to be just that—a universal em-
bodiment of the post-French revolution civic ideas
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as women. Having said that, one wonders wheth-
er without the text accompanying the caricature
one could have recognized it at the press, where
there were no visual attributes identifying her
as such.

A month later, the issue of the freedom of
the press was discussed again in Ruz al-Yusuf
(fig. 4.4).26 This time, the incoming prime minister,
Tawfiq Nasim, was depicted as Papa Noel, holding
in one hand the Christmas tree and in the other a
walking cane. Three dolls are hanging around his
neck—apparently representing the presents Papa
Noel distributes in honor of the New Year (Christ-
mas, according to nineteenth-century Christian
traditions). On the ground, beneath his feet, sits
a young woman with her hands tied. The young
woman is dressed in a plain sleeveless dress, which
exposes her legs—also tied. The captions beneath
the image clarify it:

“Honorable Papa Noel Nasim Pasa: What present

do you want to receive in honor of the New Year?
The Press: Can there be a better present than

untying my chains and returning my freedom?”

There is nothing new in the way the press was
depicted in this image, in comparison to the cari-
cature published a month earlier. However, the
editors of Riiz al-Yisuf found it necessary to clarify
in the image from December that Papa Noel is “a
legendary [haraft] personality, which according to
the myth distributes presents in honor of the New
Year” Ignoring the misidentification of the Chris-
tian tradition with a New-Year’s Eve tradition, one
can assume that the editors thought the image of
Papa Noel would not be readable to all viewers.
In any case, both caricatures reflected the hopes
of Ruz al-Yusuf that the incoming prime minister,
Tawfiq Nasim, would revoke the 1930 constitution
and restore the 1923 one, and with it the freedom

26  “Hadayat ras al-sana,” Ruz al-Yiasuf 358, December 31,
1934, 11.
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of the press—which did happen in December
1935.

In October 1935, Riz al-Yusuf was celebrating
its ninth year of activity with a special issue. The
frontispiece caricature of that issue depicted Don
Quixote and his squire, Sancho Panza, retreating
from an attack on a windmill (fig. 4.5).27 Beneath
the windmill sprawled on the ground are some of
Egypt's former prime ministers, among them one
can recognize Sidqi and Muhammad Mahmud
(his first government served between June 1928
and October1929). The text beneath the caricature
is as follows:

“Ruz al-Yusuf enters her 10th year ...

(Don Quixote is an ancient rider who tried to fight
windmills!)

Nine years and the buckets of the windmill are still
turning

Sa‘d watched over her, Sa‘d’s heirs guarded her
How many Don Quixotes before you tried to stand
in her way

His right hand was paralyzed, his lucky star has
fallen

And his character—a lesson for the world and its
creatures!”

According to this text, the windmill is Riz al-Yasuf,
with which many Don Quixotes (i.e. the prime min-
isters of Egypt) tried to fight throughout its years
of activity. However, they failed, and the windmill
continued to work. The narrative described in
these lines stands in contradiction to the literary
text of Don Quixote. In the romance, Don Quixote,
the picaresque hero with a distorted perception
of reality, is the one who wanted to wage wars for
justice—wars which were for the hopeless. How-
ever, in this frontispiece the windmill is the one
fighting the war for justice, while Don Quixote and
those like him are marked as its enemies.

27  “Ruz al-Yiusuf tadhulu fi sanatiha al-‘asira,” Ruz al-Yusuf
349, October 29, 1934, frontispiece.
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FIGURE 4.4 New Year’s Present. “Hadayat ras al-sana,” Ruz al-Yusuf 358, December 31,1934, 11.
THE JOSEPH REGENSTEIN LIBRARY, THE UNIVERSITY OF CHICAGO
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FIGURE 4.5 Ruz al-YusufEnters Her 10th Year. “Ruz al-Yusuf tadhulu fi sanatiha al-‘asira,” Ruz al-Yisuf 349, October 29, 1934,
frontispiece.
THE JOSEPH REGENSTEIN LIBRARY, THE UNIVERSITY OF CHICAGO
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An example of a caricature which dealt with
the frustration of the different representatives of
Egyptian governments in face of the journal’s ac-
tivity can be seen in a caricature published in June
1924, which documented a dialogue between Prime
Minister Mahmud and the head of the Printing
Department at the Internal Office.?8 Mahmud
was depicted as being furious about Riz al-Yisuf’s
continued activity. He demanded the immediate
shutdown of the journal and could not under-
stand how it continued to publish after he closed
it on more than one occasion. Indeed, suspensions
were forced on the journal, according to a number
of sources, more than once on the grounds of the
caricatures it published. The image depicted is a
typical example of how journals dealt with those
suspensions, meaning depicting the current prime
minister as the “current fiend,” and the journal or
the press as his victims. Yet, occasionally, the issue
was dealt with in a different manner—a comic one.
In September 1934, al-Itnayn responded to an in-
terview with the Minister of the Interior regarding
the amended Press Law. The column in al-ltnayn
presented, in image and text, ten journalists, in-
cluding the caricaturist Santes. All participants in
the composition threaten to abandon their jobs
and to turn to other pursuits, if the amended Press
Law came into force: Fatima al-Yasuf, for example,
was depicted as a nanny, wandering Garden City;
Santes was depicted as a shoe cleaner; Husayn
gaﬁq al-Misri was depicted as a fortune teller, and
so forth.29

As an ever-growing audience of potential con-
sumers developed and as an ever-growing and
diverse body of entrepreneurs of newspapers and
journals developed, the distribution of the carica-
ture remained subject to political constraints. I am
unable to determine to what extent the caricatur-
ists were censored by the editors for whom they
worked. The views they expressed in their images,

28  Iskandar Sarthan, untitled caricature, Riz al-Yisuf157,
June 13,1924, 5.

29  “Fi maydan al-imal al-hurra,” al-Itnayn 15, September
24,1934, 6-7.
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whether signed or not, reflected, for the most part,
the views of the journals that served as their plat-
forms for publication. In addition to the political
constraints, the journals, and consequently the
caricaturists, were subject to economic, social,
and cultural forces. First, the journals’ profitably
was a prerequisite for the distribution of the cari-
cature amongst as many consumers-readers as
possible—a fact reflected in the expanding space
for advertisements in the journals that published
caricatures. A second issue relates to the question
of who could afford to buy an illustrated journal in
Egypt in the first half of the twentieth century. As
opposed to the European markets, where carica-
tures were sold as isolated works of art in designat-
ed shops, in the Egyptian sphere, caricatures could
be bought and read only through newspapers and
journals.30

Yet, the editorial boards of the illustrated jour-
nals encouraged readers to cut out the caricatures
from the journal, frame them, and hang them on
their walls, as works of art. An advertisement en-
couraging readers to do this appeared in al-Itnayn
in November 1934 (fig. 4.6).3! The ad pleaded with
the readers to cut out Santes’ “beautiful artistic
plate[s],” frame them and decorate their homes
with them, and claimed once they had received
that treatment, the caricatures’ value would raise.
This practice may have crossed social boundaries,
as can be seen in the caricature published in Ahir

30 Shops that sold caricatures in Paris and London, for ex-
ample, presented caricatures in their windows, allow-
ing random passersby to view some of the works. For a
short history of this distribution method, see McPhee
and Orenstein, Infinite Test, n1-15. It was also possible
to buy caricatures in other European cities, such as in
Berlin, through agents—some were “young children,
rag-pickers, and other less savory characters [who]
sold literature and prints from house to house, in the
streets, and in taverns.” Mary Lee Townsend, Forbidden
Laughter: Popular Humor and the Limits of Repression
in Nineteenth Century Prussia (Ann Arbor: The Univer-
sity of Michigan Press, 1992), 78.

31 “Lawhat fanniyya gamila,” al-Itnayn 23, November 19,
1934, 28.
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FIGURE 4.6 Beautiful Artistic Plates. “Lawhat fanniyya gamila,” al-Itnayn 23, November 19, 1934, 28.
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FIGURE 4.7 The Value of Art. Birnad, “Qimat al-fann,” al-Itnayn 77, December 2, 1935, 17.

PENN LIBRARIES RESEARCH ANNEX

sa‘a al-musawwara (fig. 3.1).32 I have not been able
to discover whether the lower strata of Egyptian
society actually appreciated and consumed carica-
tures as works of art. However, other caricatures
lampooned such people for their cultural igno-
rance, especially in regard to the arts. For example,
a caricature published in al-Itnayn in Decem-
ber 1935 dealt with the art of painting (fig. 4.7).33
Above the title, “the Value of Art” (Qimat al-fann), a
young efendi is seen painting a picture of a house.
Behind him stands a man, identified through the
dialogue as a fallah, looking at the painting. The
dialogue between the two is as follows:

32  Iskandar Saruhan, “Kahk al-id, Ahir sa‘a al-musawwara
127, December 13, 1936, 11.

33  Birnad, “Qimat al-fann” al-Itnayn 77, December 2,
1935, 17.

“The painter (to the fallah): Know that, once I will
finish this painting of the house, I will sell it for a
thousand Egyptian Pounds.

The fallah: Who is the madman who will buy
a painting for a thousand Egyptian Pounds if he
could buy the whole house for five hundred Egyp-
tian Pounds?”

1 Publishing and Publishers

The entrepreneurs of the satirical, illustrated, and
popular journals in Egypt were an eclectic group
from the educated strata of society, mostly men
with different political agendas. Overall, the press
in Egypt was a male enterprise, despite the fact
that beginning in the 1880s there were women’s
journals published by women, written by women,
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and directed to a female audience.3* However, re-
garding the satirical genre, there is little evidence
of female involvement—neither in the owner-
ship of journals, nor in writing or in the artistic
sphere—except for the involvement of Fatima al-
Yusuf. Al-Yasuf described in her autobiography the
difficulties women faced when choosing a journal-
istic career (and in the public arena at large).3 For
al-Yusuf, these difficulties laid in the fact that men
saw in women only a means for entertainment
(lahw),36 or an object (mata“).3”

Six of the journals discussed in Cartooning
for a Modern Egypt were owned by Syrian immi-
grants of Greek-Orthodox origin who emigrated
to Egypt in the late nineteenth century. Al-Lata@’if
al-musawwara was published by Makariyus, the
son of a Greek Orthodox family, who emigrated to
Egypt from Beirut in 1884. Makariyts’ father, Sahin
(1853—1910), was the co-editor, together with two

34  On the eve of the 1919 revolution, approximately thirty
journals written by women and directed at a female
audience were published in Egypt. Baron mentioned
that women writers at the beginning of the twentieth
century were not overtly political in their writings,
meaning that they did not discuss national political is-
sues. Rather, they focused on discussions of the family
and women’s role in society in the context of increas-
ing Egyptian nationalism and the re-imagination of the
Egyptian community. The women'’s journals served as
a platform for discussions of marriages and divorce,
women’s education, and employment options, as well
as women’s isolation, the wearing of the veil, and so
forth. At the same time, journals provided tips for how
to do household chores and advice on cultivating the
self and on relationship issues. For Baron’s discussion
of the beginning of the women’s press and its social
and political context, see Beth Baron, The Women’s
Awakening in Egypt: Culture, Society, and the Press (New
Haven and London: Yale University Press, 1994). For
a discussion of the interwar women’s press, see Aglal
Khalifa, “al-Sihafa al-nisa’iyya fi Misr, 1919-1939,” (MA
diss., Cairo University, 1966).

35  Al-Yasuf, Dikrayat, 99—-100.

36  The word lahw in Arabic can mean “entertainment” as
well as “a woman.”

37  Al-Yasuf, Dikrayat, 100.
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other Syrians, Ya‘qub Sarraf (1852—1927) and Faris
Nimr (1856-1951), of al-Mugtataf (The Collection,
Beirut, 1876-1884; Cairo, 1884-1952), the daily al-
Mugattam and the Sudan Times or al-Sudan—
an Arabic-English paper founded in Cairo and
Hartam in 1903 and published twice a week. The
name of al-Lat@’if al-musawwara was chosen in
honor of Makariyus' father’'s monthly, al-Lata’if
(Witticisms, 1886-1910).

Al-Musawwar, al-Fukaha, Kull say’ wa-l-‘alam,
al-Itnayn, and Kull say’ wa-l-dunya were all pub-
lished by the Dar al-Hilal publishing house, which
was owned by the Zaydan family. Girgi Zaydan
(1861-1914) emigrated to Beirut following the polit-
ical and social unrest which prevailed in the area
of Mount Lebanon in the 1840s. In 1882, Zaydan
emigrated to Egypt after being expelled from the
Syrian Protestant College (following his participa-
tion in a demonstration in favor of the Darwinist
faction).3® Ten years later he started publishing
al-Hilal: magalla ‘ilmiyya tarihiyya adabiyya (The
Crescent: Historical, Scientific, Literary Journal, first
published September 1892). After wwi, and under
the leadership of Zaydan’s sons, Imil and Sukri, the
journal flourished and the publishing house itself,
Dar al-Hilal, expanded its activities and began
publishing additional titles, among them the ones
discussed in this book.

How did the entrepreneurs of the satirical, il-
lustrated, and popular journals perceive their role
and the role of their journals within the Egyptian
public sphere? Makariyus wrote in the first issue
of his journal that al-Lata@’if al-musawwara aimed
to address writers and researchers, and yet to be
easy to read. He wanted the journal to be worthy
of keeping in libraries and universities, and “per-
haps [it] will be welcomed by the public” (my
emphasis).3?

38  Thomas Philipp, The Syrians in Egypt, 1725-1975 (Stutt-
gart: Franz Steiner Verlag Wiesbaden, 1985), 79.
39  Iskandar Makariyus, “Kalima,” al-Lat@’if al-musawwara

1, February 15, 1915, frontispiece.
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Al-Yasuf clearly had similar ambitions. She
mentioned in her memoirs that the idea of pub-
lishing a journal exclusively devoted issues related
to the high arts sprouted in a meeting with friends
at the coffee shop Kisab, in August 1924—a deci-
sion, she claimed, which was in response to the
absence of such journals in the Egyptian cultural
sphere.#® A number of writers and poets joined
this initiative and worked for the journal, with-
out being paid, out of a desire to contribute to
this artistic-journalistic endeavor. Among these
intellectuals, al-Yasuf mentioned Ibrahim ‘Abd
al-Qadir al-Mazini, ‘Abbas Mahmud al-‘Aqqad,
Ibrahim Ramzi, Muhammad Lutfi Gum‘, Zaki
Tulaymat, Habib Gamati, and Ahmad Rami.*!

However, and asmentioned, the journal changed
its format for the second time in June 1926, and
assumed a political character.#? Al-Yasuf argued
that she conceived the idea for this change in
response to the limitations of the market for art
journals, and in view of her growing interest in lo-
cal politics in the two years prior to the change.
Al-Yasuf’s involvement in Egyptian politics devel-
oped in the context of her friendship with Zaglal,
which led her to follow the development of the
national movement and to get “enthusiastic about
every demonstration in the streets calling for to-
tal independence.”*® From al-Yasuf’s description
of the chain of events that followed the decision,
one can also learn how she perceived herself as
a journalist and of her desire to be appreciated
as one. Al-Yusuf claimed that the Wafd used the
student card of the journalist and activist Munira
Tabit (1902-1967) in order to publish two jour-
nals—one in Arabic, al-Amal (The Hope), and the
other in French, l'Espoir (The Hope). The publica-
tion of these journals, allegedly by Tabit, was ac-
companied by press coverage, including a photo of
Tabit in one of al-Musawwar’s frontispieces under
the title: “the first Egyptian woman to enter the

40  AlYasuf, Dikrayat, 94—95.
41 Ibid, 98.

42 Ibid, 103, n2.

43 Ibid,103.
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press.” Al-Yusuf contacted Imil Zaydan and asked
him to publish her photo as well, and to credit her
work as a woman-journalist. According to al-Yusuf,
Zaydan refused, arguing that publishing her photo
was equal to free-publicity. Al-Yasuf thought the
main reason was the fact that Zaydan “didn’t see
her as Egyptian.4* Al-Yasuf’s accusation is curi-
ous considering Zaydan himself was the son of an
emigrant.

Browsing through the journals, it becomes clear
that the owners, editors, writers, and artists were
eager to place their journals in a prominent and
central position within the context of the political
arena. Those same publishers, writers and artists
were at the same time amongst the target audience
of the press, and they constantly deliberated on the
role of the press in the Egyptian public sphere. This
discourse is reflected in editorials on the history
of the press; on its responsibilities to the past, the
present, and the future of the press; on its successes
and failures; and in critical columns on the stances
and contents of their competitors’ newspapers and
journals.*> These self-referential discussions were
part of a wider discourse that was emerging at the
turn of the twentieth century on the “idea of liter-
acy,” its importance, and its social uses, as journal-
ists, reformers, religious scholars, women activists,
and government officials were all seeking to influ-
ence the literary practices of their time.*6

Caricatures addressed those same issues. In
March 1924, al-Kaskul al-musawwar published a
caricature in which the journal was depicted as
a lantern whose light prevented Zaglul from act-
ing as he wished to (fig. 4.8).#” Two weeks later the
frontispiece caricature of al-Kaskul al-musawwar

44  Ibid,105.

45  For a discussion of this self-referential discourse, see
Hoda A. Yousef, Composing Eqypt: Reading, Writing,
and the Emergence of a Modern Nation, 1870-1930 (Palo
Alto: Stanford University Press, 2016), Chapter one, es-
pecially 28—33.

46 Ibid, 27.

47 Juan Santes, “al-Kaskul yamna“® min hudur galasat
al-barlaman,” al-Kaskal al-musawwar 149, March 21,
1924, 16.
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FIGURE 4.8 Al-Kaskul Prevents the Convening of Parliamentary Meetings. Juan Santes, “al-Kaskiul yamna“ min hudur galasat
al-barlaman,” al-Kaskul al-musawwar 149, March 21, 1924, 16.
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dealt again with the role of the journal within the
political arena, and more precisely with the need
for a satirical journal as a means to convey political
criticism against the regime (fig. 4.9).48 In this cari-
cature, Zaglul is seen sitting on a throne, crowned
with a laurel wreath, welcoming a delegation of
journalists. On the right, one can identify Fawzi,
burning incense in front of Zaglal.4® At the center,
three journalists are depicted bowing down—one
of them can be identified as a representative of al-
Ahbar on the basis of him holding a copy of the
newspaper. These two caricatures emphasized the
role of al-Kaskul or its stance in opposition to the
Wafd and its leader, and hence the oppositional
importance of the satirical journal.

Despite the unifying elements of the satirical,
illustrated, and popular journals, there was not
always agreement between the different journals
regarding how to present their criticism through
images. Various columns and caricatures dis-
cussed the work of other journals in this context,
as well as their writers and artists. Thus, for ex-
ample, a month after al-Kaskul al-musawwar be-
gan publication, al-Lat@’if al-musawwara attacked
at length and in detail the appearance of the new
journal and its owner’s motives.>° In this column,
the criticism of the caricatures was particularly
prominent, while the unknown writer (probably
Makariyts himself), accused Fawzi of publishing
images (suwar and rusum), “which are called cari-
catures,” but they are not real caricatures, as only
al-Lata’if al-musawwara knows what caricatures
are. The writer does not clarify what he means by
the phrase “real caricatures.” He claims that peo-
ple see in the caricatures and in the satirical press
itself an unworthy expression of modern Egyptian

48  Juan Santes, “Hkada yurid takun garida al-Ahbar wa-
garida al-Kaskul?" al-Kaskul al-musawwar 151, April 4,
1924, frontispiece.

49 In Egyptian popular culture, burning incense in
front of someone is considered an act of praise and
approbation.

50  “La nurid li-Misr sihafa musawwara qadara,” al-Lat@’if
al-musawwara 334, July 4, 1921, 12.
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culture. In his eyes, and in the eyes of some of the
intellectuals of the time (according to the writ-
er), satirical writers and caricaturists are loath-
some, corrupted, mean, and vicious people. Fawz1
himself is accused in this column of betraying
Egypt and pursuing personal benefits at Zaglul's
expense—“Egypt’s hero.” The satirical press is de-
picted asan obstaclein the nation’s path to freedom
and full independence—a nation which cannot
afford “wolfs in the costumes of sheep, appearing
as journalists, and behaving corruptly through the
filthy illustrated newspapers through which they
are killing the spirit of nationalism, and putting an
end to the national culture.”>! The writer suggests
that al-Kaskal al-musawwar and its owner change
their focus and discuss the elements in Egyp-
tian society that corrupt the Egyptian youth, and
thereby threaten the nation’s existence: the filthy
movies and theatre plays, gambling, dove hunts,
alcoholic beverages and drugs. According to the
writer, condemning these obscene habits needed
to be at the core of the national struggle. At the
end of the column, the writer estimated that soon
al-Kaskil al-musawwar would cease to exist, on ac-
count of the many letters he received, “even from
Post Sudan,” applauding his criticism of al-Kaskiul
al-musawwar.52

The disputes between the different journals dis-
cussed here also revolved around their political,
social, and cultural positions. Prominent in this
context was the criticism directed in Rz al-Yasuf
against al-Kaskul al-musawwar and Fawzi. Over
a period of five years, between 1926 and 1931, al-
most once a month, articles and caricatures in Riiz
al-Yusuf discussed Fawzl's behavior and actions.
Fawz1 was described in Riz al-Yusuf as a greedy
and corrupt troublemaker;’® as a possessor of
privileges under the governments of Mahmiid and

51 Ibid.

52  Ibid.

53 Untitled caricature, Riz al-Yusuf 128, May 22, 1928,
frontispiece; “Hawla saray Tzzat Pasa,” Riz al-Yisuf129,
May 29,1928, 9.
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FIGURE 4.9 IsThis How He Wants al-Ahbar and al-Kaskil to Be? Juan Santes, “Hkada yurid takun garida al-Ahbar wa-garida
al-Kaskul?” al-Kaskal al-musawwar 151, April 4, 1924, frontispiece.
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Sidq1, and even as their puppet, as well as being
sponsored by the Hizb al-Ahrar al-Dustariyytan;>+
and as actually running a bar as opposed to a legit-
imate satirical journal—apparently due to Fawzl's
lifestyle.55 After December 1931, it seems at least
from the pages of Riiz al-Yisuf, that Fawzl ceased
to exist. This “disappearance,” after five years of
criticism, is odd since al-Kaskiil al-musawwar con-
tinued publishing at least until 1934. It should be
noted that despite the constant criticism in Ruz al-
Yusuf of Fawzi, only a few caricatures in al-Kaski!
al-musawwar dealt with Riz al-Yusufand its owner,
Fatima al-Yasuf. However, the criticism reflected
in these images mostly focused on al-Yasuf’s politi-
cal stances and not her personality or private life.

2 Production, Location, and Distribution

The history of the economy of printing, the ma-
terial and organizational factors of the industry,
and of the agents involved in circulation, includ-
ing the technical, logistic, and operative channels
of the industry in Egypt has been receiving grow-
ing academic attention in the past two decades.
The most prominent studies in this context are
those of Ayalon and Kathryn A. Schwartz.56 As

54  “Tahta ayy sultan tuharrur al-suhuf al-mu‘aridda?” Ruz
al-Yusuf 130, June 5, 1928, 10-11; Iskandar Sarthan, “al-
Sinima al-natiqa,” Ruz al-Yusuf161, February 25,1930, 7.

55  “Bar wa-garida al-Kaskul" Ruz al-Yasuf 132, June 19,
1928, 7.

56  Ayalon, The Arabic Print Revolution; Schwartz, “The
Political Economy of Private Printing in Cairo,” and
“Meaningful Mediums: A Material and Intellec-
tual History of Manuscript and Print Production in
Nineteenth-Century Ottoman Cairo,” (Doctoral disser-
tation, Harvard University, Graduate School of Arts and
Sciences, 2015). To these studies one can add studies
that explore aspects of learning the profession such as
Adnan Ayyub Musallam, “The Emergence of the Arabic
Language Press, 1514-1914, with a Case Study of Print-
ing and Press Developments in Egypt and Ottoman
Syria/Lebanon,” al-liga’ Journal 39 (December 2012):

129-153.
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Ayalon indicates, these aspects of printing “had a
substantial impact on the scope and pace of pro-
ducing written works, their dissemination in the
region, and their availability to the emerging read-
ing publics.”57 As academic literature on the Arab
nahda had tended to focus on the text itself (the
ideas, contents, and genres of writing), and on its
political, social and cultural implications, these
new studies focused on less-studied aspects of the
intellectual activity, without which “there would
have been no literary awakening.”>8

Regarding the journals discussed here, some
of these aspects can be discussed through the
autobiographies of al-Yasuf and Raha. Al-Yasuf
explained that at the beginning of Ruz al-Yusufs
publication, its production was handled in several
locations: the editing and proofreading were done
in al-TabT’s office, in al-Yasuf’s apartment, and in
random coffee shops;>? lining the engravings was
done in a special workshop; and the printing itself
was done in a printing house in al-Sarif street.60
It should be noted in this context that printing
houses in Cairo printed the issues of more than
one journal or newspaper, and only a few of the
newspapers and journals of the time had their
own printing machines.®! Raha mentioned in his
memoirs that most journals in the 1920s were
printing their issues in a printing house that was

57  Ayalon, The Arabic Print Revolution, ix.

58  Ibid.

59  Fawzi also worked from home in the early days of al-
Kaskul al-musawwar. See Yunan Labib Rizq, “Al-Ahram:
A Diwan of Contemporary Life,” al-Ahram Weekly On-
line 512, December 14—20, 2000. Accessed April 13, 2017,
http://weekly.ahram.org.eg/Archive/2003/646/cu6
.htm.

6o  Al-Yasuf, Dikrayat, 99; ‘Abduh, Riz al-Yusuf, 25—26.

61 In the late nineteenth century, there were only three
printing presses in Egypt—Al-Ahram, Wadi al-Nil and
Bulaq. These circumstances began to change follow-
ing the British occupation, and at the beginning of the
twentieth century (1909) there were 62 printing ma-
chines in Cairo, 46 in Alexandria and 23 more in other
urban centers across Egypt. Musallam, “The Emer-
gence of the Arabic Language Press,” 151.
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located in ‘Atabat al-Hadrd square.5? With the
economic consolidation of some of the journals,
a few of them acquired printing equipment, such
as al-Kaskul al-musawwar. The owner advertised
his printing services in the 1930s in his journal’s
issues—ads which were directed to anyone in
need of printing services. The income from these
services probably assisted in paying for the print-
ing of al-Kaskul al-musawwar itself.63

The journals had offices for communication
and subscription purposes. The addresses of
those offices were updated, as required by law,
usually on the frontispiece of each issue. How-
ever, When al-Yasuf opened the formal offices
of the journal in May 1928, her home address
continued to be published in the journal as Ruz
al-Yisuf's mailing address for the use of readers.
The data regarding the addresses for communica-
tion shows that most of the offices were located
in adjacent neighborhoods—Qasr al-Nil and Bab
al-Lagq. Some of the caricaturists also hired offices
in those neighborhoods, such as Raha, who had
an office above the market of Bab al-Lag. Adver-
tising companies held offices in that area, such as
Sarikat al-Nagr al-Misriyya (The Egyptian Publish-
ing Company).5* Qasr al-Nil and Bab al-Laq are
located south-west of ‘Atabat al-Hadra’ square,
and they are part of what is termed in Egyptian
historiography as “colonial Cairo” or, to use Abu-
Lughod’s term, “the Golden Coast.”®5 A significant
portion of the Egyptian elites inhabited this sec-
tion of the city in the first half of the twentieth
century. At the beginning of the century, these

62  Abu al-‘Aynayn, Raha, faris al-karikatir, 38.

63  The advertisements in al-Kaskul al-musawwar praised
the quality of the journal itself as a testimony to the
quality of the work done in the printing house of al-
Kaskil al-musawwar. One can learn from the adver-
tisements that the printing house performed work for
different purposes, including for lawyers, doctors, and
merchants. For an example of these ads, see al-Kaskul
al-musawwar 451, January 3, 1930, 22.

64  Abu al-‘Aynayn, Raha, faris al-karikatir, 38, 41.

65  Abu-Lughod, Cairo, 202.
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were mostly immigrants and Christians. The de-
velopment of the area (which included the quar-
ters of Azbakiyya, Sulayman Pasa, Qasr al-Dubara,
Garden City and Zamalik) began under the rule
of Muhammad Sa‘id, son of Muhammad “Ali, be-
tween 1854 and 1863.6 However, its main growth
and development occurred at the beginning of the
twentieth century, when numerous commercial
and financial foundations were established there,
as well as foreign consulates, private villas, apart-
ment buildings, and gardens. At the end of wwr,
Muslim Egyptians made up less than half of the
population of these quarters of the city, despite
their prominent presence as servants to the quar-
ters’ inhabitants. In 1947, their presence rose to
57 percent; however, among those who were not
servants, but rather belonged to the elites, most
spoke French among themselves and kept a life-
style similar to what they perceived as Western.
The significant change of the quarters’ character
occurred only after the Free Officers Revolution in
1952.57 The concentration of the journals’ offices,
as well as the printing houses and graphic services
in these quarters, allowed for the collaboration
and shared use of printing and other equipment,
as well as the relatively easy coordination of pub-
lishing each issue. In addition, the intended audi-
ences of the journals lived in that area; hence, the
distribution of each issue in the streets through
different agents occurred in the intellectual, cul-
tural, and social surroundings of the production of
the satirical product.

Information regarding distribution figures of
the journals can be found in the journals them-
selves, and in documentation by their owners,
who wished to praise the achievements of their
products and their political significance. They also
used those numbers to attract advertisers. How-
ever, as other researchers have mentioned, these
figures cannot be seen as reliable, since some of

66  According to Abu-Lughod, in the Middle Ages Bab al-
Laq was the place of residence of Cairo’s thieves and
fugitives. Ibid, 116.

67 Ibid, 204.
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the information was apparently exaggerated, on
the grounds of the reasons just specified.6® Along-
side the evidence of exaggerated distribution
numbers, one can find reportage of low distribu-
tion data to avoid paying high taxes, which was
collected in accordance with distribution num-
bers.%9 Thus, for example, al-Lata@’if al-musawwara
published in January 1921 an ad, addressed to ad-
vertisers, that claimed that the journal sold 17,000
copies of each issue.”? Three months later, the
figures rose to 30,000 copies.”! Three years later,
Makariyts claimed the journal sold 35,000 copies
of each issue.” Another advertisement, published
in the journal in January 1921 and addressed again
to the advertisers wishing to publish in the jour-
nal, told them that recently the journal advertised
for a writer. The advertisement was removed after
only a week due to the numerous replies the edi-
torial board received—as a testimony to the jour-
nal’s popularity, or in the ads’ words, “the reason
is well known: it is the distribution range of the
journal”?® In another ad, published in al-Itnayn,
al-Musawwar asked the advertisers to remember
that “al-Itnayn has the largest circulation of any
journal in Egypt, after al-Musawwar.’* In an ad-
vertisement published in Kull Say’ wa-l-‘alam, the
journal’s publishing house declared all five jour-
nals published by Dar al-Hilal (which add up to
125,000 issues per week) are read by half a million
readers across Egypt.”

Ayalon compiled several estimates regarding
distribution numbers for some of the journals
discussed here. Accordingly, between the years
1927 and 1928 al-Musawwar and Ruz al-Yusuf

68  Wynn argued that the custom of exaggerating distri-
bution numbers was still common in the 1940s, since
there was no official bureau responsible for the issue.
Wynn, “Western Techniques,” 391.

69  Ayalon, The Press in the Arab Middle East, 145-146.

70 Al-Lat@’if al-musawwara 308, January 3, 1921, 10.

71 Al-Lat@’if al-musawwara 322, April 12, 1921, 2.

72 Al-Lat@’if al-musawwara 476, March 24, 1924, 6.

73 Al-Lat@’if al-musawwara 308, January 3, 1921, 10.

74  Al-Itnayn 106, June 22,1936, 7.

75  Kull $ay’wa-I-‘alam 235, May 10, 1930, 2.
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published 20,000 copies per issue; al-Kaskul al-
musawwar 10,000 copies per issue; and al-Lat@’if
al-musawwara around 8,000 copies per issue.
Around 1937, the distribution numbers of Riz
al-Yusuf declined to 3,000—4,000 copies per issue
while al-Musawwar’'s numbers rose to 24,000—
26,000.76 Raha wrote in his memoirs that in the
early 19408 Ahir sa‘a al-musawwara sold 11,000
copies per issue.”” According to Ayalon, at the end
of the 1940s this number rose to 40,000, while Riiz
al-Yuasuf's distribution rose again to 20,000 copies
per issue, whereas figures for al-Itnayn reached
120,000.”8 If we compare these numbers to the
distribution numbers for the daily press, such as
those for al-Ahram, the leading newspaper of the
time, which published 30,000 copies per issue, we
can see that the illustrated, popular, and satirical
journals had a relatively wide distribution.

The journals were distributed by mail, through
distributers, agents (muwazza“ or wakil), sellers or
suppliers, and other mediators.” These mediators,
determined Ayalon, were essential to the processes
of distribution and to establishing the connection
between producers and consumers: “they were the
ones who determined whether distribution would
be slow or accelerated; whether the publications
will reach the rif and periphery or will remain
within the limits of urbanization centers; whether
their availability in certain urban quarters will be
easy or difficult; whether their producers, pub-
lishers and printers will receive their payments
in full and on time; and whether—in the case of
journals—their distribution’s flow will be con-
stant or fragmented.”80

76 Ayalon, The Press in the Arab Middle East, tables 1and 2,
143, 148-151.

77  Abu al-‘Aynayn, Raha, faris al-karikatir, 134.

78  Ayalon, The Press in the Arab Middle East, 148-151.

79  As Ayalon mentions, not long after the inception of
mass Arabic printing, a network of agents was spread
across the region, and it proved indispensable for the
distribution of journals and newspapers. Ayalon, The
Arabic Print Revolution, 129, 131.

80  Ayalon, “ha-Pé‘alim ha-$hérim Sel ha-thiyya ha-tarbitit
ha-‘arabit” Hamizrah hehadas 50 (2011): 31.
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Testimonies of the role these mediators played
in designing the process of distribution are scanty.
There is limited information regarding their iden-
tity, their socio-cultural background, their other
occupations, or their place in the community. As
the journals occasionally published the names of
their agents or suppliers and their locations, clues
regarding their social and cultural position were
exposed by these publications. Up until wwi, a
great many of them had Christian names, reflect-
ing the broad involvement of that community in
distributing the printed product.®! During the in-
terwar years, the title efendi often accompanied
the names of the agents, which testifies to their
belonging to the educated strata of society. Some
of them held several positions, alongside their
work as agents for the journal—as collectors of
subscription fees, or advertising agents. Ayalon
suggests that journals and newspapers addressed
these mediators to serve as their agents due to
their social status, their public role, or their educa-
tion.82 Thus, for example, in its first year al-Kaskul
al-musawwar published an advertisement that
declared its need for agents to distribute the jour-
nal in Egypt’s various districts. The add also speci-
fied that the chosen agent would need to pay the
journal a deposit fee in cash (the amount is not
specified).®3 Later in the issue, the names of three
sellers of the journal were specified—two in Cairo
and one in Alexandria. Yet, these sellers or suppli-
ers were not exclusive to al-Kaskul al-musawwar;
rather, as the add specified, they were selling
newspapers and journals in Arabic and other lan-
guages in Cairo and Alexandria.3* A year later, the
editorial board of al-Kaskul al-musawwar pub-
lished that Ibrahim Efendi was the journal’s agent
in Lower Egypt and Alexandria. In addition, the
agent also served, as the ad specified, as the col-
lector of the subscription fees for the journal and
was responsible for collecting ads for publication

81 Ayalon, The Arabic Print Revolution, 131.

82  Ayalon, “ha-Pé‘alim ha-$hérim,” 39.

83  Al-Kaskul al-musawwar 47, April 9, 1922, 6.
84  Ibid, 1.
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from these areas.8® Similar examples can be found
in al-Lata’if al-musawwara, which published in its
first year an ad for an agent for both Cairo and the
rif-86 A year later, an agent specifically for Alexan-
dria was added, and the following year, the journal
published a list of twenty-two shops and business-
es (Ar. maktaba; pl. maktabat or makatib) in which
the journal could be bought.8” Riz al-Yusuf had
agents in Egypt and abroad—in Lebanon, Sudan,
Syria, Iraq, Palestine, Tunis, New York, and Paris.®8

References to agents’ incompetence or negli-
gence can be found in the journals, which testified
to the problematic realities of the distribution sys-
tems, as well as to the problems of collecting sub-
scription fees or transferring those fees back to the
executive offices of the journals. Thus, for exam-
ple, al-Kaskul al-musawwar published in April 1922
an ad declaring the dismissal of Muhammad Efen-
di Fu’ad, who had been responsible for collecting
funds (muhassil) for the journal in Lower Egypt,
due to his unreliability and his failure to comply
with the instructions of his superior, ‘Abdallah
Efendi. The ad also mentioned that from then on-
wards, ‘Abdallah Efendi would be the sole agent
responsible for all matters regarding the journal in
the area.8?

In addition to distribution problems caused by
the agents, there were also problems stemming
from the manner in which the mail was handled
by the post clerks, from the manner in which
postal services functioned as a whole, and from
the functioning of the train systems, which all af-
fected the distribution of newspapers and journals

85  Al-Kaskul al-musawwar 87, January 14, 1923, 10.

86  Al-Lat@if al-musawwara 15, April 26, 1915, 4.

87  Al-Lat@if al-musawwara 49, January 17,1916, 9; al-Lata@’if
al-musawwara 26, August 19, 1915, 4. Ayalon mentioned
that the term was coined especially for book shops
in the mid-nineteenth century and became common
from the mid-187o0s. Ayalon, The Arab Print Revolution
39,106-107.

88  Ruz al-Yusuf 103, October 27, 1927, 5; 114, February 14,
1928, 12; 129, May 29, 1928, 11; 144, September 18,1928, 17;
279, June 19, 1933, 25; 398, September 11, 1935, 47.

89  Al-Kaskul al-musawwar 48, April 16, 1922, 15.
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at large.%° The Egyptian postal system was instru-
mental to the distribution of printed materials,
which were mostly printed in Cairo, and then
delivered to Egypt's urban centers and the rif%!
As discussed by Fahmy, this system contributed

9o  The first organized postal service in Egypt was estab-
lished early in the reign of Muhammad ‘Ali, although
at first it limited its services to government use only.
Hassan al-Badili established the first courier service
for public use in the 1820s. It was followed by Carlo
Merati’s 1843 opening of the first post office in Alexan-
dria and the establishment of a postal service between
Cairo and Alexandria. This postal service, which was
later called the Poste Européenne, gradually estab-
lished post offices throughout the Delta and, later, Up-
per Egypt. In January 1865, the Egyptian government
bought the network of nineteen post offices from the
Poste Européenne and incorporated them into an offi-
cial “Egyptian Post Office.” Fahmy, Ordinary Egyptians,
26—27.

91  Fahmi published the numbers of journals delivered by
the Egyptian Post Office between 1895 and 1917; on av-
erage, roughly one-third of all Egyptian mail consisted
of journals. Ibid, Appendix A, table A.2,178.
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Sunday. “Yawm al-‘ahad,” al-Lata@’if al-musawwara 330, June 6, 1921, 6.

greatly to the gradual standardization of Egyptian
culture by increasing the systematic circulation of
news, gossip, and culture, and in the process ex-
posed the periphery to the developing culture of
the national core (Cairo).??

Yet, postal distribution problems caused situa-
tions in which subscribers had to wait several days
before receiving the issues from Cairo. A carica-
ture published in al-Lata’if al-musawwara address-
es these kinds of delays. The caricature refers to an
un-explained government decision to cancel rail-
way traffic every Sunday. As the decision affected
the distribution of printed materials, it also caused
other economic damage to merchants, farmers,
and anyone with an interest in the regular traffic
of the train (fig. 4.10).2 The caricature shows a rep-
resentative of the press, among other victims of
the government’s decision, shoving a locomotive,
while complaining that he did not know the free

92 Ibid, 27.

93  “Yawm al-‘ahad, al-Lat@’if al-musawwara 330, June 6,
1921, 6.
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subscription he received meant having to work so
hard. A week later, the journal published a second
caricature relating to the subject, in which it was
declared that the trains would resume activity on
Sunday. Yet, according to the image alone, one can
understand that resuming activity came at a price
to the customers, who are depicted being run over
by the train.%*

3  Costand Price

The article from al-Lat@’if al-musawwara discussed
above that criticizes the appearance of al-Kasku!
al-musawwar and its owner’s motives, based its
arguments on the claim that Egypt would not be
able to face the tests which the “filthy illustrated
press” (sihafa musawwara qadara) confronted it
with—a press which offends both the journal-
ists of the time, and Egypt’s leaders and heroes.%
The anonymous writer, which one can assume
was the journal’s owner, Makariyls, wrote that
Egypt had enough un-illustrated newspapers. He
advised al-Kaskul al-musawwar not to go down
that “filthy path,” and pointed out that al-Lata@’if
al-musawwara knows better how to keep the prin-
ciple of “defending the interests of the country
. [and how] to materialize the means for free
illustrated press.”?6 In what way were the carica-
tures of al-Lata’if al-musawwara more loyal to the
principle of defending the interests of Egypt one
can only speculate. Al-Lata’if al-musawwara was
identified as having a pro-Wafdist ideology, while
Fawzi, the owner of al-Kaskil al-musawwar, was
associated with the al-Ahrar al-Dustariyyun, as
well as with the Palace.
However, was the main concern of al-Lat@if al-
musawwara only Egypt’s and its leaders’ dignity?
For six years al-Lata’if al-musawwara was the most

94  Untitled caricature, al-Lat@’if al-musawwara 332, June
20,1921, 5.

95  “La nurid li-Misr sihafa musawwara qadara,” al-Lat&’if
al-musawwara 334, July 4, 1921, 12.

96  Ibid.
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prominent illustrated journal published in Egypt,
as well as the main publisher of caricatures.®” In
other words, despite the ideological and national
claims of the anonymous writer in al-Lat@’if al-
musawwara, one might assume that his motives
were also economic and reflected a battle over
the pockets of the consumers. After all, the logic
behind each of these private publications was
basically economic, despite all statements to the
contrary by the owners and editors.

How much did it cost to publish a journal? An
owner of a newspaper or of a journal who chose
not to invest in printing equipment could have be-
gun the venture with alow budget. Initiating a new
journal or a new newspaper with its own printing
house was a much more expensive venture. When
the British established an Arabic weekly for pro-
paganda purposes during wwi, they estimated
the initial coasts at sixty Egyptian Pounds, and the
monthly operating costs at two hundred Egyptian
Pounds. Baron estimated that the high monthly
costs were mainly due to high prices during the
war, and due to the salaries of the British report-
ers. A previous estimate, from 1887, estimated the
initial costs at a hundred Egyptian Pounds and the
monthly costs at 25 Egyptian Pounds.8

A private owner of a journal of limited scope
need to hold several positions: to serve as the
editor of his paper, to collect the materials him-
self, to write the articles, and to distribute the fi-
nal product. Sannu“s Abu naddara was based on
such a scheme. When Sanna‘ began publishing
caricatures in the journal, at first, he also drew the
caricatures himself. Occasionally, one editorial
board had control over the publication of several
journals, such as the editorial board of al-Lata@’if
al-musawwara, which also published al-Arisa

97  Satirical journals were published in Cairo before wwr;
however, these did not last long and were not as widely
distributed as al-Lat@’if al-musawwara. Between 1890
and 1910 over a hundred satirical journals were pub-
lished in Egypt, constituting about twenty percent of
all printed press in those years.

98  Baron, The Women’s Awakening, 67—68.
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(The Bride, 1925-1934), al-Awlad (The Children,
1921-1932), and a short term daily. In this context,
while describing the first days of Ruz al-Yusuf, al-
Yasuf mentioned that the work on each issue was
done at her private dwelling, or more accurately,
in a two-room apartment, owned by the poet
Ahmad Sawgqj, which also temporarily served as
the offices of the journal.%® The editorial board of
Ruz al-Yasuf in those days included al-Yasuf, the
editor al-Tab, and the manager Ibrahim Halil (the
brother-in-law of ‘Abd al-Qadir Hamza, the owner
of al-Balag). Aside from al-Yasuf’s apartment, the
offices of the editorial board for al-Balag and the
nearby al-Angilu Haliya Bar served as work spaces
for al-Yasuf and al-Tab“1.100

In practice, the main expenses for newspapers
and journals’ entrepreneurs were printing and
mailing. However, postage was the main expendi-
ture: for a journal with several thousand subscrib-
ers, some located overseas, the mailing costs could
have been double the printing coasts.'! When
al-Yasuf considered publishing her journal, her
colleague Halil, who worked at the time for al-
Balag, estimated that printing 3,000 copies on a
high quality paper would cost her twelve Egyptian
Pounds, and if all copies were sold, the net profit
for each issue would be five Egyptian Pounds.!02
The amount was not as high as al-Yasuf thought
it would be.193 Yet, she found out that the ac-
tual costs of printing the first issue were much
higher than the initial estimate. However, she did
not mention the exact figure in her memoirs.104
Later, she encountered difficulties distributing
the journal—a mission joined by her friends, the
doctor Muhammad Salah, the theatre actor Zaki

99  These circumstances meant that anyone who wanted
to work with her needed “to climb a ladder of ninety
steps before arriving to the offices of the journal” Al-
Yasuf, Dikrayat, 97.

100 Al-Yusuf, Dikrayat, 98.

101 Ayalon, The Press in the Arab Middle East, 197.

102 Al-Yusuf, Dikrayat, 95—96.

103 Ibid, 96.

104 Ibid, 97.
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Rustam, and the singer Um Kultum.!95 Al-Yasuf re-
vealed that some of the subscribers continued to
receive issues though they were not interested in
the journal, and therefore refused to pay for them.
In any case, the journal was not profitable at first,
hence all editorial board members, including al-
Yasuf herself, received no payment for their work,
nor did some of the writers and poets who contrib-
uted to the journal in its first years.106

The ongoing materialization of more and more
journals and newspapers generated intense com-
petition, which in turn created the investments of
more and more resources in improving the prod-
ucts and promoting them in order to survive and
thrive. These resources came, as mentioned by
Ayalon, from family fortunes, or more frequently,
from patrons, such as groups of colleagues who
shared the weltanschauung reflected in the jour-
nal; political parties who wanted to support one
title or silence another; religious communities,
businesses, and other groups which aimed at pro-
moting their economic interests, etc.l9” Invest-
ments could be made monthly or periodically,
or through the acquisition of a large number of
issues. Al-Yasuf mentioned that the first issue of
Ruz al-Yusuf, for example, was funded by her col-
league, Ahmad Hassan.108 gawqi, who owned the
flat from which al-Yasuf worked, and in which she
also lived, helped finance her move to a new resi-
dence, with the reorientation of the journal to a
political format. The new building was also owned
by Sawqi and was situated in the same street.109
Martin Kramer mentioned that in many cases,
the patrons of newspapers and journals remained
anonymous, as they were prepared to pay a con-
siderable amount of money to see their opinions

105 Ibid.

106  Ibid, 98.

107 Ayalon, The Press in the Arab Middle East, 200.

108 Al-Yusuf, Dikrayat, 96.

109 The rent at the new address was two Egyptian Pounds
per month. In the new location, each one of the mem-
bers of the editorial board—al-Yusuf, al-Tabi and
Halil—had their own desk. Ibid, 109-110.
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printed and spread to a wide audience.!® Expos-
ing the patrons’ names could have been harmful
to owners and donors alike, since it would have
called into question the integrity of the journalists
on the one hand, and the interests of the patron,
on the other. Evidence of this is found in Riz al-
Yasuf's constant criticism of the economic support
Fawzi and al-Kaskul al-musawwar received from
al-Ahrar al-Dustariyyun, as reflected in a cartoon
published in February 1930 (fig. 4.11).!! This com-
ic strip suggests that each time a parliament was
headed by the Wafd, Fawzi deliberately criticized
it in order to be fined and arrested, so he could ad-
dress the members of al-Ahrar al-Dustariyytn for
help and financial contributions.!2

Information on how these different ventures
were funded (expenses and costs of offices, equip-
ment, raw materials, data collection, salaries, and
distribution) is scant for the most part.'® Some
information regarding Riz al-Yusuf can be gath-
ered from al-Yasuf’s memoirs. Al-Yasuf describes
funding difficulties with regard to the publica-
tion of the first issue that resulted from the fact
that the journal’s vendors refused to pay her the
profits from the first issue until they received the
second. In addition, the journal did not have a

110 According to Kramer, without the economic backing
of these patrons, the Arabic press would not have sur-
vived its first years of development. Kramer, “Pen and
Purse,” 771.
111 Iskandar Saruhan, “al-Sinima al-natiqa,” Ruz al-Yisuf
161, February 25, 1930, 7.
112 Higris also claims that the journal’s operation was co-
funded by Hizb al-Ahrar al-Dustariyyin. Higris, Fann
al-karikatir, 121.
113 Wynn mentioned that in the years following wwi, a
beginning writer earned between eight and nine Egyp-
tian Pounds per month, and most reporters combined
working for a morning newspaper and an evening
newspaper to make a living. According to Wynn, the
low salaries were the result of the lack of professional
training—only in 1937 was the first Department of Jour-
nalism established in the Middle East at the American
University at Cairo. Wynn, “Western Techniques,” 394.

114 Al-Yusuf, Dikrayat, 97.
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regular budget in its early years which included
expenses, profits and stock. The expenses were
written in a small notebook, and al-Yasuf and al-
Tab‘ reached an agreement that the profits would
be divided between them equally. This amount
ranged from a hundred to a hundred and fifty
Egyptian Pounds each month.'> Al-Yasuf men-
tioned that she managed to save from this amount
every month until she had four hundred Egyptian
Pounds to use as collateral to purchase the first pri-
vate printing press for the journal.!6 Interestingly,
the first equipment bought by the editorial board
was a pair of bicycles.!'” Regarding the salaries
of the writers, al-Yasuf mentioned she employed
Mustafa Amin for three years and he received
only ten Egyptian Pounds for the whole period.
After three years, she started paying him eight
Egyptian Pounds per month. His colleague, Galal
al-Hamamsi, earned four Egyptian Pounds per
month; Karim Tabit earned eight Egyptian Pounds
per month; and Sa‘id ‘Abduh, who wrote a column
and a poem for each issue, earned one Egyptian
Pound per month.!8

While the daily press was based on the written
word, the illustrated, popular, and satirical jour-
nals incorporated a substantial number of images
as well, and they needed to include as part of their
budget the salaries of photographers, illustrators,
and caricaturists, hence their budgets had to be
significantly higher.!’® One of the first references
to the higher costs of publishing an illustrated
journal appeared in the monthly al-Hilal. In an ar-
ticle relating to the appearance of the illustrated
journal al-Siyasa al-musawwara, at the beginning
of the twentieth century, the writer mentions
that “the cost of the subscriptions were relatively
minor in comparison to the necessary costs of

Ibid, 127.

Ibid, 128.

Ibid, 99.

Ibid, 126-127.

For discussion of the implications these extra costs had

115

116

117

118

119
on the Ottoman satirical journals, see Brummett, Im-
age & Imperialism, 41.
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FIGURE 4.11  The Sound Film. Iskandar Sarahan, “al-Sinima al-natiqa,” Ruz al-Yusuf161, February 25, 1930, 7.
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illustrating and printing."'?° These costs, as men-
tioned in al-Sa‘iga (The Lighting), discussing al-
Siyasa al-musawwara, occasionally demanded
“economic sacrifices” by the publishers.!?! In any
case, these kinds of references are not common.
The caricaturist Raha mentioned in his memoire
that for three weeks of work he did for al-Fanan
(The Artist) he earned twenty Piasters.?? Later,
he started requesting forty Piasters for a colored
frontispiece caricature, while paying one hundred
and fifty Piasters per month for a studio and office
he rented above the marketplace at Bab al-Luq.1?3
When working for the brothers Mustafa and ‘Ali
Amin, he earned ninety Piasters for a colored
caricature.1?* In 1940, while working for al-Kaski!
al-musawwar, his salary reached twenty Egyptian
Pounds per month.1?5 Saruhan, Raha mentioned,
earned fifty Piasters for each caricature he drew
for Ruz al-Yusuf126

4  Advertising Revenue

Apart from being sponsored by different patrons,
the journals raised funds by printing advertise-
ments. Terdiman was the first to draw attention
to how satirical journals in nineteenth-century
France were subject to commercial logic in the
arrangement of their textual and visual materials.
Since the space on each page was measurable in
money, the column functioned principally to af-
ford the maximum amount of type, and thus of
income, per unit area. Thus, in Terdiman’s words,
“the column itselfbecame readable as a machine to
make money” (Terdiman’s emphasis).’?” In other

120 “Matbu‘at gadida,” al-Hilal 5, February 1, 1908, 320.

121 Al-Sa‘iga’s reference to the economic sacrifices de-
manded by the publishers appeared in al-Siyyasa al-
musawwara 8, February 14, 1908, 4.

122  Abu al-Aynayn, Rahaq, faris al-karikatir, 38.

123 Ibid, 41.

124 Ibid.

125 1bid, 54.

126  Ibid, 2.

127 Terdiman, Discourse/Counter-Discourse, 186.
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words, commercial constraints dictated how text
and image were laid-out on each page. Hence, al-
though satirical journals aimed at articulating pure
“counter-discourses,” they found themselves, in
the end, working under the same commercial and
economic rules as the “hegemonic discourse.”28
The satirical journals in Egypt, as well as the illus-
trated and popular ones, were subject to the same
economic constraints and performed within the
same commercial format as other journals.

While reading the journals discussed here, I was
unable to trace any information in the issues them-
selves regarding costs of advertising space, either
per page or column, as occasionally can be seen in
other newspapers and journals.?® As a rule, pub-
lishers of newspapers and journals in Egypt were
reluctant to disclose information regarding adver-
tising revenue. Shechter argues that the reasons
for this were related to business competition.!30 Al-
Yasuf mentioned that in her journal’s early years,
she sold advertising space for fifty Piasters per
page.31 The journals do, however, include informa-
tion regarding how communication between pub-
lishers and advertisers was conducted—whether
through advertising agencies, or representatives
of the journal who collected advertainments to
be published. Thus, for example, al-Kaskul al-
musawwar published in each issue on the verso
side of the frontispiece an ad declaring that any-
one who wishes to publish in the journal should
contact Sarikat al-Nasr al-Misriyya.!32 Riiz al-Yiisuf
published ads with the contact information of its
representative in Alexandria, who was in charge of
collecting advertisements to be published in the
journal. Some of the journals had agents outside

128 Early references in the Egyptian press to the costs of
advertising space appear in Wadi al-Nil and al-Ahram.
See Shechter, “Press Advertising in Egypt,” 47.

129 Some information regarding other newspapers can be
found in Ayalon, The Press in the Arab Middle East, 204.

130 Shechter, “Press Advertising in Egypt,” 50.

131 Al-Yasuf, Dikrayat, 97.

132 The agency was situated in Qasr al-Nil quarter, at 14
Mazlam Pasa St., Cairo.
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Egypt, such as al-Itnayn, who collected advertise-
ments in London and Paris as well.

An abundance of information regarding the
efficiency of press advertising can be found in
the journals. Shechter argues that this informa-
tion reflected the importance of advertisements
as a source of income for the publishers.33 For
example, in an ad from al-Itnayn, the editorial
board pleads with al-mufinin al-kiram (“the dear
advertisers”) to compare the quality of materi-
als and printing, as well as the sales of al-Itnayn
to other journals, and reminded them that “al-
Itnayn is the best-selling Egyptian journal after
al-Musawwar,” (which was, like al-Itnayn, a Dar al-
Hilal publication).134

5  Sales Revenue

The journals’ financial independence guaranteed
their intellectual freedom and a platform from
which to conduct a liberal, democratic discourse.
Yet, they were still subject to principles of sup-
ply and demand. While prior to wwi, advertising
revenues were a significant income source for
newspapers and journals, these were not enough
to fully finance publication.!35 Patrons were an im-
portant source of financial support; however, the
journal’s main source of income came from selling
subscriptions and individual issues.

How much did it cost to read? Occasionally read-
ing journals was free of charge. As Ayalon revealed,
in Egypt, as well as in other late-nineteenth- and
early-twentieth-century public-spheres, several
readers were exposed to each issue. There were
several forms of “group consumption” of news-
papers and journals: collective acquisition and
individual use through libraries or ad hoc groups;
“borrowing” of newspapers from their distributors

133 Shechter, “Press Advertising in Egypt,” 51.

134 ‘“Ila al-mu‘linin al-kiram,” al-Itnayn 106, June 22,1936, 21.

135 Ayalon, The Press in the Arab Middle East, 205-206;
Baron, Egypt as a Woman, 69; and Shechter, “Press Ad-
vertising in Egypt,” 47.
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for a fraction of the newspaper price; and reading
in groups.!36 Meaning, those who could not afford
to buy a newspaper or a journal’s subscription, or
even an individual issue, could have had access to
them in coffee shops or other public places, such
as through libraries’ collections and reading rooms
which began appearing in Egypt from the 1870s.137
As Ayalon indicates, one can assume that the prac-
tice of reading newspapers in public had a great-
er effect on the male audience than the female
one, since men had greater freedom in the public
sphere.138 Issues were also passed along from read-
er to reader or exchanged for other issues, as docu-
mented at the beginning of the twentieth century
by the Egyptian intellectual Malaka Sa‘d in her
manual for household chores, Rabbat al-Dar (lit-
erally, the owner of the house; The Housewife).13%
Other sources documented that newspapers were
read aloud in Cairo’s streets, markets, and coffee
shops. Listeners were “servants, donkey riders
and others who couldn’t read.”*? In other words,
information was transferred orally to a wider au-
dience, and even if it was not read literally, it is
hard to estimate the number of people exposed
to the messages of the press, beyond the number
of issues sold. Some of the caricatures published
in the journals document this phenomenon of
communal reading, as seen in an example pub-
lished in January 1933 in al-Kaskal al-musawwar
(fig. 4.12).14

136 Ayalon, The Arabic Print Revolution, 184-193.

137 On the appearance of libraries and reading rooms in
the region, see Ayalon, The Arabic Print Revolution,
114-122.

138 Ayalon, The Press in the Arab Middle East, 158.

139 Malaka recommended in the manual that the books
and journals loaned be numbered and that these num-
bers be recorded when they were loaned, to guarantee
their return. As mentioned by Baron, quoting Malaka,
this recommendation suggested the existence of an in-
formal network of readers in certain circles in Egyptian
society. Baron, The Women’s Awakening, 88.

140 Ayalon, The Press in the Arab Middle East, 157, n. 40, 264.

141 Untitled caricature, al-Kaskul al-musawwar 609, Janu-

ary 13,1933, 17.
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Communal Reading. Untitled caricature, al-Kaskil al-musawwar 609, January 13, 1933, 17.

FIGURE 4.12
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There were of course readers who paid for
subscriptions. Subscription costs were derived
from the time period of the subscription and the
distance of the customer. Annual subscriptions
ranged from fifty Piasters per year (al-Lata’if al-
musawwara, Riz al-Yasuf, al-Itnayn) to one hun-
dred Piasters per year (al-Kaskul al-musawwar).
A six-month subscription ranged from four Pi-
asters (Ruz al-Yusuf) to sixty Piasters (al-Kaskial
al-musawwar) across Egypt; and twelve Shillings
(al-Lata’if al-musawwara), one hundred and
twenty-five Franks, five dollars (al-Itnayn), or two
hundred Piasters for subscriptions abroad (al-
Kaskul al-musawwar). For comparison, daily news-
papers sold annual subscriptions in Egypt during
the interwar period for amounts that ranged be-
tween one hundred and two hundred Piasters.
Journals sold subscriptions for less, eighty-five—
one hundred and twenty Piasters per year. As a
rule, journals, as opposed to newspapers, depend-
ed more on selling subscriptions, basically due to
the fact that reading journals was more of a private
activity, mostly done in the privacy of the reader’s
home, and less in public. Some of the journals used
different incentives to encourage readers to buy
subscriptions.*2 The editorial board of al-Lat@if
al-musawwara, for example, offered binders that
held a whole year’s issues for eighty Piasters.!43 In
addition, competitions offering different prizes, a
custom most frequent in al-Lata’if al-musawwara,
were published occasionally. Some of the prizes
reached the amount of ten Egyptian Pounds.

There was also the possibility of buying a single
copy of a journal through newspaper sellers. A sin-
gle copy of al-Lata’if al-musawwara or Ruz al-Yusuf

142 For details of some of these incentives, see Ayalon,
The Press in the Arab Middle East, 207—208. Yousef dis-
cusses briefly the difficulties journalism entrepreneurs
encountered in maintaining a dedicated and paying
readership, and the means of collectively shaming sub-
scribers’ behavior, in the hope of encouraging recalci-
trant readers to send in their dues. Yousef, Composing
Egypt, 30.

143 Al-Lata@’if al-musawwara 47, January 3, 1916, 9.
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in their first years of publication cost five Malimat
(one thousandth of an Egyptian Pound). Mean-
while, al-Musawwar, al-Kaskul al-musawwar, and
al-Itnayn charged ten Malimat per issue. Issues
sold a week after publication were sold for higher
prices.'** For comparison, a daily in Egypt was sold
in those years for prices ranging from three to five
Malimat.

The journals were sold on the streets by ped-
dlers, mostly “barefooted newspaper boys in their
blue or white robes and grubby turbans, who ran
shouting through the streets, squares, tram sta-
tions, and cafes,” as some of the caricatures of
the time documented.> In the imagined world
of the caricature, these peddlers were the first to
“pay the price” for the distribution of the carica-
ture. Politicians who saw themselves attacked by
those images, were depicted in caricatures reveng-
ing their insult—whether through biting those
peddlers, pouring water over their heads, or other
violent means, as can be seen in an example from
May 1932, in Riz al-Yusuf (fig. 4.13).146

6  Readership

“you must be joking, how can you read the news-
paper if you are blind?

I am only looking at the pictures ... ”

“Sur‘a hatir,” al-Itnayn 44, April 15, 1935, 2.

Who could afford to buy a copy of a daily or a
journal in Egypt in the first half of the twenti-
eth century? The average annual per capita in-
come in Egypt was about 50$ or 1,000 Quriish on
the eve of ww1.1%7 However, the income of large
segments of society, such as peasants, unskilled
workers, and semiskilled laborers who provided

144 Al-Lat@’if al-musawwara, for example, raised the price
from five Malimat to twenty Malimat after a week.
Ayalon, The Press in the Arab Middle East, 156.

“Suhuf al-mu‘arada ... da’iman!” Rz al-Yusuf 223, May
23,1932, 3.

Ayalon, The Press in the Arab Middle East, 192.

145
146

147
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Opposition Newspapers... Always! “Suhiuf al-mu‘arada ... da’iman!” Riz al-Yisuf 223, May 23,1932, 3.
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simple services, was even lower. In other words,
an annual subscription for a journal was worth ap-
proximately ten percent of their yearly income—
an unrealistic option for most of the population.
According to Ayalon, only three or four percent of
the population could afford to buy a newspaper
or a journal in Egypt at the time. In other words,
for every one-thousand people, thirty-five copies
of newspapers and journals were bought.!8 This
meant that the satirical, illustrated, and popu-
lar journals were luxury goods, accessible only to
the privileged, even when we are dealing with the
purchase of a single issue. In addition to this eco-
nomic constraint, one should be aware of the fact
that in 1917, 92.1% of the Egyptian population were
illiterate. In 1927, the numbers for literacy rose to
11.8% (male literacy was 19.6% and female literacy
was 3.9%).149

Who was, therefore, the target audience of these
cultural products? It is difficult to pinpoint, count,
identify and characterize the target audiences of
the satirical, illustrated, and popular journals in

148 Ayalon, The Press in the Arab Middle East, 153.
149 Fahmy, Ordinary Egyptians, table 4, 33; Ayalon, The
Press in the Arab Middle East, 141, 143.

Egypt during the first half of the twentieth cen-
tury. And yet, the editors of these journals address
a certain type of reader, based on their perception
of Egyptian society and its readiness to consume
the printed cultural product. These perceptions
were reflected in the information available in the
journals themselves: the circulation and distribu-
tion areas, the subscription costs, the quizzes and
competitions, advice columns, and information
regarding the publication of forthcoming issues.
Alongside the textual information, different imag-
es presented an imagined readership (caricatures,
photographs, and illustrations), which provided
images of men and women reading a journal. This
imagery reflected the perception of editors and
owners regarding their ideal reader-viewer’s char-
acteristics and social profile.

Upon examination, these images show that
amongst the target audiences of these journals
were the prime ministers of Egypt as well as other
leading politicians, bureaucrats and state officials
of all levels, military and police officers, judges,
and other state servants. Al-Lata’if al-musawwara,
for example, published, on several occasions,
images depicting Zaglal, al-Nahhas, and Crown-
Prince Faruq (1920-1965) holding copies of the
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journal. Alongside the images of the different rep-
resentatives of the regime were images of other
public figures, such as athletes, movie and theatre
actors and actresses, singers of both sexes, writ-
ers, intellectuals, and so forth—all shown holding
copies of the different journals. Ruz al-Yisuf pub-
lished in one of its first issues a photograph of the
Jewish actress Victoria Cohen (1891-1966) holding
a copy of the journal in an unnatural pose—al-
legedly reading it; however, she really seems to be
presenting it to her imagined reader.!>® Associat-
ing the journal with public figures who were alleg-
edly subscribers, positioned the journal as a luxury
good, and its purchase theoretically identified its
buyer as belonging to the same social circles as
those public figures.

The relationship between the satirical journals
and their readers was essentially political and was
influenced by the political affiliation of the jour-
nals. In this context, the satirical journals were dif-
ferentiated from the popular and illustrated ones,
which were essentially a-political and addressed a
wider audience. In these relationships, the com-
munity of readers were an active crowd, reacting
to the contents of the journals: sending letters,
writing articles, solving quizzes, winning prizes,
and drawing caricatures that the journals occa-
sionally published. Whether they disclosed their
name or not, they revealed further information
regarding their sex, profession, age, social status,
religion, and geographical location.

From the range of information available in the
journals, one can determine that the consump-
tion of the satirical, illustrated, and popular jour-
nals in Egypt throughout the first four decades of
the twentieth century was mainly an urban phe-
nomenon, and more accurately a Cairene and

150 Ruz al-Yasuf 58, December 8, 1926, frontispiece. It is
interesting to note that all issues of Riz al-Yisuf in its
first two years of publication devoted the frontispieces
to the publication of photographs of prominent public
figures, many of them were women, including al-Yasuf
herself. However, Cohen was the only one presented
with a copy of Riz al-Yiisufin her hands.
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Alexandrian one. Fahmy disclosed that until the
19508, 78.6% of the Egyptian journals published in
Arabic were printed in Cairo. 9.2% were published
in Alexandria—the second largest urban center
regarding the volume of Arabic press.!> Consum-
ers were mostly men—Muslims and not. And yet,
women were also an intended audience, judging
by the content of different texts and caricatures,
as well as the advertisements promoting manu-
factured goods, different services, and the journals
themselves. An example can be seen in the adver-
tisements of al-Musawwar for its forthcoming is-
sues, which regularly presented women reading its
issues (for example, fig. 4.14).152

Readers outside Egypt were also a targeted audi-
ence, as shown by Ayalon’s claim that the Egyptian
press had the highest demand throughout the Fer-
tile Crescent: in 1936 about ten thousand copies of
Egyptian dailies and about fifteen thousand copies
of Egyptian journals were distributed throughout
the area.!®3 In this context, Ayalon pointed out that
the division of the region into separate states, with
defined borders and individual governments, did
not result in a press exclusively confined to sepa-
rate national territories. Rather, the tradition of
the region as a single “pool of communication” re-
mained and even developed further, enhanced by
improved means of transportation.'>* The prices
for the different journals outside Egypt were pub-
lished on each issue, as well as the names of agents
through which the journals could be bought.

Egyptian readerships could also be found out-
side Cairo and Alexandria, from the beginning of
the twentieth century, as indicated by Baron.155
John Ninet’s experience demonstrates this; he
was a Swiss traveler who toured Egypt at the time.
Ninet claimed that “there was hardly a donkey boy
in Cairo, or of any of the provincial towns, who

151 Fahmy, Ordinary Egyptians, 31, n.39, 188.

152 “Taqra al-Musawwar ‘ala al-blag,” al-Itnayn 113, August
10,1936, 7.

153 Ayalon, The Press in the Arab Middle East, 74.

154 Ibid.

155 Baron, The Women'’s Awakening, 82, n. 14, 217.
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had not heard them [Abu Naddara’s dialogues of
Sannu‘] read, if he could not read them himself;
and in the villages, I can testify to their influence,
for I was myself a diligent colporteur of Sanua’s lu-
cubrations wherever I went” (Ninet's emphasis ).156
However, Ninet relates to the journals Sanna‘ pub-
lished in Cairo before he left for Paris—meaning
they were lithographed sheets of text, without
caricatures. In any case, reading a news report,
an article, or a literary text, and explaining it, is
not comparable to reading a caricature aloud, as
this may not even be possible. The reading of the
satirical image is an individual act, which often
requires political, cultural, and social prior knowl-
edge, as well as the ability to decode the visual
and verbal symbols encoded in the art work. The
prevailing assumptions in cultural studies are that
caricatures are conceived as part of mass culture,
crossing social boundaries, and targeting the wid-
est possible audiences, without any stipulation
regarding their level of education or their socio-
economic background: “anyone could listen—to a
handbill read outloud or a joke passed from friend
to friend. Everyone could look—at caricatures and
funny knickknacks, over someone’s shoulder, in a
shop window, in a vendor’s basket.”57

In Egyptian cultural studies, this assumption is
partly based on the fact that many of the carica-
tures’ subtitles were written in the Egyptian collo-
quial dialect. Fahmy, for example, claimed only the
colloquial Egyptian possessed the linguistic flex-
ibility and the tools necessary to articulate wit and
humor to all Egyptians, regardless of education or
class. That was, according to Fahmy, the primary
reason for the popularity and political effectiveness
of the comedic theatre, recorded popular music,
and the satirical press at the turn of the twenti-
eth century and the continuing need for an outlet
for colloquial Egyptian culture in the twenty-
first century.!5® However, Fahmy’s discussion is

156 John Ninet, “Origins of the National Party in Egypt,” The
Nineteenth Century. A Monthly Review 13 (January 1883):
128, quoted in Fahmy, Ordinary Egyptians, 53.
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FIGURE 4.14  Read al-Musawwar at the Beach. “Tagra’ al-
Musawwar ‘ala al-blag,” al-Itnayn n3, August
10, 1936, 7.
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on a satirical press that focused on the literary
text—poetry and theatrical dialogues, which were
based on daily activities and situations, and were
adjusted to oral transmission and distribution and

157 “And most Berliners did,” claimed Townsend, in her
research of popular humor in nineteenth century Prus-
sia. Townsend, Forbidden Laughter, 70.

158 Fahmy, Ordinary Egyptians, 6—7.
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hence could be considered as part of mass culture,
even an illiterate one.

The use of the colloquial to accompany cari-
catures in Egypt can be compared to similar
choices in other lingual spheres, as, for example,
nineteenth-century Berlin. Mary Lee Townsend
has shown that the caricatures distributed in Ber-
lin were also subtitled using the Berlinisch collo-
quial dialect. Townsend argued that this choice
could be explained through social and cultural
phenomena. The first was the outgrowth of the
romantic interest in folk customs, while the sec-
ond was the search for a national identity. She
also points to the fact that the use of urban dia-
lect added a touch of realism to the works. The use
of Berlinisch colloquial dialect was also a politi-
cal choice, “part of a battle for the freedom of the
people ... an attempt to reach the Volk in whatever
ways possible” (Townsend’s emphasis).159

Habermas, who discussed the British eigh-
teenth-century public-sphere, argued that the
printed press was perceived by its readers as an in-
separable part of the oral discussions in the public
sphere. Hence, texts that were printed in the form
of dialogues affirmed their closeness to the “spo-
ken world” and served as a continuation, through
their reading out loud, of the original, real, con-
versations, and vice versa. Thus, the conversation
which was reproduced in the printed media, con-
tinued through its reading.160

A different perspective was presented by the in-
tellectual Fanon in The Wretched of the Earth (1961).
This book, which aims to give a psychological
analysis of the violence of colonialism, discusses
the unreliability of the national bourgeoisie, and
calls for an authentically national culture, which
can only arise from an armed struggle (revolution).
In Fanon’s thought, culture, rather than material
conditions, serves as the crucial factor in bringing
about the revolution. In other words, he sees the
revolution above all as a cultural phenomenon. In
his chapter “On National Culture,” he stresses the

159 Townsend, Forbidden Laughter, 74.
160 Habermas, Structural Transformation, 42.
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importance of an authentic national culture for
the stability and legitimacy of the new political or-
der in the postcolonial era. For Fanon, the revolu-
tionary culture is not the pseudo-national cultures
most African states have contented themselves
with—folklore, négritude, a truncated and self-
interested version of the national past. In these
pseudo-national cultures, artists and intellectuals
use the local colloquial dialects to “be near as pos-
sible to the people”:

“At the very moment when the native intellectual
is anxiously trying to create a cultural work, he
fails to realize that he is utilizing techniques and
language which are borrowed from the stranger
in his country. He contents himself with stamp-
ing these instruments with a hallmark which
he wishes to be national, but which is strangely
reminiscent of exoticism. The native intellectual,
who comes back to his people by way of cultur-
al achievements, behaves in fact like a foreigner.
Sometimes he has no hesitation in using a dialect
in order to show his will to be as near as possible to
the people; but the ideas that he expresses and the
preoccupations he is taken up with have no com-
mon yardstick to measure the real situation which
the men and the women of his country know. The
culture that the intellectual leans toward is often
no more than a stock of particularisms. He wishes
to attach himself to the people; but instead he only
catches hold of their outer garments.”16!

One can ask in this context whether the reading
of a spoken dialect, allegedly one that is “closer
to the people,” is easier? Some, like Townsend, ar-
gue it is not. In her Forbidden Laughter Townsend
has shown that for the mid-nineteenth century
Berliners, reading the Berlinisch colloquial dialect
was harder to decode than when hearing it, and it
quickly became a fad.’62 According to Townsend,

161 Frantz Fanon, The Wretched of the Earth, trans. by Con-
stance Farrington (New York: Grove Weidenfeld, 1963),
222-223.

162 Townsend, Forbidden Laughter, 75.
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some mid-nineteenth-century educated Germans
found the Berlinisch colloquial dialect amusing
because they could recognize the errors and pre-
tensions of their less fortunate contemporaries.
Authors sometimes based their jokes on the
tension between standard literary German and
Berlinisch, thereby making their humor acces-
sible only to those able to understand the dis-
crepancy.'®® I must admit I have not been able
to trace in the caricatures from interwar Egypt
evidence for such discrepancies. However, many
caricatures used words transliterated from French,
Italian, and English in their subtitles—raising
other questions regarding who their intended au-
diences were. Or what their designers assumed
regarding their social and cultural capital. In any
case, references regarding the ability of readers
to fully read caricatures of the time are scanty
at best.

In conclusion, it is clear that the caricatures,
like other cultural products available in interwar
Egypt, participated in drawing the conceptual
boundaries that defined the social and cultural
assets of their creators as well as of their read-
ers. Purchasing an illustrated, popular, or satirical
journal designated their consumers as belonging
to defined socio-cultural strata on the one hand,
and on the other defined the cultural product
itself as a desirable luxury good. A comic strip,
published in June 1936 in al-ltnayn, illustrates this
point clearly (fig. 4.15).164 In it a young woman is
trying to draw the attention of a young man sitting
on a bench. After three attempts fail, she drops
an illustrated journal on the ground beneath the
bench. In response, the man picks up the journal
and starts reading it, leaving the young woman
annoyed—a testimony to the illustrated journal’s
appeal.

163 Ibid.
164 Birnad, “Nawadir Falhas Efendi—I" al-Itnayn 106, June
22,1936, 20.

FIGURE 4.15

Anecdotes of Falhas Efendi. Birnad,
“Nawadir Falhas Efendi—1I," al-Itnayn 106,
June 22,1936, 20.
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CHAPTER 5

The Average Egyptian; the Ideal Egyptian
On Visual Stereotypes and Constructing Egyptian Identity

In the fall of 1919, a commission headed by Alfred
Milner, the British colonial secretary, proceeded
to Egypt to make recommendations for the fu-
ture relationship between the two countries. The
commission arrived in Egypt on December 7, 1919.
Strikes, disturbances, and attacks on individuals
had continued throughout the summer and the
Prime Minister Muhammad Sa‘id had resigned in
November. He was replaced by Yasuf Wahba, who
escaped assassination a week after the arrival of the
commission. Zaglil, who determined that nobody
but himself should negotiate with the British, saw
to it that the mission was boycotted by all shades
of Egyptian opinion.! The sultan and his minis-
ters were the only Egyptians prepared to meet its
members. The boycott was so effective that it took
Milner only three weeks to decide that the best
way forward would be to abandon the label pro-
tectorate, in the hope that this concession would
bring Egyptians to agree to the substance of British
requirements. The Milner Report, recommending
the end of the protectorate and the negotiation of
a treaty, was published in February 1921. A govern-
ment formed by ‘Adli Yakan, one of Zaglal’s rivals,
spent most of the year trying to negotiate such a
treaty but was inhibited by Zaglul’s virtual veto
power. When ‘Adli consequently resigned, Zaglul
brought his supporters onto the streets to prevent
the formation of any alternative government. Al-
lenby then had Zaglul arrested and deported to
the Seychelles and prevailed on a reluctant British
government to promulgate a unilateral declaration
that incorporated the Milner recommendations

1 For the Milner commission, see J.C.B. Richmond, Egypt
1798-1952: Her Advance Toward a Modern Identity (London
and New York: Routledge, 1977), 181-185.
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and conferred a limited measure of independence
on Egypt—the declaration which would be later
known as the February 28, 1922 or the Unilateral
Declaration of Independence.?

In the two weeks following the arrival of the
commission to Egypt, al-Lat@if al-musawwara
published a caricature that was amongst the first
to include a variety of men and women represent-
ing the Egyptian public (fig. 5.1).3 Under the title,
“The Foundations of the Egyptian Nation” (‘andasir
al-umma al-Misriyya), were depicted four men,
two women, a baby and a child standing to the
side of a road, which was titled “the road to full
independence” (tariq al-istiglal al-tam). The lead-
ers of the Egyptian nation, “al-umara’ al-faham”
(the honorable amirs), were depicted walking the
road, while turning their backs to the road leading
towards “the protection” (meaning, protectorate).
A man, depicted from his back, wearing a Western
suit and a top hat, and identified by a title as Mil-
ner is standing at the crossroad yelling at the group
of the amirs “and you too ..."

The title “anasir al-umma al-Misriyya,” asks the
viewer to identify the figures depicted as a visual
cross-section of the Egyptian men and women of
the time. Two of the men wear Western suits and a
tarbus. These could have represented the evolving
socio-cultural modernizing middle-strata of the
society. One man is wearing a gubba or a quftan
(both are long robe-like garments for men) and
an ‘mama (Ar. pl. ‘ama@’im, or the turban; a cloth
wound around a cap), and hence can be identified
as belonging to the lower strata of society or the

2 Ibid, 184—18s5.

3 Athab Hulusy, “al-Umara’ ila ganib al-umma—fawz ‘agzim
li-l-qaddiyya al-Misriyya,” al-Lat@’if al-musawwara 257,
January 12, 1920, 1.
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FIGURE 5.1 Great Win for the Egyptian Cause. Athab Hulasi, “al-Umara’ ila ganib al-umma—fawz ‘agzim li-l-qaddiyya al-
Misriyya,” al-Lat@’if al-musawwara 257, January 12, 1920, 1.

STERLING & BASS LIBRARIES, YALE UNIVERSITY

‘ulama’ (Ar. s. ‘alim, a term denoting scholars of al-
most all disciplines, although referring more spe-
cifically to the scholars of the religious sciences).*
The fourth man can be identified as a Copt, based
on the crucifix hanging on his neck. One of the
women is wearing a knee-length dress, her hair
is raised up, and a yasmak (Turkish-style, white
face veil) is covering her face—this was worn in
Egypt by the elite in the early twentieth century.
The second woman is wearing a local traditional
loose black gown (sabla, the Egyptian synonym for
tawb—a basic tunic worn by both sexes through-
out the Middle East). Her face is covered with
a black face-scarf, and her head with the black

4 “Ulama’ in Encyclopaedia of Islam, Second Edition, Glos-
sary and Index of Terms, ed. by PJ. Bearman, Th. Bianquis,
C.E. Bosworth, E. van Donzel and W.P. Heinrichs. Avail-
able at http://dx.doi.org/10.1163/1573-3912_ei2glos_SIM_gi
_05074. First published online: 2012. Accessed on 16 Janu-
ary 2019.

habara (dark, silky enveloping outer wrap for
women).> All these attributes associate her with
the lower strata of society (urban or rural). As for
the two children, one of them is dressed in a West-
ern suit, hence belonging to the elites. The other,
the baby; sits on the shoulders and holds the head
of the woman who was identified as belonging to
the lower strata, and hence belongs to the same
social stratum.

The process of development and consolida-
tion of the caricature in Egyptian print-culture
was a visual quest inseparable from the search
for the national symbols of the formative nation-
state. The artists of the period needed to imagine

5 YK Stillman, N.A. Stillmann, and T. Majda, “Libas,” En-
cyclopaedia of Islam, Second Edition, ed. by P. Bearman,
Th. Bianquis, C.E. Bosworth, E. van Donzel, and W.P.
Heinrichs. Available at http://dx.doi.org/10.1163/1573-3912
_islam_COM _o581. First published online: 2012. Accessed
on 16 January 2019.
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or design the notion of Egyptian nationhood as
an expression of the desirable Egyptian national
identity. This desire or need to imagine the na-
tion visually was a characteristic, as Charles Press
demonstrates, of democratic societies during their
formative eras.® Press, who aims to illustrate the
history of the political caricature over the course
of four-hundred years, examines how cultural
icons were designed through satirical imagery in
different political spheres (especially the United
States and Britain). Press’s discussion, despite the
criticism directed at him, can serve as a map for
the discussion of satirical visual representations in
any political sphere.”

According to Press’s analysis, one can divide
any satirical repertoire, of any given developed
or stable democracy, into two categories: “official
symbols,” which originate in top-to-bottom assim-
ilation processes from the regime and its agents,
and “unofficial political symbols,” which are the
creation of the regime’s internal critics, and are
distributed through bottom-to-top cultural pro-
cesses. Since the official symbols aim to affirm the
legal authenticity of the nation and its regime,
when these symbols are besmirched or purposely
damaged, the patriotic citizen is expected to re-
gard the act as an outrage and sacrilege.®

6 Charles Press, The Political Cartoon (Rutherford, NJ: Fair-
leigh Dickson University Press, 1981).

7 Criticism of Press’s book attacked the awkward language,
the lack of internal organization of the chapters, as well
as the book as a whole, the “jumps” from period to period
and from one political sphere to another, and finally the
ambition itself to illustrate, in a thorough and comprehen-
sive manner, a four-century history of three separate con-
tinents. Regarding this last point, it stands out that Press
only dealt with English-speaking spheres and ignores the
history of the caricature in France, Germany, Italy and so
forth. For some of his critics, see Alice G. Marquis, “The
Political Cartoon by Charles Press,” The American Histori-
cal Review 87, no. 5 (December 1982): 1360-1361; M.G. Lord,
“The Political Cartoon by Charles Press,” Political Science
Quarterly 98, no. 3 (Autumn 1983): 545-546.

8 Press, The Political Cartoon, 224—225.
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The unofficial political symbols take time to de-
velop, though the need to create them will appear
in many cases almost as soon as the date of the
creation of the democratic polity. The “democratic
mood,” claims Press, “encourages the fashioning
of such less-than-perfect symbols, because only in
democracies will citizens be permitted to create
them, and only there can loyal citizens be permit-
ted wryly to face up to having a less-than-perfect
nation with a less-than-perfect government in a
less-than-perfect world.”® The political symbols
are used to project an attitude toward the regime
and to the nation that is sharply at variance with
the patriotic posture encouraged by the official
symbols.

As Press illustrates, “any animal that is not
downright repulsive will do as a symbol to repre-
sent strength. And the lofty qualities can be sym-
bolized by a pure woman dressed up in a flowing
formal; always on hand is the imposing govern-
mental building or public monument or shrine
to a great leader of the past.® In some of these
cases, the citizens themselves will become im-
perfect but sympathetic symbols to represent the
nation. By the “citizens themselves,” Press means
caricature types such as Major Downing, Yankee
Doodle, Uncle Sam, and others (to focus on his
American examples), which could be read as rep-
resentatives of the nation’s members.!! There are
two ways to read these unofficial visual represen-
tations: first, as an embodiment of the nation it-
self, in this case the United States of America; and

9 1bid, 226.

10 Ibid, 225—226.

11 For Yankee Doodle, see Ibid, 216; for Major Downing,
see Henry Ladd Smith, “The Two Major Downings: Ri-
valry in Political Satire,” Journalism Quarterly 41 (Win-
ter 1964): 74—78, 127; Press, The Political Cartoon, 218—
222, For Uncle Sam, see Albert Matthews, Uncle Sam
(Worcester, MA: The Davis Press, 1908); Frank Weiten-
kampf, Uncle Sam through the Years: A Cartoon Record
(New York, 1949); and Alton Ketchum, Uncle Sam, the
Man in the Legend (New York: Hill and Wang, 1959);
Press, The Political Cartoon, 218—222.
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secondly, as an embodiment of the notion of the
ideal citizen. These ideal types represent what the
nation stood for at the time of their creation. They
were perceived as needed for the formation of the
democratic or liberal nation and carried on their
shoulders the burden of consolidating the civic
society in those democratic or liberal political
entities. According to Press, these imagined citi-
zens were characterized by their “common sense”
as well as by their duty to take care of themselves
rather than being a burden to others. Other com-
mon traits were their hopeful and kindly rather
than utopian character; they were pragmatic
rather than ideological, but also idealistic, which
requires taking the long-view rather than a short-
sighted one. “Rather than symbolizing ideal virtue
and purity,” such a figure “suggests taking the next
sensible step to improve things,” concludes Press.!?

As Peter Duus articulates in a discussion of the
development of the Japanese political cartoon, al-
though caricaturists wielded their art as a weapon
of remonstrance, protest, or resistance, in prac-
tice they were often allies of the state as agents of
“democratic surveillance.”3 Ultimately, the carica-
turists belonged to the same political community
as the newly constituted nation and the agents
they lampooned. The way caricaturists design the
“unofficial political symbols” in the form of ideal
citizens are meant to be used to mobilize a sense
of national community amongst readers. In other
words, caricaturists use these ideal citizens in or-
der to draw a satirical boundary between “us” and
“them”—a boundary that traces the contours of
national identity.!* These types define a sense of
national uniqueness by emphasizing what makes
a given nation different from other nations—what
makes a British type British, a French type French,
a Japanese type Japanese, and so forth. In doing so,
the caricature becomes one of many mechanisms
used by the regime and its agents, as well as by
private individuals (in textbooks, popular novels,

12 Ibid, 226.

13 Duus, “Presidential Address,” 981.
14  Ibid, 983.
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exhibitions, or advertisements), to naturalize the
idea of the nation.!> In other words, they manipu-
late how the reader or viewer perceives his duties
and loyalties as a citizen of the nation. Through
these mechanisms, readers and viewers are en-
couraged to act. In other words, the caricatured
types, like other visual and textual mechanisms,
are used to educate viewers, lecture them, and
criticize their behavior in an attempt to advance
them toward an ideal promised future. Or as Neil
McWilliam argues, these visual imagined types
sought to help the viewer to be “an active and ef-
ficient citizen.”6

In their attempt to waken readers into action,
caricaturists in Egypt, as in other visual public
spheres, used, amongst other mechanisms, attri-
butes that made noise. In many caricatures, char-
acters are depicted ringing bells, hitting drums,
blowing trumpets, operating music boxes, or
shouting/calling/yelling in the urban streets or ru-
ral scenery in an attempt to attract the attention
of other participants to the caricatures’ sphere [as
well as the readers’] and drive them into action.
In this context, the use caricaturists made of de-
pictions of processions stands-out. This visual
mechanism was evident in European caricatures
beginning in the sixteenth century, and it allowed
artists to critically present a large variety of so-
cial groups or individuals in a single composition.
The placement of different individuals, side by
side, in a single composition showing a procession
enabled artists to clearly emphasize the differenc-
es between those individuals.!”

The target audiences of the political caricature
in the formative years of the European spheres,

15  For a discussion on the importance of the novel and
the newspaper to the imagining of the nation’s com-
munity, see Benedict Anderson, Imagined Communi-
ties (London: New Left Books, 1983), 37—46.

16 Neil McWilliam, Dreams of Happiness: Social Art and
the French Left, 1830-1850 (Princeton: Princeton Univer-
sity Library, 1993), 273-274.

17 For the history of this visual mechanism, see McPhee
and Orenstein, Infinite Test, 21, 76—91.
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as well as in the United States, were the elites and
the higher middle strata of society. These strata
cultivated within themselves a sense of cohesion
and social identity, which occasionally was de-
fined at the expense of the lower social classes.
Consequently, the ideal citizen, which was an
imagined representative of the target audiences,
emphasized their unique and characteristic cus-
toms and presented them as a model and a social
stance to strive for. The emphasis on the social and
cultural characteristics of those representatives as
embodiments of national identity simultaneously
excluded all those individuals and groups who did
not belong to the higher strata of society from the
national discourse. Taking the example of Uncle
Sam: as a white middle-aged man, he stood for the
white Anglo-Saxon Protestants (wasp)—the elite
social class of powerful white Americans of British
Protestant ancestry.!8

During the first decade of the twentieth centu-
ry, caricatured types of the “common” citizen be-
gan to appear in European and American satirical
journals. These types were an embodiment of the
idea of Everyman—an imagined representative of
the average citizen from the lower middle strata.
Originally, Everyman was an English morality play
of the fifteenth century, probably a version of a
Dutch play, Elckerlyc. The morality play was an al-
legorical drama popular in Europe, especially dur-
ing the fifteenth and sixteenth centuries, in which
the characters personify moral qualities (such as
charity or vice) or abstractions (such as death or
youth) and through which moral lessons were
taught. Of all morality plays, the one that is con-
sidered the greatest, and that is still performed,
is Everyman.!® Press defines the caricatured types
of Everyman as the “little man lost in the big or-
ganization world, the Charlie Chaplin of Modern
Times?® In the caricatures, they appeared as

18 Press, The Political Cartoon, 227.

19  Christine Richardson and Jackie Johnston, Medieval
Drama (London: Macmillan, 1991), 97—98.

20 Press, The Political Cartoon, 222.
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victims of corrupt or cruel and brutal political
leadership. As victims, these types had no means
to fight back except through satirical humor. One
of the first examples of these types was Brother
Jonathan, which evolved from the image of Yan-
kee Doodle.?! Originally a theatrical character,
Jonathan was a shrewd and down-to-earth type,
who continually demonstrated his natural com-
mon sense at the expense of cultured snobs. As a
version of the Yankee American, he became very
popular in the early 1800s. The first cartoons of his
image appeared in the 1810s, and they were influ-
enced directly by the stage-Yankee.2?

Duus claims, regarding the Japanize satirical
sphere, that these common types facilitated in the
audience a sense of solidarity with the nation.?3 In
other words, viewers could have identified them
as an embodiment of their next-door neighbor,
in contrast to images such as Uncle Sam, which
were in a sense heroic, and aimed at embodying
the heritage of the nation. The overall design of
the common citizens contributed to the look
of the next-door neighbor since they were not
dressed in the nation’s symbols, such as the striped
suit of Uncle Sam. Additionally, caricaturists used
a variety of men, women and children, in accor-
dance with the scene depicted, and hence allowed
viewers to find something of themselves in those
types. “It was easier for the reader to identify with
a specific rendering of the nation self than a ge-
neric one,” concludes Duus.24

The appearance of the common types, as rep-
resentatives of the public, reflected the ongoing
growing engagement of larger segments of the
society in the political culture of the liberal and
democratic nations. The criticism these types pro-
duced aimed at confronting the policies of the

21 For the image of Brother Jonathan, see Albert Mat-
thews, “Brother Jonathan,” Transactions 1900-1902,
The Colonial Society of Massachusetts (Boston: C. S. M.,
1950), 94-126.

22 Press, The Political Cartoon, 216—218.

23 Duus, “Presidential Address,” 986—989.

24  Ibid, 989.
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different governments without undermining the
political order which allowed the establishment
of those governments. In other words, although
these types embodied an awareness of the flaws
and deficiencies of those in power, their creators
still believed in the basic principles of the system,
as well as its ability to improve itself.25

One can also see in these types the reflection
of the evolution of a collective political subcon-
scious—meaning the imagining of civic society
or the new modern society as one unit consisting
of different individuals. Lynn Hunt calls this unit
a “political family"26 Hunt, in a discussion of the
art and literature of post-revolution France, shows
that imagining revolutionary politics through the
idea of the “political family” aimed at replacing
the monarchic discourse which preceded it. This
discourse involved imagining the heads of the
monarchic regime as parents of the community.
The imagined relationship of the patriarchal fam-
ily was replaced by a brotherhood, which was ar-
ticulated in the slogan Liberté, Egal[té, Fraternité
(liberty, equality, fraternity).2? The revolutionaries
who wished to get rid of their patriarchal parents
did not want to replace them with new ones, but
rather to imagine a new family in which the chil-
dren are independent and sovereign.28

Returning to the caricature with which we
began our discussion, one can see in the crowd
standing at the side of the road leading to “full in-
dependence,” an expression of the idea of the “po-
litical family”—an Egyptian one. As in the French
precedent there is no “father” or “mother” in this

25 Press, The Political Cartoon, 226.

26  Lynn Hunt, “Discourses of Patriarchalism and Anti-
Patriarchalism in the French Revolution,” in Language
and Rhetoric of the Revolution, ed. John Renwick (Edin-
burgh: Edinburgh University Press, 1990), 25—-41.

27  Hunt based her claims on Sigmund Freud’s theory
of the “family romance.” Sigmund Freud, “Family Ro-
mance,” in The Standard Edition of the Complete Psycho-
logical Works of Sigmund Freud, trans. James Strachey
(London: Hogarth Press, 1959), vol. 9, 238—239.

28 Hunt, “Discourses of Patriarchalism and Anti-Patriar-
chalism,” 26.
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family, despite the Zagluls’ rhetoric, as will be dis-
cussed in the following chapter. Similarly, Egyp-
tian caricaturists never attempted to establish
King Fu’ad as a symbol for Egypt, as an imagined
“father”—a phenomenon that can be traced in
other newly constituted nations, such as the Eu-
ropean monarchs who became senior-symbols of
their hierarchical new family. The reason for this
iconography of absence is probably the prohibi-
tion of caricaturing the king,

Egyptian caricatures of the family theme were
mainly used to claim political justice. In many of
these, different imagined representatives of the
Egyptian public appear to be conducting national
fights against the colonizer, as well as against lo-
cal political leaders. Through these imagined
representatives’ degradation in the different com-
positions, caricaturists sought to arouse empa-
thy among readers and call them to the cause. In
other words, types, such as “anasir al-umma al-
Misriyya,” offered national unity while cultivating
a consciousness of Egyptian cohesion. In this com-
position, as well as in many others, one could have
found amongst the ‘anasir al-umma al-Misriyya a
variety of imagined representatives from all social
strata of Egyptian society, as well as imagined rep-
resentatives from its non-Muslim communities.
However, during the 1930s, this visual repertoire
narrowed down and included mostly representa-
tives of the socio-cultural stratum of the efendiyya
as well as representatives from the urban and rural
lower classes.

A further aspect of these types which needs to
be addressed, before discussing the types them-
selves, is the possibility of reading these charac-
ters as a kind of proof of the existence of the public
the journals addressed—meaning, the target au-
dience. In other words, the presence of a variety
of characters from the Egyptian urban and rural
spheres in the caricatures can serve as a testimo-
ny to the existence of that public. In this context
Brummett’s theorization of the intimate relation-
ship between the journal and its public is worth
quoting: “the press creates the public by assuming
and addressing it and the public creates the press
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by consuming it. [...] The public is real because it
is embodied in cartoon characters who engage in
satiric interaction with the gazettes, with other in-
habitants of the cartoon space, and with the pub-
lic at large.”2%

In other words, one can discuss the visual ste-
reotyping of different social strata in Egyptian
society as an attempt by caricaturists to create,
imagine, and document the public to which the
caricatures are addressed. As a documentation
mechanism, these images serve as a further layer
in the journals’ aspiration to serve as the mouth-
piece of those publics. That is to say, the un-official
symbols in the form of the common people were
part of the struggles for control over the public
sphere in which the press participated. As Brum-
mett emphasizes, following David Latin, “elites
in all subsystems try to make their subsystem the
privileged locus of symbolic production in their
society.[... Each journal was] an organ in the strug-
gle of various elite groups for the high ground in
symbol production.”3® These struggles dictated
who would be included in the visual repertoire,
and who would be excluded.

To demonstrate that the caricaturists and the
journals themselves truly represented the public,
the artists used visual and lingual mechanisms
that claimed to be popular. In other words, the car-
icatured types which represented the ideal citizen,
or the common/average citizen, needed to be first
and foremost recognizable, and their success was
based on that familiarity. In many cases caricatur-
ists quoted characters from an existing cultural
repertoire—both from oral traditions and from
literary and theatrical traditions. Their appear-
ance in caricatures occasionally gave them a new
meaning or interpretation in the national idiom.
Alice Sheppard claims, in the context of American
caricatures, that the familiarity of these characters

29  Brummett, Image & Imperialism, 51.

30  David Latin, Hegemony and Culture: Politics and Reli-
gious Change among the Yruba (Chicago: University of
Chicago Press, 1986), 175-179. Brummett, Image & Im-
perialism, 51.
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was meant to aid communication between read-
ers and the artists, as well as to soften resistance to
the criticism these characters pronounced. Conse-
quently, the ability of the image to influence the
viewer's insights grew.3!

Another mechanism meant to reaffirm the
mandate artists took upon themselves to repre-
sent the voice of the public was the reliance of
many compositions on the format of conversation.
With this mechanism, artists allegedly brought
print culture to the oral culture. Voices from street
corners, from rural roads, from the coffee shops,
and from the market places were documented
between the pages of the journals in the form of
imagined conversations between the imagined
representatives of the public. These representa-
tives were depicted talking about political, so-
cial, cultural, and economic issues. Occasionally,
the titles of the caricatures specifically mention
that the characters depicted were documented
having a conversation or that their conversation
represents the public opinion regarding the issue
talked about. For example, consider a caricature
drawn by Santes, “Hadit al-intihabat fi garya,” in
which three men are depicted standing in a village
street.32 The caricature was re-published a decade
later in al-Itnayn with sub-titles arguing that one
of the men was “the department’s agent” (wakil
al-da’ra) and the other “the head of the village”

31 Alice Sheppard, Cartooning for Suffrage (Albuquerque:
University of New Mexico Press, 1994). Sheppard bases
her assumption on Freuds’ theory regarding the im-
age. Strachey, Complete Psychological Works of Sigmund
Freud, vol. 22, 74-75.

32 Juan Santes, “Hadit al-intihabat fi qarya, al-Kaskal
al-musawwar 105, May 20, 1923, 1. This caricature is
an example of the work process of the caricaturist
based on photographs. The composition of the im-
age is based on a postcard of ‘Atabat al-Hadra’ Square,
distributed by Lichtenstern and Harari. The post-
card can be seen at https://www.hippostcard.com/
listing/241135-egypt-cairo-square-ataba-el-khadra-
vintage-lichtenstern/14078170. Accessed on 16 January
2019.


https://www.hippostcard.com/listing/241135-egypt-cairo-square-ataba-el-khadra-vintage-lichtenstern/14078170
https://www.hippostcard.com/listing/241135-egypt-cairo-square-ataba-el-khadra-vintage-lichtenstern/14078170
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(al-‘umda).®® However, the image itself does not
reflect the fact that the men are having a conversa-
tion, since their gestures and their facial-features
are frozen in a static posture, as if all three of them
are listening rather than talking.

Brummett argues, regarding the Ottoman car-
toon space, that the visual mechanism of the con-
versation is a broadening of a literary mechanism
unique to Middle Eastern societies.3* Brummett
attributes a high importance to the long tradition
of the use of dialogue as a device for political criti-
cism and philosophical debate in Middle Eastern
culture, and hence she emphasizes its uniqueness
and importance in Ottoman caricatures of the
revolutionary press. Brummett concludes that the
conversation format could have attracted readers
from different strata of the Ottoman society and
thus serve as a meeting point for a variety of tar-
get audiences. However, as Habermas has shown,
the dialogue form was significant for early versions
of the news in Europe, such as sixteenth-century
European news journals and fifteenth-century
broad-sheets that were written in dialogue form
and meant to be declaimed or sung.3> Terdiman
argues, regarding Daumier’s caricatures of the mid-
nineteenth century, that the overwhelming major-
ity of the caricatures’ captions report speech.36 For
Terdiman, this reliance on the conversation for-
mat (speech) reflects the artist’s attempt to record
or document the class criticized, its customs, de-
meanor and weltanschauung. Meaning, with the
speech format, Daumier aimed to expose the de-
ficiencies and flaws of the evolving French bour-
geoisie in the mid nineteenth century.3”

The appearance of the satirical journals in
the French public sphere in the 1830s served as
a catalyst for the development of the caricature

33  The reuse of the caricature, without mentioning its
source is a testimony to the lack of regulations regard-
ing copyrights in Egypt.

34  Brummett, Image & Imperialism, 54.

35  Habermas, Structural Transformation, 254, np. 35.

36  Terdiman, Discourse/Counter-Discourse, 183—184.

37  Ibid,164-179.
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as a means of conveying social criticism and the
formation of a social awareness which Terdiman
calls “counter-hegemonic consciousness.”® The
appearance of the caricature in Egypt, and its ad-
aptation and assimilation in the Egyptian public
sphere, both serves the social discourse and en-
courages more finely-tuned political awareness
and criticism. However, it seems that the “speech”
or “conversation” formats in Egyptian caricatures
were not a means of exposing, for when they ad-
dress social behavior, they do so in a manner
which was un-grotesque, un-exaggerated, and ba-
sically un-caricaturized.

Additionally, the bulk of the caricatures ad-
dress the national struggle. Thus, the different
representatives of Egyptian society in the visual
compositions perform national roles. When criti-
cism focusing on behavior, manners and customs
was evident, it was directed against those who
were perceived as westernized—women being the
main victims of criticism, as the next chapter will
discuss. The lower classes were attacked occasion-
ally on account of their simple manners or foolish-
ness. However, what stands-out is the fact that the
foreign-local communities, with all their customs
and ways of life, were absent as objects of ridicule
in the Egyptian caricatured sphere. This was in
sharp contrast to reality itself, in which, according
to Kahanoff, each group constantly mocked the
others.3? Kahanoff sought to explain this absence
from cultural products in a discussion of the cos-
mopolitan literature of the period. Her assumption
was that mentioning social statuses and ethnic or
religious identities, which all had crucial roles in

38  The criticism of the behavior of some of the sectors
of French society started with the appearance of the
“types frangais,” the “bons bourgeois,” the “moeurs con-
Jjugales,” those who have “beaux jours de la vie,” and
“philanthropes du jour.” These images reflected the in-
tellectuals’ dissatisfaction with the developing French
middle class. For Terdiman’s discussion of these satiri-
cal types, see Ibid, 164-179.

39  Jacquelin Kahanoff, “Tarbiit be-hithavit, in Bén Sené
Olamét, 121.



106

people’s lives and destiny, was considered rude
or impolite. That is to say, Kahanoff blamed the
“polite cultural style” of the foreign-local minori-
ties.#0 Although the local caricaturists belonged
to this same cultural milieu, it raises the question
of whether their role as the creators of the carica-
tures led them to avoid visual self-criticism.

1 The Images of the Egyptian Public

How did the voice of the Egyptian public look?
A public that the journals addressed directly,
as when, “in response to the many requests of
readers,” they published a caricatured portrait
of Husayn Safiq al-Misri, the leading editor of al-
Itnayn?*! As a rule, the voice of the Egyptian pub-
lic is mostly male, although women are present
in the caricatures. However, only a small fraction
of these women is actively engaged in the con-
versation. Mostly, they are portrayed in a passive
manner, standing at the side of the occurrence,
watching, beside the male participants. Addition-
ally, and in contrast to male examples, there was
no female caricatured type which developed into
a full character with a unique voice, qualities, and
style of conduct. Nor was there one that represent-
ed a certain social stratum or served as an embodi-
ment of the ideal female-citizen. Only in the 1940s
did female-positive-stereotypes of Egyptian wom-
anhood begin to appear.#?

40  Ibid.

41 Juan Santes, untitled caricature, al-ltnayn 5, July 16,
1934, 2. There are many examples of journals address-
ing readers in this direct manner, using expressions
such as ‘la hadrat al-Masriyyun (to the honorable
Egyptians).

42 Amongst the examples of the 1940s, those designed by
Raha, such as Bint al-Balad, are notable. For this carica-
tured image of the female Egyptian, see Lucie Ryzova,
“I am a Whore, but I will be a Good Mother: On the
Production and Consumption of the Female Body in
Modern Egypt,” The Arab Studies Journal vol. 12/13, no.
2/1 (Fall 2004/Spring 2005): 80-122.
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Occasionally, images of children (boys) are
portrayed as representatives of the public. These
come from different social strata and are posi-
tioned against various backgrounds—in rural
settings, at school, in outdoor urban scenery, and
so forth. The children could represent the public
as innocent in the context of the political and so-
cial upheavals characteristic of the era. Occasion-
ally, they speak in a mature voice, as the ones with
life-experience and as the ones with the better
understanding of how things really work—as op-
posed to the generation of their parents who ap-
parently disappoint them. A caricature published
in al-Kaskul al-musawwar in March 1926 reflects
how children were becoming a means for social
change (fig. 5.2).43 The scene illustrates a conver-
sation between Zaglil and a pupil (according to
the sub-title) on the whereabouts of a luxurious
and formal room. Zaglil, standing on the left with
his back slightly bent, is dressed in a Western suit
and a farbus. A scarf is wrapped around his neck,
and he uses an umbrella to steady his stance. The
pupil is standing in front of him, also dressed in a
Western suit and a tarbis. Under his left arm, he
holds a school-bag. On the wall behind them hang
two dress-items which represent the traditional or
the Egyptian—an %mama and a green glabiyya.
On a stool, on the right, is a brown fedora hat. The
boy, with a defiant gaze, asks the national leader,
“what is the difference, honorable president, be-
tween changing the turban with the tarbas and
changing the tarbus$ with the fedora hat? Why are
you willing to abandon wrapping the turban, and
not abandoning the tarbias?” Zaglal answers that
the tarbus is in fact a naked tmama (since the in-
ner part, the red cap, stays, and allegedly only the
white shawl was removed), while the fedora is “a
wicker basket” (magtaf).** That is to say, by wearing
the tarbus one preserves his Egyptian or national

43  Juan Santes, “al-Burnita ba‘d al-tarbus, al-Kaskul al-
musawwar 253, March 19, 1926, frontispiece.

44  When referring to a human being, magtaf can also
mean stupid or idiotic in popular usage—perhaps as
an insult to the ones wearing the fedora hats?
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identity, while wearing the fedora is pointless,
since it is perforated.

The caricature “The Fedora Hat after the Tarbus”
was published following an incident at Dar al-
‘Ulum (literally, the House of Science) in February
1926.4% Students at the institution and at al-Azhar
arrived at class wearing suits and farabis.*6 When

45  “Egyptian university established in 1872 to train teach-
ers of modern subjects. Offered a mix of religious and
secular subjects. Initially recruited students from the
mosque-university of al-Azhar and preferred learning
by rote memorization; eventually modernist ulama
and laymen moved it in new directions.” “Dar al-
‘Ulam,” in The Oxford Dictionary of Islam, ed. by John
L. Esposito. Oxford Islamic Studies Online, http://www
.oxfordislamicstudies.com/article/opr/ti25/e498. Ac-
cessed on July 1, 2018.

46 The incident and the discourse it sparked in the local
and foreign press is documented in Wilson Chacko Ja-
cob, Working Out Egypt: Effendi Masculinity and Subject
Formation in Colonial Modernity, 1870-1940 (Durham
and London: Duke University Press, 2011), 203-215.
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FIGURE 5.2
The Fedora after the Tarbus. Juan Santes, “al-

xn

Burnita ba'd al-tarbus,” al-Kaskul al-musawwar 253,
March 19, 1926, frontispiece.

HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

the education minister tried to enforce the dress
code, the students went on strike, demanding
the right to keep up with the times in their style
of dress. In the end, the students were ordered
to return to their classes or face expulsion. They
complied. The caricature “The Fedora Hat after
the Tarbus,” which can be read as resisting the
demand to abandon the tarbus and adopt the
Western-style hat, links the turban and the tarbus
to the same cultural heritage, overlooking the fact
that the tarbus itself was a relatively recent ad-
aptation from the Ottomans.#*’ This embrace of

47  The Egyptian discourse was sparked by the Turkish
abolishment of the tarbus as part of Ataturk’s poli-
cies to modernize the Turkish Republic. The turban
was first abolished in Turkey by the sultan Mahmad
11 in 1829 for all but religious officials. The tarbis was
banned in November 1924. For the Turkish discourse
regarding the tarbus, see Bernard Lewis, The Emergence
of Modern Turkey (London: Oxford University Press,
1968), 267, 404.
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the Ottoman and Arab past served the pro-tarbius
camp against the proponents of the Western-style
hats. Arguments against replacing the tarbus with
the brimmed hat varied: some saw the discussion
as clinging to the marginal rather focusing on
substance—the substantive question was, what
did it mean to actually embrace modernity? Some
criticized the un-controlled and un-balanced
blind imitation of Western manners. Others de-
fended the tarbis as a national symbol. Supporters
of Western-style dress argued the Western clothes,
according to scientific reasoning, were better suit-
ed to the Egyptian climate. Salama Musa (1887—
1958) saw embracing Western-style clothes as the
ability to adopt the European mentality (‘agliyya),
as the mentality of the modern era. Musa also
claimed that European dress cost less, and that
it is more suitable to the modern taste and to the
Egyptian climate.*8

As Wilson Chaco Jacob described, this dispute
between the students and the minister quickly
fanned outward to include the general question of
national identity.#® Inspired by the Dar al-Ulam
students, another group of students from govern-
ment secondary schools began to clamor for the
right to wear the western hat instead of the tarbus.
This instance apparently led Zaglil to advise them
that “the question of dress is an issue of authentic
national identity. If we changed our own [style of]
dress, we would change our national identity, and
a people without a national identity are a people
without life.”° The debate shifted from a turban-
tarbus axis, to a tarbus-fedora hat axis, as two vi-
sual symbols representing two contesting national
identities. However, Zaglul's words insinuated
that the very existence of Egypt was at stake if

48  Musa’s stance regarding the tarbus is discussed in Giora
Eliraz, “Intelekt{ralim misrim mil masoret ve-$indi,
1919-1939” (“Egyptian Intellectuals Facing Tradition
and Change”), PhD Dissertation (Jerusalem: The He-
brew University, 1980) 29-30.

49  Jacob, Working Out Egypt, 203—215.

50  The second incident was reported by Zaglal's nephew,
Ahmad Zaglal in “the Tarbus and the Hat,” al-Fath, July
22,1926, 12, quoted in Jacob, Working Out Egypt, 209.
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unthinking youth embrace Western style clothes.
Yet in the caricature in al-Kaskul al-musawwar,
the youth represents the voice of reason. The
imagined father, with his bowed back, represents
the old generation, which failed to fully embrace
modernization.

The dress items at the center of the illustrated
debate, which served as markers of national iden-
tity, represented a set of attitudes and patterns of
political, cultural, and social identities that were
categorized in the caricatured sphere into two sep-
arate camps: the first represents tradition, which
was embodied through the negotiation of inher-
ited categories of Egyptianness—meaning its rep-
resentatives were the awlad al-balad, the fallahin
and the lower strata as a whole. These were rec-
ognized mainly by their local, traditional, dress.
The representatives from this group were depicted
in caricatures as the typical or average Egyptians.
However, it was the average Egyptian as the stereo-
typical imagined notion which was constructed
through the Orientalistic gaze of Europeans.

The second group was compromised of all those
who embraced Western manners; however, they
still remained recognizable as Egyptian by wear-

v

ing the tarbus

meaning all those who belonged
to the efendiyya socio-cultural stratum. This sec-
ond type, or stereotype of Egyptianness, allegedly
stood for the new modern Egyptian man—the
ideal citizen who was supposed to constitute the
new modern society of the new nation-state. How-
ever, as the second part of this chapter will show,
the images of the ideal Egyptians were hardly free
from the Orientalist gaze. Ultimately, the insider-
as-outsider gaze of the local-foreign caricaturists
could not help but manipulate the artistic choices
they made. Although these choices were extracted
from the local-social repertoire at hand, and they
sought to construct an ideal Egyptianness, they
rather reflected the same Orientalist assumptions
and insights regarding the Egyptian Other.

In the end, one cannot locate any imagined
types or stereotypes of Egyptian men who “went
the whole way” and embraced westernization in
all its outward characteristics (Egyptian women
will be discussed in the next chapter). The artists
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did not articulate newly interdependent notions
of Egyptianness, but rather negotiated visually
two limited possibilities from the existing social
repertoire. Most of the visual representatives of
the Egyptian public were random men and wom-
en who appeared in single caricatures. Only a lim-
ited number evolved into caricatured types, while
artists used cultural symbols from the Egyptian,
Arab, Ottoman and Islamic visual repertoire for
their design. These symbols could be visual, such
as placing the misbaha (the Muslim prayer beads)
in the hands of subjects from both groups, or it
could be the borrowing or quotation of theatrical,
literary or cinematic characters and their integra-
tion into the caricatured visual sphere as them-
selves. Their behavior in the imagined world of the
caricature varied from surrendering to the forces
at home or from abroad aiming to colonize them,
to trying to survive the upheavals of the time, to
fighting back in battles which could either be won
or lost.

2 Awlad al-balad, Fallahin and the Lower
Strata

From the late nineteenth century and through the
first decades of the twentieth century, caricatur-
ists working in Egypt chose images of men in local
traditional dress as an embodiment of the Egyp-
tian nation, or the Egyptian public. As an image
of the Egyptian public and nation, these imag-
ined subjects, which were mostly recognizable
as fallahin, represented real authentic Egyptians.
However, this choice, made mostly by the local-
foreign artists, was not an ideological one, or one
that meant to represent a romantic image of the
fallah—a choice which characterized the litera-
ture and the arts of painting and sculpture of the
time. Rather, these stereotypes reflected the gaze
of the local-foreign subjects who framed the local
fallah according to the prevalent Orientalist ste-
reotypes and their perception of what it meant to
be an Egyptian.

I begin my discussion with a preliminary defini-
tion of the term ibn al-balad (pl. awlad al-balad),
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or what it means when we define someone as ibn
al-balad. According to the anthropologist Sawsan
al-Messiri, the first to discuss the term academi-
cally, the meaning of the term ibn al-balad (lit. son
of the country) is not fixed and could relate to a
set of local identities, social-status distinctions
and national identities—all according to the his-
torical period and memory.5! Al-Messiri’s discus-
sion of the term’s definition seeks to distinguish
between the different meanings associated with
the term. Some derive from the behavioral char-
acteristics or norms of conduct which were as-
sociated with those addressed as awlad al-balad.
Meanwhile, others derive from the association
of the term with specific groups within Egyptian
society, which mark or reflect Egyptian collective-
ness according to their self-image.

First, al-Messiri determines who are not awlad
al-balad. The term first appeared in the local lit-
erature at the beginning of the eighteenth cen-
tury. Its purpose was to distinguish the local com-
munity from the foreign elites ruling Egypt (the
Mamluks, the Ottomans, and the British). The
term aimed to honor their authentic Egyptian
origins. For example, the awlad al-balad were pre-
sented in sira literature (biographies) as heroes
and rebels who defended the weak against the
foreign enslaving elites and as leadership role-
models seeking to enforce justice.>2 However, the
term also distinguished and differentiated these
local Egyptians from the foreign Muslims (the
North Africans, the Syrians, the Sudanese, the
Yemenis); from the local Europeans (the Franks);
and from the local Christians (the Copts). Within
the Egyptian Muslim community, al-Messiri dif-
ferentiates the awlad al-balad from the fallahin.
More precisely, the awlad al-balad are specifi-
cally identified as urban subjects, while the term
is mostly used for the Muslim Cairene urban
population.

51 Sawsan al-Messiri, Ibn al-Balad: A Concept of Egyptian
Identity (Leiden: Brill, 1978).

52 Foradiscussion of these literary characters prior to the
invasion of Napoleon, see Ibid, 27-30.
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Through the eighteenth century the awlad al-
balad could have belonged to the more financial-
ly-solid strata and were also associated with the
‘ulama’. However, the political and social changes
that took place during the nineteenth century and
the first half of the twentieth century led to a nega-
tive perception of the awlad al-balad amongst the
Egyptian middle-classes and the elites. In a slow
process, this socio-economic group lost its power
and influence in the political structure of Cairo.53
The beginning of this process can be traced to the
rise to power of Muhammad ‘Alj, in the context of
his modernization projects. In short, the Egyptian-
ization of the ruling elites occurred through the
integration of the graduates of ‘Ali’s modern Eu-
ropean oriented schools with the nation’s bureau-
cracy. As a result, the economic, social, and cultur-
al gap between these graduates and the Egyptian
masses grew wider and wider, while the elites and
the higher-middle-strata sought to differentiate
themselves from anything local or baladi (liter-
ally, locally)—meaning the local dress, the use of
Arabic, and local customs and manners. Conse-
quently, during the first half of the twentieth cen-
tury, the awlad al-balad came to include the local
merchants, artisans, and the urban masses.>* Only
after the 1952 Free Officers Revolution and the
abandonment of the Western cultural symbolic
repertoire, which dominated the political, cul-
tural, and social spheres in Egypt during the first
half of the twentieth century, did the status of the
awlad al-balad rise again.5°

Egyptian-based caricaturists manipulated im-
ages of Egyptians wearing traditional clothing
(aglabiyya or a gaftan, and a turban) as an embodi-
ment of the Egyptian nation. However, they did
not differentiate between the awlad al-balad, the

fallahin or other subjects from the lower strata—
urban or rural. The stereotypes they used were
designed under the same visual assumptions, and

53  Ibid, 5-6.

54  Ibid, 35.

55  Gamal ‘Abd al-Nasir himself was presented and per-
ceived as ibn al-balad. Ibid, 6.

CHAPTER 5

one could not have differentiated one traditional
representative from the other. Only the titles and
sub-titles specified whether we were looking at a
fallah, an Egyptian, and so forth. Additionally, their
behavior and their imagined qualities or charac-
teristics were homogeneous. In other words, the
caricaturists’ perception of the local Egyptian, the
baladi, was influenced by their insider-as-outsider
gaze, which reflected the European Orientalist
discourse. That is to say, although the journals in
which the caricatures were published sought to
constitute a mouthpiece for the national struggle,
the images they contained occasionally spoke in
a different language. These images reflected how
the fundamental colonialist or Orientalist discur-
sive principals penetrated the non-Western struc-
tures, which were supposed to be an alternative or
challenge to the objectification of the patriarchal
colonialist discourse, which Van der Veer argues
was also cosmopolitan.>6

It is worth noting, in this context, that the same
phenomenon can be traced in Egyptian intellectu-
als’ writings of the period, which echoed Oriental-
ist knowledge of the Orient. For example, “Qasim
Amin” by Haykal, first published in the journal
al-Sufur (In Public, 1915-1923) on February 25, 1916
and re-published in Fi ‘awqat al-farag.>” In the ar-
ticle, Haykal asks “what was the Egyptian past?,
and he tries to answer this through discussion of
the image of Qasim ’Amin (1863-1908). The text, as
observed by Bashkin, Kozma and Gershoni, draws
its methodology from the writings of the French
literary critic and cultural researcher Hippolyte
Adolphe Taine (1828-1892), and it claims that one
can detect the sources of the national literature
of one’s society in the climate and land of one’s
country. Following Taine, Haykal presents the en-
vironment in which Amin grew up using the same
cultural theory. The image of the Egyptian, thus,
reflects the climate of the Nile Valley—relaxed,

56  Van der Veer, “Colonial Cosmopolitanism,” 173.

57 ~ Muhammad Husayn Haykal, Fi awgat al-farag:
majmu‘at ras@’il‘adabiyya tarthiyya ahlagiyya falsafiyya
(al-Qahira, 1925).
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peaceful, and safe. Accordingly, his character is
presented by Haykal as submissive, living in the
present while clinging to the past, lacking any de-
sire for change. That is why, according to Haykal,
there was never any attempt in Egyptian history to
resist foreign rule which had been present in Egypt
since the rise of Islam.58

The scope of this work will not allow us to elab-
orate here on the entire Orientalist perceptions
of the Orient—Europe’s “cultural contestant, and
one of its deepest and most recurring images of
the other,” to use Said’s definition.5® Orientalism,
as Said claims, “expresses and represents that part
culturally and even ideologically as a mode of dis-
course with supporting institutions, vocabulary,
scholarship, imagery, doctrines, even colonial bu-
reaucracies and colonial styles.”69 As Said argues,
“the essential relationship, on political, cultural,
and even religious grounds, was seen—in the
West—to be one between a strong and a weak
partner,” and “[m]any terms were used to express
this relation. [... ] The Oriental is irrational, de-
praved (fallen), childlike, ‘different’; thus, the Euro-
pean is rational, virtuous, mature, ‘normal.”¢! This
“knowledge about and knowledge of Orientals,
their race, character, culture, history, traditions,
society, and possibilities” manifested itself in both
academic and practical knowledge, “which any
Orientalist (or ruler of Orientals) might examine,
understand, and expose.”®? Post-colonial research,
following Said, deals extensively with the image of
the Oriental Other and with how the subjectivity
of the non-Western Other was constituted by the
coercive force of colonialism.

Edward William Lane’s An Account of the
Manners and Customs of the Modern Egyptians,
published in 1860, is just one among many texts

58  Ibid, 91-143; Bashkin, Kozma and Gershoni, Lepase! tar-
bit be-misrayim, 104-115.

59  Edward Said, Orientalism: Western Conceptions of the
Orient (London: Routledge and Kegan Paul, 1978), 9.

60  Ibid,10.

61 Ibid, 48.

62  Ibid, 46.
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published by and for Orientalists; in it he discusses
the character of the Egyptian:

“Influenced by their belief in predestination, the
men display, in times of distressing uncertainty, an
exemplary patience, and, after any afflicting event,
a remarkable degree of resignation and fortitude,
approaching nearly to apathy; generally exhibiting
their sorrow only by a sigh, and the exclamation
of ‘Allah kereem! (God is bountiful) [...] The same
belief in predestination renders the Muslim utter-
ly devoid of presumption with regard to his future
actions, or to any future events. He never speaks
of anything that he intends to do, or of any cir-
cumstance which he expects and hopes may come
to pass, without adding, ‘If it be the will of God’;
and, in like manner, in speaking of a past event of
which he is not certain, he generally prefaces or
concludes what he says with the expression, ‘God
is all-knowing’ (or, ‘most knowing’).”63

Further in the chapter, Lane discusses another
Egyptian attribute—laziness:

“Indolence pervades all classes of the Egyptians,
except those who are obliged to earn their liveli-
hood by severe manual labour. It is the result of
the climate, and of the fecundity of the soil. Even
the mechanics, who are extremely greedy of gain,
will generally spend two days in a work which they
might easily accomplish in one; and will leave the
most lucrative employment to idle away their time
with the pipe.”64

Although caricaturists aimed to express, through
their images, empathy for the lower strata of
Egyptian society, the way they depicted the rep-
resentatives of these strata reflected those same
essential distinctions of the Orientalist discourse
on the Egyptians. The imagined representatives

63  Edward William Lane, An Account of the Manners and
Customs of the Modern Egyptians (London: John Mu-
beay, 1860), 283—284.

64  Ibid, 294.
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of the lower strata mostly appear passive, submis-
sive, or complementary of their inferior situation.
Only rarely are they depicted fighting back against
those who wish to bully them.55 Caricatures in
al-Kaskul al-musawwar, and especially those by
Santes, reflect these collective characteristics. In
Santes’ compositions, the Egyptian is consistently
caught in his natural surroundings—sitting on the
bank of the Nile, in front of his ramshackle house,
or walking the country roads, while discussing
current political affairs. He is portrayed barefoot,
in torn clothes, and his body is mostly static. His
bodily gestures are minimal, even when discuss-
ing current political turmoil. When portrayed in
action, he is never actively confronting the Brit-
ish colonial forces, and only rarely does Santes
depict him confronting his own political leaders.
His actions are mostly every day, ordinary, simple
ones, focusing on “passing the time activities,”
such as smoking. Or he is depicted in an indeli-
cate, vulgar manner that would be expected from
the lowest strata of society.®¢ The sub-titles ac-
companying these compositions give these Egyp-
tians varied names, ones which were associated
with popular Egyptian traditions. In other words,
these choices of names testify to a knowledge of
popular culture—further proof that the titles
and texts were written by someone other than
Santes.

The empathy that some of these images seem
to express for the suffering of the lower strata
should not be read in tandem with the romantic
image of the fallah in the literature, painting, and
sculpture of the 1920s and 1930s. From the 1910s
to the 1940s, the rural motif dominated Egyptian
literature and arts as a means of constructing the

65 For one of these examples, see Iskandar Sartihan, un-
titled caricature, Riz al-Yiisuf184, August 5,1930, 7.

66 For some examples, see “Ka’s ‘amial-Wafd,” al-Kaskil al-
musawwar 528, June 26, 1931, 32; “al-Siyasa fi al-aryaf,’
al-Kaskul al-musawwar 523, May 22, 1931, 15; “al-Siyasa
bayna al-ama,” al-Kaskil al-musawwar 514, March 20,
1931, 15; untitled caricature, al-Kaskul al-musawwar 542,
October 2, 1931, 15.
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political and social identity of the Egyptian com-
munity. Or in other words, for the intellectuals,
writers and artists, the fallahin were a central and
essential theme of national authenticity.6” As El-
liott Colla has shown, during the first decade of
the twentieth century, everyday life of the peas-
antry was depicted in many works of prose fic-
tion.’8 Amongst the most prominent examples
are al-Fatat al-rifiyya (The Young Country Woman)
published by Mahmud Hayrat, or his earlier novel
al-Fata al-rifi (The Young Country Man), published
in Musamarat al-sa‘b (The People’s Conversing and
Singing at Night Time) in the late 1890s;59 Fatat Misr
(Egyptian Girl) and Fatat al-Fayam (Fayoum Girl)
by Ya‘qub Sarruf;’® Adra’ Dinsaway by Mahmud
Tahir Haqq1;”"! Dinsaway by ‘Abd al-Halim Dular;"2
and Zaynab by Haykal (1914).7 These texts ma-
nipulate peasant romance to suit nationalist dis-
course in the form of “a central feminine charac-
ter of unimpeachable virginity and honor—the
focus of libidinal competition between masculine
characters of different social strata who vie for her
heart, [readable as vying] for the heart of Egypt."7*
The romanticizing of rural Egypt is also evident in
paintings and sculptures, including Muhammad
Nagr's al-Rif al-Misri (The Egyptian Countryside,
not-dated) or al-Sayyadin (The Fishermen, not-
dated); Mahmud Sa‘ld’s Na%ma (1925) or Fallaha

67  Robin C. Ostle has shown how in the 1940s and 1950s
the focus shifted to the urban setting. Robin C. Ostle,
“The City in Modern Arabic Literature,” Bulletin of the
School of Oriental and African Studies 49, no. 1 (1986):
193-202.

68 Elliott Colla, “How Zaynab Became the First Arabic
Novel,” History Compass 7 (2009): 217—218.

69 Mahmud Hayrat, al-Fatat al-rifiyya (al-Qahira: al-
Maglis al-’Afli li-al-Taqafa, 1905).

7o  Ya‘qub Sarraf, Fatat Misr (Misr: Matba‘at al-Ma‘arif
1905); Fatat al-Fayum (al-Qahira: Matba‘at al-Muqtataf,
1907).

71 Mahmauad Tahir Haqqi, Adra’ Dinsaway by (Misr: Min-
bar, 1906).

72 ‘Abd al-Halim Dular, Dinsaway (Misr: [?],1906).

73 Haykal, Zaynab: manazir wa-ahlaq rifiyya (Zaynab:
Country Scenes and Morals) (Misr: [?], 1913).

74 Colla, “How Zaynab Became the First Arabic Novel,” 4.
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(not-dated); and Mahmud Mubhtar’s Ibn al-balad
(not-dated), Zawgat Sayh al-balad (The Sheikh of
the Country’s Wife, 1929), and Arwah al-hamasin
(not-dated). These modern Egyptian painters

and sculptors, as many others, depict Egyptian
geography and social scenery as an incarnation
of Egyptian nationalism. The rural landscape and
its inhabitants were depicted not from a critical
stance, but rather from a romantic one.

However, in Santes’ works, as well as in others,
there is no attempt to romanticize or glorify the
images of ibn al-balad, the fallah, or other repre-
sentatives from the lower strata. One cannot see in
his imagery a strategy by which the non-Western
subject resists the Orientalist colonialist discourse
and actions. Additionally, in some of Santes’ works,
the artist uses the image of the Egyptian dressed in
local clothes, such as the glabiyya, as a simple and
immediate means of Egyptianizing Western works
of art. A typical example is a frontispiece in which
a half-naked “Egyptian,” according to the title,
dressed in torn clothes with only his turban intact,
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FIGURE 5.3

The Declaration of February 28, 1922. Juan Santes,
“Tasrih 28 Fibrayir bayna al-ahzab,” al-Kaskil al-
musawwar 402, January 25, 1929, frontispiece.
HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

sits on the ground with his hands spread wide in a
gesture of helplessness and his head turned down
(fig. 5.3).7> Santes’ image quotes a caricature pub-
lished fourteen years earlier in the French satirical
journal [Assiette au beurre. The caricature, by the
painter Léon Bonnat (1833-1922), was published
following the approval of the National Legislature
of France of a measure which commits the people
to “Social Solidarity””¢ Bonnat's caricature shows
a naked baldheaded man, sitting on the ground
with his hands spread in despair. Only a small
piece of fabric covers his genitals. This carica-
ture quotes a painting, also by Bonnat, titled job

75  Juan Santes, “Tasrih 28 Fibrayir bayna al-ahzab,” al-
Kaskul al-musawwar 402, January 25, 1929, frontispiece.

76 Léon Bonnat, L’Ftat, LAssiette au beurre, Septem-
ber 23, 1905, 2. The caricature can be seen at https://
gallica.bnf.fr/ark:/12148/bpt6ki0482169/f2.item.  Last
accessed on 17, January 2019. For a discussion on the
bill, see Charles R. Henderson, “Social Solidarity in
France,” American Journal of Sociology, vol. 11, no. 2
(September 1905): 168-182.


https://gallica.bnf.fr/ark:/12148/bpt6k10482169/f2.item
https://gallica.bnf.fr/ark:/12148/bpt6k10482169/f2.item
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(1880).7” Bonnat’s Job places the biblical figure in
daily reality, through a realistic portrait of a poor
man, who sits on a pile of straw with his palms
facing the sky in a gesture of submission—an em-
bodiment of his belief in his god. In the caricature
’Etat, Bonnat uses the biblical image to criticize
the implications of the Social Solidarity Bill for
France’s poor, once the bill enters into force.

In another example from Santes’ caricatures,
an image of the head of a fallah (according to the
sub-title) is presented being pressed by two arms,
symbolizing the Wafd, as the sub-title indicates
(fig. 5.4).”® The firm grip forces the submissive
subject, crying out in pain and pleading with his

77  Léon Bonnat, Job, oil on Canvas, 1880. Musée Bonnat-
Helleu, Bayonne, Nouvelle-Aquitaine, France. The
painting can be seen at https://www.musee-orsay.fr/
fr/collections/catalogue-des-oeuvres/notice.html?no
_cache=1&nnumid=069583&cHash=1bfbfa6121.
Last accessed on January 17, 2019.

78  JuanSantes,“Awdatal-mukima,’ al-Kaskilal-musawwar
377, August 3, 1928, frontispiece.
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FIGURE 5.4

Return of the Firm Grip. Juan Santes, “Awdat
al-mukima,” al-Kaskul al-musawwar 377, August 3,
1928, frontispiece.

HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

hands for mercy, to vomit coins. The caricature
was published in the context of the formation of
a new government, headed by Mahmud and al-
Ahrar al-Dustariyyun, after the Wafd government
of al-Nahhas was dismissed in June 25, 1928.7°
Al-Kaskul al-musawwar constantly attacked the
Wafd and its leaders; thus, this caricature identi-
fies the Wafd as a party that does not represent the
Egyptian fallahin and will not be able to represent
them in the future. In this caricature, Santes again
quotes a caricature from [‘Assiette au beurre—
this time one drawn by the Czech artist Frantisek
Kupka (1871-1957).8° Kupka'’s caricature was pub-
lished in an issue of [Assiette au beurre which was

79  For discussion of the events leading to the dissolu-
tion of al-Nahhas’' government, see al-Sayyid Marsot,
Egypt’s Liberal Experiment, 109—-110.

80  Frantisek Kupka, “Religions,” [Assiette au beurre 162,
May 7, 1904, frontispice. The caricature can be seen at
https://gallica.bnf.fr/ark:/12148/bpt6ki048036¢c/
f3.item. Last accessed on January 17, 2019.
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dedicated to the religions of the world—all of
the issue’s caricatures were designed by Kupka.
The context of the publication was probably the
steps taken in the summer of 1904 against the in-
fluence of the church on state matters in France.
These steps led to the end of the law of December
1905, which separated the Church and the State.8!
In the French frontispiece, a monk is depicted be-
ing pressed with the hands of one of the church’s
men. The Egyptian caricature replaces the church-
man with a representative of the Wafd—by chang-
ing the details of the ends of the sleeves. In other
words, without the change in title and sub-title
one could not have recognized the hands of the
oppressor. Santes did not even change the facial
features of the subject of suffering and left the
monk’s face as is in Kupka’s caricature.

What role did the original work play in these
examples in their Egyptian target culture? In my
opinion, Santes’ act should be read, first and fore-
most, as designated for audiences who could iden-
tify and fully read the symbolic repertoire embed-
ded in the compositions. Meaning, the reader had
to have preliminary knowledge of and access to
the Western arts and culture. However, one should
also ask whether Santes’ quotations bestowed on
his images additional interpretive meanings and
created new interpretations for them. The answers
to these questions lay for me in our reading of his
actions. Meaning, can we read his imagery as social
criticism of that social stratum or political criti-
cism of its leaders? Also, one should ask whether,
when a foreign artist living and working in Egypt
for a limited period of time chooses to depict the
country’s subjects through stereotypical Egyptian
characteristics and present then as a reality, should
his action not be read as constituting an Oriental-
istic judgment? Or one that relates the subject de-
picted with generic characteristics like passiveness

81  The Loi du g décembre 1905 concernant la séparation des
Eglises et de [’Etat was passed by the Chamber of Depu-
ties on g December 1905, For a discussion of the law, see
Othon Guerlac, “The Separation of Church and State in
France,” Political Science Quarterly 23, no. 2 (Jun 1908):
259—-296.
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and submissiveness. An answer can be given only
when examining the complete corpus of Santes’
works, which do reflect an Orientalist approach to-
wards those he perceived as true Egyptians.

The clearest example in Santes’ works reflect-
ing his Orientalist gaze is his use of the image of
Guha as an embodiment of the stereotypical Egyp-
tian, as well as an embodiment of Egypt as a na-
tion, as also discussed by Iréne Fenoglio.82 Santes
uses the image of this allegedly authentic Egyptian
both in al-Kaskil al-musawwar and in a French
journal published in Egypt under the title Guha
(1931-1934).%°

Guha is a pseudo-historical character first
documented in ninth-century Arabic literature,
and over the centuries the character has turned
through oral and literary traditions into a popular
protagonist of jocular tales, jokes, and pranks.84
While originally a crude character, and often
portrayed as a sexually aggressive adolescent, in
nineteenth and twentieth century publications

82  Irene Fenoglio, “Caricature et représentation du mythe:
Goha,” in Images d’Egypte: de la fresque a la bande dessi-
né, ed. Jean-Claude Vatin (Cairo: CEDE], 1992): 133-143.
The article and its images are available at https://books.
openedition.org/cedej/555?lang=en. Last accessed on
September 17, 2017.

83  There is uncertainty regarding the identity of the pub-
lisher of this journal. Some attribute it to Santes him-
self; others, such as the Centre d’Etudes Alexandrines,
attribute it to Georges Dumani.

84  Ulrich Marzolph, “Juha,” Encyclopaedia of Islam, Third
Edition, ed. by Kate Fleet, Gudrun Kridmer, Denis Ma-
tringe, John Nawas, and Everett Rowson. Available at
https://referenceworks-brillonline-com/entries/ency-
clopaedia-of-islam-3/juha-COM_328677?s.num=0&s.
q=juha. First published online: 2017. Accessed on Janu-
ary 27, 2019.

Guha is known as Koja Nasr-al-Din by the Kazakhs
and Uzbeks; Nasr-al-Din Efendi by the Uigurs; Nasarat
by the Chechens; Hoja Nasr-al-Din by the Greeks; Mol-
la Nasr-al-Din by Azerbaijanis, Iranians, and Afghans;
and Mosfeqi by the Tajiks. Among the Arabs he is of-
ten referred to as Guha al-Rumi or Guhi. Hasan Javadi,
“Molla Nasereddin,” Encyclopcedia Iranica, online edi-
tion, 2012, available at http://www.iranicaonline.org/
articles/molla-nasreddin-i-the-person. Last accessed
on September 17, 2017.
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he was portrayed as a lovable and sophisticated
philosopher and commentator on the unoriginal-
ity of human existence.8> As Hasan Javadi argues,
although the stories relating to Guha are generally
humorous, “in the subtle humor there is always a
lesson to be learned.”®6 These stories involve peo-
ple and incidents from all social strata, including
kings, beggars, politicians, clerics, and so forth.
Out of these tales, some of which might have ex-
isted in pre-Islamic times, emerges the wise-fool
personality of Guha as a character embodying an
amusing mixture of silliness and shrewdness. This
basically low-class wise fool, with his ready wit, life
experience, and bonhomie characterizes the inner
strength of ordinary people.

The other side of Guha is his foolishness and
naiveté that often imparts a meaningful sense of
criticism. Guha was identified by al-Sayyid Marsot
as a kind of Everyman, embodying public opinion.
Al-Sayyid Marsot, while discussing Guha’s image
in Egyptian folklore, indicates that in local Egyp-
tian traditions he is mostly cast as the put-upon
victim, who eventually turns the tables on his
assailants—*“as a kind of wistful fantasy of a justice
which was nonexistent.”8” According to al-Sayyid
Marsot, the verbal lampoon of the Guha tradition
fulfilled the necessary function of acting as a safe-
ty valve and was a social and political commentary
as well—a means to enhance a sense of a national
community in the face of alien rulers.88

Although al-Sayyid Marsot claimed Guha did
not appear in Egyptian caricatures, Guha was de-
picted, as mentioned, and discussed by Fenoglio,
by Santes in his caricatures. In Santes’ images,
Guha appears in a range of ages between forty
and old age. He always appears in local, tradition-
al garments—the glabiyya, above it the qgaftan, a
turban on his head and cloth slippers on his feet.
However, one cannot say it is the same man in
each caricature. It seems that Santes designed the
image of Guha anew each time. In most cases he

85 Ibid.

86  Ibid.

87  Al-Sayyid Marsot, “The Cartoon in Egypt,” 4.
88  Ibid, 2-3.
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was presented as a kind man, occasionally with
grotesque facial features—big eyes, accentuated
nose, thick lips, and a beard—and usually in an
unthreatening manner. And he smiles a lot, oc-
casionally with no connection to the text put in
his mouth. In other words, Santes’ Guha cannot
be discussed as a reflection of the figure from the
oral traditions—as a character who “turns the
tables on his assailants.” Additionally, Santes does
not present the character as an active participant
in the caricatures in which he appears. Rather, he
uses him as an embodiment of Egyptianness as
perceived by the artist himself—a lovable, harm-
less, unthreatening man. This Egyptianness was
named by Fenoglio as gohité (Guhaness)—a label
attributing characteristics of simplicity and na-
ivety to all Egyptians and seeing in them harmless,
submissive, and fatalistic types.8? In one of the
examples Fenoglio discusses, Guha is presented
as a man in his forties or fifties, with a short black
beard.®° He is standing with his back turned to
earth as it rolls toward him. He is standing still,
scratching his head with his right hand, in a ges-
ture of wonder and helplessness. The text accom-
panying the caricature is as follows: “there is no
point denying, he is now spinning in the wrong di-
rection.” The words affirm the image of a helpless
man, who succumbs to his pre-determined des-
tiny. As Fenoglio argues, it is a character that ex-
ist only to mediate and distribute the artist’s gaze
on Egypt and the Egyptians.®! In the end, the only
connection between the oral description of Guha
and the caricatured one is his name.

Santes’ choice of representing Guha in his cari-
catures was probably influenced, as Fenoglio also
indicates, by literary sources published in French

89  Fenoglio, “Caricature et représentation du mythe: Goha,”

141.

9o  Fenoglio does not disclose any identifying details re-
garding the illustration, other than the fact that it was
published as a frontispiece in the journal Guha. The
image is available at https://books.openedition.org/
cedej/s55?lang=en. Lastaccessed on September17, 2017.

91 Fenoglio, “Caricature et représentation du mythe: Goha,”
141.
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in the 1920s by writers from the minority commu-
nity of Egypt. The first is Goha le simple (Guha the
Fool), by Albert Adés and Albert Josipovici—the
first was born in Cairo, and the second in Constan-
tinople. Both acquired their education in France
and lived in Egypt.2 Guha was used by the authors
to describe the lives of the common people in Cai-
ro. When writing the preface to the second English
edition to the book, Octave Mirbeau wrote, in 1924,
that when he read Guha the Fool, he understood
the East. He saw the book as a documentary
text, “given facts” from the most common, “from
those that make up the life of every day.” The au-
thors, claimed Mirbeau, while denying themselves
“lyricism,” “lifted the veil for our Western eyes. The
whole East seems to say, ‘Look, here [ am!”%4

A second book, Les contes de Goha (The Tales
of Guha), by Elian Finbert, assembled little anec-
dotes from the oral tradition of Guha and pub-
lished them in French.5 The journal Guha was
also published in French, mainly for the foreign
communities of Cairo and Alexandria. The edi-
tor of the journal testified, at the end of the first
year of publication, that he sought to expose his
readers to the national tendencies of the Egyp-
tians, and more accurately to distribute the Wafd
stances.?6 However, Guha’s demeanor in the jour-
nal Guha was no different than the way he behaved
or performed in al-Kasku! al-musawwar, which was
an anti-Wafdist journal, published in Arabic for
Arabic-reading audiences. That is to say, in the
caricatures in which Guha performed, he spoke in
one language, while the platforms through which

92 Albert Adés and Albert Josipovici, Goha le simple (Paris:
Calmann-Lévy, 1920).

93 Octave Mirbeau, “Preface,” in Albert Adés and Albert
Josipovici, Goha the Fool, trans. Morris Colman (New
York: Albert and Charles Boni, 1924), xi.

94 Ibid.

95  Elian Finbert, Les contes de Goha (Paris: Les Presses
modernes, 1929).

96  The quotation appears in Fenoglio, “Caricature et
représentation du mythe: Goha,” 134, with no identifying
details regarding the identity of the writer or the issue
from which it comes.
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his images were distributed spoke in different and
varied languages.

During the 1930s, images of types from the lower
strata began to appear which did not represent the
authentic or average Egyptian or Egypt as a nation.
Most of these types appeared in al-Itnayn. Some
of the caricatures in which these types appeared
were not political, but rather expressed social criti-
cism. They focused on daily activities and contexts,
and criticized the dress, demeanor and conduct of
the lower strata. In this context, the artists’ image-
as-monologue at the expense of his victims (which
could be the reader himself if we accept the no-
tion that the illiterate was also exposed to the cari-
catures) reflects the role of caricaturists as “moral
educators,” who took it upon themselves to criti-
cize the society in which they lived.

The most prominent examples from al-Itnayn,
in this context, is the weekly comic strip, the first
to be published in Egypt, which first appeared in
the journal in July 1934—Zaqgziig wa Zarifa. The
heroes of this comic were a couple from the ur-
ban lower class; the weekly comic strip reflects the
troubles and hopes of these classes, as well as their
attempts to cope with their changing surround-
ings following the modernization of Egyptian
society. The comic was created by the caricatur-
ist Ramzi, who based the design on the model of
Mickey Mouse and his Minnie (first drawn in 1928).
Thus, although Zaqziiq and Zarifa were frogs, their
hands, shoes, and costumes were copied by Ramzi
from those of Mickey and Minnie.

In their relationship, Zarifa constantly gains
the upper hand. Each time her husband miss-
answers a question, does not behave as she ex-
pects him to, or disappoints her, she hits him. In
one of the episodes, Zarifa attacks her husband
on the grounds that he cannot find a decent job,
and she threatens to divorce him if he does not
succeed—a threat which symbolizes the role
reversal between the husband and wife in this
family (fig. 5.5).97 The unemployed husband seeks

97 Ramzi, “Zaqzug wa Zarifa,” al-Itnayn 19, October 22,
1934, 5.
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advice from Husayn Efendi, who, judging by his title
(and dress), belongs to the socio-cultural stratum
of the efendiyya. Husayn Efendi recommends that
Zaqzuq gets protection (wasita) from someone
in the government. Zaqzuq turns to Isma‘il Bay,
whose title indicates he is higher in the bureaucra-
cy than Husayn Efendi. When Zaqzuq asks Isma‘il
to get him a job in the government, Isma‘il answers
that the current government is about to dissolve,
and all the ministers will leave their offices, hence
he cannot help him. When the husband returns to
his wife with this answer, she happily commands
him “to go and replace one of them and work as a
minister!” The dialogues between these characters
reflect the importance of the ministerial post, or
more accurately, the post in the Egyptian bureau-
cracy in the period discussed, when the miri post
(a distortion of the word amiri, meaning govern-
mental or official)—the all mighty bureaucrat—
was perceived as the most desirable.%8

Returning to the journal itself, during the first
three years of its publication, its frontispieces
were constantly devoted to the lower social
strata—some criticizing them, some allegedly
documenting all kinds of types which together
formed the Egyptian national community. Porters,
waiters, card players, rice and coffee fortunetellers,
officers, policemen and so forth appear in these
frontispieces as themselves. The images lampoon
their appearance as well as their conduct. In one
of these frontispieces, a family from the lower
strata is depicted visiting the zoo (fig. 5.6).9° The
father, his wife, and their child stands in front of
the apes’ cage. The father’s and the child’s facial
features mirror the faces of the apes. In the sub-
titles, the father addresses the apes and asks them
why don't they leave their cage? The response he
gets is “you come inside.” In other words, in their
appearance and conduct the family is compared

98  See Ryzova’s discussion on the subject, Ryzova, “Egyp-
tianizing Modernity,” 137138, 141-143.

99  “Fi hadiga al-hayawanat,” al-Itnayn 26, December 10,
1934, frontispiece.
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to the animals, depriving them any real social or
national value.

One can see these images as reflecting the
“efendiyya subjectivity,” to use Ryzova’s terminol-
ogy—the reformist discourse that sought to fix the
country, which in the effendiyya’s opinion needed
to be rebuilt from scratch.l°© As Ryzova details,
“through this discourse, Egyptian society was per-
ceived as deficient and sick, suffering from retar-
dation and backwardness.”%! The reasons for this
illness appeared to the efendiyya in every sphere of
what they called the Egyptian society:

“the absence of education, and ‘culture, of order
and discipline, of purpose and productivity. [... it]
included poverty and ignorance. It also included a
religion gone wrong at the hands of an azhari es-
tablishment with its education based on rote learn-
ing of ancient texts, blind submission to senior
textual authority, and inimical to rational enquiry.
It included a degenerate form of religion, such as
the popular Islam and Sufism [...]. The reasons for
this retardation also included bad social habits,
both intimate and public, ranging from personal
hygiene and the culture of gender seclusion, to the
chaotic and unsanitary architectures of cities. It
included a culture of indolence and the ensuing
lack of industry, initiative, and productivity. Last
but not least, it also included bad government, an
unjust political system of despotic rule that gen-
erated only oppression and denied people their
rights. This despotic system was supported from
below by a culture of submission and fatalism, as
well as by the ossified religious establishment giv-
ing despotism a mantle of legitimacy."102

However, this same discourse, when conducted by
the West, served as the pretext for colonial domi-
nation of the West over the East. Hence, one needs

100 Ryzova, The Age of the Efendiyya, 20.
101 Ibid.
102 Ibid.
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to locate, in reference to each caricature, who drew
it and what worldview was reflected in it, without
negating the influence the Western discourse had
on the efendiyya’s perspective.

Another caricatured pair I wish to discuss in
the context of the lower strata is the theatrical
duo of Kiskis Bay and ‘Ali al-Kassar (1887-1957).
The image of the umda (village chief) Kiskis Bay
originally came from the work of Nagib al-Rihani
(1891-1949). Al-Rihani was an actor and a writer
in Aziz ‘Id’s (1884-1942) theatrical troupe un-
til he left in May 1916 to perform his own come-
dic sketches and eventually start his own theatre
company.l%3 His comedic plays relied on and in-
cluded a great deal of music. Al-Rihani special-
ized in playing the role of Kiski§ Bay—an wumda
from the countryside lured to the city by its many
temptations.%* According to al-Yasuf’s memoirs,
the idea for Kiski§ Bay came to al-Rihani from a
joint creation of ‘Aziz Id and Amin Sidqt (1890—
1944)—the translator of many of ‘Id’s plays from
French into Egyptian Arabic, who would later
become the exclusive writer for al-Kassar’s come-
dic troupe.l%> The theatrical drama they wrote,
al-Qarya al-hamra’ (The Red Village), was meant
to reflect the rural lives of the true Egyptians.196
The drama revolves around the images of the vil-
lage al-Balas’ ‘umda, the village watchman, and his
beautiful young daughter. The girl was employed
in the umda’s house. However, the umda falls in
love with the young girl and rapes her. Her father,
seeking to atone his family honor, kills his daugh-
ter. Al-R1hani took the image of the village’s umda
and turned it to a comic character in a theatre he
established in Alfa street (on the grounds of the
former casino Sahrazad). The name Kigki$ Bay was
chosen by al-Rihani—it was a nickname chosen
for him by a dancer named Lucy, who worked in
the casino and later joined al-Rihani’s troupe.l0”

103 For ‘Aziz ‘Id’s troupe, see Fahmi, Ordinary Egyptian, 123.
104 Ibid, 124.

105 Ibid, 123.

106 Al-Yusuf, Dikrayat, 18.

107 Ibid,18-19.
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As Fahmy demonstrated, Kiski$ Bay’s plays and
songs were unprecedentedly popular, and as
newspapers of the period reported, they were
“sung by women in private, repeated by children
in the streets and alleys, and chanted everywhere
by all classes, from the highest to the lowest.”108
These songs became, as another article declared,
“the songs of the masses.”09

The caricatured image of Kiskis Bay first ap-
peared in al-Kaskul al-musawwar, and later also
in Ruz al-Yusuf and in al-Itnayn—which dedicated
one of its frontispieces to the character. In many
of the caricatures in which he appears, he is ac-
companied by the image of Otman ‘Abd al-Basit,
who on stage and screen was performed by ‘Ali
al-Kassar. Between the mid-1930s and 1940s, the
character of the Nubian wise-fool Otman ‘Abd al-
Basit appeared in at least half a dozen movies. This
character was one among a repertoire of Nubian
types, mostly appearing in popular comedies, in
the roles of maidservants, butlers, servants and
bawwabun (sg. bawwab, doorkeepers). As Joel Gor-
don indicates, these comical figures “were often
bemused by their masters’ antics and were oc-
casionally party to plots designed to undermine
household authority.1° Frequently they were the
object of verbal and physical abuse.

In al-Itnayn’s caricatures, the pair, Kiski§ Bay
and Otman ‘Abd al-Basit, is presented in collages—
meaning that photographic images of the two ac-
tors, dressed in their theatrical costumes, were cut
and re-cast in new realistic compositions.!'! How-
ever, Kigkis Bay was presented as Kiskis Bay, while

108 al-Minbar, August 26, 1918, quoted in Fahmi, Ordinary
Egyptian, 124.

109 al-Minbar, March 10, 1919, quoted in Ibid.

110 Joel Gordon, “River Blindness: Black and White Identi-
ty in Early Nasserist Cinema,” in Narrating the Nile: Pol-
itics, Cultures, Identities, ed. Israel Gershoni and Meir
Hatina (Boulder; London: L. Rienner, 2008), 143-144.

111 In most of the collage-caricatures in al-Itnayn there
is no signature for the artist who created the images.
However, in one caricature there is a signature which
highly resembles that of Santes. untitled caricature, al-
Itnayn 21, January 5, 1934, frontispiece.
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the image of Otman ‘Abd al-Basit was presented
as al-Kassar. This blurry border between reality
and imagination was further blurred by the fact
that the artist responsible for the collages did not
distort the images he manipulated, but rather
contextualized them in Cairene and Alexandrian
urban scenery, allegedly recreating a realistic en-
counter rather than distorting it in order to create
his caricature.!1

Apart from the caricatures, al-ltnayn also fea-
tured comical dialogues between the pair—a fur-
ther testimony to the popularity of both the actors
and their theatrical and cinematic characters in
the public sphere. Many intellectuals and critics,
as mentioned by Fahmy, attacked al-Rihani and
al-Kassar’s productions (as well as many others,
all performed in the colloquial), accusing them
of vulgarity. However, their popularity only in-
creased, and their vaudeville plays were consumed
by all Egyptians, regardless of class or education.!!3
The use of these characters is further proof of
their popularity—regardless of the caricaturist’s
interpretation of the pair as an embodiment of
Egyptianness.

The appearance of representatives from the
lower strata of Egyptian society in Egyptian carica-
tures in the 1930s as themselves parallel their disap-
pearance as symbolizing the authentic Egyptian or
Egypt as a nation. This process occurred in tandem
with the appearance of al-Misr1 Efendi—a carica-
tured type which presented itself through the 1930s
as a modern Egyptian man, and reflected, alleged-
ly, a new kind of subject who was articulated in the
efendiyya’s discourse as required for the establish-
ment of the modern Egyptian nation-state. The
appearance of al-Misr1 Efendi as an embodiment
of the modern Egyptian national identity can
be read as reflecting the self-perception of the

112 For example, Ala satr’ al-bahr bayna Kiskis wa-al-
Kassar, al-Itnayn 8, August 6, 1934, 26—27.

113 Fahmi quotes from Zaglal's diary, which testified that
while visiting Sidqr’s house, his children performed in
front of them bits of al-RihanT’s Kiski$ Bay plays. Fahmi,
Ordinary Egyptian, 124.
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efendiyya as the guardians of the Egyptian nation.
And indeed, this caricatured type reflected the
range of meanings imbedded in their perception
of modern Egyptianness. Academic research tends
to emphasize this interpretation of this carica-
tured type. However, al-Misri Efendi was not just
a mouthpiece for efendiyya’s discourse; rather, he
was also a caricatured type embodying a set of
inherent qualities and behaviors that were not in
line with the efendiyya’s self-perception, as I dis-
cuss below.

3 Al-Misr Efendi

Al-Misr1 Efendi, a short-statured, middle-aged
man wearing a Western suit, a farbis, and a pair of
glasses, and holding prayer beads in one hand, first
appeared in 1930 in the pages of Ruz al-Yisuf!'4
His creation was attributed to the Armenian art-
ist Sarahan."> Although Sarahan did not name the
character in the image as al-Misr1 Efendi, over the
next couple of years this image would conquer ev-
ery niche of the journal and be identified with Riz
al-Yusuf and its creator, Sarahan.

The idea to design al-Misr1 Efendi came-up, ac-
cording to al-Yasuf, when she and al-Tab7 sought
an icon for their journal that would symbolize the
leading ideas of their journalistic venture.'6 This
icon needed to be recognized as visually and the-
matically different from the caricatured type used

114 The caricature illustrated one of the journal’s readers’
responses to the progress of the negotiations between
Britain and Egypt over Egypt’s full independence. Is-
kandar Sarthan, untitled caricature, Ruz al-Yusuf s,
May 13,1930, 9.

115 Some researchers associated the image of al-MisrT
Efendi with the artist Raha, who worked for al-Itnayn,
among other journals. Ryzova, for example, mentions
that al-Misr Efendi first appeared regularly on the
pages of this journal. Ryzova, “Egyptianizing Moder-
nity,” 155. Dougherty suggests that the character was
invented in the mid-to-late 1920s. Dougherty, “Badi’a
Masabni, Artiste and Modernist,” 267.

116  Al-Yusuf, Dikrayat, 135.
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by their main competitor—the satirical journal
al-Kaskul al-musawwar, which, according to al-
Yasuf, used the image of Guha.'” While browsing
through Western satirical journals, al-Yasuf and al-
Tab‘l came across “an image of a man, who looked
like al-Misr1 Efendi, who wore a bowler hat, and
carried an umbrella. And we quoted this charac-
ter; thereafter we dressed him with the tarbus and
placed the prayer beads in his hands. And Sarithan
started to draw al-Misr1 Efendi.”'8 According to al-
Yusuf, this character was meant to be used as “a
timeless allegory for the average [ ‘ada], loyal, kind,
Egyptian man."'%

Within two years of its appearance, the popu-
larity of this character reached unprecedented
heights. Browsing through Riz al-Yiusuf from the
first half of the 1930s, the frequency with which
this character appears in the journal mushroomed:
from elaborate colored caricatures to rough, fuzzy,
black and white sketches, to advertisements for
cigarettes, alcoholic beverages, and various con-
sumer goods, and as part of the visual design of
headers for different columns.’?° He was seen
reading letters from readers and answering their

117 Ifind al-Yisuf’s claim regarding Guha at odds with the
number of times the image actually appeared in the
journal (approximately a dozen instances). Addition-
ally, it was not used as the journal mascot, nor did it
appear in any columns as their header—a prominent
feature of the use of al-Misr1 Efendi.

118 While discussing the originality of al-Misri Efendi, al-
Yasuf emphasizes that Sarthan denied on at least one
occasion—while being interrogated by the state pros-
ecutor regarding a caricature which featured al-Misri
Efendi—that he was responsible for creating the im-
age. Al-Yasuf, Dikrayat, 135.

119 Ibid,136.

120 For al-Misri Efendi’s advertisements for alcoholic bev-
erages, see Ruz al-Yusuf 360, January 14, 1935, 38; Ruz al-
Yusuf 457, December 24, 1936, 45. For al-Misr1 Efendi’s
cigarette advertisements, see Ahir sa‘a al-musawwara
70, November 10, 1935, 32; Ahir sa‘a al-musawwara 7,
November 17, 1935, 36. For al-Misr1 Efendi’s headers
for weekly columns, see Ruz al-Yisuf 354, December 3,
1934, 14; Ruz al-Yusuf 372, April 8, 1935, 4, 24; and Ruz
al-Yusuf 374, April 22, 1935, 12.
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questions; he appeared as the header on different
columns addressing the political issues of the day;
he criticized, in image and text, the behavior of
Egyptian politicians; he promoted the up-coming
issues of the journal; and he joined the national
struggle by pleading with readers to buy only lo-
cal Egyptian goods. It seemed that the imagined
border between the journal and its mascot com-
pletely blurred. One prominent example of this
ambiguity was a weekly column published in Riz
al-Yuasuf and titled al-Misri Efendi: garida siyasiyya,
usbuiyya, musawwara (“al-Misr1 Efendi: A Political,
Weekly Illustrated Newspaper”). From the title of
this column, one could assume there was a weekly
newspaper entitled “al-Misr1 Efendi.” The column
header presented al-Misri Efendi as the president
and the leading editor of this newspaper. Al-Yasuf
was presented as its owner. The text each week
was presented as written by al-Misr1 Efendi.1?!

In addition, several other artists working for dif-
ferent journals adopted the image of al-Misr1 Efen-
di in their caricatures as well—a practice common
in this artistic genre in interwar Egypt, which indi-
cated that artists and newspapers did not yet pos-
sess legal copyrights for their visual materials. The
visibility of this character was so extensive that
some readers thought they were viewing a carica-
tured image of an actual person. Some approached
the paper asking for the address of al-Misr1 Efendi,
about his origin, and whether he had any children?
Others complained that in view of al-Misr1 Efendi’s
national efforts, he should have received the hon-
orific of Pasa. A letter, signed by “Eyewitness” and
addressed to the editor of Ahir sa‘a al-musawwara,
was about a previous article published under the
title “Sadaga ba‘du al-kur@’: limada la yun‘imu ‘ala
al-Misri Efendi bi-rutba al-bashawiyya?!” (“Naivety
of some readers: why al-Misr1 Efendi is unworthy

121 I was unable to trace who wrote the weekly column.
An example can be seen in “al-Misri Efendi: garida
siyasiyya, ‘usbi‘iyya, musawwara,” Ruz al-Yusuf 363,
February 4, 1935, 16. An actual journal named al-Misri
Efendi was published in Alexandria from the 1940s un-
til the 1950s.



124

of the title ‘Basawiyya™).}?? The letter mentioned
that many readers asked the paper for al-Misr1
Efendi’s address and the paper needed to clarify
that the character is only a fictional character,
like Guha. The writer urges the editorial board
to state that there is an al-Misr1 Efendi living in
Alexandria, and he further specifies his address
there.123

Only with the appearance of al-Misr1 Efendi
in the early 1930s did a unique stereotype which
was associated with the efendiyya crystalize—an
image which had distinct and identifiable visual
and behavioral features, which repeated them-
selves from caricature to caricature. During the
19208, caricaturists occasionally chose images of
efendis to represent Egypt as a nation or to repre-
sent the Egyptian people (al-sa‘b al-Misri). One of
these early examples, drawn by Hulsi, was pub-
lished in al-Lat@’if al-musawwara (fig. 5.7).12* The
caricature presents an image of a young efendi,
dressed in a three-piece suit and a tarbus, and
identified by a sub-title on his suite as symbolizing
the “Egyptian public” (al-jumhur al-Misri). On his
tarbus appears the symbol of the 1919 Revolution.
The young efendi reaches toward a dove sitting on
a tree branch above his head. The tree is marked
by the title “The Tree of Dreams” and the dove,
according to the accompanying editorial text,
symbolizes the profits from the Egyptian crops.
The caricature, the second in a series appearing

122 Ahir sa‘a al-musawwara 64, September 29, 1935, 22.

123 Sahid ‘ayan, “al-Misri Efendi, hayy yurzaq?! Ahir sa‘a al-
musawwara 66, October 13, 1935, 52.

124 Athab Hulasi, al-Lata@’if al-
musawwara 278, June 7,1920, 8. It was not Hul@ist’s only

untitled caricature,

use of an image of an efendi in caricatures as repre-
senting the people. When not using efendis to embody
the notion of the Egyptian people, he Egyptianized
the chosen symbol by placing a tarbus on it—hence
associating it with the efendiyya. For example, Athab
Hulasi, untitled caricature, al-Lat@’if al-musawwara
279, June 14, 1920, 4. In this example, a dove symbolized
the Egyptian public, and she appeared with the tarbus
on her head.
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in al-Lata’if al-musawwara, addressed the pigeon-
hunting habit that had spread among young Egyp-
tians as a leisure activity. The explanatory text
elaborated that this habit swelled to improbable
dimensions, and Egyptian youth, instead of going
to work to help provide for their families, invest
their time in this dishonest practice, as well as
others, such as gambling and drinking alcohol—
an influence of the British presence in Egypt, ac-
cording to the writer. The caricature blamed the
foreigners for ripping off the Egyptian efendi (i.e.
the country) while he is occupied in his dishonest
hobby. This caricature, as many others from this
period published in al-Lat@’if al-musawwara, pres-
ents the efendi as the average, authentic Egyptians
from the lower strata were presented—meaning
passive, chained to their reality, and suffering from
the tyranny of the various governments and/or the
colonial powers. Occasionally, the titles of the cari-
catures mark them in definite terms as the “poor
public” (al-gumhar al-maskin).125

Returning to al-Misr1 Efendi, the caricatures,
headers, and advertisements featuring al-Misr1
Efendi in the first half of the 1930s are addressed
here as visual signs—an expression of a set of
ideas relating both to the journals in which he first
appeared and to the sociocultural group of the
efendiyya, to which he belonged. As a representa-
tive of the efendiyya, this character was meant to
symbolize what it meant to be a modern Egyptian
subject in the context of the anti-colonial struggle,
according to the efendiyya’s perspective. However,
al-Misr1 Efendi was also an image in itself—a cari-
catured type that had its own characteristics and
represented ways of thought and codes of behav-
ior that differed from the ideas it meant to convey.
The sign (al-Misr1 Efendi) and the signified (the
efendiyya, Egypt, and the journal) were connect-
ed to each other and created each other’s mean-
ing; therefore, al-Misr1 Efendi appeared not only
as a way to represent meaning but was also as a

125 Untitled caricature, al-Lat@’if al-musawwara 417, Feb-
ruary 5, 1923, 16.
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platform for creating meanings of its own, through
an interpretive reading process.!?6 As an artistic
creation in and of itself, it was a part of a sign-
system, which was semi-autonomous with regard
to reality. In other words, al-Misr1 Efendi was also
the embodiment of Sarahan’s insider-as-outsider
gaze, which also manifested itself in a partial set
of Orientalist values regarding the Egyptians and
their character.

However, first and foremost, a significant por-
tion of the different kinds of images that included
al-Misr1 Efendi showed him reading an issue of
Ruz al-Yisuf or acting in the name of Riz al-Yisuf.
These images identified al-Misr1 Efendi—in accor-
dance with al-Yasuf’s remarks regarding her and
al-TabT's intentions for this caricatured type of the
“average Egyptian"—as an expression of the jour-
nal’s intent to create, imagine, and attempt to cap-
ture the public by designing its symbols. In other
words, al-Misr1 Efendi, as an Egyptian Everyman
or as “one of the readers,” was an attempt to cre-
ate an image of the public by addressing it. He was
the proof of the existence of that public. In this
context, the engagement of this imagined type in
interaction with the journal itself, with other char-
acters in this imagined space, and with the public
at large (the journal’s target audience) repeatedly
reaffirmed the journal's two self-assigned mis-
sions: the first, to speak in the name of that pub-
lic; and the second, to reaffirm its self-perception
as the leading producer of the preferred symbolic
caricatured repertoire of Egyptian society.

Secondly, as a visual sign, al-Misr1 Efendi’s dress,
attributes (mainly his tarbus), and his title (Efen-
di) denote that he belonged to the efendiyya. These
garments, as discussed at length by Ryzova, served
as signs that differentiated the efendi from his ex-
ternal and internal Others: on the one hand, the

126 For a theoretical discussion on reading caricatures
through semiotic theories, see Machter and Machter,
Qarigatiirad, parsantit wi-biigoret.
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colonial powers that had come to dominate the
country and his social superiors—the Ottoman
elite; and on the other, his subordinate social Oth-
ers, which represented tradition and were identi-
fied by the glabiyya or the traditional dress.!?”

As a representative of the socio-cultural stra-
tum of the efendiyya, its image is read in post-
colonial historiographies as embodying the efendi-
yya’s subjectivity.?® As Ryzova explains, the efendi
subjectivity—i.e. “the building of a modern na-
tion-state in a colonial context”—was constructed
around two main missions which the efendis took
upon themselves: “internal reform, or modern-
ization; and independence from the occupier.”29
Through this discourse, the efendis portrayed
themselves as being the ideal citizens of the state,
those who could fulfill the role of a modern pub-
lic, in whose hands lay the future of the country,
and with whom Egypt could reemerge as a nation
among nations.!30

The caricatured image of al-Misri Efendi
could be read—and has been read by cultural
historians—as being the ideal embodiment of
the efendiyya’s worldview as the guardians of the
formative Egyptian nation-state. He was the un-
disputed icon or type representing or identifying
for its viewers what Egyptianness is, or how Egypt
will present itself as national and modern in the
1930s. Numerous caricatures of al-Misr1 Efendi
can be cited here as embodying the efendiyya’s
subjectivity. For example, in December 1936, Ahir
sa‘a al-musawwara published a black and white
cartoon commemorating the ratification of the
Anglo-Egyptian Treaty (fig. 5.8).13! The caricature
featured rows of identical men in tarabis and
Western suits marching in procession, praising
and extolling the treaty achieved “with our blood,

127 Ryzova, The Age of the Efendiyya, 8-9.

128 Ibid, 21.

129 Ibid, 25.

130 Ibid, 23.

131 “Min dammana wa min diraina, Ahir saa al-musawwara
129, December 27, 1936, 9.
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FIGURE 5.8 With Our Blood and Through Our Arms. “Min dammana wa min dira‘ina,” Ahir sa‘a al-musawwara 129, December

27,1936, 9.
THE NATIONAL LIBRARY OF ISRAEL, JERUSALEM
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and through our arms.”32 Al-Misri Efendi is lead-
ing the procession, while in his right hand he holds
the flag of the Kingdom of Egypt (1923-1953). The
following text accompanies the image:

“Rise, oh Egyptian and welcome the new era,
with joy and greetings
Forget your misery, and prepare to live happily,
free from first of January
Beware of overlooking and peace,
you are living among wolves
He that will want to sleep will sleep,
among monsters in the middle of the forest
Beware of relying on the glory of the Pharaohs,
it will be disgraceful, and it will be a curse
Let us praise the glory we have achieved,
with our blood and through our arms
This flag will not be lowered again,
after it has risen to greatness
We will raise it to the sun and say it is still low,
we want it to be yet higher
Every drop of our blood, for our homeland,
with no hesitation
Our blood preserved safely,
we will devote it to the day of struggle.”

The appearance of al-Misri Efendi in this image,
and his duplication in the ranks of al-Misr1 Efen-
di marching behind him, visually embodies the
efendis’ worldview—they constructed themselves
as the only positive and productive force in so-
ciety. In this caricature, there is no other Egypti-
anness which can claim to participate in the na-
tional struggle and to which the national triumph
can be attributed. Only the Egyptianness mani-
fested in the images of al-Misr1 Efendi, the true
Egyptian, could navigate the country to the shores
of independence (while insinuating through the
text, the failure of their national leaders to do so).

132 The 1936 Anglo-Egyptian Treaty was signed on August
26 and ratified on December 22. The terms of the treaty
are published in al-Sayyid Marsot, Egypt’s Liberal Ex-
periment, 253—267. The ratification was on December
12,1936, five days before the issue was published.
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This caricature visually articulates what Ryzova
termed “a national community of similar-minded
men with a shared perspective on society and his-
tory”132 In this brotherhood, al-Misr1 Efendi was
the son, the only son, as another comic strip exem-
plified (fig. 5.9).13* While setting-out Egyptian his-
tory over the past fifty years, the comics imagined
Egypt as a woman in local attire, and called her
al-umm (the mother), while her son, the ibn, is al-
Misri Efendi.’3% Other images bound the image of
al-Misr1 Efendi to the notion of Egypt as a nation,
as in a header to one of Ruz al-Yisuf’s columns—
“Ahbar, ma‘alumat, asrar’ (“News, Information,
Secrets,” fig. 5.10).136 In this header, an image of al-
Misri Efendi symbolizes “here” (min huna), mean-
ing Egypt, while an image of John Bull symbolizes
“there” (min hundk), meaning Britain. Both of the
visual symbols should be read as concise visual
summaries of the two semi-confronting ideas of
the nations they stood for.

The self-identification of al-Misr1 Efendi and
of the efendiyya as the only true Egyptians is most
apparent in caricatured images in which al-Misr1
Efendi is in interaction with the British occupier.
In this context, and on several occasions, the box-
ing ring serves as the setting for al-Misri Efendi’s
confrontations with all kinds of British representa-
tives. One example, from Ahir sa‘a al-musawwara,
shows the progress he made with regard to his
might, his physical power, and determination, in
dealing with the different High Commissioners to
Egypt and the Sudan from 1920 to 1935 (fig. 5.11).137
The four imagined confrontations are accompa-
nied by the following dialog:

133 Ryzova, The Age of the Efendiyya, 21.

134 “Misr fi hamsin sana,” Ruz al-Yiasuf 289, October 29,
1934, 7.

135 Also performing in this imagined “cinema” (as the com-
ic’s sub-title declared) was the villain, Britain, played
by the image of John Bull. The image of John Bull as
symbolizing the Other, the colonial force of Britain,
will be discussed in the Sixth chapter.

136 For example, Ruz al-Yisuf 361, January 21,1935, 8.

137 Iskandar Saruhan, “Siyasat al-ssidda hiya allati ‘alla-
mtuna!” Ahir sa‘a al-musawwara 78, January 5,1936, 7.
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FIGURE 5.9 Egypt in Fifty Years. “Misr fi hamsin sana,” Ruz al-Yisuf 289, October 29, 1934, 7.
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FIGURE 5.10  News, Information, Secrets. Ruz al-Yiisuf 361, January 21, 1935, 8.
THE JOSEPH REGENSTEIN LIBRARY, THE UNIVERSITY OF CHICAGO

Sir Miles Lampson: ~ Oh, my God! Where did
you learn to punch like
that?

Al-Misr1 Efendi: I learned it from the High
Commissioners that
preceded you ...!

FIGURE 5.11
Power Policy. Iskandar Sarthan, “Siyasat al-ssidda
hiya allati ‘allamtuna'” Ahir sa‘a al-musawwara 78,

January 5, 1936, 7.
THE NATIONAL LIBRARY OF ISRAEL, JERUSALEM

The caricatured images of the “boxing ring” re-
flect what Jacob termed the construction of “efen-
di masculinity.38 Jacob’s research explored the

138 For Jacob’s discussion of the efendi under the colonial
gaze, see Jacob, Working Out Egypt, 46—54.
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attempts made by the modern Egyptian sub-
jects to free themselves from the “colonial gaze”
during the British colonial period. In the British
discourse, the modern efendi was perceived as
deficient, weak, less disciplined, and insufficiently
masculine—unfit for national service. Below is
an example from Alfred Milner’s book, England

in Egypt (1892):

“Anybody who knows the social life of modern
Egypt is well acquainted with the Efendi class.
Their familiar characteristics, the obsequious
manner, the slouching gait, the shortsightedness
which is often so extreme as to amount almost to
blindness, the worn frock-coat buttoned up to the
chin, the general air of dinginess and servility—all
these are calculated to make the most unfavorable
impression upon the typical Briton.”!3?

That is to say, Egyptian masculinity was defined as
alack of masculinity. In tandem with these claims,
there were others who found that “no military
education [...] can transform the present Egyp-
tians into good soldiers as long as the officers—
the ones who are indigenous—are made of the
same stuff; that is, under the uniform all one finds
is a fellah.”40 As Jacob articulates, this statement
relates to the ultimate aims of colonial liberal-
ism, at least theoretically, to bring better govern-
ment, progress, and a better life to the colonized,
the Egyptians in our context. The efendi was the
target of reform that would have produced a sub-
ject that could become an obedient—but not
servile—individual. According to the British co-
lonial discourse, after being properly disciplined,
such men could eventually be entrusted with real
responsibilities. The likelihood of reforming the
pre-colonial Egyptian body was what provided

139 Alfred Milner, England in Egypt (1892, reprinted in Lon-
don: Edward Arnold, 1926), quoted in Jacob, Working
Out Egypt, 46.

140 Charles Francois Marie, Le Duc d’'Harcourt, Z'Egypte et
les égyptiens (Paris: Librairie Plon, 1893), 27—-28. Har-
court’s observations were based on his visit to Egypt in
1889.
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the justification for the continued British colonial
presence in Egypt, as well as in other colonies.!*!

As Jacob demonstrated, efendi discourse from
the late nineteenth century revealed awareness
of, and anxiety towards, the colonial representa-
tions of Egypt and the Egyptians. Qasim Amin’s
response to Charles-Frangois-Marie d’'Harcourt’s
UEgypte et les égyptiens (1893) for example, was
published in 1894 in Les Egyptiens:

“The contemporary fellah, Muslim or Copt, is in
height generally tall, strong, and well-built, he pos-
sesses a rare physical energy. He is simply dressed,
very poorly nourished and even more poorly
housed. He completes the most grueling work, un-
der a burning sun, without murmuring and almost
content with his lot.”142

Not all denied the colonial claims, but rather in-
corporated them into proposals for the regenera-
tion of Egyptian men.!3 This primary aspect of
the efendi discourse was focused on the produc-
tion of the new national bodies—a discourse
based on a profound sense of physical inferiority.
Nevertheless, this discourse and numerous prac-
tices related to it came to play a critical role in the
Egyptian nationalist project and the constitution
of efendi masculinity. In this context, education
was perceived as the key to fixing the problem,
as the nationalist efendi pedagogy incorporated
growing interest in physical culture, as a means to
build character (which in turn was related to mas-
culinity).1** Returning to Sarahan’s comics in Akir
sa‘a al-musawwara (fig. 5.11), clearly, these four
images sought to redesign reality, as the giant in
the first act is defeated at the hands of the new,
masculine, fit al-Misr1 Efendi in the last act. The
arrogance of the first was replaced by confusion

141 Jacob, Working Out Egypt, 65—67.

142 Qasim Amin, Les Egyptiens: Réponse ¢ M. Le d’Harcourt
(Cairo: Jules Barbier, 1894), 11.

143 Jacob, Working Out Egypt, 63.

144 Chapters 3 through 7 in Jacob’s book detail the different
ways in which the care of the male body was addressed
as a means to produce a modern national subject.
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and helplessness as an expression of the colonial
encounter from the efendi perspective. This image
can be read as a typical or ideal embodiment of
the efendiyya’s perspective or subjectivity of the
period. However, as compelling as such a reading
is, it tells only part of the story, since these images
were not common and did not represent the ma-
jority of al-Misr1 Efendi’s performances.

As mentioned by al-Yusuf, the task of designing
this icon was placed in the hands of Sarahan. As
discussed in the first chapter, the Armenian cari-
caturist, Sarihan, emigrated to Alexandria from
Vienna in July 1924.145 In 1926, he began to work
for Ruz al-Yusuf after mainly drawing caricatures
of prominent Armenian figures active in Egypt.
While working for al-Yasuf, Sarahan was respon-
sible for drawing caricatures, which were at first
based on Santes’ work, and al-Tab‘l wrote the text.

Browsing through Sarthan’s caricatures of al-
Misr1 Efendi, it is apparent that more than once
they conveyed meanings that were different or
even contradictory to the efendiyya’s discourse
or worldview. These meanings were articulated
through his appearance as well as his manners and
demeanor in the imagined world of the caricature.
In most of his appearances he was portrayed as a
passive participant, present in events or observing
them, standing at the side of the composition, and
only rarely he was seen “in action,” as with the im-
ages of the fallah or ibn al-balad. In other words,
Sarahan actually constructed what can be read as
mainly an un-masculine subject, or one represent-
ing a questionable masculinity (as it was perceived
in the efendiyya’s discourse), of a balding, bespec-
tacled, middle-aged man. Mostly, he was indiffer-
ent to, or unaware of, the colonial imagining of the
Egyptians or of Egypt.

A caricature, published in April 1932, pres-
ents an example of his submissive character, as
constructed by Sarthan (fig. 5.12).}46 The im-
age shows a hungry, sick, and worn-out al-Misr1

145 Iskandar and al-Malah, Hamsun sana min al-fann, 163.
146 Untitled caricature, Riz al-Yasuf 217, April 1, 1932,
frontispiece.
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Efendi chained to Prime Minister Sidqi. His back
is bent, but nevertheless he is smiling. He makes
no attempt to resist his condition. A dialogue
between Sidqi and the High Commissioner to
Egypt and the Sudan at the time, Sir Percy Ly-
ham Loraine (served 1929-1933), underscores the
gaze which framed him as indifferent to his life

circumstances:

The High It seems al-Misr1 Efendi

Commissioner:  is humiliated and hungry.
What's the story? Why did you
do that to him?

The Prime In the name of God, I was

Minister: told once that al-Misr1 Efendi,

whenever he became hungry,
blessed whatever he received!
You can see the results with
your own eyes.

It is true that this caricature was meant as a guilty
plea against Sidql and his regime. And yet, al-Misr1
Efendi, as the Egyptian public, isnot “free of blame.”
His submission and passivity overcame him and
constructed him as a fatalistic subject, with his
eternal smile; hence, its image can be read as un-
masculine and questionably Egyptian and modern.

A second point to be made regards al-Misri
Efendi’s small dimensions, which were always in
sharp contrast to the dimensions of others in the
imagined world of the caricature. This visual char-
acteristic contrasted his weakness and inferiority
to the vigor and authority of the colonial powers
and local rulers alike. In this context, al-Misri
Efendi demonstrated close links to British and
American images of Everyman—the kind of rep-
resentation of the “common people.” From the be-
ginning of the twentieth century, these standard
caricatured stereotypes were usually drawn as
short-statured men who were exploited and ma-
nipulated by their political leaders.*” Examples
are “Mr. Common Man” by Frederick Opper (1857—
1937)—a short bald man, wearing a hat too small

147 Press, The Political Cartoon, 222.
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for his head;"® “John Q. Taxpayer” by T.E. Powers
(1870-1939)—designed as a naked man wearing a
barrel; “John Citizen” by Percy Fearon, known as
“Poy” (1874—1948); “John Q. Public” by Vaughn Rich-
ard Shoemaker (1902—-1991)—a short man who
wore glasses, a moustache, a felt hat, a suit and
a tie (and sometimes smoked a cigar); and “The
Little Man” by Sydney Strube (1890-1956)*9—to

148 For the image of “Mr. Common Man” see, Donald
Dewey, The Art of the Will: The Story of American Po-
litical Cartoons (New York: New York University Press,
2007), 20.

149 For an interpretation of Strube’s “Little Man” as a sym-
bol of national identity, see Rod Brookes, “The Little
Man, and the Slump: Sidney Strube’s Cartoons and
the Politics of Unemployment, 1929-1931,” The Oxford
Art Journal, 8, no. 1 (1985): 49—61; and “Everything in
the Garden is Lovely’: The Representation of National
Identity in Sidney Strube’s Daily Express Cartoons in
the 1930s,” Oxford Art Journal, 13, no. 2 (1990): 31-43.
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FIGURE 5.12

What'’s the Story? Untitled caricature, Riz al-
Yisuf 217, April 11, 1932, frontispiece.

HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

whom apparently al-Yasuf related in her memoirs,
since he was recognized by his bowler hat and
umbrella 150

Common to all these caricatured types of Ev-
eryman was their defined identity as national
subjects. Additionally, they were conservatives,
married men, loyal patriots, and committed to
the principles of the country within whose pub-
lic sphere they performed. All these characters
represented the lower-middle strata, bullied by
their governments and the economic monopolies.
As articulated by Rod Brooks, their appearance
was linked to the consequences of national and
imperial economy in the first half of the twenti-
eth century.!®! Their ability to face the challenges
they confronted in the imagined world of the

150 Al-Yusuf, Dikrayat, 135.
151 Brookes, “The Little Man, and the Slump,” 33.
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caricature was based on their “common sense,”
which allegedly reflected the voice of the pub-
lic at large.? The popularity of these characters
reached its height in the interwar years, when they
were put in the satirical images at the front of the
economic, social, and political struggles of their
nations, whereas the politicians were tucked away
on the margins of those images as spectators. Ad-
ditionally, these characters had a crucial role in
constructing national identity, which was meant
to appeal to all social strata. This national identity
defined the new national lifestyle, which includ-
ed playing recreational sports, buying consumer
goods, and developing new interests in topics such
as the weather, gossip and radio shows. This new
lifestyle was promoted through printed cultural
products to the working classes who could afford
them.!53

Al-Misr1 Efendi shared most of his character-
istics with the caricatured representations of Ev-
eryman, except one aspect of his life—his marital
status. Unlike the characters mentioned, al-Misr1
Efendi was not married.1>* Also, there was no fe-
male equivalent to be seen in any of the Egyptian
journals of the first four decades of the twentieth
century which embodied an ideal female Egyp-
tian subject. However, and more importantly, in
approaching this type as personification of an
entire period and social system, we should ask
whether the state of colonial modernity to which
he was subject should not have driven him “into
action” in the caricatured world, in accordance
with the political and social context in which he
performed?

Following the world economic crisis of 1929, the
Egyptian economy entered a severe crisis, which
effected all strata of society. However, as Gershoni
argues, the most crucial social effect of the depres-
sion was the appearance of a new urban educated

152 Allegedly, as Brooks states, the “little man” did not rep-
resent the public sphere, but rather the private and the
homey. Ibid, 33.

153 Ibid, 55.

154 This will be discussed further in the next chapter.
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stratum (i.e. efendis).’® In comparison to the
efendis of the 1920s, the efendis of the 1930s were
younger (most of them were in their twenties),
and many of them originated from lower social
strata.156 Unlike the “old generation,” they saw in
the British presence the source for all Egypt’s prob-
lems, and they perceived the politicians leading
the county as collaborators with the British. Many
of them believed that the remedy to Egypt’s prob-
lems would not be conceived through additional
negotiations, as conducted by the “old generation,”
but rather in physical resistance to occupation.!5”

The political, economic, and social circum-
stances drove the “new efendiyya” into action on
all levels—actions which reflected their frustra-
tion towards the economic crisis and unemploy-
ment, and towards the political establishment
and dictatorship of Sidqi, with its violent and
anti-democratic characteristics. In this context,
Gershoni identifies three channels of action. First,
economic and social activity which sought to pro-
mote purchasing Egyptian goods and banning
foreign goods.)58 Secondly, the establishment of
political organizations that promoted the ideals
and goals of the “new efendiyya”—organizations
that operated outside the current political estab-
lishment (as, for example, the Young-Egypt Asso-
ciation, Jam‘yya Misr al-fatah).’>® And thirdly, the
return to the principles and ideals of the original
Islam, as a challenge to the political and cultural
establishments which emulated European mod-
els. This pattern of action was expressed in the for-
mation of organizations that sought to translate
the messages of salafi Islam into political action.
The Muslim Brotherhood (al-Thwan al-muslimin)
was one of these organizations.!60

155 Israel Gershoni and James P. Jankowski, Confronting
Fascism in Egypt: Dictatorship Versus Democracy in the
1930s (Stanford: Stanford University Press, 2010), 208.

156  Ibid, 209.

157 Ibid, 208.

158  Gershoni, Or ba-sel, 96—98.

159 Ibid, 98—99.

160 Ibid, 9g9—101.
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Governmental coercion and popular opposi-
tion characterized the first half of the 1930s, which
resulted in hundreds of deaths and thousands
of wounded. Within this context of political vio-
lence, the young men, particularly the students,
were seen as increasingly important actors. The
Egyptian intellectuals of the 1930s defined the
changes in Egyptian society as nahadat al-Sabab
(the youth revival) or tawrat al-sabab (the youth
revolution).!6! British discourse regarded it as the
“efendi problem.”62 The press distributed the po-
litical and cultural discourse that perceived these
youths as embodying the hopes and dreams of the
country.

Returning to al-Misr1 Efendi, based on his vis-
ibility and performance in the caricatures, he nei-
ther embodied nor reflected the image of the new
modern Egyptian, aware of his political mission
and of his masculinity. Ostensibly, he was not a
model for emulation or admiration. It is interest-
ing to compare, in this context, al-Misr1 Efendi
to other national types from the region that were
subjected to colonial domination, such as the im-
age of Sriilik, created in 1956 by the Israeli cartoon-
ist Kariel Gardosh (1921-2000), known by his pen
name Do6S. Srilik was a young man, in his early
twenties, wearing a fembel hat, biblical sandals,
and khaki shorts. Sriilik reflected the self-image
of a small embattled nation, which managed to
overcome its enemies. He became the symbol of
the young Israel, vibrant and innocent, and of the
new Jewish man—the ultimate Sabra. If Sriillik and
al-Misr1 Efendi had performed in the same imag-
ined world, then al-Misri Efendi could have been
portrayed as his father.163

Was al-Misr1 Efendi meant to be an embodiment
of this rising young social force, an embodiment of
“the age of the efendiyya,” or was he an embodi-
ment of the “old generation"? If he was meant to

161 Ibid, 92.

162 Ryzova, “Egyptianizing Modernity,” 133.

163 For Kariel Gardosh and the image of Sriilik see the of-
ficial website, http://srulik.co.il/. Last accessed on Oc-
tober 2, 2017.
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be a visual symbol of nahadat al-sabab then why
did Sarthan not portray him as a young man, a
man in his twenties, erect and tall? Why did he use
the image of a balding middle-aged man? It seems
that there was no conscious artistic or thematic
decision to create a symbol that would challenge
the Egyptianness constructed under the colonial
gaze. In the absence of primary sources regarding
Saruhan’s intentions, one can ask whether the art-
ist, still a young emigrant when he designed this
ideal Egyptian subject, was not actually creating
an image of a type, which reflected in his behav-
ior and characteristics a partial set of Orientalist
values regarding the Egyptians and their charac-
ter. In this context, al-Misr1 Efendi’s facial features
should be noted as well—the accentuated nose,
the big eyes, and the thick lips—all features that
can be seen as Orientalist descriptions of Egyp-
tians, as was evident with regard to the depiction
of Guha.

Another way of reading the image of al-Misr
Efendi is presented by Terdiman’s analysis of
Daumier’s social types. Terdiman argues that the
systematic use of a type in different social roles
in middle-class society, its setting in a wide-
circulation journal sold to continuing subscribers
who can be presumed to have followed the pre-
history of each type, and who will be around to
look at further developments in the story, changes
the mode in which these types function. The rep-
etition of a character in diverse situations trans-
forms the object of satire beyond the perspective
of the isolated image to a systematic pattern of
pathology.164 In other words, Daumier used types
which represented the hegemonic-discourse (the
middle-class discourse) in order to construct a
counter-discourse—meaning he turned the so-
cial types performing in his caricatures against
themselves.

One can ask, whether the use Sarahan made
of the image of al-Misr1 Efendi was manipulated
in the same way. In any event, the scattered evi-
dence regarding the reception of the caricatured

164 Terdiman, Discourse/Counter-Discourse, 169-170.
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type suggests he was read by his intended audi-
ence otherwise. For example, an article published
in Apir sa‘a al-musawwara, which dealt with the
elections to the Universities Union in 1935, de-
scribed in detail the propaganda utilized by the
candidates, which included the image of al-Misr1
Efendi. Posters and banners held by students pre-
sented him as an avid supporter of one of the can-
didates.!®5 His popularity amongst the readers of
the satirical journals demonstrates he was appre-
ciated as a national symbol and not necessarily as
a self-reflecting critical mirror.

If as anational symbol he was “meant to reaffirm
the unity of the collective and give the concept
of nationhood greater immediacy,” not all could
share his (and the efendiyya’s) self-identification
as embodying the Egyptian national identity.66
Indeed, other journals, such as al-Itnayn, did not
portray al-Misri Efendi, but efendis—drunk, un-
employed, wandering the streets of Cairo, objects
of ridicule. These 1930’s images can be read as a
continuum of the 1900-1920’s imagery and texts
which condemned Egyptian men for blindly mim-
icking Western manners, customs, and weakness-
es. In an illustrated article published in al-Itnayn,
the writer addressed the issue of the “foreign Egyp-
tians” (al-Misriyin al-aganib), which he classified
as “the English Egyptian,” “the French Egyptian,”
and “the German Egyptian."167 They were Egypt’s

165 “Al-Misri Efendi yastarik fi intihabat ittihad gami‘a,
Ahir sa‘a al-musawwara 69, November 3, 1935, 22.

166  Baron, Egypt as a Woman, 57.

167 Abu Sabat, “al-Misriyiin al-aganib,’ al-Itnayn 60, Au-
gust 5,1935: 14-15.
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young ones who went to European capitals, spent
a certain amount of time studying there, and
came back to Egypt as foreigners in their own
country:

“they walk the streets and quarters as tourists, ask-
ing about the behavior and costumes in wonder,
as the Americans do; they speak in broken Arabic,
and address their Egyptian brothers arrogantly; as
if they were from different dough, different from
the Egyptian dough.”168

Afterwards, the article criticizes, in text and im-
age, the appearance, characteristics, and behavior
of these “English,” “French” and “German Egyp-
tians.” This article, as well as many caricatures in
al-Itnayn, reflects the different approach adopted
by this journal, as well as by others, towards the
efendis, whereby they were the object of mock-
ery and ridicule.'®® According to al-Messiri, this
approach could explain why, in 1941, the image
of al-Misr1 Efendi was dropped from the pages of
al-Itnayn: “it didn’'t and shouldn’t symbolize the
Egyptian, because it represented the lowest class
of government officials—the effendi class or pet-
ty bureaucrats.” Thereby, it was actually al-Misr1
Efendi’s disappearance which better reflected the
changing economic and social circumstances in
which the new efendiyya rose.

168  Ibid, 14.

169 Al-Messiri, Ibn al-Balad, 48. Al-Messiri quotes the artist
Raha, who referred to the journal al-Itnayn as having
published caricatures of al-Misri Efendi. Regarding the
interwar years, I should mention that I have not found
any incorporation of this character into this journal.



CHAPTER 6

FThe Good, the Bad, and the Evil

Images of Women

Almost as soon as the Egyptian “women’s awaken-
ing” discourse got underway in the late nineteenth
century, negative images of modernized women
and women activists began to appear in the Egyp-
tian popular, illustrated, and satirical press. The
types of women under criticism crossed boundar-
ies of age, social affiliations, and marital and eco-
nomic status. Sometimes the images were of evil
tempters and sexually corrupted women; some-
times of domineering, aggressive, and obsessed
wives; and sometimes of overly westernized mod-
ern women—not sufficiently Egyptian, not suffi-
ciently Islamic.

Important changes in the content and con-
text of the debate on women’s roles and rights in
Egyptian society had taken place throughout the
nineteenth century in the Egyptian public sphere.
These debates culminated in the 1920s with the
formation of women'’s organizations, as well as ed-
ucational and legislative reforms. However, in the
imagined caricatured world created by men and
directed mainly to male audiences, women were
still being disparaged, laughed at, and reduced to
objects of ridicule. Skimming through the satirical
press, one might have assumed there was no ideal
Egyptian model of womanhood, but only impure,
unworthy, unwomanly, malicious, debased ideas
of women.

The stereotypes demeaning Egyptian women
can be read and have been partially debated by
some researchers as mainly reflecting an Islamic-
Egyptian reaction to Western stimuli. In other
words, since this imagery was constructed in the
context of Egypt’s efforts to modernize and com-
pete with the West, the caricatures of women have
been debated in scholarship as reflecting Egyp-
tian-Islamic tendencies to cling to the past in an
attempt to block change and preserve the status
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quo. At the same time, images of Egypt as a wom-
an were discussed as reflecting the changes that
took place in Egyptian women’s status and roles
in society. However, these studies ignored these
personifications’ counterparts to the caricatures’
imagined world, hence ignoring the overall nega-
tive caricatured atmosphere regarding women and
their fight for their rights in the Egyptian public
sphere.

As this chapter will demonstrate, visual satiri-
cal imagery in the Egyptian press reveals a close re-
semblance to Western visual debates on women'’s
rights—such as the nineteenth-century French
satirical reaction to social changes, which acceler-
ated following the French Revolution, or the Amer-
ican imagery of the suffrage campaign (1907-1914).
Hence, the Egyptian imagery demeaning women
should be contextualized as part of a phenom-
enon that crossed boundaries of geographical
space, society, culture, and religion—a gendered
reaction to social change, and not necessarily an
Islamic or Egyptian one.

1 The Women’s Awakening

Intellectual discourse regarding reforms in wom-
en’s status and rights in Egypt posed a complex
challenge to the traditional Egyptian society. The
issues of establishing equality of women and men
and their rights, lifting boundaries between the
two genders (such as unveiling, or un-secluding
women), and expanding women'’s education and
employment prospects, all reflected the ideologi-
cal tension evoked by the encounter between tra-
ditional Egyptian society and modern culture. All
these issues involved questioning the taboos of the
traditional society, with regard to gender relations.

DOI 10.1163/9789004410381_007
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Alongside the demands to reform every aspect
of Egyptian society and calls to cling to the past
in an attempt to block change, were voices from
the “main stream” that attempted to articulate an
intellectual discourse between those two poles.
Questions regarding the encounter between tradi-
tion and change, between the old and the new, the
East and the West, were answered with attempts
to resolve the tension embodied in this encounter
by drawing the lines between proper cultural bor-
rowing and proper relations between old and new.

The “women’s question” was one of the fun-
damental issues that Egyptian society was facing
following the encounter with modern Western
culture. In practice, the discourse regarding the
women’s question articulated the ways in which
men needed to reform and improve the Egyptian
woman.! Through this discourse, men and women
intellectuals were attempting to articulate what
kind of a modern Egyptian woman the reforms
needed to design. They asked, are men and women
naturally equal? What are the differences and the
similarities between men and women? What roles
do modern Egyptian women need to fulfill for
the nation? What kind of education should a girl
receive? How were good mothers and daughters
defined? How was a good marriage defined? Did
women need to be physically secluded from men?

According to one text, published in the journal
Samir al-sagir (Little Samir, 1897-1900) and dis-
cussed by Huda Yousef, a “good” girl was defined
as generous, patient, and hardworking; a “bad” girl
was none of those things.?2 The journal, aimed at
schoolchildren, held a writing contest on the ques-
tion, how should a homemaker spend most of her
time? The winning response, by a male student,
listed in detail the duties of the proper house-
wife: “she should keep herself busy organizing the
home, ironing, and sewing clothes; she should not

1 For a discussion of the “women’s question” in the interwar
period, see Eliraz, “Intelektt’alim misrim miil masoret ve-
$intii,” 75-114.

2 “Mulah wa-adab,” Samir al-sagir 1, no. 2 (November 1,
1897), 7, published in Yousef, Composing Egypt, 97.
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be lazy or sleep too muchy; if she has free time and
the ability, she should read beneficial works and
teach her children how to read; above all, she must
be thrifty and avoid creating problems for her
husband.”

Other texts related to the subject in a broader
sense, while bringing the moral character of wom-
en to the forefront. For example, Antin Nawfat’s
answer to the question “is a man allowed to read
letters that arrive in the name of his wife, or not?”
published in al-Fatah in 1894.% In his answer, Naw-
fat criticized the lack of female education, which
resulted, in his opinion, in three types of women:
“prostitutes, tyrants, and gems.” According to Naw-
fal, there was not much a man could do if his wife
belonged to the first two categories. However, if his
wife was “a gem,” meaning “a true companion to
her husband, a good mother to her children, and a
caretaker of her home,” then there was no reason
her husband should not be able to open her letters,
but she could open his too.>

Scholars point to Rifa‘a al-Tahtaw1 as one of the
earliest modern Egyptian writers to consider the
situation of women in Egypt, in his Tahlis al-ibriz

[t talhis bariz (The Extrication of Gold towards the
Summation of Paris, 1834) and Manahig al-amin
li-l-banat wa-l-banin (The Faithful Guide for Girls
and Boys, 1873). However, there is broad unanim-
ity among intellectuals regarding the centrality
in the turn-of the-century debate on women and
Egyptian society of Qasim Amin.b First defending

3 “Tadbir al-manzil, Samir al-sagir 1, no. 34 (September 21,
1898): 134, published in Yousef, Composing Egypt, 97.

4 “Swal’ al-Fatah 1, no. 11 (March 1, 1894): 497, published in
Yousef, Composing Egypt, 74.

5 Antan Nawfat, “al-Zawgan,” al-Fatah 1, no. 12 (March 16,
1894): 549, published in Yousef, Composing Eqypt, 74.

6 For prominent discussions of Amin’s writings, see Mary
Flounders Arnett, “Qasim Amin and the Beginnings of the
Feminists Movement in Egypt” (D. Phil. diss. Dropsie Col-
lege, 1965); Albert Hourani, Arabic Thought in the Liberal
Age, 17981939, 2nd ed. (Cambridge: Cambridge University
Press, 1983), 164-170; Juan Ricardo Cole, “Feminism, Class,
and Islam in Turn of the Century Egypt’” International
Journal of Middle East Studies 13 (1981): 387—407.
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Islam in Les Egyptiens against Harcourt’s criticism
regarding women'’s rights in Egypt, he then turned
to a reformist posture in Tahrir al-mara (The
Emancipation of Woman, 1899), and al-Mara al-
gadida (The New Woman, 1900).” In these books,
Amin criticized polygamy, as well as men’s broad
rights regarding divorce, and he asked to expand
women'’s rights with this regard. He devoted spe-
cial attention to the possibility of expanding girls’
education as a necessary step and as a central
pillar in any effort to promote women’s status in
society. Amin also criticized the custom of wear-
ing a higab (literally a “screen, curtain”; a Muslim
woman’s veil), and asked to reduce gradually the
social isolation to which the Egyptian woman was
confined.® As observed by Bashkin, Kozma and
Gershoni, while in Tahrir al-mara, Amin made
sure to emphasize his reforms were in line with
the spirit of Islam, in his al-Mara al-gadida, his
arguments were drawn from European thought,
which he used to define the concepts of freedom,
progress, and civilization, without trying to find
equivalents in Islamic discourse and traditions.?
Without invalidating Amin’s role in the de-
bate regarding women and society, women were
also actively engaged in that debate, as Baron
has shown in The Women’s Awakening in Egypt:

7 Harcourt, lEgypte et les égyptiens. In his book, Harcourt
condemned Egyptian society, religion, and culture. He
described the primitive life and surroundings and focused
especially on the status of women. In response, Amin de-
fended the costumes of Egyptian elites and tried to prove
that there are equal rights between the men and women
of Egypt. Both of Amin’'s works are available in English
translation: Qasim Amin, The Liberation of Women, and
the New Woman: Two Documents in the History of Egyptian
Feminism, trans. Samiha Sidhom Peterson (Cairo: Ameri-
can University in Cairo Press, 2000).

8 Yousef estimates that Amin’s work generated nearly a hun-
dred books, in addition to a torrent of articles, seeking to
either oppose or defend his positions. Yousef, Composing
Egypt, 77.

9 Bashkin, Kozma and Gershoni, Lepasel tarbiit be-misrayim,
61-62.
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Culture, Society, and the Press.'® The first woman
activist in Egypt for women’s rights was the poet
and novelist ‘Ai$a Tsamit Timur (1840-1902), also
known as ‘A’i$a al-Timiriyya. Other prominent fe-
male activists were Nabawiyya Musa, who will be
discussed at length below, and Malak Hifn1 Nasif
(1886-1918), known as Bahita al-Badiyya—both
were amongst the first female graduates of the new
government schools for girls. Nasif wrote for the
journal al-Garida, and her writings were collected
in a book in 1910, al-Nisaiyyat (The Women).! Nasif
also made important contributions to the expan-
sion of education opportunities for girls, criticized
polygamy and men’s abuse of divorce rights, and
demanded a minimum age for marriage, for girls,
of sixteen.

Arabic journals by, for, and about women (what
came to be known as al-magallat al-nisa’iyya) be-
gan to appear in the late nineteenth century, and
by the eve of the 1919 demonstrations close to thir-
ty such journals had been published inside and
outside of Egypt.!? These journals help scholars
to recover the voices of women of the period.!® As
Baron has noted, they were platforms for the first
generation of women in the Arab world to write in
numbers and publish their works as printed texts.

10  Judgmental towards Amin’s centrality in modern aca-
demic debates is Leila Ahmed, Women, and Gender in
Islam: Historical Roots of a Modern Debate (New Haven:
Yale University Press, 1992).

11 Malak Hifni Nasif, al-Nis@’iyyat (al-Qahira: Matba‘at al-
Garida, 1910).

12 Amongst the most prominent are Alexandra Avier-
ino’s Anis al-galis (The Intimate Companion, 1898—
1907/1908), Labiba Hasim’s Fatat al-Sarq (The Eastern
Girl, 1906-1939), and Malaka Sa‘d’s al-Gins al-latif (The
Fair Sex, 1908-1925).

13 Most prominent of the work done on these sources is
Baron, The Women'’s Awakening in Egypt. For studies of
the women’s press after 1919, see Iglal Halifa, al-Sihafa
al-nis@’iyya ft Misr, 1919-1939 (M.A. thesis, University
of Cairo, Faculty of the Arts, 1966); idem, al-Sihafa al-
nisa’iyya ft Misr, 1940-1965 (Ph.D. diss., University of
Cairo, Faculty of the Arts, 1970); idem, al-Haraka al-
nisa’yya al-hadita (al-Qahira: al-Matba‘a al-Arabiyya
al-Hadita, 1973).
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These journals also led to the rise of a new female
literary culture in Egypt, which in its turn contin-
ued and enhanced women'’s fight for their cause,
which was articulated in the phrase al-nahda al-
nis@’iyya (the women’s awakening).!#

Women’s participation in what came to be
known as the “ladies’ demonstrations of March
1919” was marked in Arabic and English texts as
one of the most prominent symbols of the 1919
Revolution and a turning point in the Egyptian
women’s awakening movement.'® It was a peace-
ful and ordered procession of finite size, which
included women participants from the elite, as
can be identified by their dress—the long black
habara, the white yasmak, and black robes.16 Al-
though the myth regarding these demonstrations
is that they expressed social solidarity and unity
across class boundaries, the actions of the wom-
en participants reinforced a hierarchical class vi-
sion for society.!” More importantly to the issue
at hand, though later on many characterized the
March 1919 demonstrations as feminist acts, or
claimed that they had feminist content, the peti-
tions the women participants presented and the
placards they carried reveal that the female dem-
onstrators did not raise feminist concerns in the
demonstrations themselves.!® Having said that, as
Baron demonstrates, the ladies’ demonstration of
March 1919 did become later a link in the struggle

14  Baron, The Women'’s Awakening in Egypt, 1—2.

15  The whole sequence of events is described in Ibid,
108-113. As Baron has proven, although the basic out-
line of the story of the 1919 women’s demonstrations in
Egypt is well known, re-examining the British and Ara-
bic sources, as well as the daily Arabic press and U.S.
archives raises questions regarding the details and the
chronology of the events. It appears that two or three
different demonstrations on different dates have been
conflated into one in collective memory. In addition,
although the demonstrations were often depicted as
being spontaneous, the marches were planned in ad-
vance and well-orchestrated. See Ibid, 109-110.

16 Ibid, 110.

17 Ibid, 112.

18 Ibid, n2—13.
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for women’s rights—a struggle led and dominated
by men.

As Baron indicates, the veiled women, who al-
legedly were documented in photographs dem-
onstrating on March 1919, became over time the
model militant—a major symbol of the national
struggle, and an abstraction of the nation itself,
while the details of the events themselves receded
in importance.'® However, as Baron shows, these
photographs associated with the demonstrations,
were actually misidentified by Egyptians and
scholars of Egypt: some were photographed on
the occasion of the celebrations of the release of
the Wafd detainees from Malta a few weeks later
(on April 8).20 Others were photographed on April
12, 1921, documenting the decorations and proces-
sions in Alexandria in honor of Zaglil's return
from exile.?! One image was photographed in 1928,
in the context of student protests against the ef-
forts of a non-Wafdist Egyptian government to
reach an agreement with the British.22 However,
in the Egyptian collective memory, “the Cairene
‘ladies’ demonstrations’ of March 1919—really a
composite of several March and April protests—
became a referent for women'’s political activism
in Cairo and elsewhere throughout the decade.”?3

Returning to the women'’s question, the years
which followed the 1919 upheavals witnessed a re-
forminwomen’sstatus, especiallywith regard toed-
ucation, but also with regard to matrimonial law.24
The school system and educational opportunities

19  Ibid,123.

20  Ibid, 125-127. Baron draws attention to a little-known
book published in 1919, which sets the photos from
April 1919 in their proper context. ‘Abd al-Fattah
‘Abada, Nahadat al-mara al-misriyya wa al-mara al-
arabiyya fi al-ta’rih (al-Qahira: al-Hilal, 1919), 22—27.

21  Baron, Egypt as a Woman, 129.

22 Ibid,129-130.

23 Ibid,133.

24  The essence of the legal reforms on the statuses of
Egyptian women manifested itself in the interwar
period in two laws—they reduced men’s rights to di-
vorce their wives (1929) and expanded women’s rights
to divorce (1920, 1929). Regulations from 1923 and 1931
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for girls expanded (separately from the boy’s edu-
cational system).2> The 1923 constitution declared
that elementary education was mandatory for
boys and girls. In 1925 a high school education
system for girls was established, and at the end
of the 1920s women could enroll at the Egyptian
university.

Schooling advocates had hoped that the edu-
cational institutions would provide a disciplined,
controlled environment within which boys and
girls could get an education more suitable for
their expected roles as citizens and progenitors
of future generations of Egyptians. Regarding the
education for girls, as Yousef has shown, during
the first two decades of the twentieth century, it
had a very specific purpose: “women needed to
be taught their duties to God, to their husbands,
to their children, and increasingly to their na-
tion.”26 The overwhelming agreement was that no
one wanted ignorant or gahil women.2” However,
as Yousef has emphasized, reformers have distin-
guished between two different types of education:
the tarbiya ideal and the ta‘alim ideal. Tarbiya was
the broader concept of the two, encompassing the
moral, physical, and intellectual development and
upbringing of children, and it did not entail any
specific course of study: “Any kind of upbringing

limited girls’ marriage before the age of sixteen, and
for boys before the age of eighteen. Norman Anderson,
Law Reform in the Muslim World (London: Athlone,
1976), 40, 103-104, 119—124, 130-131, 137-138.

25  The first officially sponsored girls’ school in Egypt,
named al-Suyufiyya, opened in 1873. It taught the
Quran and sewing, and a year later Turkish and piano
lessons were added. A few years later a second school,
al-Qarabiyya, was opened, as a “lower class” version of
al-Suyufiyya. In the late 1870s, following the financial
crises, the two schools were combined and turned over
to the waqf (religious endowments) administration of
the government. Under the wagqf, the school came to
serve as an institution for preparing orphan, deaf, and
blind girls for basic employment. Yousef, Composing

Egypt, 55.
26  Ibid, 53.
27 Ibid.
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that produced the desired results could be
designated ‘good tarbiya.”?8 Ta‘alim often referred
specifically to the realm of formal education and
intellectual development, and the necessity of it
was readily contested. In other words, many Egyp-
tians believed that girls should undoubtedly be
raised well, but it was debatable whether taalim
education indeed “improved women.?® Writ-
ers across the ideological spectrum agreed that
an uneducated girl, who nevertheless had a good
moral tarbiya, was superior to the schoolgirl who
had formal ta‘alim but was unaware of her duties
“as an Egyptian woman, wife, Muslim, or citizen.”30
Under these social assumptions regarding educa-
tion for girls, the kind of home, husband, and chil-
dren a woman was educated to serve depended
on where she was on the socioeconomic ladder of
Egyptian society and hence determined what kind
of education she needed to receive. Upper-class or
elite women, middle-class women, or women of
humbler means did not need the same education
or literacy. In other words, since a woman'’s posi-
tion in the early twentieth century was assumed to
be immutable, education could not have changed
her position in society, it simply made her a better
(or worse) daughter, wife, or mother within her so-
cial surrounding. Under these assumptions, some
intellectuals argued that education might have a
disastrous effect on young women once they re-
turned to their original social surrounding.3!

The first women’s organizations were founded
in the 1920s and 1930s, with different goals and
perspectives. Looking to secure a political niche
for themselves, elite women founded the Women’s
Wafd, alongside political journals that supported
the party. The wwcc (Women's Wafd Central
Committee) considered itself part advisory com-
mittee, part publicists for the Wafd, and strove
to be “in the heart of the action.”32 Under the

28  Ibid, 54.
29 Ibid.
30  Ibid.
31 Ibid.

32 Baron, Egypt as a Woman, 168.



142

presidency of Huda Sa‘rawi (1879-1947), the Wom-
en’s Wafd also sought to promote women’s rights
and progress. On March 16, 1923, the initiative of
Sa‘rawi, the Egyptian Women’s Union (al-Ittihad
al-Nisa’i al-Misr1) was founded.33 The union fought
for women'’s right to vote (which had been denied
in the new constitution of 1923), amongst other
feminist battles.

Amongst the prominent journals of the interwar
period, which sought to support women'’s political
and social rights, was the Arabic weekly al-Amal,
which was launched in early November 1925, alleg-
edly by Tabit.34 It promoted itself as “the journal
defending women’s rights,” and it showed explic-
it interest in political affairs.3> However, Tabit’s
demands for women'’s right to vote and to be
elected were not accepted by all women activists
of the Egyptian Women’s Union. Some thought
the timing was premature and labeled Tabit’s
demands foolish and childish. Resistance also
came from conservative quarters and the Islamic
press.36

Questions regarding the content and purpose
of the social changes regarding women’s rights,
equality, and progress remained controversial
throughout the period. However, it was not con-
fined to, and did not result solely from, an Islamic-
secular dichotomy. Rather, as Jacob argues, and as
reflected through the caricatures, the more fun-
damental question was regarding the boundaries
between masculinity and femininity, which was
brought to the foreground. Or in other words, the
concern was more over “women becoming more
like men, and men becoming more like women."3”

33  For a discussion on Sa‘rawi and her role in the wom-
an’s awakening in Egypt, see Margot Badran, “Huda
Sha‘rawi and the Liberation of the Egyptian Woman”
(D. Phil. Diss., Oxford University, 1977).

34  Al-Yusuf claimed that the Wafd used the student card
of Tabit in order to publish the journals. Al-Yusuf,
Dikrayat, 103-105.

35 Baron, Egypt as a Woman, 179.

36  Ibid.

37  Jacob, Working Out Egypt, 170-171.
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2 Female Personifications

The printed-textual debate regarding women’s
awakening in Egypt reflected a range of opinions,
which roughly fell into three camps—secularists,
modernists, and Islamists. These three categories
are articulated by Baron as follows:

“The secularists, who proved few in number out-
side the circles of minorities, concentrated on mat-
ters such as language and education, which were
less likely to provoke controversy. The modernists
spoke of improving women’s position within the
family through innovative religious interpreta-
tions. The Islamists, in opposition to secularists,
modernists, and religious conservatives alike,
stressed the rights Islam had given to women and
called for a return to ‘true Islam.”38

Caricatures debating those same issues were un-
equivocal in their messages. Women seeking equal
rights were marked as seeking to change traditional
gender roles and hence threatening to harm soci-
ety’smoraland political structure. Scholars discuss-
ing these images contextualize them in the unique
local circumstances of colonial modernity, and
within the context of the encounter with the West.

When these images are examined in compari-
son to other cultural spheres debating the eman-
cipation of women, the similarities of the visual
reaction to the effort to reform women'’s statuses are
apparent. These similarities raise broader debates
regarding the definitions of femininity and wom-
en’s place in public life, while crossing borders of
religion, culture, and society. British anti-suffrage
imagery, from the period between 1906 and 1914,
can serve here as an example. As art historian Lisa
Tickner articulated, British suffragists argued their
cause from two positions—“rights” and “expedi-
ency.”3® From the first, they argued women'’s rights

38  Baron, The Women’s Awakening in Eqypt, 7.

39  Lisa Tickner, The Spectacle of Women: Imagery of the
Suffrage Campaign, 1907-1914 (London: Chatto & Win-
dus, 1987).
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in essence, and particularly in a democracy, to full
human citizenship. From the second, they argued
for the benefits that women'’s enfranchisement
would bring to society at large. The legal subjec-
tion of women was in their view wrong in-itself,
and at the same time one of the main obstacles to
human improvement and social reform.#® The an-
ti-suffragists were either opposed to the concept
of “natural rights,” claimed that women'’s enfran-
chisement had to be related to the public interest
(meaning no one could be afforded a right that
would damage the state), or argued that women
were a special instance deprived by nature of such
natural rights. In other words, the anti-suffragists
in Britain argued that “women did not want to
vote, did not need to vote, and would not gain by
voting; furthermore, they were not fit to vote by
their inferior capacities, lack of education, physi-
ological frailty, and economic dependence”#! And
finally, society would not benefit from women
voting (women would be diverted from their do-
mestic duties, and the home and family would be
destroyed).#? They claimed that female enfran-
chisement would sexualize politics and unsex
women, confusing the proper boundaries of mas-
culine and feminine, public and private, domestic
and political, by which the natural complementar-
ity of a harmonious social order was maintained.*3

Tickner argues that the visual imagery at the
disposal of caricaturists regarding the suffrage
campaign was already shaped by a long-standing
tradition of political caricature and the popular

40 Ibid, 3—10.

41 Ibid, 154.

42 AsTickner shows, anti-suffragists in Britain drew heav-
ily on the Victorian ideology of “

for the field and woman for the hearth; Man for the

sword, and for the needle she; Man with the head, and

woman with the heart; Man to command, and woman

separate spheres’: Man

to obey; All else confusion.” Tennyson, The Princess
(1847), Part 4, 11, published in Tickner, The Spectacle of
Women, 154.

43  For the anti-suffragist arguments and the suffragists’
counter-arguments, see Ibid, 153-160.
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illustration of social types—which formulated im-
ages of the shrew, the embittered spinster, or the
strong-minded woman. Meaning, the perception
of suffragists was already shaped by the existence
of these types. Stereotypes of femininity and ide-
als of womanliness were all naturalized in what
Tickner terms ‘common knowledge” and legiti-
mated by the scientific discourses (such as medi-
cine) of the time.** Hence, the British suffragists
and their artists were inevitably concerned not
just with the position of women in the economic
and political spheres, but also with a struggle for
meaning in all those representational practices,
where definitions of femininity were produced
and contested.*>

Two particular types of women were already
current in nineteenth-century illustration which
could offer themselves for appropriation against
the suffrage cause. The first was that of the domi-
neering and nagging wife. The second, and more
influential according to Tickner, was that of the
embittered spinster, already current in Punch, for
example, by the 1870546 The domineering and
nagging wife was usually portrayed as having a
masculine profile and a severe “dress reform” sil-
houette; the spinster is almost always thin, lacking
the curves appropriate to pleasurable femininity,
motherhood and charm. The angles of her body
are echoed in the sharpness of her features and the
lines that mark her face, for as Tickner points out,
she is by definition beyond the stage at which she
might still expect to find a mate. Her expression is

44  Ibid,161.

45  The Artists’ Suffrage League (founded January 1907)
and the Suffrage Atelier (founded February 19og)
aimed to produce representations which would con-
test the hegemonic order in the sense of actual images
and pictures. For a discussion of these two organiza-
tions, see Ibid, 16—26.

46 Two of the most prominent examples for these types
are “Mrs. Witherington Mildeu,” the advocate for Wom-
en’s Rights, who was accompanied by her husband in
Punch in1871; and “Miss Gander Bellwether,” the Cham-
pion of Women’s Rights, who appeared in 1874. Ibid,
163-164.



144

excitable, bewildered, or vindictive. She also wears
masculine clothes and occasionally spectacles.
Her whole appearance derives from her indiffer-
ence to her femininity, her desire to ape men’s
place in the world, and the hardening effects of
public speaking on a woman’s countenance and
sensibility. This type was already popular in the
music hall, the novel, and in illustrated journal-
ism. No new type was needed for the militant in
visual representation.*? Caricaturists in Egypt em-
ployed these same visual strategies for attacking
the women’s cause.

Categorizing American suffrage imagery, art
historian Alice Sheppard points to five types of
women employed by male artists in nineteenth-
century American caricatures to express anti-
suffrage arguments: “famous women, who actually
existed, ordinary women, grotesque women, ideal
women, and symbolic women.”#® Famous women,
Sheppard claims, appeared less often than those
from the other categories and were nearly always
portrayed as radical, outrageous, or anticipatory of
early twentieth-century roles. Grotesque women
were characterized with the same traits, only they
were not real women. The mechanism of repre-
sentation was the same as described by Tickner
for British anti-suffragists and it stood for the no-
tion that if women were given real power it would
collide with and weaken society. Ordinary Women
appeared as gullible, simpleminded, and petty, as
well as preoccupied with fashion, social status, and
overt signs of gentility; also, they were typically
pictured in the home, their natural domain, where
romance, fashion, and the arts dominated their
lives and conversations.*® When artists did not
portray these women with caricatured features, or
distorted features, their characteristics could have
been mistaken by readers as real female traits.

The ideal woman is seen in Charles Gibson’s
Gibson Girl, who epitomized, for men, the ideal

47 Ibid, 164.
48  Sheppard, Cartooning for Suffrage, 61.
49 Ibid, 61-62.
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female form.5° The Gibson Girl was compared
with a goddess and she bore scant resemblance to
everyday, mortal women. Her activities, as Shep-
pard points out, were limited to posing, prom-
enading, and polite social conversation, and were
combined with her aloof posture and studied fa-
cial expression, which all invited the viewer to see
her as an object. She was no thinker or activist, nor
sexually provocative—a male fantasy of a woman
eternally young, beautiful, and unobtainable.5!

And finally, symbolic women, who were defined
as personifications of abstract concepts—political,
religious, artistic, philosophical, and so forth. Most
of these personifications preserve classical ap-
pearances such as the ideal female form. They set
a visual model, unattainable for real women, and
as such constructed a system, along with the other
female types, from which women’s perceptions
were excluded.

Both art historians, Tickner and Sheppard, turn
to Sigmund Freud’s theories of humor to explain
the relation between types of women and jokes.
Freud’s definition of the “tendentious joke” (as
oppose to the innocent one) as a hostile (serving
the purpose of aggressiveness, satire, or defense)
or obscene (serving the purpose of exposure)
technique, serves as an explanatory mechanism
for caricatures demeaning women. According to
Freud, images of domineering, aggressive wom-
en reflect men’s unconscious fears of their own
drives and weaknesses: “[b]y making our enemy,
small, inferior, despicable, or comic, we achieve in
a roundabout way the enjoyment of overcoming
[her]—to which the third person, who has made
no effort, bears witness by his laugh.”5? Tickner
also directs attention to Freud’s discussion of the

50  For the Gibson Girl, see Marion Harry Alexander Spiel-
mann, “On Charles Dana Gibson—Apostle of Ameri-
can Beauty and Humour,” The Magazine of Art 1 (1903):
15-19.

51 Sheppard, Cartooning for Suffrage, 63.

52 Sigmund Freud, Jokes and their Relation to the Uncon-
scious, trans. James Strachey (London: Pelican Freud
Library, Penguin Books, 1976), 140.
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tendency to idealize or to denigrate the female
sex.53 Both kinds of the tendentious joke (the hos-
tile and the obscene) serve the purpose of exorcis-
ing men’s dislike and fear of women, but they are
also simultaneously impelled by an idealization
of feminine purity. Most caricatures involving
women in nineteenth-century Britain and Amer-
ica were tendentious jokes, since those in public
circulation were drawn by men and because the
feminist movement touched a raw social, sexual,
and political nerve, concludes Tickner: “nothing
was more absurd for some audiences than the
spectacle of a woman trying to become like a man,
or more defective than a suffragist ‘unsexed’ by her
political activities; nothing was more fundamen-
tally unnerving, and therefore more productive of
the laughter by which tension is released and anxi-
ety transformed momentarily into pleasure.”>*
Returning to Sheppard’s categorization of
the types of women employed by male artists in
nineteenth-century American caricatures, these
also apply to the caricatures in the Egyptian visual
public sphere. However, while in the American
and British public spheres pro-women imagery
supported the women’s movements and their fight
for women’s rights—imagery which was also de-
signed, produced, and distributed by women—
there was no pro-women imagery in the Egyptian
visual public sphere. Also, as the following discus-
sion will show, the pictorial rhetoric of the cari-
catures in Egypt construct an imagined reality in
which women as “sister-citizen[s],” as patriots who
stood by their fellow male counterparts in the fight
over Egypt’s independence, were absent as well.5

53  “On the Universal Tendency to Debasement in the
Sphere of Love (Contributions to the Psychology of
Love 11),” in Sigmund Freud, On Sexuality: Three Essays
on the Theory of Sexuality and Other Works, trans. James
Strachey et al. Ed. Angela Richards (London: Penguin-
Pelican, 1991) 243—260.

54  Tickner, The Spectacle of Women, 163.

55 I am using here Brummett’s terminology for the em-
bodiment of the everyday woman who acted in the
Ottoman cartoon space on behalf of her nation.
Palmira Brummett, “‘New Woman and Old Nag: Images

145

Nor were there any female role-models—an ideal
wife, mother, or sister of the Egyptian nation. The
Egyptian Everyman had no Everywoman counter-
part to support and build the emerging nation-
state. And while in other cultural spheres, such
as the Ottoman for example, women’s position
was articulated more and more as the “mother”
of the nation, there was no equivalent visual ste-
reotype for the Egyptian visual repertoire, despite
the appearance of numerous images of Egypt as a
woman.

3 Un-Ordinary Women

Caricatures presenting ordinary, mortal women
throughout the first four decades of the twentieth
century in Egypt reflect the concerns and anxieties
of the mostly male local society undergoing dra-
matic changes. These articulated themselves into
a set of dichotomies: on side was the Egyptian old
or traditional woman, while on the other, the new
Europeanized or westernized free woman. In other
words, women represented the poles of modernity
and tradition, as perceived by artists, editors, and
entrepreneurs of the satirical, illustrated, and pop-
ular journals.>6

In caricatures presenting these two types of
women, the traditional woman was presented as
dignified, solid, and with large dimensions, while
the westernized new woman was presented as dis-
honored, weak, bent, and scraggy. In a caricature
from al-Lat@if al-musawwara, a veiled woman in
a long black cloak (a dress item typical of elite
women who used it to conceal Western dress worn
under) and a black head habara is presented in
full profile (fig. 6.1).57 Her face is covered with the

of Women in the Ottoman Cartoon Space,” Princeton
Papers: An Interdisciplinary Journal of Middle Eastern
Studies (Spring-Summer 1997): 13-58.

56  The same phenomenon can be located in the Ottoman
cartoon space of 1908-1911. See Ibid.

57  Athab Hulasi, “Amswa-gadan,” al-Lat@’if al-musawwara
232, July 21, 1919, 3.
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FIGURE 6.1 Yesterday and Tomorrow. Athab Hulas,
“Ams wa-gadan,” al-Lat@’if al-musawwara

232, July 21, 1919, 3.
STERLING & BASS LIBRARIES, YALE UNIVERSITY

yasmak, which was worn in Egypt by the elite in
the early twentieth century.58 Only a small part of
her face is visible—the area of the eyes and nose,
leaving her whole body covered, and, therefore,
its actual silhouette is left to the imagination of
the viewers. In the center of the image appears a

58  Egyptian peasants had their own style of veiling—they
pulled a head scarf across the face when the situation
warranted. Baron, Eqypt as a Woman, 36.
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second woman. As opposed to the woman who
surrounds her, she is in a white short-sleeved
dress, which barely covers her knees. Her hair is
partly covered with a scarf. Her face is covered
with a white see-through face veil. In her hands,
she holds an umbrella. Both women wear high
heels, however the ones of the woman in the in
more revealing dress are much higher.

The explanatory text accompanying the image
articulates its meaning:

“Our critical-painter [musawwiruna al-nigada]
Athab Efendi drew this humoristic critical paint-
ing in which appears the far-reaching ambitions
that many women have achieved with regard
to overdressing [tabarrug] and Europeanizing
[tafarnug], which is exaggerated and radical; and
he [Aihab Efendi] wrote under the painting that
he described in this painting the vast gap and
the great difference between what used to be the
dress of the Egyptian ladies for years and what
their grandchildren, the young women of tomor-
row, will wear if they continue [to walk] this road
of exaggeration, of overdressing and European-
ization, and I [Aihab Efendi] explored the fate of
those ladies in its limit, which they will face if their
veils [continue to] shorten; and indeed the veil
lifted from the bottom until it reached the knees
and dropped from the top to the chest line, hence
confusing the men, who gaze at it with discontent,
and the surprise had an adverse effect on them,
and hopefully their generosity and kindness will
[result in] them answering this question, and will
not [cause] them to turn their back to it

Returning to the image, it is clear that the carica-
turist uses the posture of the two women, one rep-
resenting the traditional Egyptian woman while
the other the westernizing elites, to articulate its
social criticism. Whereas the woman in traditional
dress is standing steadily on the ground, and her
overall dimensions are much larger, the other is
slightly bent, her high heels undermining her pos-
ture, and her gaze is directed at the viewer, hence
undermining the distance between the viewers
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and the object of their gaze. The semantic differ-
ences between the full-profile and the trois quarts
profile, or the symbolic connotations of each vi-
sual formula, were well-known iconographic tra-
ditions used by artists educated in Western art
institutions. The renewed popularity of portraits
in profile was a revival of antique traditions which
characterized the arts of Europe from the fifteenth
century onwards. However, the antique represen-
tation of rulers and important notables in profile
had been well known in France and Italy since
the thirteenth century and applied in the arts.5°
Full face images or trois-quarts were perceived as
articulating an intimate contact, and hence read
as symbolizing the earthly, as opposed to the im-
mortal and divine in the full profile. Heads facing
left were perceived by those who were accustomed
to Greek and Latin scripts as looking to the past,
while heads facing right as looking to the future.
However, since we are dealing here with scan-
ning texts and pictures from right to left, then the
meaning, if relevant, should be reversed.

If we accept the notion that the outward ap-
pearance of the female body articulates its virtues

59  For a discussion on the difference between the full-
profile and the trois quarts profile see, H. Wentzel and
Charles Mitchell, “Portraits ‘a I'antique’ on French Me-
diaeval Gems and Seals,” Journal of the Warburg and
Courtauld Institutes 16, no. 3/4 (1953): 342—350; on the
meaning of profiles in antiquity, see Matti Fischer,
“Identity and Value: Interpreting Portraits on Coins
from the Victor A. Adda Collection,” in Face of Power:
Roman Gold Coins from the Victor A. Adda Collection,
ed. Haim Gitler and Gil Gambash (Jerusalem: The Is-
rael Museum and Zurich-London: Numismatica Ars
Classica NAC AG, 2017), 165-195; on the relationship
between quattrocento profile portraits and profile in
the Renaissance, see Avigdor W.G. Poséq, “On the Ori-
entation of Heads on Renaissance Medals,” Notes in the
History of Art 24, no. 3 (Spring 2005): 21-27; and on sil-
houettes and profile portraits from the late eighteenth
century to the present, see A. Hyatt Mayor, “Silhouettes
and Profile Portraits: The Martin Collection,” The Met-
ropolitan Museum of Art Bulletin 35, no. 3 (March 1940):
50-54. I would like to thank Matti Fischer for his re-
marks on this issue.
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as a modern citizen, this structuring of the ideal
Egyptian woman was yet uncommon in the carica-
tured visual sphere. Other instances of traditional
women encountering westernized women were
less clear in their messages when focusing on the
image alone. In a caricature from al-Kaskil al-
musawwar published in June 1924, two pairs of
women are depicted at the beach (fig. 6.2).6° Lying
in the shallow water are two women in bathing-
suits. Their hair-cuts are short, following the latest
European fashion, and their eyes heavily made-up.
Walking behind them are two women dressed in
long black cloaks that obscure their bodies. One
of the women wears the white yasmak of the elite,
while the other one, on the left, has a white face-
veil which is adorned with a nose piece (which
along with a dark face veil was worn by lower-
class women). Only the eyes and palms of these
women are visible. The posture of the pair is erect,
and they are walking as one, while the two women
bathing are in two different postures, with their
hands and legs spread out. None of the visual
characteristics of either of the pairs is grotesque,
exaggerated, distorted, or caricaturized. The over-
all appearance of the image is of a documentary
quality—like a photo taken at the beach. Only
through reading the sub-title can one fully com-
prehend the social criticism:

“Look at these nudes who are bathing in the sea
and the men are staring at them.5! Is this the
freedom the ladies asked us to integrate into, like
them? Calamity will accrue if all take their exam-
ple from them.”

In both caricatures, the artists narrow down the
available repertoire of femininity in interwar

60  Juan Santes, “al-Sayyidat fi $at’ al-bahr,” al-Kaskul al-
musawwar 167, June 25, 1924, 10.

61  The phrase suffi yahhi, translated as “look at,” is taken
from the ‘@mmiyya. This phrase in the local dialect is
used when addressing someone and calling his atten-
tion to something. However, it has a negative connota-
tion which could not have been translated into English.
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FIGURE 6.2 The Ladies at the Beach. Juan Santes, “al-Sayyidat fi sati’ al-bahr,” al-Kaskul al-musawwar 167, June 25, 1924, 10.
HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY
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Egypt into two available options: one traditional
in its appearance and dress-code, and the other
westernized in its bodily exposure—as if the ideal
femininity of the period was reduced to the ques-
tion of how covered the woman was. At the same
time, color also highlights the difference between
the two options—black for modest, traditional
femininity; white or colorful for the un-Egyptian
option. However, in contrast to the clear position
expressed by Hulasi in the first caricature de-
scribed, Santes’ position is less clear, and cannot
be read properly from the image itself.

Both caricatures suggest that the covered body
and covered face were sufficient for construct-
ing a womanhood that maintains the integrity
of the nation. However, other images suggest the
contrary. In a caricature published in al-Lat@if
al-musawwara in March 1917, an image of an elite
woman is depicted in four daily episodes: in the
theatre, walking the streets of a city, entering a
store, and on the tram (fig. 6.3).52 The woman is
dressed in the long black cloak, her hair is cov-
ered with a different hat in each frame (in one
of them she wears the tarbus as a symbol of her
crossing the invisible line between masculinity
and femininity), and her face is covered with the
white yasmak. In each of the frames she is seen
amongst men—Egyptian and foreign (based on
their clothes). The text accompanying the four im-
ages, articulates their meaning, since the images
themselves are not caricaturized:

“These four paintings were put here by the hon-
orable, righteous, intellectual writer, the under-
signed, to be placed in al-Lat@if al-musawwara;
and their purpose is to display our social and moral
flaws, which do not suit our character and customs
as an Arabic-Eastern nation. And we see that the
pen of the painter pronounced what the most ar-
ticulate social writer-critic could not describe; and
the readers of al-Lat@’if will go into the thick of the

62  Aihab Hulasi, untitled caricature, al-Lata@’if al-musaw-
wara 110, March 19, 1917, 12.
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illustrated issues; and we put them [the paintings]
here with thanks and perhaps in its publication we
will evaluate our imitation of the westerners, [imi-
tation that] corrupts and isn’'t appropriate, and
rifts, and will not civilize.”63

From these editorial comments (which were not
written by the caricaturist as reflected from the
text), it is apparent the images present the actual
presence of women in public spaces constitutes
a problem as well as a critique of westernization.
Also apparent from the images is the problematic
nature of making contact, not just with the local
Egyptian and Muslim men but also with foreign-
ers, who were part of the urban scenery.

The presence of women in the public spheres,
the imitation of Western dress, and the exposure
of the female body were only a fraction of the
male-concerns regarding the women’s awaken-
ing in Egypt. Other issues that were dealt with in
caricatures can be categorized as what Jacob de-
scribed as the processes of women’s masculiniza-
tion and denaturalization—as was insinuated by
the woman wearing a tarbus in one of the frames
of the caricature just described.®* Through a dis-
cussion of the ways sex was talked about in the
Egyptian printed media, Jacob draws attention to
the concerns men had over the issue of equality
between men and women. The masculinization
of women and the threat it posed to the social or-
der deeply concerned Egyptian middle-class men
and women, who sought to challenge the status
quo. As Jacob emphasizes, the fundamental ques-
tion was about the boundaries between mascu-
linity and femininity, which was brought to the
foreground, and not just the failure to fulfill gen-
dered roles, as other researchers suggest. Practic-
ing sports by women, for example, was discussed
as having the potential of introducing masculine
elements into the female body, hence affecting the
woman’s chances for marriage, her sex life, and her

63  Ibid.
64  Jacob, Working Out Egypt, 167-179.
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FIGURE 6.3 Our Social and Moral Flaws. Athab Hulasi, untitled caricature, al-Lat@’if al-musawwara 110, March 19, 1917, 12.

STERLING & BASS LIBRARIES, YALE UNIVERSITY

reproductive ability.5 As Jacob demonstrates, car-
icatures of women playing what were conceived
as men’s sports presented women with what the

65  Ibid, 170.

artists perceived as masculine bodies: large, wide,
tall bodies. The women were dressed in men’s
uniforms (soccer outfits, or tight short overalls,
as were worn by wrestlers) and high heels (for ex-
ample, fig. 6.4, in which the women'’s breasts were
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FIGURE 6.4 The Ladies and the Game of Football. Sawqi Rafiki, “al-Sayyidat wa-la‘ib kura al-qadam,” Riz al-Yiisuf107,
November 24, 1927, frontispiece.
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excessive).6¢ The result was a womanhood that and overall appearance, since it was articulated as
threatened men’s masculinity in its dimensions abnormal.

For Jacob, the male-fear of the masculiniza-

66  Sawqi Rafiki, “al-Sayyidat wa-la'ib kura al-gadam, Riz  tion of women pressed them to fight the feminist

al-Yusuf1o7, November 24, 1927, frontispiece. onslaught. Jacob contextualizes this ﬁght over
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their honor in the modern colonial circumstanc-
es. This was one of two fronts—the other was a
fight against persistent colonial relations.6? The
critique, Jacob argues, was against middle-class
masculinity and its ability to lead the new nation
to complete freedom and to lead the new middle-
class households to happiness.5® Although colo-
nial modernity defines the battle-field in which
the Egyptian men were fighting, it could not solely
explain the construction of anti-woman carica-
tures and the visual means employed.

The debate was, as in other social and cultural
spheres in which women were fighting for their
rights, over the expectations men had about who
was the ideal woman and the role each gender
was supposed to fulfil. A series of caricatures pub-
lished in Ruz al-Yisuf articulates the threats the
women’s awakening posed to the other sex. For
a few months in 1928, each issue of Riz al-Yusuf
devoted its frontispiece to the implications of the
women’s awakening for the relationships between
the sexes.

The first caricature on this issue (which was
also published by Jacob) was titled “al-Tawrat al-
nis@’lyya wa-mabadi’uha al-talata” (“The Women'’s
Revolution and Its Three Principles,” fig. 6.5).6%
In three frames, the real meaning of the terms in
the French revolution’s motto—Liberté, Egalité,
Fraternité—were caricaturized: hurriyya (Liberté)
was presented as women'’s right to smoke in pub-
lic (which was prohibited for women in Egypt);
musawa (Egalité) was presented as a woman lead-
ing a middle-class man and a dog with a leash
(hence equating the man with the dog); and iha’
(Fraternité) was presented as two women fighting.
All four women were dressed in the most revealing
dresses, exposing their breasts and legs. All the
women wear high heels and stockings, with their
upper legs exposed, revealing their suspenders.
All the women are heavily made-up, and all wear

67  Jacob, Working Out Egypt, 171.

68  Ibid.

69 “Al-Tawrat al-nis@’iyya wa-mabadi’uha al-talata,” Ruz
al-Yusuf 114, February 14, 1928, frontispiece.
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heavy necklaces. Their overall appearance under-
mines their dignity and morality.

Other caricatures articulating what “the wom-
en’s renaissance” really meant showed, for ex-
ample, a woman replacing a wheel on her car,
an operation which resulted in her legs being ex-
posed—which causes a commotion in the street,
and hence disturbed the public order.”® The sub-
title declares that we are watching “a lady who
parked her car at the roadside.” Apart from her
bare feet there are no caricatured elements in this
scene; thus, only the title gives this caricature its
subversive character, as in Santes’ caricatures.

In the following months, different daily encoun-
ters between men and women were caricaturized,
focusing on women’s a-morality, lack of dignity,
and excessive licentiousness. The men who need-
ed to deal with this behavior were diverse in their
age and class—which meant that the women'’s
question had implications for all strata of Egyptian
society. In February, Riuz al-Yasufs frontispiece
presented a woman dressed in a revealing see-
through dress with a torn strap (fig. 6.6).”! An aged
man, dressed in a glabiyya and a turban, is staring
at the woman’s breast. The woman is accompa-
nied by her son—who is dressed in a Western suit,
and wears a tarbus, hence identified as someone
educated in a modern school. The child is the one
responsible for the torn strap, which exposed his
mother’s breast, because he pulls on her skirt in
an effort to cover his mother’s legs. In fact, his ef-
forts fail—since the dress is so short, covering the
legs exposes the breasts and vice versa, leaving the
child in a helpless state—which is also articulat-
ed in the plea he makes in the subtitle, “since the
man is watching.” In this scene, the child is the sole
guardian of morals in the public sphere.

In March, Riz al-Yisuf's frontispiece featured a
large woman smoking. Her dress was held on her
shoulders by two tiny threads, while exposing her

70  Fawzi, “al-Nahda al-nis@’iyya,” Ruz al-Yisuf 124, April
24,1928, back cover.

71 Juan Santes, untitled caricature, Riz al-Yisuf112, Febru-
ary 2, 1928, frontispiece.
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FIGURE 6.5 The Women'’s Revolution and Its Three Principles. “Al-Tawrat al-nis@’iyya wa-mabadi’'aha al-talata,” Ruz al-Yasuf
114, February 14, 1928, frontispiece.
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FIGURE 6.6 Cover Your Legs, Oh Mama! Juan Santes, untitled caricature, Riz al-Yusuf 112, February 2, 1928, frontispiece.
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breasts and accentuating her nipples (fig. 6.7).72
The man in front of her is characterized as tradi-
tional on the basis of his dress. He is in his late thir-
ties or early forties. The dialogue between the two
is as follows:

— Why don'’t you want to kiss me Sayh Ahmad?

— Since I am afraid to be burned by the fire!!

In June, a young couple was illustrated relaxing
on the banks of the Nile, across from the pyra-
mids (fig. 6.8).73 The couple belongs to the efendi-
yya or the elites. The woman lies down leaning
on her partner. She wears a mini dress, with no
sleeves. The upper part of the dress is rolled down
and reveals both of her breasts. Neither of them
seems bothered about the public exposure of the
woman. The dialogue between the couple is as

follows:

[him]: believe me, oh Zuzi, you are the first I
have ever kissed in my life!

[her]: your words are sincere! And that is why,

oh miserable, kiss me on my forehead!!

In other words, not only do the last two caricatures
described bluntly suggest the women’s licentious-
ness, but the dialogue affirms that they had more
sexual experience than their partners, and the
men’s sexual abilities do not meet the women’s
expectations. Two weeks earlier, a woman in a
bathing suit was depicted holding a fishing net, in
which she captured her hunting trophy—men of
a variety of ages, social, and economic statuses.”
The subtitle declared it was the “hunting season,”
and alerted men to watch themselves since the
summer was approaching. In another caricature, a
woman in a tight dress, emphasizing her breasts, is
talking to a man, dressed in a traditional glabiyya:
“listen boy! Go to the room and wear a dress from

72 L.B., untitled caricature, Ruz al-Yusuf 120, March 27,
1928, back cover.

73 L.B., untitled caricature, Ruz al-Yisuf133, June 26,1928,
back cover.

74 L.B., “Sayd al-isari” Ruz al-Yusuf128, May 22,1928, back

cover.
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my dresses, so if my husband surprises us, he will
think you are the midwife.””> The boy is a man in
his thirties or forties. His right hand is touching
his chin in an embarrassed or confused gesture. In
this caricature, the woman is illustrated as a ma-
nipulative and deceptive wife, conspiring behind
her husband’s back, and it is left to the viewers’
imagination what exactly is being concealed from
her husband. At the same time, the way she speaks
to the man, who is probably her servant, under-
mines his masculinity: in her body language, in
the words chosen, and in the act she is asking him
to perform.

At the beginning of June, Riz al-Yisufpublished
a frontispiece in which a woman was illustrated in
what seems to be a bathing suit; however, it resem-
bles lingerie (fig. 6.9).76 The subtitle declares that
“even the sea wants her to get dressed!!” insinuat-
ing that women walked around in public spaces
completely exposed. The danger embedded in this
performance is emphasized by the depiction of
the woman'’s hands as claws.

Other caricatures that emphasize women’s de-
ceitfulness use images of ideal women with regard
to their looks, especially their facial features, as
perceived in Western cultural spheres. A series of
caricatures published in a/-Fukaha show close-ups
of Western women'’s faces, heavily made-up, and
all presented as manipulating men’s feelings. In
one of these, the woman is illustrated as talking
on the phone:

- (aman’ voice in the telephone): hallo ... is it

you my love?

— (the woman) Yes ... who are you?”?

One can also read this caricature as insinuat-
ing that modern Western technology can, in the
wrong hands, be used to deceive people. In anoth-
er example, a woman is depicted holding a heart.
The title of the caricature announces: “auction—a

75  L.B., “al-Daya” Riz al-Yiusuf 126, May 8, 1928, back
cover.

76  L.B., untitled caricature, Ruz al-Yusuf130, June 5, 1928,
back cover.

77  Ben, untitled caricature, al-Fukaha 181, May 14, 1930, 48.
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FIGURE 6.7 The Torment of the Fire. L.B., untitled caricature, Riz al-Yusuf120, March 27, 1928, back cover.
THE JOSEPH REGENSTEIN LIBRARY, THE UNIVERSITY OF CHICAGO
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FIGURE 6.8 Never Kissed Before. L.B., untitled caricature, Riiz al-Yiisuf133, June 26, 1928, back cover.
THE JOSEPH REGENSTEIN LIBRARY, THE UNIVERSITY OF CHICAGO
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heart for sale; going once, going twice, sold; that’s
a sale, oh world.””® Although the titles were writ-
ten in Arabic, they are actually Arabic translitera-
tions of French words—’ukazyun; la *una, la duua
(occazion; allé une, allé deux). One can argue, fol-
lowing Hanley, that this use of the transliterated
French expression serves as an alienating language
barrier for those who didn't belong—the foreign
margin of simpler Egyptians—to the French

78  untitled caricature, al-Fukaha 108, December 19, 1928,
frontispiece.
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FIGURE 6.9

A Troubling Issue. L.B., untitled
caricature, Riiz al-Yisuf130, June 5,
1928, back cover.

THE JOSEPH REGENSTEIN LIBRARY,
THE UNIVERSITY OF CHICAGO

speaking cosmopolitan social center.”® Learning
the language could not bridge the social barrier.

A few months earlier, a statue of awoman’s head
was illustrated on the frontispiece of the journal.
On the scaffolding around it, six men, named in
the subtitle as the “toilette workers” (‘umal al-
tualit), are depicted working on the statue. Here,
also, the woman'’s face is illustrated with Western
features. The title declares that this is what the
women’s renaissance is all about. In other words,

79  Hanley, “Grieving Cosmopolitanism in Middle East
Studies,” 1352.
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the women’s fight is really over the right to be wor-
shiped by men.

Body language also played a part in construct-
ing women’s a-morality, lack of dignity, and ex-
cessive licentiousness. In a caricature published
in al-Fukaha, a man and a woman, both from the
middle or elite strata, are depicted sitting in a train
booth.89 The man is sitting with his back erect in
discomfort. His legs squeezed together, and his
hands are on his knees. The woman, with a ciga-
rette in her right hand, is dressed in a black cloak,
however it is open around her chest, revealing her
underclothes. More bluntly, her legs are spread,
and the cloak which is raised up, also reveals her
knees. While her body language conveys a blatant
ease, his undoubtedly conveys the opposite. In an-
other example, a woman-driver is trying to seduce
a policeman, while sitting in her car.3! The young
man’s response is of obvious embarrassment and
discomfort. The fact that this temptation is occur-
ring in the public sphere adds to the sense that the
woman lacks inhibitions.

The bodily exposure of the modern westernized
woman was also condemned within the private
domains. In a caricature published in May 1928, a
young man and a young woman are sitting in what
seemed to be a public space in a private home.
The man is fully dressed in a traditional glabiyya.
His eyes are made-up, and he has a thin mustache,
following French fashion. In his hands he holds
prayer beads—suggesting he is a Muslim. The
woman is dressed in a sleeveless mini-dress. Her
legs are spread in a way which cannot conceal her
private parts. A second man is standing beside the
couple, dressed in a Western suit, and a tarbus. The
dialogue accompanying the scene is as follows:

— How, oh Miss Ramzziyya, oh my child, you

sit in front of gayh Salih, and you are almost

naked!

80 Untitled caricature, al-Fukaha 105, November 28, 1928,
finispiece.

81  “Igra@’ ‘ala al-ssahayna,’ al-Fukaha 109, December 26,
1928, frontispiece.
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— [Sayh Salih] There is no harm, oh Bay! Miss

Ramzziyya is like my daughter!

The couple is apparently not married; however,
they are also not embarrassed to expose this im-
moral relationship. Sexual activity outside of the
legitimate bonds of marriage was one of the pri-
mary concerns, as Jacob notes, of the middle class-
es. Journals marshaled medical experts, foreign
and Egyptian, to demonstrate the harms inherent
in sexual activity outside marriage, such as sexu-
ally transmitted diseases, which were apparently
on the rise.82

Only rarely does the modern westernized wom-
an ask her partner in the caricatured sphere for
moral help. In a caricature published in Riz al-
Yusufin April 1928, a couple is depicted in their pri-
vate domain (fig. 6.10).83 The woman is dressed in a
short strapless leg-revealing dress. With her hands,
she attempts to cover her private parts. Her eyes,
heavily made-up, are closed, perhaps in shame, as
the subtitle insinuates: “are you happy? I would
rather you tell me my dress is short, lengthen your
clothes until they drag on the ground.” The object
of her plea seats on a sofa, smoking a nargila. He
is dressed in a glabiyya and turban—suggesting
perhaps he does not belong to the educated strata.
His gaze is turned to her legs. His body language
reveals he is completely indifferent to her appear-
ance and her plea.

The ability of women to actually perform
men’s jobs was also discussed in caricatures in
which the modernized woman features. One of
al-Fukaha's issues addresses the question of wom-
en joining the police forces. The frontispiece of
this issue presents a police-woman running hys-
terically from a cat.8* In her run, she losses her
tarbus$, her gun and her club. Describing women
as emotionally unstable and inferior to men was
a well-established visual and textual discourse in

82  Jacob, Working Out Egypt, 167.

83  L.B,, untitled caricature, Riz al-Yusuf 121, April 3, 1928,
back cover.

84  “Al-Bulis al-nisa’t” al-Fukaha 174, March 26, 1930, back

cover.
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late nineteenth-century Western satirical jour-
nals. This Egyptian response was not new in any
way—neither thematically, nor visually. Inside
the issue, one of the caricatures shows what will
happened if a policewoman attempts to direct
traffic.85 The woman, who is dressed in a short
uniform, exposing her knees and hands and ac-
centuating her breasts, raises her right hand to
stop the traffic. The subtitle of this caricature is as
follows:

85  Untitled caricature, al-Fukaha 174, March 26, 1930, 25.
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FIGURE 6.10

A Dress Too Short. L.B., untitled
caricature, Ruz al-Yasuf121,
April 3,1928, back cover.

THE JOSEPH REGENSTEIN
LIBRARY, THE UNIVERSITY OF
CHICAGO

“This is how the police-woman will stand in the
middle of the street, all gazes will be directed
at her uniform and equipment; the public will
subject itself to her signals and they will stand
still in front of her, humiliated and subdued;
they will not move, even if given the traffic-sign
by her”

To judge from the caricatures in which the mod-
ern westernized woman appears, one can assume
that the Egyptian man had no ability to cope with
the deficiencies of the immoral, promiscuous,
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indecently exposed woman. He became the object
of her gaze, her cravings, and her manipulations.
The modern Egyptian woman was only concerned
with pursuing her sexual urges, and no man could
resist her—neither the elite, nor the middle-class
men, nor those who belonged to the lower strata
of society. In the moral chaos constructed through
this visual imagining of Egyptian society only rare-
ly does one find the guardians of public morals,
such as a random child, or an embarrassed wife.

4 Grotesque Women

Hulast's “Ams wa-gada” published in al-Lata@’if al-
musawwara (fig. 6.1) insinuates that if a woman
will outwardly preserve the traditional Egyptian
look and avoid adopting European or westernized
fashion, then she will fulfill her role as a woman
in the new modern Egyptian culture, as well as
preserve the nation’s honor and strength. In other
words, one can read this caricature as a visual code
for the ideal woman-citizen. However, this image
was a rare instance of a visual stereotype embody-
ing an image of a traditional Egyptian woman as
an honor-worthy woman. The bulk of the carica-
tures in which women represent the past or the
traditional Egyptian culture, or constitute the op-
posite idea to the westernized woman, present
these women as grotesque, violent, or plain. They
are the obese wives, unattractive or un-womanly
in the eyes of their male-partners. Most of them
represent the lower strata of society. In many of
the caricatures in which they feature, they are
depicted striking their husbands—an aspect that
linked them to the modern woman regarding the
criticism directed at Egyptian men and their abil-
ity to fight back. Apart from one example, these
domineering wives are presented childless—
another characteristic they shared with the mod-
ern westernized women—which can be read as
further evidence of their failure to fulfill their roles
as spouses and mothers. Neither do these women
constitute a model for the wives, mothers, and sis-
ters of the new nation.
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A caricature published in Riz al-Yasuf in April
1928 presents a woman accused of a crime, stand-
ing in front of a judge (fig. 6.11).86 The defendant
is a short woman in her thirties or forties. Her
mouth is wide open in an apologetic smile, reveal-
ing neglected teeth—some are broken; some are
missing. Her eyes are flirting with the judge sitting
above her, who looks partly amazed and partly
shocked or disgusted. Her speech revels her lack
of self-consciousness under the male-gaze: “it
wasn't me, his excellency the judge; however, your
description applies to the defendant’s description:
small and beautiful, graceful, and thin. Your eyes
are like honey. Enough, enough, oh Bay! I am the
defendant!” In other words, in her attempt to elicit
compliments for her looks, she is willing to accept
the accusations, which first she denied. That is to
say her looks concern her more than her integrity.

The obsessed wife was presented in Riiz al-Yasuf
and al-Fukaha as controlling her thin fragile hus-
band. Her dimensions in all her appearances are
much larger than her husband, emphasizing his
vulnerability, and hence his feminization. She could
appear in the white yasmak of elite women, while
wearing a long black dress and the black habara,
or in plain, simple dresses in different lengths.
Her head, in all cases was covered with a scarf.
Her face, on the other hand, was only occasionally
covered. However, this seemingly feminist feature,
was used by the caricaturists not as an ideological
act, but rather, as an opportunity to revel a face
that was vulgar, un-attractive and un-womanly.
An example of such a caricature was published in
Ruz al-Yiasuf in February 1928 (fig. 6.12).87 A large
woman dressed in a plain dress, with white and red
stripes, is standing in the street in front of a young
boy. Her head and shoulders are covered with the

86 Iskandar Sarahan, untitled caricature, Riz al-Yusuf 121,
April 3,1928, frontispiece.

87  Juan Santes, untitled caricature, Ruz al-Yasuf 16, Feb-
ruary 28, 1928, frontispiece. Other examples include
Iskandar Sarahan, untitled caricature, Riz al-Yasuf 18,
March 13, 1928, frontispiece; Ben, untitled caricature,
al-Fukaha 9o, August 10, 1928, frontispiece.
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black habara. Her face is exposed revealing her ac-
cented eyebrows. Her large smiling mouth is dyed
in red. Her jaw is heavy and wide and the folds of
fat beneath it hide her neck. Her eyes are shut in a
smile. The overall appearance is of animalistic fea-
tures. Behind the woman stands her husband, as
revealed by the dialogue accompanying the carica-
ture. His face is bandaged. He uses two crutches to
stand. He looks terrified. The dialogue accompa-
nying the image is between the young boy stand-
ing beside them and the woman, who is identified
as Ms. Latifa (literally, gentle, kind, gracious).

CHAPTER 6

& Y\ L

FIGURE 6.11

The Defendant. Iskandar Sarahan,
untitled caricature, Riz al-Yisuf121,
April 3,1928, frontispiece.

THE JOSEPH REGENSTEIN LIBRARY, THE
UNIVERSITY OF CHICAGO

The boy: ~ Why, oh my aunt, Ms. Latifa, did you
marry this sick, crushed man?
Ms. Latifa:  He was not sick and crushed like this,

dear child, when I married him!

This idea of a “pre-marriage” (qabl al-zawag) |
“post-marriage” (ba'd al-zawag) dichotomy was a
common theme in the caricatures and was always
used as an accusation against women, who appar-
ently changed their skin once married. In some
instances, the woman presented was the mod-
ern woman, who was shown in two sequences,
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FIGURE 6.12  Ms. Latifa. Juan Santes, untitled caricature, Riiz al-Yisuf 116, February 28, 1928, frontispiece.
HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY
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pre-marriage (as a beautiful woman, made-up and
dressed decently and tidily) and post-marriage
(with her hair chaotic, her face clean of makeup,
and her general appearance sloppy).88 Al-Fukaha
also published foreign caricatures presenting the
same idea of the abusive wife. These caricatures
were translated to Arabic without specifying their
original sources or mentioning that the society de-
picted in them was not Egyptian—although this
is clearly apparent from the outfits of the women
and men depicted. One can wonder, whether these
caricatures were meant as further testimony of the
flaws of modernity, regarding women’s a-morality,
lack of dignity, and excessive licentiousness—
regardless of the society these women belonged
to.89

In a caricature published in Riz al-Yisuf in
January 1928 the o/d woman and the new woman
confront one another on the basis of their looks.?°
A family, representing a traditional Egyptian fam-
ily, is staring at a modernized Egyptian woman
passing by them. The man, in his fifties or sixties,
asks his wife, standing beside him and holding a
baby, “why Umm al-Rizq, are you not as pretty as
her?” His wife’s answer raises questions about the
idealization of the modernized woman’s beauty,
while at the same time testifies to her own un-
attractiveness or indifference to her appearance:
“your taste was always spoilt! What do you like
about her? Buy me red and white and I will be-
come prettier than her ... however, I hate red and
white!” As in the case of Ms. Latifa’s caricature, her
facial features are exposed and depicted as coarse.

One of the most prominent stereotypes of the
traditional or o/ld woman in the caricatures of the
period was the image of Zarifa—the woman-frog,
part of the couple Zagziiqg wa Zarifa. These char-
acters, as previously stated, were designed by the
caricaturist Ramz1 on the model of Mickey Mouse

88 For example, “Ya ‘ayni,” al-Fukaha 98, October 10, 1928,
frontispiece.

89 See, for example, untitled caricature, al-Fukaha 322,
January 24,1933, 37.

9o  Untitled caricature, Riz al-Yisuf 1, (?) January 1928,
frontispiece.
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and Minnie. However, despite the clear visual sim-
ilarities, there was a sharp difference between the
femininity of Minnie and the masculinization of
Zarifa. Minnie was a stereotyped character which
represented a mainstream example of her time of
the passive female character who was dependent
on her male partner. Her feminine attributes, in
the eyes of her creators Walt Disney and Ub Iwerks,
were constructed through her visual appearance
as well as her behavior. When she was originally
created during the twenties, Minnie wore falsies
on her chest, making her, as Luke Baldwin Dubin
notes, an adult female.! The falsies disappeared in
1929, and up until 1944 she was bare from the waist
up.?? In one short, “Wild Waves” (1929), she was
seen with a bra and a swimsuit that showed off
her chest.® Minnie also wore a short flapper girl
dress, which revealed her patched bloomers, as
well as black stockings, and oversized high heels.%*
The fact that Minnie’s bloomers were constantly
on display, leads Dubin to suggest that Minnie
was not intended to be a “woman, but rather a de-
sexualized toddler—or, at the very least, that her
dress and relationship to Mickey are indicative
of a conflicted attitude towards female sexual-
ity95 However, other researchers, such as Xavier
Fuster Burguera, see in her, as in Betty Boop, Hon-
ey, Cookie, Petunia Pig or Daisy Duck, a female

91 Luke Baldwin Dubin, “I Might be a Duck, but I'm Hu-
man: An Analysis of Clothing in Disney Cartoons,” MA
Dissertation (Brock University, 2008), 77.

92  Ibid, 81

93  As Dubin notes, “this trend was short-lived, after which
no more references were made to Minnie having
breasts or wearing bras.” Ibid, 89.

94  The flapper girl of the 1920s, the visual basis for Minnie
Mouse, was the New Woman of the era who smoked
cigarettes, drank gin, lifted the lower edge of her skirt,
dress, or coat, danced the Charleston, and made out in
roadsters. More importantly, she earned her own keep,
controlled her own destiny, and secured her liberties.
For this New Woman in American culture, see Joshua
Zeitz, Flapper: A Madcap Story of Sex, Style, Celebrity,
and the Women Who Made America Modern (New York:
Broadway Books, 2007).

95  Dubin, “I Might be a Duck, but I'm Human,” n12.
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stereotype, which “remained confined to domestic
environments or were depicted negatively out-
side the household domain,” as she often became
a damsel in distress that Micky tried to rescue.
Thus, reproducing the dominant male discourse
of the era.%6 At the same time, she frequently acts
as Mickey’s conscience, by making him behave as
society expects, or at least punishing him when he
misbehaves.9”

Zarifa, on the other hand, was not illustrated in
such a feminine way. Her facial features resemble
those of Zaqzugq, and in fact, without her skirt or
dress, her high heels, occasionally a woman’s purse
and the highlighting of her breasts, it is impossible
to differentiate between the husband and wife.
The similarity in appearance was not a function
of pictorial difficulties, since when the couple’s
son, Abu Za‘iza‘, marries Ta‘na‘a (in another chap-
ter she is mentioned by the name Saksiika), she is
portrayed as feminine in similar ways as Minnie
Mouse—the skirt with the patched knickers, a big
bow over her head, and long eyelashes.

In the relationship between Zarifa and Zaqzug,
Zarifa constantly has the upper hand. She is not
the “damsel in distress.” After the birth of their
son, Abu Za‘za‘, the boy and his mother join
forces against the father, constantly humiliating
him and challenging his status as head of the fam-
ily. In one of the only episodes in which Zaqziiq
fights back, it is only after Zarifa punches him
several times.?® The chapter begins when Zaqziiq
demands to know where Zarifa is going now, after
she has been gone for over an hour, which, as he
declares, was humiliating for him (bitubahdalin).
Zarifa informs him she is going to the movies and
will tell him what she saw after she returns. In the

96 Xavier Fuster Burguera, “Muffled Voices in Animation.
Gender Roles and Black Stereotypes in Warner Bros.
Cartoons: From Honey to Babs Bunny,” Bulletin of the
Transylvania University of Brasov 4 (53), no. 2 (2011):
68-69.

97 Dubin, “I Might be a Duck,” 44.

98 Ramzi, “Zaqziq wa Zarifa, al-Itnayn 5, July 16, 1934,
28-20.
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next frame Zarifa tells her husband she saw the
boxing fight between the American Jewish boxer,
Maximilian Adelbert “Max” Baer, and the Italian
Primo Carnera.?® In the next three frames, Zarifa
demonstrates on her husband the course of the
actual fight. However, in the last frame, Zaqzuq
punches his wife to the ground. Zaqzuq’s speech
in this frame outlines the alternative reality he de-
sires: “do you know what would have happened if
Carnera would have punched Baer till he [Carnera]
regained his strength?”

Zarifa took responsibility for the wellbeing of
the family. She guided her husband in his daily so-
cial encounters, encouraged him to learn how to
read and write, to get an education, and to offer his
alleged occupational abilities. However, her perfor-
mance in this weekly comic-strip cannot be read
as a feminist act, promoting the women’s awaken-
ing, or fighting for women’s rights. Zarifa was clear-
ly not fond of her husband. She was portrayed as
rude, violent, and more importantly, un-feminine
and un-sexualized under RamzT's gaze, and prob-
ably under that of his mainly male-audience.

5 Famous Women

Elite and middle-class Egyptian women who were
involved in the political and social public arena
were not frequently portrayed in the Egyptian
caricature. In fact, only four such figures appeared
prominently in caricatures, and even these ap-
pearances were rather rare: Safiyya Zaglul (1876—
1946), wife of the Wafdist leader Zaglul; Huda
Sa‘rawi (1879-1947); Nabawiyya Miisa (1886-1951);
and Fatima (Raz) al-Yasuf. All four women took
their political missions seriously, saw themselves
as major players in the political public sphere, and
considered their undertaking as crucial to the na-
tionalist cause.

99  The fight was on June 14, 1934; in it Baer won by techni-
cal knockout over Carnera. With this win, Baer became
World Heavyweight Champion, a title which he would
hold for 364 days.
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Following the arrest and deportation of Zaglal in
March 1919, which led to the breaking out of large
demonstrations, Safiyya became a public figure
and was widely known as “Mother of the Egyptians”
(umm al-Misriyyin)—a popular nationalist sym-
bol.190 As Baron has indicated, Safiyya planned her
public persona, carefully chose her words, weighed
her actions, and controlled her photographic im-
age. Her pictures appeared regularly in journals;
proof, claims Baron, she was one of the most visible
and popular female figures of the period. No wom-
an appeared in more photos in the Egyptian press
in the interwar years than Safiyya.!0!

Safiyya maintained control of the image she pro-
jected over the years by allowing photographers to
take her portrait at certain moments. The images
which Safiyya released to the press reinforced the
sense of her maternal aura and sanctity, and helped
her to carve out a political role for herself. As a re-
sult, she enjoyed political influence during her
husband’s lifetime and continued to exercise pow-
er after his death.192 Until she left to join Sa‘d’s exile
in Gibraltar, Safiyya had not unveiled before photo-
journalists in Egypt. She lowered her veil slowly. In
late 1921, her portrait had appeared on the cover of
a French journal and was reprinted in al-Lat@’if al-
musawwara in January 1922—giving the Egyptian
public their first glimpse of her face.103

After six months in exile, Sa‘d was released by
the British, and he set out with Safiyya for Europe.

100 For the life and career of Safiyya Zaglul, see Baron,
Egypt as a Woman, 135-161. A biography of Safiyya was
written by, Gued Vidal, shortly after Safiyya's death:
Gued Vidal, Safiyya Zaghloul (Cairo: R. Schindler, 1946).
Another source for Safiyya’s life and career is Fahima
Tabit’s al-Za‘tim al-halid wa-umm al-Misriyyin fi manfa
Jabal Tarig (The Glorious Leader and Mother of the
Egyptians in Exile in Gibraltar) (al-Qahira: Maktabat al-
Sams al-Hadita, 1948), which documented Safiyya's trip
to Gibraltar in 1922 to join Sa‘d in exile.

101 Baron, Egypt as a Woman, 136.

102 Ibid,135.

103 The photo is published in Ibid, 149, fig. 24. Safiyya’s im-
age is marked by an X and identified as “Mother of the
Egyptians.”
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Al-Lat@’if al-musawwara published quite a few
shots of the couple in Europe.l%* These showed
Safiyya with a hat or uncovered head and with
flowers or needlepoint in hand, which Baron men-
tions were symbols of femininity.!5 Baron claims
that the photos of Safiyya published around the
mid-1920s served as inspiration for the construc-
tion of the image of Egypt as the New Woman by
Santes, and that one can find similarities between
the image of Safiyya and the image of “Egypt.”%6 In
my opinion, these similarities are not that distinct.

After her husband’s death, on August 23, 1927,
Safiyya donned black and wore it on almost all oc-
casions until her own death. Safiyya emerged in
the post-Sa‘d era as both a powerful political player
and a potent national symbol around whom sup-
port for the Wafd could be rallied.'%” Sa‘d’s death
transformed Safiyya’s demeanor in photographs
and she became a perpetual mourner—her face
draped in a dark veil. She no longer smiled in press
photos, instead her face was pensive, and her ex-
pression downcast.108

The controlled image of Safiyya in photos could
not be repeated in caricatures. These reflected
the fact that not all Egyptians saw in Safiyya their
“mother.” The caricatures discussed here were all
published in al-Kaskial al-musawwar, after Sa‘d’s
death.l09 Hence, in all of them she appeared
mourning with a long black dress or a long black

104 The photos were published on October 1, 1923, 9; and
September 23, 1925.

105 Baron, Egypt as a Woman, 150.

106 The caricatures which Baron refers to were published in
al-Lat@’if al-musawwara on September 17, 1923; June 25,
1923, 16; and July 30,1923, 16.

107 Baron, Egypt as a Woman, 156.

108  Ibid, 154.

109 She appeared prior to Sa‘d’s death in al-Kaskul al-
musawwar only once. See Juan Santes, untitled cari-
cature, al-Kaskil al-musawwar 204, April 10, 1925, 9. In
this image, she is portrayed unveiled. Her face is depict-
ed as that of an old woman (she was forty-eight at the
time). Her head is draped with a black scarf, and she is
wearing a green dress.
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habara, which covered her body as well. Occasion-
ally, a white or a green under-garment peeped out.
The black face-veil, with which she appeared in
public, was absent from the caricatures, probably
to allow readers to recognize Safiyya.

Safiyya’s caricatured portrait negates any iden-
tification of her with modernity or westernization,
although as accounts from the period indicated,
she was dressed in an up-to-date French fashion—
concealed under the black cloak and habara once
leaving her private domains.!'® The caricatures
in al-Kaskul al-musawwar also did not establish
any Egyptian identity for Safiyya, or of her being
“Mother of the Egyptians,” as her photos did—
especially the one in which she is draped in the
flag of Egypt.1!t

Besides the fact that Safiyya was denied her ma-
ternal persona in the caricatures in al-Kaskul al-
musawwar, a persona crafted by her through her
political activities, the caricatures in which she ap-
pears lampoon the very notion of her involvement
in party and national politics. The visual construc-
tion of Safiyya’s involvement, after Sa‘d’s death, in
political affairs manipulates the same visual di-
chotomy of women'’s masculinization on the one
hand and emasculation of the Egyptian men on
the other—in this case, the Wafdists politicians.
A typical example is a caricature published in al-
Kaskul al-musawwar in January 1930 (fig. 6.13).112
In the scene, Safiyya is depicted receiving a del-
egation of Wafdists at her house, known widely as
bayt al-umma (the house of the nation)—a name
which Baron claims, helped instill a sense of a
national family.'® The positioning of Safiyya and
the Wafdists politicians in the composition cuts
the image in half. On the right, Safiyya occupies

110 Grace Thompson Seton, A Woman Tenderfoot in Egypt
(New York: Dodd, Mead, and Company, 1923), 24, 33.

111 The black and white photograph was dated February
22,1922, and first published in Ibid, 20. Seton claims the
flag was red and white.

112 “Muwazzafii al-Nahhas fi bayt al-umma,” al-Kaskil al-
musawwar 454, January 24, 1930, 32.

113 Baron, Egypt as a Woman, 140.
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the full height of the frame, while the seven poli-
ticians on the left, who bow in front of Safiyya,
occupy only half the space she does. As a result,
the image of the widow seems incomparably big-
ger than the men. To this un-equal alignment, one
needs to add the physical gestures of the men, who
lower their eyes, and put their hands together in
supplication, while Safiyya is not even directing
her gaze to them, but rather to the portrait of her
husband hanging on the wall.

Other caricatures negate Safiyya’s femininity all
together and illustrate her as an old woman, cov-
ered from head to toe with her black widow’s gar-
ments.'* Although these caricatures can be read
as criticizing the Wafdist politicians’ emascula-
tion, and their consent to be bossed around by a
woman, one should also consider the way Safiyya
was illustrated as an old woman in theses carica-
tures, while she was only in her fifties. The aging
of Safiyya’s image allowed the anonymous carica-
turists to blur the visual boundaries between the
woman and the men in these compositions, and
to ostensibly give a male voice to the image of
the woman. This visual and thematic technique
of using aged women as a caricature type can be
seen in other cultural spheres, such as in the Ot-
toman revolutionary satirical press, in which one
can find the image of Cadaloz, the Old Nag—
mascot for the gazette published in 1910 of the
same name.’> As Brummett notes, Cadaloz was
an androgynous figure, freed from a sexual role—
a result of her advanced age. Her wardrobe could
also include male-dress; however, her presenta-
tion negates the lampooning of her masculiniza-
tion of this woman-type, as she was a non-sexual
entity.

The same visual approach can be seen with
regard to the images of Nabawiyya Musa in al-
Kaskul al-musawwar and Raz al-Yisuf. Miisa was a

114 Forexample, “Fi bayt al-umma,” al-Kaskal al-musawwar
507, January 30, 1932, 32; “Sugl Gyal wa-$ugl niswan,” al-
Kaskil al-musawwar 603, December 2, 1932, 18.

115 For the image of Cadaloz, see Brummett, Image & Im-
perialism, 60—65.
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teacher, a lecturer, and the first Egyptian woman
to serve as a school principal. She had a long ca-
reer in administering schools run by the Ministry
of Education and provincial councils, and later her
own private institutions.' Masa wrote for several
Cairene journals, among them al-Mugattam, al-
Ahram, and al-Balag al-usbu 7. In 1937, she founded
her own journal, Magallat al-fatah (The Journal of

116 For a summary of Misa’s career, see Margot Badran,
Feminists, Islam, and Nation: Gender and the Making of
Modern Egypt (Princeton: Princeton University Press,

1995), 38-46.
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Al-Nahhas’ Clerks at the House of
the Nation. “Muwazzafu al-Nahhas
ftbayt al-umma,” al-Kaskul al-
musawwar 454, January 24, 1930,
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the Young Woman, published from October 1937 to
June 1943). She also published several books.!!”

In caricatures mocking Musa, she is always
depicted wearing a long heavy ‘abaya—the long
black cloak that was worn mostly by conservative
or lower-class women—which blurs her feminine
characteristics. Hence, reflecting a body which

117 These included, Diwan al-Sayyida Nabawiyya Musa
(The Poetry of Nabawiyya Musa, Cairo: 1938); al-Mara
wa al-amal (The Woman and Work, Alexandria: al-
Matba‘a al-Wataniyya, 1920); and Tarihi bi-qalami (My
History by My Pen [n.d.]).
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could have been easily mistaken for male. In other
cases, she is dressed as half man half woman, as in
one of the most prominent examples published in
al-Kaskul al-musawwar in August 1931 (fig. 6.14).18
Musa is depicted as wearing a man’s dark jacket
over a white buttoned shirt and a dark tie. She also
wears a long skirt, and her head is covered with the
black habara. Her facial-features are coarse. In the
dialogue beneath the caricature Musa addresses

118 Untitled caricature, al-Kaskul al-musawwar 535, Au-

gust 14, 1931, 32.
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FIGURE 6.14

Nabawiyya Masa’s Party. Untitled
caricature, al-Kaskul al-musawwar 535,
August 14, 1931, 32.

HOOVER INSTITUTION LIBRARY,
STANFORD UNIVERSITY

Makram (William)‘Ubayd (1889-1961), who was
high in the Wafd leadership, and asks him why he
thinks he is the only one who knows how to talk to
himself?'9 Meaning, she is questioning ‘Ubayd’s
sanity. ‘Ubayd answers he did not know Musa was

119 ‘Ubayd, an Egyptian Copt, dropped his Christian name
William in 1929 after being accused by al-Ahrar al-
dusturiyyun of trying to sabotage the second treaty of
independence which they were negotiating. However,
in al-Kaskul al-musawwar, as in other anti-Wafdist
papers, he was always referred to as William Pasa—
highlighting him being a Copt.
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more fortunate than him. Meaning, both Musa
and ‘Ubayd are mocked here as disconnected from
reality.

The image of Musa as quasi-British and qua-
si-masculine was constructed by Musa herself,
and not by the caricaturists, who manipulated
it to mock Musa’s alleged masculinization. As
discussed by Christina Civantos, both the Brit-
ish colonial authorities and Egyptians created a
vision of the learned Egyptian woman that pos-
its such a woman as too knowledgeable about
certain spheres, having too much contact with
the opposite sex, and thus being of questionable
morals.}20 Musa, Civantos illustrates in a discus-
sion of Musa’s autobiographical essays, sought to
distance herself equally from British and Egyp-
tian imagined constructions of Egyptian woman-
hood. On the one hand, the woman of Orientalist
fantasy—the veiled wife or haram slave, wearing
make-up, perfume, ornate jewelry, and luxurious,
revealing clothes. On the other, for Musa’s Egyp-
tian contemporaries, knowledge and wholesome-
ness were incompatible. A literate woman with
access to knowledge was perceived as dangerous.
Education could have exposed women to inappro-
priate information and inappropriate contact with
men—as was reflected in the caricatures mocking
the westernized woman, although these images
did not relate specifically to knowledge acquisi-
tion. Beauty and education combined could have
threatened a woman’s honor. Modesty, a homely
or plain appearance, and illiteracy were bound
together. As Civantos illustrates, Musa refers to
herself as ugly. By constructing herself as un-at-
tractive to the man gaze, prim and strict, Civantos
argues, Musa removed herself from the position
of the object of male desire to take the role of an
intellectual subject, and thus achieves intellectual

agency.!?!

120 Christina Civantos, “Reading and Writing the Turn-of-
the-Century Egyptian Woman Intellectual: Nabawiyya
Musa’s Tarihi bi-qalami,” Journal of Middle East Wom-
en’s Studies 9, no. 2 (Spring 2013): 4-31.

121 Ibid, 25.
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Musa’s choices to appropriate the modest, plain
appearance on the one hand or the quasi-British
and quasi-masculine on the other, were manipu-
lated by the caricaturists as a means to undermine
her femininity altogether and construct her as a
masculine androgyne. Thus, they have challenged
Musa’s attempt to construct herself as both pub-
lic intellectual and respectable Egyptian woman.
In other words, while in her writing and appear-
ance Musa asserts her power over herself and as-
serts her autonomy (even if partly) through her
appearance, in the caricatured sphere, the illusion
of control is re-attested, constrained by the visual
discourses about the Egyptian woman and by the
power structures that legitimate and authorize the
female voice.

A few issues prior to the publishing of the
caricature in which Musa appeared, al-Kaskil
al-musawwar devoted its frontispiece caricature
to al-Yasuf (fig. 6.15).122 In this image, al-Yasuf is
depicted as standing with her arms outstretched,
dressed in a low-cut red dress and a wide red
hat—apparently alluding to her former acting
career. Hiding behind her back are al-Nahhas and
Mahmud. The title of the caricature, “Hizb Riiz al-
Yasuf® (“The Party of Raz al-Yuasuf”) refers directly
to the criticism amongst anti-Wafdists against the
relationship between the Wafd and her paper,
which was strong from the second half of the 1920s
to the mid-1930s.

Baron argues her appearance is feminized but
not sexualized. I agree with Baron, that al-Yasuf’s
image was meant to show that the female-journalist
was manlier than the male leaders of the Wafd.123
However, I am more concerned here with the re-
semblance of the caricatured image of al-Yasuf
to her actual portrait—a resemblance which is
fundamental to the construction of the carica-
tured portrait of her. During the 1930s al-Yasuf
became one of the most famous journalists in
Egypt, and her picture appeared frequently in the

122 “Hizb Ruz al-Yasuf,” al-Kaskil al-musawwar 522, May 15,
1931, frontispiece.
123 Baron, Egypt as a Woman, 185-186.
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press. Skimming through the images of al-Yasuf in
caricatures, it becomes clear that her caricatured
portrait bore only faint facial resemblance to her
photographic image. In the other examples pub-
lished in al-Kaskiul al-musawwar, she appears with
messy uncontrolled blond hair, occasionally with
the same red dress. In other words, there is no
fixed image of al-Yasuf that became a typical cari-
catured portrait of her, in contrast to those of the
male politicians in caricatures. Her identification
could be made only through the sub-titles. In oth-
er words, the construction of al-Yasuf’s image was
not based on the assumption that readers/viewers
could identify her only by her image. Perhaps this
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FIGURE 6.15

Ruz al-Yusuf's Party. “Hizb Ruz al-
Yusuf, al-Kaskal al-musawwar 522,
May 15, 1931, frontispiece.
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un-resemblance should not come as a surprise in
a society in which, as Ryzova notes, revealing a
woman’s identity in public is perceived as damag-
ing her integrity as a respectable woman.!2* An-
other explanation for the gap between the actual
portrait to the caricatured one, could be the low
exposure of female political activists in the pub-
lic eye, in comparison to male politicians, result-
ing in a less coherent satirical image. Another
way to read this lack of resemblance to the real
al-Yasuf is that it undermines the agency of the

124 Ryzova, ‘I am a Whore, but I will be a Good Mother,” 83.
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female-politician/journalist. In depicting her as a
generic woman, and not as al-Yasuf herself, cari-
caturists deprived her of her identity as Fatima
al-Yasuf, hence dismissing her role in the public
sphere.

Returning to the caricature “Hizb Riz al-Yiusuf
the issue of al-Kaskil al-musawwar in which
this frontispiece was published devoted its back
cover to the opposite idea—that powerful politi-
cians should be masculine. If the frontispiece’s
theme was the emasculation of the Wafdist poli-
ticians, the back cover took this idea forward
and presented ‘Ubayd and al-Nahhas as two
women—dressed in female-garments, high-heels
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FIGURE 6.16

Women'’s Politics. “Siyasat al-
niswan,” al-Kaskul al-musawwar
522, May 15, 1931, back cover.
HOOVER INSTITUTION LIBRARY,
STANFORD UNIVERSITY

and adorned with jewelry (fig. 6.16).125 Both men
hold women’s masks in their hands. Another ex-
ample, published in Ahir sa‘a al-musawwara,
presented a group of young men sitting around
a table powdering their noses, applying perfume,
combing their hair, manicuring their hands, and
skimming through French fashion magazines.126
The young men, as we learn from the sub-title,
are apparently interested in constructing a new

125 “Siyasat al-niswan,” al-Kaskul al-musawwar 522, May 15,
1931, back cover.

126 “Hizb awlad al-ddawat ... ya awlad al-...; Ahir sa‘a al-
musawwara 119, October 18, 1936, 7.
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political party. However, their feminine behavior,
as criticized in the image, undermines their legiti-
macy as serious politicians suited for a man’s job.
Feminizing Egyptian politicians was not only re-
flected in their dressing-up as women, but also in
their behavior, as they were depicted as emotional,
agitated, weeping, and hysterical—all stereotypi-
cal characteristics of women, which caricaturists
in Egypt and elsewhere, used to de-legitimize
women’s political agency.

Huda Sa‘rawi, who according to Baron was
Safiyya’s closest competitor in press-photos, re-
ceived the same visual treatment as al-Yasuf.12”
Meaning, her caricatured image did not resemble
her actual one. Perceived by the British as “the
leader of the feminist movement” in Egypt, Sa‘rawi
was the first president of the Women's Wafd.128
She used the presidency to support the Wafd, but
nevertheless she maintained its autonomy and
used her position to articulate her own political
views.

Following her published criticism of Zaglal on
the issue of Sudan in al-Siyasa (the newspaper
of al-Ahrar al-Dustariyyun), she was referred to
by counter-Wafdist writers as being the “mother-
in-law of the Egyptians.?® While this kind of
categorization served as a pretext for Western
caricaturists to illustrate women as un-feminine,
malicious, and coarse, Sa‘rawi, like al-Yasuf, was
portrayed as a generic woman, occasionally with
un-feminized facial-features, as in a caricature
published in al-Kaskiu! al-musawwar in May 1931.130
Occasionally, she was feminized but not sexual-
ized, as in a caricature published in al-Kaskul al-
musawwar in January 1930.13! In other instances,
her face was covered with the habara, sparing the

127 The total number of her photos in al-Lat@if al-
musawwara, for example, adds up to a fifth of those of
Safiyya. Baron, Egypt as a Woman, 136.

128 For a summary of Sa‘rawi career, see Badran, Feminists,
Islam, and Nation, 32—38.

129 Baron, Egypt as a Woman, 172.

130 Untitled caricature, al-Kaskul al-musawwar 523, May
22,1931, 16.

131 Juan Santes, untitled caricature, al-Kaskual al-musawwar
454, January 24, 1930, 32.
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need to deform or caricaturize her portrait. In
other words, her appearance in caricatures was
not visually-repetitive, and viewers could not have
recognized her by her appearance alone.

A group caricatured portrait of female-Wafdist
activists, which was published in al-Kaskul al-
musawwar, cuts to the point of the male carica-
turists’ gaze which undermined the agency of
female political activism, while invalidating their
identity and hence their role in the public sphere
(fig. 6.17).132 The caricature, “A Delegation of the
Women's Wafd to Field Marshal Allenby,” depicts
a group of more than ten elite or middle-class
women. The women’s Wafd Central Committee,
which was founded two and a half years prior to
this publication, was comprised of fifteen mem-
bers, all married and mostly to Wafd members.
Safiyya was nominated honoree president. Huda
was the president, Ester Fahmi Wisa (1895-1990)
was vice president, her aunt Regina Hayyat was
treasurer, and Fikriyya Husni was secretary.!33 The
caricatured group can be divided into two sepa-
rate stereotypes of women: the feminized but un-
sexualized type, to use Baron’s terminology; and
the un-feminized, heavy and masculine type of
woman (one is even depicted with stubble). All
of the women are depicted smoking, which was
perceived as a dishonorable act for women in pub-
lic. None of the women is recognizable.

6  Symbolic Women

Throughout the nineteenth century a preoccupa-

tion with the concepts of “freedom,” “civilization,”

and “progress” was central to the construction of
modern Egyptian ideologies, which enabled the

» o«

modern concepts of “liberalism,” “socialism,” “de-

secularism,” and “citizenship” to evolve

” o«

mocracy,

132 Juan Santes, “Wafd lagnat al-wafd li-l-sayyidat ‘inda al-
Marisal Allinbi)" al-Kaskul al-musawwar 64, August 6,
1922, back cover.

133 For the establishment of the Women’s Wafd Central
Committee establishment, see Baron, Egypt as a Wom-
an,166-167.
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in Egypt at the dawn of the twentieth century. As
Wael Abu ‘Uksa has shown, systems of meaning
that developed around the word “freedom”
(hurriyya) were organized in a variety of ways,
while associated concepts acquired altering signi-
fiers with unstable forms, concepts such as,

“equality (taswiyya and later musawa), citizen
(sitwyyan, watani, and later muwatin) and citizen-
ship (ginsiyya, muwatana), constitutional and
constitutionalist (ganun and ganuni, dustar and
dusturt, sharta), natural rights (huquq tabiiyya,
sai'a tabiiyya, huquq basariyya, and huquq
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A Delegation of the Women’s Wafd
to Field Marshal Allenby. Juan
Santes, “Wafd lagnat al-wafd li--
sayyidat ‘inda al-Marisal Allinbz,”
al-Kaskal al-musawwar 64, August 6,
1922, back cover.
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al-adamiyya), social contract (‘aqd al-t‘anus wa al-
igtima', watiqa igtima‘iyya, ‘aqd igtima¢), secular-
ity and secularism (dunyawiyya, taba’i‘iyya, dahri-
yya, ‘almaniyya, ‘ilmaniyya, madaniyya), tolerance
(tasahul, tasamuh), republic (Jumhur, masyaha,
gumhiriyya, fawda), revolution (giyam, fitna,
‘ammiyya, tawra), parliament (masira, sura, ahl
al-hall wa al-‘aqd, barlaman), reforms (tanzimat,
islahat), society (igtima‘, hay'a, mujtama’), prog-
ress (taqaddum, taraqqi)."'34

134 Wael Abu ‘Uksa, Freedom in the Arab World: Concepts
and Ideologies in Arabic Thought in the Nineteenth
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Abu ‘Uksa illustrated, while discussing the con-
struction of political ideas through linguistic
lenses in Arab political thought, some of these
concepts were new; some were recruited from
medieval Arabic and absorbed new meanings;
others were borrowed as neologisms.!3

The gendering of some of these concepts and
their embodiment in the Egyptian visual arts (car-
toons, drawings, paintings, posters, prints, and
sculpture) as women has received considerable
academic attention; most notably, regarding the
caricature, by Baron, and Tonia Rifaey and Sherifa
Zuhur!3% As indicated by these scholars, modern
nations and political abstractions have often been
imagined in European artistic traditions through
female personifications.’®” Female figures were
also used to personify abstract concepts such as
the cardinal virtues (Prudence, Temperance, Jus-
tice, and Fortitude), theological virtues (Faith,
Hope, and Charity), the liberal arts, and philoso-
phy. The nationalist discourse representing the
homeland as a female body has often been used,
as Afsaneh Najmabadi indicates, to construct a
national identity based on male bonding among a

Century (Cambridge: Cambridge University Press,
2016), 18-19.

135 Ibid.

136 Baron, Egypt as a Woman; Rifaey and Zuhur, “Visualiz-
ing Identity,” 386—404.

137 The gendering of the nation has been the subject of nu-
merous works within the discipline of art history and
beyond. Thus, I list only a representative sample here:
Andrew Parker, Mary Russo, Doris Sommer, and Patri-
cia Yaeger, “Introduction,” Nationalism and Sexualities
(New York: Routledge, 1992); Suruch Thaper, “Women
as Activists; Women as Symbols: A Study of the Indian
Nationalist Movement,” Feminist Review 44 (summer
1993): 81-96; Lydia Liu, “The Female Body and Nation-
alist Discourse: The Field of Life and Death Revisited,”
in Inderpal Grewal and Caren Kaplan (eds.), Scattered
Hegemondies: Postmodernity and Transnational Feminist
Practices (Minneapolis: University of Minnesota Press,
1994); Tricia Cusack and Sighle Bhreathnach-Lynch
(eds.), Art, Nation and Gender: Ethnic Landscapes,
Myths and Mother-Figures (Aldershot: Ashgate, 2003).
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nation of brothers.!3® Whenever the power of the
nation is or was invoked, “we are more likely than
not to find it couched as a love of country: an eroti-
cized nationalism” (Parker et al’s emphasis).!39

As a body to love, to possess and protect, to
kill and to die for, Egypt as a woman wore various
guises or identities. As Baron has shown, Egypt in
the interwar period differed in age, size, and attri-
butes.1#? She could appear as an aged woman, ema-
ciated with a walking stick, as a baby or a young
girl, as a modern elite woman in her twenties, or
a fallaha in her forties.!*! However, only rarely did
caricaturists present her as a mother, which Baron
explains by the presence of a real “Mother of the
Egyptians"—~Safiyya Zaglal.'42

Historians’ explanations of why Egypt came
over time to be depicted as a woman are varied.
They range from a folkloric practice of thinking of
the nation as a woman, to linguistic explanations
drawing attention to the feminine nouns Misr and
umma (both mentioned by Baron), to searching for
images of the fertile mother earth (dating back to
the pharaohs), as the source for images of “Egypt
as the mother of the earth” (Misr umm al-dunya),
as Rifaey and Zuhur argue.'*3 Baron mentions that
the idea to embody the nation as a woman, “like the
idea of nationalism itself, might have come from

138 Afsaneh Najmabadi, “The Erotic Vatan [Homeland] as
Beloved and Mother: To Love, To Possess, and to Pro-
tect,” Comparative Studies in Society and History 39, no.
3 (July 1997): 442.

139 Parker et al., Nationalism and Sexualities, 1.

140 Baron, Egypt as a Woman, 70.

141 To these various female guises, one should add other
embodiments of the Egyptian nation, such as Egypt
as a cow, occasionally with the head of a sphinx, and
Egypt as a horse or as a donkey. See, for example, un-
titled caricature, Abu naddara 7, March 18, 1880, 12;
untitled caricature, Abu naddara Zarka® 1o, July 28,
1889, 101; “Rendez la Vachne au Fellah Abu naddara 1,
February 5, 1895, 6; untitled caricature, Abi naddara 3,
March 22, 1897, 14; untitled caricature, Abzt naddara 10,
December 1906, 42.

142 Baron, Egypt as a Woman, 78.

143 Rifaey and Zuhur, “Visualizing Identity,” 390.



176

abroad.” Meaning, “from the European model in
general or the French republican precedent (Mari-
ane) in particular.#* As such, Baron adds, “it would
be one more example of an almost universal prac-
tice.”15 Once this fact is established, Baron does
not attach any importance to this cultural ¢transfer.

For Baron, the question of why Egypt was de-
picted as a woman “is not [as] important as the
process by which this occurred, what sort of a
woman was chosen, and what these images ul-
timately tell us about race, class, and gender in
Egypt."146 In her efforts to contextualize the carica-
ture within Egyptian social, cultural, and political
surroundings, Baron fails to take into account who
produced the caricatures and how their social and
cultural characteristics inform their visual reper-
toire. Thus, Baron minimizes the artist’s role to an
almost present-absence. This approach of discuss-
ing caricatures as “signs of our times,” as reflected
also in Rifaey and Zuhur’s work, is characteristic
of popular culture studies—meaning, discussing
mass-culture art as reflecting first and foremost,
the audiences’ tendencies, likes and dislikes.14?

I, however, disagree with these approaches. One
cannot conclude these images tell us something
about the society in which they were distributed
without trying to reconstruct the artists’ goals and
purposes. I am not suggesting that reconstructing
what Foucault calls the “author-function,” in our
case the caricaturist, will fully allow us to inter-
pret his art.1*® Nor do I suggest we fully “give-up”
the author, since then any attempt to decipher
the images would be futile.1*® However, once
we foreground the artist’s role in the process of

144 Baron, Egypt as a Woman, 57.

145 Ibid, 57.

146 Ibid, 58.

147 For the different approaches to analyzing mass-culture
art, see Carrier, The Aesthetics of Comics, Chapter 5
and 6.

148 Michel Foucault, Language, Counter-Memory, Practice:
Selected Essays and Interviews, ed. Donald F. Bouchard
(Ithaca: Cornell University Press, 1977), 130-131.

149 In this context, I follow Carrier’s methodological ap-
proach as presented in his The Aesthetics of Comics,
80-82.
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creating caricatures we will not be able to read his
images as an act of a “whim,” nor do they “form a
consensus [ ...] on nationalist iconography”—both
of which are claimed by Baron.!50

When Baron discusses, for example, Sanna“s
decision to depict Egypt as a pharaonic queen,
she mentions his Jewish origin and assumes he
may have found pre-Islamic representations “par-
ticularly appealing as symbols, as did Egyptian
Copts, for presumably all Egyptians could iden-
tify with them.”’>! However, in the period dis-
cussed by Baron, Sanna‘ was printing his journal
in Paris. It is hard to imagine that while residing in
Paris in the late nineteenth century and the first
decade of the twentieth century, Sanna‘ was not
influenced, directly or indirectly, by the cultural
Egyptomania in the urban surroundings of Paris.
Pharaonic Egypt was present in the city in many
forms, symbols, and monuments, which became
an integral part of Parisian identity. Since the
seventeenth-century, pharaonic Egyptian icons
had been adopted by and assimilated into the
elite culture—the arts, architecture, furniture, and
dress. Antique archeological findings and monu-
ments that originated in the pharaonic past were
placed in central public spheres. Obelisks, pyra-
mids, and images of pharaonic kings were popu-
lar monuments.’52 L’Expositions Univerelle, held
in Paris in 1867, 1878, 1889, and 1900, was another
public sphere in which to install monumental
pharaonic displays, and the Egyptian pavilions re-
ceived great attention in these exhibitions. For the
Parisians, Egypt’s identity was pharaonic.

The three historians’ most discussed guise
for Egypt is as a young elite woman, or as she
was named after Amin’s work the “New Woman”
(al-maria al-gadida), who was designed by Santes
and copied by many other caricaturists working
in Egypt at the time. All three researchers have
focused their discussion on the social contexts in

150 Baron, Egypt as a Woman, 8o.

151 Ibid, 60.

152 The most monumental example is the obelisk given
by Muhammad ‘Ali to King Louie Philip, which was
placed, in October 1836, at the Place de la Concorde.
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which Egypt could appear as an unveiled or half-
veiled modern woman, relating the realism and
dynamism of contemporary Cairo. As Baron em-
phasizes, this female Egypt reflected the shifting
realities of women during this period and their
new political culture.’53 At the same time, Baron
sees the female representation of the colonized
nation as particularly appropriate because of her
status in Egyptian society: “she was passive, prone,
and weak.”154

153 Baron, Egypt as a Woman, 70-73.
154 Ibid, 73.
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FIGURE 6.18

Our Sons’ Interests; The Foreign Interest.
Juan Santes, untitled caricature, al-Kaskil al-
musawwar 44, January 19, 1922, frontispiece.
HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

However, when examining Santes’ work, it is
clear that he presented Egypt in the forms of vari-
ous women, old and young, modern and tradition-
al, pharaonic and classical, urban and fallahi. In
one of his first images of Egypt as a woman, Misr
was presented as a young fallaha, dressed in a red
low cut, see-through glabiyya, partly exposing her
breasts (fig. 6.18).15 The black habara is covering
her head. Her feet are bare. She is holding scales—
with which she is weighing on one side a Western

155 Juan Santes, untitled caricature, al-Kaskal al-musawwar
44, January 19, 1922, frontispiece.
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brimmed hat and on the other, a red tarbis. Above
the woman-Egypt is a crescent moon, and three
white stars—a representation of Egypt’s flag at the
time. In fact, this visual attribute is the only one
relating the woman to Egypt. The text beneath the
caricature specifies the woman as Egypt: “Egypt
does not believe that the interests of her foreigners
equal the interests of her sons.” The image, how-
ever, proclaims otherwise—the scales are even.

Santes’ image quotes a caricature published in
October 1903 in [Assiette au beurre and drawn by
the Czech artist Vaclav Hradecky (1867-1940).156
In Hradecky’s caricature, titled “The Balance,
the caricaturist depicts the Ottoman Empire as a
woman. The woman’s torso is completely naked;
her face is partly covered with a black habara.
In her hand, she is holding a sword, which lies
on her hips. In her other hand, she is holding a
scale on which she is weighing on one side a red
tarbus and on the other three skulls. The issue in
which Hradecky’s caricature appeared was dedi-
cated to the Ottoman sultan ‘Abd al-Hamid 11. The
caricature appeared in a double spread in which
the left sheet was dedicated to an article that sum-
marized the sultan’s regime entitled “Thirty Years
of Assassinations.”’5” That is to say, the tarbus in
the caricature represents ‘Abd al-Hamid 11 and
his agencies, and the skulls—his regime’s victims.
The depiction of the Ottoman empire (which can
also be identified as Justice) as a naked woman is
not anomalous, and it is in tandem with European
Orientalist depictions of the East, as can be seen
in numerous nineteenth-century paintings of the
imagined oriental harem (Ar. harim, the female
apartments inaccessible to strangers and their
occupants).158

156 Vaclav Hradecky, “l’Equil[bre," [Assiette au beurre 135,
October 31, 1903, 3. The caricature can be seen at
https://gallica.bnf.fr/ark:/12148/bpt6ki047946j/f3.item.
Last accessed on January 21, 2019.

157 Léon Bloy, “Trente ans d'assassinats,” [/Assiette au Beurre
135, October 31,1903, 2.
158 For some selected studies on nineteenth-century ori-

ental art, see Donald A. Rosenthal, Orientalism: The
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A second example, also discussed by Rifaey
and Zuhur, appeared in al-Kaskal al-musawwar
in March 1924 (fig. 6.19).15% In this caricature the
fallaha represents the Unilateral Declaration
of Egyptian Independence. The fallaha's baby,
representing the Egyptian parliament, is be-
ing kidnapped by Zaglul. Through the subtitle
we learn that Zaglul is threatening to feed the
baby-parliament with “Nestle’s milk.6% In this
image as well, Santes quotes a caricature from
[Assiette au beurre which was drawn by the Portu-
guese artist Tomas Julio Leal da Camara, Santes’
contemporary, who lived and worked in Portugal,
Spain, France, and Belgium.!6!

I was unable to establish Santes’ acquaintance
with da Camara. Nor could I determine whether
his artistic quotation was merely plagiarism. It can
be argued that the foreign-local Egyptian artist
quoted French caricatures nearly in full, contex-
tualizing them in the Egyptian sphere with only
a few minor details—such as the representation
of the local flag above the woman’s head, and the
“theme” weighed on the scales in the first example.
However, Santes’ tendency to quote European art
works can also be read as alluding to audiences
who could identify the sources of the images and
appreciate their meanings and cultural milieu.

Near East in French Paintings, 1800-1880 (Rochester:
Memorial Art Gallery of the University of Rochester,
1982); Mary Anne Stevens (ed.), The Orientalist: Dela-
croix to Matisse: European Painters in North Africa and
the Near East, Exhibition Catalogue (London: Royal
Academy of Arts, 1984); Gérard-Georges Lemaire, The
Orient in Western Art (Cologne: Kénemann, 2001).

159 Juan Santes, “Sa‘d Pasa yazum an yawm 15 Mars

yawm al-barlaman la yawm al-istiglal] al-Kaskul al-

musawwar 148, March 14, 1924, 20.

160 Rifaey and Zuhur read this image as referring to sex and

power; however, they do so without explaining their

reading. Rifaey and Zuhur, “Visualizing Identity,” 389.

s

161 Tomas Julio Leal da CAmara, “Paternité,” [Assiette au
beurre 314, April 6, 1907, 4. In da Cimara’s caricature,
the king of Spain, Alfonso X111 (r. 1886-1931) is the
kidnapper, while his wife, Victoria Eugenie of Batten-
berg, supports him from behind. The caricature can be
seen at https://gallica.bnf.fr/ark:/12148/bpt6ki0483921/

fs.image. Last accessed on January 21, 2019.
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In other words, Santes developed his images by
means of a complex dialogue not only within
the political, social, and cultural surroundings of

Egypt, but also within the European art traditions.
In the end, although Santes’ use of European visu-
al personifications of the Orientalist nation-states
(in the first example) was done in a more con-
trolled way, the partial cover of the woman'’s torso
does not change the artist’s gaze—which can be
said to be Orientalist.

What is most evident from the corpus of images
of Egypt as a woman is that the Egyptian-based
caricaturists did not construct through these
images a classic Egyptian heroine. While these
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FIGURE 6.19

March 15, The Day of Parliament.
Juan Santes, “Sa‘d Pasa yaz‘um an
yawm 15 Mars yawm al-barlaman
layawm al-istiqlal,” al-Kaskul al-
musawwar 148, March 14, 1924, 20.
HOOVER INSTITUTION LIBRARY,
STANFORD UNIVERSITY

various types of women were named Egypt (Misr),
or occasionally Freedom (hurriyya), Patriotism
(wataniyya), or Revolution (tawra), their appear-
ances were not necessarily a of timeless, mythi-
cal mode of womanhood, as articulated visually
in European artistic traditions, as well as in other
non-Western contexts, which internalize Western
blueprints “in the name of progress, moderniza-
tion and internationalism.”62

162 Rao Radhakrishnan, “Nationalism, Gender, and the
Narrative of Identity,” in A. Parker et al., Nationalism
and Sexualities, 86.
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If we expect to only find images of the Egyptian
nation as a beloved mother, wife, or daughter in
need of protection, men probably should have
been portrayed as the aggressive, virile, menacing,
militaristic powers. A comparison to other colo-
nized cultural spheres in which the same dichot-
omy was portrayed emphasizes the complexity of
the cosmopolitan gaze in Egypt. When discussing
the Ottoman revolutionary cartoon, Brummett ar-
gues that while the female nation Tiirkye embod-
ied the ideas of freedom, integrity, vulnerability,
community, and love, other states, particularly
those which posed threats to the empire, were
gendered as male, often dressed in military uni-
forms. Male nation figures tended to embody the
qualities of aggression, militarism, power, imperi-
alism, valor, lust, and greed in Ottoman cartoons.
Thus, the aggressive England was John Bull, and
Austria, Russia and Germany were personified by
their rulers, by military figures with weapons, or
by ferocious beasts: “[t]hese male personifications
of European states were the obvious counterpart
to the female gendering of the Ottoman State.
‘She’ was a mother, a wife, or a daughter, engen-
dering patriotic sentiments through her need for
protection and her guardianship of the national
honor”63 As the next chapter will elaborate, the
illustrated relationships between Egypt and oth-
er states in the Egyptian cartoon space was not
necessarily between the “weak” and the “strong”;
between the one in need of protection, and the ag-
gressive Other. France could appear as a woman,
and mostly did; as did Britain, which occasionally
was portrayed as “Britannia.” Uniformed men em-
bodying the European states, and most notably
Britain, which was the main colonizing force in
Egypt, were rarely used.

In this same context, Brummett also emphasizes
the emotional and physical state of Tiirkcye in the
Ottoman cartoon space and describes it as “belea-
guered by her enemies, or defiant.”'64 Her beauty,

163 Brummett, “New Woman and Old Nag,” 27—28.
164  Ibid.
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grace, sexuality, and honor were constantly threat-
ened by the European powers. She occasionally
appeared ill, laid low and even dismembered by
internal and external threats. Brummett, like Bar-
on and Rifaey and Zuhur for the Egyptian public
sphere, sees these images as intended to provoke
feelings of humiliation and to invoke a patriotic
response.'®> The Ottomans, or Egyptians in our
case, were supposed to come to their nation’s de-
fense on seeing these images. The danger could
have come in the form of economic imperialism,
European colonizers, cultural degradation and so
forth.

There are many examples from the Egyptian
cartoon space embodying the same gendered
relationships between Egypt and the European
states as well as between Egypt and internal
threats which jeopardized its political integrity
or its quest for independence, in the eyes of their
illustrators. However, there are also many ex-
amples that contradict this familial or sexualized
theme. One of the rare examples in which Egypt
is displayed as sexually humiliated appeared in
al-Kaskul al-musawwar (fig. 6.20).166 Misr appears
in this caricature as a young woman, dressed in a
knee-length, sleeveless green dress on which ap-
pears the white crescent and the three stars of the
Egyptian flag. The dress’ straps, however, are torn,
exposing both her breasts. With her right-hand,
Egypt is trying to hold the dress up. The other
hand covers her mouth in a gesture of embar-
rassment. Surrounding Misr is a group of women,
each of which symbolizes one of the members of
the states in the of League of Nations (as can be
concluded from the title of the caricature).167 Fac-
ing Misr is Britannia, embodied as Pallas Athena.
She offers Egypt a green fur coat to cover herself.

165 Ibid, 31; Rifaey and Zuhur, “Visualizing Identity,’
388—389.

166 Juan Santes, “Misr wa-‘usbat al-umam, al-Kaskul al-
musawwar 437, December 27, 1929, frontispiece.

167 Some of the personifications in this composition
can only be identified through comparisons to other
works by Santes, such as the personification of America
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FIGURE 6.20  Egypt and the League of Nations. Juan Santes, “Misr wa- usbat al-umam,” al-Kaskal al-musawwar 437, Decem-
ber 27, 1929, frontispiece.

HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY
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The sub-title mistakenly identifies Britannia as
France:

France: Why aren't you dressed? We are expect-
ing you at The League of Nations?
Egypt: ~ What should I do if al-Nahhas and his

friends want me to stay the rest of my
life naked?

In other words, the European nations are not to
be blamed for Egypt’s political situation. Rather,
Britannia is portrayed by Santes (and hence by al-
Kaskul al-musawwar) as the one who is concerned
about Misr’'s honor and dignity, while Egypt’s
own politicians are the ones responsible for her
humiliation.

Baron and Rifaey and Zuhur also emphasize the
notion that these images were intended to gener-
ate a romantic attachment to the nation and en-
courage a fusion with it. Or as Baron argues: “[b]y
depicting Egypt as a woman, nationalists hoped to
stimulate love for the nation and draw male youth
to the cause. The man was the actor, the speaker,
the lover; the woman was the acted upon, the lis-
tener, the beloved.”’68 There are, however, many
images that contradict this claim, such as an ex-
ample from Riz al-Yiasuf published in May 1930
(fig. 6.21).16% In this caricature Egypt as a young
modern woman is depicted flirting with John Bull,
as an embodiment of England. Her face is heavily
made-up, and she wears a revealing dress. Her im-
age bears close resemblance to the images of the
westernized Egyptian women who were heavily

standing behind Britain. Others remain un-identified,
such as the heavy rural woman standing behind Egypt,
which Santes only used in this composition—perhaps
as an embodiment of Germany? The personification of
France is also unique—a heavy rural woman, dressed
in a long, white dress, a short red cape, and a green
skirt. Under her right arm she holds an umbrella—an
uncharacteristic attribute of France.

168 Baron, Egypt as a Woman, 78.

169 Iskandar Sarahan, “Hal tustaanafu al-mufawadat
gariban bayna Misr wa-Inglatra?” Ruz al-Yasuf 174, May
27,1930, 13.
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lampooned in the caricatures of the period. One
needs to question whether these images could
have been read separately from the caricatures
demeaning the westernized/modern Egyptian
woman, or whether, taken as a whole, these im-
ages could not but fail to construct a “nationalist
iconography.”

In the end, there was no clear message of Egypt
as a damsel in distress, in need of male protec-
tors, or as a classical heroine. Nor was the British
colonizer presented as the evil aggressor, as will
be discussed in the next chapter. This ambivalent
visual sphere was read by Rifaey and Zuhur as rep-
resenting a loss of identity.!”0 I contend it was the
result of the mixed orientations and loyalties of
the artists working in Egypt at the time and their
cosmopolitan experience, reflecting their insider-
as-outsider gaze. Focusing on the artists’ cultural
capital and social milieu, and the implications for
their artistic choices also explains why these visual
embodiments of Egypt as a woman were dropped
after the 1950s. The use of a Western art tradition
for approximately fifty years was not truly domes-
ticated in the local arts and public sphere. Hence,
it was dropped once the artists promoting those
traditions left Egypt.

Egyptian social institutions and customs pre-
vented women from creating alternatives to men’s
images of them, as the artists were all male.!”
Elite women did receive private art education, and
some of them, as discussed by Dina A. Ramadan,
were known for being quite accomplished. These
included the sculptor Princess Samiha Husayn
(1889-1984), Huda Sa‘awi, Sarifa Riyad, Mrs.
Husayn Sirr;, Mrs. Mahmud Sirri, and Nafisa
Ahmad ‘Abdin. As Ramadan notes, works by fe-
male artists were exhibited in galleries in Cairo
and Alexandria and reviewed positively in the

170 Rifaey and Zuhur, “Visualizing Identity,” 397.

171 Foradiscussion on the School of Fine Arts in Cairo and
its exclusion of female students, see Dina A. Ramadan,
“The Aesthetics of the Modern: Art, Education, and
Taste in Egypt, 1903-1952,” PhD Dissertation (Columbia
University, 2013), 96—99.
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local press. However, women were not permitted
to enroll in the Madrasat al-Fanin al-Gamila for
decades and the first generation of established
female artists were either privately educated or
studied abroad. In any case, they were not work-
ing for and through the printed press. Men were
the only producers and controllers of the carica-
ture, and their graphic representations preserved
a male-centered view. While in the American,
British, and French public spheres, by the turn
of the twentieth century women were fighting
back through imagery, promoting women'’s right
to suffrage for example, there was no Egyptian
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FIGURE 6.21

Egypt and England. Iskandar
Saruhan, “Hal tusta’anafu al-
mufawadat gariban bayna Misr
wa-Inglatra?” Riz al-Yisuf174,
May 27, 1930, 13.

THE JOSEPH REGENSTEIN
LIBRARY, THE UNIVERSITY OF
CHICAGO

equivalent, no women artists, nor any male artists,
fighting through caricatures, for their rights.
Taken as a whole, caricatured images of wom-
en reflected a male ideology that is similar to the
Victorian “separate spheres” doctrine discussed by
Tickner, through which each gender had its proper
bounded spheres.'”? Women’s attempts to cross
those imaginary and physical boundaries resulted,
according to the images, in confusing the proper
boundaries between masculine and feminine,

172 Tickner, The Spectacle of Women, 154.
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public and private, domestic and political. Social
order itself was dangerously compromised. When
caricaturists in Egypt lampooned Egypt’s female
political activists, diminished the social worth
of Egypt’s female citizens, and overstated their

CHAPTER 6

deficiencies, they created images that minimized
the Egyptian woman’s humanity. At the end, none
of the visual models constructed by these artists
were Egyptian, Muslim, or traditional; neither
were they Western or modern.



CHAPTER 7

Images of the Other?

Colonizer and Colonized through the Gaze of Those “mystifiés de la colonisation”

The meaning of colonial discourse as an appara-
tus of power “that turns on the recognition and
disavowal of racial/cultural/historical differences”
has been discussed in the context of post-colonial
discourse and the criticism of Orientalism.! As
Bhabha argues, its predominant strategic function
is the creation of a space for a “subject peoples”
through the production of knowledges of colo-
nizer and colonized. Its objective is to construe
the colonized as a population of degenerate types
on the basis of racial origin, in order to justify
conquest and to establish systems of administra-
tion and instruction. In marking out a “subject
nation,” the colonizer’s form of government can
appropriate, direct, and dominate the “subject na-
tion” in various spheres of activity.2 Post-colonial
discourse, as a critical perspective of colonialism,
seeks to unveil the deep-structures of the colonial
reality or of colonial history, as they were embed-
ded in the culture, practices, and consciousness of
different societies.

As Said demonstrates, there was a lively Euro-
pean debate dating from at least the mid-eigh-
teenth century on the merits and demerits of
holding colonies.® During the nineteenth century,
debate over colonies usually turned on their prof-
itability, their management and mismanagement,
and on theoretical questions such as whether and
how colonialism might be squared with laissez-
faire or tariff policies. However, as nationalist or

1 Homi K. Bhabha, “The Other Question: Difference, Dis-
crimination and the Discourse of Colonialism,” in Out
There: Marginalization and Contemporary Cultures, ed.
by R. Ferguson, M. Gever, T.T. Minhha, and C. West (Cam-
bridge, MA: MIT Press, 1990), 23.

2 Ibid.

3 Edward Said, Culture and Imperialism (New York: Vintage
Books, 1993).
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anti-imperial resistance in the colonies gradually
became more and more noticeable, so too did a
wildly contradictory number of anti-imperialist
forces.* Yet, according to Said, “only after nation-
alists first took the lead in the imperial territories,
then expatriate intellectuals and activists, did
there develop a significant anti-colonial move-
ment in the metropolis.”® Said, following Raoul
Girardet, saw in the massive infusions of non-Eu-
ropean cultures into the metropolitan heartland
during the early years of the twentieth century
an important phenomenon, “which transformed
disciplines and gave voice to new ideas that unal-
terably changed that structure of attitude and ref-
erence which had endured for generations within
European culture.”s In other words, Said’s interest
is in the large-scale mass movements of intellec-
tuals and scholars from the colonial or peripheral
regions, who set themselves the revisionist, criti-
cal task of dealing frontally with the metropolitan
culture, and therefore moved their contest over
decolonization from the peripheries to the cen-
ter.” Said saw in the products of this “voyage in”
(Said’s emphasis) an especially interesting vari-
ety of “hybrid cultural work.”® Said’s definition of
these hybrid cultural products can serve here as a
definition of the caricature in Egypt, although we
are dealing with resistance to colonialism through
the work of those who moved in the other direc-
tion—from the metropolitan heartland to the pe-
riphery. It was “an ‘imperial’ language [... which
used] the techniques, discourses, and weapons of

Ibid, 240-241.
Ibid, 241.
Ibid, 242—243.
Ibid, 244.
Ibid.
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scholarship and criticism once reserved exclusive-
ly for the European.”®

As ameans of resistance, the caricature in Egypt
in the cosmopolitan period could also constitute
a post-colonial discourse, in the sense of a critical
perspective on colonialism, which exists alongside
direct colonial oppression, to adopt Shenhav’s
epistemological analysis of the initial post.1° Shen-
hav, following Bhabha and Said, claims that one
can define representations as post-colonial even
if they appeared years before the concept post-
colonialism was accepted in Western discourse.!!
In other words, post-colonialism means opposi-
tion to “the dominant structure which arises out of
a perceived, perhaps even militant awareness on
the part of individuals and groups outside and in-
side it that, for example, certain of its policies are
wrong."'? That is to say the caricature in Egypt, as
an imperialistic visual language, could have con-
stituted an anti-colonialist discourse in the service
of Egyptian resistance forces.

Does the caricature in Egypt construct a visual
discourse aimed at disputing colonial assump-
tions and practices? The present chapter seeks to
examine this question through the discussion of
images representing the Other—meaning com-
positions in which those who are not Egyptians
play a part. The discussion will be twofold: the
first part of the chapter will examine images of
the British colonizer, and the second will discuss
images of Sudan and the Sudanese as an embodi-
ment of colonized Otherness—imagery that some
researchers discuss as reflecting an Egyptian co-
lonialist discourse. This narrative allows me to
demonstrate how the proximity of the images of
the Egyptian and of the non-Egyptians construct
a visual sphere partly dominated by Orientalist

9 1bid, 243.

10  Shenhav, Qélénialiyiit ve-hamasab ha-postgéloniali, 10.

11 As Shenhav indicates, the concept first appeared in
the political theory of the early seventies and was used
to describe the new nation states that appeared after
WWII. Ibid, 10, n. 2.

12 Said, Culture and Imperialism, 240.
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assumptions, which were based on the knowledge
accumulated in the West on the Orient and the
Oriental. Therefore, it is difficult to see in this visu-
al sphere an original Egyptian act, which stands in
its own right, and which does not absorb into and
become a part of the “dominant culture of a suc-
ceeding metropolitan and paranational period.”3

1 Heroic Savior or Dangerous Adversary?

During 1922, al-Lat@if al-musawwara published
three caricatures which dealt with the involve-
ment of Britain, or more accurately entanglement,
in several locations, among them India, Turkey,
Egypt, Palestine, South Africa, and Ireland. The
three caricatures were not original. They had been
previously published in the American press, and
they were the work of American caricaturists.
The first caricature was published in al-Lata’if al-
musawwara in April. According to the editorial
text accompanying it, it was published a month
earlier in an American humoristic (fukahiyya)
journal, although the text does not specify which
one (fig. 7.1).1 In the center of the composition
stands the British symbol of the lion, dressed in
the outfit of John Bull, trying to shield his body
from the storm raging around him. The source of
the storm is to be found in the images of four men,
blowing at him. Each one of these men represent a
land in which Britain was involved politically, mil-
itarily, economically, and culturally: India, Egypt,
Palestine, and Turkey. The text accompanying the
caricature clarifies that the caricature reflects the
state of Britain:

“The source of the calamity surrounding it is in the
storm caused by the four countries of the world
[...] the source being Egypt, India, Turkey and
Palestine—a hint to the fact that these countries

13 Ibid, 244.

14  I'was unable to trace the journal or the artists who de-
signed the first two caricatures. Untitled caricature, al-
Lat@’if al-musawwara 376, April 24, 1922, 19.
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FIGURE 7.1 England’s State of Affairs. Untitled caricature, al-Lata@’if al-musawwara 376, April 24, 1922, 19.
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are settling their score with England [my empha-
sis]; and the [British] nation is firstly standing in
embarrassment, wishing for the storm to pass; and
the tail [of the lion] wrapped itself around him,
and its mane is flapping in the air”

The second caricature was published a month
later, in May 1922 (fig. 7.2).15 This time the British
lion is standing on the earth, above the British

15  Untitled caricature, al-Lata@’if al-musawwara 380, May
22,1922, 16.

Isles, roaring in pain. Its long tail curls over Egypt,
South Africa, India, and Ireland, while above each
of these regions his tail is tied in a knot. In each of
these locations a man is trying to untie the knot,
while the unknown caricaturist depicts each one
of these men as what he perceived as the aver-
age citizen in those regions. For Egypt, an im-
age of an efendi. For South Africa, an image of a
white man dressed in a Western suit. For India,
an image of a dark-skinned Hindu fakir. For Ire-
land, a light-skinned man with coarse facial fea-
tures, reminiscent to the facial-features of an ape,
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FIGURE 7.2 The Long Tail. Untitled caricature, al-Lata@’if al-musawwara 380, May 22, 1922, 16.
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wearing a top hat.!6 The text accompanying the
caricature is as follows:

“This is the end of the one who lets his tail lengthen
and wrap the earth; and it will not be long before

16 The depiction of the Irish as resembling an ape isin line
with British depictions of Irishmen in satirical journals
in Britain. For a discussion on the subject, see Gwen
Sharp, “Negative Stereotypes of the Irish,” The Society
Pages: Sociological Images, October 6, 2008. https://the
societypages.org/socimages/2008/10/06/negative-ste
reotypes-of-the-irish/. Lastaccessed on October26,2017.

this long tail will get entangled and will become
more entangled than the tail of the uromastyx;!”
and the British lion in this caricatured painting was
born in British Algeria, however its tail began to
stretch and lengthen around the earth and around
itself; as can be seen in the painting, first in Egypt
and then in India, South Africa and Ireland; and

17  The Arabic expression, aGadu min danabi al-dabbi
(more entangled than the tail of the uromastyx) means
very complicated.
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FIGURE 7.3 A Humoristic Symbolic Painting. Untitled caricature, al-Lata’if al-musawwara 409, December 11, 1922, 13.
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these knots cause him great pain and suffering, de-
spite the vigor of his might and despite the vigor
of his courageous spirit, and despite the fact he is
the king of the animals; and he opens his mouth
in agony, cries in pain—and that is the state of the
world, my friend.”®

The third caricature, by the American caricatur-
ist Charles Dana Gibson, appeared in al-Lat@’if
al-musawwara in December 1922 (fig. 7.3).19 It was
accompanied by a short editorial paragraph en-
titled “An Allegorical Humoristic Painting” (suwar
hazaliyya ramzziyya). In this composition, the
British lion is seated on the ground, while his tail,
tied in a knot, is held in the hands of the outgoing
British prime minister, David Lloyd George (served
1916-1922). The prime minister is offering the tail

18  Untitled caricature, al-Lata@’if al-musawwara 380, May
22,1922, 16.

19  Untitled caricature, al-Lata@’if al-musawwara 409, De-
cember 11,1922, 13.

to the incoming prime minister, Andrew Bonar
Law (served 1922—1923). According to the edito-
rial text, Lloyd George addresses Bonar Law with
the following words: “I serve you, my dear, this
tail, in which this knot, perhaps you will be able
to entangle it.” The editorial text continues with
the following: “and this knot symbolizes the di-
verse political problems Britain faces, and which
preoccupied [Lloyd] George in his attempts to
solve them—attempts which can be compared
to writing on water; however, [Bonar] Law stops
to think, scratching his head hesitantly and
fearfully.20

The importance of these three American cari-
catures for our purposes is the way they depict
Britain: hesitant, scared and threatened by those it
colonialized. Britain is not depicted as strong and
self-assured, but rather as being required to pay
a price for her political and military involvement

20  “Suwar hazaliyya ramzziyya,’ al-Lat@’if al-musawwara
409, December 11, 1922, 13.
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in each one of the lands depicted, as they rose up
in resistance. The West-East relationship in these
compositions in not articulated as a relationship
between a strong dominant colonizer and a weak
subordinate colonized. Rather the relationship
depicted is one between a power which perceived
itself as stronger only to find its circumstances
complicated beyond its abilities or might. The col-
onized in these compositions are described as an
obstacle or difficulty for the empire.

The attempt to locate the same West-East en-
counter regarding the British-Egyptian relation-
ship in the Egyptian caricatures was futile. The
threat Britain posed or the obstacles it set in the
path of Egypt’s independence are not presented
as a systematic visual depiction of Britain in a
demonic or grotesque manner, nor did the Egyp-
tian caricatures seek to undermine its strength in
the eyes of the readers. In the imagined relation-
ship between Egypt and Britain in the caricatured
sphere the superiority and centrality of Britain
was not contested and was accepted as undis-
puted fact. Furthermore, for the most part, neither
Britain nor the British are visually characterized as
violent or aggressive. The British are not named or
addressed as the imperialists or as the conqueror,
and only a limited number of caricatures address
the British territorial aspirations outside Britain—
although the British colonial enterprise was at its
peak. The absence of clear visual criticism of Brit-
ish imperialism was also reflected in the limited
number of caricatures addressing the capitula-
tions, which was visually discussed mostly in al-
Lat@’if al-musawwara during the early 1920s.

In one of the rare examples dealing with the
capitulations, the visual means employed were
drawn out of Western-Christian visual and the-
matic vocabulary. In a caricature, which was pub-
lished in March 1927 in al-Lata’if al-musawwara,
Sa‘d Zaglul is presented as performing the role of
St. George (fig. 7.4).2! An early Christian martyr,
St. George became one of the best known and
worshiped saints of the Christian faith, and the

21 “Madad ya Rifat, madad,” al-Lat@’if al-musawwara 632,
March 21,1927, 16.
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patron-saint of England—an ideal of martial valor
and selflessness.?2 Legends about him as a warrior-
saint, dating from the 6th century, became popu-
lar and increasingly extravagant, although nothing
of George’s life or deeds can be established. Jacob
de Voragine's Legenda aurea (Golden Legend, 1265—
66) repeats the story of his rescuing a Libyan king’s
daughter from a dragon and then slaying the mon-
ster in return for a promise by the king’s subjects
to be baptized.?3 Since the dragon, for Christians
at the time, symbolized the devil, paganism, and
ultimately anything destructive of society, slaying
it became a symbol of the victory of Christianity.
The story of slaying the dragon became the most
common motif in representations of St. George.
Additional myths were associated with St. George
during Crusades, which popularized his cult in
western Europe. At the end of the Middle Ages, his
status as a military-saint became an inseparable
part of his identity. He was described as fighting
his enemies or leading the Christian army against
the infidel enemies.

The depiction of St. George as a knight, devout-
ly fulfilling his sublime mission in the service of
God, and as the sublime symbol of chivalry, was
linked to the consolidation of English national
identity in nineteenth-century Britain.?* Paint-
ings of knights were integrated in a renaissance
of chivalric traditions which characterized the
late eighteenth-century to wwi, as thousands
of knights in armor were depicted in literature,
paintings, sculptures, stained-glass, the stage, or
in real Eglinton fights. The growing interest in the

22 For the devotional, iconographical and gendered
aspects of St George depiction and veneration see,
Samantha Riches, St George: Hero, Martyr and Myth
(Stroud: Sutton, 2000).

23 George’s slaying of the dragon may be a Christian ver-
sion of the legend of Perseus, who was said to have res-
cued Andromeda from a sea monster near Lydda.

24  For the origin of St. George’s cult in the Near East, the
transmission of the tradition to England and the devel-
opment of it there, and for the figure of St George in
England from the Reformation to the present, see Mi-
chael Collins, St George, and the Dragons: The Making
of English Identity (Stroud: Fonthill, 2018).
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FIGURE 7.4 Help, Oh Rifa1, Help. “Madad ya Rifa‘i, madad,” al-Lat@’if al-musawwara 632, March 21, 1927, 16.
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Middle Ages in historical research, literature, and
the arts was linked in Britain to the consolidation
and design of the British national identity in the
nineteenth century. The knights represent an ideal
and a code of moral conduct—a combination of
traits embodied in physical and mental strength of
the chivalrous gentleman of the Victorian and Ed-
wardian eras. At the end of the nineteenth century,
this code of chivalric conduct was embraced not
only by the elites but also by the middle classes, asa
social entrance ticket. It was reflected in all spheres

of life: education, military service and service in
the British colonies, charity work and membership
in social clubs. The code was associated with the
idea of Muscular Christianity—a movement that
grew in the mid-nineteenth century and promoted
a “healthy masculine” Christianity.2

25  For the historical and theological development of
Muscular Christianity in Victorian Britain, see Nick ]J.
Watson, Stuart Weir, and Stephen Friend, “The Devel-
opment of Muscular Christianity in Victorian Britain
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The caricature “Madad ya Rifa% madad’
(“Help, Oh Rifai, Help”), published in al-Lata’if
al-musawwara, refers to the central scene in the
saint’s myth—his fight with the dragon and its
subjection. Zaglul performing as the saint, fights
a dragon that symbolizes the capitulation’s privi-
leges. Apart from the title marking the dragon as
“the foreigners’ privileges,” he is dressed in a Eu-
ropean brimmed hat—a further visual indication
of his Europeanness. The sword in Zaglal's hand
is marked with the title “the press” (al-sihafa)—a
visual embodiment of the self-perception of the
press’ national role. The horse on which Zaglul
sits is marked with the title “the government” (al-
hukuima), whereas the visual sign of Zaglal is not
just a representation of the man himself but also
a symbol of the “people” (al-sa‘b)—a testimony to
Zaglal's status in the eyes of large sections of the
society as a national symbol. Since the caricature
is not signed, one cannot discuss it as a deliberate
act of visual spolia, or repurposing, of a Christian
theme and symbol, to be manipulated as a means
to subvert the foreign and Christian rule.

When caricaturists in Egypt represented the
British imperialistic ambitions, for the most part,
Egypt was not present. When present, the visual
relationship in which the West or Britain on the
one hand was confronting the East or Egypt, on
the other, the caricatures did not construct Egypt
as an obstacle in the path of the empire. Only the
sub-titles turn the image into a post-colonial text.
Two caricatures which were published the same
year as the American caricatures can serve here
as examples. The first was published in Novem-
ber 1922 (fig. 7.5).26 In this caricature, the work of
Santes, a heavy John Bull is depicted sitting on the
earth, holding a whip, and threatening the moon

and Beyond,” Journal of Religion and Society 7 (2005):
1—21; and Donald E. Hall (ed.), Muscular Christianity:
Embodying the Victorian Age (Cambridge: Cambridge
University Press, 1994).

26  Juan Santes, “Inkilitara wa-l-‘alam al-islami al-Kaskul
al-musawwar 79, November 19, 1922, 1.
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and the stars. The text beneath the image is not
associated with either of the participants in the
composition; however, one might speculate it
is the moon speaking: “you stand still, while the
dome of heaven, obedient [to fate] spins; you at-
tempt to determine destiny—however destinies
laugh [at you].”?” This phrase is quoted from a
poem by the eleventh-century poet al-Ma‘arr
(973-1058)—a critical source of inspiration for
many nahda writers since the late nineteenth cen-
tury. A complete edition of al-Ma‘arr1’s Luzim ma
la yalzam (Committing One’s Self to What is Not
Obligatory or The self-imposed compulsion), known
as the Luzumiyat, was published in Cairo between
1891 and 1895 by ‘Aziz Zand, and selected passages
from the Luzamiyat continued to be published in
Cairo throughout the twentieth century.28

The visual source of this image is a caricature
published in [Assiette au beurre, which was drawn
by the Portuguese caricaturist Camara.2® The text
accompanying the French caricature refers to the
British imperialist aspirations: “Portugal belongs
to me since it is a colony; France, beacuse of the
Entente Cordiale agreement;3° India, because it's

27  ITwould like to thank Yohanan Friedmann from the De-
partment of Islamic and Middle Eastern Studies, at the
Hebrew University of Jerusalem, for his assistance in
translating these verses.

28  His Luzamiyat was first published in by Amin ibn
Hassan al-Halawani al-Madani (d. 1898) in Bombay
(1885-6), following al-Madani’s participation in the
Sixth Oriental Congress in Leiden (1883), where the
name of the poet had come up during a discussion of
important Muslim poets who had complicated rela-
tionships with religion. Later on, in 1914, Taha Husayn
completed his Ph.D. dissertation on the life and work
of al-Ma‘arri. The dissertation was published in 1915.

29 Toma4s Leal da CAmara, untitled caricature, [Assiette au
beurre 314, April 6, 1907, 31. The caricature can be seen
at https://gallica.bnf.fr/ark:/12148/bpt6ki0483921/fi5.
image. Last accessed on January 23, 2019.

30  Signed April 8, 1904, the Anglo-French agreement
settled a number of controversial matters which end-

ed antagonisms between Great Britain and France


https://gallica.bnf.fr/ark:/12148/bpt6k10483921/f15.image
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and paved the way for their diplomatic cooperation
against German pressures in the decade preceding
wwI (1914-1918). However, the most important fea-
ture of the agreement was that it granted freedom
of action to Great Britain in Egypt and to France in
Morocco (with the proviso that France’s eventual dis-
positions for Morocco include reasonable allowance
for Spain’s interests there). At the same time, Britain
ceded the Los Islands (off French Guinea) to France,
defined the frontier of Nigeria in France’s favor, and
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FIGURE 7.5 England and the Islamic World. Juan Santes, “Inkilitara wa-l-alam al-islami,” al-Kaskual
al-musawwar 79, November 19, 1922, 1.

agreed to French control of the upper Gambia valley,
while France renounced its exclusive right to certain
fisheries off Newfoundland. Furthermore, French and
British zones of influence in Siam (Thailand) were
outlined, with the eastern territories, adjacent to
French Indochina, becoming a French zone, and the
western, adjacent to Burmese Tenasserim, a British
zone; arrangements were also made to allay the ri-
valry between British and French colonists in the New
Hebrides.
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mine; America, based on its dialect; and Spain,
since when this child grows up to be a king he will
be English.” The image of John Bull in the French
caricature is depicted as grotesque—a ridiculous
figure, a mad man dressed in a circus suit and
clown shoes. While the French caricature depicts
John Bull in a grotesque manner, the Egyptian im-
age displaced it with a sense of horror he poses for
the Islamic world, as the title implies in the Egyp-
tian caricature, while the subtitles quote from
al-Ma‘arrm’'s poem and contextualize the image
in a fatalistic perspective directed at the British—
meaning, you can continue to make plans; however,
destiny will determine your fate. The change in per-
spective reflects not only the gaze of the individual
artists, but also the perspective of the society he be-
longed to—the first, the French, was involved in a
series of colonial control-struggles with Britain over
territories around the globe; while the second, the
Egyptian, articulated, allegedly, a colonized state of
mind.

A few other caricatures from the Egyptian press,
all drawn by Santes, employed the symbol of the
earth to express the imperialistic aspirations of
various Western forces, amongst them a carica-
ture published in August 1922 (fig. 7.6).3! In this
caricature, John Bull (Britain) and Santes’ visual
interpretations of the personifications of France
and Spain are standing around the earth: France
is depicted as a heavy angry Marian, and Spain as
a mustached man with a severe face. Despite the
dissatisfaction expressed on the faces of Spain and
Britain, and despite the angry gestures of their
bodies, the text beneath the caricature declares
that “the European states received their interests
in the East as they wished, and not as the Eastern-
ers hoped for; and the moon is sick.”

Another caricature, published in November
of the same year, presented John Bull as cleaning
Egypt off the map of British acquisitions.32 The

31 JuanSantes, untitled caricature, al-Kaskal al-musawwar
64, August 6, 1922, frontispiece.

32  Juan Santes, “Misr wa amlak Inkilitara, al-Kaskul al-
musawwar 13, November 13, 1923, 20.
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cause is explained underneath the caricature:
“we have dismissed the military rule in Egypt and
broke off the last connection we had in it and that
is why I am cleaning it from our property map.” On
the bucket containing the detergent appears two
dates: February 28, 1922—the Unilateral Declara-
tion of Egyptian Independence, and the second,
July 5, 1923—the date of the removal of the mili-
tary regime. Both of these images depict reality as
a given state of affairs. There is no visual attempt
to present the British in these compositions as a
grotesque or caricaturized entity. The text accom-
panying it only reflects a sense of dissatisfaction
with the new circumstances.

When the images of the different and various
representatives of the British empire in the Egyp-
tian caricatures are compared to visual satirical
images from other cultural spheres that discussed
the British imperialist threats, the avoidance of
depicting the British as a conquer becomes ap-
parent. A comparison to caricatures from [Assiette
au beurre, which dealt with the second Boer War
(1899-1902), serve here as an example.33 LAssiette
au beurre dedicated one of its issues to the Trans-
vaal “concentration camps,” in which men, women
and children, Boers and native Africans, were col-
lected by the British in order to help the British
identify who was their enemy and who was not.34
The idea of concentrating the population in camps
first arose when the Spanish fought against insur-
rections in Cuba in 1896, and similar camps were
also used by the UsaA in wars in the Philippines
in 1900-1902. Kitchener introduced the system
to South Africa, and by October 1901 there were

33  South African War, also called the Boer War, Second
Boer War, or Anglo-Boer War, and to Afrikaners, also
known as the Second War of Independence, was a war
fought from October 11, 1899 to May 31, 1902, between
Britain and the two Boer (Afrikaner) republics—the
South African Republic (Transvaal) and the Orange
Free State—resulting in British victory.

34  For a discussion of British and French caricatures con-
cerning the British concentration camps, see Mark Bry-
ant, Wars of Empire in Cartoons (London: Grube Street,
2008), 112-158.
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FIGURE 7.6 European Countries Accept Their Interests in the East. Juan Santes, untitled caricature,
al-Kaskul al-musawwar 64, August 6, 1922, frontispiece.
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18,000 Europeans and 43,000 Black South Afri-
cans in the concentration camps, which were run
by the army. Considerable criticism of the prac-
tice and the British conduct was raised both at
home and abroad in light of the fact that an es-
timated 20,000—26,000 women and children died
while in custody—mostly of disease.35 LAssiette
au beurre’s issue, which was all illustrated by the
French artists Jean Veber (1864-1928), explicitly

35  Ibid,155.

represented the violence allegedly employed by
the British toward those who were in the Trans-
vaal camps. Two of the images presented Brit-
ish representatives trampling on civilians in the
camps: in the first Kitchener, the chief of staff to
Field Marshal Sir Frederick Sleigh Roberts, whom
he succeeded as commander in chief in November
1900, is seen in the guise of an odious toad-beast;6

36  Jean Veber, “Lord Kitchener,” [Assiette au beurre 26,
September 28, 1901, 3. The caricature can be seen at
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and in the second Edward vi1 (1841-1910, king of
the United Kingdom and of the British dominions
and emperor of India from 1901) is illustrated as a
wine barrel.37

Returning to the caricatures in which the
symbol of the earth or the symbol of a map was
manipulated in order to discuss British imperial-
ist aspirations; one can note that in these compo-
sitions the different representatives of the West
were presented as the owners of the land while the
locals, whether Egyptian or other colonized na-
tions, were absent all together. One cannot trace
in these imagined realities any visual resistance,
as is prevalent in the American caricatures, or
the violence reflected in the French ones. Britain
is presented in these caricatures as operating in a
sphere devoid of its colonized subjects.

When the Egyptians are present in composi-
tions dealing with British colonialism, their pres-
ence is passive, as, for example, in a caricature
published in al-Lata’if al-musawwara in April 1936
(fig. 7.7).28 In this caricature, which was published
in the context of the negotiations between Britain
and Egypt over what would be eventually called
the Anglo-Egyptian Treaty, Egypt is depicted as an
elderly woman, sitting on a map of Egypt and sur-
rounded by flags of the British Empire pinned to
the spheres in which Britain wished to maintain
political and military power. Egypt’s body is bent
and weak, her head leaning on her right hand. Her
facial-expression reflects sorrow and pain. The
text above the image clarifies that this will be the
fate of Egypt if it consents to the British demands.

This caricature aimed at conveying a message of
a threat that might materialize—meaning Egypt’s
imagined future is depicted, not its present.

https://gallica.bnf.fr/ark:/12148/bpt6kio47856k/f3
.item. Last accessed on January 23, 2019.

37  Jean Veber, “The Thunderbolt of War’ [Assiette au
beurre 26, September 28, 1901, 13. The caricature can be
seen at https://gallica.bnf.fr/ark:/12148/bpt6kio47856k/
fi3.item. Last accessed on January 23, 2019.

38  Untitled caricature, al-Lat@’if al-musawwara 1104, April
6,1936, 24.
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However, one might wonder whether this image
of a passive, motionless, emotional Egypt does not
reflect an Orientalist reality which is understood
as the product of unchanging racial or cultural
essences. These essential characteristics are ar-
ticulated by Said’s Orientalism as a set of opposites
when compared to the West: passive rather than
active, static rather than mobile, emotional rather
than rational. Hence, the Orient, Europe’s Other,
is marked by a series of fundamental absences
(movement, reason, meaning). Or in Bhabha's
phrasing,

“[this] racist stereotypical discourse, in its colonial
moment, inscribes a form of governmentality that
is informed by a productive splitting in its consti-
tution of knowledge and exercise of power. Some
of its practices recognize the difference of race,
culture and history as elaborated by stereotypical
knowledges, racial theories, administrative colo-
nial experience, and on that basis, institutional-
ize a range of political and cultural ideologies that
are prejudicial, discriminatory, vestigial, archaic,
‘mythical,’ and, crucially, are recognized as being
so. By ‘knowing’ the native population in these
terms, discriminatory and authoritarian forms of
political control are considered appropriate. The
colonized population is then deemed to be both
the cause and effect of the system, imprisoned in
the circle of interpretation. What is visible is the
necessity of such rule which is justified by those
moralistic and normative ideologies of ameliora-
tion recognized as the Civilizing Mission or the
White Man’s Burden.”3®

The establishment of the occupant’s domination
over the natives, which affirms his superiority, was
based on polydimensional methods that dehu-
manized the militarily and economically subjugat-
ed native social group and turned it into an object
in the hands of the occupying nation. The objec-
tification process of the native population gen-
erated an ideological sphere (which functioned

39  Bhabha, “The Other Question,” 83.
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FIGURE 7.7 The Fate of Egypt. Untitled caricature, al-Lat@’if al-musawwara 1104, April 6, 1936, 24.
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closely with political and economic needs) in
which there was a culture in which one can recog-
nize “qualities of dynamism, of growth, of depth”;
while againstit, “we find characteristics, curiosities,
things, never a structure.”° In other words, a con-
substantial part of colonialism, the highest expres-
sion of the colonial system and one of the most
significant features of the colonialist, is racism.
Memmi’s discussion of colonial racism defines
it as being made up of three major ideological
components: “one, the gulf between the culture of
the colonialist and the colonized; two, the exploi-
tation of these differences for the benefit of the

40  Frantz Fanon, Toward the African Revolution: Politi-
cal Essays, trans. Haakon Chevalier (New York: Grove

Press, 1964), 34-35.

colonialist; [and] three, the use of these supposed
differences as standards of absolute fact.”#! That is
to say, racism not only “establish[es] a fundamen-
tal discrimination between colonizer and colo-
nized, a sine qua non of colonial life, but it also lays
the foundation for the immutability of this life.”+2
Thus, the historical relationship between the colo-
nizer and the colonized becomes an essence.
European publics were exposed to this ste-
reotypical racist discourse through modern rep-
resentational mechanisms, such as the world
exhibitions, the popular press, journals, novels,
travel-books, and official reports from the colonies,

41 Memmi, The Colonizer and the Colonized, 115.
42 Ibid, 118.
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as well as from public speeches, history books,
anthologies, biographies, poetry, illustrations,
and caricatures.*® Later, at the height of Europe-
an imperialism, the cinema joined the discursive
practices which spread the colonizer’s gaze.** The
scope of this work does not allow the presentation
of all these modes of representation, which were
shaped by the relations between an array of new
disciplines: history, art history, archaeology, geol-
ogy, biology, and anthropology.*> However, it is
worth presenting here briefly two caricatures, the
first was published in the American satirical jour-
nal Puck in December 1902 in the context of the
second Boer War.#6 This caricature epitomizes the
dichotomy between Civilization and Barbarism,
Barbarians, and Barbarity, as it was perceived in
Western discourses—un-Western, not-White, and
un-Christian.#” At the center of the composition,
Britain is portrayed as a white war goddess lead-
ing behind her British soldiers and settlers. The
goddess-Britain is holding a flag with the inscrip-
tion “Civilization.” At her feet are bodies of black
fighters. The British campaign is running against a

43  For the modern mechanisms of arranging knowledge
and displaying it in the World Exhibitions, see Timothy
Mitchell, “Orientalism and the Exhibitionary Order,” in
The Visual Culture Reader, ed. Nicholas Mirzoeff (Lon-
don and New York: Routledge, 1998), 495-505.

44  For a review and criticism of the research on racism
and colonialism in the cinema, see Robert Stam and
Louise Spence, “Colonialism, Racism and Representa-
tion,” Screen vol. 24.2 (March 1983): 2—20.

45  For the way the space of representation, as constituted
by the “exhibitionary complex,” was shaped by these
new disciplines, see Tony Bennett, “The Exhibitionary
Complex,” New Formations 4 (Spring 1988): 73-102.

46 Udo J. Keppler, “From the Cape to Cairo,” Puck 52, no.
1345, December 10, 1902, centerfold. The caricature can
be seen at https://babel. hathitrust.org/cgi/pt?id=umn
.319510028012880;view=2up;seq=332. Last accessed on
January 23, 2019.

47  For a discussion of the Civilization-Barbarism dichot-
omy as illustrated in Western caricatures, see Ellen Se-
bring, “Civilization & Barbarism: Cartoon Commentary
& ‘The White Man’s Burden’ (1898-1902),” The Asia-
Pacific Journal13, no. 27 (July 6, 2015): 1-43.
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group of black Africans, and their leader is holding
a flag with the inscription “Barbarism.”

In the second example, from the British satirical
journal Punch, the average Egyptian was presented
as unfit to serve his nation (implying military ser-
vice), and referred to in the title as “The Egyptian
Pet48 Beneath the caricature is a saying of the
British prime minister, Robert Gascoyn-Cecil, 3rd
Marquess of Salisbury (served 1895-1902): “We de-
sire that Egypt should be strong enough to repel
all external attack, and to put down all internal
disturbances.”*® “Not up to it yet, young'un.” (my
emphasis), explained the prime minister to the
young Egyptian in the subtitle, while checking his
muscles and affirming the obvious regarding the
British presence in Egypt.

This caricature affirms the ultimate aims of
British colonial liberalism, at least theoretically—
to bring better government, progress, and a better
life to Egyptians; what came to be known as “the
narrative of salvation.” According to this narrative,
which came to serve the colonial powers as a pow-
erful ideological tool in the service of justifying
empire at home to metropolitan populations, the
colonial projects were portrayed as a philanthropi-
cal mission, rationalized by the will to fight igno-
rance, diseases, and tyranny. The colonial rhetoric
of building a good and responsible government
was implicitly and sometimes explicitly concerned
with the problem of subject formation—men who
were properly disciplined and could therefore be
entrusted with real responsibility—the subject
matter of the caricature “The Egyptian Pet.”50

Skimming through the caricatures from Egypt
from the first four decades of the twentieth cen-
tury in which the British were confronted with the

48  John Tenniel, “The Egyptian Pet,” Punch 101, November
21,1891, 247. The caricature can be seen at http://www
.gutenberg.org/files/14229/14229-h/14229-h.htm. Last
accessed on January 23, 2019.

49  Lord Salisbury’s speech at the Guildhall, November g,
1891.

50  For the formation of the Modern Egyptian under the
colonial gaze, see Jacob, Working Out Egypt, Ch. 2.
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Egyptian, one can identify in most cases the use of
the same visual differentiations between the colo-
nizer and the colonized, under the colonial gaze:
the British are presented as tall and upright, their
bodily gestures moderate and accurate, almost
hidden, and they are presented as having more ex-
perience through images of being the grown-ups
and responsible adults. In front of them, the Egyp-
tian representatives are presented as weak, un-
manly, emotional, groveling, grotesque, and bent,
or simply as little children.

An expression of this visual and thematic di-
chotomy can be found, first and foremost, in
compositions relating specifically to the physical
strength or manhood of Egyptian politicians in
comparison to that of British politicians. Thus, for
example, a caricature published in Riz al-Yisuf of
John Bull and al-Nahhas, the leader of the Wafd
and the prime minister at the time, in the box-
ing ring (fig. 7.8).5! While John Bull is presented
as sturdy and heavy, and with a determined facial
expression, his hands clenched and ready to strike,
and both of his legs are standing firmly on the
ground, al-Nahhas is presented as slim and weak.
He is bent, his eyes lowered to the ground, and
his body recoiled slightly from John Bull. The sub-
title describes the situation as a “friendly fight,”
between a heavyweight boxing champion and a
featherweight boxing champion.

A simple reading of this visual encounter be-
tween East and West is that it evokes viewers’ em-
pathy in light of the inferior state of the Egyptian
representative in comparison to the British one.
Or it may be read as a criticism of the local politi-
cian who is not competent to fight his opponent.
In this context, it should be noted that Riz al-Yiusuf
in the 1920s was a pro-Wafdist journal and saw in
the Wafd and in its leader the legitimist heirs of
Hizb al-Umma (The People’s Party, founded in
1907) and it saw the Wafd as successfully leading
the political struggles Egypt was facing. As men-
tioned, the Wafd was nicknamed in the 1920s

51 “Bayna Britaniya wa-Misr,” Ruz al-Yiisuf125, May 1,1928,
9.
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Hizb Ruz al-Yisuf—a nickname which al-Nahhas
was proud of.52 It should be stressed that despite
its support, the journal did not refrain from pub-
lishing caricatures of the Wafd and its politi-
cians. However, this caricature, which undermines
al-Nahhas’ masculinity, is only one example of
many in which the Egyptian is stereotypically por-
trayed as weak, fragile, emotional, feminine, and
immature—all traits which characterize his ap-
pearance in the colonial discourse.

The next three examples pit different Egyptian
representatives against two of the High Com-
missioners to Egypt and the Sudan—George
Ambrose Lloyd (served 1925-1929) and Loraine
(fig. 7.9—7.11).5% Common to all three examples is
the representation of the British as opposed to the
Egyptian: both High Commissioners are depicted
standing erect and tall—in the first example the
body of High Commissioner Lloyd clearly exceeds
the upper border of the caricature. Their bodily
gestures are minimal or hidden. Their legs are
close to each other or separated by a slight spac-
ing. They gently smile. Their suits are bright—a
brightness that cannot be ignored against the
backdrop of the dark Egyptian suits. Their whole
appearance expresses majesty and splendor. There
is no single aspect in their appearance that reflects
an attempt to present them in a grotesque, ridicu-
lous or critical manner. They seem to be depicted
as themselves—an aspect which is more evident in
Loraine’s appearance.

Unlike the British politicians, the Egyptians are
depicted with twisted bodily gestures, bent and
groveling; their facial features distorted and gro-
tesque. Their speech underscores these alleged
traits and behavior. Thus, for example, the dia-
logue of the first example is as follows:

52 Al-Yasuf, Dikrayat, 122.

53  Juan Santes, “Wataniyya al-Nahhas Pasa,” al-Kaskul al-
musawwar 366, May 18, 1928, frontispiece; Juan Santes,
“‘al-Mandub al-Sami ista‘rada al-wizara, al-Kaskil al-
musawwar 232, October 23, 1925, 10-11; “Fl istigbal al-sir
Birsi Lurin,” al-Kaskil al-musawwar 600, November 11,

1932, 32.
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FIGURE 7.8 Between Britain and Egypt. “Bayna Britaniya wa-Misr,” Riz al-Yiisuf125, May 1, 1928, 9.
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FIGURE 7.9 The Patriotism of al-Nahhas. Juan Santes, “Wataniyya al-Nahhas Pasa,” al-Kaskul al-musawwar 366, May 18, 1928,

frontispiece.
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The High Commissioner Reviews the Government. Juan Santes, “al-Mandib al-Sami ista‘rada al-wizara,” al-
Kaskul al-musawwar 232, October 23, 1925, 10-11.
HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY
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FIGURE 7.11  The Reception to Sir Percy Loraine. “Fi istigbal al-sir Birst Lurin,” al-Kaskul al-musawwar 600, November 11,

1932, 32.
HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY
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“al-Nahhas: I have executed all your commands
most accurately. If there is any further
command, [ am at your service. How-
ever, when I raise my head in front
of our and your opponents, don’t be
mad!

Lord Lloyd: Indeed, that’s good. What has been

brought by the staff of Moses, will be
brought by the staff of Pharaoh.”5+

Or in the third example, in which the reception
of the Egyptian parliament for Lord Lloyd was
documented:

“Muhammad Mahmud: Your honor, it is not Iwho
rejoice in light of your
un-arrival. The person
who spread this rumor
was al-Nahhas and his as-
sociates; let Allah destroy
their home.

‘Adli Paga: Thus is true ... However, please, your
honor, let us go once more to the na-
tional government and we will all be at
your service.”5>

These caricatures should be read, first and fore-
most, as criticizing the Egyptian politicians, and
hence their deliberate depiction as grotesque and
ridiculous. One can also say that the British rep-
resentatives were not depicted in the same man-
ner in order to emphasize the deceptive behavior
of the local politicians—in the eyes of the cari-
caturist. And yet, the fact that probably all three
caricatures were designed by Santes cannot be ig-
nored with regard to the way he depicts the Egyp-
tian Other.56 All the same, Santes was not the only
caricaturist to perpetuate this East-West visual

54  Juan Santes, “Wataniyya al-Nahhas Pasa,” al-Kaskul al-
musawwar 366, May 18, 1928, frontispiece.

55  “FU istigbal al-sir Birst Lurin, al-Kaskul al-musawwar
600, November 11,1932, 32.

56  Although the last example is not signed, one can con-
clude from its style it is Santes’ work.
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and thematic dichotomy, and particularly the un-
Othering of the British representatives.

One of the semiotic visual mechanisms manip-
ulated by artists in order to emphasize the uneven
relationship between the Egyptian and the British
was the use of “animalization,” to use Machter and
Machter’s terminology—meaning the metaphoric
representation of a person or a political body in
the form of an animal.5? The result, as Machter
and Machter have shown, was a hybrid form, in
between an animal and a human being, charged
with specific stereotypical characteristics. In other
words, in using a prominent accepted trait identi-
fied in popular culture with a certain animal and
projecting it on a political figure, one can construct
a critical stance.>® The interpretation of the hybrid
form can be grotesque or pathetic.>® McPhee and
Orenstein emphasize the instantaneous reading of
such “shorthand analogies,” which enable viewers
to quickly understand the character or the situa-
tion without the need for words.®° An example is
a caricature published in al-Kaskal al-musawwar
beneath the title “Zaba’in al-sayf” (fig. 7.12).6! The
composition presents two local politicians as flies
hovering around John Bull. The blazing sun above
him soaks his body with sweat, which he tries to
fight with a handkerchief. His gaze is turned up-
wards, toward the flies Ahmad Mahir (1888-1945)
and ‘Ubayd. The text beneath the caricature is as
follows:

“John Bull: All that the summer has brought with
it is these flies, hurting my ears; and there is no

57  Machter and Machter, Qarigatirad, parsanit wi-
biigoret, 48-52.

58  French caricatures in the eighteenth century and
early nineteenth century were partial to portraying
people as animals (or objects), and particularly during
the French Revolution. For prominent examples, see
McPhee and Orenstein, Infinite Test, 56—63.

59  Machter and Machter, Qarigatirad, parsanit wi-
biigoret, 48.

60  McPhee and Orenstein, Infinite Test, 21.

61 “Zaba’in al-sayf; al-Kaskil al-musawwar 579, June 17,
1932, frontispiece.
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Summer’s Costumers/Fools. “Zaba’in al-
sayfy’ al-Kaskal al-musawwar 579, June 17,
1932, frontispiece.

FIGURE 7.12

HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

health department to save Egypt and me from
them.”

In the depiction of Mahir and ‘Ubayd as flies,
the caricaturist presents their political efforts as
meaningless, except the annoyance they cause to
the British. As with other caricatures discussed
in this chapter, there is an intent to de-legitimize
those politicians, as lacking the ability to lead the
nation. However, alongside the criticism of the
two members of the Wafd, one needs to consider
the implicit criticism regarding the health-services
in Egypt—the solution to it lay in the continued
presence of the British empire in the form of
John Bull (as embodied in the “the narrative of
salvation”). In other words, the image and text re-
establish the need for the British presence in view
of the lack of sanitation and health services. The
immediate solution to the problem appeared in a
preceding caricature, in which Arthur Henderson,
the British foreign minister between 1929 and 1931,

CHAPTER 7

was seen exterminating the flies ‘Ubayd and al-
Nahhas.62 The title of the caricature declared that
“prevention is better than treatment,” and Hender-
son added in his monologue that it was the only
way to get rid of those flies.

In other cases, both the British and the Egyp-
tians are depicted as animals. In all the examples
I have come across, Britain is depicted as a power-
ful predatory beast (as a lion for example), while
Egypt is depicted as the weak prey (as a mouse or
a sheep). What stands out in some of these com-
positions is Egypt’s easiness, or acceptance of her
up-coming brutal fate, and the staticity of her
body in front of the threat she faces. An example
is a caricature published in al-Itnayn in August
1934 (fig. 7.13).63 In this composition, High Com-
missioner Lampson is depicted as a cat facing a
mouse— ‘Abd al-Fattah Yahya, the prime minster
of Egypt at the time. In the dialogue accompany-
ing the image, the prime minister welcomes the
High Commissioner as he returns to Egypt and
shares his concern and regret that he had to leave
for England in the first place. The High Commis-
sioner, with a wide smile, appears to be giving a
ball to the mouse to play with. The prime minister
is not only not trying to run away but is reaching
out to receive the gift. The title of the caricature
suggests otherwise—only when the cat is absent,
the mouse gets to play.

In another image, published in Riz al-Yisuf in
April 1928, Britain as a wolf faces Egypt, which is
portrayed as a sheep (fig. 7.14).* The two animals
face each other, neither of them moving, though
the sheep lowers its head—perhaps in surren-
der? The wolf-Britain asks, “how come you are not
satisfied with me eating you, oh insolent one!? It
is rude. It is disrespectful. Please warmly accept
it” Despite the text, the sheep’s discontent is ex-
pressed only in the slight movement of the head.

xn

62  “al-Wigaya hayr min al-ilag,” al-Kaskal al-musawwar
487, September 12, 1930, frontispiece.

63  “Angabaal-gitt al'abyafar, al-Itnayn 9, August 13,1934, 3.

64  Juan Santes, “Bayna Britaniya wa-Misr, Ruz al-Yusuf
122, April 10,1928, 7.
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FIGURE 7.13  When the Cat is absent, the Mouse Plays. “An gaba al-qitt al‘ab ya far,” al-Itnayn 9, August 13,1934, 3.
PENN LIBRARIES RESEARCH ANNEX

FIGURE 7.14

Between Britain and Egypt. Juan Santes,
“Bayna Britaniya wa-Misr,” Ruz al-Yusuf122,
April 10,1928, 7.

THE JOSEPH REGENSTEIN LIBRARY, THE UNI-

VERSITY OF CHICAGO
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There is no hint of resistance in the bodily gestures
of the sheep.

If Egypt in these last two examples seems to in-
differently accept its fate, in an example published
in the journal Guha it seems happy with it.65 Brit-
ain in this composition appears as a lion, opening
its mouth to devour the sheep-Egypt. While the
lion’s expression is in line with the act he is per-
forming, the sheep-Egypt seems to be smiling.
Her legs are depicted as steadily standing on the
ground, and she does not seem to be trying to es-
cape her predator. One might suggest it is a visual
embodiment of fatalistic Egypt, submissive and
indifferent to her present as well as to her fate, as
framed in Orientalist texts.

These same claims can be illustrated by ex-
amples in which Egypt is described as a small
child, usually a girl, while Britain is presented as
the responsible, rational, cool-tempered, and ex-
perienced adult. For example, a caricature pub-

65  The frontispiece drawn by Santes appeared in Feno-
glio’s article without its full bibliographical infor-
mation. Fenoglio, “Caricature et Représentation du
Mythe,” fig. 3. The image is available at https://books.
openedition.org/cedej/555?lang=en. Last accessed on
September 17, 2017.
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FIGURE 7.15

The Question of Sudan. Doug, untitled caricature,
al-Lat@’if al-musawwara 418, February 12, 1923, 16.
STERLING & BASS LIBRARIES, YALE UNIVERSITY

lished in al-Lata@’if al-musawwara in February 1923
(fig. 7.15).66 In this composition, drawn by the
American caricaturist Doug, Egypt is depicted as a
crying little girl, wearing a Western outfit, and try-
ing to grab a jug, entitled “Sudan.” Without the title
“Egypt,” the girl could not have been identified as
symbolizing Egypt. On the other side of the large
jug stands a man, entitled “England.” The text be-
neath the image refers to him as “the Lord.” The
Lord holds the jug in one of his hands, and with
his other prevents Egypt from approaching. The
text clarifies that the “question of Sudan” is one
of the most complicated disputes between Egypt
and Britain. The Lord warns Egypt not to grab the
jug, since it might break, and she would lose ev-
erything. Egypt answers through the text that the
Sudan-jug was always hers. The American carica-
turist’s choice to depict Egypt as a little girl, cry-
ing over the stolen jug, while Britain is depicted
as controlling its emotions, does not seems to be
in keeping with the text accompanying the image.
The declaration, “the water of Sudan was Egypt’s
property from the day of Egypt's foundation,
when put in the mouth of a crying little girl does

66  Doug, untitled caricature, al-Lata@’if al-musawwara 418,
February 12, 1923, 16.
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not sound like a legitimate claim, but rather be-
comes the emotional tantrum of a spoiled young
girl, testing the adult in front of her, who wishes to
discipline her. The embodiment of Sudan as an ob-
ject to fight over, can also be read as a colonialist
stance toward the region and its people. However,
as the second part of this chapter will show, this
objectifying and colonialist perception regarding
the Sudan was shared by the British and Egyptians.

The inconsistency of the image with the text
accompanying it is a function of the text not be-
ing written by the caricaturist himself. In fact,
without the long paragraph attached to the image,
the composition could have been read in differ-
ent ways. The same inconsistency can be detect-
ed in another example relating to the Egyptian-
British negotiations, also published in al-Lat@if
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Self-Rule vs. Full Independence. Athab Hulasi, untitled caricature, al-Lata@’if al-musawwara 258, January 19,

1920, 3.
STERLING & BASS LIBRARIES, YALE UNIVERSITY

al-musawwara (fig. 7.16).57 In this caricature,
published in January 1920, Egypt is portrayed as a
crying baby, whom his nanny is seemingly trying
to appease. In one of her hands the nanny holds a
doll, marked as “self-rule” (al-istiglal al-datr), while
in the other, she holds a bottle marked with “full-
independence” (al-istiglal al-tam). The nanny,
which is portrayed from the back, is marked as
“Milner"—meaning she is an embodiment of the
Fall 1919 mission headed by Lord Milner. The text
beneath the image explains that “the painting rep-
resents the nanny who deprives the young baby
of what he needs to live and serves him a game
to play with; and the baby screams: pooh, pooh.”

67  Athab Hulasi, untitled caricature, al-Lat@’if al-musaw-
wara 258, January 19, 1920, 3.
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Since the nanny is portrayed from the back, and
the image lacks grotesque or exaggerated details,
there is no aspect in her presentation that can be
definitely described as negative. In this visual nar-
rative, it seems that the Egypt-screaming-baby is
the antihero.

In both the images just described, Britain is
portrayed as the calm, experienced, responsible
adult while trying to cope with the uncontrolled
behavior of childish Egypt. In some compositions
in which the Egyptians are portrayed as young
children, Britain’s role is occasionally reduced to
merely being present in the situation—relating
to its continued presence in Egypt. For example, a
caricature published in Riz al-Yisufin June 1932.68
The scene takes place at the beach. On the sand,
playing, resting, napping, and eating are members
of Sidqi's government. John Bull, representing
Britain, sits under a beach-umbrella. The sub-title
declares that the government decided to send, at
her own expense, 3000 kids during the summer to
Egyptian resorts. However, in the visual composi-
tion, those who seem to be spending time at the
beach are the government members, as children,
under British patronage.

Another visual and thematic mechanism to dif-
ferentiate the East from the West was the portrayal
of Egypt and the male-Egyptians with feminine
characteristics, while the British presented next to
them in the images were portrayed as masculine,
according to the prevailing male-discourse of the
time. In a series of imagined male-female relation-
ships, Egypt and its various representatives were
presented as belly-dancers, as professional mourn-
ing women, and so forth—mostly emotional,
sometimes weeping—and in other cases, coarse
and grotesque. Portraying the Egyptian politicians
with feminine characteristics reflected the male
gaze with regard to the gendered differences be-
tween the sexes, as well as women’s status in Egyp-
tian society.

68  “Musayif al-atfal” Ruz al-Yusuf 225, June 6, 1932, 36.
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The Egyptian character or the Egyptian cul-
ture, as reflected in caricatures juxtaposing the
British and the Egyptian, was also documented
in caricatures depicting the Egyptian street or
daily urban life. Thus, for example, a caricature
published beneath the title “Ahl al-fann fi al-id”
(“The Arts’ People in the Holidays,” fig. 7.17);6°
and the caricature “al-Sita’ fi al-Qahira” (“Win-
ter in Cairo,” fig. 7.18),70 expose the lack of order
and discipline in the Egyptian public sphere, and
hence the lack of culture. The first caricature was
published alongside an article dealing with the
experiences of the theatre artists in Cairo follow-
ing Ramadan in light of the audiences attending
the theatre during the holiday—audiences which
were described in the text as “children, families,
and factory workers.” According to the text, these
viewers rattled, behaved rudely, interfered with
the actors while performing their roles, and gen-
erally, were unsatisfied with their performances.”
The image itself, sought to portray the appearance
of the theatre hall: overcrowded by the sa‘ al-id
(the holiday crowd), depicted as aggressive and vi-
olent toward each other and toward the structure
itself, while the play is going on the stage. While
the text defined the “holiday crowd” as children,
families, and workers, from the image itself it
seems that all strata of Egyptian society are being
mocked.

The second caricature, “Winter in Cairo,” de-
picts a characteristic Cairene street in the winter.
The street is described as flooded with water, as
neither pedestrians nor vehicles can proceed. The
facades of the buildings are crumbling, and stores’
awnings are torn by the wind. Garbage is floating
in the flooded street. The subtitle of the caricature
elaborates that Cairo is expecting the winter rains

69 Birnad, “Ahl al-fann fi al-d," al-Itnayn 30, January 7,
1935, 28.

70 Ramgzi, “al-Sit@ fi al-Qahira” al-Itnayn 30, January 7,
1935, 35-

71 “Ahl al-fann fi al-d, al-Itnayn 30, January 7, 1935,
28-29.
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30, January 7, 1935, 28.
PENN LIBRARIES RESEARCH ANNEX

through turning cars into sailboats—a declaration
that can be read as Cairo’s indifference to its urban
state.

Returning to images which juxtapose personifi-
cations of Egypt and Britain, occasionally Britain
was described as the guardian of Egypt’s morals
and honor. The caricature “Egypt and the League
of Nations,” which was briefly discussed in the fifth
chapter is a clear expression of this perception
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The Art’s People in the Holidays. Birnad, “AAl al-fann fi al-id;" al-Itnayn
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(fig. 6.20). Egypt’s youth is noticeable amongst the
group of women surrounding her—a representa-
tion of the youth of the nation itself in comparison
to the other nations present, as Egypt only became
a member of the League of Nations in May 1937,
following the signing of the Anglo-Egyptian Trea-
ty in August 1936. Although the nakedness of the
young woman testifies to her inferiority or her hu-
miliation in front of the other nations, her facial
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FIGURE 7.18  Winter in Cairo. Ramzi, “al-$it@ fi al-Qahira,” al-Itnayn 30, January 7, 1935, 35.
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features, the tone of her skin, her haircut, and her
dress identify her as belonging to the same human
and social fabric as the other national communi-
ties in the composition. The blame for her humili-
ation lies with the Wafd’s leaders, while the West
is portrayed as willing to accept her if only she
will cover herself or let the West’s representatives
help her.

A further aspect of the positive depiction of the
British in their encounters with the Egyptian in
the caricatures of the period was their depiction
in an un-caricatured manner. In fact, in many of
the compositions in which British representatives
appear, their depiction can be categorized as il-
lustrated portraits rather than caricatures. The
images and personifications of the British were
not pathetic, ridiculous, or grotesque. The lack of
visual mechanisms of Othering is also prominent
in this context. Meaning, the use of visual means
to emphasize the Britishness of the British in com-
parison to the Egyptianness of the Egyptians. Ex-
amples of such mechanisms can be traced in Nagib
Mahfiz’s (1911-2006) realistic-naturalistic novels of
the 1940s and 1950s. Thus, for example, in the first
part of his Cairo Trilogy, Palace Walk (1956),72
an encounter between Kamal, the youngest of

72 The Cairo Trilogy was originally conceived as a single
novel; however, it was published in three parts: the first,
Bayn al-Qasrayn (Palace Walk) was published in 1955;
the other two parts, Qasr al-Sawq (Palace of Desire) and
al-Sukkariyya (Sugar Street) were published in 1957.
The trilogy was the first family prose narrative in mod-
ern Arabic literature. The narrative of its three parts
records the socio-political transformation of modern
Egypt in its quest for national identity and a role in the
modern world. It also stretches the topography of the
urban scene, with its cultural heritage and elaborate
network of human relations. The saga places the Egyp-
tian family at the heart of its narrative and follows its
ups and downs over three different generations: Palace
Walk begins during wwi in 1917 and ends with the out-
break of the 1919 nationalist revolution; Palace of Desire
starts five years later, in 1924, with the British negotia-
tion with Sa‘d Zaglal and ends with his death in 1927;
Sugar Street begins in 1935 with al-Nahhas addressing a
Wafd Party conference and ends with the mass arrest of
political activists in 1944.
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al-Gawad’s family, and British soldiers who set up
small camps along the street in which the family’s
house is located, serve as the context for the fol-
lowing dialogue:

“He looked at Fahmy as though pleading for help.
He stammered fearfully, Will they kill us?

They won't kill anyone. They’ve come to pursue
the demonstrations.

There was a short period of Silence. Then the
boy commented, as though to himself, What hand-
some faces they have!

Fahmy asked him sarcastically, Do you really
like their looks?

Kamal replied innocently, A lot. I imagined
they'd look like devils.

Fahmy said bitterly, Who knows? ... perhaps
if you saw some devils, youd think they were
handsome.””®

And later in the week,

“How handsome they are! I've never seen anyone
more handsome before. Blue eyes ... golden hair ...
gleaming white skin. They look like Aishal!

He suddenly ran off to the study, where he
raised his head to see the picture of Saad Zaghloul
on the wall next to those of khedive ‘Abbas 11,
Mustafa Kamil, and Mohammad Farid. When he
returned, he said, They're a lot better-looking than
Saad Pasha."7*

Returning to the caricatures, on only a few compo-
sitions can one trace visual and verbal references
to the stereotypical characterization of the Brit-
ish, emphasizing their Britishness. Amongst these
compositions is one of the chapters of the comic
strip Zarifa wa Zaqzuq (fig. 7.19).”® In this chap-
ter, Zarifa demands to know where her husband
spent the night. Zaqzugq tells her he was walking

73 Naguib Mahfouz, Palace Walk, trans. William Maynard
Hutchins and Olive E. Kenny (New York: Doubleday,
1991), 372

74 Ibid, 402—403.

75  Ramzi, “Zaqzuq wa Zarifa,” al-Itnayn 3, July 2,1934, 27.
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innocently around Qasr al-Nil, when two English
soldiers started chasing him (apparently without
justification, perhaps as an expression of their cru-
elty). The terrified Zaqziuq ran until he was red in
the face, then the soldiers recognized him as one
of them and carried him the rest of the way on a
stretcher. The reference in the text to the tendency
of the British to become flushed under extreme ef-
fort is not represented in the image itself, which
was printed in black and white. Instead, Zaqziq
is portrayed smoking a pipe as testimony to his
Britishness.

As the compositions discussed in this section
seek to portray their Egyptian protagonists nega-
tively and to delegitimize their political conduct
and perceptions, the caricaturists use all visual
means at their disposal in order to portray them
in a grotesque or pathetic manner. Disregard-
ing the identity of the caricaturists, one can read
this imagery as seeking to caricaturize the local
politicians through emphasizing their negative
traits—at least in the eyes of the journal in which
the caricature was published—while at the same
time visually enhancing the differences between
them and the rest of the participants in the com-
position. In line with this reading, one could con-
textualize the positive depiction of the British
representatives through what the psychoanalyst
Dominique O. Mannoni, in his Psychologie de la
Colonisation (1950), calls “the inferiority complex
of colonized peoples.””® Seeking to characterize
the psychological phenomena that govern the re-
lations between the colonized and the colonizer,
Mannoni argues that “not all peoples can be colo-
nized; only those who experience this need [for
dependency].” Meaning, that the British acted in
obedience to an authority complex, a leadership
complex, while the colonized obeyed a dependen-
cy complex. And that is why, “wherever Europeans
have founded colonies of the type we are consid-
ering, it can safely be said that their coming was
unconsciously expected—even desired—by the

76  Dominique O. Mannoni, Prospero and Caliban: The Psy-
chology of Colonization (New York: Praeger, 1964).
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future subject peoples. Everywhere there existed
legends foretelling the arrival of strangers from the
sea, bearing wondrous gifts with them.”””

This so-called “dependency complex” of colo-
nized peoples was severely criticized by Fanon in
his Black Skin, White Masks (1952). Fanon pointed
out the fact that whenever the question arose of
understanding why the European, the foreigner,
was called vazaha in Madagascar, which means
honorable stranger (hawaga in colloquial Egyp-
tian); or when it was a matter of understanding
why shipwrecked Europeans were welcomed with
open arms; why the European, the foreigner, was
never thought of as an enemy, instead of explain-
ing this behavior in terms of humanity, of good will,
of courtesy, scholars explained that it happened
simply because inscribed in “fateful hieroglyphics”
in the unconscious—there exists something that
makes the white man “the awaited master.””8

Whether we accept or reject Mannoni’s or
Fanon’s readings, the fact remains that many of
the caricaturists working in Egypt during the in-
terwar period were foreigners or immigrants—
some recently settled in Egypt; others were part
of the communities of minorities who immigrated
to Egypt during the nineteenth century. Their cos-
mopolitan experiences defines them as “the small
colonizer” or as those “deceived by colonization,”
to use Memmi’s terminology.”® These artists could
not have portrayed the images of the Egyptian fac-
ing the images of his Others through the Egyptian
gaze. For Memmi, there was no difference between
the Europeans living in the colonies, “the small
colonizers,” even if they were not “potentates or
possess thousands of acres or run the govern-
ment,” and other colonizers.8° The small colonizer
defended the colonial system vigorously because
he benefited from it.8! Every act of their daily life

77 Ibid, 85-86.

78 Frantz Fanon, Black Skin, White Masks, trans. by Charles
Lam Markmann (London: Pluto Press, 1986), 73—74.

79  Memmi, The Colonizer and the Colonized, 54—60.

80 1bid, 54.

81  Ibid, 55.
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placed them in a relationship with the colonized,
and with each act their fundamental advantages
is demonstrated. From the time of their birth, ar-
gued Memmi, they possessed a qualification inde-
pendent of their personal merits or their actual
class. They were part of the group of colonizers
whose values are sovereign:

“They are protected by international laws and an
extremely watchful consulate under constant ob-
servation by an attentive mother country. Often,
far from being rejected by the colonizer, it is they
who hesitate between integration and loyalty to
their homeland. Moreover, the same European
origin, a common religion and a majority of iden-
tical customs bring them sentimentally closer to
the colonizer. The results are definite advantages
which the colonized certainly does not have: bet-
ter job opportunities; less insecurity against total
misery and illness; less precarious schooling; and a
certain esteem on the part of the colonizer accom-
panied by an almost respectable dignity. It will be
understood that, as much as they may be outcasts
in an absolute sense, their behavior vis-a-vis the
colonized has much in common with that of the
colonizer.”82

Trying to characterize the moral and emotional
difficulties experienced by those “colonizers who
reject colonization,” or the colonizers of “extreme
good will,” Memmi points to the fact that even if
they discover that the colonized have justice on
their side, even if they give the colonized their ap-
proval and even their assistance (meaning acting
for their liberation and for their equal rights), they
were not one of them and had no desire to be one.
Memmi argues that even if they could vaguely
foresee the day of their liberation and the recon-
quest of their rights, they did not plan to share
their existence, even if they were freed.82 On the
other hand, continues Memmi, while the coloniz-
ers who reject colonization happen to dream of

82 Ibid, 58.
83 Ibid, 67.
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a brand-new social state in which the colonized
cease to be colonized, they did not conceive of
a deep transformation of their own situation
and of their own personality. In that new state,
they would go on being what they are, with their
language intact and their cultural traditions domi-
nating. Meaning, while they hoped to be a part of
the future nation, they firmly reserved the right
to remain citizens of their native country. They
realized that everything might change, and they
invoked the end of colonization, but they refused
to conceive that this revolution could result in the
overthrow of their situation and themselves.34

Returning to the Egyptian caricaturists, there
were caricaturists of Egyptian origin, such as
Ramzi. However, the images these caricaturists
designed did not construct a counter-visual-dis-
course to the cosmopolitan artists’ images. This
phenomenon can be explained by what Fanon
calls a “stock of particularisms”:

“At the very moment when the native intellectual
is anxiously trying to create a cultural work he fails
to realize that he is utilizing techniques and lan-
guage which are borrowed from the stranger in his
country. He contents himself with stamping these
instruments with a hallmark which he wishes to
be national, but which is strangely reminiscent of
exoticism. The native intellectual who comes back
to his people by way of cultural achievements be-
haves in fact like a foreigner. Sometimes he has no
hesitation in using a dialect in order to show his
will to be as near as possible to the people; but the
ideas that he expresses and the preoccupations
he is taken up with have no common yardstick to
measure the real situation which the men and the
women of his country know. The culture that the
intellectual leans toward is often no more than a
stock of particularisms. He wishes to attach him-
self to the people; but instead he only catches hold
of their outer garments.”85

84  Ibid, 84.
85 Fanon, The Wretched of the Earth, 223—224.
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The lack of consistent criticism of British im-
perialism, the limited number of images that
dealt with the foreigners’ privileges, the lack of
visual and verbal mechanisms of Othering, and
the depiction of the British representatives in a
conservative manner with regard to their carica-
tured portraits, all suggest that the artists did not
perceive the British as their Other. In a discussion
of this phenomenon in literature and movies from
the period, Starr argues it is the construction of
“familiar otherness,” which uses a language of in-
clusion rather than exclusion: “an alternative con-
struction of otherness—an Other who is familiar
yet recognizably different.”86 In this cosmopolitan
sphere, Egyptian identities remain unstable, mu-
table and vague, and in the movies Starr discusses,
the foreigners, the immigrants and the minorities
of Egypt are all portrayed as local subjects, who
speak the colloquial Egyptian, and who form an
inseparable part of the human urban fabric of
Egyptian society. However, watching a movie in
which one of these local subjects speaks collo-
quial Egyptian could have influenced the viewer’s
perception of that subject. Reading a caricature in
which British representatives appear in the com-
positions with dialogue written in the colloquial
Egyptian could not have had the same influence,
since the foreign hero does not speak in his own
voice.

The cosmopolitan or Levantine community
portrayed in these movies, allegedly representing
the Others, reflects the blurred boundary between
the local and the foreign. Kahanoff reflects this
vagueness in her attempt to reconstruct her feel-
ings, as an Egyptian Jew, toward the country in
which she grew up and toward the community she
allegedly belonged to:

“The words ‘native’ and ‘foreigner’ confused me,
hence even though they did not mean the same,

86  Starr, “Masquerade and the Performance of National
Imaginaries: Levantine Ethics, Aesthetics and Identi-
ties in Egyptian Cinema,” Journal of Levantine Studies 1,
no. 2 (Winter 2o1): 39.
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both meant by contempt—not English.” Later, I
was surprised when I realized their meanings were
almost reversed; ‘native’ meant ‘born here, ‘for-
eigner’ meant ‘an outsider, and, then, the idea that
maybe the Englishmen were natives in England
was an exhilarating audacity. However, there was
no logic to that—the English were definitely not
native in the same meaning as in our corner of the
world. As a matter of fact, there was a third kind
of people, inconvenient to the point of irritation,
between the pink and the brown-skinned, people
like us, Jews, Greeks, Christian Syrians, Armenians,
native in the known meaning and Europeans in
other meanings, which were called Levantines.
[...] How hard it was for those in-between-people,
people like us, to know what to choose, whom to
resemble, or against whom to be, the British or the
natives.”87

The narrative of coexistence which Starr discuss-
es, through which the “familiar otherness” is con-
structed, can serve here for reading the caricatures
in which the Egyptian faces the British. Although
these images sought to proclaim an anti-British or
anti-colonial stance, meaning to identify with the
place (Egypt) and the collective (the Egyptians),
they rather constructed a visual relationship in
which the Egyptian was framed as the Other. Hence,
this satirical imagery cannot simply be categorized
as Egyptian or not, local or foreign, Eastern or West-
ern. In other words, as the caricatures of the period
cannot simply be discussed as a mere translation of
European imagery, neither can they be discussed as
the “under/other side of ‘colonial discourse,” to use
Bhabha’s phrasing.®® The practices and discourses
of the revolutionary struggle may be historically
co-present with the colonial discourse, and in-
tervene in it, argues Bhabha, but it can never be
“read-off” merely on the basis of their opposition
to it: “anti-colonialist discourse requires an alterna-
tive set of questions, techniques and strategies in

87  Kahanoff, “ha-Sa‘if ha-kahol)" 55—56.
88  Bhabha, “The Other Question,” 75.
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order to construct it."8° Some will categorize these
compositions as reflecting Bhabha’s “third space.”
In any case, one should wonder whether the depic-
tion of the Egyptian as weak, emotional, and femi-
nine facing the rational, calm, responsible West-
erner did not intensify the differences between “us”
and “them” according to the Western gaze. What
consequences did these images had on the self-
perception of their audience is another question
which needs to be addressed.

2 Whose Object is This? Sudan and the
Sudanese

“The Sudanese Question: Sweet but Thorny,’
declared a caricatured frontispiece published in
al-Itnayn in August 1936 (fig. 7.20).%° The facial
features of the young Sudanese woman appear to
us amongst the limbs of a thorny cactus bush. The
young woman smiles, her lips colored in dark red,
her hair is cut short, her head is bare, and a pair
of large red hoop earrings hang from her ears. Her
cheekbones are high, and white light is reflected
from them and from her forehead. Her eyebrows
are shaped in a thin black line. She does not direct
her look to her viewer; rather her gaze is turned
leftwards, toward an un-seen object or view. The
limbs of the cactus surrounding her are equal in
their dimensions to her head.

Sudan in this composition can be read as “a
site of dreams, images, fantasies, myths, obses-
sions and requirements,” to use Bhabha’s phras-
ing for Said’s Orientalism. Bhabha, following Said
and Fanon, sought to focus the theoretical discus-
sion of the “Other Question” on the force of am-
bivalence which, for Bhabha, gives the colonial
stereotype its currency.®! In line with Bhabha's
theoretical discussion, the young Sudanese wom-
an is a sexual object; however, her framing as a
thorny object sets her up as “a site of productive

89 Ibid.

90 “Al-Masala al-Sudaniyya,” al-Itnayn 112, August 3, 1936,
frontispiece.

91 Bhabha, “The Other Question,” 71.
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power, both subservient and always potentially
seditious.”%?

The stereotypization of the Sudanese Question
as a young black attractive yet dangerous woman
allows us, to use Bhabha theoretical discussion,
to read the racial stereotype of colonial discourse
in terms of fetishism. Meaning, the disavowal of
difference.® For Bhabha, The recognition of sex-
ual difference is disavowed by the fixation on an
object that masks that difference and restores an
original presence, and thus fetishism is always a
“play” between the archaic affirmation of whole-
ness/similarity—*“all men have the same skin/
race/culture”; and the anxiety associated with lack
of difference—*“some do not have the same skin/
race/culture [Bhabha's emphasis].”** The fetish
thus gives access to an “identity which is predi-
cated as much on mastery and pleasure as it is on
anxiety and defense, for it is a form of multiple
and contradictory belief in its recognition and
disavowal of it"95 A visual manifestation of this
subversive mechanism of the difference, while si-
multaneously denying it, has been found in British
advertisements since the beginning of the seven-
teenth century, which used slogans based on the
form of “both/but.” For example, the slogan “Black,
but Beautiful” for the Samuel and Henry Harris
Company, which operated in London in the sec-
ond half of the nineteenth century.%6

When examining the caricatures from interwar
Egypt discussing the “Sudan question,” the ques-
tion of who the colonizer is in this visual sphere
arises. This question of “the colonized colonizer”

92 Ibid, 76.
93  Ibid, 79.
94 Ibid.

95 Ibid, 8o.

96  The advertisement was published and discussed in
Rosanna Masiola and Renato Tomei, “Gender in Black-
ness: Stereotyping in Children’s Literature, Media, and
Political Discourse,” The International Journal of Cross-
Cultural Studies and Environmental Communication 2,
no. 2 (2013): 121-137. Available at https://crossculturen-
vironment.files.wordpress.com/2013/09/volumez2_is-
sue-2_2013-volume-1_issue1_2014.pdf. Last accessed on
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first appears in Timothy Mitchel's Colonizing
Egypt.9” However, Troutt Powell addresses the is-
sue atlength in her A Different Shade of Colonialism
(2003). Troutt Powell focuses on the presence of
colonial perceptions and tendencies amongst the
Egyptian elites toward the Sudan and the Sudanese
from the late nineteenth century through the first
half of the twentieth century. These perceptions,
according to Troutt Powell, affected Egyptian na-
tionalism and cultural identity.%® In her conclu-
sion, Troutt Powell addresses the satirical images
of the Sudan and of the Sudanese as reflecting the
notion of the “colonized colonizer” However, for
Troutt Powell, the caricatures of the period mirror
the Egyptian perception of the Sudanese, as she
ignores the identities of the caricaturists. In what
follows, I will briefly discuss the caricatures from
the period that relate to the “Sudan Question” as
framing the cosmopolitan gaze of its artists.

How far did Egypt reach? Since 1821 the Sudan
had been an Egyptian colony. Most of the high offi-
cials and military officers serving in Sudan were of
Mamluk-Ottoman origin, and Turkish became the
language of communication between the Mamluk
elite in Egypt and the colonial administration in
Sudan. Sudanese, however, refer to “Turkish rule”
to describe the occupation, which lasted until the
Mahdi’s revolt of 1885, which occurred shortly
after the British occupation of Egypt in 1882.9°
A Sudanese religious leader, Muhammad Ahmad
‘Abd al-Sayyid ‘Abdallah, who called himself al-
Mahdi1 (the Messiah), rebelled against Egyptian
rule, seized Hartim, and evicted Egypt from al-
most all the territories it had ruled from 1821 to

97  Timothy Mitchel, Colonizing Egypt (Berkeley: Univer-
sity of California Press, 1988).

98  Troutt Powell, A Different Shade of Colonialism, 22.

99  Two illustrations in Sanna“s journal, Abi naddara, re-
late to the Mahdr’s rebellion: the first illustrated one
of the Mahdr’s speeches to his supporters; the second
addressed General William Hicks’ defeat in September
1883. Abu naddara 1, March 3, 1883, 3; Abu naddara 1,
October 27, 1883, 13. The illustrations are not carica-
tures, and the images do not take a stand regarding the

events.
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1884. In 1898, British-led armies invaded the re-
gions of the Sudan, which were held by the Mahdr’s
government, and re-attached them to Egypt. The
Anglo-Egyptian Condominium Agreements of
January 19 and July 10, 1899, which lasted until the
formation of the sovereign, independent Republic
of the Sudan on January 1, 1956, established an of-
fice of governor-general, to be appointed, on Brit-
ish recommendation, by the khedive of Egypt and
vested with supreme civil and military command.
In theory, Egypt shared a governing role; however,
in practice the structure of the Condominium en-
sured full British control over the Sudan, while the
Egyptian Treasury paid the bills.100

The British abolishment of the protectorate
over Egypt following wwi, and the granting of
nominal independence to Egypt, did not change
British stances regarding the Sudan or Egyptian
claims over the recognition that the Sudan was
part of Egypt—geographically, politically, and cul-
turally. The British continued to deny the territo-
rial integrity of the Nile Valley, as perceived by the
Egyptians, and insisted that Britain would contin-
ue to administer the Sudan separately from Egypt.
Consequently, the issue of the Sudan remained
unresolved and colored the negotiations between
Egyptian nationalists and British officials in racial
terms.!®! While British officials acknowledged that
there were political bonds in the past that united
Egypt with the Sudan, these were always fragile,
and they insisted that Sudan has never been really
taken by or united with Egypt.102

As Troutt Powell elaborates, British insistence
on administering the Sudan separately from Egypt
was partly based on racial differentiations—the
result of anthropological studies, and especially
those of the anthropometrist and ethnographer
Charles Myers, who explored the racial identity
of the Egyptians. The purpose of these studies

100 Anita H. Fabos, ‘Brothers” or Others? Property and
Gender for Muslim Arab Sudanese in Egypt (New York:
Berghahn Books, 2008). 5—6.

101 Troutt Powell, A Different Shade of Colonialism, 174-17s5.

102 Ibid,177.
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was to accentuate the racial homogeneity of the
Egyptians. However, it served the British to refute
Egyptian claims over the Sudan, since the find-
ings were also meant to racially distinguish the
Egyptians from the Sudanese.l%3 Anthropological
mapping of the Nile Valley defined who belonged
where, while the racial reasoning characterized
the political discourse rather than indigenous con-
ceptions of belonging.104

British officials also emphasized that since the
establishment of the condominium, projects orga-
nized and administered by the Sudanese govern-
ment had actually reformed the chaos wrought
on the Sudan during Turku-Egyptian rule and the
Mahdiyya. The British administrators preferred to
invest in primary education, especially instruction
in agriculture, which it thought could bring peace
and prosperity.l%5 Education, which eventually
led to the level of modernization necessary for the
Sudanese to govern themselves, was not part of
any immediate plan, as the British perception of
the Sudanese was that they were “school-boys—
laughing, joking, and playing practical tricks on
each other%¢ The black man was infantilized and
presented as requiring the proper (meaning, Brit-
ish) leadership and education, in order to maxi-
mize his utility.l9? Furthermore, British percep-
tion of Sudanese nationalism differed from their
perception of Egyptian nationalism, and therefore
any progress toward political autonomy in the
Sudan would have to be shaped out of British con-
ceptions of Sudanese nationalism.108

The political goal of Sudanese self-governance
was not an Egyptian objective. For many of the
theoreticians of Egyptian nationalist ideals, Sudan

103 Eve M. Troutt Powell, “Brothers Along the Nile: Egyp-
tian Concepts of Race and Ethnicity, 1895-1910,” in The
Nile: Histories, Cultures, Myths, ed. Haggai Erlich and
Israel Gershoni (Boulder: L. Rienner, 2000), 172.

104 Ibid, 175.

105 Troutt Powell, A Different Shade of Colonialism, 176.

106 George A. Henty, With Kitchener in the Soudan. A Story
of Atbara and Omdurman (London: Blackie, 1903), 95.

107 Jacob, Working Out Egypt, 38.

108 Troutt Powell, A Different Shade of Colonialism, 177-178.
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was “Egyptian property” As Troutt Powell dem-
onstrates, this connection, which developed into
a sense of possessiveness about the Sudan, de-
veloped in Egypt prior to the British occupation.
Troutt Powell pointed out that the Egyptian dis-
course over the Sudan and the Sudanese and the
special connection between the two countries can
be framed in terms of a “civilizing mission.”%° This
Egyptian perspective began to take shape in the
last decade of ‘Ali’s reign and was fully developed
by the 1870s. However, from 1898 to 1899, the pe-
riod of the British reconquest of the Sudan, Egyp-
tian nationalists developed the themes of the Su-
dan being Egypt's by right and by nature, and by
1919, the slogan “the unity of the Nile Valley” was
well-established.!©

A visual embodiment of the perception of the
Sudanese as an object in the possession of Egypt
can be seen in the caricature, which was previous-
ly discussed, in which Sudan was portrayed as a
water jug (fig. 7.15). Indeed, the depiction of an en-
tity (whether a living one or an idea) as an object
is one of the rhetorical mechanisms at the disposal
of the caricaturist—a mechanism which allows
the caricaturists to construct a visual insight with
regard to a certain individual or a situation with-
out words. This rhetorical visual mechanism was
articulated by Machter and Machter as “displace-
ment”’—the transformation of objects in which
their function changes while being transferred into
a new sphere and while taking on a new semantic
function with a borrowed meaning.!! However, in
colonial discourse, the mechanism of objectifying
the colonized subject has racial meanings which
denies the subject—in our case the Sudanese—
his humanity, and turns him into an Object. One
can also note in this context a caricature pub-
lished in Ruz al-Yusuf in March 1930 (fig. 7.21).112

109 Ibid, 3.

110 Ibid, 7.

111 Machter and Machter, Qarigatiirad, parsaniit wii-
biigoret, 21-42.

112 Iskandar Sarthan, “Hawla al-mufawadat” Ruz al-Yasuf
164, March 18,1930, 9.
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FIGURE 7.21

In this composition, Prime Minister al-Nahhas
is standing in the middle of a room, surrounded
by travel crates. The destination is London, as
a title on one of the crates specifies. Al-Nahhas
turns to the officer facing him while pointing to
a crate behind him, from which a young Suda-
nese man, or an adolescent, raises his head, and
demands: “pay attention, don't forget this box!”
The caricature was published on the occasion
of al-Nahhas' departure to London to negotiate
with Henderson, the minister for foreign affairs,
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About the Negotiations. Iskandar Sarahan, “Hawla al-mufawadat,” Ruz
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regarding a range of controversial issues, including
the Sudan question.!® Al-Nahhas commands the

113 For the sequence of events that eventually led to the
resignation of the prime minister, see al-Sayyid Mar-
sot, Eqypt’s Liberal Experiment, 129-137. Al-Nahhas was
accused in Egypt of failure in the round of talks. Al-Yasuf
discussed these events in her memoirs and mentioned
that Ruz al-Yasuf was the only paper which did not
attack al-Nahhas for his statements over the talks. Al-
Yasuf, Dikrayat, 137.
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officer, while mentioning the box alone and ig-
noring its contents. Thus, he fixes its essence as
a piece of property that can be transferred from
place to place and denies the Sudanese subject his
humanity.

During the 1920s, Egyptian nationalists, most
notably Ahmad Lutfi al-Sayyid, acknowledged the
danger of accepting the racial differences among
the people of the Nile Valley, which could materi-
alize in losing the Sudan. Egyptian colonization of
the Sudan was presented by al-Sayyid as a familial
bond, referring to the Sundanese as the Egyptians’
brothers. Through his writings, al-Sayyid, as dis-
cussed by Trout Powell, refuted the notions that
Egyptians can colonize; only the foreigners, who
did not have family bonds with the inhabitants of
the Nile Valley, could do that. Sudan is not Egypt’s
colony, rather “she completes her."'* The new fa-
milial conception of the relationship between the
Egyptians and the Sudanese was based on develop-
ments of Egyptian nationalist thought according
to territorial criteria, which redefined the Egyptian
nation through the slogan “the unity of the Nile
Valley” However, the emphasis on the blood ties
between the Egyptians and the Sudanese, as well
as the emphasis on the shared experiences and
suffering, or the equality of the Sudanese “with the
Egyptians in all rights and duties,” did not change
the Egyptian premise regarding who ran the fam-
ily affairs.1’® It was an Egyptian “responsibility to
look out for their brothers’ welfare, and no one
else’s.”16 The Sudanese could not have been imag-
ined as co-administering the shared-nation, nor
were they given a voice in the Egyptian political
discourse itself.1"?

Caricatures from the period, as briefly dis-
cussed by Troutt Powell, emphasized verbally the
Egyptian notion that the Sudanese and Egyptians
were “all from one mother, within the borders of

114 Ahmad Lutfi al-Sayyid, al-Garida, October 22, 1910,
quoted in Troutt Powell, “Brothers Along the Nile,” 179.

115 Ibid.

116  Ibid, 178.

117 Troutt Powell, “Brothers Along the Nile,” 180.
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one country,"!® while visually speaking in another
language. As an example, Troutt Powell discusses
a caricature which was published in al-Lat@’if al-
musawwara in September 1924 (fig. 7.22).19 In this
composition Sudan is depicted as a ragged and di-
minutive dark-skinned girl, trying to scale a fence
and reach a light-skinned and veiled Egyptian, ad-
dressed as her big sister. John Bull, representing
Britain, grabs Sudan in an attempt to stop her from
climbing the fence, while angrily saying: “I cannot
leave you until I have completed your upbringing
and education.” Sudan answers, “Leave me alone!
I'm going to my sister because I cannot live like
this!” Egypt, looking over her shoulder with what
appears to be a lack of interest, says to John Bull:
“What have you to do with her? I'm her sister, I'm
responsible for her” However, there is no visual
similarity between the two sisters, but rather a
difference which characterized all treatments of
the Sudan Question in Egyptian caricatures. In
all the visual compositions, Egypt was depicted
as a young woman, dressed in Western attire, oc-
casionally with a light face-veil, while Sudan was
depicted as dark-skinned, mostly naked (testimo-
ny to her un-civilized state, under the gaze of the
caricaturists), and occasionally in torn ragged gar-
ments or tribal garments.

Troutt Powell rightfully points to the fact the al-
though the Sudanese girl's actions are considered
her own, and she is actively trying to unite with
her sister, her smaller dimensions in comparison
to the other two figures in the composition, and
her youth, imply that Egypt or Britain has to be the
caretaker of Sudan.!?° In other words, Sudanese
submission to Egypt is voluntary. This notion of
Sudanese activism appeared also in other carica-
tures; however, it only appears in the sub-titles,
suggesting, again, that the caricaturists’ perception
of reality differed from those writing the texts ac-
companying the caricatures. An example is a

118  Ibid, 179.

119 Untitled caricature, al-Lat@’if al-musawwara 499, Sep-
tember 1, 1924, 16. Troutt Powell, A Different Shade of
Colonialism, 214, fig. 10.

120 [bid, 215.
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FIGURE 7.22
STERLING & BASS LIBRARIES, YALE UNIVERSITY

caricature published in al-Kaskal al-musawwar
in April 1933 (fig. 7.23).1?! John Bull stands in the
middle of the composition separating the two sis-
ters. Sudan’s appearance is that of the most com-
mon stereotypical European depictions of the
Sudanese—a wild savage. The young Sudanese
stands in fear to the left of John Bull, peeking from
behind him, while her gaze is turned to her right,
towards the feminine Egypt. She wears only a white
straw skirt. In her left hand she holds a long spear.
Her skinny body, marked in bright black, dif-
ferentiates her from the other two figures in the
composition. John Bull’s left hand stops her from
stepping forward. However, her alleged desire to
unite with her sister is only reflected in the text:

121 “Misr wa-l-Sudan bayna al-Inkilitara,” al-Kaskul al-

musawwar 621, April 7,1933, 32.

What Have You to Do with Her? Untitled caricature, al-Lat@’if al-musawwara 499, September 1, 1924, 16.

“I want to see my sister Egypt.” There is no visual
embodiment of that desire in her bodily or facial
gestures. To the right of John Bull, Egypt as a wom-
an in her twenties, wearing a sleeveless green West-
ern dress, stands with her back to the others, while
her head turns to the right. Nothing in her bodily
or facial gestures suggests she wants the reunion.
On the contrary, it seems she is not interested in
it at all, as she only gazes unconcernedly at the
scene.

Did the Sudanese actually want to reunite with
Egypt? The Egyptian political discourse ignored
the Sudanese political perspectives. Educated Su-
danese struggled with the concept of the “unity of
the Nile Valley” because it insinuated an Egyptian
hegemony over the Sudan. Deep anti-Egyptian
sentimentsamong many Sundanese were exploited
by the British and by the officials of the Sudanese
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government to accentuate the depths of alienation
between Egypt and Sudan. The British attempts
met with great success among the leaders of the
Sufl tara‘iq (sg. tariga, orders of the mystical tra-
dition of Islam) and old supporters of the Mahdi.
These groups blamed the Egyptians for bringing
the British into the Sudan and for destroying the
Mahdiyya. The status quo under the British was
perceived as temporary and as a tactical alliance
against the Egyptians, who had proven themselves
from the Sundanese perspective to be harder to
evict. These perspectives were absent from the
Egyptian press.

Stereotypical depictions in Egyptian caricatures
of the family members, from the north and south,
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FIGURE 7.23

Egypt and Sudan Between Britain.

“Misr wa-l-Sudan bayna al-Inkilitara,” al-
Kaskul al-musawwar 621, April 7,1933, 32.
HOOVER INSTITUTION LIBRARY, STANFORD
UNIVERSITY

repeated time and time again in the compositions.
However, while the political discourse accentu-
ates the similarities between the Egyptians and
the Sudanese—the Pharaonic culture, the Ara-
bic culture, and the Muslim culture—the images
themselves stressed the difference. The dark-
skinned as opposed to the white-skinned, the
civilized as opposed to the savage, the child-like
as opposed to the responsible grown-up, the mod-
ern versus the exotic. A further distinction lay in
the roles Sudanese played in the visual composi-
tions. When they were not the subject of the cari-
cature itself, they were presented as objects. In all
other depictions they were shown as serving the
Egyptians. In other words, for the caricaturists,
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Egypt and the Sudan, January 20, 1931. “Misr wa-l-Sudan,” al-Kaskul al-musawwar
507, January 20, 1931, frontispiece.

HOOVER INSTITUTION LIBRARY, STANFORD UNIVERSITY

the black citizens of the country, or the brothers
from the south, were no more than an “empire of
domestics.”'22 One can compare this social and cul-
tural satirical decree to the way the Sudanese were
portrayed in the Egyptian movies of the period.!?3

122 Troutt Powell, A Different Shade of Colonialism, 6.

123 For a survey of the output of the Egyptian film industry
under al-Nasir’s rule and the limited political rhetoric
advocating unity of the Nile Valley in the early al-

Nasirist movies, see Gordon, “River Blindness,” 137-156.

Joel Gordon argues that the appearance of the Su-
danese only in minor roles in Egyptian movies was
a decided diminution, which underscored the gap
between the official national narrative and pop
culture.’?* The caricatured sphere presented this
same gap. However, one should consider its con-
text, whether Egypt’s reluctance to unite with the
Sudan in the compositions was an Egyptian per-
ception or whether it was a further manifestation

124 Ibid, 144.
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of the complexity of the inside-as-outsider gaze of
Egypt’s caricaturists.

The political discourse of the “unity of the Nile
Valley” is discussed by Troutt Powell as a discourse
over cultural traditions which were consolidated
over decades of trade in Sudanese slaves. The Brit-
ish saw the Egyptian perceptions of the Sudan and
the Sudanese, and especially their justification for
Sudanese slavery, as further proof of the Egyptians’
inability to govern themselves—hence, a further
pretext for their continuing presence in Egypt as
well as in Sudan.!?5 A caricature published in al-
Kaskul al-musawwar in May 1932 encapsulates this
British perception (fig. 7.24).126 This composition
depicts the two cultural entities at the focus of
the Sudan Question’s negotiations. At the center,
a characteristic rural Egyptian and a characteris-
tic rural Sudanese are sitting and talking on the
bank of a river. Plain straw huts behind them
frame the scene of an unknown village along
the Nile.

Behind them stand two representatives of the
British colonial powers in Egypt—the British
High Commissioner in Egypt and the Sudan at the
time, Loraine, and Alfred Spender, a journalist and
writer, who resided in Egypt from time to time.
The two are discussing the spectacle in front of
them:

“Mister Spender: Look at these two Sir Percy,
they are drinking from the
same jug!

125 Troutt Powell, A Different Shade of Colonialism, 2.
126  “Misr wa-l-Sudan,” al-Kaskil al-musawwar 507, January
20, 1931, frontispiece.
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Between us, all our work was
due to fail!”

Sir Percy Loraine:

This imagined dialogue reflects the British at-
tempts to educate or civilize the Egyptians and/
or the Sudanese. It embodies the Orientalist
discourse with regard to the difference between
East and West and to the application of Western
anthropologic research to the “narrative of salva-
tion.” The visual composition emphasizes these
differences: the Western couple, in light-colored
outfits, stands erect and gazing from afar at their
proteges in need of their protection; while the
Eastern pair are depicted sitting bent on the
ground—as a further proof of their lack of ap-
propriate education or civilization? Their primi-
tive dress and their accentuated and somewhat
grotesque facial features represent the counter-es-
sence of the Westerners. Furthermore, their smiles
can be seen as a testimony to their indifference to
their condition. The straw huts accentuate their
un-modern essence. For Loraine and Spender, the
Egyptian and the Sudanese are one—both fail
to realize the promise embedded in the British
presence.

The unity presented in this composition as
a testimony to the failure of the British cultural
project does not reflect the idea of the colonized
colonizer; rather it is another manifestation of the
insider-as-outsider gaze of the Egyptian cosmo-
politan artists. The appearance of the Sudanese in
this composition is under the gaze of all forces ac-
tive in the cultural sphere of the satirical press—
foreigners, immigrants, minorities, mutamassirun,
and Egyptians. This depiction represents the Ori-
entalist gaze of the Other—no matter which colo-
nizer the gaze belongs to.
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Conclusion

In March 1907, the first and only issue of Ha, ha, ha
was published by Muhammad Mas‘ad and Hafiz
‘Awad. The main article of the issue was a long
survey of the art of the caricature, its visual prin-
ciples, and its definition in Egypt at the beginning
of the twentieth century—*“for those who have
not seen the paper of Sanna"! As discussed in the
second chapter, the writer shared with his readers
that he did not learn the craft of drawing carica-
tures, which he admits requires expertise, skill
and practice, as well as previous knowledge of the
field. However, he thought that after he practiced
that art, through his journal, he would shine and
surpass trained caricaturists.?

To face the task he took upon himself, the edi-
tor turned to Salim Sarkis, who published a journal
named after himself (Magallat Sarkis, Sarkis’ Jour-
nal,1905-1925), to advise him how to learn to draw
caricatures. Sarkis’ reply is as follows:

“I see you seek [...] to publish an illustrated, hu-
morous, sophisticated [rdagiyya] journal. And the
people of Egypt are un-familiar with this art. [...]
And these paintings [require] an observation un-
like any other [observation]. You know I was the
first to draw these humorous political paintings in
the Arab press. And I will tell you how to draw the
deformed shape. And my lesson will be a kind of
a survey of this art and I ask you to be aware that
what I am offering you is a desirable and highly
important privilege.”3

Further on, the editor of Ha, ha, ha continues in
the attempt to explain the logic behind the hu-
morous political paintings:

Al-Magazi, al-Sihafa al-fanniyya ft Misr, 168.
Ibid, 169.
3 Ibid, 169-170.
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“And I also must say that whomever finds the jokes
in this paper or its paintings ugly, there is no rea-
son to be upset or angry. Because we are like the lu-
natics, happy and rejoice as we see people insulted
by us, and we are deeply settled in our madness.

The deep reflection in these paintings, dear
readers, which appear in this paper, will not pro-
vide what [the reader] expects, since the repre-
sentation of people and objects in a humorous
fashion aims in the illustrated humorous press to
leave an impression which testifies to the charac-
teristics of the people and their feelings, despite
the deliberate distortion, the exaggeration and the
changes in their looks and their facial features, and
in line with the principles maintained in this kind
of circumstances.

And the reason why this humorous art has not
reached its high proficiency is not because it is in
its infancy; but, rather, because it wasn't born yet,
and it is being born today with the publication of
Ha, ha, ha into the world of reality, with its visible
flaws, which we hope to amend with proper care,
while readers can help by asking for them [the
repairs of the flaws]. And we will answer to them
[the readers] by improving and executing the jour-
nal perfectly4

Then, the editor turned to present, according to
him for the first time in the Egyptian press, an ar-
tistic criticism of four caricatures, published in the
issue of Ha, ha, ha, while seeking to illustrate their
purposes and examine their satirical qualities.
At the same time, the writer stated he would not
continue to do this in future issues, since it contra-
venes the mission (risala) of the comic press:

“if there is anyone amongst the readers who needs
an explanation of these paintings, it is not for him

4 Ibid, 170171
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that this paper is published, since the purpose of
these newspapers is the deception [talbis] and the
mystification [ta‘miya], and the mixture [idgam]
and the vagueness [ibham] and all that falls under
the title ‘for the viewer to understand. However,
the images speak for themselves... and [for their]
story, since these paintings are different paintings
from [paintings] of ink on paper, from what news-
papers publish every day.

And we prefer to provide here the explanation
since it will enrich the visualization of this paint-
ings from the one hand, while indicating the level
[of understanding] which the painter visualized
his readers can understand, on the other.”®

Through the discussion of this essay from the be-
ginning of the twentieth century, I wish to return
in this final section, to Even-Zohar’s Cultural In-
terference procedure, which includes the proce-
dure of cultural transfer, as it was articulated in his
Polysystem Theory. Returning to this theory will
allow us to finalize the formative years of the cari-
cature in Egypt.

Even-Zohar's Polysystem Theory aims to explain
the changes accruing in socio-cultural systems, dy-
namic and heterogeneous, over time. The central
and major concept in his theory of culture is “rep-
ertoire,” as the “aggregate, or the accepted stock of
options utilized by a group, and by its individual
members, for the organization of life."® Cultural
repertoires need to be made, learned, and adopt-
ed by people—that is the members of the group.
Their formation may take place inadvertently, or
“spontaneously” (by contributors whose names
and fortune may never be known) or deliberately
(by known and sometimes remembered members
who openly and dedicatedly are engaged in this
activity).”

The major procedures for making repertoires
are defined by Even-Zohar as “invention” and

5 Ibid, 171.
6 Even-Zohar, “The Making of Culture Repertoires,” 70.
7 Ibid, 72.
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“import.”® However, import has played a much
more crucial role in the making of repertoires, and
hence in the organization of the life of groups, as
well as the interaction between groups. Within the
procedure of “import,” Even-Zohar distinguishes
a state of integrated importation which he calls
“transfer” Transfer can result in cultural interfer-
ence.” Meaning, when “a relation(ship) between
cultures, whereby a certain culture A (a source
culture) may become a source of direct or indirect
transfer for another culture B (a target culture).”?
A culture may become a source because it is con-
sidered a model to emulate—a source by prestige.
Factors such as establishedness and highly visible
presence may contribute to making a culture pres-
tigious.! A culture may also be selected as a source
culture when it is dominant due to extra-cultural
conditions—a source by dominance. The domi-
nant position does not necessarily result from
prestige, as in cases of colonial powers.!?

For “interference” to take place, material or
semiotic goods need to be imported to a target
market and gradually become integral parts of the
target repertoire. Meaning, when they become ob-
vious, self-evident, for the target group and indis-
pensable for life.13 That is to say, a successful “trans-
fer” does not only result in the “domestication” (or
contextualization) of the goods but, rather, in its
converting to a generative model—namely, an ac-
tive component in the domestic repertoire—and
more importantly, in the domestication of the
need for it within the target culture.!*

Ibid.
Even-Zohar, “Laws of Cultural Interference,” 52—69.

10  Hence, some kind of contact between cultures is a pre-
condition for interference. Ibid, 52—53.

11 Ibid, 63-66.

12 Ibid, 66-67.

13 As Even-Zohar elaborates, not all imported goods re-
sult in such transfers, and on the other hand, not all
transfers that do occur play a major role in the target
repertoire. Even-Zohar, “The Making of Culture Reper-
toires,” 72—73.

14  The basic principle here is the separation of the trans-
ferred item from the exporting source and its ensuing
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Contacts are intermediated through agents,
such as various kinds of “importers.” In cases in
which the intermediaries are indispensable, we
often deal with a small group of agents who oper-
ate as entrepreneurs in and for a target culture.!®
Even-Zohar calls them “agents of transfer” In the
case of many such agents of new repertoires, their
personality often shadows the concrete products
they have proposed, or the products imported
have become identified with them.'® The will-
ingness of specific agencies in a culture to adopt
what is viewed as an “external repertoire” relates
to a certain point in which extraneous repertoire
becomes valuable for a certain social group which
think of itself as lacking or in need of it. As Rake-
fet Sela-Sheffy indicates, the most conspicuous
instances of this attitude are cases of cultural plan-
ning, which often occur during periods of drastic
changes, as in the example from the modern pe-
riod, in which societies sought to apply a modern
ideology.'”

Returning to the essay in Ha, ha, ha, it is pos-
sible to discuss, through its content, different as-
pects of Even-Zohar's concept of interference, as
well as the apparent and hidden difficulties which
could thwart the successful transfer of the carica-
ture into Egyptian culture. As the editor of Ha, hq,
ha mentions, there was no precedent in Egyptian
culture for the genre of the caricature—a lack
which provides one of the basic preconditions for
a procedure of interference. Yet, the need for it was
there, and therefore the editor of Ha, ha, ha sought
to “revive” (yunhada) that art for the “public good”
(al-maslaha al-‘ama)t® The use of the verb “to

independence: “once the source is no longer needed
for the making of the item-of-repertoire in question.”
Even-Zohar, “Laws of Cultural Interference,” 53.

15  Ibid, 53-54.

16 Even-Zohar, “The Making of Culture Repertoires,” 75.

17  Rakefet Sela-Sheffy, “Interference and Aspects of Rep-
ertoire Consolidation in Culture,” in The Challenge of
the Hyksos: Cultural Interference in the New Kingdom,
ed. by Manfred Bietak and Orly Gooldwasser (Vienna:
Austrian Academy of Sciences, forthcoming), 5.

18  Al-Magazi, al-Sihafa al-fanniyya fi Misr, 169.
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revive,” which insinuates a caricature genre in the
past, is not explained not by the editor of Ha, hq,
ha, nor by al-Magazi who quotes the essay in his
al-Sihafa al-fanniyya ft Misr.

The essay relates to the need of agency or agents,
which will take the task of transferring the carica-
ture into Egyptian culture on themselves—Sanna*
and Sarkis. However, in Egyptian historiography
the name of Sanna‘ alone was identified with the
importation of this genre, although, in practice,
his contribution to the aesthetic development of
the caricature art was minimal at best, as his draw-
ings in Abu naddara were illustrative rather than
caricaturative. The artists of the interwar period
should have been regarded in this context as the
ones whose artistic contribution to formulating,
designing, and developing the genre in the Egyp-
tian press was more fundamental. These agents,
some recognizable (including Hulasi, Santes, and
Sarahan) others mostly unknown (such as Doug,
Ramz], L.B.), promoted in their imagery a mixture
of Eastern and Western norms, values, demeanors,
symbols, and languages—new and old, modern
and traditional, Europeanized and Egyptianized.
Working with and through the journals discussed
in this book, they presented themselves as belong-
ing to the same group of agents who sought to
construct the new Egyptian modern culture and
nation. It was their labor which made the transfer
of the caricature into Egyptian culture a successful
interference and domesticated the caricature as a
visual means to convey political and social criti-
cism, and a truly obvious and self-evident art form
for the Egyptian target society for years to come.

Despite their active role in these cultural proce-
dures, most of them remained unknown, only their
signatures on their works can serve as a testimony
to their presence in Cairo’s society and culture in
the interwar years. Some of them, were mentioned
in a paragraph or two in catalogic works dealing
with the history of the genre in Egypt—most of
which focus on the 1950s onwards. Some of these
artists were of Egyptian ethnic origin. Most others
belonged to the cosmopolitan communities. They
comprise a small group of “agents of transfer”
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foreign-locals, each one of them working simul-
taneously for several journals and newspapers, in
Arabic and foreign languages. Some belonged to
the communities of minorities; some emigrated
to Egypt. Some stayed in Egypt most of their lives;
others left. Some were mutamassirin, who per-
ceived Egypt to be their home, and saw the na-
tional struggle as their own (Sannu“s “Egypt for
the Egyptians” comes to mind). Others worked for
a few years and left without leaving any clues to
their new whereabouts. The absence of first-hand
known biographies or any archival materials re-
garding their lives made it impossible to grasp the
entirety of their intentions, motives, and world-
views. One could only try to extract their insider-
as-outsider gaze from the images themselves.

The imprint of those artists, who were neither
colonizers nor the colonized (or those “deceived
by colonization”), was evident not only in adopt-
ing and assimilating the foreign visual repertoire
but also in the absence of local visual models and
aesthetics such as Arabic calligraphy, or carica-
tured types imported from local oral traditions like
the Egyptian puppet shows (which were incorpo-
rated into the Ottoman caricature sphere during
the first decades of the twentieth century).!® A
visual caricatured repertoire based on local types
became more apparent during the late 1930s and
more prominent during the 1940s, as for example
in the works of Raha and Saraihan, who designed
Bint al-Balad, Ibn al-Balad, Rafi Hanim, and more.
And yet, contacts and interferences continued
to occur between Egyptian caricature and other
cultural spheres—a phenomenon which, to use
Even-Zohar’ phrasing, “has always been part of the
historical existence of human societies.”2°

19  For a brief discussion of the integration of those types
in the Ottoman cartoon space, see Brummett, [mage &
Imperialism, 54.

20 Even-Zohar, “Laws of Cultural Interference,” 52. One
can note in this context the importation, translation,
and contextualization of foreign comics such as Micky
Mouse, which began to be published in Egypt in 1959
by Dar al-Hilal. For a discussion of the translation
of Mickey Mouse into Egyptian culture, see Douglas
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Another aspect relating to Even-Zohar’s con-
cept of interference appears in the editorial essay
in Ha, ha, ha—the question of the foreign reper-
toire’s acceptance as a crucial factor in the pro-
cedure of interference. According to Even-Zohar,
the “acceptance of the foreign repertoire” depends
on an intricate network of relations, which he la-
bels “the system of culture,” and which includes
factors such as the market, power-holders, and
prospective users.2! Ha, ha, ha's editors related to
the fact that the “people in Egypt are not familiar
with that art,” the art of the caricature, and they
also pleaded with the readers to see in those “ugly”
works the fruit of the labor of lunatics. Hence,
they should not get angry while observing them.
At the same time, they emphasized that explain-
ing them verbally, or with published explanations,
misses the objective of these comic paintings to
begin with. To this, one should also add the inter-
pretation published in Ha, ha, ha of four different
caricatures—an explanation which testifies to the
public’s limitations of fully reading caricatures in
Egypt at the beginning of the twentieth century.
Thus, for example, in the explanatory text accom-
panying the first image, the editors felt the need to
elaborate that:

“The person sitting on the couch is an English-
man, the one facing him is German, and the one
standing beside him is French. The one eating and
drinking is the governor. The people at his feet are
the Egyptians fighting for crumbs.”22

Meaning, the visual systems of signs, which
marked each person as belonging to a different
nation, was self-evident for the caricaturist, but
was, apparently, not self-evident for its Egyptian
readers. Despite the editors’ declaration they will

and Malti-Douglas, Arab Comic Strips; Jehan Zitawi,

“Contextualizing Disney Comics within the Arab Cul-

ture,” Meta: Translators Journal 53, no. 1 (2008):139-153.
21 Even-Zohar, “The Making of Culture Repertoires,” 72.
22 Al-Magazi, al-Sihafa al-fanniyya fi Misr, 171.
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analyze the image and its satirical components,
they only named the figures represented.

It is worth mentioning in this context that there
were other perceptions regarding the ability of
the Egyptians to read caricatures. However, these
came from outside. Thus, for example, at the end
of July 1908, al-Siyasa al-musawwara quoted an
article first published in the French Les Nouvelles
(The News), in which the writer addressed the ca-
pacity of the satirical press to threaten the public
order in Egypt:

“Publishing the likes of this newspaper in an East-
ern country incites the emotions of the locals,
whose gaze is forcibly turned to it, eyes wide. There
is no doubt that these images carry the intent of
stirring up nationalist ideas against the Europeans
and getting the populace to hate them. They [the
images| are worse than the articles of [the nation-
alist daily] al-Liwa@’ [ The Banner, 1900-1904] in this
sense, because what al-Liwa’ writes to promulgate
partisan passion are read by a group of educated
people who have some knowledge, but the art of
al-Siyyasa al-musawwara is tendered to everyone
with a pair of eyes, so it can disseminate envy
and anger in the breast of anyone who looks at it,
whether he be an illiterate peasant or a bureaucrat
with official diplomas.

Were we in any other country, we would let al-
Siyyasa al-musawwara’s illustrations pass with an
unconcerned shrug of the shoulders. But the con-
ditions of the East do not permit us such uncon-
cern, for people tend to believe what is sketched
or written for them taking a partisan or fanatical
line.”23

Ignoring the double-standard arising from this
text with regard to the Egyptian’s right to express
political criticism through publishing caricatures
(a right which the writer does not dispute regard-
ing the French), the writer’s anxiety and concerns

23 The essay from Les Nouvelles was published in Booth,
“What's in a Name?” 288-289.
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were based on two hundred years of drawing cari-
catures in France.

Moving forward to the 1930s, the reception of
the caricature by its intended audience remained
controversial. To what extent could “illiterate
peasant[s]” during the interwar years fully read
the images, while not having the appropriate tools
to identify the ensemble of textual cues and visual
symbols embedded in the works? Even if there was
someone to identify for them the person depicted,
this identification alone did not guarantee the de-
ciphering of its intended messages. Testimonies
from the period which were discussed throughout
this book suggest that caricaturists in the interwar
period were still perceived as lunatics, drunk or
drugged. That is to say, although the journals dis-
cussed presented themselves as having high distri-
bution numbers, the question of the acceptance
of their caricatured visual repertoire remained
questionable.

Another issue in question regards the success
itself of the interference of the caricature in Egyp-
tian culture. Even-Zohar emphasized the aspect of
the “domestication” of the need for the imported
repertoire in the target group. A hundred years
after the publication of the single issue of Ha, haq,
ha, one cannot dispute the fact that the caricature
as a means to convey political and social criticism
became routine. In the last decade, caricatures are
being distributed not only through the printed
press, but also through on-line platforms, which
transformed the visual medium into a truly mass-
cultural product.

However, in the interwar period, the interfer-
ence of this artistic-journalistic genre was partial,
at best. The caricaturists in Egypt refrained from
creating a blunt, violent, and subversive visual
sphere, and refrained from dealing with highly-
controversial subjects. Thus, for example, while
the Christian religion, and all its institutions, was
targeted constantly in the European satirical press,
one can hardly detect any caricatures dealing with
Muslim institutions and the Islamic faith. The roy-
al institution was also absent from the visual sat-
ire, and in any case, the caricatures in the Egyptian
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press were subtle in their visual aesthetic: some
were no more than illustrative visual documenta-
tions. In most of the compositions, their objects
of ridicule were not depicted in a grotesque, ex-
aggerated, or distorted manner. The criticism was
mainly expressed through subtitles and editorial
explanatory texts.

Focusing on the visual caricatured models
themselves, the need for some of them was do-
mesticated in the Egyptian genre, such as the need
for caricatured types as symbolizing the different
social strata and social sectors; or the need to visu-
ally depict modern civil concepts like the nation,
freedom, justice, and so forth. However, no fixed
personification was established. Most of the types
designed in the interwar period disappeared in the
1950s, such as the female personifications of Egypt
or al-Misr1 Efendi, which lost its popularity in the
late 1940s. One can assume it was an anticipated
process—initiated by new changes and contacts,
which in their turn initiated the creation of new
symbols, some local, others, again, imported and
interfered into the Egyptian culture.

The cosmopolitan environment in Cairo and
Alexandria, as the product and the producer of
colonial modernity, was what enabled those cari-
caturist-agents to act for and through the Egyptian
press—a press which foregrounded the Egyptian
resistance to foreign rule. The question of whether
their images stand in their own right, and do not
absorb into and become a part of the “dominant
culture of a succeeding metropolitan and parana-
tional period” was negated through this work.2+
Most of the caricatures published in the Egyp-
tian press in the interwar period could have been

24  Said, Culture and Imperialism, 244.
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read by non-Egyptian audiences—being more or
less familiar with local politics. Thereby, the visual
language of the caricature in interwar Egypt can
be seen as general and universal.

Can these images be read as an Egyptian anti-
colonial discourse? The titles, subtitles and edito-
rial texts which accompanied the different images
sought to distribute a political and anti-colonial
counter-discourse; however, the images them-
selves presented, occasionally, a different and
even opposite message. Consequently, one can-
not always draw a clear line between the identity
of “us” as opposed to the Other in the imagined
realm of the caricatures. In other words, although
the caricaturists demonstrated through their im-
agery their identification with the local, seeking to
promote the national struggle against the British
occupier, their visual language itself occasionally
reflected the foreign, European, white gaze, and
thus constructed an un-cohesive, inconsistent,
and some may say, un-sure-of-itself visual sphere.
It is doubtful whether these artists, neither colo-
nizers nor colonized, could have truly constructed
an Egyptian counter-colonial discourse, when
their cultural loyalties were not necessarily Egyp-
tian. I wish to give the last words in this context to
Memmi:

“The distance between his [the colonizer who
refuses] commitment and that of the colonized
will have unforeseen and insurmountable conse-
quences. Despite his attempts to take part in the
politics of the colony, he will be constantly out of
step in his language and in his actions.”?>

25 Memmi, The Colonizer and the Colonized, 86.
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