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ABSTRACT
ISABELLA D. ARCHER: Orientalism and Oriental Collections in Threerfeh National
Museums
(Under the direction of Dr. Sahar Amer)

This project focuses on Orientalist exhibitions of art and cultural @difeam the
Arabo-Islamic world in three French museums in Paris (the Louvre, the Mus@gailu
Branly, and the Cité Nationale de I'Histoire de I'lmmigration) in ordersteas the
extent to which a greater French identity is impacted by its interaatitimshe Other.
Museums are an important part of France’s history as a nation, and the history and
growth of the French national museum network and its collections are a testanhnent
history and growth of the state. France’s history and relationship with the Asialpoid
world, the “Orient,” is also a longstanding cornerstone of French identity. The
prominence of Arabo-Islamic art and culture in French museums and the wayshn whi

museums have studied and curated these works establish the important role adigrienta

exhibitions in French museums and the Orient in French history.
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Chapter |
Introduction

Museums are an important part of France’s history as a nation. In 1793, the French
National Assembly established the world’s first national, public museum irothae
palace. The creation of the Louvre museum was a sea change in the historgandioa
of French culture, as the appropriation of French royal art collectionhmfmroperty of the
Nation and of the French people emblematized the country’s transformatiomionarchy
to republic. In the two hundred-plus years following the Louvre’s founding, national
museums have played a significant role in the French nation building processstdhe hi
and growth of the French national museum network and its collections are a testatinent
history and growth of the state (Bodenstein, 289).

But French national museums do not only preserve and protect French history and
culture. They are also important spaces that showcase France’s postienviorid. That
position, throughout the nineteenth century, was one of imperial power. As Felicity
Bodenstein observes in “National Museums in France,” French museums have throughout
history benefitted from France’s colonial enterprises. As such, the museuwoniidsuted to
founding France’s identity on values and ideas that place this identity beytmthhand
political borders (289). The construction of French identity is in many instances one
constructed in relation to other lands and cultures.

France’s history and relationship with the Arabo-Islamic world, also known as the



Orient}! is a longstanding cornerstone of French identity. The Orient, Edward Saidinvrote
Orientalism holds a special place in European Western experience; for France, thisl “specia
place” has frequently served as a national and cultural foil to French idé@ntigrench
encounters with the Arab and Muslim worlds well predate the imperial period invakdie
encounters such as the Battle of Poitiers, when Charles Martel's béttediearmies from
the Umayyad caliphate of Spain in 732 BC/BCE. Other encounters are of a ctiboai$i
nature, such as the story related in the eleventh-century epiclizo€hmanson de Rolanth
Roland the history of a small battle at Roncesvalles between Charlemagnés and the
Basques is re-imagined as a confrontation between Frankish ChristiangacehSa
Muslims; the conflict is represented as a clash of right and wrong. Thei&hxistsus
Muslim rhetoric of theChanson de Rolangd an early example of West versus East and
Oriental versus Occidental oppositions in French literary and artisticeuttat depict the
Arabo-Islamic world as inferior and France, by contrast, as superior.hHHrégecests in the
Orient were also fed by Mediterranean travels and mercantile egehanth the Ottoman
Empire during the early modern period from the mid-fifteenth to mid-esglhecentury.
Orientalism, the eighteenth, nineteenth, and twentieth-century study andohepicirab
and Islamic cultures by French artists, scholars, and scientists banantegral part of
European material civilization and culture during France’s imperial period.

The immigration of Arabs and Muslims to France since the 1970s has also played a

role in the formation of a multifaceted and multicultural French identityindgs, the French

The “Orient” is a term used to collectively deserivhat is today known as the Muslim-majority coigstiof
North Africa, the Middle East, Iran, and Turkey.Wwver, it should be noted that Turkey and Iran levhi
Muslim-majority countries, are not Arab countri&se conflation of Arab and Muslim into one term,
“Orient[al]” illustrates a tendency to generalibe tpeoples and cultures from this part of the wanddich is
often referred to as the “East” and critically imsp-colonial literature as the “Other.” My discussiof the
Orient will focus on artifacts and representatiohsultures and countries that are both Arab ataiviE, as
such the description of “Orient[al]” will sometimeg used interchangeably with the description irate-
Islamic” cultures.



have demonstrated an acceptance of Arab and Islamic influences on Frenchretiéated

in the popularity of couscousi music, and soccer players such as Zinedine Zidane (Amer,
“Muslim Women in France at the Turn of the Millennium”). However, laws banning the
Islamic headscarf and legislative attempts to teach France’s ddimtay in a positive

light in French elementary, secondary, and university education classrdt@uosthe unease
held by many French in completely accepting foreign cultures into the t#lihie French
nation and French identity.

Tensions between France’s colonial past and its multicultural present hdner neit
gone unnoticed nor been left unaddressed by national museums. The prominence of Arabo-
Islamic art and culture in French museums and the ways in which museums haack atddi
curated these works establishes the important role of the Orient in the Fresetnmand
French history. This project will focus on the Orientalist exhibition of art atidrel
artifacts from the Arabo-Islamic world in three national French museuiaris (the
Louvre, the Musée du Quai Branly, and the Cité Nationale de I'Histoire de igjration) in
order to assess the extent to which a greater French identity is ichpgats interactions
with the Other. This analysis of three different types of national museumsiceaapital
city will highlight the importance of the museum to establishing and preserengtr
history and French identity.

In the first chapter, | discuss how the Louvre museum functions as an important
political and cultural platform for French national history by examining.therre’s
Orientalist curation of Arabo-Islamic artworks and its depictions of Freontonial history.

The Louvre, an art museum and a symbol of the French nation following the Revolution of



1789, is France’s most popular and famous museum and is located at the center oirthe city
the lstarrondissementor neighborhood.

Since the 1990s, a number of French national museums of colonial history founded
during the late nineteenth and early twentieth century have closed and thetracwlec
transferred to new museum spaces. The second chapter discusses the amrabaxslibits
and curatorial styles and missions of two newer French museums, the Musée BuaQlyai
and the Cité Nationale de I'Histoire de I'lmmigration. The Musée du Quai Bisah
anthropology museum of non-Western cultures strategically located in the shadang’of P
most prominent landmark and tourist attraction, the Eiffel Tower, and acrosstitesim a
French memorial to victims of the Algerian War in tifeafrondissementThe Cité
Nationale de I'Histoire de I'lmmigration, a social history and commumiiigeum, is also
located on the grounds of a former colonial exhibition, the 1931 Exposition Universelle,
across from the Bois de Vincennes. However, like the controversial topics exinbite
museum space, the CNHI is both literally and figuratively outside the a#rfearis and the
conventional Parisian national museum circuit frequented by most tourists.

Although the Louvre, the MQB, and the CNHI are three very different types of
museums, the histories of these museums and the controversies surrounding thesr exhibi
and development reflect the interest in Oriental collections and the pargi$iigence of
Orientalism in different museum environments. An analysis of the extent to \klegd new
museums are able to accomplish their founding missions of creating culturgueisl
evidences the complex nature of promoting a multicultural message in natiemeh Fr
museums. As such, these museums and their exhibits provide valuable context for current

tensions regarding national acknowledgment of France’s multiculturaltidenti



Much of the information in this study comes from the museums themselves, such as
museum publications, informational labels, and audio guides. Primary source Is\atada
as newspaper articles and excerpts from speeches, provided additional infofarat
research and study. A number of photographs of the museums, and many descriptions, in
whole or in part, are based on field research conducted by the author in July 2009 and June
2011. These resources and research are supplemented with comparative, camaiysial
of relevant academic texts and theoretical literature from art histoiggeum studies,

anthropology and cultural studies, among other disciplines.



Chapter lI
The Louvre Museum

Susan Vogel writes that museums teach both consciously and unconsciously, “a
system of highly political values expressed not only in the style of the priesetat in
myriad facets of its operation” (200). This section establishes thei¢ablivalues expressed
by the Musée du Louvre (the Louvre), France’s largest and most significamatul
institution. This section will first discuss the history of the Louvre’s cab@s and the role
of the museum in the establishment of French identity during the French revoluaoda
colonial periods. The analysis will then turn to the history of the Louvre’s tiolsoof
Oriental and Orientalist art. The Louvre’s preservation and renovations of thiest@as,
from 1793 to the present, reflect the importance of France’s colonial conguEstsich
national history. Finally, after discussing the recent controversgesdiag the contemporary
integration of non-Western art and motifs in the museum’s permanent collection and
architectural structure, | interrogate the role of the Louvreussva@rsal museum today.

The Louvre: Royal to National to Universal Museum

First built as a defense tower in the early eleventh century, the LouvreqBRigur
became a royal palace during the twelfth-century reign of Charledh¥ .pdlace’s structure
and architecture was changed and expanded over the next seven centumesdiiogs of
French monarchs until Louis XIV built the palace of Versailles outside Patsn4. The

exodus of the king and his court to Versailles led to the Louvre’s usage as an@xhibiti



space for the royal art collections that had not been transferred tlMsrsThese
collections were open to the public for multi-week showings from 1699 until the late
eighteenth century. Beginning in 1699, sections of the palace were used asuaitls and
exhibitions galleries for the Royal Academy of Painting and Sculptlresevshowings in
the Salon Carré of the Louvre became known as “Salons.” Following the closing of the
nearby Luxembourg Galleries in 1779 (considered by some to be France{sufatat’
museum open to the public two days a week), Louis XVI's Director General of Royal
Buildings, the Comte d’Angivillier, suggested that the Louvre become eatgniblic
museum whose establishment would reflect national pride and royal glover( ().
Although d’Angivillier's plans were disrupted by the French Revolution in 1789,
plans to turn the Louvre into a public national museum were not laid aside. Inspired by
Enlightenment philosophy, the mission to create a “great museum of Europatie@ed by
the French Revolutionary government. Ten days after the fall of the Bourbon moaarch
August 19, 1792, the National Assembly decreed that the Louvre was to become a national
public museum. The necessity of this project was recognized in a decree [sgétmebly
which declared that “bringing together at the museum the paintings andvottksrof art to
be found dispersed in many locations” was a matter of “urgency” (McClelland, g Jadt
that the establishment of a national museum was deemed an “urgent” mdtéemillst of
the French Revolution is a powerful demonstration of how royal institutions were
transformed into public symbols of French nationaffdfurthermore, the creation of the

Louvre museum, which opened weeks before the Reign of Terror in France from 1793-1794,

*The Bibliothéque Nationale is another such examphe—royal library became the property of the state
following the French Revolution.



also enabled scholars and specialists to study, protect and preserve aftomotke chaos
and vandalism occurring outside the museum’s walls.

The conversion of royal property into a public, nationally owned collection
represented the Revolution’s triumph over royal despotism, and the Louvre became a
purveyor of a new enlightened national identity. The transformation of the igdtmons
into national property, and the accessibility of these collections to the publicetiadle
National Assembly to fashion a new space for the Enlightenment values cficelle
ownership and equal, universal access to State-owned art by way of the publimmuse
structure.

In transforming the Louvre palace into a national museum, the Louvre museum and
its collections reframed French identity by marking the creation of a neld wmler with
France at its helm (Duncan, 93). In the late 1790s the Louvre became a monumentiof Fr
intellectual and imperial glory as the collections grew with the arovaew artworks and
objects seized during Napoleon’s territorial expansions (Figure 2). lkkstoohs swelling
with antiquities from ancient civilizations and paintings of foreign conquests andesylt
France, through the Louvre museum, positioned itself as not just a national museuso, but a
as a “universal” museum qualified to safeguard the world’s treasurdsefbenefit of
mankind (McClelland, 7).

The establishment of the Louvre as a universal museum whose encyclopedic
collections of art and artifacts from the great historical civilaaiwere owned by and open
to the public provided a new context for objects from previous collections to be harmmessed t
new social purposes. As Tony Bennett explairBirth of the Museunthe establishment of

universal and public museums in Europe often entailed a transformation of cukotaktes



and fashioned new spaces of representation (33). The Louvre’s display of gaantihg
sculptures from imperial ventures, McClellan notebirenting the Louvreencouraged
visitors to regard these objects as “trophies of war,” representationsnaihHrrowess and
success abroad (11). The Louvre’s acquisition of spoils of war and their incanp@st
nationally owned treasureBi€ns nationauxillustrate how the cultures of foreign territories,
in particular those from Oriental lands, became an integral part of Frearecul

The absorption of “war trophies” as a part of France’s national heritagtalles
how the Louvre’s museum’s “universal” mission of preserving and showcasingttiesw
cultures and civilizations enables the museum to appropriate foreign artworksifactsa
with the Orientalist mission of representing the Other. Although the Louvyenh@sent
years, returned a selection of illegally-obtained antiquities to Egypiihordties, these
returns are extremely rare and generally only occur when recent dogsisite discovered
to be the product of illegal excavatiohBut where no records or evidence exist for the sale
or stealing of antiquities, the Louvre, like other universal museums such astisle Bri
Museum and the Metropolitan Museum of Art in New York, are reluctant to reépatria
objects that have been in the museum’s collection for hundreds of years and aleredrisi
be world treasures with international cultural significance.

Imperial History in the Louvre |: Bonaparte's Egypt

In Ancient Egypt at the Louvra 1997 publication of the Louvre museum to
commemorate a major renovation of the Egyptian Antiquities Department, thersura
celebrated the history of the Louvre’s ancient Egyptian collection, one of ¢jestan the

world. The curators began their story of the Department with an overview ofigines of

3For example, the decision to return a set of pdintall fragments in 2009 was made when Egyptian
archaeologists discovered the fragments (purchagéde Louvre in 2000 and 2003), had been chipfiedanal
sold by plunderers in the 1980s.



the collection. Ancient Egyptian objects have been a part of the Louvre sinmenidsng in
1793 in a small display of Egyptian statues from the former royal collectoasce’s
archaeological heritage is detailed by descriptions of one hundred and thimgy of
collection’s objects, as well as information about each object’s acquisitiontsedbars
may “discover how each piece was brought to light and to pay tribute to thetoerseoa
archaeologists who devoted their lives to exploring the Egyptian land” (AndrEu&).a
The rhetoric of the curators’ tribute to the archeologists who brought aiggptian
culture “to light” echoes the Orientalist mentality of their colonialdecessors in Egypt. In
the first chapter oDrientalism Said recalls Arthur James Balfour’s 1910 lecture to the
House of Commons about the English occupation of Egypt. Balfour, having been asked on
what grounds he was suited to speak on behalf of the Egyptians, answered by saying:

We [the British] know the civilization of Egypt better than we know the civibza

of any other country. We know it further back; we know it more intimately, we know
more about it. It goes far beyond the petty span of the history of our racen(qtd. i
Said, 32)

“To have such knowledge of such a thing,” Said cautions, “is to dominate it, to have
authority over it” (32). Like Balfour’s insistence on knowing how to speak for Egypt, the
history of the Louvre’s acquisition, study, and exhibition of its Egyptian calecti
demonstrates an Orientalist tendency to speak on behalf of the Other. Tiomipgsof
European archaeologists as selfless explorers devoted to their task oédtiograncient,
foreign cultures is precisely the type of rhetoric Edward Said descrilpestas the

European strategy to obtain a positional superiority over the Oriental.
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Though the Louvre’s collection does not include the majority of Egyptian antgjuitie
acquired during Napoleon’s Egyptian camp&jgrumerous elements of the Egyptian
collection’s design portray or are influenced by Napoleon’s campaign abe#teiption de
I'Egypte, the comprehensive multi-volume study of ancient and modern Egypt compiled by
the scientists and scholars who accompanied Bonaparte from 1798 to 1801. For example, the
decorative grisaille paintings by Alexandre-Denis Abel de Pujol in thenatiigyptian
galleries of the Louvre’s Sully wing depict hunting and harvesting s¢batare direct
reproductions of illustrations of Egyptian tombs from Brescription de I'EgyptéAndreu et
al, 18)° These grisailles frame Abel de Pujol’s ceiling painfigypt Saved by Joseph
(1827). The bright, colorful ceiling painting is a depiction of a Bible story frome&ie
where Joseph, favored by God, was made ruler of Egypt by Pharaoh and guided the
Egyptians through years of famine (Figure 3). An allegorical reptatsen of an Egypt
needing to be saved by a greater power, the work depicts Egypt collapsidgsaph’s
rescuing arms to escape the pursuit of famine, personified by a group af FAsien the
grisaille paintings, the details Egypt Saved by Josepduch as Joseph and Egypt’s
headdresses, the statuesque depiction of the Pharaoh, and the detailed engravings on the
temple in the background are informed by Brescription de 'Egyptand the Louvre’s
collection of Egyptian antiquities which Pujol had studied in preparation for thengai

(“Alexandre-Denis de Pujol”). Furthermore, Pujol’s depiction of the dark-skinngptEg

*Most of the objects seized and studied during Fe'snEgyptian campaign from 1798-1801, including the
famous Rosetta Stone, passed from French to Bptiseession following the French defeat at thel®aft
Aboukir (1799). Since then, these artifacts hawidesl in the Egyptian collection of the British raum.

® The Louvre’s Egyptian collection has moved sevénags in the museum as it has expanded. The Egypti
collection currently occupies galleries on thetfasd ground floors of the Sully Wing on the eddé ©f the
Cour Carrée and portions of the rooms surroundiegour Visconti on the lower ground floor.

11



falling into the arms of a Europeanized Joseph seemingly provides a biblisdidoas
European governance over Oriental cultures.

Leon Cogniet treats similar themes in an 1835 ceiling painting for the tDegydrof
Egyptian antiquities title@onaparte, Surrounded by Scholars and Artists, as a Mummy is
DiscoveredFigure 4). The painting shows a team of French and Egyptian workers
excavating a mummy from a tomb as Bonaparte, barely visible, overseeg trendihe
shade. Cogniet’s scene is full of important contrasts with colonial implicatitmghe far
right of the foreground, a French archaeologist appears to reprimand an Egypkan wo
below them, a French soldier looks proudly and tenderly at the gilded face of the
Sarcophagus being lifted out of the ground as if it were his own child. Most symiigotical
figure of Bonaparte, though darkened by the shade, appears larger than lifehaslbvg,
one with that of the tent, looms over the excavation as if to represent the shaddvoofyaut
France casts over Egypt. The story of Napoleon in Egypt is not limited to Cegeiting
painting of Bonaparte, and the painting is framed on the ceiling by a befsdegicting four
additional events from the Egyptian campaign: the Battle of Aboukir, the Re@dtiaf, the
Pardoning of the Rebels in Cairo, and the Plague of Jaffa (“Alexandre Denis dg Pujol

The intertwining of French and Egyptian history in the Egyptian collection is
significant because the representation of Egypt emblazoned on the ceilihgd.ofitre
makes the history of the Franco-Egyptian encounter and the study of Egypbatpart
narrative of the national French museum. However, the Louvre’s integration d¥estern
civilizations and themes is not always so seamless. In 2000, former Fresicleprdacques
Chirac had the Louvre’s Pavilion des Sessions, a ground floor space in the thoraafrthe

Denon Wing, redesigned as a forum to display art from African, Asian, Oceanic, tvel Na

12



American cultures (Figure 5). Chirac’s addition, conceived as part of his visitevates
non-Western art in national French museums and to make the Louvre a “truly” ahivers
museum, was met with disapproval by a number of the Louvre’s curators. Said Pierre
Rosenberg, former director of the Louvre:

The Louvre does not have the vocation of presenting the arts of every clizati
humanity. Our collections have the more modest goal of illustrating the art of the
Western World from the Middle Ages to the mid-nineteenth century, plus that of the
civilizations of antiquity from which it sprung. That job is quite enough for uscéPri
63)°

Rosenberg concluded by saying that it made “no sense” for the Louvre to shobjease
that would be better served by the then-future Musée du Quai Branly (MQ®).
unpopularity of the Pavilion des Sessions’ display of non-Western art illugtiatéesct that
not all art from the non-Western world is considered appropriate for exhibitibe Lrouvre,
and reveals the Louvre’s “universal” survey of art and culture to be a Feentéred survey
of a French-determined hierarchy of world civilizations and how they havenetbthe

development of Western civilizatién.

The exhibitions and artworks at the Louvre define the Orient in opposition to France
by presenting imperial history in exhibitions and works of art that provide ctigelaistory

to visitors and viewers. Ancient Egyptian antiquities, though also from the nonfWweste

® The Pavilion des Sessions is neither administeoedturated by the Louvre. This was done by the-now
defunct Musée des Arts Africains et Océaniens (MAA®XIl it closed and was replaced by the Musé€dai
Branly which appropriated the MAAQ's collection2006. (Bodenstein 306).

’In the same speech, Rosenberg stated his hopénien the Quai Branly Museum is built it will noeb
giving up its best pieces to an exhibit in the Li@uVvUnfortunately for Rosenberg, the Pavilion,ugb
administered by the MQB and not the Louvre, i$ stibperation. The MQB appears determined to leep
satellite presence at the Louvre: the MQB’s mastastatue of ahupicarofrom Mexico, is exhibited at the
Louvre and not the MQB.

8Although the collections of the MQB were largelyjaired during France’s colonial period which begathe
mid-nineteenth century, a simple search of the M&Biline catalog reveals that many artworks in the
collection predate the period in which they werkexted.

13



world, are nevertheless deemed appropriate for inclusion in the Louvrdioaolleecause

these pieces are seen to illustrate the development of Western cosiliaatl French

national history. As such, some aspects of France’s imperial history, sucpaledh’s
campaign in Egypt, are presented as part of French history in the universal mOsieemm
aspects, such as France’s colonial ventures in Africa, Asia, and Oceansameangbered and
reconstructed differently and separately from national French history.arbdyence

exhibited in different museum spaces with other purposes and agendas such as the MQB
(discussed in the following chapter).

Said wrote that France’s study of the East “has helped to define Europe (orsf)e We
as its contrasting image, idea, personality, experience” (2). Paintingas®ujol and
Cogniet’s ceiling paintings that portray France’s collection of Egymraiquities as
archaeological treasures “saved’ by French scientists and schataappaopriate for
exhibition because they validate the narrative of French colonial expansion armhpbsit
superiority over the East. This theme will be discussed shortly in gretadrigi¢he next
section, an analysis of Orientalist artworks in the Louvre’s Departmentrdirigs.

Imperial History in the Louvre II: Orientalist Art

The nationalization and appropriation of foreign cultures to construct an image of
French identity is present in the masterpiece painting rooms of the Denon Wheg of t
Louvre. Visitors walking the halls that lead to the Louvre’s most famous workjdha
Lisa, may choose between two paths to reach Leonardo Da Vinci’'s masterpie@k—a w
through the Grande Galerie, which features Italian art (much of it obtaynddpmleon’s
armies) or through masterpiece rooms of large-format nineteenth-céntémigh paintings.

The wide masterpiece rooms feature the most famous works of the gredt Resotassical

14



and Romantic masters of painting and are the ultimate representation d¢f &reaicd
artistic expression. Yet like the very inclusion of an Egyptian wing in a nattoeach
museum, images of Oriental cultures prominently featured in France’s haadesaes of
painting illustrate the extent to which the East defines the West.

The French forays into Syria during the Egyptian campaign are mematiuadiee
Denon wing in Baron Jean-Antoine Gros’ massive 1799 taldeaaparte Visiting the
Plague-Stricken in JafféFigure 6). The Gros painting was commissioned to project a
glorious message about French superiority in the face of foreign sickness atdwdsfe
well-received at the 1804 Paris Salon. The painting’s anatomic and ethnitahespat the
wounded, and the light and décor of the mosque make it, according to the Louvre audio
guide, one of the earliest visual manifestations of Orientalism in ninetesnttirgart. Gros,
who never traveled to the Orient, based the subject of his painting on the event of a visit by
Napoleon (then, First Consul) to a makeshift hospital in Jaffa. The work, commegddy
Napoleon, depicts the consul as a fearless leader who against the advicetaf thosjoirs,
reaches out to touch the wound of a plague victim with his bare hand. At the time, the
contagion was thought to be transmitted by touching wounds, and as such, Napoleon
demonstrates the fearlessness of the French in the territory of the Ottoetuhhtely, the
real history of Jaffa was much less heroic and the painting was cowmeid<0 fight rumors
spread by survivors of the conflict: Napoleon, far from merciful, had therSyrisoners in
the battle of executed by bayonet (to save on gunpowder, according to the audiamide)
was rid of his own wounded soldiers by poisoning them.

Gros’ artistic representation of the actual events of the battle and thicahyt

message of French superiority and Oriental inferiority is more subtlyesrsdially echoed in

15



the paintings depicting exotic and foreign women by Jean-Dominique IAgre<5rand
Odalisque 1814) and Eugéne Delacro/6men of Algiers in their Apartment, 183vhich
hang a short stroll away from the Gros painting. The image of the harem woman,ipegular
by nineteenth-century painting and twentieth-century colonial photography, of tree
most enduring images of foreign women from Arab and Islamic cultures iteMvest.

Both the figure of the woman and the private space in which she was regulatédpai
inside a harem, a bath, a garden—represented Western fantasies aboutdtfienealat from
fairy tales and the popul&rabian Nightsstories published in the early decades of the
eighteenth century by Antoine de Galland. The woman is also a visual metapher for t
territories and cultures of the geographical Orient to be tamed and conquered. Anne
McClintock has carefully coined the term “porno-tropics” to refer to theiwaghich the
continents of Africa, Asia and the Americas were libidinously eroticized inggn#-
century male traveler’s tales in order to make them more accessible foilitaey
expeditions of an imperial Europe. “Enlightenment metaphysics,” McClintoit&sy
“presented knowledge as a relation of power between two gendered speacigdajedtby a
journey...the male penetration and exposure of a veiled, female interior” (22pthsies
of a world which is “feminized and spatially spread for male exploration,” Mtgck
continues, may then be “reassembled” and “deployed” with deliberate sewlighitions in
the interests of massive imperial power (23). As such, lands were feminizeliriombetter
be penetrated by male explorers. The gendered representations of Qrfentaity and
Occidental superiority gave rise to fantasies of possession that manifestieid numerous

depictions of the Other in visual art.
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Ingres’Grand Odalisquepainted in 1814, is one of the artist's earliest and most
famous nudes (Figure 7). Although the figure is a product of the Neoclassicabiradi
painting Greek nudes from antiquity, the painting caused a great scandal &t $h&alon as
it was exhibited without the pretext of a mythological subject. The odalisquet@mabt
harem servant, is also infamous for her anatomically impossible figurelotigated sensual
curvature of her lower back the result of Ingres adding extra vertebrae inrtee spi
According to a recording for the Louvre audio guide by curator Sebastiarl Athgres gave
the figure a longer, more slender back than that of a normal woman in pursuit oy a “trul
beautiful” figure. This beauty, Allard notes in the audio guide, is marked bytartalisy
sensuality,” as the painting’s exoticism derives from the contrast éetilie nude body and
the opulence of her Oriental accoutrements of jewels, a turban, and the exbteatsier
duster. The odalisque’s posture is also remarkable because the pose, unlik®&agasyof
harem women and servants, sets up a dialogue with the viewer. Shown from the leack rath
than the front, the odalisque seems to invite the viewer with her eyes as opposdtbsh her
to look upon the scene. Yet, as the audio guide points out, Ingres’ unusual presentation of his
subject in a long, thin frame, maximizes the impact of the figure’s body lyrisoning” her
in a place that seems too small for her—in so doing, returning the power to the observer
(Allard). The distortion of the odalisque’s body and its enclosure into a small afgaae
porno-tropic gendering of the Orient as a female fantasy. The ‘artiptssonment of the
odalisque’s body and her enclosure in a small space are representative of haw foreig
territories were feminized by European male explorers. The domination ansiantpent of
the foreign, female territory is achieved in Ingres’ painting by positioningdaésque and

by extension, the Orient as feminine, inferior, and submissive.
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Just as Ingres’ odalisque is the preeminent example of Western malal3tient
fantasies of the female Other, Eugéne Delacroix’s 1834 paMtorgen oflgiers in their
Apartments the unrivaled example of the supposedly authentic Oriental harem (Figure 8).
One of the most famous paintings in the history of Orientalist ar't)/thraen of Algiers
depicts a scene from Delacroix’s alleged visit to a harem in Algiers. In 1&B;rDix, a
young Romantic painter who had already achieved success in the Paris Salonjtecsa
join an ambassadorial delegation to the Moroccan sultanate, visiting Spain, Morocco, and
Algeria over the course of three months. The trip had a profound impact on the yastng arti
who frequently returned to his travel sketchbooks to create subjects for latergsaihhe
scene ofVomen of Algiers in their Apartmeistbased on sketches executed during artist’s
alleged brief, secret visit to an Algerian harem. This visit to a private Musierior—the
first by a European artist—was considered to be the first authentic maletyattes private
domain of the colonial territory. Lounging in relaxed poses, Delacroix’s womee moit
only the painter, but the Western viewer into their home where their bodies become porno-
tropic territory to be thrust upon and consumed. The stories and images from D&acroix
journey influenced generations of subsequent painters, and later photographets to visi
Oriental lands both in search of exotic artistic inspiration and to document Freologisl
expansion. Their depictions of an exotic and feminized Orient provided a visual qistific
for France’s imperial expeditions abroad and framed the invasions as paierciallsting
missions which validated the military control of foreign territory.

The Louvre’s Orientalist paintings give viewers a selective prbféace’s colonial
history. While some images, such as GBashaparte Visiting the Plague-Stricken in Jaffa

manipulate historical facts to present a pro-French historical narratigspsuch as Ingres’
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Grand Odalisquere the product of Orientalist fantasies that reverberate with irhperia
desire. The diverse ways in which Orientalist paintings link France’s nbhistary to its
colonial enterprises demonstrate the significant role of Orientaldiestin the construction
of French identity during the colonial period.

The Louvre Pyramid

France’s dependence on Oriental motifs as a way to express its pahiicalltural
identity is manifested not only in its collections of the palace’s interiornaiiel Louvre’s
exterior architecture as well. Despite controversy, the construction bbthee Pyramid in
the 1980s and the test of a new Department of Islamic Arts to be completed in&0h2 m
understood as part of the greater French and museum narrative of the estaibloftan
French identity and positional superiority vis-a-vis the Other.

The construction of the Louvre Pyramid in the palace’s Cour Napoleon was one part
of a series of renovations to the Louvre proposed by former French Présiaegtis
Mitterrand in the 1980s. In 1981 Mitterrand announced the decision to bu{Bfahe
Louvre an expansionary project where the museum would acquire the Richelieu wing of the
palace complex (at the time, Richelieu was occupied by the French FinamsgyWland the
museum would be connected underground by a large reception area to link the labyrinth
wings and corridors of the palace together into a grand, cohesive museum space. The
architect chosen by Mitterrand to head this project was Chinese-Amertetect leoh
Ming Pei, who designed a subterranean central reception area and the nowKdadyaar
glass pyramid entrance and windows. In a 2009 interview to mark then2@versary of the

completion of th&Grand Louvre Louvre president and director Henri Loyrette recalled how
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the Pyramid was described as a “gigantic gadget,"” its constructaedias a “sacrilegious”
and “despotic act” (Stamberg, “Landmark at the Louvre: The Pyramid Turns 20”).

Although some of this criticism stemmed from the fact that the undergrounchatall t
was part of the Pei renovation became home to a McDonald’s and France’pfileststore,
the fact that many French were unhappy with Pei’'s design was not an unusual or eve
unexpected reaction. From the nineteenth-century implementation of the Haussmann
apartment building style to the construction of the Eiffel Tower and the Centrgdgseor
Pompidou, the “new” has always taken some getting used to before being absorbed and
accepted as a part of the Parisian architectural landscape arity.idérd Pyramid,
interpreted by many critics as a not-so-subtle Pharaonic testamentaoadhid’s presidency
was also considered to be too different from the rest of the Louvre, its presdrebexdrt of
the museum viewed as a threat to the Louvre itself.

Yet Mitterrand’sGrand Louvreproject, when viewed in a historical context, was not
an aberration but rather the most recent in a long line of renovations to the Louvre by whic
the leaders of France memorialized their legacies. The excavation aiuh&&poleon
required for the Pyramid’s construction revealed the extent of this legacyjrexpos
foundations of the palace built and expanded by Charles V, Francois I, Cathérine de,Medi
Louis XllI, Louis XIV, Napoleon, and Napoleon Il (Cinquin et al, 70). As Chantal Cinquin
and Mark Aumann have explained, the Louvre is a site “saturated” with the sigowef of
French history, and the discovery of these architectural remains, each buiirtd e
palace, place Mitterrand’s expansions in sequence with the endeavors of hid politica

predecessors of the previous centuries.
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However, the Louvre Pyramid also obviously recalls another set of architectural
endeavors ordered by national leaders: the construction of pyramids of &gypht Just as
the Egyptian pyramids were designed as tombs to commemorate the grebthess
Pharaohs, so Mitterrand’s pyramid seemingly immortalizes his presidedogultural
legacy in France’s most important and popular museum. The placement of thedRgrami
the Louvre’s Cour Napoleon has been described as an ironic decision by Cinquin and
Aumann, who call the idea to install a pyramid in the courtyard bearing the nadhee of
emperor whose campaign marked the Western rediscovery of Egypt a curiougdribute
France’s former imperial relationship with Egypt (70). Yet the strudtitee Pyramid,
though vastly different from the architecture of the original palace, bleladivedy
cohesively and smoothly into the museum’s architecture. Unlike the Obelisk of, lauxor
monument from Egyptian antiquity gifted to France in 1893 by Mehmet Ali thabyutsf
the middle of the Place de la Concorde, the construction of the Louvre Pyramid—whose
clear glass panes allow visitors to see through the structure to the wihgsooiginal
palace—affirms the more absolute power of the museum to absorb the Egyptiamestruct
into its own self and identity (Figure 9).

The Pyramid, then, serves several purposes in the national French museum space.
First, it may be considered an important architectural and cultural additionltoutes
which makes the museum more accessible to the public, and advances the Lourceigf
ambition to serve as a symbol of France’s rich patrimony available for\alit and admire
(Oliver, 22). The Pyramid also served Mitterrand’s ambition to present hiassalpurveyor
of culture and cemented his legacy into the permanent museum fixture and Fdemreth ¢

landscape by following in the footsteps of his political forebears who. Andiyfibal
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employing an ancient Egyptian motif to embody Mitterrand’s legacy ake tha Louvre
more accessible, the museum and its patron continued to participate in the iSrigmietss
of using foreign cultures to express a French identity. The success andgroenof the
Pyramid illustrate the degree to which Orientalist art and architecaisrbecome a part of
the museum itself. By integrating an architectural motif from anciggp&as an entryway to
the museum, the Pyramid represents both the absorption of Oriental cultures into the
Louvre’s exhibits and the museum’s very structure. In so doing, the constructien of
Pyramid reflects the role Orientalist artworks play in the constmuctf not only the Louvre
museum, but French identity.

The New Department of Islamic Art

The Louvre’s most recent major renovation is the construction of a new space to
house the museum’s newest department, the Department of Islamic Art. The cewipa
showcase the highlights of the Louvre’s substantial collection of Islamia Arhew
structure in the heart of the Denon Wing in the Cour Visconti. The Department’s
construction is scheduled for completion in 2012 and, like the Pyramid in the Cour Napoleon,
the project has been marked by controversy imbued with political, historicalymcic
significance.

The idea for the Department came from Former President Jacques Chiratatetio s
in a 2002 speech that the creation of such a department would “highlight the universal
vocation of this museum and will be a living example of cultural dialogue” hisl@rt in
the Louvre”)? Of course, the Department’s founding was not the first attempt at cultural

dialogue in France: the Institute of the Arab World, a center built by Frampatnership

*The question of museums creating cultural dialagne Chirac’s legacy will be addressed in greatéaitie
the next chapter.
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with eighteen Arab countries to promote international cooperation and cultanange had
existed since 1988. In the years following the September 11, 2001 terrorist attdeks i
United States and France’s participation in the invasions of Afghanistanagnthie
creation of an Islamic Art Department in a national French museum was a gyRreakch-
led gesture by Chirac to publicly display an appreciation for the Muslim worldyogg
tribute to its cultural past in the France’s greatest museum.

In many ways, the creation of the Department of Islamic Art ietadit of the
original Louvre during the French revolution. Like the ‘urgent’ appropriation ofoyed r
collections in 1792, the creation of the Department of Islamic Art simitainhgs thousands
of works of Islamic art dispersed across French museums and other Depadhtkeat
Louvre into one location so as to present the collection in ‘exemplary conditions’
(McClellan, 91). The Louvre’s previous display of Islamic arts, exhibiteddhandful of
cramped gallery rooms in the Louvre’s Department of Near Eastern Arggjwitere
absorbed into the new Department of Islamic Art along with the Islamiectiolhs of the
Musée des Arts Décoratifs and the Louvre’s collections of Islamic akiswald in storage.

The Louvre’s decision to create a Department of Islamic Art was a ptogc
received the support of a number of Muslim-majority countries. In 2005, Saudi prinice Wal
bin Talal donated the largest gift ever received by the Louvre, $20 millionto\@&ryds the
construction of the Department of Islamic Art. This gift was followed mations from the
leaders of Morocco, Kuwait, Oman, and Azerbaijan. In a statement made tharisigning
of the donation agreement, Prince Walid declared that “relations between Eoddpe a
Islamic world are going through a turbulent period,” and that the new wing wadst'an

the understanding of the true meaning of Islam, a religion of humanity, forgiveness and
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acceptance of other cultures” (“The Louvre Gets $20 Million for Newnisl&Ving”). Yet as
great as the gifts and the prince’s aspirations were for the Depauifrislamic Art, the
Department, like the rest of the Louvre’s collection, consists of objectsgre-history to
18481° The exhibition of Islamic arts dating from the seventh century to the earlgeintiet
history will doubtless be rich and compelling exhibition of Islamic history,thwillialso be
one that falls short of engaging with the contemporary issues that prompteashecion
of the wing in the first place. By constraining the exhibit's explorationlafmis art to past
historical periods and movements, Prince Walid’s “true meaning of Iskndnfined to the
pre-twentieth century, inadvertently limiting the mission of creatmgscultural
understanding. Furthermore, by entrusting the task of changing public Westaptiosis
of Islam to the French curators of the Louvre, the foreign donors implicitlieithe West to
once again speak “for” the Other. This implied invitation reinforces the hegemony of
European ideas about the Orient which have historically reiterated European gy mseor
Oriental backwardness (Said, 7).

The contract to design the new Department’s architecture was aaarBeench and
Italian architects Rudi Ricciotti and Mario Bellini in 2005. Like the Pyrhrthe designs for
the Department of Islamic Arts have also aroused controversy. A numbéicsflelieve
the project’s flexible roof, which has alternately been described as rasgmbsail,”
“flying carpet,” and “giant glass headscarf,” draws too much attentidsdlh and away
from the Louvre and its collections (Figure 10). In a demonstration of how quickhagtes

forgotten, the Department of Islamic Art’s architecture is seemimgsas threat to the

Ywestern art created after this date is exhibiteti@Musée D’Orsay which showcases art works fr8481
1914, and contemporary art from all nationaliteexhibited at the Centre Georges Pompidou, whitbats
works by artists born after 1870. Nationally-owmexh-Western art (fine art and decorative arts)eatabited
in specialized museums which generally originatedalleries for the Expositions Universelles of the
nineteenth and twentieth centuries.
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Louvre’s classic identity. "Unlike the pyramid or other prior expansions dfdbere, [the
Department of Islamic Art exhibition space] aims at becoming a pieme i$elf and
rivaling the collection," Jérdme Auzolle, an architecture critic basedrig, Paints out (“In
Paris, Islamic Art under a Flying Carpet”).

Ironically, the roof, which is commonly referred to as “the Veil,” drawsamted
attention to France’s internal cross-cultural conflicts with its Muslim @djou (Figure 11).
The presence of “the Velil” in a national public museum recalls the “veil” delvatr the
right of Muslim women to wear religious headscarves in public schools. In 2005,
headscarves were deemed “conspicuous religious symbols” by the Frenoimggveand
subsequently prohibited in public schools and other arenas, and in 2010 France banned the
wearing of full-face veils in public places. Unlike the department of Egypimiquities and
the Orientalist paintings on display around the Cour Visconti, the Departmerdrofd#irt
appears to make no effort to connect its collections with their French-linkedrgassent.
Though ostensibly well-intended, the Louvre’s proposition to exhibit “the juxtaposition of
various cultures and the constant exchange between the different regionslanthe |
world” limits the discussion of Islam to its presence in Muslim-majorityntees
(“Department of Islamic Art”). The omission of France’s history asdhiteractions with the
Islamic world before 1848 in the collection and curation of these objects isedmiss
opportunity for discussion and reflection of a past that informs the pressisgcatagal
relationship in need of discussion in France today: the one between France and its ever-
growing Muslim population.

The decision to create a department of Islamic Art in the Louvre can be toodeas

a commitment on the part of the Louvre to expand its study of Islamic art andasieotsc
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collection to the world as a purveyor and protector of culture. However, the museum’s
“universal” mission of exhibiting cultures is one that retains a measureditastscope of
said culture. The presence and attention afforded to Arabo-Islamic art anslimdtg
Louvre collections are popular and politically acceptable allocations of oesoas long as
France a playing its role of an (Orientalist) protector of culture. whein Arabo-Islamic
designs such as “the Veil” draw attention to contemporary French politicablincht
issues, their integration into the museum structure upsets the positive efertethby the
“Islam” exhibit and challenges the pro-imperialist artworks and exhibigtseswvhere in the
Louvre. Like the exhibition of non-Western art in the Pavilion des Sessions, thecitaleit
of the Department of Islamic Art is perceived as a threat to the Louviessomand identity
because it engages with contemporary political cultural issues that aalfyputside the
Louvre’s scope.

Although the Louvre’s collections of art and antiquities from around the world make
the palace a universal museum, the Louvre’s mission may be understood to be more one of
national cultural preservation than as a site for intercultural exchangéeotiie’s
Orientalist collections and artwork and its use of Oriental-inspirddtacture are largely
intended as platforms to showcase a national narrative of French history. MgHileuvre’s
collections feature works from or featuring the Orient across its depastntmexhibition
of Orientalist art and collections are intended to be viewed as a part oetieh Fnuseum
and assessed in the context of their place in French history and French fdemtityon.
The following section analyzes how two different and more recently establisti@ohha

museums, the Musée du Quai Branly and the Cité Nationale de I'Histoire dedHation
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engage with art from the Orient and Arabo-Islamic themes with the spatéition of

fostering cultural dialogue.
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Chapter llI

The Musée du Quai Branly and the Cité Nationale de I'Histoire de I'lmnigration
“Museums attempting to act responsibly in complex, multicultural environmentsand to
find themselves enmeshed in controversy:” so state Ivan Karp and Stephen D. héveie i
introduction toExhibiting Cultureq5). Karp and Lavine use the example of an exhibition of
Hispanic art at the Museum of Fine Arts in Houston, Texas, to discuss the difficulty
museums have in managing a multicultural message. Although the curators hdeldrite
exhibit to serve as an introduction to Hispanic art for a general audience narfantii the
artists and styles, the exhibit, “Hispanic Art in the United States,” vitaszed for omitting
political forms of Hispanic art. The show also received criticism for fogusio intently on
folkloric and primitive artworks and “stripping” works of their linkages to theasd@enas
fundamental to Hispanic art and cultural expression.

The Hispanic exhibit in Houston exemplifies the difficulties faced byranyeum

that engages with a multicultural audience or shares a multicultural meShegehapter
will compare the missions of two major national museums in Paris that exgressly
themes of multiculturalism, and the challenges of exhibiting controvergetiasof French
history: the Musée du Quai Branly (MQB), which opened in 2006, and the Cité Nationale de
I'Histoire de I'lmmigration (CNHI), which opened one year later in 2007. | fedus on the
development of these museums and the purpose they serve in the French national museum

landscape and shaping French history and identity. | am especiallytiedereglentifying



the ways national museums exhibit Oriental cultures to the public, and thetexidmnth
these museums spaces are able to truly foster the cross-cultural dialegrréded as their
goal by their founders and curators. In addition, | investigate the seym#cof the location
of these museums in the Parisian landscape, as the location of each museum is highl
symbolic of the place of multiculturalism, immigration, colonialism, and thddeife
acceptance of Arab and Muslim cultures in French society today. For each musdum,
first discuss why and how the museum came to be founded, and the history of the space or
structure that houses the museum. | will then highlight examples of exhiloitseich
museum’s collection that demonstrate how Arab or Muslim cultures are nejgcisand
conclude by discussing the significance of the museum and its exhibitions in et obnt
French museums and French identity.
The Musée du Quai Branly

Located in a building designed by Jean Nouvel, the esteemed architectrutito |
du Monde Arabe, the Musée du Quai Branly (MQB) is described in museum publiceions
a “cultural museum” which offers an “innovative” and “diversified” approach te non
Western cultures (Exhibition Map, Musée du Quai Branly Permanent Collection). The
museum was commissioned in 1995 by former French President Jacques Chirac who, eithe
in the spirit of or perhaps in competition with his predecessor President Mittsr@zrands
Projets declared his intention to showcase “France's faith in the virtues of culueedity
and dialogue” in a new museum (“Chirac Leaves Controversial Legacy witluident to
African and Asian Culture”). Located 100 meters from the Eiffel toweliQ® received
its name from the museum’s location on an embanknagiat)(named for nineteenth century

French physicist Edouard Branly. However, within the MQB’s history—frornodation to
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its original name of “Musée des arts premiers” as well as its exiniluf its collection of
Oriental and other non-Western cultures— are details that cloud the museurribedes
prerogative (“Narratives of Colonialism”).

One hundred years earlier, the grounds of the Eiffel Tower were the site ofranothe
ethnographic display: the human zoos of the Expositions Universelles. These exhdbitions
indigenous peoples, Tony Mitchell writes, were designed to set up the non-Westiekasv
a living museum that objectified non-Western cultures by creating Jisnegithing displays
of the colonial Other to be experienced by a domineering European gaze (29&)gAlthe
founding of the MQB approximately one hundred years later was intended toxlaatlg e
the opposite effect, the legacy of the Expositions Universelles and their talmrsaand
museums feeds directly into the MQB: not only is the MQB built upon the same dwl as t
colonial zoos, but an incalculable number of the artifacts in the MQB originatadtie
Expositions Universelles cultural pavilions-turned-colonial-turned nationaeoms. Many
of the objects in the MQB’s collection came from Musée de 'Homme in Parishwad
exhibited the skeleton and genitals of the “Hottentot Venus” SaartijerBaaxntil 1974,
and also from the now-defunct Musée des Arts Africans et Océaniens, which didenmt da
record the history of artifacts acquired before or during the colonial pgGbdac Leaves
Controversial Legacy with Monument to African and Asian Culture”).

Chirac’s vision for the MQB eerily echoes that of nineteenth-century @lisn
scholar Sylvestre de Stacy. De Stacy, whose pupils included future LouvréaBgypt
antiquities director Jean-Fregais Champollion, dreamed of establishing a museum that
would be a “vast depot of objects of all kinds, of drawings, of original books, maps, accounts

of voyages, all offered to those who wish to give themselves to the study of [thg.Orient
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each of these students would be able to feel himself transported as if by erchantothe
midst of, say, a Mongolian tribe or of the Chinese race, whichever he might havéhmade
object of his studies” (gtd. in Mitchell, 165). Though not intended as such, the MQB would
have undoubtedly surpassed de Stacy’s wildest imaginings for such an institution.

Although the museum was founded to place the art of the non-Western world on
equal footing with the collections of the Louvre, the MQB'’s architecturateon and
curation keep the MQB from demonstratively espousing the equal dignity wbttas
cultures. In a 2006 speech to commemorate the opening of the MQB Chirac stateel that
art in the MQB were pieces to “rival the finest examples of Westerinar¢ference to the
Louvre’s collections of Western art and its disapproval of the Pavilion des Se#sioingss
by Jacques Chiraclgut unlike the various art Departments at the Louvre, which are
distinctly separated by medium, civilization, and/or national origin, the M@Bmage to
non-Western art has a homogenizing effect on the collections. The culturkgaf Asia,
Oceania, and the Americas though breathtakingly exhibited in the MQB, are omdgtpres
in dialogue with each other and not with French or Western art. The MQB, claimed by
Chirac to be designed to “hold up the infinite diversity of peoples and arts againsnthe bla
looming grip of uniformity” actually makes the collection’s diversitynheadiscernible by
presenting the artworks in an infinite looping space that, dim and cavernous, tmakes i
difficult for visitors to distinguish where Africa ends and Asia begins.

East and West, on the other hand, are duly separated by the MQB'’s jungle-like
foliage which, contained by tall glass walls, obstruct views of the museuntlimbusy
Quai Branly. Looking up, visitors may spy the Eiffel tower’s spire upon enterengrtbunds

(Figure 12). The museum itself, a large rectangular building paneled wititly beowns,
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reds, and yellow metals, is raised above the ground, standing on leg-like columns that
support the exhibitions within. Visitors to the permanent collection are invited ulkaaya
that spirals upward as words and text in different languages are piapectiee floor,
flowing downward like water in a multimedia installation called the “Riveijon reaching
the top of the walkway and the “River,” visitors then walk through a dark, integkee-I
tunnel before emerging into the dramatically lit cavern of the MQB’s @eemt collection in
the center of large rectangular central room. Museum guide pamphlets anehsigasage
visitors are encouraged to travel around the length of the rectangle, mowkgiskaround
the four corners of the non-Western world: Oceania, Asia, Africa, and thacaséFigure
13).

The cavernous darkness of the museum’s main collection, and the limited information
presented on the labels has frustrated many of its visitors and criticsris1PRenitive,” an
in-depth study of the MQB, Sally Price reports that the vast majority of theiales about
how to exhibit the objects came from the building’s architect, Jean Nouvel. Nouvel's
devotion to the aesthetic harmony of not only the cave-like mezzanine of the petman
collection but in fact, to almost every aspect of the MQB (including theslese glassware
used in the MQB’s rooftop restaurant) resulted in a highly naturalistic but exhadbt
limited structure whose fluid organic exhibition of objects is easy to walk throug
difficult to learn from (146). Nouvel opposed placing informational or contextnglfdms,
photographs, or documents in close proximity to the objects because the labels wére thoug
to distract from the museum’s nature-inspired conceptual design. As a vesuérs seeking
more information of pieces are often forced to step away from the object to kedatiels.

Once labels are located, visitors then have difficulty reading theRege quotes one
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museum viewer’s advice that “visitors might be encouraged to take atsrohlfor use in
some areas if only to avoid straining the eyes” (148).

The darkness of the exhibitions is problematic for French historian Gitesdsion,
a scholar whose criticism of the museum reflects the problematic natinee Mf3B’s design
as a site for cultural dialogue. “Many historians feel France has nat tmtarms with the
real history of its colonial era. This idea of a jungle or a forest surrourftenguseum, a
place where you will discover the 'dark continent’ is a problem,” Mancerdn‘asiif these
other continents are still savage, exuberant, dangerous and primitive. Thekthareldl
clichés that still abound in France” (“Chirac Leaves Controversigatyewith Monument to
Asian and African Culture.”).

Although the MQB's jungle-like exterior and heart of darkness interior draw
unintentional parallels to colonial impressions of Africa as a menacingnenhbut of a
Joseph Conrad novella, explorations of the somber realities of France’s coldoigl sl
the provenance of the MQB'’s African artworks are literally and figuebtileft in the dark.
Like the Louvre’s Department of Egyptian Antiquities, the MQB avoids mentioning the
colonial provenance of these objects and instead focuses on the story of the exlorer
brought the artworks to France. Artworks are acknowledged in the Afneaaty to have
been collected during nineteenth century “exploration missions,” a eupheitisfiortthe
colonial missions that sent the objects back to France for display at firskgbsittons
Universelles and later, in colonial museums. The fact that the colonial natureybhthe
missions that brought back non-Western artifacts to France is left out of thssMQB
descriptions seems to be proof of France’s simultaneous discomfort andyrialvgiconcile

the negative aspects of its colonial history in the museum setting. Bylilegdhe French
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presence in Africa as a series of “exploration missions” in the Africaréry, the imperial
nature of collecting in the nineteenth-century is avoided. Instead, the musemptsito
focus on a less politically-volatile mission of exhibiting and preserving eulturpublic
consumption in the museum setting.

The categorization of late nineteenth and early twentieth centuryctatifa the
objects of ‘contemporary’ non-Western societies often teeter daugjgbetween
ethnographic and neo-Orientalist in several exhibits and label descriptionslQBis
affirmation that their displays of non-Western cultures are represergatf “contemporary
societies” is especially problematic when the objects, many of whichrdatetlie late
nineteenth or early twentieth century, are curated as timeless produeditadrial cultures.
The following exploration of a selection of Arabo-Islamic artistic anducalltraditions on
display at the MQB will illustrate the difficulty described by Karp ansgihe of managing a
multicultural message in the museum environment.

The Homogenization of Oriental Societies

In an Asia itinerary display label, the MQB states that its Asideaans are
designed to complement the “ancient history” on display at the Louvre byrigausithe
daily lives and practices of “contemporary societies.” The definition efnateteenth and
early twentieth century artifacts as contemporary representations d¥estern societies
invalidates both the colonial history of the objects as well as the contemporargsalbar
societies whose artistic traditions are not represented in the museum. loraratitnal
video called “Parures de femmes orientales” about Oriental women’satiencand
adornment practices, the text of the title screen informs visitors that “digsuisillénaires,

les femmes orientales ont utilisé les produits que leur offre la nature poulickeire
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corps.™! Although each image is titled with a description of the adornment and the country
where the photo was taken, the video does not provide a geographic definition for the
“Orient” show in the video. Although works from countries typically described agrfi@l”
in the history of French studies of Arab cultures (Algeria, Morocco, the Lestankare all
present in the MQB’s collection, there is no specific collection of objects grajgucal
grouping for the “Orient.” Pieces from the Arabo-Islamic world, whictgeafrom clothing
and ceramics to rugs and religious artifacts, are spread across the mussamand
African collections.

The perceived homogeneity and timelessness of the Orient of nineteently-centur
Orientalist discourse resurfaces in the “Parures” video, copyrighted bjQiiein 2005.
The video is a compilation of undated photographs of women wearing henna, kohl, and
jewelry that alternates between these images and short descriptionsistdhedi these
adornments (Figure 14). Although the origins for specific photographs are unknown, the
images are attributed to four Western travel photographers and ethnogragther in the
Levant and the Arab Gulf, most of whom published travel photography books in the mid-to-
late twentieth century? The women and traditions profiled in the video are from small tribes
living in remote regions of Saudi Arabia, Yemen, and Oman, whose pre-oil boom cultures
are presented as secret, authentic practices full of meaning. For exdragiractice of
drawing in henna is described by the video as a clandestine and superstitious lemguage

protect the wearer. This idea is enhanced by the photographs of women’s spreaghetms

“Translation: For millennia, Oriental women havedipeoducts offered to them by nature to adorn (diishy
their bodies. Note: All translations in this theaie my own, unless otherwise noted.

2The photographers cited at the end of the film iarerder of appearance: Maria Maréchaux (FrerEhijerry
Mauger (French), Photography Shelagh Weir (Britisingd Jean-Claude Chabrier (French).
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simultaneously show off the henna designs yet also seem to ward off the teze of
photographer by stopping the camera from coming any closer.

Though ostensibly photographed for anthropological research, the “Parures” images
and descriptions of women wearing henna, kohl, and traditional jewelry evoke the porno-
tropic women of Orientalist painting and pornographic travel photography (Fi§lré&he
late nineteenth century saw a burgeoning number of European photographers tragt¢ling Ea
to cater to the growing public interest in information on exotic peoples and cultures
(Maxwell, 38). In France, photographs of non-Western peoples first emerged at the
Expositions Universelles and in the colonies, where highly erotic photographs of North
African women became popular with pied-noirs and tourists alike.

The rise of travel photography coincided with the rise of visual pornography and the
popularity of the pornographic postcard (Sigel, 860). While pornographic imagesstdrwe
women were censored or sent in envelopes, these criteria did not apply to imagesgi “fo
nor colonial” women (or men). “Pubic hair, genitalia, and nipples could pass by the ¢ensors
Sigel explains, “if the card portrayed a colonial or foreign subject” (Ss§dl). The relaxed
standards for censorship and representations of the colonized in their natgrahdres
habitat instituted racialist images of colonial subjects and foreign people.

As such, the emphasis on adornment in the “Parures” video recalls colonial
photographers’ usage of clothing, particularly veils, and jewelry to accerteatekedness
of colonized subjects (Sigel, 862). While the MQB’s discussion of female adormment i
Oriental cultures provides visitors with information of how these adornmemns we
traditionally worn in Levantine and Gulf societies, the absence of information about how

Oriental adornment was used by the West to exoticize and sexualize foreigm'wdmdies
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is absent. By only presenting information about the traditional uses of these aatsrante
not their colonial usage, a Franco-Oriental cross-cultural dialogue aboutttrg bis
adornment is limited to one perspective.

But while the history of Oriental female adornment is displayed only from the
Western perspective, the history of another Oriental tradition is displayesignificantly
more globalized point of view. The history of veiling, the subject of colonial fasematid
contemporary frustration in France is addressed by the MQB in “Voilessdg&/i' a display
of nineteenth and twentieth-century face veils from the Arabian Gulf cesrffigure 16).
Although the heavily decorated nineteenth and twentieth-century face veils aydisfiie
MQB are examples of traditional national costumes that have largely disagfeesn wear
and circulation in Gulf countries today, the MQB makes an impressive efftatktabout the
global history and practices of veiling, engaging in a truly cross-cuttisl@gue between
the Arab world and the West:

Nous ignorons quand et ou apparait la coutume pour les femmes de se voiler le
visage. Les plus anciens témoignages iconographiques proviennent de Grece et datent
du Ve-Vle siecle avant J-C. Il s’agit de figurines en terre cugeésentant des

femmes effectuant un pas de danse. Le voile qui recouvre leur visage, ne laissant
apparaitre que les yeux, est sans doute I'attribut d’'une danse rituelle diteecatda
manteau. » La Bible évoque aussi le port du voile du visage. Le voile qui couvre les
yeux de la Bien-aimée dans le Cantique des cantique (IV, 4) apparait comme un
ornement qui met en valeur la beauté du visage.®Aiele aprés J-C, Tertullien de
Carthage parle élogieusement des femmes d’Arabie qui cachent ler veskgsant
apparaitre qu’un ceil. Au moyen age, la coutume du port du voile de visage est
attestée dans diverses régions du Moyen-Orient comme en témoignent de nesnbreus
miniatures. Le voile de visage a évolué au cours de siécles tout commieles va

gu'ils véhiculent. Ses formes et couleurs ont changé au gré des modes et des
influences régionales. Cette coutume vestimentaire, vieille de plusietles sgest
perpétuée jusqu'a nos jours. (Musée du Quai Branly)

¥Translation: We do not know when the traditionvimmen to veil their faces first appeared. The dides
iconographic documents come from Greece in thar&l 6th centuries B.C. Clay images depicted women
engaging in a type of dance. A veil covers thetefa only letting the eyes show through. It is nfiksty a
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By describing the veil as a custom that has been practiced in many diffeyenby many
different cultures over the centuries, the “Voiles de Visage” exhibibdstrates the rich and
diverse history of the veil as a form of adornment. The inclusions of a Biblicedmeéeto
veiling and the existence of veiling practices in pre-Islamic histaapksh the plurality of
veiling traditions, including veiling as adornment in the Christian tradition, in analedks
Orient. Interestingly, the fact that the MQB is able to speak clearly abiting\as a form of
adornment but not as an expression of religion appears to reflect the divisivalpddbates
about Islamic veiling in France.

The MQB'’s omissions of Islam and the history of face veiling as daoesigractice
in the “Voiles de Visage” exhibit are important because the Islamic veil iefdhe most
controversial religious symbols in French debates about multiculturalisne 3388, when
three Muslim girls in the northern town of Creil were sent home for wearirdgb@aves to
school, debates about veiling practices have occupied French newspapers, aaméaves
political discussions as a threat to French identity. Legislation that odtlalaeic veils
2004 was constructed as part of a general secular ban on “conspicuous religious’sgmbols
schools and some public and governmental spaces. The passing of a French law in 2010
which made the covering of the face in any public place (including shops and tt® stree
illegal has been critiqued by both Muslims and non-Muslims in France to spécificget
wearers of full-face Islamic veils such as thgab or burqa (“France Enforces Ban on Full-

face Veils in Public”). Like the 2004 law, the 2010 law was presented astemisliesigned

prop in a ritual dance called the “coat dance.” Bitde also makes mention of face veiling. In tlen& of
Solomon (4:1) the veil that covers the eyes oBakved is described as an adornment that higlditite
beauty of the face. In thé“Zentury AD Tertullian of Carthage speaks highlyAo&b women who hide their
faces, only letting one eye show. In the Middle &igbe practice of veiling is documented in margiors of
the Middle East in miniature paintings. The face kias evolved over the course of the centuri&s, the
values it has espoused. Its shape and color haregeld according to fashion and regional influenthss
centuries-old clothing custom has perpetuated toddy.
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to defend women'’s rights and re-state the liberal and secular traditionsol Baxiety.
However, both laws were largely seen and understood to be part of a growing right-win
French movement to counter the influence and presence of Islam in France. Pragonents
the law argued that the 2010 law was actually designed to “liberate” Mwsimen and was

a demonstration of France’s refusal to tolerate veiling, perceived bywiggtofficials to be

a “subservient” garment and “tomb of women” (“France Wakes Up to a Burga Ban as
Sarkozy Unveils a New Era”). Unfortunately, the law and its supporters did tipé remeat

the bill not only violated the freedom of expression of the majority of veiled wavhe
choose to wear full-face veils but also endangered a small proportion of Mustiranain
France who are forced to wear the veil by obligating them to remove it.

This absence of perception and understanding of the purpose and function of Islamic
veiling practices was also present in the 2011 MQB show “L’'Orient des Femmpar(
Christian Lacroix)” (“The Female Orient as seen by Christiacrdia”), a temporary
exhibition curated by the titular French fashion designer (Figure 17). iDgehe “somber”
veiling of post-1970s Islam, the exhibition description for “L'Orient des Ferhpresnised
visitors a show that would “unveil” the richness of the Orient and its women in ardpzzli
array of color and cloth:

Depuis les années 1970, I'image et la physionomie de la femme du Proche-Orient ont
changé. De nos jours, ce que I'on nomme « la tenue islamique » s’impose partout. De
couleur sombre, elle recouvre le corps des femmes sans en rien laissex @arai
conduit, de fait, a I'abandon progressif des costumes traditionnels orientaux
entrainant la disparition des derniers témoins d’'un art vestimentaire sgculai

En exposant pour la premiére fois une sélection de robes traditionnelles venues d’'une
vaste zone située en plein coeur du « Croissant fertile », du nord de la Syrie a |
péninsule du Sinal, le musée du quai Branly donne aux visiteurs la possibilité de
découvrir la diversité des modes de vie et des coutumes des populations proche-
orientales.
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Il dévoile alors un autre visage de la femme orientale en portant un reggrdiinetuf
esthétique sur leurs créations traditionnelles. (“L’Orient des FemmesrVu Pa
Christian Lacroix,” Musée du Quai Brant)

Though the exhibit was three years in the making, the exhibition dates foi¢ht@ies
Femmes” from February 8, 2011 to May 15, 2011, curiously coinciding with the moment that
the 2010 law banning full-face coverings went into effect on April 11, 20Alkhough the
goals of the exhibit were noble—to give voice to the women and clothing traditionsetteat w
‘silenced’ by Islamic rule and legislation of dress in recent decadessyimbolic

‘liberation’ of Muslim women in an exhibit celebrating nineteenth century clgtivhile

French Muslim women'’s right to veil was being violated outside was an iromicidence

that highlights the neo-Orientalist nature of the MQB Lacroix exhibitedsas the French
government in their attempts to act on the Other’s behalf. This attempt to spead for a
liberate the Oriental woman is the very embodiment of Said’s description ot@isen as

the Western style for “dominating, restructuring, and having authority dverOther’s

culture (3). Despite its efforts to present a descriptive informatiortalyishere cultures
dialogue ‘together,” the Musée du Quai Branly’s mission is compromiséd imability to
reconcile its colonial past together in multicultural message that semvebiplicity of

persons and perspectives.

“Translation (from MQB official website): Since tti870s, the image and appearance of Near Easteremvom
have changed. Today, what we call "Islamic dresgiases itself across the region. This dark costume
completely covers the body of woman, leaving nd pigible, and is in fact leading to the progressiv
abandonment of traditional eastern costumes, cgtisendisappearance of the final remnants of alaeatt of
clothes By exhibiting for the first time a selection of diiional dresses originating from a vast area attbart

of the "Fertile Crescent", from Northern Syria e tSinai Peninsula, the Musée du Quai Branly offsrs
visitors the opportunity to discover the diverseysvaf life and costumes of Near Eastern wonftemnveils a
different face of the Oriental woman, taking a névely and aesthetic look at their traditional &liens

Binterestingly, the show also coincided with the PGArab Spring” movements for political change and
reform in which women were active participants.
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The Cité Nationale de I'Histoire de I'lmmigration

The third museum space of interest in this study is that of the Cité Nationale de
I'Histoire de I'lmmigration (CNHI), France’s first immigrationuseum which opened one
year after the MQB in the eastern outskirts of Paris in 2007. Situated in tisededla Porte
Dorée (PPD), a building constructed for Paris’ 1931 Exposition UniverselleNHEC
mission of recognizing immigrant contributions to France has made it @cersial site of
French cultural heritage.

The history of the PPD provides an important historical context for the development
of the CNHI. The building was constructed as a showroom for the 1931 Exposition
Universelle, held in the Bois de Vincennes across the street. Three decadesheef
Algerian revolution and the dissolution of France’s colonial empire, the 1931 Exposition was
a display of the diverse wealth and resources of France’s overseas calahtesitories.
The Exposition showcased the fruits of France’s colonial endeavors with displaysef na
temples and houses, as well as the highly popular and economically lucratiieattofc
human zoos. The PPD was created as a pavilion to exhibits showcasing Frandoess, polit
economic, and moral contributions to its colonial possessions (Price, 98). The dmethe
PPD’s exterior, which still exist today, feature frescoes of exoticasias well as laborers
in France’s African, Asian, and Oceanic overseas territories who toil under gheesusf an
allegoricalFrance civilatrice who graces the building’s doorway (Figure 18). After the
Exposition Universelle, the space became a permanent colonial museum, thel®llasée
France d’Outre-Mer, overseen by the Ministry of Colonies until 1960. Following€&i
exit from Indochina and its war with Algeria in the 1950s, the name of the museum was

changed to the Musée des Arts Africains et Océaniens (MAAQ) and the mussu-w
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structured as an ethnographic museum, under the auspices of the Ministry o.CTitter
museum did not receive national museum status until the 1970s, and even with this
distinction, the PPD’s cellar aquarium (built in 1931 for the Exposition Universalle),
natural-history exhibit, remained the PPD’ most popular attraction. Even todajqrayncd
visitors visit the Aquarium in conjunction with their visit to the zoo in the Bois de Yimes
across the street from the PPD, skipping the CNHI exhibits altogether (“tlleeti®n en
Devenir”). Despite the efforts of MAAO director Cécil Guitart to rerorghe museum as a
place for a dialogue of cultures by integrating contemporary art intmtiseum’s collection
in 1992, the MAAO was plagued by administrative and bureaucratic upheavals throughout
the 1990s, so much so that parts of its collection were acquired by the MQB to become a
permanent part of that museum’s collection. The MAAO closed its doors in 2003, and the
‘dialogue of cultures’ slogan was adopted by the developers of the MQByghertafter
(Price, 99).

Chirac’s decision to sanction the creation of a national immigration museum in 2004
was a realization of an idea that had been germinating for over a decadmindbend
plans of immigrant interest groups and historians (“President Sarkozy aneé’Eraight
Snub the Opening of New National Museum of the History of Immigration”). Howthe
decision to establish an immigration museum in a building that had been used to propagate
France’s colonial endeavors was met with resistance by a number of sciaalonialism
and immigration, such as Benjamin Stora who stated that the choice of the Bt cre
confusion, and Pascal Blanchard, who claimed that the use of the PPD as an iomigrati
museum “negates” colonial memory (qgtd. in Hall, 32). Speaking in response to these

critiques, future CNHI director, Jacques Toubon, a French minister and politician who
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worked closely with Chirac on the project, said that it was precisely becaudeRheag
been a site of pro-colonial ethnographic propaganda that it was an approfeitietbie
new immigration museum:

Lieu de glorification de la mission civilisatrice de la France, [l&H@Neviendra
l'institution culturelle qui portera a la conscience de tous les Franggertaécisif
des immigrés européens et coloniaux a la construction du pays. (gtd. in Blanc-
Chaléard, 138§

Toubon argued that turning the PPD into an immigration museum would link France’s
immigrant present to its colonial past, embodying a change in French pemspectgards
to immigration and its colonial legacy. In the wake of the MAAO collectioose to the
MQB, the establishment of a new center of multicultural exchange in the footoarat
palace appeared to be an effort to revive a meaningful focus on the Other in the PPD
“Neither the relationship between colonization and immigration,” Toubon promms2@Db,
“nor the situations of persons from the overseas departments and territortes will
neglected” (Price, 101). The opening of a museum of immigration seemed &ergphe
advent a revised history, a ‘new homage’ to the multicultural origins of the contegnpora
French state.

And yet, the museum’s opening was still plagued with controversy in 2007: On
October 8, two days before the official opening of the CNHI, President NiSalkezy
created the Ministry of Immigration and National Identity. The miyisst responsible for
monitoring and reigning in the flow of immigrants to France, as well as pronmefingnch
identity that according to SOS Racisme activist Nesmah Kerbachejédivi

people...between migrants and French people born in France” (Bernault, 140).aftmcre

®Translation: Once a site that glorified Francetswizing mission, the [CNHI] will become a cultair
institution that will raise awareness in all Fremelople of the decisive contributions of Europeath @olonial
immigrants to nation-building.
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of this bureau caused an uproar at the CNHI, where eight of the twelve CNHI historia
resigned in protest against the new ministry. Neither Sarkozy nor the nevieviofis
Immigration and National Identity, Brice Hortefeux, attended the museop®ning on
October 10 (“President Sarkozy and France’s Right Snub the Opening of New National
Museum of the History of Immigration”).

The question of how to address immigration and by extension, race and colonialism
in France and French history has been a contentious topic since at least 2005 ntten Fre
schools, from research university programs to children’s education, were degustedy
France’s positive contributions to its colonies, presented as “civilizingjons’ (Price, 41).
Although the short-lived legislation was retracted in 2006, to France’s plalighg the
CNHTI’s recognition of French multiculturalism appears sacrilegious iuatopwhere
official recognition of ethnicity is banned (Price, 40). Though racism is@usesocial issue
in France, discrimination goes largely unlabeled in the public sphere, wherabdat ethnic
or religious affiliation is not collected nor used to quantify people outside thgocate of
“French” or “foreigner” (Price, 40). The CNHI thus challenges the longstg idea of a
uniform French identity by dividing France’s population into ethnic, religious, andlsoci
categories.

La machine a révéoy Kader Attia

The CNHI's permanent exhibition space is split into four separatetpagh the
story of immigration to France from the nineteenth century to the present (E@jurss
immigrants from Muslim-majority Arab world make up the greatest pesgenf
immigrants to France, art and information about Arab and Muslim immigramsi$sature

prominently in the museum’s exhibits (“French Muslims fight for Recognition and
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Respect”). Visitors begin in the “Prologue,” a series of maps with chronol@gidal
demographic information about immigration. Interestingly, information aboutgration is
not limited to French trends but includes a number of global migration patterns, such as
Mexicans to the United States and South Americans to Spain in addition to French
immigration and emigration trends. Although the three sets of maps hanging froeilitingp
in the “Prologue” contain a variety of interesting fact and figures, it is tteem art
installationLa machine a rév€The Dream Machine”) that draws visitors’ attention and
interest (Figure 20).

La machine a réveg 3-D installation of a mannequin examining the selection of a
vending machine at the entrance to the “Prologue” is the creation of Kade(Ali970), a
French-born artist of Algerian extraction who studied at the 'Ecol®hae Supérieure des
Arts Décoratifs in Paris. His originedachine a révénstallation was presented at the Venice
Biennale in 2003 and depicted a man in a hooded jump-suit emblazoned with the word
“Hallal” examining the choices of a vending machine whose wares includeigaskits,
gold credit cards, and gin, among other items for “sale.” For the CNHI, Ad¢tzed a
female version of the first installation in 2008. The female mannequin weigish Black
“Hallal” tracksuit, her head veiled in a fashionable “Hallal” brand silk saaighe surveys
the choices of her dream vending machine. The machine, Attia has explained, iBomeant
represent the dream of integration held by a number of young girls in Franceeuttwat
they are not accepted in French society. The CNHI installation, created in 2008s &b
the integration difficulties faced by Muslim girls and women who wear théskad as well
as the commercial nature of identity. The serious yet disturbingly comixalf items in the

vending machine from France and the Arab world showcase the conflicts and choices
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immigrants face in their attempt to become a part of French culture. Thagenachine in
the CNHI displays everything froshadors a type of Islamic vell, in plastic bags and
packets otthorba a traditional North African soup to the candy, condoms and cigarettes one
would expect to find in regular Western vending machines. Of the machine’otraténd
non-traditional selections competing for the viewer’s attention, two pamphéetdsarfor
sale in the display: one, a publication entitled “Comment perdre son accent de bamlieue
trois jours” (“How to lose youbanlieueaccent in three days”), the title written across the
book in French and Arabic (Figure 21). The second, a small pink guide, is entitled
“Comment rencontrer le musulman charmant” (“How to meet a charmingriviosin”). All
of the products—fronchorbato chadors to condoms—bear the statmg&l” on their labels,
a mischievous yet meaningfully deliberate detail. The Arabic Wwalal means lawful, and

in the Islamic context, in Muslim-majority countries, it is used to expmesal
permissibility. Food that has been prepared according to Muslim dietary tavesample, is
usually marked akalal, like thechorbapackets in the vending machine. By puttirtggdal
label on everything in the vending machine, and corrupting the word with two L’s into a
brand name (the mannequin’s track suit and the faux brand-name pencil casesridhsale
vending machine are labeled “hallal”), Attia expresses how the practicasdming
another culture and the strict observance of one’s cultural rituals bececoasliming as
words and labels lose their meaningd“machine a révde Kader Attia”). The still figure of
the mannequin choosing an item from the vending machine reflects the strugglaatt F
immigrants who frequently feel compelled to choose between a desire to belomgwo a

society and the wish to hold onto their heritage in a new and unfamiliar setting.
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“Reference Points” in the CNHI Permanent Collection

Moving out of the “Prologue,” the visit continues into the CNHI's main exhibition
space, a large room titled “Repér€sithich summarize the history of immigration to France
in nine thematic sequences. These sequences present the history and experience of
immigration to France, the acquisition of French nationality, and contributionseajrior
cultures to the arts, language, and everyday objects. The exhibition takesatorarthe
titular “points of reference,” vertical columns that present the historiatdnmal and archival
resources such as documents, photos, and film abstracts in a multi-media {ioesiiata
reflects the multicultural history of French immigration (Figure 220weler, theapproche
croisée(“intersectional approach”) the museum uses to present the history of atiorigr
using a variety of media and perspectives appears in many of the exhibricequdich
attempt to gloss over the hate and hardship immigrants encountered on French soil.

The CNHI's reluctance to tackle some difficult questions of French history
illustrated by the CNHI’s contradictorily-named exhibit on French xenopholad tilostile
France, land of refuge.” The exhibit’s criticism acknowledges the Rrieac of others, yet
mitigates this fear by emphasizing to the museum-goer that this typara$ typical of any
encounter with people of different backgrounds. “In every era,” the museunmsguide
introduction to the “Hostile France” reminds the reader, “public opinion reinveafgyure
of the foreigner who doesn’t assimilate.” Is this to say that foreigneosde assimilate are
no longer loathed? Comments from museum visitors who visited the CNHI shontlgsafte
opening expressed experiences to the contrary. One anonymous visitor statesiita@iof

being born in France, he felt as though he was not accepted by his country, saystdl “I

The literal translation of the French word “Rép@&iesbearings.” The CNHI English exhibit title i®oints
of Reference.”
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referred to as someone ‘of immigrant origin’ and not as a real FrenchArasther visitor

with an immigrant family heritage echoed these comments in an anecdoteigreamily
history: “My great-grandfather was a French colonial official ancbeived a Legion
d’Honneur...but | will always be considered here as a foreigner. The Frenchlthesa
words about universalism and such, but it's not something they act out in daily life” (“New
Immigration Museum in France Celebrates a Changing French Sgciety”

Though many parts of the “Réperes” exhibition descriptions sound apologist or
defensive, they do acknowledge the difficulties encountered by immigrants cheing t
nineteenth century and in some subtle instances, the discrimination manyantsiig
experience today. “With each wave of immigration,” the “Hostile Franaedduction text
in the museum guide reads, “grievances return; with each crisis, tensionacdated.”
Is this a reference to the 2005 banlieue riots in the outskirts of Paris, which begainvehe
North African youths were chased through a power grid and electrocuted while riwaing a
from the French police? Or does it reinforce the tensions of the ongoing veil debate
arguments over secularity? Although life as an immigrant in Francdicutiibnd
assimilation seemingly evasive, the “land of refuge” component of the ezbéits to
espouse a positive message of hope and change. “From one era to another,” the text
concludes, “there are French people who turn their back on xenophobia and choose
solidarity.” It is this solidarity that fuels the museum’s work, in spitgésomuted displays on
France’s hot-button immigration and multiculturalism topics.

Mother Tongueby Zineb Sedira
The CNHI's solidarity with the immigrant populations whose story it aims teshkar

best demonstrated in the creative and compelling visual and conceptoatadlations by
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artists of immigrant origins. By enabling artists to share their work anigstin the museum
setting, the CNHI is able to present a wider series of perspectives thanmsusuch as the
Louvre and even the MQB. One such perspective, from the “Réperes” “DiVeesiuence,
is a powerful video triptych calledother Tongu€2002 wherein artist Zineb Sedira
problematizes questions of language and dialogue in the immigrant narratigé as on
the larger stage of Franco-Arab relations (Figure 23).

Sedira, the French-born daughter of Algerian parents, has lived and worked in
England since 1986. She creaMdther Tongudy interviewing her mother in the first
video, her daughter in the second, and her mother and daughter in a third video. Each
interview is shown on a screen, the three screens placed together in ardwadiphones
dangling from each television so that visitors may hear the conversationsfitsttiaeleo,
Sedira asks her mother questions in French and her mother understands the questions but
responds in Arabic, her native language. In the second video, Sedira’s daughter asks her
mother questions in English, the language she has learned growing up in the UK, and her
mother replies in French. The mother’s reply is also understood by the daughtetydib® s
French in school. However, communication breaks down in the third video where the
grandmother and granddaughter are supposed to speak to each other. A language gap
emerges: both grandmother and granddaughter understand French, but the lisngeitgs
person’s mother tongue, and the two family members share more silence than woeds in t
video clip.

Sedira considers the lack of communication in the third video an alternative way of
conveying meaning. In an exhibition in Brooklyn, Sedira explained that her mother neve

learned French as a way to demonstrate her rejection of France and its baftevibe
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Algerian war for independence in the 1950s and 1960s. Reminiscing on her family’s earl
years in France after the war, Sedira explains that “[her parents]eqest a lot of racism,
and my parents felt a sense of failure that they had to bring up their childrehanlthee.
They were angry that the French had managed to divide their Arab identitgttow s
Algerians against each other by giving French citizenship to Algeriant@hssnd Jews

but not Muslims, so that Algerians would turn against each other” (qtd. in “Mother
Tongue”).

Sedira’s exhibit reflects not only the growing linguistic barriers betwgenerations
of families who have immigrated to a new country, but also a concern with the unsaid
messages and meanings of silence in discourse. Like the silences of the granainabthe
granddaughter, the silences and spaces in the CNHI for alternative disarudsésitions
of immigrant culture might better be understood as spaces pregnant with unspoken or
unrecognized meaning and importance. The silences in the CNHI mighbfuasta
representation of the unsaid and those whose voices have been historically sitemced; t
lack of voice in the national museum venue symbolically represents their erdiusn
national immigration debates or recognition as contributors to France anth krentty.

The CNHI's Contemporary Issues and Donation Galleries

However, unaddressed stories and experiences are the subject of the CNE/g las
exhibition spaces, “L’espace de questionnements contemporains” (“Conteynisetees”
room) and the “Galerie des Dons,” (“Donations Gallery”), a growing cadlectf personal
items, photographs, and other archival materials donated by immigranetaaniti
accessioned into the CNHI’s collection. The purpose of both of these rooms is to enhance

and continually expand the CNHI's exploration of immigration history and iseU&since.
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The “Contemporary Issues” room, which consists of four interactive videasoresgtors
can use to consult additional information about immigration issues not mentioned in the
permanent collection, was created because the “Répéeres” exhibition could matlcove
aspects of immigration in France. Although the “Contemporary Issues” rcknowaledges
the room for debate about the contested history and issues of immigration ia tecang
the placement of these issues, whose categories include “women,” “cularaitg” and
“republican principles,” in separate section away from the “permanent” histtiRépéres”
allows the CNHI to engage in a direct discussion of French immigranooss politically
and culturally volatile topics. The “Galerie des Dons” room and program encowisges
of all backgrounds to review and appreciate stories and objects from immigraiitvearr
and for visitors who are immigrants to France to participate in the projechhybuting
their family’s story through gifts, deposits, or loans of objects to the musmwsddcational
display purposes. By enabling visitors to create and contribute to a national museum
collection, and debate its contents in the contemporary issues room, the CNHI makes a
valuable concerted effort to engage its visitors in its content as wedl @sjeictives, in so
doing becoming a national museum that truly serves and belongs to its public. Téree“Ga
des Dons” also constructs a new history of Franco-immigrant relatidnssteews an
Orientalist or neo-Orientalist narrative as immigrants and their descenare able to speak
for themselves through their gifts to the museum.

While the Musée du Quai Branly and the Cité Nationale de I'Histoire de
I'lmmigration were founded during a similar time and in a similar spaithenstitution
reflects different aspects of France’s national history and Frenclsdfiareate cultural

dialogue. The MQB'’s collection is a testament to France’s longstandargshin collecting
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art and cultural artifacts from its colonies. The MQB'’s founding prinché ¢reating a

space for non-Western art in the French museum landscape elevated nom-¥rakiets

out of France’s colonial history or restrictive native cultures is a noldetiohed yet
problematic and neo-Orientalist solution to questions of qualification and classifis of
Western and non-Western art. Although the CNHI does not address the most contentious
issues of immigration and French identity formation in its galleriesht#madtic organization

of the museum and the space it gives immigrant artistic voices and muséons tas

contribute to the museum and its collections. These initiatives help fill theidasigaps fill

in some of the gaps in French history to present a more nuanced and diverse dialogue that

better reflects France’s multicultural past and present.
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Chapter IV
Conclusion

By comparing and contrasting the Louvre, the Musée du Quai Branly and the Cité
Nationale de I'Histoire de I'lmmigration, this study analyzes theespad place of
Orientalist exhibitions and objects from the Orient in three French natiarsgums in Paris
and how these exhibits reflect the importance of the Orient on the construction ioheofot
Frenchness.

As France’s flagship museum and the first national, public museum of its kind, the
Louvre has been an important repository of French history since its conceptiwe’'sra
imperial Orientalist history is prominently featured in the Louvre in the Deyeat of
Egyptian Antiquities, the Department of Painting, and the new DepartmenramidsArt,
among other spaces in the museum’s collections. However, contemporary Oriental
renovations to the Louvre, such as the Pyramid oGitaend Louvreproject are viewed as
foreign intrusions into the supposedly traditional French museum landscape. The ceytrove
over the contemporary integration of Orientalist motifs in the Louvre’staottre, which
are seen to disrupt the Louvre’s traditional framework, highlights a retectaravoidance
by the museum to recognize the pivotal role of the Orient in France’s prediwnt Téds
schism fractures the museum’s position as an emblem of French identity.

With the slogan “La ou dialoguent les cultures” (“where cultures mebaiogue”)
subtitled below the museum name in pamphlets and other publications in print and on the

web, the Musée du Quai Branly is a space that actively seeks to fostecudtosa dialogue



by elevating the art and traditions of the non-Western world in a museum space on
par with the Louvre’s grandiosity. The collections of the MQB were aldatgely from the
collections of former colonial museums to be reassembled as a new national museum
prominently located in the shadow of France’s most famous monument, the Eiffel Tower.

However, the exhibition space of the MQB, organized loosely by continegiahseg
is configured in such a way that the permanent collection of African, Asiaani@c and
American art is conflated into a homogenous non-Western territory. Furtleeimaugh the
majority of artifacts on display in the MQB’s permanent collection werassed during the
nineteenth and twentieth century and the objects themselves date from previouss;ehguri
collections are presented as artifacts from “contemporary” non-Wesieieties. Finally, a
focus on aesthetic harmony over educational materials in the museum space aad the ne
Orientalist tone of the MQB'’s existing guide itineraries and informatipaaels reflect
France’s ongoing difficulty to avow the negative history of its idenstg former colonizing
power. Though founded with the best of intentions, the MQB'’s display of non-Western
cultures is only able to engage in a relatively limited cultural dialogue.

The Cité Nationale de I'Histoire de I'lmmigration represents a third ¢fpeuseum,
one that directly engages with Oriental cultures in conjunction with Frestdmhin a
mélange of art and informational displays. Where the MQB invites visitors toiresas
collections as explorers following in the footsteps of nineteenth-centurionssshe
CNHTI’s visitors have the opportunity to become patrticipants in the issues on disftiay a
museum.

The CNHI's commitment to being “not only a museum” is reflected in thedtitlbe

museum, which eschews the word “musée” for “citédh& use of “cité,” a word traditionally
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used to describe city centers or “hearts” of cities creates an ajpeapwuble-entendre for a
museum representing a plurality of French experiences: today, the wigfdsalso used to
describe immigrant neighborhood enclaves outside central Paris. The mufsaus’sn

visitor participation and involvement, most notably through the “Galerie des Doas2 ut
also throughout the permanent collection, invites visitors into the heart of the msjsacen

to engage both as spectators and as participants. Although the CNHI avoidg directl
addressing the more contentious questions of religious discrimination and Fratmesl c
history in its programming, the museum is nonetheless an encouraging and inspiring new
space that adds additional nuance to discussions about immigration and nationglirdentit
France both in and outside the museum.

It is important to remember that the questions that arise from the studgef the
museums and the themes they actually and purportedly embody are but a surveyagsthe w
in which Oriental collections are exhibited and Orientalism manifestsiiderench
national museums. The collections, construction, and renovations of these three museums
reflect only a small portion of the constant building and re-building of Orieintaliections
in the French museum landscape, and the story of the Orient in French national history

The history and development of the Musée d’Orsay, a museum that has a gallery
devoted to Orientalist painting and exhibits works of art with Orientalist and restevid
themes throughout its collection of late nineteenth and early-twentieth cemky, v¢ one
such venue of interest. Anthropological museums, such as the Musée de 'Homme, or
cultural centers, such as the Institut du Monde Arabe, are additional sites witysansl
exhibition of Arabo-Islamic arts and cultures would provide interesting cosgparand/or

foils to the museums analyzed in this study.
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The use of the French national museum to cultivate political currency and inflaence i
another topic of ongoing interest and one that merits ongoing surveillance fergubjgcts.
Current French president Nicolas Sarkozy’s decision to follow in the steps of hi
predecessors and create a cultural legacy for his presidency wilhtakkape of a new
museum of French history, the Musée de I'Histoire de France. Housed in FraatieisaN
Archives, the museum, founded in 2010 and currently under construction, is overseen by the
Ministry for Immigration and ldentity. Its establishment caused newr famong French
historians who conducted sit-ins to protest the creation of a museum with a "roedinsti
and “anti-immigration” message they believe is a part of Sarkozy’s 201 2cterlstrategy
(“French Historians Rally Against Sarkozy's “legacy” Museum”).Whethermuseum
includes or excludes France’s Orientalist heritage, and how it deals with reterid/@éon-
European and non-French collections, Sarkozy’s new museum will doubtless be another
source of information about the ways in which French museums continue to establish a

French identity.
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APPENDIX OF IMAGES
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Figure 1. EnglisH-anguage Plan of the Louvre Museum (exterior cowdrjsé« du Louvre,
Paris, France.
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Figure 2. EnglisH-anguage Plan of the Louvre Museum (Ground Flddgsée du Louvre
Paris, France.
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Figure 3. Abel de Pujol, Alexandre-Dentgyypt Saved by JoseplB27. Oil on canvas.
Musée du Louvre, Paris, France.

Figure 4. Cogniet, LeoiBonaparte, Surrounded by Scholars and Artists, as a Mummy is
Discovered 1835. Oil on canvas. Musée du Louvre, Paris, France.
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Figure 5. Pavillon des Sessions. Musée du Quai Branly. Photograph : Arnaud Baumann

Figure 6. Gros, Antoine JeadBonaparte visiting the Plague-Stricken in Jaff@99. Oil on
canvas. Musée du Louvre, Paris, France.
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Figure 7. Ingres, Jean-Dominique-Augudtbe Grand Odalisquel814. Oil on canvas.
Musée du Louvre, Paris, France.

Figure 8. Delacroix, Eugen&/omen of Algiers in Their ApartmedB834. Oil on canvas.
Musée du Louvre, Paris, France.
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Figure 9. The Pyramid. Musée du Louvre. Photograph: Isabella Archer

Figure 10. Bellini, Mario and Rudi Ricciotti. Model for the Department @ntst Art in the
Cour Visconti. Musée du Louvre.
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Figure 11. New York Times Multimedia Graphic of the Louvre and the Cour Visconti.
lllustration by John Papasian. From the Article “Louvre Gets $20 million for newmis|
Wing,” published July 28, 2005.

Figure 12. Entrance to the Musée du Quai Branly with the Eiffel Tower in thgroacid.
Photograph: Isabella Archer

62



co!

llections

ned v ofer acces o thes

Oceania

Americas

© West, East and
Multimedia Mezzanine

s e anc e
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Figure 14. Video still from the “Parures Femmes Orientales” videallatbn at the Muse
du Quai Branly. Photograph: Isabella Archer
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Figure 15. “Algérie—Mauresque voilée.” French colonial postcard. Calleddiéale, Paris.
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Figure 16. “Voiles du Visage” exhibit, Musée du Quai Branly. Photograph :llsareher
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Exposition

www.quaibranly.fr 08/02/11 - 15/05/11
e

Figure 17. Promotional poster for the 2011 Musée du Quai Branly exhibition «hit@es
Femmes vu par Christian Lacroix. » Musée du Quai Branly.
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Figure 18. Exterior facade of the Palais de la Porte Dorée. Photograpallalgacher
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Figure 19. English-Language Map of the CNHI Permanent Collection. Citéridiide
I'Histoire de I'lmmigration.
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Figure 20. Attia, Kadel.a machine a réve2008. Mixed media installation. Cité nationale de
I'histoire de I'immigration. Photograph : Isabella Archer

Figure 21. Attia, Kadel.a machine a révédetail). 2008. Mixed media installation. Cité
nationale de I'histoire de I'immigration. Photograph : Isabella Archer

67



URGENT Iff‘n:u

e

'!3’ L

‘L

Figure 22. The “Réperes” exhibition photographed from the sequence “Hostile Htand
of Refuge.” Cité Nationale de I'Histoire de I'lmmigration. Photographa Eitlouche

§

Figure 23. Sedira, Zinedother Tongue2002. Video multimedia installation. Cité Nationale
de I'Histoire de I'lmmigration. Photograph : Isabella Archer
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