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INTRODUCTIO. 

THE USE AND ABUSE OF JERUSALEM 

Bianca Kithnel 

Let me start with the end. 

Jerusalem recently acquired a new coffee house, 

“Aroma,” in the German Colony, a place for social gath- 
ering, like so many that have appeared in the city over 

the last few years. Not only a new institution, but also a 

new construction, by Yiftah Arad, a light affair of glass, 
plastic, and metal, inserted into an existing building 
and conceived as a boat trying to escape the stony sur- 

faces surrounding it. Answering the criticism raised by 
his work, Arad said, among other things, that his “Aro- 

ma” was a reaction to the traditional architecture of 

Jerusalem, which usually aims at promoting the mes- 
sage of eternity implicit in the city.! What Arad actually 

had in mind was contemporary Israeli architecture in 

Jerusalem. However, his protest seems to be. directed 

against Jerusalem architecture (and art) in general, for 
being too aware of the imagined link between the thou- 

sands of years of the city’s past and its eschatological 

future. How otherwise are we to understand his expres- 
sion “oppressive eternity,” or his turning away from the 

heavy stone buildings typical of Jerusalem, which aim 
to “connect between an eternal past and an eternal sur- 

vival”? In designing the café, Arad refused to create yet 

another bridge between past and future, and con- 

sciously opted for the present. However, even in doing 

50, even in the act of endowing Jerusalem with a boat, 

which necessarily implies a sea, thus bringing some- 

thing of Tel Aviv to Judaea, he engaged in a dialogue 
with the traditions of Jerusalem and found himself 

challenged by their rich and compelling associative 
power. No matter how personal or how transient an 

artist’s approach to Jerusalem is, it will always depend, 

! Yiftah Arad, “To Hell with Eternity” Kol Ha'lr, 7 Nov. 1997 (in 
Hebrew). Kol Ha'Ir (The Whole Town) is the professionally irrev- 
erent Jerusalem weekly. 
“Prag habe ich gerne gemalt, nicht etwa in der Absicht, 
topographische Schilderungen zu geben oder im impressionistis- 
chen Stil Augenblicke festzuhalten, sondern deshalb, weil heute 

XIX 

up to a point, on the wealth of ideas, symbols, beliefs, 

aspirations, generated or matched by the city. The 

extent and longevity of this bond between Jerusalem 

(the city and the notion) and the artistic process, 

equally true for art in Jerusalem and for Jerusalem in 
art, go beyond those attained by any other city in the 
history of mankind. 

Representing cities in pictorial art has always been a 

manipulative affair, never purely photographic or doc- 

umentary. Take, for example, Oskar Kokoschka's 

Prague, View from Strahov: “1 painted Prague with plea- 

sure, not with the intention of creating topographical 

depictions or catching moments in impressionistic 

style, but because today cities are built on sand and 

their citizens neither preserve the memory of a past, 

nor are they conscious of a future, of which they are, 

on the contrary, afraid.” To the innocent eye, View from 
Strahov is a panoramic vision of Prague; in Kokoschka’s 

mind at the beginning of the Hitler era, a promise of 
security. What we have here is a normative case, a per- 

sonal mood developing against a certain historical 

background leading to the painting of a city, which the 

spectator can recognize; correlating the date of the 

painting with some knowledge of the artist’s life and of 

European history, the spectator can even penetrate 

beyond the surface and grasp the artist’s message with- 

out the aid of specific commentary. 

Representations of Jerusalem in art have all these, 

but also many other layers of significance, with a reso- 

nance for the followers of three world religions and 

with relevance to a multitude of historical situations, 

political earthquakes and socio-religious landscapes.* 

Stadte auf Sand gebaut sind und derer Bewohner weder Vergan- 
genheit bewahren, noch sich einer Zukunft bewusst sind, dic sic 
im Gegenteil sogar fiirchten.” Kokoschka on his painting Prag, 
Blick von Strahou, 1934, Museé Jenisch, Vevey. In Oskar Kokoschha, 
Catalogue Egon Schiele Centrum, Cesky Krumlov, n.d. 
Kokoschka also painted Jerusalem during a visit to the city in 
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Let us think, for example, of nineteenth-century 

landscape paintings of Jerusalem.* At first sight, they 

appear straightforward, naive, touching, but essentially 
dull renderings of the city, especially when compared 

to the metaphorical and symbolic sophistication and 

diversity of medieval representations. A documentary 

function, usually associated with postcards and pho- 

tographs, is the first association they call to mind. A 
closer look at these paintings, whether Romantic Euro- 

pean or Protestant American, tells us that their prima- 

ry function is the authentication of the Bible, which 

explains the preponderance accorded to depictions of 

the holy places and fits the scientific preoccupations of 

the period, mobilized to “attest” and support faith. 

Beyond this general explanation, there is room for par- 

ticularistic inquiries which, whenever conducted, 
reveal deeper layers of meaning. 

John Davis’s recent study on the Holy Land in nine- 

teenth-century Anglo-American Protestant art and cul- 
ture focuses on an analysis of the idea of the Holy Land 

in nineteenth-century American culture, and on paint- 

ings by four little-known American artists who visited 
the region between the 1840s and 1870s.? Correlating 
these two lines of inquiry and including in the discus- 
sion comparisons with contemporary landscape paint- 

ing in America, Davis discerns an additional aspect 

which is specific to Protestant America of the period 

but also characteristic of the reception of Jerusalem 

and the Holy Land in Christian art since the beginning 

of the Christian era. Jerusalem representations in nine- 

teenth-century America were meant to enhance the 

national and religious identity of American Protestants, 

by establishing a parallel between the Holy Land and 

the United States: the Holy Land had given birth to the 

Book, the United States was its fulfilment, heir to the 

sacred topography. Protestant Americans identified 

themselves as the new Israel and as such claimed for 

themselves a unique relationship to the land of the first 

chosen people. The Civil War can certainly be consid- 
ered the specific historical framework leading to the 

intensification of the idea of election and millennial 

fulfilment and to the intensification of American 

tourism to the Holy Land. For those who could not 

1929. The painting, kept in the Detroit Institute of Art, shows 
Jerusalem as a stone citadel dominating the dramatic movement 
of its surroundings like an apocalyptic appearance. See Hans 
Maria Wingler, Oskar Kokoschka. The Work of the Painter (Salzburg: 
Galerie Welz, 1958), fig. p. 86. 

* Yehoshua Ben-Arich, Painting Palestine in the Nineteenth Century 

afford a journey to the Middle East a surrogate was cre- 

ated in 1874 in New York, the “Palestine Park,” to which 

“pilgrims” came daily, some of them dressed in “Orien- 

tal” garb to increase the authenticity of their pilgrim- 

age.® 
The appeal enjoyed by Jerusalem in visual art and 

the malleability of its meaning are unique. Visual rep- 

resentations, on the one hand, are dependent on the 

exegetical and socio-historical interpretations of 

Jerusalem at decisive turns in its fate, while on the 

other, they are capable of adding layers of interpreta- 

tion in their own, visual language. The visual arts hold 

a privileged position in defining Jerusalem, because of 
their ability to make clear in a single image, in a direct, 

condensed, but richly associative way, a whole range of 

Jerusalem’s connotations. A visual, syncretistic image 
can capture at a glance physical appearances, religious 

connotations, and universal symbolism, by combining 

established schemes in different surroundings. More- 
over, visual images enjoy a dynamics of their own, they 

are appealing and adaptable, they are used and abused 

at the same pace as other notions and symbols of 

Jerusalem. 
The meeting between two such powerful subjects, 

Jerusalem and the visual image, is an almost impossible 

mission for a book which aspires to a certain degree of 

coherence. The present publication, in spite of being a 

collection of studies, does strive for coherence. More- 

over, it offers the advantage of combining a close look 

at small portions of the textured terrain which is 
Jerusalem in art, in the separate articles, and a more 

panoramic gaze, in their gathering in one volume. 

Maintaining the balance between these two aspects of 

the book, trying to turn it into a broadening and not 

into a collapsing vision of the subject, has been my 

main concern throughout the production of this vol- 

ume. This introduction will attempt to trace some 

“guidelines.for orientation” in the shape of questions 

which can be addressed to the volume as a whole with 

some likelihood of being answered. 

“Real and Ideal Jerusalem in Jewish, Christian and 

Islamic Art” in book form (it was also the title of the 

conference from which most of the articles were 

(Jerusalem: Yad Izhak Ben-Zyi, 1992). 
5 John Davis, The Landscape of Belief: Encountering the Holy Land in 

Nineteenth-Century American Art and Culture (Princeton: Princeton 
University Press, 1996). 

©  Ibid,, pp. 89-90. 

culled), offers an opportunity to follow up at least two 

sets of problems at a general level, beyond the specific 

subjects involved. These problems are intimately relat- 

ed to Jerusalem, but also have a broad relevance for a 

range of other subjects in the history of art. 

The first set is presented by the comparison 

between the attitudes of Jewish, Christian and Islamic 

art towards Jerusalem, between their respective 

approaches to a subject which is common to all of 

them, but has different relevance to each of them. My 

views on this set of questions were formulated as clos- 

ing remarks to the Fifth International Seminar of the 

Center for Jewish Art and have meanwhile been pub- 
lished elsewhere.” The conclusion imposed by this jux- 
taposition of Jewish, Christian and Islamic depictions 
of Jerusalem confirms that they faithfully reflect the 

differentiated attitudes towards and the respective posi- 

tions held by the Holy City in the three monotheistic 
religions. While Jewish art is mainly preoccupied with 

the Temple and the Tabernacle as symbols and war- 

rants for the future restoration of Jerusalem,® Christian 

art focuses on representations of heavenly Jerusalem at 

the end of days; Islamic, like Jewish art, usually repre- 

sents Jerusalem through the Temple Mount, using geo- 

metrical forms sometimes strikingly similar to the 

schematic representations of the Ka’aba at Mecca; this 

visual similarity is a reflection of the much wider phe- 

nomenon of transferring biblical traditions connected 

with the Temple Mount to the Ka’aba.® Notwithstand- 

ing the interlacing connections and antagonisms 

between the three religions in their respective attitudes 

toward Jerusalem and despite the obvious migration of 

visual motifs, the appurtenance of the works of art and 

their messages are always clearly recognizable. It would 

seem that the accuracy of a particular message is 

increased by its being part of a constant flow of mutual 
influences. 

7 Closing lecture at the Fifth International Seminar of the Center 

for Jewish Art, 21 May 1996, published in Kunstchronik 11 (1997), 
602-10. 
For joint representations of the Tabernacle and the Temple in 
Jewish floor mosaics of the early Byzantine period, see my arti- 
cle on the newly uncovered synagogue mosaic in Sepphoris, in 
Jan Assmann and Albert L. Baumgarten, eds., The Possibility of 
Representation in Religion, Studies in Honor of Moshe Barasch 
(Jacob Taubes Minerva Center for Religious Anthropology, 
forthcoming); for similar significances in different historical 
and artistic milieus in late medieval Europe, see my “Jewish and 
Christian Art in the Middle Ages: The Dynamics of a Relation- 

ship,” in Alfred Haverkamp, ed., Juden und Christen zur Zeit der 
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The second group of questions posed by the associ- 

ation between Jerusalem and the arts over such a long 

period of time as that covered by this volume, touches 

the core of art-historical method. This set of problems 

deals with mechanisms that lead to a high degree of 

differentiation in meaning and purpose while working 

within a network of extremely dense circulation of 

motifs and ideas. Our objectives can be formulated as 

follows: how should we classify the migrations of visual 

schemes, motifs and compositions from their original 

period of formation to other generations, landscapes, 

and even different religions? Shall we consider them as 

immanent phenomena, implied by the universalism of 

the subject and its unusually large distribution and 

unusual vitality? Shall we opt for unconscious 

rehearsals or repeated “inventions” of basic schemes 

with a universal message and actuality or, on the con- 

trary, for conscious choices of similar motifs, placed in 

different surroundings and bearing polemical labels? 

These questions of course are broadly relevant to 

the methods of art history, but they are particularly 

acute in Jerusalem’s case, where exactly because of the 
universality of the subject, the migration of forms of 

expression can slip into triviality and the specific links 

and conditions of transfer can be obscured, or neglect- 

ed and misinterpreted. The transplantation of a motif 

never results in an identical form: the context changes, 
the overall appearance is transformed, the message is 

updated. This is what makes the detection of borrowed 

motifs and the identification of their nature more valu- 

able: the ever repeated motifs become precious wit- 

nesses in the detection of new developments and turn- 

ing points in artistic attitudes towards Jerusalem, while 

enabling a better understanding of the common forms 

of expression and continuity. Thus, the gathering of 

more than fifty articles on Jerusalem in art may con- 

duct readers through a search for similar forms gener- 

Kreuzziige (Vortrige und Forschungen, 41) (Sigmaringen: Thor- 
becke, 1998). 

Priscilla Soucek, “The Temple of Solomon in Islamic Legend 

and Art,” in Joseph Gutmann, ed., The Temple of Solomon (Mis- 
soula, Montana, 1976), 73-124; Heribert Busse, “Geschichte und 
Bedeutung der Kaaba im Licht der Bibel,” in Zion — Ort der Begeg- 
nung, Festschrift fiir Laurentius Klein zur Vollendung des 65. Lebens- 
jahres (= Bonner Biblische Beitriige) 90 (1993), 169-85; see also 
recently id., “The Destruction of the Temple and its Reconstruc- 
tion in the Light of Muslim Exegesis of Siira 17:2-8," JSAI 20 
(1996), 1-17. See also Rachel Milstein, “Drawings of the Haram 
of Jerusalem in Ottoman Manuscripts,” in Aspects of Ottoman His- 
tory, Seripta Hierosolymitana 35 (1990), 62-69. 




