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Chapter 9

Marked Off: Hollywood's Untold Story
of Arabs, Muslims, and Camels
Waleed F. Mahdi

We construct identity by finding ourselves in relation
to an array of people and objects who are not ourselves.
Every person and thing is Other to us.
We situate some Others quite closely to the Selves
we are calling into being; others,
we place so far away as to make them utterly inhuman.
-Philip Deloria, Playing Indian'
This chapter, which focuses on 90 films produced throughout the
twentieth century, discusses a topic that has received little if any attention in writing: the relation between Hollywood, Arabs, and animals.
Of these 90 films, 44 associate Arabs and Muslims with apes, goats,
cows, pigs, dogs, jackals, serpents, frogs, cockroaches, flies, and other
animals, while the other 46 denigrate Arabs and Muslims by stereotypically associating.them with camels? This analysis seeks to shed
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light on Hollywood's long-held negative perceptions of Muslims and
Arabs and the industry's often subtle practices of demeaning these
groups of people through the use of certain stereotypical, metonymical, and metaphorical images of Arabs and Muslims as less than
human.' This analysis also attempts to show how, as Paul Lester and
Susan Ross claim, "to stereotype is, in both a real and a metaphorical
sense, to lose sight of the individual.:" Central to my argument are
examples from a select number of films that demonstrate that
Hollywood's dehumanization of Arabs is an end that has been reached
through three processes: denigration, naturalization, and alienation.
The classical concept of the Great Chain of Being, developed and
articulated by Plato and Aristotle, is one of western philosophy's earliest attempts not only to theorize but to capture its scholars' yearnings
to establish a hierarchical system that defines the interrelationships
among various beings. In his work The Great Chain of Being, the philosopher and intellectual historian Arthur Lovejoy offers a more elaborate insight into the concept I would otherwise describe as the social
system through which the Greeks revered gods, glorified themselves,
and derided non-Greeks-whether
indigenous North Africans, enslaved people, or animals.'
For certain ancient Greek philosophers, and later for Christians influenced by these thinkers, three categories helped define the interrelationships between the divine, the human, and the nonhuman.
Relations among beings were structured in a way that positioned the
divine, an omnipresent God, at the highest level, while nonhumans,
animals, and lifeless objects fell into the lowest levels. However, the
category of human defied uncomplicated definition. It was reasoned
that the criterion of the ability to speak language could not be the one
and only marker of a being's humanity because, for example, the
"mad," who clearly could speak, lacked an essential characteristic of
the human-i.e., rationality. Enslaved people were conceived as creatures cursed by God and destined to serve humans, and "heathens"
were conceived as having strayed from God's true path and thus being
unable to achieve the status that devout Christians enjoyed. An
even lower category was created for those deviating from the norms
of humanity as determined by medieval European standards: the

the animals-eagles,
lions, and serpents were noble whereas sheep,
cattle, and poultry were servile. In short, Nietzsche's division of
animals was of course anthropomorphic: animals considered merely
subhuman were associated with nobility whereas animals considered
nonhuman were associated with the enslaved."
Consider Medieval and Renaissance Europe's animal-like treatment
of the enslaved, the insane, and the heathen. "The same practices used
to control animals," states social historian Charles Patterson, "were
used to control slaves-castration,
branding, whipping, chaining,"
and "ear cropping."? The insane underwent a similar experience.
"In madhouses," Michel Foucault argues, "the insane were subjected
to extreme harsh treatments," including exposure to coldness, lack of
necessary clothing so that they could stay warm, and sometimes beatings that were given in an attempt to "cure" them. "Those chained to
the walls were no longer men whose minds had wandered, but beasts
preyed upon by a natural frenzy.:" Non-Christians were no exception.
Pagan Africans-Sarah Baartman ("the Hottentot Venus") is a famous
example-were
lured to Europe, where their black bodies were considered abnormal and where they were placed in living exhibitions in
a "human ZOO."9
Writing about Europeans' tendency to widen the gap between the
human and the nonhuman, which was accomplished through frequent
attempts to associate those considered subhuman with those considered nonhuman and eventually to separate them from the category
human altogether, Patterson remarks:

subhuman.
Yet this classification was far from clear cut because the subhuman
and nonhuman often overlapped or were interchangeable when contrasted with the category human. Nietzsche extended this medieval
feudal politico-economic division between the noble and the servile to

The process of downgrading human beings from the category of human into subhuman and eventually nonhuman begins with the act of
associating humans with docile and unferocious (though not necessarily abhorred) animals. It is widely accepted that at least a half million
Armenians were killed as a result of actions that most western-though

The great divide between humans and animals provided a standard by which to judge other people, both at home and elsewhere.
If the essence of humanity was defined as consisting of a specific
quality or set of qualities, such as reason, intelligible language,
religion, culture, or manners, it followed that anyone who did not
fully possess those qualities was "subhuman." Those judged less
than human were seen either as useful beasts to be curbed, domesticated, and kept docile or as predators or vermin to be
elimina ted."
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not most Turkish-scholars
refer to as the Armenian Genocide
(1915-1923); leading up to this period, Ottomans called Armenians
cattle. Likewise, Nazis called Jews rats. Japanese called Chinese pigs.
U.S. soldiers have called Native Americans beasts and brutes; Filipinos,
gorillas; Japanese Japes (a hybrid of Japanese and apes); Vietnamese,
monkeys; and Iraqis, cockroaches. Hutus have called Tutsis insects. And
more recently, members of Al-Qaeda could not have annihilated
thousands of innocent people without thinking of them as the grandchildren of apes and pigs."
Mireille Rosello, professor of comparative analysis at the University
of Amsterdam, argues in her book Declining the Stereotype that the impulse to denigrate the Other is realized through the creation of images
linking a specific group of people to a specific animal. Such images
solidify once they are disseminated within the realm of popular culture." In short, fiction and nonfiction, news agencies, magazines, cartoons, caricatures, paintings, television shows, films, and Internet Web
sites all are media through which stereotypical images are endorsed
and enforced.
Film is perhaps the medium most successful in perpetuating stereotypes. The power of the motion picture lies not only in its broad appeal
and accessibility but in the expectation that it will entertain. Not surprisingly, when criticized for resorting to stereotypes, screenwriters, directors, and producers often rush to respond, "It's only entertainment!" By
stressing this role of cinema, they deny the powerful ideological potential of film and justify their choice to perpetuate damaging stereotypes.
Hollywood's tendency to vilify people outside the racial mainstream has been addressed by numerous works of scholarship, including Norman Denzin's Reading Race: Hollywood and the Cinema of Racial
Violence; Fatimah Rony's The Third Eye: Race, Cinema, and Ethnographic
Spectacle; and Lester Friedman's Unspeakable Images: Ethnicity and the
American Cinema," Scholars and film critics have also written about
thousands of films in which specific groups of people have been vilified. A notable example of such a work, in this instance one focused on
Arabs (and Muslims), is Jack G. Shaheen's groundbreaking Reel Bad
Arabs: How Hollywood Vilifies a People," which provides the foundation
for my research.

ON HOLLYWOOD'S DEPICTION OF ARABS AND MUSLIMS

Shaheen has dedicated his life to studying Hollywood's massproduced images of Arabs and Muslims. In Reel Bad Arabs, he lists more
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than 900 feature films produced throughout the twentieth century that
deal with Arabs. These films have created fictitious Arabs, which
Shaheen cleverly refers to as "reel" Arabs. These reel-Arab depictions
not only bear little resemblance to real Arabs but are overwhelmingly
negative. In other words, Hollywood films are saturated with stereotypical images of Arabs. Popular images such as these, which French
philosopher and literary theorist Roland Barthes discusses in his
famous book Mythologies, are dangerously perpetuated as truths."
One of the most striking of these myths is the conflation of the categories Arab and Muslim. As Shaheen puts it, moviemakers "repeatedly ... [and] falsely project all Arabs as Muslims and all Muslims as
Arabs.,,16 In this way, "viewers, too, tend to link the same attributes to
both peoples." In his various works, Shaheen provides a striking set of
basic facts about Muslims and Arabs that dramatically highlights the
egregiously false nature of this conflation. For example, Shaheen notes
that "only 12 percent" of Muslims in the world are Arabs." He points
out that not all Arabs are Muslims, because "about 15 million Arab
Christians" live in Arab countries. In the United States, he observes
that most Arabs are not Muslim but Christian," that most Muslims are
not Arabs but" African Americans, south Asians, American whites and
members of other ethnic groups," and that in fact, "nearly 40 percent
of America's Muslims are African Americans.r'"
Despite these striking facts, in hundreds of films produced by
Hollywood since the silent cinema era, Islam belongs exclusively to
Arabs. Persians, Turks, Kurds, and Amazigh (Berbers)-who reside in
the Middle East and North Africa in huge numbers and usually identify
as Muslim-are typically depicted as Arabs. And reel Muslims are portrayed in a way that suggests to audiences that Middle-Eastern Muslims are the only Muslims in the world." As a result, in the American
popular imagination, as Shaheen notes, "all Arabs are Muslims and all
Muslims are Arabs.':" and a discussion of Arab stereotypes in U.S. cinema must become a discussion of Muslim stereotypes.
But the stereotyping of Arabs and Muslims does far more than
merely identifying Arabs with Muslims. Shaheen notes that of the 900
films he has studied, only 5 percent depict Arabs in a positive Iight."
Reel Arabs are portrayed mainly as primitive people living either in
tents between sand dunes or in backward and underdeveloped cities
full of filth and chaos. Against this backdrop, Arab women are regularly portrayed as submissive creatures covered from head to toe and
having no choice but to blindly follow orders. At other times, Arab
women are projected. through a lens of sexuality, shown as either
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seductively using their semiclad bodies for belly dancing, or bathing
with other women who are part of the same harem. The terrorist stereotype also is commonplace. Sheehan summarizes the negative picture drawn in the vast majority of the films he has studied:

Orient is not only adjacent to Europe, it is also ... its cultural contestant, and one of its deepest and most recurring images of the Other,"
writes Said. "In addition, the Orient has helped to define Europe ... as
its contrasting image, idea, personality, experience.':" In other words,
if Westerners are to attribute to themselves the qualities of nobility,
sensibility, civility, and benevolence, then they must associate with
their Others the opposites of these qualities.
Orientalism has been inherent in U.S. cultural production since the
country's earliest travelogues, well prior to the emergence of still and
moving images." Although Mark Twain's views on race and racism as
expressed in The Adventures of Huckleberry Finn (1884) show considerable evolution in the author's thinking over time, his earlier The
Innocents Abroad (1869), a canonical travelogue, is full of racialized perceptions of Arabs, whom he positions as an inferior, oppositional
Other?7 The similarities he draws between Arabs and Native
Americans-their
being" infested with vermin" and" dirt," their" tireless patience" and "uncomplaining impoliteness," and their appearance as "worn, sad, and distressed with hunger" -is a vivid picture of
an earlier encounter between an American and the Orient." Even early
pan-Africanists such as David Dorr and Edward Blyden sought to
establish their identity in the postslavery era through depicting Arabs
as the primitive natives awaiting western civilizing interference."
American studies scholar Alex Lubin argues that in Dorr's A Colored
Man Round the World (1858) and Blyden's From West Africa to Palestine
(1877), the authors resorted to the travel narrative as "a medium ... to
narrate as Western travelers and thereby gain subjectivity and recognition as Western subjects.':" Such recognition could be gained by "gazing at the Orient" and describing it as the core of savagery while
praising the Occident-the West-as the core of civility."
The same gaze was maintained through other media. With the advent of still images, leading magazines such as National Geographic and
Harper's played the role of travelogue writers but through eye-catching
images rather than written descriptions. The editors of these magazines sent their reporters to different Arab-majority regions to take
photographs of the "savage Arabs," and, in keeping with American
expectations, only images of the unclean, dark, and culturally underdeveloped were printed." By the time the art of the motion picture was
mastered, still images of the Orient were being replaced by moving
ones. But although the pictures were moving, their depictions of Arabs
and Muslims were essentially static: even as Arab cultures were being
transformed, images of the ways in which Arabs dressed and behaved

From 1896 until today, filmmakers have collectively indicted all
Arabs as Public Enemy #l-brutal,
heartless, uncivilized religious fanatics and money-mad cultural "others" bent on terrorizing civilized Westerners, especially Christians and Jews. Much
has happened since 1896-women's
suffrage, the Great Depression, the civil rights movement, two world wars, the Korean,
Vietnam, and the Gulf wars, and the collapse of the Soviet Union.
Throughout it all, Hollywood's caricature of the Arab has prowled
the silver screen. He is there to this day-repulsive
and unrepresentative as ever.23
Arab men are portrayed as dangerous people bent on killing each
other and are adept at plotting acts of terror and bloodshed. Backwardness and violence are their innate characteristics.
Although it might seem understandable that Hollywood would depict such villains as a response to the tragedy of 9/11, Muslims and
Arabs were depicted as enemies of the United States long before this
specific incident. In fact, clashes of the interests of the United States
with those of Arab-majority lands preceded by decades the birth of the
motion picture industry. Capture of Americans by Algerians in
the eighteenth century; Islam's grip on the Holy Land throughout the
nineteenth century; alliance of the Ottoman Empire with the enemies
of the United States in World War I; the pro communist stance of Egypt,
Iraq, Libya, Lebanon, and Syria during the Cold War; enduring Arab
discontent with the establishment of Israel; and opposition to the Gulf
War (1990-1991) by such Arab countries as Yemen and Sudan help
form the foundation on which negative stereotypes, both inside and
outside Hollywood, have long been constructed.
These myths function within "Hollywood's Orientalist mode," according to Melani McAlister, a professor of American studies at George
Washington University." To understand this mode, it is necessary first
to understand the Orient as a set of ideas that Americans have inherited from European encounters with Arabs. In his seminal book Orientalism, literary theorist and Middle-East scholar Edward W. Said
conceptualizes westemers' creation of an Eastern Other (the Orient,
i.e., Arabs/Muslims),
which helps define their own identity. "The
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remained largely unchallenged, signaling the birth of a stereotypical
frame for today's "reel Arabs." The products of Hollywood confirmed
that "Orientalism American Style," as historian Douglas Little describes it, "had sunk deep roots into U.S. popular culture.?"
According to Tim Jon Semmerling, U.S. Orientalists function within
"a repertoire of stereotypes," "ideologies," and "myths" that "can inform us (U.S. Americans) of our preconceptions, to which we cling
when our vision and mentality confront these Arab characters on
film. ,,34 American screenwriters and directors most frequently incorporate into their images of Arabs and Muslims those stereotypes and
myths that are deeply rooted in the American psyche. This interplay
between culture, myth, stereotype, and ideology has resulted in
Hollywood's embrace of reel rather than real Arabs. It is within this context that the imagery of Arabs as animals operates in Hollywood films.

him. In Lost in a Harem (1944), an Arab is informed that he has become
a dog, and he starts barking and moving on all fours. In Step Lively
(1944), three women dressed in clothes that suggest a snake's body
each rise, snake-like, from a basket. In Sands of the Desert (1960), an
Arab is obsessed with his dream of having a donkey. In Patton (1970),
Arabs and vultures are seen interchangeably taking advantage of dead
U.S. soldiers, with the former robbing the dead bodies of their clothes
and valuables, and the latter eating their lifeless bodies. In Cannonball
Run II (1984), the Arab fails to win two consecutive car races and so
hires an (obscene) orangutan to take his place.
Reminiscent of the still images of the colonial photographic eye,
which stripped the Arab's sense of individuality by photographing
Arabs collectively, is Hollywood's tendency to film Arabs as groups of
humans and animals: My Favorite Spy (1951), Flight to Tangier (1953),
Fire over Africa (1954), The Golden Idol (1954), Port Afrique (1956), The Sad
Sack (1957), How I Won the War (1967), The Exorcist (1973), and Tablefor
Five (1983) are some of the films depicting Arabs and Muslims collectively as well as with animals such as donkeys, dogs, chicken, goats,
and sheep. In Five Weeks in a Balloon (1962), a goat is standing with
Arabs, who are watching a girl dance. In Shark (1969), a goat is shown
accompanying an Arab drinking in a bar while other Arabs are spotted
mingling with sheep, chicken, and donkeys. In Navy SEALS, a goat is
also seen (1990) guarding sleeping Arabs in a ship.
But the association with animals transcends visual imagery to include a derogatory lexicon. The dialogue in many films includes slurs
in which Arabs are actually called animals. Arabs are referred to as
"sand flies" in The Lost Patrol (1934), "roaches" in Pirates of Tripoli
(1955), "swine of the alleys" in Sabu and the Magic Ring (1957), "desert
rats" in Best Defense (1984), "cows" in Not Quite Paradise (1986), "animals" in Wanted: Dead or Alive (1987), and "jackals" in Passion in the

ARABS/MUSLIMS

AND ANIMALS: A PROCESS OF VILIFICATION

The French philosopher Emmanuel Levinas has addressed the processes of "animalizing the human" and "humanizing the animal," activities that reference the dehumanization he underwent in a Nazi
concentration camp while being watched over by a dog he named
Bobby.35This process can be illuminated with two examples from the
first quarter of the twentieth century. "A Report to an Academy" is a
short story by Franz Kafka, in which an educated ape delivers a talk to
other apes and narrates the story of how he became a human. In the
story, Kafka humanizes the ape in an attempt to remind his fellow human beings that the distinctions between humans and animals should
be blurred." This story's noble theme is starkly contrasted by the message in Grief in Bagdad (1925), with its demeaning depiction of Arabs.
In this silent short film, the human becomes an animal: a chimp, dressing in Arab garb, is the hero. In fact, the chimp is portrayed as more
noble and humane than the Arabs are. The film shows a hungry woman
begging an Arab for a piece of bread, but he mercilessly shakes his
head. Ali Bi, the Arab-dressed chimp, snatches a loaf of bread from the
human Arab and hands it to her. She gratefully kisses his hand. The
clever Bi then ridicules and plays tricks on the humans while he rescues a veiled chimp-princess.
This is not the only film in which Arabs are denigrated by being
portrayed as animals. In Kismat (1920), the Arab performs the job of the
animal when a donkey's stubbornness reverses the human-animal
roles; thus, instead of carrying the Arab, the donkey is being carried by

Desert (1998).
Arab women are called "serpents" in Serpent of the Nile (1953), "tiger
claws" in The Desert Song (1953), and "sharks" in The Perils of Pauline
(1967). The Arab has also been called "treacherous swine" in Beau Ideal
(1931), "wolf of the desert" in The Sultan's Daughter (1943), "murderous
little snake" in Action in Arabia (1944), "wicked wolf" in Lost in a Harem
(1944), "treacherous dog" in The Desert Hawk (1944), "goat" in Flame of
Stamboul (1951), "cockroach" in Ten Tall Men (1951), "croaking bull frog"
in Harem Girl (1952), "son of a dog" in Prisoner of the Casbah (1953),
"hippopotamus" in A Thousand and One Nights (1968), "ape" in Justine
(1969), "pig sty" in Shark (1969), "filthy animal" in Desert of Fire (1971),
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"son of unnamed goat" in 1001 Rabbit Tales (1982), "dirty pig" and "son
of a flea-bitten goat" in Sahara (1983), and "sand-spider" in True Lies
(1994). The slurs are often implicitly stated in the title of the film-for
example, The Desert Hawk (1950), The Cobra (1968), and Snake Eyes (1998).
The Racial Contract, one of philosopher Charles Mills's significant
contributions to critical race theory, provides an important argument
about the relation between Europeans and European Americans, and
people of "other races." According to Mills, the white European colonial project, though rationalized by the impulse to civilize the savage,
was a self-interested attempt to benefit from the wealth and fortune
promised by the colonialized lands. Such a project of exploitation, subordination, and enslavement could never have been carried out successfully without a "contract" legitimizing westerners' rights to reach
the four corners of the globe. To the dismay of the colonialized, this
contract was not only unwritten, but also based on the premise of race.
It was racially designed, signed, and enacted by white Europeans and
Americans."
A crucial dimension of this contract, argues Mills, is its spatialized
morality: vice and virtue have been defined in terms of not only who
is who but also who lives where. The West is the light in which virtue
inheres, whereas the East is the darkness in which vice thrives. Consequently, white Europeans and European Americans must be thinkers
and masters, and the rest of humanity must be followers or enslaved.
Europeans are humans; Africans, for instance, are "scientifically"
proven to be apes.
The French determination to display in public Sarah Baartman's
body and to dissect it after her death provides evidence for the European preoccupation with the nonhumanity of the Other and is a historic example of white Europeans' profoundly negative perception of
non-Europeans. That Arabs came to be seen through such a perceptual
apparatus can help explain their eventual vilification in Hollywood
films. Given the lengthy history of western colonialism in the Middle
East, it is no wonder that many U.S. screenwriters, directors, and production companies have failed to challenge this longstanding tendency in Hollywood films to vilify Arabs and non-Arab Muslims
alike.

a limousine, harem maidens, oil wells, and camels.?" Of these characteristics, perhaps the most commonplace is the last. It is true that
camels typically roam Arab deserts. In many Hollywood films,
however, camels are seen roaming metropolitan settings in Arab
nations, the implication being that these animals are inherently and
indispensably part of Arabs' lives. The following films include camels in ways that seem to suggest they are inseparable from Arab
culture: Tarzan the Tiger (1929), The Flying Deuces (1939), Juggernaut
(1937), Outlaws of the Desert (1941), Tarzan and the Leopard Woman
(1946), Saadia (1953), John Goldfarb, Please Come Home (1964), She
(1965), Cleopatra Jones (1973), Prisoner in the Middle (1974), The Wind
and the Lion (1975), Death on the Nile (1978), Ashanti (1979), Reds
(1981), Paradise (1982), Tuareg, the Desert Warrior (1984), Goodbye,
New York (1985), Harem (1985), Jewel of the Nile (1985), The Man with
One Red Shoe (1985), Not Quite Paradise (1986), Naked Lunch (1991),
and Beyond Justice (1992).
Roaming not only in the desert but also on highways, in markets,
and even close to airports, camels have become an intrinsic characteristic of Arab and Islamic lifestyles, at least in terms of their depiction in
Hollywood films.
This process of naturalization-in
this instance, the process of transforming camels from mere animals that happen to exist in the Arabian
and Sahara Deserts into an essential part of Arabs' and Middle-Eastern
Muslims' milieus-often
occurs when reel Arabs are associated with
camels in Hollywood films. This association is often direct, as Arab
characters have been called the following in Hollywood films: "foal of
a camel" in The Taleof a Thousand and One Nights (1922), "camel-brother"
in The Garden of Allah (1936), "sons of she camels" in The Prince Who
Was a Thief (1951), "sons of a flea-bitten camel" in The Golden Blade
(1953), and, most offensively, "camel farts" in My Chauffeur (1986).
Arab characters can be the targets of a common slur that many Arab
Americans hear in their neighborhoods today: "camel-jockey," which
is uttered in films such as Cannonball Run (1981), Terror Squad (1988),
and The Hiiman (1991).
The link between Arabs and camels in film has been made in yet other
ways: in The Shriek of Araby (1923), the phone number that Arabs dial is
Camel 4-1904 and the journal they read is The Daily Camel; in Under Two
Flags (1936), the train system is the Camel Train; in The Sad Sack (1957),
their place of entertainment is The Pink Camel Club; and in The Lone
Runner (1986), their medicine is camel dung. When they shop in Condor
(1991), their currency- is camels; when they praise in Hawmps (1976),

ARABS/MUSLIMS

AND CAMELS: A PROCESS OF NATURALIZATION

Common characteristics of reel Arabs, argues Shaheen, include a
"black beard, headdress, dark sunglasses (while) in the background-
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they say, "May the breath of a thousand camels be always at your
back"; when they curse in Things Are Tough All Over (1982), they say,
"May the fleas of a thousand camels nest in your beard!" And in
A Yank in Libya (1942), fast-running Arabs are said to be faster than a
racing camel, and an Arab's word in Slave Girl (1947) is as binding as
one's word when given to a camel.
The process of naturalization intensifies as other images define the
supposedly intimate relation between Arabs and camels. In The Garden
of Allah (1936), a film based on the 1904 novel by Robert Hichens, an
Arab tries to speak English but stutters, and a camel laughs at him in
response. Instead of featuring a Muslim, Slave Girl (1947) features a
talking camel narrating the story of Arabs; in the end, the camel is accompanied by a veiled female camel, which signals a happy ending.
Two hookers deride Arabs in Underground Aces (1980) by saying, "You
rag head faggot! Hey, go play with your camel." In Things Are Tough
All Over (1982), an Arab compares a man dressed in women's clothing
to his first wife, which turns out to have been a camel. When watching
a porn movie in a movie theater, the same Arab remembers his intimate encounter with his camel and starts masturbating. Set in Persia at
the time of Christ's birth, the animated film The White Camel (1990)
features an Arabic-named Persian villain who works for the devil and
whose face is made up to look like a camel's. And last-as well as least:
a camel fart ignites a fire, killing the Guardians of the Dead in A Kid in

Aladdin's Palace (1997).
The aforementioned
words and images linking Arabs with animals, and especially the camel, are consistent with philosopher Leo
Kuper's remarks about the effectiveness of using animal terms and
images in dehumanizing
people." Figuratively, the allusions in the
films I have discussed function as metonyms through which Arabs
and Muslims are denied any affinity to humanity and are instead
made roughly equivalent with camels. The consistency in associating
Arabs with camels misleads audiences into believing that backwardness, primitiveness, and crudeness are innate characteristics of Arabs
and Muslims. Historian John Dower contends that during World War
II, when anti-Iapanese sentiment in the United States reached a peak,
the variety of images that were of a "nonhuman or subhuman representation" of Japanese as "animals, reptiles, or insects ... was so great
that they sometimes seemed casual and almost original (i.e., naturalizedl."?" Likewise, in the history of Hollywood films, the juxtaposition of Arabs, Muslims, and camels results in a "casual and almost
original" relation.
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OR CAMELS: A PROCESS OF ALIENATION

Another consequence of this vilification is a gradual figurative shift
from metonymy to metaphor. As a result of the constant portrayal of
humans as closely related to a specific animal, a distinction between
them becomes less and less easy to recognize as the animal becomes
representative
of, and even serves as a substitute for, the human.
A careful study of a large number of Hollywood films reveals such an
unfortunate transformation. The frequency and duration of the metonymical juxtaposition of Arabs and camels have been instrumental in
leading viewers to perceive the animal as a natural part of Arab society, and this leads to a shift toward metaphorical associations. Just as
the word Islam-which
has been used repeatedly in metonymical associations with the words terrorist and Jihadist-has, regrettably, in the
United States, become a metaphor signifying terrorism, the word camel
and images of the animal tend to function as signifiers of Arabs in
Hollywood films.
This tendency is illustrated in The Flight of the Phoenix (1966). In this
film, a British officer and a western oil worker are slain by camel-riding
Arab Bedouins." To his dismay, an American character named Towns
arrives on the scene, where the bodies of his two dead friends lie next
to a lame camel. Unable to track the villains, the enraged Towns fires
all the bullets in his gun into the impaired camel-an
action motivated
by Towns's belief in the symbolic significance of camels, as well as by
their function as metaphorical substitutes for Arabs.
The transition from metonymical to metaphorical representation of
Arabs is not exclusive to film images but extends to images associated
with the words Arab, Muslim, and camel. This is well illustrated in the
example of the title Follow That Camel (1967). A literal reading of the
film's title might lead viewers to expect a story about a camel being followed by some people. Central to the story is the danger looming over
French and English legionnaires somewhere in Arabia. Abdul, a man
with 12 wives who is the follower of the fictitious prophet Mustafa Leak,
an unsubtle reference to the prophet of Islam, and the leader of some
toothless Bedouins, is the source of this danger. On horseback, Abdul
and his tribesmen kidnap an English woman and three officers and hold
them captive in a tent in the middle of nowhere. The stupidity of the
Arabs and the courage of the western soldiers result in the eventual
rescue of the captives. During the film, metaphorical references to dogs
and monkeys are used to ridicule Arabs, and the Arab villains refer to
camel droppings when they want to abuse others. In fact, the terms Arab
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and camel are often used interchangeably in this film: An English officer
uses the word Arab while addressing a camel; when asking the camel to
sit down, the officer shouts, "Hey, Arab fellow!" and pulls the animal's
harness toward the ground. The camel, seemingly able to recognize that
the word Arab refers to him, obeys and kneels down. Another example
of the inseparable link established between Arabs and camels is presented in the same film. The title suggests that the European troops will
follow a camel. The camel they are following is, in fact, the Arab villain,
Abdul. Why, then, introduce the word Camel in the film's title? The
answer is alarming: The word camel has transcended its primary meaning-a
humped four-legged animal-to
now directly refer to the
head-dress-wearing,
black-robed, Arabic-speaking human villain.
With Hollywood's pattern of alienating Arabs from the world of humans by depicting them metaphorically as camels, the boundaries between the subhuman and the nonhuman are shattered. Yet, as incredible
as it may seem, in 1994, a film was produced that took the process of
alienation described so far to another level. The story of In the Army
Now centers around a fight between the forces of goodness, symbolized by certain enthusiastic U.S. Army reservists, and those of evil,
represented by Arab terrorists in Libya who are planning to blow up
the United States with their weapons of mass destruction. As depicted
in the film, in an engagement between the angels and the demons, a
camel is instinctively able to choose to fight on the side of the former.
Determined to contribute to the welfare of humanity, which is endangered by the wicked plans of the Arabs, the camel aids the U.S. soldiers
by knocking down an Arab and trampling on him.
In the scene that follows, the same camel is being celebrated in the
United States for its heroic behavior. The film's message is clear: Even
the camel, which has become a signifier of, and occasional substitute
for, Arabs, rejects this relationship and would rather identify with the
true humans. Thus, Arabs undergo two processes of alienation: first,
alienation from the human species when they are depicted as camels and, second, alienation from the camels themselves, which choose
to align themselves with the western forces of goodness.
In 1980 the British novelist John Berger published a book titled Why
Look at Animals? In this essay, Berger criticizes humans' obsession
with gazing at animals, specifically those caged in zoos. The human's
thirst to gaze at zoo animals, he argues, is situated within the hierarchical structure that exists between humans and its animal Others,
with the latter being sentenced to lifelong imprisonment." In the context of Hollywood's
denigration
of Arabs as animals, the camera

serves as an instrument to quench the Orienta list thirst to gaze at the
Other, a gaze that culminates in the alienation of Arabs from the human species. Throughout the twentieth century, Hollywood screenwriters, directors, and producers have relied on images of both servile
and ferocious animals-the
latter of which are employed to feature
reel Arabs as barbarians driven by an uncontrollable desire to abduct,
torture, and kill, whereas the association of Arabs with domestic
animals depicts the former as unsophisticated
in their thoughts, attitudes, and beliefs. Worse still, Hollywood has exploited the camel in a
way that generates metonyms and metaphors that subject Arabs to
the various processes of vilification, naturalization,
and, eventually,
alienation.
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APPENDIX:

A Chronology of Hollywood Films Associating Arabs with Animals"
1.
2.
3.
4.
5.
6.
7.
8.
9.

ro.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.

Kismat (1920)
The Tale of a Thousand and One Nights (1922)
The Shriek of Araby (1923)
Grief in Bagdad (1925)
Tarzan the Tiger (1929)
Beau Ideal (1931)
The Lost Patrol (1934)
The Garden of Allah (1936)
Under Two Flags (1936)
Juggernaut (1937)
The Flying Deuces (1939)
Outlaws of the Desert (1941)
A Yank in Libya (1942)
The Sultan's Daughter (1943)
Action in Arabia (1944)
The Desert Hawk (1944)
Lost in a Harem (1944)
Step Lively (1944)
Tarzan and the Leopard Woman (1946)
Slave Girl (1947)
The Desert Hawk (1950)
My Favorite Spy (1951)
The Prince Who Was a Thief (1951)
Ten Tall Men (1951)
Flame of Stamboul (1951)
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26. Harem Girl (1952)
27. The Desert Song (1953)
28. Flight to Tangier (1953)
29. The Golden Blade (1953)
30. Prisoner of the Casbah (1953)
31. Saadia (1953)
32. Serpent of the Nile (1953)
33. Fire over Africa (1954)
34. The Golden Idol (1954)
35. Pirates of Tripoli (1955)
36. Port of Afrique (1956)
37. Sabu and the Magic Ring (1957)
38. The Sad Sack (1957)
39. Five Weeks in a Balloon (1962)
40. Sands of the Desert (1960)
41. John Goldfarb, Please Come Home (1964)
42. She (1965)
43. The Flight of the Phoenix (1966)
44. Follow That Camel (1967)
45. How I Won the War (1967)
46. Perils of Pauline (1967)
47. The Cobra (1968)
48. A Thousand and One Nights (1968)
49. Justine (1969)
50. Shark (1969)
51. Patton (1970)
52. Desert of Fire (1971)
53. Cleopatra Jones (1973)
54. The Exorcist (1973)
55. Prisoner in the Middle (1974)
56. The Wind and the Lion (1975)
57. Hawmps! (1976)
58. Death on the Nile (1978)
59. Ashanti (1979)
60. Underground Aces (1980)
61. Cannonball Run (1981)
62. Reds (1981)
63. Paradise (1982)
64. Things Are Tough All Over (1982)
65. 1001 Rabbit Tales (1982)
66. Sahara (1983)
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67.
68.
69.
70.
71.
72.
73.
74.
75.
76.
77.
78.
79.
80.
81.
82.
83.
84.
85.
86.
87.
88.
89.
90.
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Table of Five (1983)
Best Defense (1984)
Cannonball Run II (1984)
Tuareg, the Desert Warrior (1984)
Goodbye, New York (1985)
Harem (1985)
Jewel of the Nile (1985)
The Man with One Red Shoe (1985)
The Lone Runner (1986)
My Chauffeur (1986)
Not Quite Paradise (1986)
Wanted: Dead or Alive (1987)
Terror Squad (1988)
Navy SEALS (1990)
The White Camel (1990)
Condor (1991)
The Hitman (1991)
Naked Lunch (1991)
Beyond Justice (1992)
In the Army Now (1994)
True Lies (1994)
A Kid in Aladdin's Palace (1997)
Passion in the Desert (1998)
Snake Eyes (1998)
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Chapter 10

Beyond Muezzins and Mujahideen:
Middle-Eastern Voices in Post-9/11
Hollywood Movies
Nolwenn Mingant

Isn't it time for Arab and Muslim Americans to shout-with
one
unified voice-gently, and firmly?
-Jack Sheehan

(Hollywood's Verdict on Arabs after 9/11)
Hollywood's reaction to 9/11 occurred in several stages. In the immediate aftermath of the attacks, the U'S. motion picture industry revised
its release schedule and halted certain productions. Then it started to
wonder about future projects. As the key purveyor of American popular culture, the industry had to try to sense what its audience wanted.
Should it make "patriotic manifestos or pleas for peace"?'

