In this study, I will conduct a comparative analysis of three feature films produced in Israel/Palestine. Common to these films is the significant thematic import of scenes involving silence, quiet, or the muting of characters. The first, Chronicle of Disappearance (1996), was directed by Palestinian citizen of Israel,[footnoteRef:1] Elia Suleiman; the second, Fictitious Marriage (1988), by Jewish-Israeli director, Haim Bouzaglo. Both films were produced against the backdrop of the First Palestinian Intifada. 	Comment by Author: You say three here, but discuss two. 	Comment by Author: same.  [1:  Danny Rabinowitz points to the obscure and problematic nature of the common terms “Israeli Arabs” or “Israel’s Arabs,” whose usage, in his opinion, is more indoctrinating than the use of the term “Palestinian citizens of Israel” (149). Rabinowitz suggests that parallel to their being an inseparable part of the Zionist vision of the new society, these terms are employed to exclude Palestinian citizens of Israel from the Palestinian movement. In his view, the seemingly neutral use of the term “Arabs” derives its strength from the fact that it shifts attention away from the possibility that the place entails an identity that competes with that which Zionism attributed it, to the less threatening area of cultural difference (145-146). ] 

	These “mute” scenes occur in the context of the relationship between the films’ two dominant languages, Hebrew and Arabic. Sociologist Yehouda Shenhav points out that while the two-directional transition between Arabic and Hebrew was open in the past, it has since been blocked. Thus, “considering the definition of Jewish sovereignty as having a monopoly on the territory, population, and identity,” the relationship between the languages has become significant. In Shenhav’s view, this state of affairs— including its theological and political elements—is based on the “radical polarization between friend and enemy,” and as such, it preserves rivalrous relations, and limits overlapping areas between the two languages (161).	Comment by Author: The scenes involve muteness, they are not mute.	Comment by Author: I’ve checked spelling online 
	In her monograph, Poetic Trespass, Lital Levy offers an account of literary works operating within a space she calls “no-man’s land,” and which have the ability “to transgress these rigid boundaries of language and identity.” In her view, this “no-man’s land is at once a space between Hebrew and Arabic, and a space outside the ethnocentric domain that equates Hebrew with ‘Jewish,’ Arabic with ‘Arab’” (3). “There,” she argues, “we uncover a space of alternative poetic visions and cultural possibilities. This space [...] provides a zone of passage for symbols and ideas to migrate between the two languages” (3). To explain its metalinguistic dimension, Levi adds, “in literature of the no-man’s land, Arabic and Hebrew are bound together in a continuous state of creative tension, generating metalinguistic discourses through the performative deployments of language” (12). 	Comment by Author: The introduction of books or monographs (the more appropriate term for academic books) is superfluous, especially when you include the title. 	Comment by Author: Are the italics in the source? If not, you need to add a comment immediately after: [emphasis added] 
	In my reading of the films, I will argue that the discussed mute scenes function performatively and originate in the tension Levy posits to form a cinematic “no-man’s land.” 
	In The Voice in Cinema, Michel Chion outlines the characteristics of the mute character in film. According to Chion, “the presence of a mute character clues us to the fact that there is a secret” (96) because it is perceived as having knowledge entirely unavailable to us. For this reason, “the mute character elicits doubt..., and this factor defines his position in the narrative structure. There is uncertainty about boundaries. Bodies without voices, as well as voices without bodies, seemingly seem to have no clear parameters” (97-98).	Comment by Author: Did you intend an [ellipsis] here? Also, is the italicized doubt in the source?	Comment by Author: Is this correct? 
	In my proposed reading, the indecisiveness regarding boundaries elicited by the mute character has a liberating effect in terms of its political implications. In this context, Chion suggests that “the mute character occupies an undefined position in space” (97). From within this undefined position, the separatist perception that links national language and identity collapses, thereby enabling various narrative and thematic processes in both films that generate the transformation of ideas pertaining to identity. 	Comment by Author: Not sure I understood this. 	Comment by Author: This sentence is problematic, too wordy and unclear.  I propose specifying from the outset that both parts of the sentence refer to the films. If that is not your intention, I suggest rephrasing. 

1. Chronicle of Disappearance
Elia Suleiman’s first feature film, Chronicle of Disappearance, is divided into two chapters. The first describes a film director’s (played by Suleiman) return to his birthplace, Nazareth, after a long stay in New York. Titled “Personal Diary,” the chapter comprises episodes that trace Suleiman’s  travels across the country, and others that depict his family members, neighbors, and friends’ personal stories and routines. 	Comment by Author: Acts? This would be the appropriate term for this type of division in film, no?	Comment by Author: Does he play himself? This is confusing. According to IMDB website, he plays himself. 
	The second chapter opens with a drive through East Jerusalem as the city gradually comes into view. The lyrics of the song playing in the background seem to tell a personal story; however, given the context, they are charged with political meaning: “between me and you, long days/why are we fighting?” Film scholar Haim Bresheeth clarifies the chapter’s title, “Political Diary,” thus: “In Jerusalem he is finding it increasingly difficult to act as the person, to act personally, the way he did in Nazareth” (75). 	Comment by Author: What context? I think this may not be necessary given that you indicate the words’ political meaning	Comment by Author: See comment above re. emphasis.
	Arriving in Jerusalem, Suleiman sets up a meeting at a real-estate agent’s office. He waits outside, while indoors we see a young woman named Adan (Ula Tabari). We later discover that because Adan belongs to the marked group, the Palestinian minority in Israel, she is finding it difficult find an apartment: she is asked about her accent in every call she makes to a landlord. Perfectly divided in two halves, the composition facilitates the junction between the characters’ gazes; the dividing line simulates a mirror, while Suleiman’s shadow is reflected on the wall.	Comment by Author: Is this necessary? It seems superfluous. Also, I am not clear as to what you mean by מסומנת	Comment by Author: Rent? 	Comment by Author: Frame’s composition? This may not be clear to readers without a background in film jargon
	Later, Suleiman is invited to a cultural center in East Jerusalem. On stage, when asked about his next film and his unique cinematic language, he finds that he cannot reply because of the loud squeal of high frequencies emanating from the microphone. The maintenance man passes back and forth on the stage in a constant effort to fix the problem; in the meantime, noises from the audience become increasingly louder: a baby’s crying, cellphones ringing. If in this scene the microphone constitutes an obstacle for Suleiman’s character, in a later scene, a microphone will become a means of communication for Adan. 
	Unlike Nazareth, Jerusalem is characterized by the extensive presence of policemen and soldiers, an indication that they are the only representatives of the Jewish-Israeli side. Nurit Gertz and George Khalifi suggest that since the director perceives them as disruptors of order, they “are punished for it through humor” (166). They move to a unified rhythm and in choreographed formations, use sloppy military jargon, and act in a strange and distanced manner which Bresheeth describes as “a physical and aesthetic manifestation of   hysteria” (74). 	Comment by Author: This sentence is unclear. Do you mean that they are the only Jewish-Israelis in East Jerusalem? If so, indicate East Jerusalem at the beginning of the sentence. 	Comment by Author: What order?
	Gertz and Khalifi maintain that the policemen and soldiers’ absurd behavior disclosed throughout the film as a single portrayal of the essence of trauma in the twentieth century: “life as absurd.” However, they also assert that this depiction “conceals behind it a different trauma—the trauma of the occupation” (166). On his way back from the cultural center, Suleiman’s character comes across a two-way radio that one of the policemen dropped under the frenzied circumstances. In an episode titled “To be or not to be a Palestinian,” two policemen break into Suleiman’s home in search of the lost radio. They comb the house while covering for one another, ready to fire, as Suleiman, in his slippers, follows them as if invisible. Finally, among the discoveries indicated in their “performance report” are descriptions of the rooms, miscellaneous objects, and book titles, as well as the words “wearing pajamas.” 	Comment by Author: Unclear – did you mean that the cumulative effect of their appearances is a portrayal of the essence of trauma...?  	Comment by Author: It is unclear if “wearing pajamas” is the title of a book.
	In the first chapter, Suleiman appears as a mute character who in Nazareth interacts with his environment: he drinks with friends, listens to stories told by family members, shares a cigarette with his cousin. Such exchanges typify Suleiman’s next movies, Divine Intervention (2002) and The Time that Remains (2009). According to Gertz and Khalifi, Chronicle of Disappearance’s second chapter is unique in that its characteristic muteness is inserted in the broader political context (158).	Comment by Author: You need to be consistent- whether you use Suleiman or Suleiman’s character. 
	In the scene described above, for the first time, the muting of the voice also becomes the muting of the body. In his monograph, Mladen Dolar describes the voice as a paradoxical topologic point which, although positioned at an intersection between the body and language, does not belong to either track. Not only does the voice separate itself from the body, leaving it behind, the voice is also “incompatible” with the body—it is impossible to locate it within the body. Still, the voice is the operator that links body and language together (71-73).	Comment by Author: I suggest specifying which scene – the microphone scene? Search scene? 	Comment by Author: You need to include the name of the book, otherwise, do without altogether (this is my preference). Is your reference A Voice and Nothing More (2006)?	Comment by Author: Trajectory? Path? 
	In Dolar’s view, this duality can be applied to the political aspect of the voice. Positioned at a topologic overlap, the voice constitutes an intersection between the naked life, that is, the origin of its creation, and the communal, political life. In this location too, the voice does not belong to either track, but it does connect them (106). Against this scene’s political context, one can describe the muting of Suleiman’s voice and the disappearance of his body as the unravelling of the two, overlapping links—the personal and the political. 	Comment by Author: I added this for clarity. 
	One instance of the previously mentioned obscured boundaries, is what Chion describes as an experience of duality typical of the structure of film narratives involving a mute character. Chion suggests that the mute character often operates as a double, another character’s instrument or mirror of consciousness  (98). In Chronicle of Disappearance, Adan’s character (the young woman from the realtor’s office) functions in a way we can describe as complementary to Suleiman’s muteness. First appearing in the film’s second chapter, Adan’s actions represent a consequence of its intensified political context. 	Comment by Author: This is awkward, and you use it a lot. Perhaps rethink how your argument develops so that you can avoid using these kinds of ‘pointers’.  	Comment by Author: Wordy. Perhaps do without structure. Narrative implies structure.	Comment by Author: Vessel? Device?	Comment by Author: Awareness?
	In the following scenes, it is revealed that, in fact, Adan has the two-way radio the policemen searched for in Suleiman’s house. As noted, in an earlier scene, Adan’s voice and accent impede on her ability to rent an apartment. By using the radio in this scene, Gertz and Khalifi point out, the same voice “opens up the entire space for her” (158). First, Adan has the policemen running around the city in pursuit of fabricated events. In line with her adopted position, she is now shot from a low-angle position as she stands on the roof of a tall building. Later, she uses the radio to announce, “Jerusalem is neither meuhedet [united], nor meyuhedet [special]”.	Comment by Author: Political standpoint? Unclear. 
	Chion coins the phrase “acousmatic” for voice detached from body; and claims that the acousmatic voice is often heard through a mechanical instrument, and is sometimes mistakenly attributed to someone else (36). Moreover, he suggests that an acousmatic voice of unknown origin tends to shift the film narrative to a quest after its location; while in the meantime, it is accredited with forceful mystical powers to the point of its dominating the entire cinematic space (63). In the context of this scene, the quest for the radio—the origin of the acousmatic voice—begins in Suleiman’s house. 
	Bresheeth believes that both characters tell the same story— “the story of silence”—in different ways: by using the radio, Adan adopts, and then disrupts, the other side’s means and language. After giving instructions, she announces: “for a change, we will now hear a song,” and sings the Hebrew anthem. In Bresheeth’s view, the singing of the anthem constitutes the crux of Adan’s disruptive method, on the one hand, and reinvests the anthem’s lyrics with their original meaning: the song of the oppressed who have lost their homeland (82), on the other.	Comment by Author: What do you mean by אמצעים	Comment by Author: Israeli anthem in Hebrew?
	In an earlier scene, Suleiman’s character is watching a movie on television in which a group of men sing a song of longing for the homeland in Arabic while dancing a traditional dance: “The hidden tears were not found to comfort us.” As Adan sings the anthem in Hebrew, she watches the same movie, however, now it appears in slow motion and without sound. Thus, the effect is of a sense that the men are dancing to the sound of Adan singing the anthem. 	Comment by Author: Not clear: from her POV (does she see it in slow motion or is it broadcast in slow motion); does she turn the sound off or is it broadcast without sound? 
	According to social-linguistics scholar, Yasir Suleiman, language embodies two intertwined dimensions: the instrumental-communicative and the symbolic (7). In his view, language constitutes a preferred site for the expression and ideologization of existing conflicts; in a conflictual state, the language’s symbolic dimension accumulates many, more charged, meanings than the instrumental-communicative (16). Suleiman stresses the symbolic dimension’s versatile nature by drawing on social anthropologist, Anthony Cohen’s study (222).	Comment by Author: Optimal? 	Comment by Author: Study on what? The transition here is awkward. I suggest rephrasing. 
	In his monograph, Cohen describes the dualistic nature of symbols: while enabling us to operate within a given society, at the same time, the individual may interpret things—even common symbols—differently based on their worldview. In Cohen’s words, “the sharing of a symbol is not necessarily the same as the sharing of meaning” (16). According to Suleiman, this trait provides language with its unique power: “the ability to negotiate difference and to gloss it over [...] through the power of imagination” (222). 	Comment by Author: Same...
	From this standpoint, Suleiman proposes to view the relationship between the two languages, Hebrew and Arabic, as a conflict between symbols. In this sense, the symbols’ meanings are not shared, but the way in which they are employed is always determined by the speaker’s interpretation (223). Thus, in undermining the lyrics’ symbolic import by highlighting their tenor (neither “meuchedet,” nor “meyuchedet”), Adan demonstrates that the accent which hitherto posed an obstacle, now facilitates her liberation. In this way, we can also see the significance attributed to her singing of the anthem. 	Comment by Author: Not clear. You’ve just explained this. Do you mean in political terms? 
	It is interesting to note that both the film’s duality motif and the way it negotiates language’s symbolic dimension (as demonstrated by Adan) complement the filmmaker’s aspirations as formulated in his interview with Anne Bourlond: “I am trying to create a ‘decentered’ image. Every center point has a narrative, but I want to create an image without a specific center [...] I want to open the way to multiple spaces that lend themselves to different readings” (Bourlond, 97-98). 
	Gertz and Khalifi describe the film’s style as a unique language “that always presents two parallel pictures of reality, one present and the other absent; one concealing, but also revealing the other” (162). Hence, both characters’ conduct—Suleiman’s muteness and Adan’s disruption of language as a result—operate as performative deployments of language that activate and complement each other: while Suleiman becomes a body without voices, Adan adopts the opposite position of voice without body (see Chion above). 	Comment by Author: Did you intend the plural here?	Comment by Author: This is not sound academic practice. Simply give a reference to Chion, or mention him in the sentence. 
2. Fictitious Marriage 
The opening scene of Fictitious Marriage portrays Eldad (Shlomo Bar-Aba)—a middle-aged Jerusalemite who makes a living teaching Arabic—parting from his wife and two children as he leaves for the airport. At the airport, Eldad leaves a suitcase containing objects symbolizing Israeliness—a reserve army officer’s uniform, instant falafel mix, Hagashash Hakhiver records, and a bible—behind. The bomb squad robot deployed to defuse the suspect object is shot from the point of view of the suitcase, thereby constituting a statement of intentions for the examination of identities apparent throughout the film. 	Comment by Author: This is an important point. I feel it is not clear enough. 
	Satisfied with the outcome of this event, Eldad passes through customs and passport control, sneaks out of the airport, and hails a taxi. Under the driver’s recommendation, he arrives at the “California” hotel in Tel Aviv where, as its only guest, he joins Judy (Irit Sheleg), the reception clerk who dreams of emigrating to the United States, and Bashir (Eli Yatzpan), a Palestinian worker and Israeli citizen.
	One morning, Eldad goes out for a walk in the city. He sits on a bench in Jaffa’s Gan Hashnaim to eat; Palestinian day laborers on their way to work slowly gather around him. The camera focuses on Eldad’s face; he is dumbstruck in face of the Arabic small talk, aware that his accent will disclose his identity. In the meantime, the workers pass drinks and newspapers around and over his head; their bodily motions functioning as partitions between Eldad and the camera, alternately concealing and revealing him: it appears that his body is also gradually disappearing. In this scene, one identifies the parallel dismantling of two overlapping linkages as described by Dolar. 
	When the car arrives to take the workers to their jobs, Eldad’s silence is understood as a desire to join them, and he gets in the car. Thus, his muteness enables him to “pass” as an Arab worker. Sara Ahmed describes the prevalent attitude in research discourse toward the term “transitioning” as transgressing: a radical practice that undermines the fundamentals of the knowledge systems upon which perceptions of subjectivity and identity are based (88-89).	Comment by Author: Transition? 
	Homi K. Bhabha focuses his discussion on this topic within the framework of colonial power relations. According to Bhabha, transition is one-directional; in other words, it is conducted from the marked group to the unmarked group. He defines the ways in which the subjugated adopts the image prescribed by the ruler, and attributes deceptive traits to this image: self-abolition, on the one hand, and a potential for subversion and objection, on the other (85-92).	Comment by Author: Indicated? Designated? 
	Ahmed criticizes the binary distinction between identities implied by Bhabha, and suggests thinking about transition as a two-way option—from the designated group to the undesignated group and vice-versa—not as a transgression or an event with prescribed boundaries, but rather as a transformative movement that entails the re-opening and re-examination of identity’s boundaries. According to Ahmed, this transitional movement constitutes a point of departure for discussion on hybridity and identification (92-97). 
	Eldad continues to show up for work at the construction site every day. While playing the role of a mute Palestinian worker, he gradually adopts the ways of his peers and learns how to identify with their point of view. For instance, in the scene in which he repeatedly falls while imitating how the workers squat while eating their lunch; or when he witnesses the the Jewish-Israeli contractors’ crass and patronizing behavior, culminating in their breaking a concrete wall while calling out the common idiom for a lack of professionalism— “Arabic work.” 
	In line with Chion’s approach, in Chronicle of Disappearance one character operates as a double or mirror of consciousness appears aside the mute character, while Fictitious Marriage employs several: the first is discerned in Eldad’s own image as it appears at the beginning of the film and is revealed throughout: a married Jerusalemite, homeroom and Arabic teacher in a local school, reserves army officer. His second identity is created when he introduces himself at the hotel as a bachelor who lives in New York, a former Israeli.
	Another instance of duality is marked in Bashir, hotel worker. While Eldad is learning the ways of the Palestinian workers, Bashir watches a program on Hebrew culture on Israel’s national television channel; he also glances with pride at the picture of the Western Wall hanging in the room. Eldad rehearses the Palestinians’ unique squat in front of the mirror in his room; Bashir observes his image in the same mirror as he tries on Eldad’s coat. The duality in their relationship is a good example of Ahmed’s conception of transition as a two-way movement, from the marked to the unmarked group and vice-versa. 
	During the hours Eldad is in the hotel, he continues to play the role of his second fabricated identity—a former Israeli living in New York, and an affair develops between him and the reception clerk, Judy. Regardless of the separate identities, the transition Eldad performs is not limited to the time he spends with his Palestinian co-workers. For instance, when he visits Judy’s parents’ home, Eldad “wipes” the dip with his bread like the Palestinians; in another scene, he mumbles to himself in Arabic while he and Judy are out together. In line with Ahmed, we can describe this transitional movement as transformative. 	Comment by Author: Not sure I understand this sentence.	Comment by Author: His? Which? 
	When one of Eldad’s co-workers, Kamal (Adiv Shagen), invites him to his home in Gaza, Eldad encounters two instances of duality. The first, when for a moment, he imagines himself as one of the soldiers patrolling the city. In Chion’s terms, this dualism functions as a mirror of consciousness that Eldad faces. The second duality is implied when Kamal introduces Eldad to his cousin: “He is mute, but you are deaf.” The cousin is wearing a sock hat that resembles the hat Eldad wears on the construction site.	Comment by Author: Image? The image functions as a mirror, not the duality, yes?
	After their introduction, Eldad and the cousin mimic each other’s gestures in a way that simulates mirroring—both are filled with joie de vivre, happy to have met. In the next scene, Eldad joins Kamal’s family on a boat trip off Gaza’s beach. While sailing, Kamal salvages an old tire, noting that it is for “Jewish children.” Chion suggests that in a film narrative that involves muteness, pantomime may constitute a type of voice (102): while sailing, Eldad and the cousin mimic each other’s movements, expressively imitating the batting wings of the birds circling above them. 
	According to Gemma Corradi Fiumara, silence has many functions. On the one hand, it enables the avoidance of relationships; on the other hand, it embodies a “dialogic” possibility for creating “coexistential space” (99-101). In Eldad’s narrative of muteness, both possibilities are expressed. I will suggest that the second reaches its peak in the wordless dialogues between Eldad and Kamal’s cousin. 	Comment by Author: Dialogic potential for? what is a dialogic possibility? 

	When they return to the construction site, Eldad notices one of the children swinging on the tire which had been installed as a swing. A ticking sound is heard; he remembers Kamal’s words, and bursts out screaming in Hebrew— “there’s a bomb here, children, run!”—as he hysterically implores all those around him to escape. The scene ends with silence, when Eldad understands that the bomb is a figment of his imagination. He sits on the swing, embarrassed by the workers’ rebuking gazes. I suggest interpreting the events in this scene as a parallel peak that constitutes a ramification of the first possibility Fiorama proposes. 	Comment by Author: This is awkward. I suggest spelling things out-instead of the “first possibility Fiorama proposes” say what it is. Otherwise, your reader may need to go back.
	In Israeli Cinema at the Turn of the Millennium, Yael Munk suggests that Eldad’s outburst should be comprehended in terms of the moment in which he imagines himself as one of the soldiers patrolling in Gaza. According to Munk, the latter signifies the “return of the suppressed,” while the outburst becomes “the return of the suppressed Israeli identity, that same internalized suspicion toward the Palestinian Other.” Eldad discovers “that despite his attempts to subvert the stereotypes he has internalized as an Israeli by adopting the identity of a mute Palestinian worker, his reactions remained those of typical Israeli suspicion, that which entails the inability to trust the Palestinian as a human being” (42-43). 
	Fictitious Marriage ends with Eldad’s return to his home in Jerusalem. While he reconciles with his wife, he notices how his son is sitting—in the same crouching position as the Palestinian workers—a pose Eldad struggled to acquire. The camera’s zoom motion emphasizes his astonishment and establishes the film’s final shot. This pose, Munk asserts, elicits in Eldad a “smile of acceptance and perhaps even, happiness, that expresses the acceptance of the otherness also engrained in [Eldad’s] own child before he has gone through the Israeli socialization process including the dichotomic discourse it entails” (44).
	One can see both scenes described above as expressing two conceptions of transition. If we adhere to the perception of transition as an anomalous event with clear boundaries, then this event ends on a pessimistic and faulty note manifest in Eldad’s outburst. Alternatively, if we adopt Ahmed’s conception of transition as a transformative shift involving the examination of identity boundaries, we can sense optimism, openness, and empathy in this ending. 	Comment by Author: Which? I suggest labelling the scenes as it is very difficult for the reader to identify which scenes you are referring to at any point in the paper. 	Comment by Author: Which event? The last scene? The film?
	Another aspect of the body’s posture in the final scene is its muteness. Chion suggests that muteness essentially “problematizes the film narrative’s ‘final word’ that supposedly closes off the narrative system as a unified whole” (100). To recall, according to Ahmed the transitional movement includes a reopening of the boundaries of identity—in this sense as well, the mute body posture leaves ends open and introduces an opportunity for the transitional movement’s continuity. 
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