Fathers, Sons and the Holy Land:

Palestine and Palestinians in Wedding in Galilee and Chronicle of Disappearance
Mas'ud Hamdan
Wedding in Galilee
The release of Wedding in Galilee, directed by Michel Khleifi and produced in 1987, marked a new era in Palestinian cinema. Its poetic nature, the multiplicity of its textual layers, and its complex cinematic structure put it in sharp contrast to the then-typical product of the Palestinian cinema industry—propaganda institutional films. 

 Wedding in Galilee is an allegory in which the impotency of a bridegroom and his failure to perform his traditional and expected sexual role as a groom stand in for the inability of Palestinian men to have possession over their homeland and for their lack of power. It is also an indictment of father-son relations in Palestine because the bridegroom’s impotency is shown to be the direct result of his father’s committing incest with him when he was a child.

The film takes place soon after the 1948 Arab-Israeli War in an Arab village in the Galilee. On his wedding night, 'Adil, the eldest son of the Mukhtar (the traditional leader of the village), is unable to consummate his marriage; this failure is made known because, after the period of intimacy, he does not wave a piece of cloth stained with his wife’s deflowered blood. We come to understand that his failure has two causes. One is the intrusive presence of Israeli soldiers at his wedding – a condition that his father had accepted in return for the Israeli military governor’s allowing the ceremony to take place and for extending the curfew so the celebration can last past nightfall. 'Adil is also impotent because his father had abused him as a child, forcing him to undergo the “Ghishyan al-Maharim” (incest) ritual
. We later see the father kneeling beside his second son Hassan, still a child, who is lying in bed; the father asks him, “Why do I want you specifically to keep my story?” After that he confesses to himself, “I am concerned about Hassan 
from myself,” and the implication is that soon Hassan will be the target of his father’s indecent advances. As the groom confesses to his bride at the end of the film, “My father is the violence itself. A beast! He only loves himself. He destroyed me by his fatherhood.” Thus the film portrays ‘Adil as caught up in a maze of double impotence brought about by his father’s sexual deviation and his agreement to the presence of the Israeli soldiers at the wedding ceremony. To regain both his personal and national honor, ‘Adil plots revenge against his father, the Mukhtar, who represents Palestinian men’s national and personal responsibility for the loss of nationhood. But ‘Adil’s attempt at liberation is fruitless.
Because the men do not perform their traditional functions in this story, the women have to assume the male roles.  Women cannot have meaningful relationships with men, so they try to create one with the Israeli female soldier, Tali. The Palestinian women take off her clothes, caress her, and intimately touch her body. Israel as represented by this young woman becomes the object of the Palestinian women's love. Against the background of the men’s failure to get rid of the internal enemy (the father) and the external enemy (the Israeli military governor), the women through their softness and delicacy succeed in “occupying” Tali from inside. They strip her of her military costume and dress her instead in traditional Palestinian garb, which she continues to wear even when she returns to her military base at the end of the film.
 In addition, the women cross the boundaries drawn by males that delimit their roles. The groom’s sister (Sumayya) takes a man’s role twice: when she stares in the mirror with a bare chest, while her head is covered with a kafiyya and 'qal (the headband worn by men) and when she plays the role of a male lover by touching an intimate body part of the Israeli female soldier. 
Through its several concurrent narrative plots, Wedding in Galilee demands we make connections between the dilemmas experienced by the characters, all of whom are trapped in different ways. The Israeli military governor who attends the wedding ceremony is threatened by a group of locals, who plan to assassinate him and attack his soldiers. Because the groom is unable to consummate his marriage, the bride is compelled to deflower herself—using the very knife she wrests from ‘Adil with which he planned to kill his father—to “save” her honor and thereby save her groom and his father. Sumayya, the groom’s sister, tries to emancipate herself from the shackles of traditions and customs. Hassan, the groom's much younger brother, is being chased by his father and may be his next victim. The father himself is unable to control his perversion. Tali, the Israeli soldier, is a captive of the local Palestinian women. A local group of young men prepare to attack the soldiers and to assassinate their commander, but is prevented from doing so by another group from the village itself. 
And finally there is the Arabian mare that belongs to the father and we see entering a minefield: her story is one of the keys to decoding the film’s symbolic meaning. This fugitive mare that wanders and roams represents the bride, who appears to prefer a free life of celibacy than to enter into the limiting contract of marriage with an impotent bridegroom within the larger circle of patriarchal society.
 The mare also represents the groom’s sister, Sumayya, who rebels against the traditional way of life in her village by wearing provocative clothes, smoking and, above all, annoying and teasing the Israeli soldiers without any constraints. The mare symbolizes Hassan as well, the child who tries to escape from his father and his sexual control. Finally, the mare represents the Palestinian people in general, who are imprisoned in the Israeli minefield. They find it difficult to move from one place to another because of walls and curfews and real mines, planted everywhere instead of trees, that prevent the natural flow of life.
While Israel controls the village from the sky, we see the Palestinians struggling to emancipate themselves from the suppression of the prevailing patriarchal structure
. Wedding in Galilee skillfully use sounds throughout as allegory. It begins with the noise of an Israeli airplane. As soon as the noise ends, the camera pans slowly down from the top of an antenna to its erect base standing on the roof of the military governor's headquarters, which is then shown in its entirety. The airplane roar and the vertical antenna are masculine symbols, and both suggest the Israeli superiority that depends on air control and adopting methods of exploration, inspection, direction, control, monitoring, and observation. While the reason for Israeli superiority appears vividly and is shown at the very beginning of the film, the cause of the Palestinian failure remains throughout as ambiguous, confusing, and unrecognizable as a hidden secret. 
Sounds are also used to highlight the bitter irony of Palestinian life. The Arab folksong, “The Bridegroom Rode the Arabian Mare,” is heard in the background of scenes depicting the groom's failure to fulfill his mission as a husband. The military loudspeaker (by which the soldiers announce the curfew) and the shooting of bullets are a counterpoint to the ululations and songs of Palestinian women and the braying of donkeys.  

The movie ends with the echo of gunfire. In the last shot, we see Hassan running in the darkness of a thicket, when he hears a crackling sound. The galloping of the child reminds us of the mare and the closed place into which she entered. At first the viewer is uncertain who is shooting at Hassan and why. The spectator then comes to realize that the father, rather than being the victim of an assassination, is shooting the gun at his young son Hassan. The father chases Hassan, keeper of his shameful secret, not to save the child from a hostile soldier, but to save himself. Yet the results remain unclear. Was Hassan injured or killed after that initial gunshot? Did he manage to escape? And what happened then? 



The director Khleifi also enters into dialogue with the Christian New Testament. Jesus performs his first miracle, turning water into wine, at a wedding ceremony in Qana (John 1:11). Qana was a small village in the Galilee that is believed to be either the present-day town, Kufr Canna, or the small old ruined 
Canna, both of which are near Nazareth. In deciding to perform his first miracle at this small, very poor village, Jesus shows a defiance of Jerusalem, its population of Jews at that time, and the site of the Temple where they ostracized and detested him. As it is written, “He came to His own, and His own did not receive Him” (John 1: 11, 12).

In addition to relating that miracle, John portrays Jesus as embodying human joy and a love of nature and the earth: he quotes Jesus as saying, “I am the true vine and my Father is the vinedresser” [one who prunes and cultivates the vines] (John 15: 1). In
 John’s scripture, we also hear Jesus say three times, “My hour has not arrived yet.” Later, during the ensuing time of sorrow, sadness, darkness, suffering, and pain, while he was subjecting his life to the will of God and while he was getting ready to drink the bitter glass
, we hear him say, “My hour has come. Glorify your son.” 
It is possible to look at the relationship between ‘Adil, the son, and his father as a parody of the relationship of Jesus to his father, which is the cornerstone of Christianity. Portraying ‘Adil as the "Palestinian Jesus," Khlefi shows the dimensions and the tragic results of the son’s submission to his father. He structures the film to echo the miracle that Jesus made and his ultimate fate. 
The axis of the film is a wedding that, like the wedding in Qana, has six elements that need miraculous intervention to be transformed from pain to joy (Jesus turned six barrels of water into wine). These elements are the attendance of the Israeli soldiers and the military governor at the wedding, the father’s fear that his brother will not attend in protest of the Israelis’ presence, the failure to deflower the bride, the embracing of Tali by a group of Palestinian women, the assassination attempt, and the entrance of the mare into the minefield. 


A conversation by one of the guests specifically references the miraculous and the joyful. When he asks for a drink, he says, “A wedding without a glass of wine is like paradise without people.” After he imbibes so much that he gets drunk, the camera returns to him, as he says, 
“For a certain carpenter in Nazareth, there are tables that stand on their back legs. Some are ‘red’ and on the earth and they speak Arabic, without military licenses.” 
The story of the Nazarene carpenter reminds us of Joseph the Carpenter, and brings his character to the filmic text for those who do not believe in the miracle of immaculate conception. The tables that this Nazarene carpenter makes have the flavor of a deviated miracle. They are the color not only of wine but also of blood; they are able to speak Arabic and do not need military licenses issued by the Israeli army. 
Here Khlefi is comparing the pure New Testament with the polluted "New Testament" that is applied to the reality reflected in the film. Everything in the film is the obverse of the holy in the text. The carpenter is from Nazareth, and he is the groom’s father—but he can only stand on his hind legs on the earth far away from heavenly divine glory, because he is morally deviant. In a direct reference to the New Testament text, the groom asks his bride to bring water to wash his feet. Instead of turning water into wine (blood), the groom spills the water on the floor and asks her to wash away “shame and humility.” We see the bride treading on two vine clusters before entering the conjugal bed, which references the miracle that she has to perform—her self-deflowering—which will cause blood to flow from her body like wine. Even the fire bottles 
prepared by the angry young villagers, who rise up against the Mukhtar’s decision to allow the Israelis to attend the ceremony, are merely empty bottles of wine, a sign of a failure to perform their miracle of opposition.  
As they carry these bottles, preparing to attack, these young men shout,
“There is no pleasure without honor and there is no honor as along as the army is above our heads. Here we are carrying our honor!” Here t
he similarity between the Arabic words for honor (karama) and for vine (karma) comes into play. Both represent a condition for real joy, and both fail to be realized; the actions taken by all the characters are impotent. The water of resistance does not turn into real wine. This failure is added to the groom’s failure. The groom is not the real vine because his father is not the vinedresser. 
Through its multiple plotlines and symbols, Wedding in Galilee enables viewers to recognize the double layers of suppression under which Palestinians live: both national and personal. The film darkly conveys the aggressiveness and destructiveness of the Israeli authority, despite the fact that there are some light moments, such as the incident of saving the mare and the warm relations between Tali and the women. Through the father’s incest the film also shows the narcissistic deviation among the past generation of Arab and Palestinian leadership that also contributed to the occurrence of al-Nakba (catastrophe) in 1948 and al-Naksa (defeat) later on in 1967. Between this Israeli affliction and Arab deviation, ‘Adil stands hopeless
. As for Hassan’s fate, the representative of the third generation, things remain hazy and wrapped with mist. Will he escape the double minefield safely? This last question remains suspended in the air at the end of the film. 

Chronicle of a Disappearance
Sijil Ikhtifa’ (Chronicle of a Disappearance
, 1996) is by another Nazarene director, Elia Suleiman. Through this film, Suleiman observes the emptiness, triviality, and absurdity of biography. In fact, the film can be seen as the biography of non-biography—the story of the personal and national Palestinian disappearance. It reflects both the absence of domination over the private dream (non-self-realization) and the absence of sovereignty over the national collective dream (loss of homeland). It is a biography drawn by sounds and pictures, nearly without any dialogue, except for trivial conversations that display the cultural poverty of daily life. Most of the dialogu is foreign languages, including Hebrew, English, French, and Russian. The director purposefully marginalizes Arabic, reflecting the new reality in the Hebrew state. However, he also insists on using Arabic in the titles of the scenes, returning it to the center of events—thereby “rewriting the history of the absent
.” 
The hero is Suleiman himself, identified only as “E.S.,” and played by Suleiman; most of the film’s characters are played by his close family members, relatives, and other non-actors
. E.S. does not utter a single word from the beginning of the film to its end (the same as in both his previous film, Introduction to an End of an Argument, and his next one, Divine Intervention). This intentional silence is the screaming embodiment of the story of disappearance. E.S. can only find a way to appear to the audience by depicting his absence through silence. And it is through this silence that history can paradoxically proclaim disappearance. It is as if the director is saying, “Here I am, the absent Palestinian. Reality has imposed on me that I should write about myself only through my absence and turning me into an absent object. In this way, helplessness turns into power and absence becomes presence.”
 

The film is set in the tense period between the assassination of Israeli prime minister Yitzhak Rabin in 1994 and the election of Benjamin Netanyahu to succeed him. It tells the story of Suleiman’s return to the West Bank and Israel after a twelve-year exile in New York City. The director constructs the film in two parts, chronicling first E.S.’s return to Nazareth and then to Jerusalem. The first part, which is set in Nazareth, E.S.’s hometown, is a personal diary. That set in Jerusalem, a political and national symbol central to both Palestinians and Israelis, is a political diary. However, he dedicates his film to his last homeland, his father and mother, because they are the last authentic Palestinian element remaining of historic Palestine and the last presence that reminds him of Palestine. 

This film is a series of disjointed shots, with inter-titles announcing each new scene. It begins on E.S.’s his first day home 
in Nazareth, where he wakes up to the sound of the heels of his aunt’s shoes beating on the floor. She has come to the house to join his mother in paying a condolence call on acquaintances. This is the sort of life that confronts E.S. on his first day in his hometown: the beating of the heels is the symbol of the rhythms of everyday life in Palestinian society in Israel, of its repetitive, tedious, and empty routine. In a monologue addressed to the camera, his aunt talks about family problems; the swirling rumors and gossip create a vicious circle of tensions among acquaintances. Yet they mean nothing to someone like E.S., who has just returned to his homeland.
 
In the second shot, we see his father alone, playing card games on a computer, while smoking shisha, a molasses-based tobacco concoction, in a hookah. This scene displays the schizophrenic character of Palestinian life, which veers between Arab tradition, smoking shisha, and using Western technology. It encapsulates the drastic changes taking place in Palestinian society, where the father, the head of the family in this case, is alone and far from his significant traditional role in his past patriarchal kingdom
. 
The next shot takes place in the “Holy Land” souvenir shop, which caters to tourists. There they can buy all kinds of items and gifts to remind them, once they are back home, of the places they have visited. Unfortunately, no one enters the shop. The key message of this shot is the ironic connection between the name of the shop and the “disappearance” in the title of the film. We are in front of what remains of the Palestinian Holy Land—but it is nothing but a poor, empty shop. Instead of keeping alive the memory of the place and its past, the owner himself seems to be drowning in a sea of forgetfulness, as part of a larger ocean of neglect by others. The water from the bathtub that the owner puts in small vases to be sold as “holy water” reinforces the disappearance of authenticity or the loss of the real thing. 
The next scene introduces a typical dispute among friends regarding who will pay for their meal
. Strong words dominate the argument. The humorous element is that one of the friends tries to communicate with the waitress in Arabic, not realizing that she is a Russian immigrant who does not understand Arabic. The diner is so caught up in his dispute with his friends that he is unaware of what is going around him. He is unable to get out of his arguing shell to realize that the imagined Palestinian with whom he is talking has been replaced by a Russian immigrant. The final shot in E.S.’s first day is in a garage
, where a group discusses their ultimate ambition: to buy a new BMW. Clearly the car is a substitute sexual object. 

On the next day, E.S. witnesses a "verbal and physical argument" in front of the B’sharat Fish store
. It is not clear at all whether this argument is over important issues or if the men are engaging in it just to kill time and attract attention. Maybe they are arguing just to feel important or to fill the emptiness even temporarily. This shot is followed by the image of E.S.’s sleeping father at home, with the voice of the announcer from the Israeli broadcasting station 
droning in Arabic in the background. The broadcaster spouts boring utterances and tries to educate his audience with empty wise words, superficial philosophy, generalizations, nonsense, and exaggerations about women, love, men, and so on. (This speech is taken from an actual program
). The film then takes a documentary-like approach to the real life of Palestinian women, displaying women’s traditional conversations that expose their narrow world and the triviality of their days. 
On the third day, E.S.’s father feeds some birds and waits in vain for their twittering in return, just to break the routine of his day. At the same time, we watch a child practicing karate moves by himself. After that, he tries those moves on his sister. Meanwhile, we hear news on the radio about the war between the Serbs and the Croatians. The microcosmic world intermingles here with the macrocosmic one. The director then takes us to a journey with a group of friends who waste their time fishing, but catch no fish. But they do argue, in another version of the argument we saw in front of the fish store. 

Days go by, and we return to the “Holy Land” souvenir shop. E.S. and the shopkeeper sit in front of it, and in the background we hear church bells ringing. E.S. smokes; somebody sticks a memorial notice on a nearby post. Then, the scene shifts to his home,
 where his mother, with the help of his father, cleans the fish E.S. has bought; she puts laundry on the clothesline and lies down to take a nap. We then hear the call of the prayer from a nearby mosque. E.S. looks out at Nazareth through the window. 
On the following day, we find ourselves back at the “Holy Land” shop. A group of tourists pass in front of it, but instead of entering it, one tourist takes a photo of E.S. and the shopkeeper as a souvenir; this photo turns them into souvenirs themselves. Now, the wind turns the picture pot outside. The sound of the pot arouses pity and compassion. 

On the following day, a tour 
of the nearby surroundings culminates in E.S.’s appointment with Abuna (Arabic for “our father” ), who is a Russian Orthodox priest. Abuna’s long monologue 
is a chronicle of another disappearance: of how faith has vanished.  Against the background of the Sea of Galilee near Tiberius 
and a show of acrobatics on jet skies, Abuna talks about Jesus Christ, who walked on the surface of water. Then he changes the topic to talk about the feces of the Americans and Germans that pollutes the district 
after they enjoy a luxurious Chinese meal: this is an example of the global village in which we all live. Then Abuna says sardonically, 
Everyone can now walk on water and make miracles. There are big buildings, and kibbutzim that surround the region.  These hills were a desert short time ago. At night, when I looked at them from the church, I thought of a special place. The darkest place is there. Fear has kidnapped me. It is fear wrapped with a religious feeling, as if that black point were the source of my belief. After that they settled on those hills and illuminated the place completely. For me, this was the end. I started losing my faith. I was afraid to loose any eagerness. My world has become then a small one. They have expanded their world, while my world has shrunk. There is no black spot any longer. 

The title of the next scene—“Appointment with the Writer: A Story that We Turn into a Film”—then flashes on the screen. At long last, the viewer hopes he or she will hear the words of E.S. (Suleiman himself). Instead, we see the late Palestinian poet, Taha Muhammad 'Ali, telling a story that he heard from his grandfather. It is about delicious food that his grandfather ate once in Istanbul. This story is repeated several times throughout the film; this mundane tale is the grandfather’s only story, despite his many years of experiences of wandering from one place to another. It stands in sharp contrast to the experiences of the miracle-makers 
who settled on the hills and illuminated the place. They succeeded in widening their world, while the Palestinian is still living in the past—repeating a single memory about a delicious meal that he had once in Turkey. 
This scene is the touchstone of the movie; as its title indicates, it is a story that we turn into a film. The true writer of the Chronicle of a Disappearance, which laments the vanishing of Palestinian identity and hopes, is the Palestinian grandfather, with his life full of empty days. The director as a son and grandson represents the new generation who has inherited that heritage of “disappearance” and can carry the burden of its embodiment only by picture and sound. 

Then, in another scene in front of the “Holy Land” shop, the camera focuses first on the Israeli flag and then moves to a picture of five Palestinians who are photographed from behind, representing an identity without a face. After that, we see a picture of a camel in front of the Dome of the Rock. The camera then cuts to inside the shop where we see one wooden camel of olivewood, among hundreds on a shelf, falling over. The shopkeeper tries twice to make it stand erect, but after it falls down the third time, the shopkeeper leaves it lying on its side. A few moments later, we see him returning to shelf to prop it up against a matchstick. The camel stands for a short while but falls again, as if it were protesting its very existence inside the shop, as if it were jealous of that camel photographed in front of the Dome of the Rock. Now the camera concentrates on the shopkeeper’s closed palm. The palm resembles a human face, with the two rings on his fingers appearing like a pair of strange eyes. One is a green grotesque eye that stares at the viewer, evoking laughter and feelings of intimidation simultaneously, while the other eye is closed. This is the dual world revealed to us through the film: it looks like an ugly, violated, and funny world when it gazes at us, but in reality, it is pathetic and arouses scorn. Finally, the camera focuses on a book that falls down from the second-floor balcony. The shopkeeper turns to Suleiman saying, “It’s raining culture!” 
Near the end of the first part of the film, we see E.S
. looking at the photographs he has taken: what is being peddled as holy water, the shopkeeper counting the same few coins over and over, a third argument in front of B’sharat Fish store, the view of Nazareth from his home, the staircase in his home, his mother going up the stairs and reading a newspaper, and finally his father moving about the kitchen. These photos freeze the motion of life that E.S. encounters during his journey of return to his homeland. The first part concludes with a shot of his father and mother sleeping. 

The film’s second part opens in Jerusalem 
with the screech of police cars and bombastic music: lyrics sung in an accented Arabic that call for coexistence between Israelis and Palestinians. The camera pans ahead toward the Dome of the Rock, but this time, a real camel is moving in front of it. This camel immediately reminds us of the camel in the picture and the hundreds in the souvenir shop. The beautiful picture of the camel in front of the Dome of the Rock suggests the calmness of the Orient and its ambiguous magic: it is good for tourist consumption. The wooden camel that refuses to be separated from its environment inside the shop protests by its instability on the shelf.
 The real camel is not separated from its environment, but blows up the Oriental romantic imagination by stubbornly plodding down the road. It reminds people that they cannot indulge in romanticism or daydreaming, but rather must face the truly complicated reality that is Palestinian life
. 
This theme is carried forward in the scene titled “A Stop at the American Colony.” At the hotel we listen in on a conversation among journalists conducted in French about the Holy Land as a site of conflict from its earlier days. It has been defined by conflict for thousands of years, never enjoying a long period of peace. In short, the situation is complicated, which makes the country exciting, but exhausting and tedious at the same time. The result is mere confusion. Confusion and embarrassment are also the fate of E.S. when taunted by children, the microphone, and the mobile phones during his attempt to talk about his films to the audience from Nazareth
, where books fall down from balconies and kitchens! In this way, pictures and voices combine to complete the establishment of alienation. 

In the scene at Bait al-Masrah 
(House of Theater) we listen to the song “Rayiti al-Soda al-Hazini, Khayyamet fawq al-Madini” (My Sad Black Flag [or My Black Shroud of Grief] Has Veiled over the City). It is performed as part of the Syrian play Ghurba (Exile) by Durayd Lahham and Muhammad al-Maghut, whose theme is the meaning of alienation and exile inside one’s homeland.
 
“Mi’ad ma’ al-Simsar: Dar lil-Ijaar fi Sharqiyy al-Quds” (A Date with the House Dealer: A House to Rent in East Jerusalem) is the title of another scene about alienation and exile. ‘Adan, E.S.’s Palestinian friend, wants to rent a house, but is confronted by obstacles at every turn. The Arab real estate agent refuses to rent one to her because he is worried about a single woman living alone, based on his traditional conservative views toward women. Jewish homeowners also refuse to rent to her
. The Arab agent and Jewish homeowners are not that different from Abuna (our father) and the grandfather, the narrator of the story of the amazing meal, in the first part of the film. Neither are they far from E.S.’s father, the arguing friends, and the shopkeeper: all live in a very narrow world. The edifice of alienation and exile seems like a huge cupboard with many tiny and narrow drawers separated from each other. 
Another scene, “Bab al-Quds: An Takun Filistiniyya aw la Takoun” (At Jerusalem Gate: To Be Palestinian or Not to Be),
 two policemen storm into E.S.’s house. The lack of harmony between the calm voices and the jarring events 
in this scene causes a dissonance that arouses laughter and a sense of absurdity. The two policemen conduct a search of his apartment while ignoring E.S. as if he does not exist. After all, the film is a chronicle of a disappearance. One of them gives a detailed description of what he has seen, leaving the description of a man in his pajamas to the very end. After that, E.S. tries to enter the camera room 
in his house with great difficulty because of its very narrow door. This door 
is the only thing that persuades him that he still exists. 

  
In the scene
, “The Humming of Ecstasy, at the Moment of Disappearance," ‘Adan is talking on a policeman’s cell phone, which E.S. had picked up from the street when it fell from the cop’s pocket while he was publicly urinating against a wall. "There is an event in Shlomo Ponds," she says. "Jerusalem must be evacuated immediately. Jerusalem is not united any more. Jerusalem is not special. Oslo did not come. He also does not call." (This dialogue parodies the lyrics of the Israeli song "Messiah Did Not Come, He Also Does Not Call," by Shalom Hanokh). Then ‘Adan sings the Israeli national anthem (“Hatikva,” the hope), and in the background the song of despair from the play Ghurba, “My Sad Black Flag,” is heard again. Members of the security services in civil uniform 
arrest her, but she escapes while they watch fireworks
 in the sky of the city. Instead of her they arrest a doll from the theater’s props—another clear sign of the depersonalization of the Palestinian. 

Now we accompany E.S. on a short visit to Gaza and Jericho, the illusive Promised Land according to the Oslo Peace Accords. Arafat’s photograph appears over a pool, in which there is one swimmer, and E.S. is shown sitting alone in a huge restaurant while listening to the muezzin’s call. We then return to the land of reality, to a group of fishermen, but this time against the background music of the songs, “Leh al-Habayib Hajaruni” (Why Did My Sweethearts Desert Me?) and “Laylat al-Wada’ Tal al-Sahar” (On the night of Farewell, the Vigil Lasted Long). These songs not only reference the deadly alienation that E.S. feels but also provide a hint about his final decision to leave this local exile again and to return to the diaspora of the wider world. 
E.S. returns to his parent’s home like a stranger, to be greeted only by a barking dog. (Even his parents' dog does not recognize him!). His father and mother are asleep exactly as they were seen at the end of the first part—but this time against the backdrop of the Israeli flag and national anthem broadcast from the “Voice of Israel: Station One” on the TV screen at midnight of the Day of Atonement (Yom Kippur). E.S. looks like a shadow glancing at his sleepy, vanished parents.
Conclusion
The fathers and sons in these two films have similar fates. The fathers lose their traditional power, while the sons, who are able to gain some autonomy as a result, find themselves trapped in extreme alienation. The Holy Land, in contrast, remains, as always, a very exciting dream in its holiness, but an exhausted, tedious, and complicated place in reality. It turns out that to walk on water is a possible task in this time of virtual globalization, but to turn water into wine is still out of reach, at least for the moment. 








� The bridegroom’s sister, Samiya, asks the bride, while they are sitting together on the dais during the wedding ceremony, whether she is happy being a bride. On the whole, the bride is reticent, tight-lipped, and very secretive. We hear her speaking only once through this long film. 





� . Relying onThis draws on Laura U. Marks (, The skin Skin of the filmFilm,  (Durham and London: Duke University Press, 2000: ), 21-–25), . Alexander suggests another interpretation that we I do not accept: "Silence, absence and hesitation expose an elusive sense of memory dominated by the gaps that exist between available records of official history and memory" (Alexander, Dissertation, 55). <AU: Please provide bibliographic information for Alexander.>





�  . <AU: I found this very difficult to understand and I would suggest deleting it.>  It is worthwhile mentioning the intentional choice of the director’s attitude from the three looks or the three eyes that he can use through the use of cinematic tools. Elia Suleiman is careful to increase the use of the camera-eye in its pro-film event. This refers to the material concentration of the stages of registration or the intruding eye of the camera, which contributes to the creation of “reality” and “truth”.  Thus, in its view and anticipation of the final production, the viewer’s eye assumes an important role, which allows cautious realization and a critical reading, both of which contribute to the creation of “reality” and “truth”, while the concentration on the characters – the look of the characters at the other characters within the illusion of the screen or the illusion of cinematic exposition. This saves the film track from the emergence of deceptive, and misleading impressions





� . About Ghurba , (1976), a play written by Muhammad al-Maghut and Durayd Lahham. About this play and other plays by Syrian authors, see Hamdan, 1999, p. 63-–97. The message of this song is in shar confronted withcontrast to that of the Israeli anthem (hope), whose title means “hope.”  <AU: Please provide bibliographic information for Hamdan.>as we shall see later.








� .The term “Palestinian” here refers to Jerusalem and not to the hero or Elia SuleimanE.S., as suggested by as one can think by reading Alexander`s words on this inter-title (see Alexander, dissertation, 53). 





�AU: As meant?


�Is this really a ritual? Please explain.


.


�About protecting Hassan from myself?





�This sentence seems out of place here. I suggest either expanding on it or deleting it. If you retain it, it might be helpful to relate it to your theme of fathers and sons.





�Do you mean this is abandoned and people no longer live there? That only ruins remain?





�Are you implying that he was getting ready to commit suicide? Please explain what you mean by drinking the bitter glass.





�AU These last three elements did not occur at the wedding. Please explain their relationship to it.


.


�AU: Do you mean Molotov cocktails here


�And helpless?


�AU: This is the English translation


�Is this a direct quote? If so, please cite it.  If not, then take out the quotes.





�AU: OK addition?


�Was that at his parents’ home? Or his old home?  And was his aunt planning to go with his mother to pay a condolence call?





�This seems to be reading a lot into this scene.  What elements of it illustrate that Palestinian society is no longer a patriarchal kingdom?





�Does this take place at a restaurant? Please indicate.





�Are the same group of friends now in a garage and arguing about a car?





�Does the argument take place in the fish store or outside?





�AU: Is this a radio or tv broadcast


�Radio or tv program?





�I assume then that E.S. bought this fish at the store and then took it home. Please clarify.





�What is a picture pot and why should we feel compassion for it?





�Do you mean a formal tour, like what tourists take? Or is this more of a stroll around the neighborhood that E.S. takes? Or is the camera just panning the neighborhood?





�As meant?


�Do you mean these visuals are just playing in the background?





�Which area do you mean here? The whole of Palestine or just near the Sea of Galilee?





�Please clarify who the miracle-makers are.  Are they the Arab settlers?





�This is the first mention of his taking photographs. If he has taken them throughout, I suggest you mention this at the very beginning of your description of this first part.  And you might want to explain what is the significance of his taking photos?





�AU: OK addition?


�But you seemed to imply earlier that it wanted to be separated from its environment, the shop, and be like the camel in front of the Dome. Please explain.





�AU: OK changes


�In one of the descriptions of the film I read, this is described as happening in a middle segment when E.S. is speaking before a conference on Palestinian filmmaking. Should those details be included here?





�Is this located in Jerusalem?





�Are the Jewish owners motivated solely by prejudice?





�As meant?


�What is a camera room? Do you mean a darkroom?





�AU: Do you mean the fact that he cannot squeeze into the room convinces him that he has a physical body and does exist?





�Are you presenting the scenes in the order in which they appear? If not, I would move this back to the part where you describe ‘Adan’s search for a home.





�Do you mean they are not in uniform?





�Why are there fireworks?
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