Fathers, Sons and the Holy Land:

Palestine and Palestinians in Wedding in Galilee and Chronicle of Disappearance
Mas'ud Hamdan
Wedding in Galilee, directed by Michel Khleifi and produced in 1987, announces to a large extent the coming of a new era in the Palestinian cinema industry. This cinema has grown out of merely propaganda institutional films that flourished in the seventies of the last century into individual films that represent a significant filmic break through. The poetic nature of this film, the multiplicity of its textual layers, and its complex cinematic structure place it in sharp contrast to the typical product of the Palestinian cinema industry until then. A reading of the film that directs an interpretative connections between the different parts and shots by taking in consideration the figurative meaning of the ideas, symbolic, allegoric and enter-textual aspects, - will lead to conclusions that the filmmaker has not stated openly. 
The story of the film concentrates on the failure and impotency of a bridegroom called 'Adil, and his inability to perform his traditional and expected sexual role as a groom. The possession over his bride's body supposed to be declared by waving a piece of cloth stained with her deflowered blood (or allegorically speaking, repossession of Palestine). 'Adel, the eldest son of the Mukhtar (the traditional leader in the village), fails to do that, not only because of the intensive presence of the Israelis in the wedding – a condition to which his father had accepted in return for raising curfew and allowing the wedding ceremony. It seems that his inability results from a bitter experience, which he had undergone in his childhood with his father and by his father’s initiative. This is called “Ghishyan al-Maharim” (Incest). The father, whom we see kneeling beside his other son Hassan, while lying in his bed, approached himself or/and his child with a question or ambiguous hint: “Why do I want you specifically to keep my story?” After that he confesses to himself: “I am concerned about Hassan from myself.” Even the groom confesses in front of 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”. This act with his eldest son (probably an experience that will be repeated with the child Hassan) is not only the cause of the groom’s inability or impotency, but also and basically a symbol of the father’s impotence, inability and failure, which have been passed to the sons. The father’s agreement to the presence of the Israeli soldiers at the wedding ceremony as well as the psychological castration of the groom lead 'Adil to think of killing his father; a fruitless attempt of liberation from the maze of double impotence into which his father get him into. By this idea of revenge against the village’s Mukhtar (The Head of the Village), who represents the national responsibility for the loss of Palestine 'Adel tries to regain personal and national honor. 
As a result of this misbehavior of men, women in the film assume men’s role.  As a symbolic alternative to men, women find in the Israeli recruited lady, Tali, an alternative to the special relationship. The women take off her clothes, caress her, and touch her body. Israel represented by this girl becomes the object of the Palestinian women's love. Against the background of males’ failure to get rid of the internal enemy (the father), and the external enemy (the Military Governor), the softness and delicacy of women succeed in ‘occupying’ Tali from inside. The women deprive her of her military costume, and dress her the traditional Palestinian costume with which she goes back to her military base at the end of the film. In addition, the women succeed in going beyond the boundaries of their conditions that had been drawn by males. The groom’s sister (Sumayya) also takes a man’s twice: first, when she stares in the mirror with a bare chest, while her head is covered with a kafiyya and 'qal (male head-band); second, when we see her playing the role of men by touching a very private spot of the Israeli female soldier. 
Wedding in Galilee demands making comparisons between several narrative plots. All the characters of the film are in a sort of a trap. The governor who attends the wedding ceremony is threatened by a group of locals, who plan to assassinate him and attacking his soldiers. The groom, who is unable to get rid of the circle of his impotency. The bride, who is compelled to deflower herself by herself in order to ‘save’ her honor and save her groom and his father. Sumayya, the daughter's groom, who tries to emancipate herself from the shackles of traditions and customs. Hassan, the groom's small brother, who is chased by his father. The father himself, who is unable to control his deviational instinct. Tali, the Israeli soldier who is a captive of the local Palestinian women. The Palestinian local group who prepare to attack the soldiers and to assassinate their commander, but is blocked by oppositional group from the village itself, and lastly the Arabian mare that belongs to the father and enters a minefield. The story of this mare is practically one of the keys that decodes the main symbolic sign of the film. This fugitive mare that wanders and roams the place represents the bride who appears as if she prefers a free life of celibacy upon limiting contract of marriage with an impotent bridegroom within the circle of patriarchal society
. The mare is also the groom’s sister, Sumayya, the girl who rebels against the ways of life in her village. She prefers provocative clothes, smokes and above all, she annoys and teases the soldiers without any constraint. The mare symbolizes Hassan as well, the escaping child from his father and his bodily sexual control. Probably, the mare also symbolizes the Palestinian people in general who are imprisoned in the Israeli minefield. They find it difficult to move from one place to another due to curfew that prevents natural stream of life to this society, and due to real mines planted everywhere instead of trees.

While Israel controls the place from the sky, we see the Palestinian engaged in struggles trying to emancipate himself from the suppression of the prevailing patriarchal structure. The film starts with the noise of an Israeli airplane and ends with a sound which in fact, is the echo of shooting. it seems to be that the gun belongs to the father, the Mukhtar, who chases his son Hassan fearing that he might reveal his secret, the story of his mysterious sexual disease. Simultaneously, with the disappearance of the airplane noise, the camera moves gradually down from the top of an antenna to its erect base standing on the roof of the Military Governor's building which is seen entirely. The airplane roar as well as the vertical antenna which is a characteristic masculine symbol, both suggest the Israeli superiority that depends on air control and adopting methods of exploration, inspection, direction, control, monitoring, and observation. consequently, while the reason for the Israeli superiority appears vividly, the reason for the Palestinian failure remains ambiguous, confusing and unrecognizable as a hidden secret. In the last shot, we see Hassan running in the darkness of a certain thicket, where he hears the sound of a crackling. It is supposed that this galloping of the child should remind us of the mare and the closed place into which she entered. However, here, the viewer should struggle for the real fact that the gun belongs to the father. The spectator also has to make effort to know the reason that lies behind this matter. The father chases Hassan, keeper of his secret, not to save the child from hostile soldier for instance, but to save himself. Even the results remain unclear. Was Hassan injured after that? Did he manage to escape? And what happened then? 

By the double mirror effect that Wedding in Galilee conveys, one can recognize the depression and suppression that the Palestinians are inflicted with. It seems that they suffer from double ordeal: firstly, an aggressive destructive Israeli authority, despite the fact that there are some moments of light (such as the incident of saving the mare and the warm relations between Tali and the women). Secondly, the sick Narcissist deviation among the past generation of the Arab and Palestinian leadership, who have 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, representative of the third generation, things remain hazy and wrapped with mist. Will he get out safe of the double minefield? This is the last question that remains suspended in the air at the end of the film.

Besides delicate and scattered irony here and there such as merging the folksong,  “The Bridegroom Rode the Arabian Mare” in a film script that talks about the groom's failure in his mission as a husband, there are ironic parallels of voices such as between the roar of the Israeli airplane, the military loudspeaker (when the soldiers announce the curfew) and the shooting of bullets, and the ululations and songs of Palestinian women, and the bray of donkeys.  There is also the visual competition between the military jeep and the village hen. Besides that all, Khlefi adopts a dialogue with the Christian holy text in the New Testament regarding Jesus Christ’s attendance of the wedding in Qana of Galilee, where he made his first miracle when by turning water into wine
 (5).  Qana is a small village in the Galilee, and is believed to be the present Kufr Canna in Galilee or the small old ruined Canna, both of which are nearby Nazareth. In his preference of this small and very poor village at that time to make the first miracle there is a kind of defiance to Jerusalem, the Congregation of Jews at that time, their Temple and the place where they ostracized and detested him. As it is mentioned in John’s scripture: “He came to His own, and His own did not receive Him,” (John 1: 11, 12)
  (6)

In addition, in making that miracle, there is an echo of human joy, love to nature and earth and a symbol of Jesus and his new religion as it is said in John’s scripture also “I am the true vine and my Father is the vinedresser” (John 15: 1)
 (7).

In John’s scripture, we hear Jesus says three times” My hour has not arrived yet". After that, during the time of sorrow, sadness, darkness, suffering and pains, 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”. 
Certainly, it is possible to look at the relationship between 'Adil the son, and his father as a parody. By this creative imitation Khlefi shows the result and dimensions of the son’s submission, ironically the "Palestinian Jesus" in this case, to his father. Generally, Khlefi fills in the dialogues between the characters with themes that are indirectly related to the miracle that Jesus has made. First, this miracle took place originally during a wedding ceremony, and without the miracle, joy would be cut.
The axis of Khlefi’s film is a wedding that faces several obstacles, and this will threatens the continuity of joy. These include the attendance of the soldiers and the military governor, the attempt of assassination, the entrance of the mare into the minefield, the father’s fear of the non-attendance of his brother to the wedding as an active protest against his agreement to the presence of the army, the action of deflowering, and the fuzzy embracing of Tali by a group of Palestinian women. Thus, the miracle that should happen at the Wedding in Galilee includes six ribs or sides, the same number of the water basins, which Jesus turned into wine. 

It deserves referring to a sentence uttered by one of the guests who asked for a drink. He says: “the wedding without a glass of wine is like paradise without people.” After he drinks till he gets drunk, the camera returns to him saying:
“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 disbelieve Mary’s miracle in giving birth to Jesus Christ considering Joseph the Carpenter to be the biological father of Jesus. The tables that this Nazarene carpenter makes have the flavor of a deviated miracle. Their color is the color of wine and blood as well; they speak Arabic and do not need military licenses issued by the Israeli army. In fact, Khlefi compares between the ancient holy texts, i.e. the pure New Testament with the polluted "New Testament" that is applied on current reality reflected in the film. The Carpenter is from Nazareth, and he is the groom’s father who stands on his hind legs on the earth by effect of his deviated down-to-earth instinct, far away from heavenly divine glory. Similarly, in one shot, we see the bride treading on two vine clusters before entering the conjugal bed, with reference to the miracle that she has to perform, which is her self-deflowering, letting blood flow from her body like wine. Khlefi as well does not forget to expose the groom’s request from 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 “shame and humility”. Even the fire bottles prepared by the group, who rises up against the Mukhtar’s decision, are merely empty bottles of wine. This is a sign of the failure in making their miracle.  The young men of the village who oppose the presence of the army soldiers say, as they carry these bottles:

“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!”

It is no wonder that we pay attention to the sound similarity between the words “karama = honor” and “karma = vine”.  “Karama = Honor” intermingles with “karma = vine”. Both represent a condition for real joy. The miracle of honor is not fulfilled here either. The water of resistance does not turn into real wine as Jesus has done. This failure is added to the groom’s failure. The groom is not the real vine because his father is not the vinedresser. 

Sijil Ikhtifa’ (Chronicle of Disappearance, 1996) is the title of a film by another Nazarene director, Elia Suleiman. Through this film, Suleiman observes the biography of emptiness, triviality, and absurdity. It is the biography of non-biography; the story of the personal and national Palestinian disappearance. A biography that is drawn by sounds and pictures nearly without dialogues, except of trivial talks that display the picture of the social life in its miserable daily life and cultural poverty. As for the language of communication, it is mostly in foreign languages such as Hebrew, English, French, Russian and other languages. The director marginalizes Arabic in the course of dialogues on purpose. He intends to reflect the new reality in the Hebrew State, but he also insists using it in the titles of the scenes or the shots in order to return it to the center of events, which means in fact "rewriting the history of the absent". It is the absence of domination over the private dream (non-self-realization), and absence of sovereignty over the national collective dream (loss of homeland). 
The hero is Suleiman himself, but he does not utter a word from the beginning to the end of the film, (the same as his previous film an 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. The director does not find a way to appear in the mentality of the audience except through depicting absence by the voice of silence revealed from his camera. Thus, Through this silence, history paradoxically proclaims disappearance as if the director says:” Here I am the absented 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 director constructs the film with two parts: Nazareth, personal diary and Jerusalem: a political diary. Nazareth is his hometown while Jerusalem is a well-known central political and national symbol. However, he dedicates his film to his last homeland, his father and mother.
 
After a long absence because of an intentional self-exile, Suleiman wakes on his first day at home to the sound of the heels of his aunt’s shoes. He discovers that she had come to the house in order to join his mother to convey their condolences to acquaintances . This is the sort of life that slaps the director strongly on his first day in his hometown. From his viewpoint the beating of the heels is the symbol of the rhythm of everyday life in the Palestinian society in Israel. It is the repetitive routine, the tediousness and emptiness. In a monologue to Suleiman's camera, his aunt talks about family problems. It seems that these problems go into the box of rumors and gossip that formulate a vicious circle of tensions among acquaintances. These mean nothing to someone who has just returned to his homeland.
 In the second shot, we see his father sitting in front of the computer playing cards alone and smoking Nargila (Shisha). This shot embodies a schizophrenia situation; Arab Shisha on the one hand and the computer - the new technology of the West, on the other. Moreover, it is the embodiment of the drastic change that took place in the Palestinian society, where the individual (the father, the head of the family in this case) finds himself alone far away from his significant traditional role in his past patriarchal Kingdom. In the next shot, we see a souvenir shop named Holy Land. This shop opens its doors daily to tourists. Naturally, they can buy all kinds of items and gifts that remind them of the place where they have visited. Unfortunately, no one enters the shop. The most important thing is the link between the shop's name and the film's name. In other words, one can extract the ironic meaning that results from this connection: We are in front of what remained from the Palestinian Holy Land: nothing but a poor shop. Moreover, instead of keeping the memory of the place and its past, the owner himself seems to be drowned in a sea of self-forgetfulness which is located in an ocean of neglect by others. In addition, the water from the tub that the owner puts in small vases to be sold as a holy water reinforces the idea of disappearance of authenticity or the loss of the real thing. The next shot introduces the common controversy among friends regarding “who will pay for the meal”! Bad words pervade the argument. The funny thing is that one of the friends speaks with the Russian saleslady in Arabic, which makes the viewers ask themselves about this behavior. The person is not aware of what is going around him. He is unable to go out of the arguing shell in order to realize that the imagined Palestinian whom he seems to be talking with has been replaced by a new immigrant from Russia. As for the shot in the garage, it represents "our" ultimate ambitions, which is buying a new B.M.W. car. It is a substitute of a sexual object. 

On the next day, Suleiman displays in front of us a "verbal and physical argument" in front of Bsharat Fish store. It is not clear at all if there are important motives that determine the occurrence of this argument. Perhaps it is done just for the sake of time killing and doing some action to draw attention. It might be as well the desire to make something happens, to feel some significance by fulfilling the emptiness even temporarily. This shot is followed by the image of the sleeping father with the background of the voice of the announcer emerging from the Israeli Broadcasting Station in Arabic. The broadcaster tries to dictate the listeners with boring utterances and empty wise words, superficial philosophy, generalizations, nonsense and exaggerations about women, love, men and so on. (It was taken from an actual program). After that, film takes us from the world of artificial imagination to a documental piece from the real life of some of the Palestinian women. it is a session of women’s traditional conversations that expose their narrow world and the triviality of their days. On the third day, the father feeds the birds and waits in vain for their twittering in return so that they will probably break the routine of his day. At the same time, we watch a child practicing Karate exercises on his own. After that he applies these exercises 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 private family world intermingles with the public world in reference to the vision of the director that connects between the internal, i.e. education in the family with the external, i.e. the dimensions of this education in politics and the relations between peoples or nations. After that, the director take us to a journey with a group of friends who try to waste their time in fishing. However, we do not see any fish. What we see is again, a new argument of the same sort of that in front of Bsharat Fish store. 

Days go by, and we return to the same place- the Souvenir Shop. Suleiman and the shopkeeper sit in the front, and in the background we hear the church bell. Suleiman smokes. Somebody sticks a memorial notice on a nearby post. Then, the mother cleans the fish with the father; the mother puts on the laundry on the rope; and the mother is sleeping on the sofa. Now we here the call of the prayer comes out of the mosque. Suleiman looks at Nazareth through the window. On the following day, we find ourselves at the same place. A group of tourists pass in front of the shop and instead of entering the shop, one tourist takes a picture for Suleiman and the shopkeeper as a souvenir as if they have emancipated from the living human reality. They themselves are turned now into souvenirs as a result of the tourists’ exaggerated oriental sensitivity. Now, the wind turns the picture pot outside. The sound of the pot arouses pity and compassion. 
On the following day, a tour in the nearby surroundings leads to an appointment with Abuna (our father, Our Priest). This long shot exposes a chronicle of another disappearance. It is a diary of how faith has vanished.  Against the background of the Lake of Tiberius and a show of acrobatics in a water boat, Abuna talks about Jesus Christ, who walked on the surface of the water. Then he moves to talk about feces of the Americans and Germans that pollutes the district after having a luxurious Chinese meal. We face here the global village in its best shape. Abuna says sarcastically, “Every one 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 shot is an “Appointment with the writer: a story that we turn into a film”. At first glance, the spectator looks forward to the speech of the writer (Suleiman himself). Instead, we see the late Palestinian poet, Taha Muhammad 'Ali, telling a story that 'Ali has heard from his grandfather. It is a story about delicious food that his grandfather ate once in Istanbul. The story is repeated several times throughout the film. Despite his long age and his wandering from one place to another, grandfather does not suggest any other story. The story of the food in Istanbul represents a sharp contradiction to the miracle-makers who have settled on the hills and illuminated the place. They have succeeded  in widening their world, while the Palestinian still living in the past, repeating his memory about a delicious meal that he had in Turkey. Furthermore, probably, the director derives the whole idea of his film from this story (A story that we turn into a film). It is possible to conclude then, that the real writer of the Chronicle of Disappearance (Sijil Ikhtifa)’, that means, the founder of Palestinian loss and vanishing is the Palestinian grandfather and the slimness of his days. However, the director as a son and grandson represents the new generation who has inherited that heritage of “disappearance” to carry the burden of its embodiment only by picture and sound. 
In the new round of the camera in front of the Souvenir Shop, the director focuses first of all on the Israeli flag. Then he moves to a picture that includes five Palestinians who are photographed from behind. It is an identity without a face. After that, we see a picture of a camel in the foreground of the Dome of the Rock. By using the technique of cutting, the camera moves inside the shop where we notice a camel of wood among others, falling down on the shelf. The shopkeeper tries twice to put it up erect again. However, when it falls down the third time, the shopkeeper leaves it falling. After seconds, we see him coming back to support it with a piece of match. The camel stands for a short while but it falls again as if it were protesting against its existence inside the shop, being jealous of that camel who was photographed with the Dome of the Rock. Now the camera concentrates on the shopkeeper’s closed palm. The palm looks as if it formed a human face, while the two rings in the shopkeeper’s two fingers appear like a pair of strange eyes. One is a green violated grotesque eye that stares at the viewer making him laugh but intimidates him simultaneously while the other eye is closed. This is the dual world that is revealed to us through Suleiman’s film. It looks an ugly, violated and funny world when it gazes at us, but in reality, it is pathetic and arouses hidden scorn when we do watch it. After that, a book falls down from the balcony of the second floor. The shopkeeper turns to Suleiman saying: “It’s raining culture!” At the end of the First Part we see Suleiman looking at the photographs he has taken: what it should be assumed as a holy water, the shopkeeper counting the same old money, a third argument in front of Bsharat’s Fish store, the view of Nazareth from his home, the house staircase, the mother going up, the mother reading a newspaper, and finally the father moving in the kitchen. These taken pictures add frigidity to the motion of life that Suleiman meets at the beginning of the film and during his journey of return to homeland. The First Part is closed with the shot of sleeping father and mother. 

In contrast with the First Part, the Second Part opens with high sound of police cars and bombastic music belongs to a song in an accented Arabic that calls for coexistence between the two peoples. The camera moves ahead towards the Dome of the Rock, but a real camel comes across this time. Of course this picture calls for the picture of paper camel, the wooden camel and the rest of camels in the souvenir shop. the comparison between this camel and the previous camels points out the paradox between the real object and the imaginary one. The paper camel with the Dome of the Rock is a beautiful picture that suggests the calmness of the Orient and its ambiguous magic. This is good for oriental tourist consumption, while the wooden camel that refuses to be separated from its environment inside the shop protests by instability on the shelf. On the other hand, the real camel combines in a negative rather than positive way the two illusions. On the one hand, it is not separated from its environment, but on the other it resists through its constancy. In this aspect, it is like the paper camel, but despite that, it blows up the oriental romantic imaginativeness through stubbornness. Thus, the camel constitutes a heavy burden that comes across everyone who wants to indulge into or be involved into the truly complicated reality. It turns out that reality is far from immersion in daydreaming and oriental imagination. The real camel is slap in the face. Even when the foreigner tries to go into details, he remains overlooking from afar. In the shot called “A stop at the American Colony”, we listen to a conversation conducted in French about the holy land as a land of conflicts from the beginning. It has been like this for thousands of years and it has never enjoyed a long period of peace. In short, the situation is complicated, which makes the country exciting, but exhausted and tedious at the same time. The conclusion as we hear is mere confusion. Confusion and embarrassment is also the director’s share caused by the 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, the pictures and voices gather to complete the establishment of alienation. 
In the shot at Bait al-Masrah (the Theatre House) 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 part from the Syrian play Ghurba (Exile) by Durayd Lahham and Muhammad al-Maghut, which embodies the meaning of alienation and exile inside Homeland.
 (14).  
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 another big brick in the wall of alienation and exile. Adan, Suleiman’s friend, wants to rent a house, but she is faced with refusal of the Arab house dealer who expresses fake anxious about her, guided by his Oriental fatherly conservatism. On the other hand, 'Adan is refused by the Jewish house owners as well. The Arab dealer and Jewish house-owners are not far from “Abuna” (our father) and “Grandfather”, the narrator of the story of the Turkish sheep-head that is spiced with saffron. They are not far, as well from the director’s father, the women, the friends, the shopkeeper, and everyone who is seen in the film. all of them live in a very narrow world. The edifice of alienation and exile appears like a huge cupboard that consists of slim and small drawers that are separated from each other. In another shot, at “Bab al-Quds: An Takun Filistiniyya aw la Takoun” (At Jerusalem Gate: To be Palestinian or Not to be”,
 we see two policemen who storm into Elia’s house. What characterizes this shot is the sharp disharmony between voice and picture. This causes mental and emotional dissonance that arouses laughter, and a sense of absurdity. The two policemen make a search in his apartment ignoring Suleiman himself as he does not exist at all. After all, it is a Chronicle of Disappearance. One of them gives a detailed description of what he has seen. Suleiman and the pajama are the last two things described to the center of information. After that, Suleiman tries to enter to the camera room in his house with great difficulty due to a narrow door. This door is the only thing that persuades him that he still exists. 

  
In "the Humming of Ecstasy, at the Moment of Disappearance", Adan talks on the wireless machine of one of the policemen. Suleiman had picked it up from the street when it fell from a policeman’s hand while he was urinating on one of the walls in Jerusalem: "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". (Parody of the Israeli song "Messiah did not come, he also does not call" - by Shalom Hanokh). Now Adan sings the Israeli National Anthem (Hatikva- the hope) and in the background the song of despair from Ghurba “My Sad Black Flag” is heard again. Members of the security system 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 accessories. This replacement is another clear sign of depersonalization of the Palestinian. 

Now Suleiman takes us in a short visit to Gaza and Jericho, the illusive Promised Land according to the Oslo way. Arafat’s photograph appears over a pool with one swimmer and Suleiman himself is sitting alone in a huge restaurant while listening to the Muezzin. After this shot we return to the land of reality, to a group of fishermen, but this time with the background music of the song “Leh al-Habayib Hajaruni” (Why Did My Sweethearts Desert Me?) and Laylat al-Wada’ Tal al-Sahar (On the night of farewell, vigil Lasted Long), in a new reference to the deadly alienation that Suleiman feels not without a hint to his final decision to leave this local exile back again and to return to the Diaspora of the wide world. Suleiman now returns to his parent’s home like a stranger to be welcomed only by a barking dog. (Even his parents' dog does not recognize him!). The father and the mother are asleep exactly as they were seen at the end of the First Part, but this time with the background of the Israeli flag and the Israeli National Anthem that is broadcasted from the Voice of Israel – Station One on the screen of television at midnight of Day of Atonement (Yom Kipur). Suleiman looks like a shadow glancing at the sleepy vanished parents.
Epilogue

A brief comparison between fathers and sons in these two films reveals an apparent change regarding their status. The father looses his traditional power while the son who succeeds to release himself as a result of this change, finds him self trapped with an extreme alienation. The Holy Land on the other hand, remains as always, a far exciting dream in its holiness but an exhausted and tedious complicated reality representing a huge touchable cupboard of narrow small drawers. It turns out that to walk on the water is perhaps a possible task in time of virtual globalization but to turn water into wine is still something which is out of reach, indeed at least for the moment. 
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Messiah did not come, he also does not call" - by Shalom Hanokh
� . In a conversation with her, while she is on her dais with the bridegroom’s sister, Samiya the bride does not answer Sumiyya’s question, Adil’s sister, if she was happy being a bride or not. On the whole, she is a reticent girl, tight-lipped, and very secretive. We hear her speaking only once through this long film. 





� . See John’ Scripture, Chapter 2, N0. 1:11. 





� . “He came to His own, and His own did not receive Him” (John, Chapter 1:11).





� . “I am the true vine, and my Father is the vinedresser,” John, Chapter 15:1).





� . Relying on Laura U. Marks (The skin of the film, Durham and London: Duke University Press, 2000: 21-25), Alexander suggests another interpretation that we 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).





� . His dedication the film to his parents means his consciousness that they are the last Palestinian thing remain in historic Palestine or the last thing that reminds him Palestine. 


� . 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


� . 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 song is confronted with the Israeli anthem (hope) as we shall see later.








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