Chapter Three

When David Get Lost: Is it Still Good to Die for the Country?
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3.1 The 1973 Yom Kippur War and the PoliticalMahapachOverturn of the Seventies

...Why they never told us that is going to be
a bloody battle?

Why they left us alone those who were
sitting in the upper floor?...

(from The Song of Davjgoem composed
by a soldier on the Budapest outpost on the
Suez Canal, 1973)

From the post-1967 Euphoria to the 1973 Hysteria

Unlike the relatively stable cease-fire agreemertich followed the War of Independence and
the 1956 Sinai Campaign, the 1967 Six Day War vedievied by Egypt's war of Attrition

against Israel (1967-1970). This war consisted of

(]
(]

fire border by the Suez Canal, as well as gueraitid =

sporadic yet constant military clashes along tresee

terrorist activity on behalf of the different Palagan

organizations, which operated mainly from Jord
and the occupied territories of the West Bank a
Gaza Strip. The intermittent military and guerrill
activities continued until the next major war i
October 1973, which is referred to in Israel as tI
Yom Kippur War? for the Jewish Day of Atonement
With the 1973 war, Israel was strategically sugis
by a coordinated attack by Egypt and Syria fro
north and south. Egyptian and Syrian forces cros

ceasefire lines to enter the Israeli-held Sinaiiffmia

. . . |
and Golan Heights respectively, which had be
Fig. 3.1 Territories occupied bisrael afte
1967 Six Day War.

In the original version in Hebrew: o®max1 mn»m2 12w w 75K MWHI N77 2077 279 77 IRIW 12 19K X2 1170

> The Yom Kippur War (in Hebrevns*> o nanon, Mil klemet Yom Kipyris also known as the 1973 Arab-Israeli
War and the Fourth Arab-Israeli War, October WaRamadan War, because the war coincided that yilarthe
Muslim month of Ramadan.
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captured and occupied since the 1967 Six Day War3(L). The reason for choosing the
Jewish holiday of Yom Kippurto stage a surpriseact on Israel was that on this specific
holiday the country comes to a complete stand3tdim Kippur is the holiest day in the Jewish
calendar; both religious, observant Jews and miogteosecular majority fast, abstain from use
of fire, electricity, engines, communications, gémd all road traffic ceases. Many soldiers also
go home from military facilities for the holidayna Israel is more vulnerable with much of its
military on leave.

The war began on October 6 with a massive and ssftdeEgyptian crossing of the Suez
Canal during the first three days. The Syrians dioated their attack on the Golan Heights to
coincide with the Egyptian offensive and initiallyade threatening gains against the greatly
outnumbered defenders. Within a week, Israel reemavend launched a four-day counter-
offensive, driving deep into Syria. To relieve thgsessure, the Egyptians went back on the
offensive, but were decisively defeated. The Issaiilen counterattacked at the seam between
two Egyptian battalions, crossed the Suez Candlaawanced southward and westward in over
a week of heavy fighting. An October 22 United Matbrokered ceasefire quickly unraveled,
with each side blaming the other for the breach.(8yober 24, the Israelis had improved their
positions considerably and had completed theirrelechent of Egypt's Third Army.

This development led to tensions between the UrStates and the Soviet Union. As a result, a
second ceasefire was imposed cooperatively on @ct@b to end the war. Although the 1973
war was won by Israel, which re-established its¥89@3 cease-fire borders, the price paid in
human lives was unprecedented for Israeli socweith, heavy casualties on both sides.

More than 2.500 were killed in action and aroun@08. soldiers were wounded. According to
then Defense Minister Moshe Dayan, nearly halfhelse were shot down during the first three
days of the war (Herzog, 1975, p. 260).

Nonetheless, the 1973 war called into questionelsmailitary superiority in the region and
reemphasized the Israeli state’s vulnerabilityfdet, despite impressive operational and tactical
achievements on the battlefield, the war effecyivehded Israel’s sense of invincibility and
complacency. Until the Yom Kippur War, the Israsthategy was, for the most part, based on the
precept that if war was imminent, Israel would lelura pre—emptive strike. Therefore, it was
assumed that Israel's intelligence services woitd gbout 48 hours notice prior to an Arab

attack in the worst case scenario.
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According to the Americahistorian and journalisAbrahamRabinovich, when Prime Minister
Golda Meir, Defense Minister Moshe Dayan, and D& Chief of Staff David Elazar met at
8:05 a.m. on the morning of Yom Kippur, six houefdre the war began, Dayan opened the
meeting by arguing that war was not a certaintgz&t then presented his argument in favor of a
pre-emptive attack and when the meeting finishetiDat5 a.m., Golda Meir, having learned of
possibility of the impending attack, made the coversial decision not to launch a pre-emptive
strike (Rabinovich, 2004, p.48).

After the Yom Kippur War, the terrmekhdal(>7m»), literally “failure”, “omission” in Hebrew,
became the term which is used to refer to the Yoppl War “fiasco”.

This is how Motti Ashkenazi, a reserve captain he IDF who commanded Fort Budapest,
an Israeli fortification on the Suez Canal and ¢imdy position along the Bar Lev Line that did
not fall to the Egyptians during the war, descritieel Yom Kippur War, 30 years later:

“The battle for the Budapest outpost on the SuamaCwas a microcosm of the entire Yom
Kippur War. The sector commanders, who should Haw@vn what was coming, were thrust
unprepared into the war. Consequently, the batikye fought sloppily, with a lack of knowledge
of the field, without the proper organization amdegration of forces, and in a panic bordering
on hysteria. What saved the day was the high ntativeof the junior officers and ordinary
warriors, who paid a very high and unnecessaryepiicblood in a series of battles whose real
contribution to the outcome of the war was margipal] | couldn’t believe how stupid the IDF
plans to protect the Bar Lev line was. The prepamatwere irrelevant to the threat. To call the
Suez Canal a fortified obstacle was a joke: 14 aatpalong a waterline over 160 kilometers long;
fewer than 400 infantry soldiers; inferior to thgyiptian army in both arms and equipment. The
IDF plan was a recipe for disaster from the montleatwar was launched” (Ashkenazi, Jerusalem
Post, October 2003).

On March 30 2011 | had the opportunity to visit Rshazi in his house in Jerusalem. During the
interview he described the Yom Kippur Warekhdalas a direct consequence of the Six Day
War euphoria “They knew perfectly what was going on, but thegre in such a kind of

euphoria after the Six Day War that they thoughhaodle the war in even less than six days.
They didn’t want to realize that the situation indélle East was changing, a lot. As von
Clausewitz said: ‘war is not merely a political, dmit also a political instrument, a continuation

of political relations’. Everyone knew that Satleduldn’t wait anymore to attack Israel, because

3Muhammad Anwar Al Sadat was the third PresiderE@fpt, serving from October 15 1970 until his asseion
by fundamentalist army officers on October 6 198&.led the Yom Kippur War of 1973 against Israehking him
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even the Egyptian students were protesting in theetsin Cairo, and all of us saw this! So
everyone knew that we were going to the battlefield no one could believe in the stupidity of
the government in their strategic way, thereforerat of the war, instead of finding ourselves in

a better position, we were even in a worse posttian before the war”.

From theMekhdalto theMahapachthe Overturn of a Split Society

Motti Ashkenazi became famous after being reledsmed the reserve in February 1974. He was
so outraged by the conduct of the Israeli leadprélefore and during the war that he began
protesting in front of the Prime Minister's offidaitially alone, Ashkenazi's protest soon spread

and achieved widespread popular support: tensoofsinds of reserve soldiers and civilians who

Fig. 3.2. Motti Ashkenazi leading the protest @bfiary 17, 1974. Picture taken by David Rubinger

a hero in Egypt and, for a time, throughout thebA¥sorld. Afterwards he engaged in negotiations witael,
culminating in the Egypt-Israel Peace Treaty. Thin him the Nobel Peace Prize but also made hinopuipr
among some Arabs, resulting in a temporary susperafi Egypt's membership in the Arab League, arehtally
his assassination.
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came straight from the front started calling fa tiesignation of the government (fig.3.2).

Moshe Dayan and others underestimated him. Aftéewa months, however, growing public
pressure forced Golda Meir's government to resignApril 11 1974, his protest eventually led
to the demise of thiklapai Labor Party, which had governed the country forfitet 29 years of
Israel's statehood.

As Ashkenazi explained in his article publishedHimaretzin June 1974, “The war can be seen
as an outstanding characteristic of Israeli sodietiys entirety, as well as a mirror of its state
affairs. [...] We find ourselves in the process oflding a leadership that is the product of the
environment and the era in which we live today, amdwvhich we shall be living in the
immediate future” (Ashkenazi, in Rabinovich, 2008,284-285).

Yitzhak Rabin succeeded Golda Meir's governmen8 dane 1974, advantaged in the contest to
succeed her because he was in no way associatetheiblunders of the Yom Kippur War.
However, as Kimmerling argues, different politiggbups deduced different “lessons” from the
1973 War. From one angle, the logical conclusiorithef war was the necessity of peace and
readiness to pay territorial prices for such pedde interpretation of the situation from the
other side of the political spectrum was that theneo chance of a Jewish policy being accepted
in the region, and that only its military and picél might, including control of as much territory
as possible, can ensure its very existence (Kimnwgr2001, p.47).

The Yom Kippur war and the type of shock of rectigni it generated after the post-1967
euphoria, was one of the cardinal factors leadinth¢ downfall of théMapai Labour party, and
the rise to power of the right-wirlgkud party in the 1977 elections.

A pair of scandals, in fact, hamstrung Rabin’s gomeent, and he was forced to step down in
1977. The right-wind-ikud party, under the prime minister ship of MenacheegiB, won the
elections that followed. Thisvahapach(7272), literally “changeover”, marked a historic change
in the Israeli political landscape: for the firshé since Israel's founding, a coalition not led by
the Labor Party was in control of the government.

The consequences of tineahapachinfluenced not only political but also nationakrdity in
Israel, which suddenly could not see herself asidanymore and began to ask to itself,

confuting Trumpeldor’s motto, if was it still goad die for the country.
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Culture soon underwent a far-reaching mutation.sTlent hand in hand with the socio-
economic detachment from the egalitarian tendenaiethe past, and the exposure of Israeli
society to the globalization process and the iatééonal capitalist market game.

In 1977, as Miron argues, the narrative confromtedhost dire examination in Yaakov Shabtai’s
quintessential novePast Continuou$.Shabtai depicted a whole ilk of banner waving @leci
Zionists in the style of Ben Gurion through a deasel immense description. He ruthlessly
examined moral and human degradation, the everiggogap between the language he uses,
which turned into the grandiloquent, devoid of aignificance, and the deeds he does: between
thehalutzinis past to the Israeli corrupted bourgeois pre@diron, 2006, pp.295-296).

In the next section | will analyze how this overtded to deep change in the representation of
the lIsraeli soldier, as a different David, vulndealand confused, looking for a new (not

necessarily) national identity.

* In Hebrewzikhron Devarim(za7 1or) literary means “Remembrance of Things” but, ilso a word game
between “memorandum” and the waitthron(;1o7), “memory”.
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3.2 The Aesthetic oMekhdal and the End of the Collective Hangover

What is the sound that | hear?
The sound of thehofarand the sound of drums
If only all that we ask for would be
If only among all these a prayer
from my mouth would also be heard
If only all that we ask for would be >..
(Lu Yehj Naomi Shemer, 1973)

The 1973 Yom Kippur War, and the protest wave whiclhowed it, sharpened the Israeli
political atmosphere even further, placing moraues and identity questions regarding the
affinity of Israelis to place and existential emviment at the core of intellectual discussion.

As Zalmona argues, the artist’s awareness of Higgad obligation, within the framework of his
creative work, which was deeply embedded in Eurapeé the United States following their
respective student rebellions, also became chaistateof some Israeli artists, most of whom
belonged to the left-wing (Zalmona, 2006, p.250).

The motive of sacrifice started to become centrahe post-1967 works of certain prominent
Israeli artists, as an expression of identity inird national and personal despair which they
conveyed by means of mythological metaphors ofrtéonality of human fate.

In 1967, Yigal Tumarkin created his sculptite Walked Through the Fielddig.3.3), a
complex assemblage built of casts of the artistdytain black bronze combined with other metal
items. Tumarkin’'s work represents a man with nodsanearing army shoes. His face is torn, he
is painted in army khaki and red pigment, and l@lyhis wide open, exposing weapons and

heavy cannon ammunition. The soldier's tongue iskisty out grotesquely, his trousers are

> In Hebrew:

YR IR MY 2P A
2°91n 2P W P
709 Wpaaw 93
79X 92 N2 yawen b
D1 NNX 72°5N O3
YYD wpaIw 9
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pulled down to his feet, and his penis droopsf agnifying national castration. As the Israeli

scholar of Art History Nissim Gal describes,

this work represents a radical reaction to t

ethos of the 1948 generation with whic

Tumarkin dealt in several of his works (Ga
2009).
The sculpture’s title, in fact, is taken fron
Moshe Shamir's noveHe Walked Through the
Fields(1947). While the hero of the novel is
foundational figure in the construction of th
image of the mythical Israelisabra this
Sculpture is a reaction to the 1967 Six Day W34
and more accurately to the euphoric atmosph
of victory prevalent at that time. In Tumarkin’s
works the body of the soldiers, built by arm
materials, paradoxically looks fragile for th
first time, already showing the presage of tl
vulnerability of Israel and of the Israeli army.
The body, suppressed by the abstract discou
of early Israeli art, returned to center stage
the 1970s.

After the 1973 Yom Kippur War, several artist

positioned the body at the heart of their artis
activity.

Art became more political and critical in it
relation to society: borders, the holiness of t

land, and the issue of Israeli national identi

_ ] Fig. 3.3 He Walked Through the FieldsYigal
were urgent questions during these years.  Tumarkin.1967
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Michael Druks’ 1974  work
Druksland- Physical and Social 15
January 1974, 11.30antfig.3.4),
represents his self-portrait/map in

DRUKSLAND

: which he explored personal and

political identity using the idiom of

N
\

mapping as metaphor of his

particular relation with borders and

N

B boundaries, and their social and

political implications, which he

“|(.IIT n"A'.,‘__*

started to explore in his work of
1972 Hidings (fig.3.5), hiding the
TV screening of the faces of Moshe

e

i

) e

Dayan and Golda Meir as members

of the Israeli government, and

Henry Kissinger, also involved in

Israeli politics.

Fig.3.4Druksland— Physical and Social 15 January 1974, 11.3Q aifio  quote McLuhan's famous
Michael brks, 1974 phrase, Druks was the first artist to
use themediumof TV asmessagen Israeli art. Also the use of black and whitethbin TV
screening and in Druks’ work, represents the cehtratween the “fictional” world of media and
the colorful and dramatic “reality” of the country.

The relation between reality and representatiotipmand individual was also explored in the
1974 workFlag (fig.3.6), a performance in which the artist, Efkatan, is lying on the ground
in a walking position, holding a white flag in hkands that covers her face. In this kind of
performance the use of the “anonymous” flagresliaobject has a doubl@essagethe “false”
world, in which the flag is blowing in the wind acdvering the head, represents the “blindness”
of ideology, juxtaposed with the “real” world, wieea figure lies on the floor covered with cloth,
like the dead body of a soldie s woman, the body of the artist represents algoféimale
perspective of the war: the mimesis of the bodthefmother(land) into the body of her children,

scarified for the country.
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After the Yom Kippur War, and the end of the cdliee hangover caused by the post-Six Day
War euphoria, Israeli artists started to questigwas still “good to die for the country”.
Who is David now?David Ginton’s

work David and I(fig.3.6) was madej

just a few months after the Yorjsgs ,_
Kippur War. The work represents th

portrait of the artist in the shadow
Michelangelo’s statue at Piazza del| !
Signoria in Firenze. :
The colossal shadow of the staty
presence of David contrasts with th - k-
little figure of Ginton, not only e
physically, but also symbolically|-=

because the myth of King David hag-"-'" ;

become just a shadow in the conteg.
of the post-Yom Kippur War reality.
Nonetheless, just through the shado

game, the artist even goes so far as

dialectic of “rifle and gun” that is| -
characteristic of the machos’ arm':.“' S
slang. '
Several Biblical mythsvere shattered™
in the Yom Kippur War when man s

combatants were left to die on thFig. 3.6David and | David Ginton, 1973
battlefield.

® As Richard Allen Burns argued in his artidlhis is my Rifle, This is my Gun...: Gunlore in Miétary the ethos
associated with the military and attitudes towaaxl, power and guns, referring to the rifle as sbimgtmore than a
weapon, enters oral tradition and even find theiywto popular culture: “we find this phrase “Thgsmy rifle, this

is my gun. This is for shooting, this is for funatthg back to at least early 1942, appearing innL8ois’ 1953
bestsellerBattle Cry a book whose setting begins in Marine Corps lwaohp, although I'm sure the expression
entered oral tradition long before 1942. As folidorCarol Burke observed (Burke 1989, 427), Stardeyprick
employed it inFull Metal Jacketand the phrase appears elsewhere as well” (Blens, 2003).
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If the Sacrifice of Isaac
(Genesis, 22, 2-13) way

one of the most relevan,i

models  for Israeli[§ s oD
=

society, in order tofg,

sanctify the patriotic % .
death of soldiers for th E_¢% '
homeland, in the 197 “
performance The
Binding of Isaac
(fig.3.7), Motti Mizrachi

refers to the Biblicalj _ p—

-
NS B

achi, 1973

eV am = = - s
myth becoming Fig. 3.7The Binding of Isa¢, Motti Mizr (performanc:

demystified in the context of the meaningless §aerof soldiers during the Yom Kippur War.

Binding his body as in the biblical ritual, theistrtalso tries to represent the body of the nation

and the collective anxieties related with the Yompgar War: the pain of his body became a

metaphor of the country’s pain.

According to Gal, the body came to be the anchomeéning, a vehicle with which to resist

intra-aesthetic procedures and to change gender@dgalitical conventions. Artists in 1970s

Israel also continued formal investigations of #ngstic object. These creative experiments not

only broadened the limits of various media [

art but also paved the way for the institutio
criticism of the 1970s (Gal, 2009).
What came to be known as ‘the rebellion’ in ti

W
2

Bezalel Academy. Radical teachers in t|
academy decided to abandon the languagg
painting and sculpture in favor of alternativ

conceptual-material art. The artistic uprisir.

failed at Bezalel, and teachers such as Mo

Gershuni, among others, were dismissed. Fig. 3.8With the Blood of My HeartMoshe Gershur

Gershuni worked at Bezalel from 1972 to 1971977
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describe his pain.

In Gershuni’'s soldiers series, the blood-r

highly expressive paintings of Gershu

Fig.3.9I'm a Soldie, Moshe Gershuni, 19
; ~ ~ -.| insanity and catastrophe of the reality itself. The

Hebrew letters, as in remnants of burned scrolls,
are combined to form quotes from old prayers,
national hymns with strophes like obsessive
laments blessing the beloved soldier in his
departure to way!l am a soldier” (fig.3.9); “We
are all soldiers” (fig. 3.10). IBeautiful Soldier

s =%

Fig.3.10We all ar Soldier Moshe Gershuni, 1980
(fig.3.11) Gershuni emphasizes the male figure

features as sexual and "female", such as bold lips.
As Zalmona points out, other components of ident

that dictated the contours of the Israeli self-image

becoming ever weaker until they evaporate. The ma@ /-
ritual of masculinity and strength, which was, as
have seen, an important and predominant featutieeof
Israeli identity right from the beginning, startssing
its magic. TheSabrais depicted as a war casualty or
a joke, and the symbol of the clear identity isdreing
more and more complex (Zalmona, 2006, p.252).

After the Yom Kippur War, for the first time in thd

history of Israel and of the Israeli army prestigiorig.3.11 Beautiful Soldier Moshe Gershur
. . 1980
soldiers such as Moshe Dayan and Ariel Sharon appca
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wounded (fig. 3.12). This not only showed the ‘enfbility of the soldiers but also a new kind
of representation of Zionist masculinity.

Before the Yom Kippur War, the dead body of Bebrapioneer was never visualized in Zionist
imagery: the ideal Zionist body was the dead pigeesoldier body, a body sacrificed for
national ideology, in which private death was céat@nd incorporated into the national revival
process.

As Yosef argues, by eliding the representation hef tmateriality of death, Zionist cinema
subjected the pioneer’'s dead body to the natioolkéative and produced it as an oxymoronic
metaphor of the “living-dead”. In the filfhhis is the Landa pioneer who collapses in the field
due to hard work is merged into the national eaatid thus into the national discourse, by a
cinematic dissolve. Referring to Christian Metze tlsraeli scholar of cinema studies Yosef
highlights that the dissolve suits the figure of timtional “living-dead” perfectly (Yosef, 2004,
p.45), because the dissolve itself, as Metz obsetie a dying figure, a figure which is dying
right from the start. [...]. Two images go to meeta@mnother, but they go backwards, turning
their backs on each other (Metz, 1982, p.277).

In the same way, in the context of the heroic-meatiistic genre, when the new Israeli fighter

| ! [l
a3 =k q b

4 M - 4

Fig. 3.12Crossing the Suez Candllicha Bar Am, 1973
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replaced the pioneer as the national figure of‘llveng-dead”, like in He walked through the
fields, protagonist’'s death is not shown. Instead of aagenof his dead body, the film freezes
the frame of Uri's surprised face, a second befmrés shot. According to Yosef, the cinematic
freeze-frame becomes a metonymic signifier of tineshold between life and death, establishing
the national myth of the “living-dead” (Yosef, 2Q(#50).

This kind of national myth of the “living-dead” washattered in the Yom Kippur War when
many combatants were left to die on the battlefield

The Independence War of 1948 and Six Day War of7/ 196th Israel’'s swift military victory
soon led to a series of films on the subject. TBé31lYom Kippur War, however, was never
directly addressed cinematically until after théitpal overturn in 1977.

As Kronish argues, the heroes of the post-1973sfilmere no longer nationalist or superhero
stereotypes, but human beings, with real worriéirTfilms no longer dealt with Israeli society
as a collective whole, but with individuals withmat society (Kronish, 1996, p. 89).

In the next and last part of this chapter | wilabze how the cinematic representation of the
Israeli soldier as a hero changed to the “civilianti-hero, as a David who has lost his national

identity, and is looking for a new, “universal” ildy.
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3.3 Ethnography of the theNew Sensibilityin the Cinema of the Seventies

Something changed during the Yom Kippur War. It
was the first war that broke this facade for many
individuals in the army. They got caught with their
pants down and one is not accepted as a man without
his pants, All of a sudden they discovered in
themselves sensitivities and sensibilities whichaty
suspected existed. | mean nobody in our societyd(Ju
Neeman interviewee by Patricia EreR8m Comment,
16:1, 1980.

The 1970s New Israeli Wave and the Elision of i@ Xippur War

Between the 1960s and 1970s Israeli flmmakers,hniilke many other new wave movements
such as FrencNouvelle Vagugeltalian Neorealism and New German cinema, lacketkar-cut
political orientation.

According to Shohat, “the principle of individuatisreigned supreme”. The film hermetic
discourse tended to foreground the subjective wofldndividual experience. All that was
“provincial”, i.e., Israeli, was repressed as pafrta process of complete assimilation to the
“universal”, i.e. the West. The transition from diernationalist films to personal cinema formed
part of a generababrafatigue with explicit ideology. Nonetheless, inghperiod, the world
“ideology” acquired negative connotations and bezasntually a derogatory term. As Shohat
puts it, “it was a political act to be apolitichlecause you did not manifest bombastic Zionism
and therefore you did the right thing. The impoc&rof personal cinema, at the same time,
consisted in its resistance against pressure t@ mpadpagandistic cinema along with its desire to
experiment with film language” (Shohat, 1987, p@-294).

In the 1960s and 1970s, in fact, under the infleeoicthe new European waves, Israeli film-
makers adopted a similar mode of cinema. Filmaxitialled the new cinema the “new Israeli
wave”, a designation that expressed the need dfuheral elite to trace within the local artistic
cinema an affiliation with European Cinema. Judeidan prefers a title that is less committed
to European cinema and attests to the local chafigelues: theNew Sensibilitycinema
(Neeman, 1999, pp.100, 111).
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According to Neemar\lew sensibilityfilms were characterized by low-budget productisiack
and white film, shoots done on location using liwban scenery, the use of vernacular language
and slang, existential malaise and so on (Neem@mh, 20229).

As Ben Shaul argues, in Israel both popular filnd artistic stylized films were two apparently
contradictory trends that are, however, an isomorpimplementation of the same liberal
autonomy myth (Ben Shaul, 1997, p.124).

Thus, in the post-Yom Kippur War period, the twoerna genres, the popular cinematic cinema
and theNew Sensibility represented a unified cinematic phenomenon tsacted both the
ideological and the aesthetic values of ZionismliRea

As Neeman puts it: “the unwritten manifesto of #ndgms focused on to dissociate Israeli
cinema from politician engagement and subordinatiiothe Zionist master-narrative” (Neeman,
1999, p. 113).

| will attempt to contextualize the films withinglL970s, especially within the Israel of the post-
1973 war period and the change of power from ti¢ythiear reign ofMaapach(Labor Party
alignment) to the rise dfikudin 1977

During the mid 1970s the vulnerability and depr@sdhat accompanied the tragic loss of life
during the Yom Kippur War led many Israelis to iekhtraditional heroic values. As Kronish
argues, the IDF were no longer considered sacrbosemtabove criticism; nor was it still the

case that a young man would serve in the army withost examining and questioning his own

commitment to that service (Kronish, 1996, p. 105). AIaNIG NI AT

Es e
L

According to Shohat, in the wake of the 1973 Yonpg(ir
War many films discarded the conventional narratiesure
typical of the earlier “heroic nationalistic” filmm favour of
ambiguous, open-ended structures, as if classiealative
forms were incapable of “containing” the explosigeological
complexities of the altered perception of Israedlity (Shohat,
1987, p.225).

One of the best examples in this sense is the bmaZ movie

.i
of 1974 Big Eyes (Eynaim G'dolot 3.13), a cinematic \ | *""“
metaphor of the postiekdhalperiod Fig.3.13 Poster oBig Ee$ Ur
Zohar, 1974

Taken from the script of Yaakov Shabtai, just a fgears
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before his 1977 masterpie€ast Continuousthe movie represents the too “big €yesf the
country, still euphoric after the Six Day War “hawgr’, and not able to understand the
vulnerability of the State and the Israeli society.

If in Every Bastard is Kingohar’s narrative was still the heroic-nationatiste, and all the main
characters were the typic8hbraheroes, in this movie, the main characters ofSalerg Benny
Furman, played by Uri Zohar himself, starts to tunio an anti-hero.

Benny, in fact, is a Tel Aviv basketball coach, aljusuccessful in juggling his many sexual
affairs with the home life he shares with his vafed two children.

His best friend, the team’s star player, playedt®y Israeli pop star Arik Einstéinwarns him
about playing around with the lives of others amdwing away what he’s got.

Through the metaphor of the basketball match Zgatrays two very different male friends
and characters: the married man in conflict ovaraiaing faithful to his wife, and the bachelor
who desires to be a family man.

The anti-hero, Benny, is used to manipulating tayers, his friends, his wife and his mistresses
when, suddenly, everything starts to fall apartfion.

When he accuses his best friend of being involvéth wne of his mistresses and his wife
discovers his many infidelities, his lifestyle begito crumble, and he begins to realize how he is
humiliating and manipulating the people around him.

As Kronish argues, the hero, who previously haswshoo emotional involvement with women
but has used them as a kind of adolescent achievest®ws some development and he begins
to realize things about himself (Kronish, 2003,6).3

Throughout the movie, the fight for winning the keatball match becomes a mirror reflecting
the fight for love, jealousy and the ambivalencéuman relationships.

In this sense, the basketball court becomes thed&pb of the fight not only for the individual
but also for national freedom. Meanwhile the playefrBenny’'s team are clearly shot, as is they
were in uniform, it is almost impossible to recagnthe faces and even the uniform of the other

team, which is represented as just an ‘Other’dbtfiby definition.

" The idiomatic expressioginaim gdolot(m=7x o»¥), in Hebrew literally “big eyes”, is usually refed to people
with a great “appetite”, also used in a sexual exint

8 Arik (Arieh) Einstein, born in Tel Aviv in 1939sione of the most famous Israeli singer-songwrit&mstein's
influence has been so profound that virtually sdaeli pop music can be traced back to musicakptsjin which he
participated. He managed to infuse the new styfemak and pop with a deep Israeli flavor. He doatéed the
nascent Israeli Bohemia scene along with Uri Zow&ig was his best friend.
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The “big eyes” of Benny also represent in this setie “big eyes” of Israeli society, almost
“blind” because of the post-Six Day War euphorial arot able to look into the eyes of the
“‘enemy”.

The vulnerability of the country after timeekdhalof the Yom Kippur War is also represented as
part of theethnoscapeas we can see from the graffiti on the streetSadfAviv, recalling the
need for “breaking the myth

Actually, theethnoscapef Tel Aviv itself, as “sin city” in the Holy Landpecomes one of the
main characters in all of Uri Zohar’'s movies andhiaNew Sensibilityn general.

In particular, Big Eyes is the second film of Zdkaftrilogy”, the first movie of which is
Peeping Tom@Metzitzim 1972) and the la8ave the Life-guar(Hatzilu et ha Matzjl1977).
Together, as Shohat puts it, they, “form a poigreart humorous portrait of the “never-grown-
up” instability of restlesSabras (Shohat, 1987, p.223).

The instability of Zohar, who during the 1970s beeaan icon of Israeli cinema and society,
reaches its climax just after his last movie, iT1,9when Zohar returned to religion and became
aHaredi Orthodox Jew and a rabbi.

Another legendary figure of Israeli cinema and stycchanges course during the time after the

Yom Kippur War. Assi Dayan, “the son of” Moshe Daya

starring Uri, the mythological Sabra ke walked through|
the fields became a film director in the 1970s whose w
tried to demystify his and his father’'s male image.

In 1976 he directed his first filmHill Halfon doesnt

explicit parody of the name of the Israeli natiastaheroic
film Hill 24 Doesn’t Answerpy Thorold Dickinson (1955).
Poking fun at army discipline, international diplaay, and
traditional value, this parody is a brilliant sation the [®
various absurdities of IDF.

As Neemean argues, this outright farce mocks tkardiiies

of military discipline, the traditional values ofarfily,

Fig.3.14 Poster oHill Halfon doesn’
Biblical myths and Israeli machismo (Neeman, 2@0264). answer Assi Dayan, 1976

° In Hebrew: ®ownn nvaw”
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Starring the popular comedy tidaGashash HaHive(“The Pale Tracker”, whose members are
Shaike Levi, Yisrael Poliakov and Gavri Banai) tbigt Israeli comedy film, is ranked the “most
Israeli” film of all time in many surveys.

The movie tells the story of miluim reserves company watching the Egyptian border in a
remote army base in the Sinai desert. SergeantyGiagordered to recruit a sleek Rumanian
conman, Sergio Konstanza to the reserves.

On his way back, his girlfriend Yael sneaks inte thggage compartment of the car. Her father,
Victor, follows her and is taken hostage by the f#mns. In order to get him back, they kidnap
an Egyptian soldier, dress up as UN observers Hiadt ¢he hostage exchange.

The movie ends with the triumph of the rescue dpmraeven though their success was not of
the result of the good planning of the operationt, jnst mainly the combination of luck and
brass.

Beyond the funny and provocative plot, the portiditthe base and the military unit itself
represents one of the most critical gazes on tikeinDsraeli cinema.

The small unit of Gingy, in this sense, becomesi@anosm of the IDF, where everything is
possible and there are no rules anymore.

Yael and her father, for example, both become gfatie unit even though they are just civilians.
Sergio comes up with a plot to make her an authdrizisitor, by claiming that she is a
singer/entertainer sent from the Education Compgrder to make a show about the history of
Israel, starting from the time of Herzl, which inetend is no more than a kind sifiptease
dance. In the same way, when it is discovered\iaor is an excellent cook, he is sent to the
kitchen to join Yosifoun, the chef who makes funhiin using military acronyms in order to
cook.

Characters such as the con man Sergio Konstare&dyptian-born Victor and the huge cook
Yosifoun became classics in Israeli culture, angnetoday, in everyniluim unit soldiers like to
give nicknames to each other that correspond Wwigicharacters of the movie

Not only the characters, but even entire dialogs il quoted today, inside the IDF and in

everyday situations in Israel.

19 Several situations and dialogues of the movie l@e®me such a part of Israeli culture that todayetis even a
group on Facebook f@iv'at Halfon Eina Onavith more than 7000 members.
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Below is a selection of memorable quotes from tlgim

Colonel Bondi: What do you do if the Egyptians camear the outpost?
Victor: What we did in '56

[referring to Operation Sindi

Colonel Bondi: And what did you do in '567?

Victor: What kind of question is that? What we @id48

[referring to Independence War

Victor: Nothing is better than that.

Colonel Bondi: But what did you do in '487?

Victor: [laughg Thirty years, who's going to remember that?

Heroes and Anti-heroes in the Timewdhapach

In the post-Yom Kippur War period and in the waltehe 1977 victory of the right-wingikud
party, Israelis began to suffer from growing despad disillusionment.

The rise of Likud in 1977 led to concrete feelimjsnarginality and threatened hegemony on the
part of youngSabras As Shohat puts it, “the ideological vertigo ofisttBabra generation

resulted in a pronounced nostalgia for the eastituges associated with earlier stages of

BYI10'YpN 2 nYY1aa maIni'm Aviian
namY 13398 UTEA1 U¥INA BN

Zionism, especially that of the pioneers and tdaterextent

that of thePalmach (Shohat, 1987, pp. 232-233). HYan
This kind of nostalgia found its representation 1877 in jnat
Mehanem Golan’s movi@peration Thunderbolt (Mivtza it el

Yonatan fig. 3.15).

Based on a true incident of international terrorishe film
tells the story of a planeload of people that wigscked and
taken to Entebbe airport in July 1976.

Filmmaker Menachem Golan decided to use a pres8g | NTSC
international cast in this portrayal of the stofyttee hijacking OPERATION THUNDERBOLT

and the many days of agony suffered by the hostélyess BRI R R Er T
] ) Fig. 3.15 Poster of Operatio
and non-Jews alike) the crew, and even the tetsoris ThunderboltMehanem Golan, 1977
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The film reveals the working of the Israeli cabiaetl was shot with the participation of Yizhak
Rabin, Shimon Peres and Yigal Alon. For six dagsfact, the Israeli cabinet deliberated over
whether or not to give in to the demands of thadkigrs.

At the same time the commandos prepared and trdorethe rescue mission. Soldiers flew
across Africa in four massive Hercules jets, loadedcapacity with jeeps, equipment and
personnel.

On July 4, 1976, the Paratroopers unit of the I, by Yonatan Netanyahu (starring the
famousSabracharacter, Yehoram Gaon) rescued 104 hijacked pgsee from the hands of
terrorists at Entebbe airport.

The operation was a success, the terrorists kitlegl hostages rescued, but at the cost of two
hostages and Yonathan Netanyahu. His name becamaffibial name of the rescue mission,
Operation Jonatharfas in the original title of the movie in Hebrew),memory of the unit's
leader.

Filmed with the full cooperation of the IDF, evemthe extent of providing the use of Hercules
jets, the film covers many aspects of the storgeeslly the military rescue operation.

According to Shohat, while the post-1973 war waarabterized by a collective hangover, a
disenchantment with post-1967 euphoria, the Entéhjieration victory engendered a “structure
of feeling” similar to that of 1967, quickly becamg a celebrated, almost mythical military
action (Shohat, 1987, p.104).

In the same year oDperation Thunderboland of themahapach another movie screens a
paratrooper unit, but this time with a completeiffedlent perspective. It shows the obsession of
Israeli society with the IDF’s paratrooper unit asctritical of
it.

Unlike the heroes of the earlier films, the newi-tieroes in
Judd Neeman’®aratroopers(Masa Alunkotliterally “Journey

of Stretchers” fig.3.16) do not embody the Ziontgssion and

they do not usually belong to any defined collextior
organization such as the kibbutz or the IDF, andnewhen E
they do, it is in order to assume his individualitythe face of §

collective expectations and group pressures.

As Ben Shaul argues, the peculiar trajectory folldwby rig 3.16 Poster oParatroopers
Judd Neeman, 1977

105



Neeman in his post-1977 films reveals the charitieiof the political consciousness of a large
group of Israeli artists, academics, and self-ae@ractivists. The political consciousness of this
group began emerging in response to the occupatictmne West Bank and Gaza strip that
followed the 1967 War (Ben-Shaul, 2005, pp.94-96.).

According to ShohatParatroopersfurther explores the social and psychological iotpaf
constant military preparedness and the demysiibicaif heroic-national myths surrounding the
Sabra Unlike the idealizing attitude typical of the bar-nationalist films, this film undercut the
myth of the brave Israeli warrior. Rather than geset in combat situations, a more likely locus
for heroism, the films emphasize the more mundaadity of military training (Shohat, 1987,
p.220).

The movie starts with a long shot of the paratroap@t, easily recognizable because of the
idolized red shoes and their red beret. All theafrappers in this shot are singing together, apart
from one, Weismann, a sensitive recruit who volargdor an elite corps of paratroopers, but
finds himself unable to bear the physical and niesttain.

Weismann, in fact, finds it difficult to adjust tbhe pressures of basic training and the discipline
of the military framework. As a result, he suffarshis relations with the other recruits and with
the squad commander, Yair, the other main and ceattsial character of the movie.

Yair actually tries to listen to Weismann, but canmnderstand emotional problems. In the
platoon meeting, Yair says to another officer whishgs to transfer Weismann to another unit:
‘I was also a Weismann when | was young and thissdd mean anything. You can make a
superb soldier of him”. When Weismann asks forycslogist, Yair brings him the doctor who
asks “What hurts? Do you not feel well?”, becausebes not understand that it is an emotional
problem and not a physical one.

Weismann tries to repress his own doubts, but satgreer pressure and conflict with Yair make
him break under the pressure and, with a growimgesef despair and entrapment, he throws a
live hand grenade into a room in the middle ofaning exercise, again entering before it has
detonated, and is killed.

The film does not end with his death, however, tadgiher with the cutting off, by Yair, of an

investigation into its causes.
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Yair tries to visit Weismann’s grieving parents,t mscapes at the last moment, refusing to
resolve the pain and preferring to torment himgelin within. In a second visit, he succeeds in
encountering the parents, but lies, distorts faotd, again, does not confess.

Confused and burdened by feelings of guilt and remoYair decides to abandon his military
career, even if the verdict is given his favor. Hoer, he finds himself unable to leave the army
and returns to training recruits and leading his e endless marches.

The final scene ends like the starting one, a cgtprocess, in which nothing is going to change,
and the hegemonic power of collectivism prevailsrandividualism.

This kind of cyclical process completely breaks dowhe classical Hollywood paradigm.
Neeman, in fact, divided the story in two partspngaagainst the classical structure of three acts.
As he puts it: “I built to a climax in the middlé the film and then a new story begins. [...] |
think that commercially this was a mistake. Whee produces or directs a film, one has to take
into consideration the conventions of the audieicehave another beginning in the middle of
the film is misleading the audience. It destroyeirthability to identify” (Judd Neeman
interviewed by Patricia Erens, 1980).

As Ben-Shaul arguesRaratroopersis a film based both formally and rhythmically mpo
American films protesting the Vietnam War. Unlikeeirs, however, its protest is hopeless,
confined to the military establishment without refece to the political sphere (Ben-Shaul, 2005,
p.94).

This movie debates the whole image of the Israalriar. Its significance is that this is the first
Israeli film that portrays the Zionist, Isra8labraas non-heroic. He is weak, does not conform
and eventually commits suicide. Unlike the madi# 24 Does Not Answewrhere the soldiers
die in defense of the country, here the soldieesaks own life, and his death is meaningless and
has no national significance.

During Weismann’s memorial, Yair says the followelgput him “Tzvi (Weisman) was a soldier
in the Paratroopers... the best youth fall and dosteotd up...”. This sentence represents a clear
disconnection from the truth, but is the only tratitceptable to his parents, which need to believe
that he died as a hero, and not because of a “mglass” death.

Actually, only when he is dead, does he become ifzthe eyes of Yair, as a “real” person and
not just Weismann, just another of the paratroapers
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In this sense, Neeman constru(_

two specular protagonist type 4‘!"
(fig.3.17): Weismann, the unfi
victimized protagonist and hig »

officer Yair, the victimizer-

L
authoritative protagonist whos 33;"‘.. A,
actions lead to Weismann'{®e %=
death. ; '
As noted by Nurit Gertz, =_—'r'; 4
scene of the suicide subverts| 4

key mythological scene in pre

independence patriotic literature

ig. 3.17 Particular (Paratrooper: Weismann versus Y
and cinema. It refers to the literary death of Wkgshe Shamir's legenda§abraof his 1947

emblematic boole walked through the Fieldnd the cinematic transposition by Yoseph Millo
in 1967 (Gertz,1993, p.191).

As Ben-Shaul highlights, whereasHhte walked through the fieldsis the officer who gives his
life to save his men after the misfit soldier droips grenade on the ground, meaningfully giving
his life for the sake of the collective, Paratroopersit is the officer who brings about his
subordinate’s senseless ambiguous suicide/accidézath (Ben-Shaul, 2005, pp.94-96.).
NonethelessParatroopersis the first Israeli film to deal with the subjeditsuicide in the army,
guestioning the tough discipline measured out éntthining of new recruits, and the power and
the authority held by young and inexperienced effic As Kronish argues, Neeman'’s first film
is critical of the conformism and discipline demaddy army life, and shows one individual's
inability to adapt (Kronish, 1996, pp.105-106).

As Neeman himself puts it, “the conflict betweee ihdividual and the group reflects, as in
many new sensibilityfilms, the decline of the national consensus, a8 as the partiality for
individualism” (Neeman, 2001, p.291).

Individualism in the movie is portrayed as problémaThis reflects the Israeli society at that
time that was disappointed at its military leadef®, like in the movie, could not prevent the

disasters: the Yom Kippur War in Israel and theisiai in the movie.
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In one of the scenes, Yair says “we wanted to nikea soldier.” In other words, he wants to
make him unified with the group. The stretcher espnts the unification and the soldiers’
dependency on each other. But unity is depicteiermovie in an ambivalent way, and it shows
that the warrior brotherhood is false. We see this paradigmatic scene, the source of the
original title in Hebrew Kasa Alunkotliterally means “journey of stretchers”), when four
soldiers have to carry a soldier on a stretcheririguthe hike they rotate between those who
carry and the one who is being carried. If onehef soldiers who carry the stretcher breaks
down, the stretcher falls down. The movie shovestiteaking of this unity. The soldiers carry
the stretcher with the soldier Weismann, who isalile maker, but as they do not believe him
when he says he is is sick, they torture him. WW&msmann is being tortured, Yair tells him “if
you will be like everyone else they will not toruyou.” This scene shows that the military
leaders do not succeed in unifying the unit. Onedego be like everyone else to be accepted
otherwise he cannot survive.

But the paratrooper unit is not for everyone. Bwe¢ryone can become part of the group even if
he tries. It projects a unit that has a very msfleicture, and serving in it is a test for
masculinity. The soldiers have conversations albaren and about having sex with them. In
the movie the female soldier is projected as aodgect, and all the officers in the base compete
to be with the secretary.

Also the song sung by one of the paratroopersemitbvie is paradigmatic in describing sexual

ability as a prerequisite quality to succeed in the

army: “...my dick was like a cannon. Now it fail} ’
the test. My girlfriend who was excellent. Now sl g\f <X
fucks the desk-job male soldiers...". G
Regarding thébodyscapeof the movie, as Yose k

highlights, Weismann’'s body is marked 4
“feminine”, delicate, lean, light in skin colou L
lacking “manly” hair. He is positioned in the fil 4

as the binary opposite of another soldier, Yeno

who has a muscular, strong, firm, dark and haft

body. The difference between Yenokafid. 3.18 Scene ofaratroopers, Weismann i
recommendethy one of the commanders and

“masculine” body and Wiseman’s “feminine” bodasked to take off his clothes in front of the ptan
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is represented in one of the first scenes of the in which the platoon doctor asks for a
volunteer to demonstrate how to stop haemorrhag®msoka volunteers first, but he is sent back
because his body is too muscular but Weismanrc@menended by one of the commanders and
he is asked to take off his clothes in front of ptegoon (fig.3.18). For the soldiers, Weismann’s
feminized body becomes an object of sexual harastsmag well as of homoerotic attraction. The
remarks that the soldiers make in reference tobbdy are remarks that are usually directed
toward women: “Wow, what an ass!” (Yosef, 2004, pp-58).

The film was widely discussed in the Israeli medithough it received mixed reviews and
modest box office sales (selling some 95.000 t&)ketven though in 1978 it was selected as

“outstanding film of the year” at the London Filnediival.

“A Farewell to Arms”: Meeting Judd Neeman

Neeman was born in Israel in 1936. He holds a d@eigrenedicine and completed one year of an
internship as a doctor before turning to flmmaking

Talking aboutParatroopers Judd Neeman describes the army as a “total utistit oppressing
the individual. [...] This pioneering nihilistic @ma deals for the first time with the devastating
impact of the army on the individual and portrage tmilitary system as the fundamental
adversity of Israeli society, depicting its oppressess as a habitat that nurtures the death ethos”
(Neeman, 1999, p.123).

In the interview with Patricia Erens, Neeman démsiWeismann as the typical volunteer for the
paratroopers who really wants, or at least he thiv&k wants, to become a soldier, a warrior: “he
is not haunted by other recruits. He is not realppressed by senior officers or by company
leaders. Weismann is manipulated and hunted byeth@dues that he internalized in his
childhood, throughout his education. So it is theden which he brings into the army which
really decides his fate. [...] His character reprgs the character of the average Israeli boy who
goes into the army. There is a line by the compaasier in which he says to the other officers,
‘I was also Weismann when | was young.” | meantthig to emphasize that Weismann is

incorporated into every one of us”.
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On April 13, 2011 | had the opportunity to meetdiddeeman in his studio in Tel Aviv, in order
to talk with him about his movie, from the beginmiof the production to the impact that
Paratroopershas today on the Israeli audience.

| started my interview by asking Neeman some sfgegifestions about his interview with Janet
Burstien, which was published in BOMB in 2006.

FM: In the interview Janet Burstein is not so cleath# idea of making this movie matured
during the Yom Kippur War or even already at timeetiof the Six Day War.

JN: Actually, at the time of the Yom Kippur the scrighis ready, and most of the experience
was reflecting my personal experience as sergeaahtambat surgeon in a paratroop unit unit
during the Six Day War. But during the Yom Kippuraw/ when meanwhile | became a
physician, and suddenly | found myself as physiafmy miluim unit, it was like a “booster” in
my memory and all the material that came out aties kind of “booster” took place in my
movie. Both in Six Day War and in Yom Kippur | saWot of soldiers of mine dying on the field
and it's always hard to explain why a certain stdrgw you and not another. But one thing that
was on my mind when | madRaratrooperswas to show what military pedagogy is all about.
Basic training in the military teaches you two tienhow to injure and kill the enemy and how
to endure being injured yourself and being ready willing to suffer and die. In basic training
you learn much about weapons, tactics, and waywdtect yourself and hurt the enemy. But
they do not tell you anything about the other artvhich you're initiated: how to get hurt and
how to get used to suffering and to the idea tioatllydie soon. All they tell you is how to apply
dressings to wounds.

| wanted people to see that no one openly teacbesnybasic training how to react to being
injured or to having your fellow combatants killed injured. That kind of training takes place
when they torture you: spiritually, mentally, anaypically. It's not a side effect, not marginal or
residual. It's the core, a pillar of military pedayy. No one breathes a word about it. But that’s
what the film is all about: how you get trainedstaffer; how they train you to take more and
more pain. They teach you that you can take enosrpain, survive or die.

FM: But there is also something ambivalent in tirgd of process, because actually most Israeli
men love the army, even duringluim.

JD: Of course this process is very ambivalent. Beean the army you're encouraged to believe

that you'll never die alond?aratroopersshows that. In the last weeks before the kids hzebi
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for the army, some go togibbushcourse, which means “crystallization.” They ledhere,
“You are not alone.” It's like the chemical proceg<rystallization, when many molecules join
to create a new structure, a new single thing butany parts. For many Israelis this belief, this

LT3

musketeers’ “one for all and all for one,” was $h@d in the Yom Kippur war when many
combatants were left to die on the battlefield maredoned to be captured.

FM: How did the IDF react to this kind of repressin of the Israeli army?

JN: At the beginning the IDF declined to cooperateha tmaking of the film, and we needed
their help because of all the military hardwaret they made us a lot of problems to get the
weapons because they were against the idea otiitides The army spokesman did not like the
story at all. He came to me over and over agaih witggestions of how we could rewrite the
script. He asked us to try to represent a “positagcide, which was meaning that we were
allowed to create the same shot, but adding a “geadon” to die, for example, saving a unit
mate.

So, | pressured and the army spokesman gave tipg sciMotta Gur, at the time the Chief of
Staff, and a very famous paratrooper in the histdrthe IDF. He was the one who wrote the
story of Azit'*. He read the script and still didn't like it, setote a letter to Israel Tal, who was
the aide of the Ministry of the Defence. | saichtm: “we have a constitution. This is a violation
of the freedom of expression. What is the damrathey doing in censoring my script?” He said
that to him my argument sounded logical, and alstired told me also that he loved my script.
He wanted to talk to the Minister of the Defencéjch at the time was Shimon Peres, and a few
days later | got a call from the general saying thg appeal was granted. They decided that |
could rent everything from the Ministry of Defenteit that | must not mention in the film that |

got from them.

" Mordechai “Motta” Gur was born in Jerusalem in 198@ soon joined thdaganah He continued serving in a
military capacity with the founding of the IDF dng the Israeli War of Independence in 1948 and 9i41lhe
became the 10th Chief of Staff of the IDF. He eweate a series of children's books on the Israglithge In 1969

he wroteAzit, the Paratroopers DogAzit, ha Kalba ha Tzankhahjthe story of a super-talented German shepherd
who gets sent to a paratroop unit to be trained dombat operations. Following the heroic—natiotialis
representation of IDF, when Azit's owner is captulyy Arab terrorists, Azit is called into actiongave him. In
1972 Boaz Davidson made a movie based on Gur's ttatkbecame a very cult movie for children.
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FM: What about the cast, and the decision to cidit@Gov'? a kind of Israeli star, as lieutenant
Yair?

JN: Actually, even if today all of the main acter®e very famous, at the time nobody was. Even
Gidi Gov was just the front man &faveret which actually was an already famous band. The
problem was that most of the main actors in the imgtarted their career playing in thia
Lehakd® but they weren’kravi. So | asked the two assistant directors to go édtkunt’ to
take fifties real paratroopers in order to actxsas. Then we put all of them together for more
than a week in the Kibbutz Givat Ha Slosha and naméd them: to make the soldiers become
actors, and the actors become soldiers. And agrideve had “our” company: a mix of soldiers
and actors.

FM: And how did the IDF react after the film wanifhed?

JN: When everything was finally ready the censq@rstarted to do obstruction. Fortunately, a
friend of ours who has her father in the commissad us that the only possibility for us was to
try to show the movie in front of the Chief of Stdfecause with their approval, no censorship
could stop us.

So all the generals came to the Cinemateque oAVigl and the director of photography and I,
we were sitting in the back of the room, waiting tiee verdict.

When the movie ended, they didn’t say anythingy tjust left the room, nodding with their
heads. But when we went out, Motta Gur, the Chig¢he Staff, came to me and told me: “This
is a very courageous film”.

So the military censors eventually approved thra &ihd in the end it was adopted by the army as
an instructional film. Today, in fact, the IDF sh&whis movie to all its cadets of the academy
and after screening the movie the cadets have dusl with army psychologists what was

wrong in the behaviour of lieutenant Yair as umitanander.

12 Gideon (Gidi) Gov was born in Israel in 1950. Whenenlisted to the IDF in 1969, he passed thetiandiand
joined theNahal entertainment troupe, where Gov actually begaraebigig and singing career. At the time of the
Yom Kippur War, Gov teamed up with some of the feridahaltroupe members to form a band. The band became
one of the most popular Israeli bands in the 1%#@kis still considered today as one of the mostessful Israeli
bands in the history of popular music and entemaint in Israel.

®Ha Lehaka(in Hebrew:ipaon, literally "The Band"), are IDF entertainment wnit
14 Bakumis the name of the base where all soldiers areessed before being sent out to the various basgsits
where they will eventually serve.

113



FM: | remember that in your interview with Janetr&ien when she asked you if you would call
this film “anti-militaristic,” you answered with @ther very interesting question: “Can a war
film be anti-militaristic?”

JN: Nachon!(in Hebrew: “That'’s right!”). Some elements of tlae there, but other elements
crystallize the identification of the audience witle army. We are all fascinated by two kinds of
show: pyrotechnics and the male body show. In arelhin fact, in any war movie, we have
always the fascination of all the audio-visual effe even in such anti-militaristic movie A8
Quiet on théVestern Frorf. Also because everything is on the screen, soesmtoreally touch
us. The medium is part of the message, and wetlewenedium, even if it is a contradiction.
Then, there is the show of the male bodies, whist &e love a lotein ma laasot{in Hebrew:
“There is nothing you can do (you could also salgdtwcan you do’)™).

FM: Talking about the male body, in the intervieauyalso talk a lot about the representation of
the wounded bodies in war movies...

JN: Wounds and mutilated male bodies have becomg wisible in war films of the last
decades. | argue that the big combat wound repiesiea opening up of the male body to the
world, in a way that resembles the opening of #adle body in childbirth. To the male body
this opening happens only when it is torn apaddmbat. The proliferation of wounds in recent
war films is a call for, a yearning for, opennessejection of the regime of closure, of the closed
body. | think these films look at the body as sdrimg vulnerable. Like a symbolic opening up
to other people. Recently | wrote an arttlabout this kind opatummimesiswhich explores
issues related to the representation of the wonméddent Israeli war films. In contrast to the war
films of the 1950s and the 1960s that hide thetspkx of the wound in the soldier's body, the
1980s war films exposed the wound and the warridéad body. Through an analysis of the
1980s war films the article argues that militarglpgogy is structured by two goals: on the one
hand, to train the soldier to kill the enemy; andtbe other hand, to encourage him to hurt

15 Al Quiet on the Western Frofiivhich the original title in German wéas Westen nichts Neyges a novel
by Erich Maria Remarque, a German veteran of Wuvlar |. The book describes the German soldiersemer
physical and mental stress during the war, andighachment from civilian life felt by many of theseldiers upon
returning home from the front. The novel was fipsiblished in November and December 1928 in the @erm
newspapevossische Zeitungnd in book form in late January 1929. In 193@, look was adapted as an Oscar-
winning film of the same name, directed by Lewidddtone.

'® Neeman Judd, 2008, “Wound the Gift of Wagtael special issue: History and Memory in Isra@lhema 14
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himself and even to get killed on the battlefielthis second goal of military pedagogy brings
the soldier to a state of “abjection.” According Jalia Kristeva, the category of the abject
includes bodily wastes, fluids and secretions. Rasteva, the female body, especially the
maternal body, is aligned with the abject due gagsociation with menstruation, childbirth, and
the infant’s toilet training. The article traceddaamalyzes the visual and psychological analogies
between the soldier's wound and the image of birttsraeli war films, seeking to offer a new
insight into the source of young men’s desire fambat.

FM: Looking back orParatroopersafter more than 30 years, what is your feeling atnout this
movie?

JN: Actually, one of the best satisfactions whichad in the last years was when in 2008, to
memorize Yom KippurHaaretzasked the most important cinema critics in Istaedrite, after
many years, a “new” critique about a movie thayttielin’t appreciate when they watched it the
first time, but meanwhile they started to apprecatly after many years.

Uri Klein decided to write aboWRaratrooperswhich at the beginning he didn’t like, but that he
start to appreciate a lot when he realized therezeon because he didn't like it at the beginning.
As Uri Klein explains in his article, what he dititike was the representation of the alienation
between the main characters to the audience, beacdushich it was impossible to empathize
with the (anti)heroes. The movie was happening dis&nce from the audience, on purpose to
avoid the damaging of the national heroism and glanof the IDF, which was thieitmotif of

all the Israeli movies at that time: “The drama eamnt of the anti-drama. Even thirty years after
it we are still victims of this alienation and cltyeand that’s why it is still a movie which people

should watch today” (my translation from Hebrésaaretz October 8, 2008).

Sentimental Army Education...

During the 1970s Israeli cinema begins to focugshenyouth market with an emphasis on pop

music, sex and pranks a la American Graffiti.

In 1978 Boaz Davidson direcEskimo Limon(Lemon Popsiclg a series of teen tease films set

in 1950s Israel, including great music from thes 14050s, teenage pranks, warmth, humor and

attention to period detail.
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The movie focuses on three high school kids (fi3. s

growing up inTel Avivand deals with thei
relationships with each other and, of course, gitls.

The films, although a typical adolescence storgkiea |. - :

subjects such as abortion and unrequited love, tw
are not happily resolved by a neat ending.
The series became a cult in Israel and a greaessa

all over the world.

fig.3.19 Scene dEskimo Lemon

In the third sequel, SapichegPrivate Popsicle,
fig.3.21), the trio joins the IDF, but they're ngtite ready to give up the freedom they've
enjoyed for so long and submit to army disciplifidtnerefore, instead of fighting for their
country, the three young anti-heroes, which, edie age, have nothing in common with the
mythological figure of David, spend most of theémné chasing women, trying to get out of doing
any work, and avoiding their no-nonsense sergeant.

1978 is also the year ¢taLehaka (The Troupefig.3.20), the first film ofAvi Nesher, which
depicted an army entertainment troupe similar e&oNtahal troupé’. The film stars many of the

leading actors and singers of that era, includirdj Gov, Gali

=

Atari, Sassi Keshet and Heli Goldenberg, most ahmviseryed [ e e

OIS () D FURATIA (I R0) I

in military entertainment troupes themselves. "
The musical comedy unfolds the intrigues within ditany a‘ﬂ;‘l"‘”
entertainment troupe during the 1970S War Of /biit e ——
between Israel and Egypt. When three new soldgansthe
troupe they are greeted by the older members vattiness,
distance, and plots against them.

At the same time, the troupe becomes a candidatadaewly
established Israeli TV station. The soldiers wi# pudged

based on the quality of their performances. Dutirage days,

there are quarrels among the soldiers who commetesdio
Fia.3.20, Poster cThe Troup

parts.

' Nahal troupe'’(>"ma npav) is the military band unit of the IDF, whose mestthe best Israeli singers started
their career.
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The Troupe’s commanders try to improve the perforweaby applying hard work and pressure
on the soldiers. When, as a result, Miki, one had soldiers, reacts by rebelling against the
officer, she is punished and thrown out of the grddnly at this moment does the group realize
that they have become a “big family” (they say iebirfew ‘anachnu mishpacha gddla
therefore they start to fight to let her come biscthe group.

All the soldiers then become united, Miki is retednto the group, and the TV show goes on. In
the last scene they sirghir la Shalorf along with the audience in the theater (“The Sarg f
the Peace”).

The unit of this movie like many others units aatthime, was evidently very select, and
constituted a good way to break into Israeli shawitess while also fulfilling one's military
obligation. Little that happens to the troupe ie film reflects much about Israel at large, t
reflect the breakdown of the Israeli public trustheir political leaders and their military leaslap.

This debut feature, saturated with nostalgia fa plopular songs of the army entertainment

troupes, is a group portrait of male chauvinism eywicism, all of which cover up naivety and

vulnerability. As Neeman argues, the nBabraemerges as a
Israeli variant of the “me generation”, in time batng a cult
movie (Neeman, 2001, p.273). |
In the Israeli Cinema of the 1970s, not only youthst also

children, began to be represented as a part oélisaciety
that lives in the shadow of the IDF.

Two films, in particular, were produced which death the
effects that living in a society under siege hagtmnlives of
children:Wooden GurandHide and Seek

These movies explore the psychological impact

militarization on pre-adolescent children, in filrest in a past
3.21 Poster cWooden Gu

18 Shir LaShalon{in Hebrew:m>w> 2w, lit. Song for Peadeis a popular Israeli song that has come to barghem
of the Israeli peace camp. The song was first ewith 1969: the lyrics by Yaakov Rotblit and thelodg by Yair
Rosenblum. Though the song was originally writtgnniiembers of the Nahal Brigade Entertainment Troofe
the IDF, many in the Israeli military establishmemtre not pleased by its anti-war message and Rehav
Ze'evi who was then the IDF's head of Central Comin&anned the song from being played during perdoices.
The song was also sung at the rally where YitzhabiRwas assassinated and is often associated histh
assassination and its aftermath in Israeli cultAreopy of the song's lyrics was found on Rabimgd\h soaked in
his blood.
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historical period, which also serves to allegotize present. As Shohat argues, their plots turn
on the coming of age of native Isragiabraswho are instilled at home and in school with the
values of toughness and heroism that had been fakegranted prior to the Yom Kippur War
(Shohat, 1987, pp.217-218).

Directed in 1979, but set in the atmosphere ofAk&¥ in the 1950s, just after Israel had become
an independent staté/ooden Gun(Roveh khuliotfig.3.21) by llan Mossinzon uses a gang of
children as a metaphor for Israeli society. Theggdles and the anxieties of the grownups, in
fact, are reflected in the war between two rivaiggof children who play “war games”.

Raised on the glories of war, soldiers’ honor, aatlonalism, the boys have little sympathy for
or understanding of the world that their familieft behind in coming to the newly created State
of Israel. Between the distracted silence of parand the unthinking idealism of educators, the
children do not appreciate the dangers of reabnicé.

The boys’ world is no larger than the battlefietifsthe schoolyards and streets of their small
neighborhood. The impotent efforts of their pareatsl teachers to contain their escalating
violent activities only serve to isolate the boyistiaee more from the older generation, who are
stuck in the never ending celebration of the Isfaeloes’ pantheon, from Theodor Herzl to Ben
Gurion.

An early scene in the film offers a perfect snapsiidhis confusion of values: their teacher, a
war veteran himself, pauses to briefly admonishiyYthe ten year-old leader of one of the two
gangs for his continued fighting with his peergrthurns without a beat and leads the rest of the
students on a charge up the hill of a former Wattg rat-tat-tatting imaginary machine guns at
an invisible enemy.

In another provocative scene close to the endefribvie, we see the school play organized for
Yom HaAtzmatit IndependenceDay, where theyepresent the entire history Bfetz Israelfrom the
Roman Empire to the first Zionist congress orgashizg Herzl, which the children describe as “the sam
show every year”.

Ironically, just during theschool play the boy playing Herzl starts a new gamg even using a

knife. Yoni then aims his wooden gun at his riveatsl almost kills him.

1 Yom Ha'atzmaut(in Hebrew:mx»zya or) is the national independence day of Israel, cemorating its
declaration of independence in 1948. Celebrateduahynon or around the 5th of the Jewish monthyaf| it
centers around the declaration of the state okldrg the Jewish Leadership led by future Primeisfar, David
Ben-Gurion, on 14 May 1948.

118



Injured himself, he finds solace at the home ofemdle Holocaust survivor, called, not by
chance, Palestina, who lives in a hut on the beliddelled on the Fellini type character of
Saraghina in 8%, Palestina is haunted by nightmafeshe Shoah and prophesizes the
redemption of Israel: she is the symbol of the Shaarvivors who came to Israel looking for
shelter, a homeland and a better life, but fourg conflict and strife.

The movie ends with Yoni leaving his gangs and shgwheethnoscapef the beach, where all
the immigrants and Shoah survivors arrived. Acesagdo Neeman, thidlew Sensibilitydrama

of initiation was the first to focus on the shadoast by the Shoah and the ambivalent attitudes
held toward the survivors, which comprise elemesftguilt and rejections (Neeman, 2001,
p.305).

Instilled at home and in school with the valuestofighness and heroism, the children’s
behaviour and their interpretation of honour, naism and friendship show the problematic
aspect of values that had been taken for granted @ the Yom Kippur War, and certainly
within the majority of films throughout the 19603y presenting an ironic and demystificatory
look at the nationalist pathos. As Shohat argue$agct, the film’s irreverence toward the older
generation’s ethos, heroes, and style of pathogesdo demystify the macho-heroic mentality
that animates the earlier war films (Shohat, 1$8718).

In 1980, another film moving in this kind of direwt isHide and SeeKMachboim fig. 3.22) by
Dan Wolman.

Setting his story in 1946 during the time of thatiBin Mandate when Jews were secretly

working against the British rule in the

area and adding a tale of homosext
love, Wolman, as Kronish puts it
“successfully interweaves the privat
anguish of an individual with the externg
pressures and political events of the tim
(Kronish, 1996, p.80).

The movie tells the story of Uri, 4

difficult twelve-year-old boy living with |

his grandfather because his parents arg

Europe on political missions, whFig.3.22 Scene dflide and Seek
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develops a warm relationship with his tutor.

Uri and his friends love to play &$aganahsoldiers. Uri’s tutor is not interested in joinitige
Haganah and, when he is seen later with a young Arab heais suspected of being a spy, he is
beaten by members of thlaganahand thrown out of his teaching job.

Like Yoni in Hide and SeelUri realizes at the end of movie that somethiag bhanged in his
life. He therefore decides to leave his gang asccbnformist world.

The film, in fact, reflects the conformism of a mig living in a state of crisis and siege,
permeated by a kind of muffled everyday politicadlence. As Shohat puts it, “the delicate,
unaggressive tutor, who does not join tHaganah underground and has an affair with a
Palestinian man, is violently threatenedHigganahmembers who falsely accuse him of being a
spy, a presentation which demystifies Heganahas intolerant” (Shohat, 1987, p.218-222).

On April 2, 2011, | had the opportunity to meet DAlolman at the Tel Aviv Cinemateque to
discussHide and Seeland the relation between this movie and his othevie Night Soldier
(Hayal Halayla,1984), another film deeply connected with the espntation of the IDMuring

the interview he describdtie character of the tutor, the protagonisNaght Soldier as a kind of
alter ego of the main character of his first fililne Dreame(Ha Timhoni 1970), a love story of a
young man working in a nursing home who is attadioedn older woman until the appearance
of a younger girl interrupts him. “This is the ficharacter in my films problematizing the army,
as you can see in the movie when some people imilhgng home describe him as “army
deserter,” he sayslide and seekparticularly, represents a very macho-orientedety, where
the only one who could kiss an “enemy” must to leakvand, not less, gay. Not surprising me,
a film critic said about my movie that wasn't retii because the main character wasn'’t “Israeli”
enough. Actually, in one way he was right, becdusas born in 1941 and | remember perfectly
that when | was 15 year old, in the time of P&machsupremacy, this kind of macho attitude
was such a part of the Israeli society that itueficed a lot also the Israeli cinema of the 1960s,
as you can see in all the movies of Uri Zohar, wehals the main character are always sweaty.
The boy, in particular, represents the conformisinthe Israeli society, as we see at the
beginning, when he affirms to be “against the Bhtand against the Arabs” and the teacher asks
him how he can hate them if he doesn’t even kn@mth...”

As Neeman highlights, the movie uses its protaddoidink for the first time in Israeli cinema

political and even sexual taboos (Neeman, 20089).2
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Still, while the Independence War of 1948 and SayWar of 1967 and Israel’s swift military
victory soon led to a series of films on the subjdee 1973 Yom Kippur War was never directly

addressed cinematically until 1981, by Yaki Yosulig Vulture

Breaking the Taboo...

Based on the novel by Yoram Kanilke Last JewThe Vulture (Ha Ayit, fig.3.23) offers an
anti-heroic protagonist, Boaz, the vulture of tltéet the bird of prey living off carrion, a
disenchanted reserve officer who has lost his bbivd friend Menachem in a pointless skirmish
on the Egyptian front, moments after the ceasetfiaé ended the 1973 war.

The film open with documentary footage taken duting Yom Kippur War, organized in two
opposing units. As in Ben-Shaul's analysis, firg lhave a succession of shots which feature
army equipment on combat such as tanks blastiagepldropping bombs, war ships firing, then
the film cuts to shots to introduce human figuresaddiers praying, shaving, resting and smiling
after the ceasefire (Ben-Shaul, 1997, p. 37).

Boaz returns from the war feeling guilty that halise and that his friend, Menachem, has been
killed in a pointless battle during the last monsdmfore the ceasefire.

During a visit to Menachem’s parents, Boaz becowsght up in the lie of trying to make
Menachem into something that he was not, somethiaignvould make his parents proud.

For Boaz, what began as a sincere attempt to c®rikel parents of a fallen comrade soon
becomes a business enterprise creating memori&ldisdor other bereaved parents.

Without any real effort, Boaz becomes the reluctaditor”

of an entire volume, finding himself at the headaogmall
lucrative industry devoted to the dead. During pleeiod of

the Yom Kippur War, in fact, when many soldiers ev&illed

on the battlefront, Israeli society developed ajuaiindustry
of memorializing its fallen through monuments
commemorative albums and events.

Feeling unable to return to normal life, Boaz spgehid time

memorializing those who died. He becomes obsess

. - . - r
preparing commemorative albums and memorial cerezapr

and, like a bird of prey, lives off the memoriesagir. Fig.3.23 Poster cThe Vuture
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As Shohat argues, despite his apparent self-agsyré&oaz is a man adrift, scarred by the
memories and pains of war and displaying the typstigmata of survivor-guilt. His sexual
adventures only exacerbate his confusion (ShoB&%,1p.217).

The thin narrative line following the evolution tife protagonist’s “career”, elaborates upon the
corruption of Boaz as well as of the society sunding him. These find expression in his
relationship to women as mere sexual objects arnisimelation to his friend’s art only in terms
of possible financial gain or loss.

As Ben-Shaul observed, as the film progressescitines clear that Boaz’ conduct is common to
the other character as well: a graceful secretathe Defence Ministry in charge of bereaved
parents turns out to be a well calculated profesdjothe suffering artist gladly accepts the
upside down positioning of his sculpture becausesheell remunerated; and even the State,
which prosecutes Boaz for tax evasion, bases $s gpon the moral exploitation involved in his
activities (Ben-Shaul, 1997, p. 41).

As in Paratroopers, in the end the protagonist dmek to prepare his soldier for another
(undefined) war, accompanied on the soundtradkudehi, the Israeli version dfet it be which
could allude to the never-ending process of the war

The film ends, in fact, with documentary footageowimg images of a “new” war which
suddenly freezes, counterpoised by the peace Sbinga Shalom

As Kronish highlights, the film points to the nefed grieving parents to idealize their sons who
have been sacrificed in war and examines the terimtween the desire to return to normal life
after the battlefront and the need to cling tortite@mories of the past, a tension which affected an
entire generation of young people in the aftern@dtthe Yom Kippur War (Kronish, 1996, p.
110).

According to Neeman, this nihilistic drama, thestiimvolving the traumas of the Yom Kippur
War, refutes the patriotic ethos and the ideolofygelf-sacrifice. He also argues that the film’'s
rhetoric, by repeatedly displaying the moment dadtben combat and employing documentary
footage, constructs a post-traumatic picture insghiat of the other 1980s films. Yet it stands out
through its outraged iconoclasm over the memosr#bn of the fallen and its portrayal of a
cynical, promiscuous and sometimes brutal protefjora caricature of the heroiBabra
(Neeman, 2001, p.265).
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After the mekhdalof the Yom Kippur War and the 1977 politicalahapachthe representation
of theSabrais subjected to a big transformation.

For the first time, as we can see in Ronit Sharitture (fig.3.26), the Israeli soldier is no longe
represented as a hero but just like a civilianpgdalafel on the street.

Deconstructing the myth of tifgabrg the cinema of thdlew Sensibilityarticulated little serious
dissent from the Zionist consensus. But it was amith the 1982 invasion of Lebanon that it
began even to address the perennially explosive:isee Palestinians.

In the next chapter, | will analyze the politicalr of Israeli Cinema during the time of First

Lebanon War and the beginning of the Intifada drerepresentation of the metamorphosis of
David to Goliath.
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