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Palestine From Above Introduction

According to legend, the prophet Moses caught glimpses of 
the Holy Land twice in his lifetime – both from the towering heights of 
mountains surrounding Palestine: the 	rst, from Mount Sinai when he 
received the tablets of the ten commandments; and the second, from the 
heights of Mount Nebo across the Jordan when he led the Israelites to ‘the 
land of milk and honey’. He died before ful	lling his mission to tread the 
sacred land.

Historically, Palestine has always been a place where the sacred 
landscape is gazed from above –regardless of di©erent ideological doctrines 
and positions. From parables portraying the sudden blood rush that occurs 
when prophets and heroes viewed the holy landscape from the heights for 
the 	rst time and were immediately tempted to dominate the geography, to 
the Israeli unmanned aerial assault vehicle (the heron TP drone), constant 
raids on Palestinians, raises fundamental questions about the environment 
and de-territorialisation. The holiness of the Palestinian landscape has 
been a curse to those who have lived there, who were always seen as an 
aªiction on its sacredness or as a part of the exotic Orient that lies under 
the colonial disposal.

Viewing Palestine from the sky is historically part of a clear 
colonial war of subjugation and control, waged through cutting-edge 
photography, cartography, remote sensing and surveillance, hand-in-hand 
with the operations of armies on the ground. In contemporary times, it 
has become a complex technology of security, hence deterrence. With the 
support of computer-aided algorithms, feature and facial recognition, and 
remote audio surveillance, juxtaposed with layers of on-ground metadata 
from the health, social, and educational sectors, as well as social media, 
the Israeli government accumulates hybrid complex datasets that aim 
at analysing and predicting patterns of behaviour within the Palestinian 
population for purposes of its security apparatus and biopolitics.

Reading the aerial gaze on Palestinian geography does not 
only concern itself with the interpretation of what is depicted on 
aerial photographs, maps, or 	lms. It requires scrutinising the politics 
behind placing the technology up in the sky, and the reasons behind the 
generation of these images. What has been produced from the sky cannot 
be understood without contextualising and examining it in terms of the 
realities on the ground, unseen from the sky.

 
This exhibition juxtaposes layers of historic material with 	lms 

and artworks. Archival material that depicts power and colonial hegemony 
is unpacked, and sometimes subverted, by means of artistic agency that 
dismantles the colonial, historical, and contemporary constructs.

Palestine from Above





CHAPTER 
ONE

Sky Spies – 
Imperial German Air 
Squadron AF304b

AF304B

Sidon from the south (horizontal picture). 
1 September 1917 - September 1918. 
Source: The Bavarian Archive.
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The First World War (1914–1918) witnessed the advent of systematic 
usage of aerial photography for military purposes. Palestine was at the centre 
of such technological advancements that equipped airplanes – �rst �own in 
1903 – with more advanced photography cameras. Both sides of the war – the 
Ottoman-German and the British-Australian – had units that photographed 
Palestine from above. They gradually began using photography not only for 
military reconnaissance, strategic planning, and manoeuvres, but also for 
location and mapping of archaeological sites, urban infrastructure, and religious 
landscapes.

Photographs taken by the British air force from this period have 
not been located. The German and Australian photos, however, are accessible 
through the Bavarian State Archive and the Australian War Memorial, 
respectively. While most of the photos show a bird’s eye view and are oblique 
– taken at an angle, unlike vertical satellite photos – they revolutionized 
mapping of the mountainous terrain and the urban landscape by incorporating 
topographical details. The German aerial photography was also useful in the 
ethnographic survey of Palestine’s geography, fauna, and �ora.

 
During the British Mandate, despite many suggestions and plans to 

map Palestine systematically from the sky, the British used aerial photography 
in a limited capacity, such as gathering strategic information in both urban and 
rural areas for the suppression of the Arab Revolt (1936–1939). With technological 
advancements in both photography and map-making techniques, the British 
began using aerial photography to document Palestine from above during the 
Second World War (1939–1945).

Today, satellite and drone imagery has replaced aerial photography 
in controlling the skies, mapping the land, and surveilling Palestine from above. 
These technologies have become a�ordable and accessible domestically and via 
the global market. Some of its subversive uses can be seen today in monitoring 
police movement in demonstrations and tracking environmental degradation 
perpetrated by governments and industries. Nevertheless, the Israeli judicial 
system is still using old British and Bavarian photographs, which lack clarity 
and accuracy, in order to obliterate and exclude Palestinians by showing their 
lack of evidence in the area. 

Sky Spies
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Edited map showing the areas 
that were covered by AF304b. 
Undated.
Source: University of Tubingen 
Library.

AF b
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Natives. Undated. Source: 
Uvachrom AG, Munich, German 
Protestant Institute of 
Archeology (Jerusalem). 
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In 1925, Gustaf Dalman 1855–1941  published Hundert 
deutsche Fliegerbilder aus Palästina One Hundred German Aerial 
Photographs of Palestine . The book included three sections: one 
hundred photos selected from the aerial photographs taken during the 
First World War with detailed descriptions added by Dalman; an essay by 
the Orientalist Andreas Evaristus Mader 1881–1949  on the value of aerial 
photographs in meteorology, geography, urban planning, archaeology, 
and cartography; and the map by Wilhelm Goering showing the location 
from where the 2,872 photos in the Bavarian State Archive were taken. 
While introducing the extent of German aerial photographs of Palestine, 
the book demonstrated Dalman s meticulous study and knowledge of 
the Palestinian landscape and budding Orientalist approaches to usage 
of aerial photographs to study the Holy Land.

Section 1
Gustaf Dalman and the Ethnography of Palestine   

Gustaf Dalman’s book "Hundert deutsche Fliegerbilder aus 
Palästina."(One Hundred. German Aerial Photographs from. 
Palestine). Example of two aerial photographs of 
Jerusalem and a Jerusalem Map from the Book. 1925
Source: German Protestant Institute of Archeology 
(Jerusalem). 
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Palästinawissenscha¢

Dalman, a theologian and Orientalist, was the �rst director of the 
German Protestant Institute of Archaeology (GPIA) in Jerusalem from 
1902 to 1920. German interests in Palestine increased a¢er Kaiser Wilhelm 
II’s visit in 1898. GPIA had initiated the systematic German exploration 
of Palestine, supporting Dalman’s wide-ranging studies as well as 
archaeological excavations. Dalman was an advocate of ‘scienti�c’ study 
of Palestine in order to contextualize the Bible, a novel approach he named 
Palästinawissenscha¢ (academic study of Palestine). This stemmed from 
his belief that the people and the landscape had not changed a great deal 
from biblical times.

Gustaf Dalman, Jerusalem, 1912, 
German Protestant Institute of 
Archeology (Jerusalem). 
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Dalman (kneeling) with students 
of the study course. 1914. 
Source: German Protestant Institute of Archeology 
(Jerusalem). 

Gustaf Dalman in the garden of the lepers hospital 
“Jesus Hilfe”, Jerusalem. 1900. Source: German 
Protestant Institute of Archeology (Jerusalem). 
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Wilhelma
Wallhalla

The German imperial interest in Palestine dates back to 1873, 
when German colonies were established in Haifa, Ja�a, and Jerusalem. 
The signi�cance of Palestine was heightened by Wilhelm II's visit, which 
initiated the formation of a society in Stuttgart for the advancement of 
the German settlements in Palestine. It enabled the settlers to acquire 
land for new settlements by o�ering them low interest loans. Protestant 
German Templer colonies were established in Wilhelma near Lydda (1902), 
Walhalla near Ja�a (1903), followed by Bethlehem of Galilee northwest of 
Nazareth (1906), and Waldheim a non-Templer colony in lower Galilee 
(1907). German scholars such as Dalman helped the Germans to perceive 
and understand Palestinian geography and culture as a means toward the 
imperial conquest of Palestine.
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Bouquet of flowers in a 
vase, undated, Uvachrom 
AG, Munich, German 
Protestant Institute of 
Archeology (Jerusalem). 
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Section 2
Talking Maps

During the First World War, the Bavarian Air Squadron 
formed a part of the Ottoman-German force trying to keep watch on the 
advancement of the British forces under General Allenby in Palestine. 
The squad was stationed in Iraq al-Manshiyya, a village thirty-two 
kilometres northwest of Gaza, and took 2,872 photos between October 
1917 and August 1918 covering Palestine, Lebanon, Jordan, and Egypt. 
Formed for military purposes, the pilots were asked by Theodor Wigand 
of the German Protestant Institute of Archaeology to also take photos of 
ancient historical sites.

The images were captured on heavy glass negatives, with 
the photographer holding the camera from the side of the airplane, 
providing a bird's-eye view of the Palestine landscape. Each glass 
negative contained detailed information at the top le¢ margin, including 
the squadron number, ordinal number of the �ight, date and hour of the 
photo, name of the main locality photographed, and altitude at which the 
photograph was taken, as well as an arrow showing the direction of true 
north. These photos chart the topography and landscape of Palestine at 
the end of Ottoman rule with astonishing detail.

“The aerial photograph is a talking map"

– Marcel Griaule, french ethnologist.
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Nordöstlich von Lidd, 2 km, 
Scale: 1:14800. 22 November 1917. 
Bayerisches Hauptstaatsarchiv.
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Jaffa, Kolonie Tel Awiw, Sanddünen, Sarona, Summel, 
Wadi Musrara, Scale: 1:8000, 22 November 1917. 
Source: Bayerisches Hauptstaatsarchiv. 

C. Jerusalem, Teilbilder der Alt- und Neustadt 
(mehr oder weniger Vertikalaufnahmen) mit 
engem Gesichtsfeld: Nebi Daud (Sion), Hinnom-
Tal, Dschebel Abu Tor, Bahnhof, Tempel-Kolonie, 
Scale: 1:8000. 15 August 1918. Source: Bayerisches 
Hauptstaatsarchiv. 
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 Google
Earth

Google Earth

Section 3
Peeping into the Past

Photographing the landscape from satellites orbiting the earth 
goes back to the military programs in the late 1950s. The popularization 
and public access to satellite imagery, however, did not begin until its 
use during reporting on the 2003 invasion of Iraq. Superimposing the 
German aerial photographs from the First World War into the Google 
Earth satellite images and maps shows the myriad ways that Palestine 
has been captured and recorded from above for more than a century.

The ‘talking maps’ of the aerial photographs showing the 
bird’s eye view of the landscape become more familiar and accessible 
when coupled with the vertical viewpoint – straight above – o�ered by 
maps and satellite imagery of Google Earth. The juxtaposition of what 
the space was in the past, with how it has been recorded in images 
and naming in one of the most popular contemporary mappings of 
Palestine, demonstrates both the physical and metaphorical changes to 
the landscape a�ecting how we relate to the space, psychologically and 
personally.
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Südlich von Nebi Junis, 
Sanddünen, Scale: 1:12400. 21 
January 1918. Source: Bayerisches 
Hauptstaatsarchiv.
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Abstract map of the Bavarian 
Archive traces.
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CHAPTER 
TWO

Travels, Cravings, and Desires

Zeppelin over Tower of David, 
American Colony, Jerusalem. 1931 
April 11.
Source: Library of Congress.
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Palestine – both as the Holy Land and as an important crossroad 
of routes connecting Egypt to Syria and Anatolia – has inspired people 
throughout history to visit as traders, pilgrims, tourists, soldiers, 
settlers, crusaders, sovereigns, adventurists, and scholars. From the late 
nineteenth century onward, Palestine became the object of intense study 
and knowledge production for imperial rivalries between Ottomans and 
Europeans, and between Europeans and Americans. 

In the late nineteenth century, the Ottoman state invited European 
monarchs to visit Palestine in order to construct political alliances. 
Upon entering Palestine, the monarchs posited themselves as modern 
crusaders symbolically conquering the Holy Land through the peaceful 
means of travel and pilgrimage, memorialized through photographs and 
paintings. 

With their governments’ support, European and American 
Christians set up colonies and settlements in Palestine, and helped 
produce an immense body of knowledge about Palestine through new 
disciplines of archaeology and anthropology to bolster Western and later 
Zionist military, economic, and cultural needs. 

The Ottomans in turn used these visits to posit their power as 
protectors of religious sites, bestowing land on the European monarchs 
for establishment of hospices and churches. They demonstrated their 
military might through ceremonial marches that re-invented traditional 
pilgrimages to civic and religious festivals. They mapped the land, 
conducted censuses, and categorized the Palestinian population to serve 
their own imperial ideologies and needs.

Palestine also became a main destination for the new tourism 
industry – its land, history, and people reframed as ‘sights’ to travellers 
on grand tours. Postcards, travel guides, and travelogues conveyed 
Palestine solely as the Holy Land, unchanged or dissipated from biblical 
times, to ful�l the array of messianic, colonialist, and nationalist cravings 
of Europeans and Zionists. 

Photography, cartography, cinema, and print have all been 
essential technologies in creating particular narratives about Palestinian 
history, land, and customs to serve multiple and competing imperial and 
colonial ambitions.

Travels, Cravings 
and Desires
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Empress receiving gifts from schoolgirls at 
garden reception.1898.
Source: Library of Congress.
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In October 1898, Wilhelm II (r.1888–1918) embarked on his 
second trip to the Ottoman Empire, nine years a�er his �rst visit in 1889. 
The distinguishing focus of the second trip was the Kaiser’s extensive 
trip to Palestine, Lebanon, and Syria, including a long stay in Jerusalem. 
The trip signalled the strength of the Ottoman-German alliance despite 
increasing pressure on Sultan Abdul Hamid II (r.1876–1909) due to the 
news of Armenian Genocide circulating in Europe.

“From Jerusalem came the light in splendour 
from which the German nation became great 

and glorious"

– Wilhelm II.

The Empress and someone else passing under the 
arch built in Jaffa for His Majesty the German 
Emperor. 1898. 
Source: Istanbul Üniversitesi Kütüphanesi.

–

Section 1
Imperial Alliance: The Visit of Wilhelm II
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 The o�cial reason for the trip was consecration of the Lutheran 
Church of the Redeemer, the second Protestant church in Palestine. The 
church was built on land gi�ed by Ottoman Sultan Abdul Aziz (r.1861–
1876) to the Prussian Crown Prince Friedrich Wilhelm (1831–1888) on 
the occasion of his visit to Jerusalem in 1869, on his way to the opening 
ceremony of the Suez Canal. The dedication ceremony took place on the 
anniversary of the Lutheran Reformation (31 October 1517). 

The entire visit was heavily publicized and written about 
throughout the Ottoman Empire and Europe. It was also meticulously 
photographed – on many occasions from above showing a bird’s-eye 
view of the splendour of the processions and ceremonies. Apart from 
the photos of the American Colony exhibited here, both the Ottoman 
and German courts sent their own o�cial photographers to capture the 
trip. These photographs were published in newspapers and books, and 
disseminated as postcards and in curated albums. 

The American Colony (1881–1934), a non-denominational 
utopian Christian community in Jerusalem, was founded by a small 
group of American expatriates. Photographing Wilhelm II’s visit and 
selling the photographs to the public inaugurated the Photo Department 
of the colony. Therea�er, photography became an important income-
generating branch of the colony, with the colony’s store being a major 
outlet for selling the photographs.
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Map of Cook's Palestine Tours, W. & A.K. Johnston 
Limited. 1897.

Source: Rice University.



Palestine From Above Chapter 2

٧١ ٧٠

Crowd at Jerusalem 
Railroad Station.1898. 

Source: Library of Congress.
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Herzl posing on the roof of the hotel in Jaffa, as part of the 
Photomontage edit made to the original, missied, photo of Herzl's 
meeting with the German caisar Wilihlm II in Mikveh Israel as part of 
Herzl visit to Palestine, 1898.
Source: Central Zionist Archives.
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One of the most controversial events of Wilhelm II’s visit to 
Palestine was his meeting with Theodor Herzl at the entrance of the 
Mikveh Israel agricultural school outside of Jerusalem on 28 October 
1898. The event, the only public occasion of the three meetings between 
Wilhelm II and Herzl, was engineered by early Zionists to falsely 
propagate the idea that the German state supported the Zionist project 
of resettlement of European Jews in Palestine. An important element of 
the Zionist propaganda was the alteration of the photograph snapped 
hastily on the occasion of the meeting.

Zionist Propaganda: 
Wilhelm II and Theodor Herzl

“The brief audience will be preserved forever 
in the annals of Jewish history"

Theodor Herzl

Theodor 
Herzl with 

German Kaiser 
Wilhelm II in 
Mikve Yisrael. 

1898. Source: 
Central 
Zionist 

Archives.
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The original photo captured by David Wol¤sohn had the 
German Kaiser atop a white horse with only Herzl’s foot appearing in 
the right-hand corner. A photo of Herzl taken on the roof of the school 
was later montaged onto the original photo, with Wilhelm II moved to 
the dark horse to better contrast with Herzl’s lighter overalls and the 
original photo cropped from the right. The publicity given the encounter, 
along with the publication of Herzl’s The Jewish State two years earlier 
in 1896, cemented Herzl’s position as the internationally recognized 
leader of the Zionist movement.

Kaiser Wilhelm II, right, in 
the photo in which only Theodor 
Herzl's foot appears, at bottom 
right. October 28, 1898.
Source: Haaretz.
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HAMAGID L’ISRAEL 
( “ T h e  D e c l a r e r  f o r  I s r a e l ” ) 

Weekly Newspaper on Jewish A�airs
Date: 10 November 1898              Issue Nr. 43

Kraków, Poland

Kaiser Wilhelm II in the Land of Israel
(From private letters sent to us)

Mikveh Israel.1 My eyes are still wet with tears of joy from that 
wonderful sight. At 9:20 a.m. in Mikveh Israel we heard the 
�ring of the cannon in Ja�a, which announced 101 times that the 
Kaiser of the Germans had set out from Ja�a to Jerusalem. After 
25 minutes, the Kaiser and his wife, with all their accompaniers, 
arrived at the gates of “Mikveh Israel”. Among the guests of 
“Mikveh Israel” was Dr. (�eodore) Herzl. And when the Kaiser 
passed Dr. Herzl, he held back the reins of his horse, and at that 
moment his entire retinue and his wife stood. Kaiser Wilhelm 
II stretched out his hand to Dr. Herzl and greeted him, and Dr. 
Herzl asked him whether he had found pleasure in the journey, 
and about the hardships of the road, and so on. And for a short 
time, they spoke a�ectionately. At this point, the students of 
“Mikveh Israel” started singing the national song “Heil dir im 
Siegerkranz” (German for “Hail to �ee in the Victor’s Crown”). 
Afterwards, the Kaiser stretched out his hand once again to Dr. 
Herzl and thanked the delegates of “Mikveh Israel” for the great 
respect that they bestowed to him. And then he went on his way. 
Details of the talk between Dr. Herzl and the Kaiser have not 
been made known to me at this point. David Yudilovich
Jerusalem. �e subject of the visit of Kaiser Wilhelm II and 
his retinue to the Holy Land is preoccupying all of the land’s 
inhabitants, including the Jews amongst them. Di�erent Jewish 
congregations participated in the preparations that were made 
here in honor of these guests, and they established a gate of honor, 
along with a sukkah (structure) that was decorated with precious 
belongings from local synagogues. �is included various Jewish 
ritual tools, crowns and other valuables, such as silver and gold 
pieces in Torah books. When the Kaiser came here, the rabbis 
of our congregations stood inside the sukkah with Torah books 
in their hands, and they welcomed the Kaiser and his entourage 
in the name of local Israeli congregations. �e Kaiser responded 
to them with great a�ection, and the students of the Ashkenazi 
orphanage sang the following song with an Ashkenazi melody:

�e Kaiser and his delegation inquired about the situation of the 
orphanage and its children. At the time of my writing of these things 
in a hasty manner, another good piece of news has spread here: that, 
in addition to visiting out city’s honorable persons and government 
o�cials, the Kaiser visited our two highest ranking rabbis. While we 
were tirelessly focused on the Kaiser’s visit to our land, we suddenly 
heard another great news: that, among the guests who preceded the 
Kaiser’s visit, was Dr. Herzl. People circulated this news with great 
enthusiasm, and everyone yearned to see him and greet him for all the 
great things that he has done for our people.
From Ja�a, we hereby notify through the telegraph, that some of our 
delegates stood before the Kaiser to greet him in the name of our 
brothers, the residents of Hebrew colonies. Dr. Herzl was heading this 
delegation, and the Kaiser received him with goodwill and spoke to 
him about the condition of Israeli colonies in Palestine.
Some delegates appeared before the Kaiser on behalf of our 
congregations and handed him a photo album (�le) which includes 
pictures of Israeli colonies in Palestine. �e Kaiser looked at these 
photos with admiration. �is is because he is fond of all enterprises 
that fund the working on the land (such as plowing) in Palestine, for 
the bene�t of the land of Togarmah (i.e. Turkey) and the religion of 
the Sultan.

Our brothers at “Mikveh Israel” received the Kaiser and his retinue 
with great honour. When the Kaiser saw Dr. Herzl, he spoke to him 
kindly and a�ectionately for a short time. You cannot possibly imagine 
the great joy and atmosphere in the house of our brothers in the land of 
Israel at the coming of the Kaiser. Our happiness was further enhanced 
by the coming of Dr. Herzl to our land.  – Hayerushalmi2 
�e Kaiser replied to the greetings of Jerusalem’s rabbis by saying: 
“I was really glad that I got to pass this way as done by my father 
before. I am pleased with the warm welcoming received from Israeli 
congregations, and I would like to thank the chief rabbis and Israeli 
communities for that”.
Kaiser Wilhelm and his wife visited the tombs of the royal house of 
David in Jerusalem. �is location houses the tombs of kings David 
and Solomon and some of their royal children. �ese tombs used to 
also include the treasures of kings, as well as their crowns and scepters. 
When Jerusalem was sacked by [Babylonian] King Nebuchadnezzar, 
no one attacked these tombs. However, Hyrcanus, King of Judeah, used 
many of their fortunes when he was in dire need for money during his 
wars. �ese tombs were plundered again during the second sacking of 
Jerusalem, this time by the Romans. Emperor Titus brought with him 
precious objects from Jerusalem to Rome, including a golden bowl full 
of gold, which is worth �ve talents of gold, and which was prepared by 
King Solomon. When Gaiseric the King of Vandals plundered Rome 
and seized its treasures, he took the aforementioned bowl with his 
newly captured spoils of war. He then sent this treasure to Carthage 
along with other precious objects from Jerusalem. However, a tempest 
erupted on the way, leading to the ship’s drowning in the sea, together 
with all the valuable treasures of Rome and Jerusalem.
When the Crusaders occupied Jerusalem, they installed a wooden cross 
on King David’s tomb, which remained there until the rule of Sultan 
Salaheddin when the city was captured by the Turks. Among all the 
tombs of Judean kings, it is now only possible to visit King David’s 
tomb. Oil lanterns illuminate this cave, and the tomb is covered with 
green silk sheets that were given as a gift from the Sultan. �e tomb 
is currently under the possession of the French government, which 
received it as a gift from an o�cial envoy from Paris (called “Pirieme”).

(a)
May the God of Zion enhance you 
And may He bless you with His 

great light.
Welcome

to the capital of kingdoms,
the decorated city.

you have brought great light to Zion.
Welcome!

(b)
You have a strong spirit

and may you have a great comfort, 
welcome!

You own the mountain of God,
and have declared the land of 

wonders, 
from the temple of the Lord of hosts,

you are welcome!

(c)
You have appeared in the city of 

David,
whose violin pronounces:

Welcome,
Its people return from their rest,

and awaken from their sleep,
as they sing with a God-like voice:

Welcome.
(d)

With them are the daughters of 
Judah,

expressing a voice of gratitude:
Welcome!

May the God of Zion boost you,
and may He bless you with His great 

light, 
and may you throne remain forever.

Welcome!

1  Which means “Hope of Israel”. �is is a Jewish agricultural school in Ja�a, which 
was established in 1870.

2  �is means “the Jerusalemite” and is most probably a nickname or family name.
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Heil dir im Siegerkranz
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Hamagid was the first Hebrew language 
weekly newspaper.

Hamagid
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Pilgrimage to Palestine’s many shrines to prophets and saints 
has been integral to the religious, social, and political life of the local 
population. By the late 1800s, three of these pilgrimages (mawasim), had 
turned into full civil/ religious festivals attended by civic and religious 
leaders, and large numbers of the local population. 

Salah al-Din used mawasim to curtail Crusader ambitions 
during Easter by concentrating the Muslim population around 
Jerusalem. Centuries later, the Ottomans likewise made Jerusalem 
central to mawasim at Eastertime to thwart European colonial 
ambitions. Twentieth-century rituals transformed the festivals into 
popular movements against colonial control, demonstrated by the Nabi 
Musa uprising in 1920, British bans on mawasim during the Arab Revolt, 
and Israel’s destroying Palestinian villages and shrines, and building 
settlements to stop the pilgrimages.

Nebi Rubin, Processions taken at Ramleh of the 
Neby Saleh celebration. View of crowds taken from 
tower showing Ramleh in distance. 30 April 1943. 
Source: Library of Congress.

Section 2
Landscape and Ceremonial Processions
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Nabi Musa, the grandest festival, was the annual pilgrimage to 
the Prophet Moses shrine in Nabi Musa, near Jericho. From the mid-1880s, 
the Jerusalem-centred festival gathered pilgrims from across Ottoman 
Palestine at al-Haram al-Sharif and proceeded to Nabi Musa, arriving 
back to Jerusalem one week later before Easter. A�er 1948, the festival 
has been held intermittently, although the Jerusalem procession to Nabi 
Musa is banned. 

Nabi Salih festival, preceding Nabi Musa, centred on the annual 
pilgrimage to the Prophet Salih (biblical Shelah) shrine, located in Nabi 
Salih village, twenty kilometres northwest of Ramallah. The festival 
proceeded to Jerusalem, coinciding with Easter Week. It came to an 
end only with the Second Intifada when the village became a centre of 
Palestinian resistance.

Turkish 
garrison in 
the Nabi Musa 
procession. 
Undated. 
Source: Bruno 
Hentschel, 
Leipzig

Nabi Musa 
procession. 
Undated. 
Source: Bruno 
Hentschel, 
Leipzig.
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Nabi Rubin festival, celebrated Prophet Rubin (biblical Jacob’s 
son) in al-Nabi Rubin village near Ja¤a. Initially a local religious festival, 
it became a month-long cultural-social event for Ja¤a, Lydda, and Ramla 
residents who would camp nearby. Nabi Rubin was last celebrated in 
1946. A�er the village was destroyed and its population expelled in 1948, 
Israel built Palmachim and Gan Surik settlements, along with a nuclear 
reactor on the Rubin River.

Southern Palestine, Nebi Rubin, Holy flags at Nebi 
Rubin, A daily procession, approximately 1920 to 
1933. Source: Library of Congress. 
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Banners were an integral part of mawasim in Palestine, 
representing local Su� orders or revered holy sites. They were considered 
sacred objects and one could be bestowed with baraka (blessings) upon 
touching or kissing them. The o�cial ceremonies in Nabi Musa were all 
centred around banners. When the procession �rst came to al-Haram 
al-Sharif, banners were presented to the Governor of Jerusalem and 
then a�xed to a pole to be carried to Nabi Musa. At the end of the 
festivities, during za¤at al-‘alamat (procession of the ̈ ags), the banners 
were paraded in al-Haram al-Sharif and then folded and stored until 
the next year. Each village, Su� order, and youth group carried its own 
banner adorned with messages reinforcing local and later national 
Palestinian identity.

Banner

Wedding procession. Undated.
Source: Bruno Hentschel, Leipzig.
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Throughout the late nineteenth century, the Ottoman state 
utilized di¤erent types of maps to chart and categorize the land and 
the population in its vast and shrinking empire. These maps were 
based on general censuses of the empire, mostly taken for taxation 
and conscription purposes, as is demonstrated by the emphasis on age 
in Ottoman charts, and the inclusion of only men for provinces where 
census-taking was deemed di�cult. 

During the First World War in 1915, the Eighth Division of the 
Ottoman Army published Filistin Risalesi, the Palestine Pamphlet. The 
publication was packed with geographical, historical, ethnic, religious, 
and infrastructural information. It also included information presented 
in maps, such as the Ethnographic Map of Palestine. 

While the text of the pamphlet only categorized the population 
by their religion, the map visualized an amalgamation of ‘national’ 
and overlapping ethno-religious groups. The most important line of 
distinction apart from religion was drawn between settled people 
(Syrians and Turks) and nomadic tribal and semi-tribal groups (Arab 
and Turkmen). In the case of the Turkmen, the mapmakers emphasized 
the blurring of the line between settled and nomadic by underlying the 
Turkmen’s Turkishness by adding ‘Turks themselves’. The Ottoman 
state had di¤erent military policies regarding settled and nomadic 
populations. 

Filistin Risalesi

Section 3
Ottoman Ethnographic Maps of Palestine
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Ethnographic Map of Syria and Palestine, Filistin 
Risalesi (Jerusalem: Kolordu Matbaası 1915) [8th 

Army Publishing House].

top - from right to left:
Maronite - Green Diagonals.

Durzi (Druze) - Red Diagonals.
Yahudi (Jews) - Green Horizontals.

Arab [nomadic Arabs]- Purple Verticals.
Suriyeli (Syrian) - Red Horizontals.

Bottom - from right to left:
Rum (Greek / Ottoman Greek) - Purple Diamonds.

Turk - Red Verticals.
Turkmen yahut Turk (Turkmen [nomadic Turks], who 

are Turks themselves) - Green Checks.
Ismaililer (Ismaili Shiites) - Purple Checks.

Mutawalli - Red and Green.
Nusayri - Purple Diagonals.

Durzi Koyu (Druze Village) - dotted line.
Arap Koyu (Arab Village) - dotted line.

–
–
–

–
–

–
–

–
–

–
–

–
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The distinction between Syrian and Arab also had an ideological 
basis for the Ottomans in the middle of the war: While Syrians were seen 
as loyal to the empire, the nomadic Arabs and Bedouins – such as the 
Arabs of Hijaz – were viewed as savage and unreliable. The meaning 
of these categories rapidly changed as the war progressed, with ‘Turk’ 
becoming synonymous with Ottoman, oppressing the Arab population 
inhabiting the remaining lands of the Ottoman Empire outside Anatolia.
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Map showing the 
distribution of 
the population 
across the 
Ottoman Empire 
in the late 
nineteenth 
century. The 
map is divided 
by Ottoman 
administrative 
units. (Probably 
based on the 
1881-1882 general 
census).
Source: 
Başbakanlık 
Osmanlı Arşivi 
(BOA).
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Pyramid charts 
showing the 
gender and age 
distribution 
in each Ottoman 
administrative 
unit. The 
chart for the 
sub-province 
of Jerusalem 
appears at the 
bottom row in 
the middle. 
Undated.
Source: 
Başbakanlık 
Osmanlı Arşivi 
(BOA)
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Postcards, a cheap way to send an image and a short message, 
were �rst created by the postal service of the Austro-Hungarian 
Empire in 1869. Five years later in 1874, they were so popular in Europe 
that a Universal Postal Union was established to facilitate their easy 
international transport throughout the various national postal services 
of the time. They were revolutionary technologies, one of the quickest 
ways to disseminate images, ideas, and stories packed in a small space, 
much like today’s tweet, visible to anyone who came into contact with 
them, not just the senders and the recipients. Prior to the First World War, 
most postcards were produced in Germany where the most advanced 
printing techniques were located.

Postcards of Palestine enhanced the communication of certain 
imperial and Orientalist ideas about the Holy Land to large masses. 
The images were reprints of the extant sketches and photographs that 
depicted empty landscapes, and religious and historical sites – with 
the lonely Oriental �gure determining the scale – ripe for colonial 
conquest. They also included ethnographic photographs of Palestinian 
peasants and Bedouins to reinforce the stereotypical image of the 
forever unchanged Orient still living in biblical times, waiting for the 
civilizing mission. Postcards of Palestine were commissioned by the 
Ottoman, British, and German imperial governments among others – a 
kind of visual war – to determine the image of Palestine for purposes 
of imperial and colonial domination.

Section 4
From Palestine with Love
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A Postcard depicts the Wilhelm imperial couple with 
Sultan Abdul Hamid II. Undated. Source: IPS Digital 
Postcard Collection.

A Postcard depicts Emperor Wilhelm’s visit to the 
German school in Constantinople via Bosphorus. 
Undated. 
Source: IPS Digital Postcard Collection.
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A Postcard depicts Emperor Wilhelm’s arrival to 
Jerusalem. Undated.
Source: IPS Digital Postcard Collection.

A Postcard depicts the Wilhelm Imperial couple 
visiting Constantipole. 1898.
Source: IPS Digital Postcard Collection.
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As railroads and steamships eased travel across long distances 
and the tourism industry took o¤ in the early nineteenth century, 
guidebooks became an essential part of the travelling experience. The 
�rst modern guidebooks were published in the 1830s, by John Murray 
in Britain and then Karl Baedeker in Germany, curating the traveller’s 
experience through a hierarchy of importance of sights to be seen, routes 
to be taken, and historical narratives to be remembered.

John Murray
Karl Baedeker

Section 5
Palestine – A Tourist Trap



Palestine From Above Chapter 2

١١١ ١١٠

The �rst guidebooks of Palestine were published in 1858 by 
Murray, followed by Baedeker in 1876. They fabricated an experience 
of the Holy Land through the omniscient narrator and ‘objective’ 
maps depicting an empty land with significant historical and 
religious landmarks from above. They were instrumental in posing 
and disseminating imperial, Orientalist, and Zionist narratives onto 
Palestine.

The promotion of tourism in Palestine is still ongoing, 
with many parties competing to enable tourists to experience the 

‘authenticity’ of the place in a liberal, exotic, and exciting manner – as 
‘Alternative Tourism’. Collectively, these touristic orientations exclude 
Palestinians and render them invisible, as well as transform the life 
pattern of Palestinians into one of consumerism through the various 
touristic activities in popular areas.
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Modern archaeology began as a European endeavour to �nd 
material evidence for the Bible. Ottoman Palestine was a main site for 
these excavations from the late nineteenth century. Archaeological 
records have been systematically and selectively used to document and 
defend a version of the past as required by Europeans and Zionists to 
justify colonization and occupation of Palestine.

Excavations brought cheap labour and backbreaking conditions 
for village workers at archaeological digs – men hacking away at the 
earth, and women carrying the spoil away. Palestinian manual labour, 
as well as peasants’ knowledge of the land, was exploited, appropriated, 
and sold o¤ under the names of the European archaeologists. 

Gezer

Excavations at Tell Jezer – Gezer: The men dig, 
whilst the women take away the spoil in woven 
baskets. Photo by Robert Stewart Macalister. 1901.
Source: Palestine Exploration Fund in London.

Section 6
Archaeology, Theft, and 

Exploitation
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Excavations at Ain Shems-Beth Shemesh – 
Mackenzie and some western visitors watch 
excavations in the Central City Area. In this 
photo most of the workers are women, carrying 
away the spoil in woven baskets. Photo by Duncan 
Mackenzie/Francis Newton. 1911-1912. 
Source: Palestine Exploration Fund in London.

One of the �rst systematic European excavations was conducted 
in Gezer/Tell al-Jazar by R.A. Macalister in collaboration with Daniel 
Bliss, supported by the Palestine Exploration Fund from 1902 to 1912, 
and licensed and supervised by the Ottoman government under its 
Antiquities Law. Gezer was important for being, at various periods, 
a Canaanite capital, a Philistine city, an Egyptian vassal city-state, 
an Israelite border garrison for King Solomon, and a major battle site 
between Salah al-Din and King Baldwin in 1177.

In 1948, Tell al-Jazar/Gezer was the site of a horri�c massacre 
by the Haganah against the villagers of Abu Shusha. Later in 1948, the 
Israelis established Ameilim settlement and in 1951 Pedaya, both on Abu 
Shusha land. The remains of Abu Shusha were destroyed in 1965 in an 
Israeli operation to clear the country of ‘abandoned’ Palestinian villages.

After Israel’s establishment, the Israeli government, 
archaeologists, and o�cials plundered Palestinian heritage. Moshe 
Dayan (1915–1981), minister of defence during the 1967 War, was a proli�c 
and notorious looter of antiquities. Dayan conducted illicit excavations, 
robbed archaeological sites even during excavations, and bought and 
sold antiquities, illegal actions ignored by the Israeli government. Israeli 
archaeologists remained silent but used the opportunity to publish 
research on Dayan’s ‘�nds’ without mentioning how they were acquired.
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View of the E face of Tell el Hesi 
towards the NW. Shows excavations, 

‘rail tracks; and
tipping wagons. Photo by 
Frederick Jones Bliss. 1891-1893.
Source: Palestine Exploration 

Fund in London.
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Tell el Hesi excavations
– a family of excavators. The 

photographer, F.J. Bliss, is 
visible on the right side of the 
photo. Photo by Frederick Jones 

Bliss. 1891-1893.
Source: Palestine Exploration 

Fund in London.
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Excavations at Ain Shems-Beth Shemesh –The 
South Gate. Men digging and using heavy wooden 
wheelbarrows to carry away spoil on the surface 
of the tell. Photo by Duncan Mackenzie/ Francis 
Newton. 1912.
Source: Palestine Exploration Fund in London.

Excavations at Ain Shems-Beth Shemesh – 
Excavators at work. Women carry the spoil to
wooden wheelbarrows which are then carried by men 
to tip onto the spoil heap. Photo by
Duncan Mackenzie/Francis Newton. 1911. 
Source: Palestine Exploration Fund in London.
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1. Six Chamber Gate of Solomon (960 BC)
2. Casemate Walls 
3. Outer Wall (Late Bronze Age 1500-1200 BC) 
4. Inner Wall (Middle Bronze Age 2100-1550 BC) 
5. Part of Inner Wall (Middle Bronze Age 2100-1550 BC)
6. Gate of Inner Wall 
7. Water Tunnel (Late Bronze Age 1550-1200 BC)
8. High Place (Middle Bronze Age 2100-1550 BC)
9. Well



Palestine From Above Chapter 2

١٢٥ ١٢٤

Moshe Dayan (1915–1981) was a renowned Israeli military leader 
and politician, especially for his role as minister of defence during the 
1967 War. He was also in the business of conducting illicit excavations, 
robbing archaeological sites, and buying and selling antiquities. 
Dayan robbed sites even as they were being excavated by professional 
archaeologists, hampered scienti�c excavations, damaged sites with 
bulldozers, and used army equipment and personnel for private gains – 
while the Israeli government turned a blind eye. Israeli archaeologists 
not only remained silent but took the opportunity to study and publish 
on Dayan’s stolen goods without comment on how they were acquired.

The Great Archaeological Robbery

 Moshe Dayan, 
at his garden 
of antiques, 
located at his 
house. Digital 
image of a 
slide, Israel 
Sun Ltd. 1969.
Source: The 
Judaica 
Collection of 
the Harvard 
Library.
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During the three decades 1951–1981, Dayan collected more than 
800 objects spanning 7,500 years, starting about 7000 BCE and ending at 
the destruction of the First Temple in 586 BCE. These included pottery, 
cultic vessels, �gurines, and sarcophagi. Most of his activities were done 
a�er the 1967 War, when he gained complete control of the Israeli army 
and could rob Palestinian and Egyptian heritage with total impunity. 
Dayan also received and gave antiquities, blurring the lines between 
gi�s, acquisition, and looting. He also ‘bought’ antiquities (o�entimes 
given by shop owners for next to nothing) on a large scale from shops 
in East Jerusalem, West Bank, and Gaza while he was the main enforcer 
of the occupation. Dayan proudly displayed and posed for photographs 
with the stolen antiquities in the ‘archaeological garden’ he built in his 
Zahala house.

A�er his death in 1981, Rachel Dayan, his widow, sold his 
collection to the Israel Museum for one million U.S. dollars. The museum 
held exhibitions on the Dayan collection in 1982 and 1996, justifying 
the stealing of the antiquities on the basis that they would have either 
gone unnoticed or been destroyed. Much like the Orientalists of the 
nineteenth century, Dayan was depicted as a saviour while in reality he 
actively participated in destroying Palestinian heritage.

Moshe Dayan, at his garden of antiques, located 
at his house. Digital image of a slide, Israel Sun 
Ltd., 1969.
Source: The Judaica Collection of the Harvard 
Library.



Palestine From Above Chapter 2

١٢٩ ١٢٨

Moshe Dayan, at his garden of antiques, located 
at his house. Digital image of a slide, Israel Sun 
Ltd., 1969.
Source: The Judaica Collection of the Harvard 
Library.
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Moshe Dayan, 
at his garden 
of antiques, 
located at his 
house. Digital 
image of a 
slide, Israel 
Sun Ltd. 1969.
Source: the 
Judaica 
Collection of 
the Harvard 
Library.

Moshe Dayan, wearing an eye patch and military 
shirt, writes at a desk in front of a map of 

“Israel". 23 June 1967.
Source: Hulton Archive/Getty Images.
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Moshe Dayan buying antiques from antique dealers 
in the West Bank and in East Jerusalem. Digital 
image of photograph by Giora Salmi/Israel Sun Ltd. 
1969.
Source: The Judaica Collection 
of the Harvard Library.
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In 1867, Mark Twain, an American novelist, journalist, and 
humourist, set sail on the �rst pleasure cruise from the United States 
to the Mediterranean, with the ultimate goal of visiting the Holy Land. 
While some of his observations were initially published as letters sent 
to a newspaper in California, the full account appeared two years later 
in 1869 as the most popular travel account of the nineteenth century, 
Innocents Abroad; or, The New Pilgrim's Progress.

““I could not conceive of 
a small country having so 

large a history"

– Mark Twain

Excerpts from Mark Twain’s 
Innocents Abroad; or The New 
Pilgrim's Progress. 1869. 

Section 7
Innocents Abroad
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Innocents Abroad ultimately did two main things when 
describing Palestine: reframed Ottoman Palestine with American 
references, and perpetuated the myth of the empty, uninhabited, and 
desolate Holy Land. The geography and population of Palestine were 
only understood in comparison to American physical and spiritual 
terms. Thus, all the land was seen insigni�cantly small to the grandeur 
of the American landscape and the local population was compared in 
its ‘savagery’ to the ‘Indians’ – Native Americans. Twain recon�rmed 
the American preconceived notions of the way the world was and is.

Simultaneously, in popularizing the image of nineteenth-
century Palestine as a desolate, empty landscape, Twain reiterated 
the imperialist European and American project of ‘Peaceful Crusade’: 
to colonize Palestine by means of settlements in order to rebuild its 
past glories and make the land ¨ourish. Twain used comic subversion 
to strip religion and the sacred land of its aura and to transform it into 
a mere tourist attraction. Twain’s narrative is still widely quoted and 
used to justify the Zionist project.
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THE 
ORIENT 
FLIGHT

The Orient Flight
LZ 127-Graf Zeppelin 

The German Airship Graf Zepplin (LZ-127) ¨ew twice over 
Jerusalem in its Orient Flight on 26/3/1929 and its Egypt Flight on 11/4/1931. 
In the latter, the airship had on it 41 crew members and 28 passengers. 
Among them was Wolfgang von Weisl, founder of the Zionist movement; Dr. 
Eugen Bolz, President of Württemberg and Theodor Von Guerard, former 
German Minister of Transportation. In¨uenced by the biblical imagination, 
the Zionist claims and the ongoing immigration to Palestine, the Zionist 
Jewish passenger gazed over the promised land. The Anglican Germans, on 
the other hand, were mesmerized by the romanticism and mysticism that 
engulfed the orient and the holy land, which they were trying very hard to 
link with the biblical and historical past.

LZ

Artwork type: (Installation multiple video screens 
on a loop).
Year: 2021. Artist: Amer Shomali & Dia’ Azzeh.
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The Zepplin airship reached the gulf of Haifa on Tuesday, 
26/3/1929 at 16:00 with a speed of 130 m/h. It ¨ew over Haifa and then 
headed south towards Atlit Castle, and from there to Caesarea. It 
continued its journey over the �elds of Khdaira (Hadera) and Zichron 
Ya’kov settlements, which were just planted with chinchona. It then 
¨ew over Netanya, Herzliya and Tel Aviv. A�erwards, the airship 
headed towards Jerusalem and �nally to the dead sea before it started 
its journey back to Friedrichshafen, ¨ying a total of 81 hours over 5000 
miles.
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Dia’ Azzeh is a Palestinian �lmmaker and animator. He works as 
a freelance artist on several productions in Palestine and Europe. He was 
born in Jerusalem in 1985, holds a master’s degree in animation from la 
Cambre art school in Belgium and lives in Malta.

Amer Shomali is a Palestinian multidisciplinary artist using 
painting, films, digital media, installations and comics as tools to 
explore and interact with the socio-political scene in Palestine. Much 
of Shomali’s work examines the creation and use of the Palestinian 
revolution’s iconography.

Born in Kuwait in 1981, Shomali holds a master’s degree in 
animation from Bournemouth University in the United Kingdom. He is 
currently based in Ramallah, Palestine, teaching at the Faculty of Art, 
Music and Design at Birzeit University.

Dia’ 
Azzeh 

Amer
Shomali
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Travel to Palestine for religious reasons is not limited to 
visiting and praying at holy sites. It also includes discovering the 
paths of religious journeys based on scriptures. This produces 
certain imaginations regarding the Palestinian landscape, nature, 
inhabitants, and daily life, and can generate the creation of 
di¤erent materials based on such perceptions.

 
In 1963, Italian director and poet Pier Paolo Pasolini 

visited Palestine to search for locations to shoot his �lm The 
Gospel According to St. Matthew. Pasolini recorded the search 
process in a documentary �lm titled Location Hunting in 
Palestine. But Pasolini’s perception of Palestine stemmed from 
his background of Catholic education and his imagination 
inspired by Italian icons and paintings. He excluded the con¨ict 
in Palestine and ignored the voice of its inhabitants. The �lm 
did not include any conversations with Palestinians, whom he 
described in the �lm as happy persons and ‘destitute peasants 
and Bedouins’ who live a life of ‘scarcity, poverty, and humility’, 
and compared their lives with the half-European ‘civilized’ 
Jewish settlers in Palestine who were modern. The �lm shows 
the director’s disappointment with the Palestinian reality – so 
di¤erent from his previous perceptions, which were far from the 
Palestinian reality on the ground. In the end, he did not shoot the 
�lm in Palestine but used the natural landscape of southern Italy, 
away from the ‘barren’ and ‘miserable’ land.

 
In 2004, artists Ayreen Anastas and Rene Gabri followed 

the route of Pasolini’s �lm Location Hunting in Palestine to 
produce a deconstructive �lm titled Pasolini in Palestine. This 
�lm documents the real Palestine and its inhabitants. The 
directors present Palestine through Palestinian experiences in 
the same locations covered in Pasolini’s �lm, distant from his 
imaginations and religious references. Through this work, they 
highlight the con¨ict in Palestine and expose Israeli practices 
against the Palestinian land and inhabitants.

Dark Chamber 1
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LOCATION 
HUNTING IN  
PALESTINE

Location Hunting in Palestine

Sopralluoghi in Palestina per il vangelo secondo Matteo is a 1965 
Italian documentary �lm directed by Pier Paolo Pasolini.

Pier Paolo Pasolini was an Italian �lm director, poet, writer and 
intellectual. He also distinguished himself as an actor, journalist, novelist, 
playwright and political �gure. A controversial personality in Italy due 
to his direct style and the taboo sexual themes of some of his work, his 
legacy remains contentious. He was an established �gure in European 
literature and cinematic arts. Pasolini's unsolved murder in November 
1975 prompted an outcry in Italy and its circumstances continue to be 
heatedly debated.

Alternative title: Sopralluoghi in Palestina per il 
vangelo secondo Matteo.
Artwork type: Documentary film.
Year: 1965. Artist: Pier Paolo Pasolini.
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PASSOLINI 
PA* 
PALESTINE

Passolini Pa* Palestine

Passolini Pa*Palestine
Artwork type: Documentary film.
Year: 2005. Creator: Ayreen Anastas & Rene Gabri

Artist: Pier Paolo Pasolini.

In 1963, Pasolini visited Palestine to search for locations for his �lm, 
the Gospel according to Matthew. His journey included locations in Nazareth 
and the Galilee, Jerusalem, the Dead Sea, Bethlehem and the Naqab. Pasolini 
conducted quick conversations with a biblical scholar don Andrea Carraro 
and later included a voice over with his comments and thoughts on the 
journey and on his encounter with the landscape and the people. Pasoline Pa* 
Palestine seeks to revive various relations to Pasolini›s trip and �lm through 
a repetition of his journey.

 
What opportunities did Pasolini miss on that journey? What light 

does his visit shed on Palestinian life from the perspective of this repetition 
40 years later? Do the Palestinians need the gaze of a ‹European white le�ist› 
person to know that they existed on the calendars of linear history? Do we 
need Pasolini to realize the fact that the territories which we have inhabited, 
cared for and cultivated over centuries are being destroyed/obliterated in 
more ways than we could ever fathom?
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Rene Gabri was born in Tehran and now lives in New York. He 
is interested in the complex mechanisms which constitute the world 
around us. His works employ a wide array of means, o�en loitering at 
the thresholds of cultural practice, social thought and politics. Although 
his works have been shown internationally, his inhibited or un�nished 
projects far outnumber his exhibited ones. Together with Erin McGonigle 
and Heimo Lattner, Gabri has worked as e-Xplo, a collective, which has 
developed a vast group of largely public works engaging speci�c sites 
stretching from the mountain tops of Colorado to the shores of Sharjah. 
He organizes a yearly 10 week seminar on a topic of his choosing at the 
University of Architecture in Venice (IUAV).

e Xplo

IUAV

Rene
Gabri

Ayreen Anastas escapes, avoids, to realise herself as essence and 
refuses orders and values in the name of a given or projected essence: A 
successful artist biography of endless spectacles of biennials, festivals, 
awards, residencies and exhibitions.

She affirms her name as a placeholder for a relation, 
a movement, a ¨eeting thought and above all, a manner of being. A 
singularity? Possibly: And yet what words, phrases, propositions would 
be needed to welcome and create a landscape for such a singularity to 
inhabit, move through, traverse or simply give meaning, even an ephemeral 
or contextual one?

 
Along with other friends, she thinks and experiments that she 

and they are eternal. Together, they have a more thorough and wider 
understanding of equality than both Karl Marx and Friedrich Engels. 
Namely, that all beings are quantitatively distinct by what they can or 
cannot do or undo and not by what they are entitled to by virtue of an 
essence; simply by virtue of being called ‘human’; and that all modes of 
existence have a qualitative polarity. These modes are implied in the actions 
they do, processes they undergo, ‘projects’ they organise, ‘artworks’ they 
create. A hint and a reminder to practice the eternal return.

Ayreen
Anastas 
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CHAPTER 
THREE

Jerusalem Represented

Maslyn Williams & Frank Hurley looking out over the 
Kidron Valley towards Jerusalem,
Mount of Olives, Palestine. 1940. Source: National 
Library of Australia.
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The British occupation of the city in the First World War was cast 
as the end of the Last Crusade and the beginning of ful�lment of Zionist 
dreams. The British introduced the idea of sectarian quarters – reducing the 
Ottoman ethnic plethora in the city – based on religious a�liation through 
maps, aerial photography, and urban planning schemes.

 
A�er the Nakba and the establishment of the state of Israel in 1948, 

the city and a particular interpretation of its biblical past was represented 
through a myriad of tools in order to support Zionist claims and justify the 
military occupation of a now divided city. Jerusalem has been surveilled 
and represented increasingly from above through Israeli security devices, 
exempli�ed by the barrier wall that severs the city from its environs and 
connections to other enduring Palestinian towns and cities.

Jerusalem has been represented in text, in visual arts – illustrated 
manuscripts, paintings, prints, photographs, maps, and �lm – and in 
objects replicating its holy sites or aspects of its history. Models of the 
city at di�erent stages in its long history have been produced that range 
from miniatures to even large-scale theme parks. The centrality of the 
city to Jewish, Christian, and Islamic histories and theologies has led to 
production of an immense body of knowledge about its history, geography, 
and population. In contemporary times, it has also led to the city becoming 
a commodity in a capitalist culture through which its history and sacred 
sites are consumed.  

 
While Jerusalem’s origins date to pre-biblical times, it is its 

biblical history that has been most frequently depicted and the foremost 
subject of debate. With the Ottoman conquest of Jerusalem in the early 
modern period, this became ampli�ed. For the city that loomed large in the 
European imagination, secure pilgrimage routes gave rise to a proliferation 
of travel guides and accounts of visits to its sacred sites.  

 
Early modern representations of Jerusalem, whether by Europeans, 

Orthodox Christians, or Muslims, had religious purposes. These bird’s-eye 
view depictions appearing in pilgrimage guides did not strive for accurate 
topographic representation since their main aim was to emphasise the 
spiritual value of the city. Such distorted representation became the 
reference for Western culture of truth about the Holy Land, for which 
Jerusalem is central to its depiction.  From miniatures and illustrations 
appearing in manuscripts to printed and mass-produced maps, depictions 
of Jerusalem emphasized the city as a pivotal connection between heaven 
and earth, o�ering an imaginary view of biblical Jerusalem. While these 
representations re�ected some depth of scholarship and knowledge of 
history and theology, they o�en had little to do with the geographical and 
material reality of earthly Jerusalem.

 
The nineteenth century witnessed a race in production of 

knowledge to satisfy the intertwined religious and colonial ambitions of 
the Europeans and Americans. This was manifested in the Orientalist art 
movement, especially through paintings, which exoticized Jerusalem and 
its inhabitants. With the advent of new technologies of modern cartography, 
photography, and lithography, Jerusalem was meticulously recorded and 
represented from above in order to put forth particular claims about its 
history, land, and resources.

 

Jerusalem Represented
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“Burraq un Nabi” poster. 
1920s/1930s. 
Source: The Priya Paul Collection. 
http://tasveerghar.net/

http://tasveerghar.net/
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When the Ottomans conquered Jerusalem in 1516, their vast 
empire included not only Muslims but a large number of Eastern Orthodox 
Christians, including Greeks, Copts, and Armenians. With pilgrimage 
routes to Jerusalem open and secure, pilgrimage guides by Muslim and 
Christian subjects incorporated schematic representations of Jerusalem 
and its sacred sites. In contrast, few Europeans actually travelled to 
Jerusalem, but imaginary maps of the city �ourished in the age of mass 
print.

Plan of ancient Jerusalem after Villalpando. 
Beneath it view of Jerusalem after Merian. By 
Seutter. 18th century. 
Source: National Library of Israel.

Section 1
Maps and Illustrations 

in the Early Modern World
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Jerusalem, Antonio DeAngelis. 
Copper engraved by Mario Cataro. 
First printed view of Jerusalem 
based on direct observation. 
1578. Source: The University of 
Pennsylvnia.

Jerusalem and its outskirts as 
described by Christianum Van 
Adrichom. 1584. Source: The Eran 
Laor Cartographic Collection, 
National Library of Israel. 

The most famous early Muslim guide is the Persian language 
Futuh al-Haramayn (Description of the Two Holy Cities), a poetic Hajj 
guide written in 1582 and illustrated with miniatures by Muhyi al-Din Lari 
for the ruler of Gujarat. Copied extensively, the manuscripts incorporating 
representations of Jerusalem depicted a highly stylized Dome of the Rock, 
and ampli�ed al-Haram as the site of Mi’raj (Muhammad’s ascension to 
Heaven) and Day of Judgement platform.
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Jerusalem in Peregrinatio in Terram Sanctam, 
oldest printed map of Jerusalem 1497, Erhard 
Reuwich. Drach, Peter, -1504, printer.

In Eastern Christian tradition, illuminated pilgrimage guides – 
many produced in Palestine – showed Christian sacred sites in Palestine 
from the Holy Nativity site in Bethlehem to the resurrection site at the 
Holy Sepulchre.
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Erhard Reuwich

 Barnhard

von Breydenbach

Van Adrichem Villapando

Cathedral of the Resurrection 
in Jerusalem, Description of 
the Dominical Shrines of the 
Holy Land, Manuscript. From 
the Monastic Library of the 
Mekhitarist Fathers in Vienna, 
W757, f. 17v, 1697. 
Source: Mikayel Arakelyan, 
"An Illuminated Armenian 
Manuscript “Guidebook” to the 
Sacred Shrines in the Holy Land 
from the End of the Seventeenth 
Century." Études arméniennes 
contemporaines 9 (2017): 217-237.

Most early modern European representations of Jerusalem 
were copies of a few canonical maps, such as Erhard Reuwich’s in 1486, 
the �rst printed map of Jerusalem, and Friar Antonio de Angelis’s in 
1578. Reuwich’s map, for Bernhard von Breydenbach’s pilgrimage 
guide, labelled the Dome of the Rock “Soloman’s Temple” – erasing 
the city’s Islamic history. De Angelis’s map, published in Rome, was a 
truer representation of Jerusalem, especially its layout, as observed by 
Franciscan monks appointed as papal custodians of the Holy Places. 
Imaginative maps by Villapando in 1596 and van Adrichom in 1584 
rendered Jerusalem entirely in borrowed architecture – classical Greek, 
and sixteenth century European, respectively. Copied for centuries, such 
maps shaped the imagination of armchair pilgrims, biblical scholars, and 
theologians even a�er photography and modern cartography transformed 
maps.
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View of the Holy city of Jerusalem in ancient times - Lit. I.D. Sytin. 1894. Source: National Library of Israel.
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View of Jerusalem from the East, by Borowsky. 1760. Source: National Library of Israel.
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Jerusalem in the Bible of the Grote Kerk. Printed in 1663 by the Leiden firm of Elzevier. Maps 
printed from 1657 by Nicolaes Visscher  Source: Alkmaar Archives, Netherlands. 
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Schematic representations of Jerusalem were imbued with 
political and religious meaning throughout the medieval and early 
modern periods. The oldest surviving cartographic depiction of Jerusalem 

– appearing in a �oor mosaic (542–570 CE) in the early Byzantine Church of 
Saint George in Madaba, Jordan – incorporates a topographically-correct 
Jerusalem in the centre of the Holy Land and central to the Old World. 
Unlike modern maps that orient northward, it faces east, toward the altar.

Section 2
Jerusalem in Maps

Madaba Mosaic Map, Jordan.
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Die ganze Welt in einem Kleberblat (The entire 
World in a Cloverleaf), Jerusalem is in the centre 
of the map surrounded by the three continents, by 
Heinrich Buenting. 1581. 
Source: National Library of Israel.

Ermete Pierotti

 Emerging modern cartography and trigonometric surveys in the 
early nineteenth century popularized topographically-correct depictions 
of Jerusalem. An early such map by Ermete Pierotti in 1831, commissioned 
by the Ottoman government, demonstrates these drawings were not 
without religious interests, but shi�ed emphasis to surveys of important 
sacred sites. Pierotti, an Italian soldier/engineer, detailed a map of the 
city and the Dome of the Rock that also faces east. His map and research 
were simultaneously contested and utilized in maps of Jerusalem until 
the early twentieth century. 
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Mclean plan map, City of 
Jerusalem Town Planning Scheme. 
1918. Source: The National 
Archives in London. 

 Wiliam

McLean

The �rst comprehensive master plan of Jerusalem, commissioned 
by the British from William McLean in 1918, encouraged urban 
development in the north, west, and south of the Old City to preserve 
the skyline and views from the east and Mount of Olives.
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With the British Mandate’s demise, the UN Partition Plan for 
Palestine in 1947 proposed a UN-administered international corpus 
separatum for Jerusalem due to the city’s special status and shared 
religious importance. Instead, in 1948 Jerusalem was divided, and in 
1967 Israel occupied East Jerusalem.

UN Map of 
Central 
Jerusalem 
November 1949 
including Holy 
Places and 
Israel Jordan 
Armistice 
line. 3 April 
1949. Source: 
United 
Nations. 

Corpus separatum (Jerusalem) as 
proposed in the United Nations 
Partition Plan for Palestine. 
1947. Source: United Nations.
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 During the second intifada (2000–2005), Israel constructed a 
massive barrier to cut the city’s links to the West Bank. The 2018 map by 
UN O�ce for the Coordination of Humanitarian A�airs (OCHA) highlights 
the isolation of East Jerusalem caused by the barrier and Israeli city-
settlements ringing the city that sever Jerusalem from any surviving 
neighbour Palestinian town or village.

Jerusalem Map, West Bank - Access Restrictions. 
July 2018. Source: OCHA.

–
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Section 3
Isra’ and Mi‘raj – The Prophet and His Horse 

Jerusalem, the third most sacred city in Islam, is important as 
the site where the Prophet was carried to/from Mecca by al-Buraq (the 
heavenly winged horse) during his night journey (isra’) in order for his 
ascension to Heaven (mi‘raj) from the Temple Mount. Illustrations of 
the Prophet riding al-Buraq appeared in manuscripts on world history 
and biographies across the Muslim world from the fourteenth century 
onwards. A whole genre of manuscripts, the mi’rajnama, focused solely 
on recounting and illustrating the events of that night. In imaginative 
renderings, many depict the Ka’ba in Mecca, and some include the Dome 
of the Rock, as virtual and visual pilgrimages to the holy sites.

‘Exalted is He who took His Servant [the 
Prophet] by night from al-Masjid al-Haram [in 
Mecca] to al-Masjid al-Aqsa, whose surround-

ings we have blessed, to show him of Our signs. 
Indeed, He is the All-Hearing, the All-Seeing’ 

– Quran, 17: 1.
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 Al-Buraq has remained central to depictions of isra’ and mi‘raj to 
this day. While in Islamic tradition and hadith, al-Buraq has been referred 
to as a male creature, at some point in visual representations, al-Buraq 
became female. There is no original, no de�nitive Buraq, though he/she is 
o�en depicted as an angelic, winged being, usually with a gem-encrusted 
crown, the body of a mule, and tail of a peacock. He/she crops up on 
Persian miniatures, Pakistani trucks, Zanzibari ephemera, and Indian 
matchboxes. Yet al-Buraq’s essence remains elusive.

 In contemporary culture, al-Buraq bridges between knowledge, 
folklore, and belief, combining piety and speed. Its most literal expression 
is in the transport industry, much like the Greek mythological winged 
Pegasus, as a kind of patron saint for aviation and express post 
services. Airlines from Libya to Indonesia, bus companies, freight ships, 
motorcycle-taxis, and Pakistan’s �rst drone are all namesakes of al-Buraq.

“Burraq un Nabi” poster. 1920s/1930s. Source: The 
Priya Paul Collection, 
http://tasveerghar.net/.

http://tasveerghar.net/.
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Section 4
Orientalist Jerusalem

The Orientalist art movement, from its inception in the early 
nineteenth century, featured paintings of Jerusalem in a biblical past 
or in a contemporary state of romantic desolation. The beginning of 
the movement was intricately connected to European colonialism 
in the Middle East. Fascination with the Middle East emerged from a 
combination of political, intellectual, and literary forces. This fascination 
was the main driving force for the Romantic painters to depict the Orient 
as a place of unbridled sensuality, wilful violence, and extreme emotions. 

Inspired by increasing European production of archaeological 
knowledge about the ancient past of the region, many of the Orientalist 
painters used the backdrop of imagined ancient buildings, such as 
Solomon’s Temple, in portraying Jerusalem. They also painted panoramas 
of the city from the Mount of Olives in both biblical and contemporary 
times, inspired by early modern representations.

Jerusalem, 
David Roberts 
(British, 
1796-1864). 
1839. Source: 
The Cleveland 
Museum of Art.
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Jerusalem, 
Site of the 
Temple, David 
Roberts. 1839. 
Source: The 
Cleveland 
Museum of Art.

While many painters relied on a mixture of photographs, props, 
and imagination, some travelled extensively in the region to draw more 
authentic images. A few, like the German Gustav Bauernfeind, even 
moved to Jerusalem. Much of this stemmed from the belief that the 
people of Jerusalem and the Holy Land were largely unchanged from 
biblical times. Orientalists focused on exotic paintings of ordinary 
people in the city, with the subjects stereotyped, details exaggerated, 
and the sensory worlds of tastes and smells passionately invoked. This 
perspective reinforced the image of the Orient as savage and in need of a 
civilizing mission from the colonizing Europeans.

Orientalist paintings are still displayed in galleries globally, 
where these painters’ exotic fantasies of the Orient live on to in�uence 
how artists and the public think about, view, and depict the Middle East.

Church of 
the Holy 
Sepulchre, 
Jerusalem, 
David Roberts. 
1839. Source: 
The Cleveland 
Museum of Art.
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The people of Jerusalem tend to regard their city in a unique way, 
and with more sensitivity, than others do. This is apparent especially in 
the works of Jerusalem artists. Pioneer artist Sophie Halaby, born and 
raised in the Holy City, typically focused on Jerusalem in her artwork. In 
this part of the catalogue, we highlight the relationship and perspective 
of this talented artist with her city through her paintings. The various 
symbols and expressions of the city based on Sophie’s Jerusalemite 
experience are in sharp contrast to the Orientalist depiction of the city.

Section 5
Through the Eyes of 

Sophie Halaby

Sophy Halabi, A sketch of al-
Haram al-Sharif, pencil on paper. 
1940’s. Source: George Al Ama’s 
Collection.
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GEORGE 
AL AMA

George Al Ama Collection

Hand fan with a sketch of al-Haram al-Sharif with 
flowers, Wood, print and oil paint. Frederick 
Vester, American colony souvenir shop. Early 20th 
century. 
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An olive wood box with a relief map of Jerusalem, 
Plaster and olive wood, 19.5 x 9.5 cm. F.R. Vester, 
American colony souvenir shop. early 20th century. 

A model of the Tomb of Absalom, (Tantour Firaoun), 
Wood. 12.5 x 39 cm. Christ Church, Jerusalem, second 
half of the 19th century.
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Paperweight with a picture of the Holy Sepulchre by 
one of Jerusalem’s early artists, oil painting on 
olive wood First quarter of the 20th century.

Model of the Church of the Holy Sepulcher, made by Families from the 
Tarajmeh clan in Bethlehem, following the architectural plans by 
Bernardino Amico, Olive wood and Pistachio wood, mother of pearl, 
camel bone. 17th Century.
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DATING 
INSCRIP- 
TION

Dating Inscription

A number of historic and contemporary buildings have several 
types of inscriptions engraved on their walls. These inscriptions have 
di�erent purposes and content, but some are quite similar, especially 
in Palestine. Among the drawings most seen in Palestine is the Dome 
of the Rock, inscribed on the external walls of houses, and representing 
the strong symbolism and connection of the Palestinian people to their 
capital Jerusalem.

Artworks from the collections of the Fawzi 
Nastas Sculpture Studio.
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This part displays a number of inscriptions on Palestinian 
tombstones and lintels that contain the Dome of the Rock, prepared by 
the famous Palestinian sculptor Fawzi Nastas from Bethlehem. 

Nastas, who acquired his passion for sculpture from his father, 
obtained a PhD in Classical Fine Arts from the Accademia di Belle 
Arti di Brera in Milan in 1972. He participated in several international 
competitions, and contributed several artworks on global occasions. 

When asked to comment about engraving the Dome of the Rock 
on the doors of Muslim houses in Palestine, Nastas noted: ‘I am very 
proud of my contribution to preserving the Palestinian heritage’. Each 
inscription requires about four days of work to complete, depending on 
the type of stone. Among the common stones used are ‘Qabatya’ stone 
and ‘Mizze ahmar’ Red stone.
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On 11 December 1917, two days a�er the mayor of Jerusalem 
had surrendered to the British, General Allenby entered the city in a 
meticulously choreographed spectacle. Allenby’s entrance was stage-
managed for the inhabitants of Jerusalem and photographed and �lmed 
by British and Australian cameramen for the British global propaganda 
campaign. The newsreel composite of their recordings was a worldwide 
success for Allied wartime propaganda.

Section 6
Ceremonials of Victory 

and Surrender 

Allenby’s Entry, Jerusalem, British troops 
entering Jaffa Gate. December 11th, 1917. Source: 
Library of Congress.
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Allenby’s Entry, Jerusalem. Allenby receiving the 
notables, December 11, 1917. 
Source: Library of Congress.

Allenby was driven to Jerusalem but entered the city at noon on 
foot through Ja�a Gate. This was deliberate, to contrast with the image 
of German Kaiser Wilhelm II entering on horseback in 1898, nineteen 
years earlier, through a forced breach made in the wall next to Ja�a Gate. 
The spectacle was to symbolize humility and authority at the moment of 
conquest. No Allied �ags were �own throughout the entire proceedings. 
Troops had occupied the suburbs of the city, including Indian Muslims 
speci�cally dispatched to guard the Dome of the Rock, but none ventured 
within the city walls before Allenby’s entry.

Allenby’s Entry, Jerusalem. 
British troops entering Jaffa 

Gate. December 11th, 1917. 
Source: Library of Congress.
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The Mayor of Jerusalem 
Hussein Effendi el Husseini 
[al-Husseini], meeting with 
Sergts. Sedwick and Hurcomb of 
the 2/19th Battalion, London 
Regiment, under the white flag 
of surrender. Dec. 9th [1917] at 8 
a.m., 1917. 
Source: Library of Congress. 

A British proclamation from the steps of the citadel announced 
the military occupation of the city along with respect of the status quo. 
The British government supplied the texts to be read in English, Arabic, 
Hebrew, French, Italian, Greek, and Russian. Allenby then received various 
city notables and the heads of churches before leaving as he had come – on 
foot through Ja�a Gate.

 Allenby’s entry to Jerusalem was likened to the Last Crusade, 
framing the British colonization project in religious terms and as the 
triumph of Christians over Muslims in an everlasting con�ict. The idea 
of a crusade also embraced support from the Zionist movement and the 
plan to establish a Jewish homeland in Palestine, just a few weeks a�er the 
Balfour Declaration had been issued, on 2 November 1917.

“Allenby-deliverer of 
Jerusalem”. Undated. 

Source: Library of Congress.
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Proclamation by Allenby 
Jerusalem. December 11th, 1917. 

Source: Library of Congress.



Palestine From Above Chapter 3

٢١٩ ٢١٨

Allenby’s Entry, Jerusalem, 
British troops entering Jaffa 
Gate. December 11th, 1917. 
Source: Library of Congress.
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The British occupation of Jerusalem in 1917 came a�er a long 
battle with the Ottoman army that had devastating consequences for the 
Palestinian population. Two accounts of the war from the Ottoman army 
commander Hüseyin Hüsnü Emir (1883–1958) and Jerusalemite teacher 
Khalil Sakakini (1878–1958) demonstrate two perspectives from outside 
and inside the city on the loss of Ottoman Jerusalem.

Yıldırım map. Recording the action on 5 November 1917.
Source: Atatürk Library.

Section 7
War Maps and Diaries 
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Yıldırım map. Recording the action on 14 -30 
November -1 December 1917. Source: Atatürk Library.
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Yıldırım map. Recording the action on 7-9 December 1917. 
Source: Atatürk Library.

In 1921, the eve of establishment of the Turkish Republic, Hüseyin 
Hüsnü Emir, deputy chief of the Yıldırım (Thunderbolt) Army Group during 
the First World War, published his diaries of the Palestine Front with maps. 
In meticulous detail, Yıldırım maps provide war-related data for Palestine 
alongside topographical features: large maps showed the extent of land, 
while regional maps detailed military operations. Hüseyin Hüsnü Emir’s 
accompanying written account of the context for strategic decisions made 
by the Ottoman army on a daily basis gives life to the lines drawn on the 
map. While the maps demonstrate the power of cartography and aerial 
views to augment authority and control, the Yıldırım maps ironically 
highlight the moment when the Ottomans lost control of Jerusalem and 
Palestine despite their employment of new technologies.

Yildrim 
Diaries
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 Khalil Sakakini was an Orthodox Christian Jerusalemite educator 
witnessing the events of the First World War unfold in Palestine from inside 
his hometown. In his diaries, Sakakini described occasional sightings 
of Allied aircra� supplying troops and ammunition, as well as the fear 
and destruction wrought by aerial bombardments. He recounted how 
the Ottomans attacked the social fabric of the city by expelling targeted 
populations in the last days before British occupation. That was also when 
Ottoman forces arrested Sakakini for harbouring his friend, Alter Levine, an 
American Jewish citizen accused of being a spy. Their arrest and transfer to 
prison in Damascus occurred days before the British takeover of Jerusalem. 

Khalil 
Sakakini 
Diaries
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Yıldırım map. 
Recording 
the action on 
6 November 
1917. Source: 
Atatürk 
Library.
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BAWABET 
YAFA 

Bawabet Yafa 
[JAFFA GATE]

Amidst the geopolitical and historic circumstances that we live 
and experience in Palestine, memory, heritage, mobility, space, home, 
and return are concepts loaded with multiple meanings and signi�cance. 
Their signi�cation in the Palestinian context stems primarily from their 
concrete absence or the lack of concrete relationships with these concepts. 
And like the catastrophe of 1948 that produced and conditioned their 
meanings and signi�cation, they cannot be objectively and systematically 
captured. Current discourses, approaches, and for that matter speculation, 
can neither capture nor conceal this absence. Bawabet Yafa [JAFFA GATE] 
installation questions some of these taken-for-granted concepts, thereby 
allowing renewed meanings and relationships to emerge and intermingle 
with the concrete landscapes of Palestine.

Riwaq–Centre for Architectural Conservation.
Artwork type: Multimedia exhbition.
Year: 2016.
Artist: Khaldun Bshara (concept and research) & 
Yousef Taha (3D Printing).
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Legal and discursive distinctions of heritage do not capture the 
essence of heritage in Palestine due to the geopolitical circumstances 
experienced by Palestinians. Further, the catastrophic fate of Palestine 
and Palestinians as the result of the 1948 War (Nakba) undermined their 
attempts to realize a collective that is also material. Rather than having a 
concrete/non-symbolized relationship with Palestinian landscapes, the 
Nakba turned Palestine into a set of symbols through which Palestinians 
relate to Palestine.

Bawabet Yafa questions the notion of heritage and memory 
in Palestine by looking into the space of Ja�a Gate through the lens 
of early photography in Palestine and the lively memories of Wasif 
Jawhariyyeh. This narrative tells an alternative story of the relationship 
between the material past and the national imagination that takes future 
generations into account and shows that the built environment, although 
not recognized as heritage, was part of the spatial discourse related to 
knowledge production about past events (in the future). Bawabet Yafa 
makes it possible to speculate, “What would have happened if Jawhariyyeh 
had kicked Ashbee’s butt?”
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ON THAT 
DAY...

On That Day...

Artwork type: Film. Year: 2016. Artist: Mohanad 
Yaqubi (Director).
Screenplay: Wasif Jawhariyyeh of ( Edited Salim 
Tamari and Essam Nassar). Resreach: Khaldun Bshara. 
Photographs: G. Eric and Edith Matson collection. 
Cinematography: Subhi Dajani. Sound Design and 
composition: Jad Abbas (Muqata’a). Production: RIWAQ 
& Idioms Film.position).

Mohanad Yaqubi is a �lmmaker and producer, a founder of the 
curatorial collective Subversive Films, which focuses on militant �lm 
practices, and a founder of Ramallah-based production company, Idioms 
Film. He taught �lm studies in Ramallah, and since 2017 has been working 
as a researcher and lecturer at the School of Arts in Ghent, Belgium. His  
�lmography as a producer includes the documentary feature In�ltrators 
(2013), the narrative short Pink Bullet (Ramzi Hazboun), and as co-producer 
includes As I Want (2019), Ibrahim (2018), Ouroboros (2017), and Ambulance 
(2016), the narrative feature Habibi (2010) and the short narrative Though 
I Know the River is Dry (2012). In 2013, Yaqubi produced Suspended Time, 
an anthology by nine �lmmakers that re�ected on 20 years a�er the Oslo 
Peace Accords. In international festivals, his short �lm No Exit (written with 
Omar El Khairy) premiered at the Dubai International Film Festival in 2015, 
his �rst feature �lm O� Frame AKA Revolution Until Victory premiered 
at TIFF and the Dubai International Film Festival in 2016, and his second 
feature �lm R 21 was shown at the Amsterdam Documentary Film Festival 
and the Marrakech International Film Festival in 2022.

Mohanad 
Yaqubi
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Daily Life at a Critical Juncture in Jerusalem's History  
On That Day is a special journey into the archive and memory of Jerusalem 
in the early twentieth century, when the city was faced with questions of 
modernity at all levels, political, social and infrastructural. The narrative 
moment begins when General Edmund Allenby enters the city to declare 
the end of Othman rule, leading to the British Mandate of Palestine, 
launching a series of events that have changed the city’s dynamics forever. 
Based on the dairies of poet, musician and chronicler Wasif Jawhariyyeh 
(1897–1972), we understand this citizen of Jerusalem’s contemporaneous 
re�ections on issues of modernity regarding music, architecture, politics 
and infrastructure – shedding light on the social fabric of the city. The �lm 
provides a window into the politics of the Great War and its repercussions 
in Jerusalem, not just from the individual perspective of Jawhariyyeh, but 
also from the photographic heritage of that period, which provides us with 
a visual journey through early twentieth century Jerusalem. 
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Section 8
Wasif Jawhariyyeh’s Memoirs

Wasif Jawhariyyeh (1897–1973) was an Orthodox Christian 
Jerusalemite who served in the Ottoman army during the First World 
War. He also worked in the British Mandate administration as a clerk 
responsible for the land tax section of the records o�ce. His passion and 
highest accomplishment was music, however, particularly playing the 
oud. In his famous diaries, chronicling six decades of his life in Jerusalem 
under Ottoman rule, British occupation, and Mandate, Jawhariyyeh 
recorded the tempo of urban everyday life with the eye of a storyteller, 
words of a poet, and ear of a popular musician. His close relations with the 
Husayni family, the Ottoman command in Jerusalem, and the Mandate 
government allowed him to include the viewpoints of the ruling elite as 
well as the ordinary people, in his descriptions of the momentous events 
in Palestine.

Wasef 
Jawhariyyeh's 
Memoirs - 
Storyteller of 
Jerusalem.
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Section 9

A place cannot be isolated from the meanings and ideas ascribed 
to it by human beings in light of sociopolitical and historical contexts 
within the bounds of power relations. Places derive their symbolic 
meaning and identity from the perceptions and interpretations related 
to them. These meanings are formed through the ongoing transition 
of geography into a “place”, amidst the intersections of history and 
geography, thought and politics, culture and ideology. The identity of a 
place is neither based on the experience of living therein, nor on “pure” 
interpretations of it. Rather, a place’s identity is an expression of the 
political and ideological con�icts within that place or in connection to it.

Jerusalem can be seen as both a ‘place’ and an ‘idea’. At times, the 
idea surpasses the place, dominates the interpretations, and becomes the 
place’s essence. In the past, a certain conceptualization about Jerusalem 
prevailed over other notions, or over the ‘actual presence of that place’. 
Issam Nassar writes: ‘Jerusalem was an idea before it became a place in the 
material world’. He argues that this idea was generated by the “European 
memory and imagination” in the era of colonialism that was grounded 
on scriptures and Orientalist visions. Other notions converge with it, 
extend through it (and some resist it), for example, Zionist ideology, and 
the ideology that confronts it – the Palestinian national ideology, or the 
Arab-Islamic ideology.
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Perceptions of Jerusalem as a place were formed within the 
context of con�ict, and the war of ideas. With this understanding, we 
present the following two documents; each propose a certain ‘vision’ that 
demonstrates the ‘di�erent interpretations’ within the Palestinian vision. 
First, the o�cial ‘authoritarian’ and traditional Palestinian discourse, is 
an introductory curriculum book ‘Jerusalem… The Homeland and Spirit – 
A Reference Plan’, published by the Palestinian Ministry of Education and 
Higher Education, for Palestinian students. The second document titled 

‘Between the Symbolism of Life and Logic of Politics’ is based on a seminar 
held by the A.M. Qattan Foundation in 2008 to review the curriculum 
book, and attended by Palestinians with cultural expertise and deep 
experience with the daily social life in Jerusalem. The discussion led to the 
launching of cultural and political studies based on confronting the ‘other’ 
and their policies, claims and perceptions of Jerusalem and its identity.

Jerusalem: 
Place and 

Significance
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Section 10
The Gilo Colony Wall

A wall was built on a hillside, at the outset of the second 
Palestinian intifada in 2000, to protect the Israeli settlement of Gilo 
in East Jerusalem from snipers in Beit Jala, the neighbouring Christian 
Palestinian village on the hillside facing it. When the wall proved both 
ine�ectual and ugly, blocking the highly prized “Oriental landscape” of 
Beit Jala, the settlers began defacing it with hostile gra�ti. In response, 
the municipal authorities decided to so�en the wall by commissioning 
an artistic reproduction of the disappeared view. 

 A group of recently arrived Russian immigrant artists were 
hired to paint the wall rather than established Israeli artists who would 
have refused the commission as a blatantly ideological exercise in 
kitsch beauti�cation. The Russian artists, impoverished and grateful 
for the commission, brought with them a “sad” style of painting, as they 
described it, derived from socialist realism. They regarded the form as a 
relic of the Soviet system of living with lies.

 Gilo’s wall is a scar on the landscape, revealing the blatant 
violence of Israeli annexation of Palestinian land while simultaneously 
veiling it with an illusion. The real village of Bayt Jala is populous and the 
houses cover the adjacent hillside. The painted village is a picturesque 

“Arabian” depopulated landscape. It shows with remarkable candour the 
long-standing wish of many Israelis to simply ‘disappear’ the Palestinians 
along with the signs of their habitation.
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Israeli Sniper Wall, 
by Simon Norfolk. 2007. 
Source: Brooklyn Museum.
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Hans Kroch

Marvin Rosenthal

Section 11

The Holy Land Experience Religious Theme Park in 
Orlando - Florida, Jerusalem During the Time of 
Jesus – Jerusalem.
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Popular imaginings of Jerusalem in biblical times, divorced from 
its contemporary reality, has been a constant theme in European and 
American engagements with the city. The desire to freeze or reconstruct 
the living city into an imagined past has moved from images and texts 
on paper, to tours and �lms, large-scale models, and curated experiences 
in theme parks.

 In 1966, Hans Kroch, the owner of the Holyland Hotel in West 
Jerusalem, commissioned a large-scale model of the Old City during the 
Second Temple period in the �rst century CE, coinciding with the lifetime 
of Jesus. The 1:50 scale model (940 square meters) was designed by Israeli 
historian and geographer Michael Avi-Yonah and placed on a hill in the 
hotel gardens. Materials thought to have been used in the ancient city, 
such as limestone for houses and marble for the temple, were incorporated 
in its construction. The Holy Land Model literally eradicated and emptied 
the Old City of its living history and presented it as a relic of the past, to 
be gawked at and studied, a popular tourist attraction especially in the 
1980s. It was relocated to the Israel Museum in 2006 a�er the decline of 
tourism during the Second Intifada. 

The idea behind the Holyland Model gained tenfold ampli�cation 
by the building of the Holy Land theme park in Orlando, Florida, to allow 
American visitors and tourists around the world to experience the times 
of Jesus Christ without actually travelling to contemporary Jerusalem. 
The Holy Land Experience was a brainchild of Marvin Rosenthal, a 
Jew of Russian origin who became a Baptist pastor. The huge touristic 
enterprise opened in 2001 with economic and political objectives of 
being a consumer-based ‘heritage’ site, close to home both literally and 
metaphorically and far from the realities of Jerusalem’s past and present.
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Section 12
Googling the Holy City

Today, the internet o�ers a rapid means of access to visual 
and cartographic depictions of Jerusalem. The Google search engine, 
which curates a vast amount of information available on the World Wide 
Web, depends on its machine-learned assumptions of our interests and 
intent. When searching the city’s name in di�erent languages and from 
di�erent locations, Google provides vastly di�erent representations of 
Jerusalem, signalling the myriad contradictory ways the city has been 
depicted and captured in digitized �les, its histories commemorated, and 
its sites appropriated. Google holds up a mirror of how we want to see 
and understand Jerusalem, while we are well aware that this is not a full 
picture of the city’s complex reality.  
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ROAD TO 
JERUS- 
ALEM

Road to Jerusalem

Artwork type: Signage.
Year: 2009. Artist: Khalid Hourani.

occupational hazards
apexart

CAFAM

DOCUMENTA 13
KW

Khaled Hourani is a well-known artist, curator and art critic, 
living and working in Ramallah where he co-founded the 
International Academy of Art – Palestine and served as artistic 
director, then director (2007–2013). He was also general director 
of the Fine Arts Department in the Palestinian Ministry of 
Culture (2004–2006). A painter and a conceptual artist, Hourani 
has exhibited locally and internationally, including in Ramallah, 
Toulouse, Tokyo, Guangzhou, Beijing, Kassel, Berlin, and Sharjah, 
and had retrospectives in Glasgow, Ramallah, and Amman. 
Hourani has also curated and organized several exhibitions. 
A recipient of the Leonore Annenberg Prize for Art and Social 
Change (2013), and The State of Palestine Appreciation Award for 
Art (2019), he has also published In Search of Jamal al-Mahamel, a 
book about Suleiman Mansour’s lost iconic painting of Jerusalem.

Khaled
Hourani
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About the project  
Road to Jerusalem

Distance Stone 2009

Hourani’s project ‘Road to Jerusalem,’ which began in 2009 
within the framework of the ‘Jerusalem, Capital of Arab Culture 
2009’ celebrations, continues to live on in Palestine and abroad. 
It reminds the public of the centrality of Jerusalem by using 
emblems and banners on 45 cm x 60 cm ceramic plaques that 
carry the name of Jerusalem and the kilometre distance from the  
place of installation. The project means to rea�rm the centrality 
of Jerusalem’s historic, religious, and political signi�cance, and 
express people’s intimate and transcendent attachment to this 
city. It is a challenge to what has been forbidden, and despite the 
hostile Israeli practices to isolate and Judaize/Zionize the city by 
force, and prevent Palestinians from accessing it.  The project is 
an open call to both individuals and groups from all parts of the 
world – all nationalities and religions – to participate, interact, and 
express their connection to Jerusalem (regardless of whether they 
can access it or not), in spite of the checkpoints and distances.

A�er installing the ‘mother piece’ in the heart of Jerusalem with 
the ‘zero distance’ sign, the installation process began in other 
areas, in coordination with di�erent municipalities, villages, and 
refugee camps, clubs and community institutions in Palestine. 
The circle expanded to include public locations, squares, and roads 
in di�erent Arab and international capitals and cities abroad. The 
hanging of thousands of emblems and banners continues until 
today to strengthen the spiritual communication with the holy 
city. 

In this edition of work at the A.M. Qattan Foundation (June 2021), 
the artist chose a coloured frame to symbolize a beautiful garden 
surrounding a special building.  Future versions of this work are 
open to changes and diversi�cation. 
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Kingdom of
The Omen Heaven

CCTV

2
Dark Chamber 2

Jerusalem as a place and topic has inspired many �lm directors. 
European directors have targeted mainly the Christian audience and their 
yearning to see the Holy Land and explore its religious sites according to the 
paths walked by Christ. Jerusalem also features in a number of Hollywood 
blockbusters that sensationalized the architecture of the Old City (e.g., 
Kingdom of Heaven), along with horror amid its holiness (e.g., The Omen).

 
These productions used di�erent perceptions or depictions of 

Jerusalem according to directors’ aims and ideologies. Dark Chamber 2 
includes two �lms showing the daily life of Jerusalem’s residents during 
two di�erent periods. The �rst, among the earliest �lms, was produced by 
the French Lumière brothers who occupy a legendary place in the history 
of cinema and photography. In 1896, the Lumière brothers captured several 
scenes of Jerusalem, showing the daily life of Palestinians in the alleyways 
of the Old City and around Ja�a Gate, and gives valuable information on 
Palestinian clothing, activities, and religious rituals. 

 
Although the Lumière brothers visited Palestine six years a�er the 

start of Zionist activities in Palestine, the scenes of Jerusalem do not show 
any visual impact of Zionism on the city. In 2009/2011 – more than a century 
later – CAMP studio produced the �lm The Neighbour Before The House 
(Al Jaar Qabla Al Daar), which focused on the lives of Palestinian families 
in Jerusalem, increasingly controlled by the Israeli occupation. 

 
The �lm uses images captured by CCTV, a technology that 

produces proximity and distance at the same time, transforms private space 
into public, and converts domestic life into political. It attempts to ‘reverse 
engineer’ the idea of surveillance by having Palestinian families narrate the 
scenes of the transformation of Jerusalem by the Zionist colonization and 
tell their own stories of their neighbourhood landscapes.
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PALES-
TINE

Palestine 1896 (1897)
(1897 1896

When French movie innovators Auguste and Louis Lumiere 
invented Cinématographe, the �rst moving picture camera in 1894, two 
years later, they sent a camera man to Palestine to record the �rst video of 
the inhabitants going about their daily lives. Unfortunately, the �lms were 
lost until Lobster Films, a Paris �lm restoration company, discovered them 
again in 2007. Ninety-three �lm reels were found in a Paris antique shop, 
and all were in excellent condition. 

In 1897 Palestine was included in the Ottoman Empire and boasted 
half a million inhabitants with half that number living in Jerusalem.

"Porte de Jaffa : côté est| Porte de Jaffa : côté 
oust| Une rue".
Artwork type: Films. Year: 1896 (1897). Artist: the 
Lumiere brothers.
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Auguste and Louis Lumière, two of the most profound pioneers 
in the cinema world, are considered the earliest �lmmakers in history as 
they created the cinématographe with which the brothers made the �rst 
motion picture. In addition to their inventions through �lm, the brothers 
also made radical advances in photography, art and medicine.

Lumière 
Brothers
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THE NEIG 
HBOUR 
BEFORE 
THE HOUSE

The Neighbour Before 
The House

Eight Palestinian families living in and around Jerusalem city use 
their TV screens to look out into their neighbourhood, via a CCTV camera 
mounted on the roo�ops of their homes, tripods made of stones. A �lm 
production made possible without acknowledging or seeking permission 
from the Israeli state, and by re-orienting both operational images and 
subject-positions of citizens. Instead of bearing witness in the usual way, 
these families control the cameras from their homes;  a voice �nds an image, 
an image is probed beneath its surface, thoughts withdraw or rebound, 
as Palestinians evaluate the nature of their distance from others. This 
feature-�lm is part of a long body of experimental works by CAMP around 
documentary images, surveillance, subject awareness and distribution. 
The work was �lmed and shown in Jerusalem in 2009, and then edited 
into a �lm in 2011.

CCTV

Artwork type: Documentary film.
Year: 2009-2011.
Artist: CAMP (Shaina Anand and Ashok Sukumaran, 
with Shereen Barakat, Nida Ghouse, Mahmoud Jiddah, 
Mahasen Nasser Eldin, and Aarthi Parthasarathy).
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pad.ma
indiancine.ma

 Skulptur Projekte
Münster

BFI
FID

(Camp)

CAMP is a collaborative studio initiated by Shaina Anand and 
Ashok Sukumaran in 2007. From their home base in Mumbai, they co-host 
the online archives pad.ma (est. 2008) and indiancine.ma (est. 2013) and 
run a roo�op cinema for the past 14 years. CAMP’s artworks have been 
exhibited worldwide, including recent solos at the Argos Center for Art and 
Media, Brussels, and the De Appel Gallery, Amsterdam (2019); at Skulptur 
Projekte Münster (2017), Documenta 13 (2012) and Documenta 14 �lm 
program (2017), in the streets and markets of Bangalore, San Jose, Dakar, 
Mexico City, Jerusalem, Kolkata, Kabul, Delhi, Ljubljana and Bombay; in 
the biennials of Shanghai, Sharjah, Gwangju, Taipei, Singapore, Liverpool, 
Chicago, Lahore and Kochi-Muziris; at �lm platforms like the BFI London 
Film Festival, Viennale, FID Marseille, Flaherty Seminar and the Anthology 
Film Archives, and in art institutions such as Khoj, Sarai-CSDS, KNMA, Lalit 
Kala Akademi and NGMA New Delhi, Dr Bhau Daji Lad Museum, Bombay, 
MoMA, New Museum, Queens Museum and e-�ux New York, Tate Modern, 
Serpentine Galleries, and Gasworks London, HKW Berlin, Ars Electronica, 
Linz, MoMA Warsaw, Ashkal Alwan Beirut, Palestinian Museum, Birzeit 
to name a few. In October 2020 they were awarded the 7th Nam June Paik 
Centre Prize. 

www.pad.ma

CAMP
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FOUR

Ports of Memory

Ruins of Yasser Arafat 
International Airport, Rafah, Gaza, 
Palestinian Territories. 
19 August 2014.
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Ottoman military aviators began to �y aeroplanes over Pales-
tinian skies prior to the First World War with the Istanbul-Cairo Expedi-
tion in 1914. The Ottomans established multiple air�elds across Palestine 
with the help of the Germans so that German planes could photograph 
the land and bomb the British positions throughout the war.

A�er the war, commercial air travel became possible. The �rst 
International Airport in Palestine was constructed by the British in Lydda 
in 1934 followed by a second airport in Jerusalem in 1936. In 1948, Pales-
tinian infrastructure was targeted by Zionist takeovers and destruction. 
While the Lydda Airport was captured by the Zionist forces in 1948 and 
renamed, the Jerusalem Airport functioned under Jordanian occupation 
of Palestine until the 1967 War, when it was also captured by the Israelis. 
Since the second intifada it has been shut as a civilian airport.

Palestine had been without an airport a�er 1967, until the 
Yasser Arafat International Airport opened in Gaza in 1998 in ful�lment 
of the second Oslo agreement. It was owned and operated by the Pales-
tinian Authority until 2000, when the Israeli government destroyed its 
radar station, control tower, and runway. Since then, Palestinians have 
had to rely on international airports in Israel, Egypt, and Jordan for any 
air travel. The Israeli government, which has held Gaza under siege since 
2007, has proposed constructing an arti�cial island o� Gaza’s coast with 
air and sea ports – considered by Palestinians as a way for Israel to es-
cape responsibility for the two million Palestinians under its occupation 
in Gaza.

Palestine, with ports on the Mediterranean and located at the 
juncture of Anatolia, Syria, and Egypt, connects Asia, Africa, the Medi-
terranean, and the Red Sea. From the late nineteenth century, Palestine 
became increasingly accessible through the construction of secure land 
roads, seaports, railways, and airports. Many of the ports of entry to Pal-
estine were destroyed and reappropriated beginning with Ottoman rule, 
throughout the British Mandate, and �nally with the Israeli occupation 
– consigned to the domain of memory and archives.

Planning the repair and expansion of existing ports and con-
struction of new ports, railways, and airports necessitated surveying 
the land. Palestinian landscape was thus captured from above in photo-
graphs from natural and man-made vantage points, aerial photographs, 
and in maps. Imperial and colonial infrastructural programs required 
cheap labour, which was provided by the local population.

In the nineteenth century, new infrastructure projects inte-
grated Palestine into the larger span of the Ottoman Empire. Ottoman 
Palestine also became more important as a pilgrimage destination. With 
the advent of steamships, the railways in Palestine, namely the Ja�a–Je-
rusalem and Haifa–Dara‘a lines, facilitated travel for Christian and Mus-
lim pilgrims to the Holy Land. The Ja�a port and Gaza also functioned as 
important commercial transit points for agricultural produce. During the 
First World War, the British constructed a number of military railways as 
they pushed out the Ottoman armies. They connected Egypt through the 
Sinai to Haifa, which continued to operate passenger trains a�er the war, 
while the short al-Bireh–Jerusalem line functioned only as a temporary 
military railway and was dismantled at the conclusion of the war in 1919.

In 1942, the Haifa–Beirut–Tripoli railway line was built. Initial-
ly intended for military purposes during the Second World War, it was 
subsequently acquired by the Lebanese government. Had it opened for 
public tra¡c, it would have made Palestine once more the bridge be-
tween Africa, Asia, and Europe. Unfortunately, the scheme remained on 
paper, never implemented, as a result of the Nakba.

Ports of Memory
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Nahed Awwad's 2007 documentary film '5 Minutes 
From Home'.
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The Haifa–Dara‘a train was the second civilian railway project in 
Ottoman Palestine. It was planned as a branch of the Hijaz Railway that 
connected Damascus to Mecca, to ease travel for pilgrims in Palestine 
on their way to Hajj. It was initially proposed and planned by the British 
in their attempts to construct an alternative route to India from the 
Mediterranean to Syria, Iraq and the Gulf. The Ottoman government, 
however, built the branch for the transport from Haifa of supplies of raw 
materials needed for construction of the Hijaz Railway.

Section 1
The Haifa– Dara‘a Railway

Railway map of Palestine & Jordan, showing the 
Palestine Railways network as well as the Hedjaz 
Railway lines on both sides of the Jordan River.
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Construction of the track was an engineering feat, boasting eight 
tunnels and over three-hundred small and large bridges that had to 
be built in the Yarmuk River Valley. The Ottomans used photography 
to record and celebrate the construction of the railway. Through 
postcards, curated albums, and illustrated journals, the dissemination 
of photographs that captured the landscape from man-made and natural 
heights con�rmed Ottoman dominance of these territories. The photos 
depicting people also conveyed valuable data about social hierarchies and 
the labour landscape: The Ottoman o¡cers in the forefront – identi�able 
by their European costumes, fezzes, and fancy boots – and the soldiers 
and local labourers in the background. 

Construction of the railway also required detailed surveys of 
Palestinian topography. The Ottoman government not only used the 
maps for practical needs but also sold mass-produced versions of the 
whole Hijaz line for propaganda purposes.

Lithograph printed map of the Hijaz Railway sold for 100 kuru . The 
map has three sections. On the left, a map of the railroad and the roads 
leading from Damascus to Mecca is depicted illustrating the main 
cities and towns on the route. On the top right, a close-up of a section 
of the Beirut to Jerusalem route is depicted, with the railway between 
Jerusalem and Jaffa shown. On the bottom right, a detailed guide for 
pilgrims appears in Ottoman Turkish. 
Source: BOA, Hrt_1932.

BOA  Hrt_1932
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Front cover

Imperial Album prepared by The Royal Photographer 
Ali Sami, for the Ottoman Sultan Abdul Hamid II 
about the Hijaz Railway. 1905.
Source: The Omar Koc Collection.

Back cover
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The twelve-arched 
bridge with a masonry 
facade (patronized by 
the Ottoman Sultan) 
on the Hamidian Hejaz 
railway at the 498th 
kilometer starting from 
Damascus. 

a zım-ı asar-ı mirde 
cel yil-i hayr t-ı 
me küre-yi cen b-ı 
t cd r a zamıdan 
Hamidiye Hicaz demir 
yolunda ve amdan 
itibaren dört yüz 
doksan sekizinci 
kilometre dahilinde on 
iki gözlü kârgir köprü.

Ahasın-ı miras-ı 
senniye-yi cenab-ı 
cihanbandan Hamidiye 
Hicaz demir yolunda ve 
amdan itibaren dört 

yüz doksan be inci 
kilometre dahilinde ve 
Mo’alla ilerisinde v ki  
altı gözlü kârgir köprü 
in aatı.

The six-arched bridge 
with a masonry facade 
positioned (patronized 
by the Ottoman Sultan) 
on the Hamidian Hejaz 
railway at the 495th 
kilometer starting from 
Damascus and towards 
Ma’an. 
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The seven-arched bridge 
with a masonry facade 
(patronized by the 
Ottoman Sultan) on the 
Hamidian Hejaz railway 
from the constructions 
at the 494th kilometer 
towards Ma’an.

a zım-ı ma’sır-ı 
Hayriye ve cel yil-i 
mü’essesat-ı senniye-
yi hazrat-ı hilafet-
pinahıdan olan Hamidiye 
Hicaz demir yolu Ma’an 
ilerisi in aatından dört 
yüz doksan dördüncü 
kilometre yedi gözlü 
kârgir köprü.

Mü’essesat-ı mahasın-ı 
ayat-ı senniye-yi 

cenab-ı hilafet-
pinahıdan olan Hamidiye 
Hicaz demir yolu Ma’an 
ilerisi in aatından 
dört yüz doksan üçüncü 
kilometrede be  gözlü 
kârgir köprü.

The five-arched bridge 
with a masonry façade 
(patronized by the 
Ottoman Sultan) on the 
Hamidian Hejaz railway 
from the constructions 
at the 493rd kilometer 
towards Ma’an.
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The side view of the 
sixty-two-meter-long 
bridge with a masonry 
façade on the Haifa 
branch of the exalted 
line at the 121st 
kilometer from Haifa. 

Hat-ı l nin Hayfa 
ubesinde ve Hayfa’dan 

itibaren yüz yirmi 
birinci kilometre 
dahilinde altmı  iki 
metre kârgir köprünün 
yandan görünü ü.

Hat-ı kebir-i l nin 
Hayfa ubesi i m l t-ı 
sın yesinden yüz yirmi 
kilometrede in a olunan 
kırk iki metrelik Tel 
al- ahab civarında 
kârgir köprü.

The forty-two-long 
bridge with a masonry 
façade established 
near Tel al-Shahab on 
the Haifa branch of 
the great exalted line 
from the structures 
and works at the 120th 
kilometer. 
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The sixty-meter-long 
five-arched bridge 
with a masonry façade 
positioned on the Haifa 
branch of the great 
exalted line from the 
structures and works at 
the 110th kilometer. 

Hat-ı kebir-i l nin 
Hayfa ubesi i m l t-ı 
sın yesinden yüz on 
kilometrede vaki altmı  
metre tulunda be  gözlü 
kârgir köprü.

Hat-ı l  Hayfa 
ubesinde ve yüz 

kilomtre dahilinde 
olub iki buharlı makine 
ile çalı dı ı halde yalnız 
temel hafriyatı bir sene 
imtidad eden doksan 
metrelik köprü.

The nine-meter-long 
bridge, for which only 
the excavations have 
taken a year working 
with two steam engines, 
on the Haifa branch of 
the great exalted line 
from the structures 
and works at the 100th 
kilometer. 
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The entrance in the 
direction of Haifa of 
the two-hundred-and-
twenty-seven-long 
number one tunnel on 
the Haifa branch of the 
exalted line from the 
structures and works at 
the 104th kilometer.

Hat-ı l  Hayfa 
ubesinde ve yüz 

dördüncü kilometre 
dahilinde iki yüz 
yirmi yedi metrelik bir 
numerolu tünelin Hayfa 
cihetinden medheli.

Hat-ı kebir-i l nin 
Hayfa ubesi in aat ve 
i m l tından yüz birinci 
kilometre dahilinde üç 
gözlü yüz on metrelik 
demir köprünün kârgir 
kısmı in aatı ameliyatı.

The construction of the 
masonry section of the 
hundred-and-ten-meter-
long three-arched iron 
bridge on the Haifa 
branch of the great 
exalted line from the 
structures and works at 
the 101st kilometer.
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The construction of 
the masonry section 
of the hundred-and-
ten-meter-long three-
arched iron bridge on 
the Haifa branch of the 
exalted line at the 96th 
kilometer from Haifa

Hat-ı l nin Hayfa 
ubesinde ve Hayfa’dan 

itibaren doksan altıncı 
kilometrede üç gözlü 
yüz on metrelik demir 
köprünün kârgir kısmı 
in aatı.

The wooden frame 
composition of the 
hundred-and-ten-
meter-long three-
arched iron bridge on 
the Haifa branch of the 
exalted line at the 95th 
kilometer from Haifa. 

Hat-ı l nin Hayfa 
ubesinde ve doksan 

be inci kilometre 
dahilinde üç gözlü 
yüz on metrelik demir 
köprünün ah ab iskelesi 
terk batı.
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The construction of the 
masonry pier of the 
three-arched hundred-
and-ten iron bridge on 
the Haifa branch of the 
exalted line at the 94th 
kilometer from Haifa.

Hat-ı l nin Hayfa 
ubesinde ve Hayfa 

mebde itibarile doksan 
dördüncü kilometre 
dahilinde üç gözlü yüz 
on demir köprünün bir 
kârgir aya ının in aatı.

The form of the three-
arched hundred-and-ten 
iron bridge on the Haifa 
branch of the exalted 
line at the 94th kilome-
ter from Haifa.

Hat-ı l nin Hayfa 
ubesinde ve Hayfa 

mebde itibariyle doksan 
dördüncü kilometre 
dahilinde üç gözlü yüz 
on demir köprünün suret 
terkibi.
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The construction of the 
masonry pier of the 
three-arched hundred-
and-ten-meter-long 
iron bridge on the 
Haifa branch of the 
exalted line at the 93rd 
kilometer from Haifa.

Hat-ı l nin Hayfa 
ubesinde ve Hayfa 

mebde itibarile doksan 
üçüncü kilometre 
dahilinde üç gözlü 
yüz on metrelik demir 
köprünün bir kârgir 
aya ının in aatı.

The construction of the 
three-arched hundred-
and-ten-meter-long 
Yarmuk iron bridge on 
the Haifa branch of the 
exalted line at the 93rd 
kilometer from Haifa.

Hat-ı l nin Hayfa 
ubesinde ve Hayfa 

mebde itibarile doksan 
üçüncü kilometre 
dahilinde üç gözlü yüz 
on metrelik Yarmuk 
demir köprüsü in aatı.
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The fifty-meter-long 
Yarmuk iron bridge 
positioned on the 
Haifa branch of the 
exalted line at the 79th 
kilometer from Haifa.

Hat-ı l nin Hayfa 
ubesinde ve Hayfa 

mebde itibarile yetmi  
dokuzuncu kilometre 
dahilinde vaki elli 
metrelik Yarmuk demir 
köprüsü.

The view from a section 
of the path of the 
Haifa branch of the 
great exalted line 
neighboring the village 
of Tel al-Shahab.

Hat-ı kebir-i l nin 
Hayfa ubesi 
güzergâhından Tel-i 
al- ahab karyesi 
civarına müsadif olan 
bir kısmın manzaresi.
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The view of the 
descending waterfall 
on the path of the Haifa 
branch of the great 
exalted line in front 
of the village of Tel 
al-Shahab in the Yarmuk 
valley.

Hat-ı kebir-i l nin 
Hayfa ubesi 
güzergâhında Tel-i 
al- ahab karyesi 
pi gahından Yarmuk 
deresine münhadir olan 
elalenin manzarası.

The construction of the 
masonry section of the 
hundred-and-ten-meter-
long three-arched iron 
bridge on the Haifa 
branch of the great 
exalted line from the 
structures and works at 
the 101st kilometer.

Hat-ı kebir-i l nin 
Hayfa ubesi in aat ve 
i m l tından yüz birinci 
kilometre dahilinde üç 
gözlü yüz on metrelik 
demir köprünün kârgir 
kısmı in aatı ameliyatı
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The general view of the 
under-construction 
pier on the square of 
the Haifa station on the 
exalted line. 

Hat-ı l nin Hayfa 
istasyonu meydanıla 
derdest in a olan 
iskelesinin mazara-yı 
umumiyesi.

The view of the under-
construction pier in 
Haifa for the exalted 
line.

Hat-ı l  için Hayfada 
derdest in a olan 
iskelenin manzarası.
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The erection of the 
exalted column in the 
square of the Haifa 
branch of the exalted 
line. 

Hat-ı l nin Hayfa 
ubesi meydanda rekz 

olunan sütun-u l .

The view of the exalted 
column and the steam 
engine shed and the 
storage for mercantile 
goods in the square of 
the Haifa station on the 
exalted line. 

Hat-ı l  Hayfa 
istasyonu meydanile 
sütun-u l nin ve 
makine sundurmasının 
ve e ya-yı ticariye 
ambarının görünü ü  
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THE HEJAZ 
RAILWAY IN 
PALESTINE

The Hejaz Railway in Palestine
A photographic journey taken in 2020 to explore the Hejaz 

Railway line in Palestine... or what remains of it. An expedition to the 
original main stations, built along the line by the Ottomans over a 
century ago, followed its path from Haifa to Al-Hamma, reveling in the 
country’s myriad beauty from the Mediterranean coast to the Yarmouk 
River. The trip also traced the railway’s southern branch (now in the 
West Bank), extended to Nablus and Tulkarem as part of the Ottoman 
war-e�ort. This visual trek tries also proposes notional juxtapositions of 
the imagined past and the realities of the present and, more strikingly, 
the toll that time has taken on Palestinians’ ability to preserve their 
heritage or determine their fate. The last shot on this journey – showing 
the Tulkarem Station at the line’s end, stranded on the other side of the 
Wall – is an allegory, so to speak, of what has become of Palestine and the 
Palestinians today.

Artwork type: Photographic Journey.
Year: 2020.
Artist: Jack Persekian.
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Jack Persekian, artist and curator, founder and director of Al-Ma’mal 
Foundation for Contemporary Art and Gallery Anadiel in Jerusalem. He 
previously held the position of Director and Head Curator of the Palestinian 
Museum (2012–2015); Founding Director of the Sharjah Art Foundation 
(2009–2011); Artistic Director of the Sharjah Biennial (2007–2011); Head 
Curator of the Sharjah Biennial (2004–2007); Founder and Artistic Director of 
The Jerusalem Show (2007–present), and Qalandiya International (2012-14).

Exhibitions and projects include: Past Tense, Birzeit University 
Museum, (2019); the Jerusalem Quarterly, Spring 2019 – Issue 77, Institute 
of Jerusalem Studies ; The Khalidi Library Jerusalem: Knowledge, Place and 
Time – Inaugural exhibition (2018); A�er Matson, W.F. Albright Institute 
of Archaeological Research, Jerusalem (2017) ; In the Presence of the 
Holy See, Bethlehem and Dheisheh Refugee Camp (2014) ; Nablus Soap, 
performances (2010-12) at the Beirut Art Center; Abu Dhabi Art (with Tarek 
Atoui); ICA London; Hammer Museum – LA; MIT – Boston; The New 
Museum – NY; the Adelaide Festival of Arts, Australia.

Persekian lives and works in Jerusalem, and is the recipient of the 
Order of Culture, Science and Arts, Innovation level, from the State of 
Palestine (2016). 

Jack
Persekian
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Section 2

Apart from the two civilian railways connecting Ja�a to Jerusalem 
and Haifa to Dara‘a, there were a number of military railways constructed 
in Palestine during the First World War. The al-Bireh–Jerusalem train 
was one such venture established by the British. It had the shortest of 
lives, a matter of mere months. It was to have continued on to connect 
Jerusalem to Nablus, though its �nal section from al-Balu’ to Nablus never 
materialized. Begun in May 1918, the Jerusalem–al-Bireh section was 
completed by September and dismantled in 1919.

The Haunted 
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Blow, engine, 
Blow while still in our lands 
Hold your wh istle, engine 

while we bid our kin farewell…

The line was built by 850 labourers – Egyptians and local Palestin-
ians, half of whom were women. Apart from a few traces of its existence 
in archives, the memory of the al-Bireh-Jerusalem railway survives only 
in wedding songs of the Birawi women, who have claimed both the train 
and its whistle: 

Could the 
Archives Lie? The 

Disappeared Train
Salim Tamari,  

2017
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Section 3

As steamships reduced time and distance for travellers coming 
from across seas and oceans, the seaports of Ottoman Palestine became 
increasingly more important. In the late nineteenth century, Ja�a was 
the primary port for transfer of goods and pilgrims to the Holy Land. 
Ja�a’s signi�cance increased a�er the establishment of the �rst railway 
in Palestine in 1892, connecting Ja�a to Jerusalem. Ja�a port’s natural 
features were suited to small boats and sailboats, so large steamships 
had to anchor farther from the coast, and smaller boats ferried goods and 
passengers to the port. The old Ja�a port gradually lost its prominence 
during the British Mandate to the Haifa port and to the Tel Aviv Jewish 
settlement port to the north. 

Haifa was the second most important port in Ottoman Palestine, 
owing its position to the decline of ‘Akka port, the building of the only 
wharf for steamships in the eastern Mediterranean in the 1850s, and the 
Ottoman construction of the Haifa–Dara‘a branch of the Hijaz Railway in 
1904. In the 1930s, a�er an extensive survey of the Palestinian coast, the 
British decided to build a deep water port in Haifa. By 1936, it had become 
the most important port in Palestine.

The establishment of the Tel Aviv port was tied to the Arab 
Revolt 1936–1939 when Ja�a was closed o� to Zionist activity. Although 
economically insigni�cant, it had tremendous symbolic importance to 
the Zionist project as their �rst port in Palestine.

In the UN Partition Plan of 1947, Haifa and Tel Aviv were assigned 
to be part of a Jewish state and Ja�a part of the Palestinian one. However, 
Israel seized all major ports in 1948. Gaza, which never had seaport 
infrastructure, became Palestine’s only connection to international waters. 
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More than 300,000 Palestinian refugees flee across the demolished Al-
lenby Bridge, over the Jordan River to the East Bank, during the second 
Arab-Israeli hostilities in 1967. 
Source: UNRWA Archives, Photographer Unknown.
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Israeli Minister of Defense Moshe Dayan devised a strategy for 
dealing with the indigenous inhabitants of the land based on military 
power and security control, and on the separation of Palestinians from 
each other, and from the outside world. This strategy deprived Palestinians 
of their freedom of movement within Palestine, and their freedom to 
choose their preferred exit from the country. This policy is  especially 
limiting for West Bank and Gaza Strip residents who have only one exit, 
al-Karama crossing to Jordan for West Bank residents, and Rafah crossing 
to Egypt for Gaza residents.  

The experience of moving through al-Karama crossing is best 
described as a  ‘nightmare’. Various inspection procedures and onerous 
paperwork requirements strips Palestinians of their dignity and humanity. 
The process is also costly and time-consuming, despite the short distance, 
and is repeated by each border authority –  Palestinian, Israeli, and 
Jordanian.

The wooden bridge at al-Karama crossing was built by the 
Ottoman Empire in 1885, and destroyed and rebuilt several times due 
to wars and natural disasters, the last time a�er the 1967 War. Known as 
Allenby Bridge by the British (and Israel), King Hussein Bridge by Jordan, 
and al-Karama crossing by Palestinians, the structure was repaired and 
reopened six months from its destruction. According to [Israeli] Military 
Order 175, ‘Order Concerning Transit Stations’, “ the Israeli Ministry of 
Interior or the Israeli Police have permission to establish a transit station 
near Allenby bridge on the Jordan River in order to conduct security 
checks and issue permits for persons who desire to move from the West 
Bank of the Jordan River to the State of Israel [that is, the Israeli-controlled 
transit point] or vice versa”.

 The documentary �lm titled Bon Voyage, directed by Raed Hilu, 
sheds light on the daily di¡culties and procedures that Palestinians 
are forced into when moving within al-Karama crossing. This �lm was 
supported by the International Campaign for the Freedom of Movement 
and Travel for Palestinians (KARAMA Campaign) and the Rosa Luxemburg 
Sti�ung o¡ce of Palestine in 2014. 

Al-Karama Border Crossing
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BON 
VOYAGE!

Bon Voyage!

The documentary Bon Voyage! by director Raed Helou depicts 
the processes and everyday hardships of Palestinians at the border cross-
ing. Organised by the International Campaign for Freedom of Movement 
and Travel for Palestinians (the KARAMA Campaign) and the Palestine 
o¡ce of the Rosa Luxemburg Foundation, this �lm was released on 2 
June 2014 as part of a �lm premiere at the Cultural Palace,  Ramallah. The 
screening was attended by more than 350 guests, many of whom took 
part in an intensive and constructive discussion with the director and 
members of the KARAMA Campaign.

Rosa Luxemburg Foundation.
Artwork type: Film.
Year: 2014.
Artist: Raed Helou.
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Arte East IDFA

Voices
Forward
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Raed Helou is a Palestinian �lmmaker and camera man, he 
was born and raised in Gaza and is based currently in Ramallah. His 
documentary �lm La’alo Kheir (Hopefully for the Best), won Ramallah 
International Film Festival’s main Award in 2004.  

Among the �lms he had directed are the documentary �lms 
the “Tea Boy” and “The Struggle for Democracy”, both were �lmed 
in Gaza in 1998 for Channel 4; “Local” (2002); “In Seven Days” (2005);  

“Angles watch over us always” (2006), and the documentary �lm “Bon 
Voyage” done for “Karama Campaign” in 2014 with the support of Rosa 
Luxemburg Palestine O¡ce. Raed also started up and directed the �rst 
season of the sarcastic show “watan a’ala  ater” for Palestine TV in 2009. 

Among the documentary �lms he had �lmed are “Refugees” 
�lmed in Gaza in 1994, “Idle Ships” in 1995, “Little Hands” in 1996, “Gaza 
A�er Peace Process” in 1996, “Close to Death” in 1997, “Human Rights 
Are Woman’s Rights” in 1995 and the “Stones of The Valley” �lmed in 
Ramallah in 2009.

Raed had worked as a cameraman and editor and had produced 
news and feature stories for several TV Channels and production 
companies including France 24 and BBC English and Sky News Arabia. 

His �lms were screened in several international �lm festivals, 
this includes Dreams of a Nation Film Festival (Palestine- USA), Dubai 
International Film Festival, IDFA Festival (Holland), Cannes Film 
Festival (France), ArteEast Film Festival (NewYork), Ashkal Alwan 
Festival (Lebanon), Fribourg International Film Festival (Geneva), Arab 
Film Festival (USA), Voices Forward Film Festival (Toronto)and in Jeonju 
International Film Festival (Korea). 

Raed
Helou
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Lydda Airport, airport building 
showing a Misr plane & Palestine 
Airways plane. Between 1934 and 
1939. Source: Library of Congress. 

Built by the British in 1934, Lydda Airport was the �rst interna-
tional airport in Palestine. Before  Lydda Airport, there were a number of 
air�elds in Palestine constructed by the Ottomans with the help of the 
Germans in the town of Samakh, south of Lake Tiberius, in Ramla, and 
in Gaza. The British operated a small airport in Haifa to serve the Iraq 
Petroleum Company. 

Lydda was chosen due to its strategic position at the juncture of 
railways running west to Ja�a and the Mediterranean, east to Jerusalem, 
north to Syria, and south to Egypt. Lydda Airport was envisioned as an 
alternative international transport centre, considering the possibility of 
the British being forced out of Egypt. It was both a local and an interna-
tional hub, an important stop along the ‘Empire Route’ for the British 
national airline, Imperial Airways. 

During the Second World War, commercial travel to Lydda 
Airport stopped and it was used solely for military operations. On the 
11th of July 1948, Lydda Airport was captured by the Israeli forces and 
renamed Lod International Airport. In 1974 the airport was renamed Ben 
Gurion International Airport.

Lydda Airport
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The Gaza Airport Island Initiative 

–

The �rst Oslo accord (1993) heralded new plans to construct a 
seaport in the Gaza Strip. One port was begun in 2000 with international 
funding but was destroyed a�er three months by the Israelis during the 
second intifada. The small port of Gaza, catering to the �sheries and the 
small Palestinian Naval Police, has been under Israeli blockade since 2007. 
Israel has stopped all infrastructure projects for Gaza, considering them 
as threats to its security as long as Hamas holds power in the Gaza Strip.

The Gaza Airport Island Iniative



Palestine From Above Chapter 4

٣٤٧ ٣٤٦

In March 2011, Israeli transport minister Yisrael Katz revealed a 
plan to build an arti�cial island o� the coast of Gaza with sea and air ports. 
The idea was proposed in order to break Israel completely from Gaza and 
wash it of any responsibility towards the Palestinians whom it had put 
under siege. At the same time, it was intended to cater to Israel’s security 
needs by making the island an internationally funded and controlled area. 

Estimated to cost between five to ten billion U.S. dollars, 
environmentalists and Palestinian o¡cials described the venture as 

‘fantasy’ and ‘madness’ and accused Katz of political opportunism. The 
plans never materialized but have been raised repeatedly in ensuing years 
whenever the international community has pointed out the humanitarian 
crisis unfolding in the Gaza Strip as the result of the Israeli blockade.

Gaza Port, 2015, photography by Majdi Qreiqa'.
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Gaza International Airport, also known as the Yasser Arafat 
International Airport, was constructed in ful�lment of the second Oslo 
agreement (1995). The airport was built with funding from Japan, Egypt, 
Saudi Arabia, Spain, and Germany. It was designed by Moroccan archi-
tects, who modelled it a�er the Casablanca airport, and constructed by 
Usama Hassan el-Khoudary’s engineering and contracting company at 
a total cost of  86 million U.S.D. It opened on 24 November 1998 with a 
ceremony attended by Palestinian President Yasser Arafat and U.S. Pres-
ident Bill Clinton where it was described as evidence of progress toward 
Palestinian statehood. 

 Gaza International Airport was owned and operated by the State 
of Palestine, and served as the home airport for Palestinian Airlines. The 
airport’s operation was short-lived as Israel bombed it during the Second 
Intifada, destroying the radar station and control tower on 4 December 
2001. Israeli bulldozers destroyed the runway a month later, on 10 January 
2002. 

Rafah, Gaza Strip, Palestinian 
Territory. Palestinian 

competitors take part in camel 
race on the former international 

airport in the southern city of 
Rafah. 20 October 2019.

 Source: IMAGO. 

IMAGO

Yasser Arafat International Airport
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Gaza: International Airport 
Opens.

On 22 July 2010, a group of 7,203 Gazan children between the ages 
of 6 and 15 participated in setting a new Guinness World Record for the 
simultaneous dribbling of basketballs on the airport's undamaged ramp.
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BON 
VOYAGE!

Bon Voyage!

An empty Ben Gurion airport. A plane hovering in the sky morphs 
into the contours of a toy. A bomb-detecting robot carefully and absurdly 
approaches a suspicious suitcase. Tension is further built up at the possibility 
of an attack, while the robot slowly approaches the suitcase to shoot it. 
The suitcase explodes. But, it had already been emptied (by the �lmmaker).

Artwork type: Film.
Year: 2020. Artist: Kamal Jaafari.
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Kamal Aljafari is a �lm director and artist. His �lmography includes 
'An Unusual Summer’ (2020) ‘Recollection’ (2015), ‘Port of Memory’ (2009) 
and ‘The Roof’ (2006). Aljafari’s �lms have been screened in numerous 
�lm festivals including Locarno, Berlinale, Torino, Toronto, Rotterdam, 
Fidmarseille as well as museums including Tate Modern and MoMa in 
NYC. He was a featured artist at the 2009 Robert Flaherty Film Seminar 
in New York, and in 2009/2010 was the Benjamin White Whitney Fellow 
at Harvard University’s Radcli�e Institute and Film Study Center. In 2010, 
he taught �lm at The New School in New York City, and from 2011 to 2013 
he was a senior lecturer and head of the directing program for the German 
Film and Television Academy (DFFB) in Berlin. He received a number of 
�lm prizes and art grants, among them Kunstfonds and Kunsti�ung NRW 
fellowships, as well as the Friedrich Vordemberge visual art prize of the city 
of Cologne in Germany.

MoMa

Kunsti�ung NRW

Kamal
Aljafari
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INSIDE THE 
EDITING 
ROOM

Inside The Editing Room

A video installation exploring the relationship between Palestinian 
o¡cers who accompanied the late president Yasser Arafat on his travels 
between the West Bank and Gaza Strip a�er establishing the Palestinian 
National Authority following the Oslo Agreement. The o¡cers were 
granted the opportunity to see Palestinian cities in their everyday states 
as disharmonious landscapes and slums. President Arafat favoured travel-
ling by helicopter, which allowed him to descend from the sky and greet his 
fans. These helicopters were to stay on a speci�c �ight path set by the Israeli 
Aviation Authority. Regarding the noise pollution made by the helicopters: 
“Heterogeneous sounds whose intensity exceeds the normal permissible 
average for the ear.”

Artwork type: Video installation.
Year: 2021.
Artist: Khaled Jarrar.
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Born in the occupied city of Jenin in 1976 and currently based 
in Ramallah. MFA in Fine art and photography from the University of 
Arizona. Khaled creates work that explores the impact of modern-day 
power struggles on ordinary citizens, while seeking to maximize the social 
potential of artistic interventions. His work has been shown across the 
world in venues such as the New Museum (NYC), Aga Khan Museum 
(Toronto), USF Contemporary Art Museum (Tampa), Sharjah Biennale and 
the 7th Berlin Biennale.

 Jarrar’s solo exhibitions include Ayyam Gallery, Dubai (2016); Art 
Bartsch & Cie, Geneva (2015); Galerie Polaris, Paris (2014, 2012); Gallery One, 
Ramallah (2014); Ayyam Gallery London (2013); and Galerie Guy Bartschi, 
Geneva (2013). Recently, he has participated in collective exhibitions at 
Hinterland Gallery, Vienna (2016); Institut du Monde Arabe, Paris (2016); 
Aga Khan Museum, Toronto (2016); Palais De La Culture, Constantine 
(2015); Maraya Art Centre, Sharjah (2015); New Museum, New York City 
(2014), University of Applied Arts, Vienna (2014); the 15th Jakarta Biennale 
(2013); and the 7th Berlin Biennale (2012).

 Jarrar is a recipient of the 2016 Anni and Heinrich Sussmann Award, 
which recognizes international artists who are committed to the ideals of 
democracy and antifascism.

Khaled
Jarrar
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THE 
ROAD MAP

The Road Map
 The territories of Israel and Palestine are, in these days, a laboratory 

of the world. This is a region where, in few acres, an incredible variety of 
borders, enclosures, fences, check points and controlled corridors are 
concentrated. On January 13th and 14th 2003 we tried to measure, with 
our EU passport, the density of border devices in the surrounding area of 
Jerusalem. On January 13th we travelled on the highway 60, along with a 
person with an Israeli passport from the colony of Kiriat Arba to the colony 
of Kudmin. The following day, we travelled along with a person with a 
Palestinian passport from the city of Hebron to the city of Nablus. The two 
routes both start and end in the same latitude; at some points they overlap.

Their travelling times, though, are profoundly di�erent. To move 
between the two latitudes, the Israeli traveller took around one hour, while 
the Palestinian took �ve and half hours. The West Bank territories are 
divided into three di�erent zones: Zone A: under Palestinian Authority 
military and administrative control. It includes most Palestinian cities; 
Zone B: under Israeli military control, but under Palestinian Authority 
administrative control. It mostly includes Palestinian villages: Zone C: 
under Israeli military and administrative control. It includes most Israeli 
colonies.  This partition produced a leopard-skin like territory, where the 
three zones alternate with each other without any apparent logic.

The di�erent temporality of the two routes is due to the fact that 
the Israeli travellers in order to move from a settlement to the other – 
from a Zone C to another Zone C – can use the so-called by-pass-roads: 
that is highways – o�en in tunnels or elevated – which link the colonies 
by-passing Palestinian villages.

On the other hand, the Palestinian travellers who want to move 
from one city in Zone A to another in a di�erent Zone A must pass through 
B or C Zones which are under Israeli military control, crossing a number 
of both permanent and temporary check points – or trying to avoid them. 
The check points – which are situated along the “Green Line” that runs 
between Israel and West Bank as well as on the edges of East Jerusalem 
– cannot be crossed by those who have a “travel document” issued by 
the Palestinian Authority, unless they are also provided with a special 
permission issued by the Israeli government. Other check points are 
daily activated and removed according to Israeli government security 
guidelines.
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DAAR/Decolonizing Architecture Art Research.
Artwork type: Research Project.
Year: 2003
Artist: Sandi Hilal & Alessandro Petti.

The artistic practice of DAAR – Sandi Hilal and Alessandro Petti – is 
situated between architecture, art, pedagogy and politics. Over the last two 
decades, they have developed a series of research- projects that are both 
theoretically ambitious and practically engaged in the struggle for justice 
and equality. In their artistic research practice, art exhibitions are both 
sites of display and sites of action that spill over into other contexts: built 
architectural structures, the shaping of critical learning environments, 
interventions that challenge dominant collective narratives, the produc-
tion of new political imaginations, the formation of civic spaces and the 
re-de�nition of concepts.

Their artist practice has received the following awards: Keith Haring 
Fellowship in Art and Activism at Bard College, Loeb Fellowship Harvard 
University, Prince Claus Prize for Architecture, shortlisted for Visible 
Award, the Curry Stone Design Prize, the New School’s Vera List Center 
Prize for Art and Politics, the Anni and Heinrich Sussmann Artist Award, 
the Chernikov Prize and recipient of the Foundation for Art initiatives 
grant.

Sandi Hilal is visiting professor at Lund University, and Alessandro 
Petti is a professor of Architecture and Social Justice at the Royal Institute 
of Art in Stockholm. 

DAAR 
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3
Dark Chamber 3

Impressions of border crossing points usually teem with crowds of 
travellers, workers, and those who control the crossing points. Feelings 
are stored in memory and retrieved through photos and stories told by 
the people.

The external walls of Chamber 3 show �lms that depict such 
experiences, memories, and feelings. We see clips of the oldest video 
footage of Palestine, taken by the Lumière brothers. They show the 
movement and interaction of people in di�erent locations: the port, 
passengers waiting to board the train, and the country’s landscape as 
seen from the windows of the train.

“Train – Trains 2: A Bypass,” a �lm by the Lebanese �lmmaker, 
Rania Estephan, takes us on a romantic trip that follows the old coastal 
railway that used to connect Lebanon with Palestine to the south, 
and Syria and Anatolia to the north. The �lm depicts personal stories 
of ordinary people in Lebanon who lived next to the train stations, 
describing their relationships with these abandoned structures,.

A �lm by Nahed Awwad about Jerusalem International Airport 
titled “5 Minutes Away from Home” is an attempt to recall the memory 
of that once vibrant hub through the experiences and stories of those 
who lived in its vicinity, those who worked in it, and those who had the 
opportunity to travel through it. Stories about the mixed experiences of 
joy and pain reveal much about the now disappeared airport.  

These �lms bring alive an erased history.
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5 MINUTES 
FROM 
HOME

5 Minutes From Home focuses on the growing isolation of Palestin-
ians in the last decades. The life of the Jerusalem Airport symbolizes this 
very well: Once a hub for the entire world, now the �lthy end of it.

 The Jerusalem Airport lies along the road that links Jerusalem to 
Ramallah. It has been occupied by Israeli army since 1967, at a 5 kilometer 
distance from Ramallah and 10 kilometer distance from Jerusalem. Today, 
to the east of the runway, a huge military checkpoint blocks the Jerusa-
lem-Ramallah road, a dead end street.

 Nahed Awwad discovers that life has not always been like this, and 
that this sad spot used to be a place where international aircra�s landed in 
the 1950s and 1960s, when Palestinians traveled freely. The happy images 
and testimonies of the past contrast bitterly with those of the present 
where access is denied to the aviation zone that is now being besieged 
behind barbed wire and soon will be trapped behind the Israeli Separation 
Wall.

5 Minutes From Home

Artwork type: Documentary film.
Year: 2007.
Artist: Nahed Awwad.
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Nahed Awwad is an independent �lmmaker; she has been 
working in Film and Television since 1997. She started her career as an 
editor. In 2002 she started making her own �lms.

She worked with well- known Palestinian �lmmakers, local 
Palestinian TV stations and later international networks.

Besides participating in professional training at centers in 
Canada, Qatar, and Belgium. In 2004 she got her �lm diploma from the 
European �lm college in Denmark.

She released eight documentary �lms between experimental, 
short and feature length. Awwad’s films were screened at various 
international �lm festivals, including HotDocs �lm festival, Canada 
(2013), Dubai international �lm festival (2012), Vision du Reel Film 
Festival, Nyon, Switzerland (2005 and 2008) and the Cannes Film 
Festival (2008) (Cinema Sud). In 2009 she was granted the International 
Trailblazer Tribute -Middle East Trailblazer in MipDoc. 

Nahed
Awwad
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A BYPASSTrain-Trains 2: A bypass

A journey following the traces of the old costal railway tracks built 
by the British in 1942, that used to link Lebanon to Palestine, to the south, 
Syria and Turkey to the North, an extension of the Orient Express and Egypt 
Lines, today out of service. “Train-Trains 2: A Bypass” is based on material 
originally �lmed in 1999 – as a personal vision of post-civil war Lebanon, 
focusing on rural residents living near derelict stations, giving voice to the 
o�en unheard. By embedding Polaroid photographs into moving images, 
the �lm is also reminiscent of memory and its mechanisms, thus becoming 
itself an interrogation of what happened in between, now and then.

Artwork type: Film.
Year: 1999-2017.
Artist: Rania Stephan.
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Born in Beirut — Lebanon, Rania Stephan is an artist and 
�lmmaker. She graduated in Cinema Studies from Australia and France. She 
has directed short and medium length videos and creative documentaries. 
Anchored in the turbulent reality of her country, her documentaries give a 
personal perspective to political events. She intertwines raw images with 
a poetic edge, where chance encounters are captured with compassion 
and humour. 

 
Archival material, have been an underlying enquiry in her work 

where she investigates still and moving images and sounds that haunt the 
present. By juxtaposing them with new ones, she explores a diversity of 
meanings, triggering renewed narratives and emotions. Her �rst feature 
�lm: The Three Disappearances of Soad Hosni (2011) was worldwide 
acclaimed and won many prizes. 

 
She lives and works in Beirut. Her artistic work is represented by 

Marfa’ Gallery — Beirut.

Rania
Stephan
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PALESTINE 
1896 (1897)

Palestine 1896 (1897)
(1897 1896

"Arrivée d’un train| Débarquement d’une barque| Panorama en chemin 
de fer| Panorama en chemin de fer (collines)| Départ de Jérusalem en 
chemin de fer (panorama)”.
Artwork type: Films. Year: 1896 (1897). Artist: the Lumiere brothers.
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CHAPTER 
FIVE

Landscape and Power

Children in a Hebrew school in 
Colchester, Connecticut, studying a 
map of Palestine. November 1940. 
Source: Library of Congress.
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Another aspect of Israel’s master plan to transform the landscape 
was a�orestation of land that Orientalist narratives had depicted as deserted 
and desolate. The Jewish National Fund’s attempt to ‘bloom the desert’ 
by planting foreign tree species, especially quick-growing pine trees, has 
been a staple of the Zionist narrative of modernization and rejuvenation 
of the landscape.

 Zionist/Israeli plans have implemented the erasure of Palestinian 
existence on the land. Forests were planted intentionally over the many 
destroyed Palestinian villages that the population was forced out of during 
the Nakba. The illegal settlements in the occupied territories have cut 
through and violently divided the Palestinian land in order to impose Israeli 
military control and mastery. Modern technologies of aerial photography, 
cartography, and architectural planning greatly facilitated all of this.  

 
Palestinians have resisted the Orientalist narratives of an empty 

and barren land by preserving the memories of their homes and collecting 
evidence to �ght for their legal rights in local and international courts. 
This resistance stretches across the politically fragmented Palestinian 
landscape –  from the villagers of al-‘Araqib in the Naqab desert using aerial 
photography from cameras attached to kites to Palestinians in the West 
Bank recording the persistent cultivation of the land by documenting their 
olive groves. In the a�ermath of the failure of the Oslo accords (1993 and 
1995), artistic projects such as ‘A Blurry Real Landscape’ about the Jordan 
Valley, and ‘Gaza/Strip’ about the atrocities a�er the Israeli assault in 2014, 
have recorded the Israeli exploitation and destruction of the Palestinian 
landscape from the river to the sea.

The landscape reveals human interaction with the land and 
the consequent reordering of its surface. Imperial, colonial, and Zionist 
projects over the past two centuries have turned Palestine into a politically 
fragmented landscape. The land of Palestine, surveyed and surveilled 
from above, has been transformed through massive settlement and 
infrastructural projects. Through ad hoc construction and planned 
interventions, architects and urban planners have engaged in a process of 
Israeli nation-building and Palestinian erasure. This has occurred in the 
face of various forms of continual resistance by Palestinians that seek to 
preserve the evidence and memories of Palestinian presence on the land.

 
One of the main instruments used in the transformation of 

Palestinian landscape has been town and settlement planning by Zionist 
architects. The various forms of settlement since the early twentieth 
century, from the kibbutz, moshav and development towns, to illegal 
settlements established in the West Bank, have served as the means of 
colonization. Each is a manifestation of di�erent ideological, social, and 
political leanings within the larger Zionist project.

 
From their inception, the kibbutz and moshav strove to establish 

a renewed connection between the Jewish diaspora and the land through 
collective and individual agricultural production. Part of the goal was to 
transform the Jewish individuals, mostly urban immigrants coming to 
Ottoman and Mandate Palestine. The projects were sponsored largely 
by private enterprise and philanthropy from the global Jewish diaspora, 
organized through the Jewish National Fund (JNF).

 
The establishment of Israel brought about a di�erent set of 

priorities and settlement projects. The fabricated space of Israel emerged 
because of comprehensive, controlled, and e�cient modernist architectural 
experiments. Central planning reorganized the land by the construction of 
rural and urban settlements in concert with networks of roads, electricity, 
water, ports, and factories. The main aim was to disperse the Jewish 
population across the whole land. This process continued a�er the 1967 
War, when the Israeli government set out systematically to colonize the 
occupied Palestinian territories in the West Bank and Gaza.

 

Landscape and Power
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Kfar Yehoshua, Aerial view. 
Richard Kauffmann.1930s. 

Source: Zvi Efrat’s Digital 
Archive.
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The kibbutz is one the most recognisable Zionist forms of 
settlement planning. In the early twentieth century, the kibbutz started 
as ideal socialist and Zionist agricultural settlements across Ottoman 
Palestine that borrowed its planning from communist and fascist 
agricultural villages. The land was purchased by the Jewish National Fund 
and the �nancing was raised from across the Jewish diaspora. The ideal of 
the kibbutz was a collective that had no recognition of private property 
and was based on equality and participation. As designed by renowned 
European architects such as Richard Kau�mann, the settlements were 
composed of common spaces located at the centre and surrounded by 
small residential areas. Daily activities were intended to be cooperative, 
including the cultivation of the land.

Architectural installations of 
Zionist kibbutzim. 1950s. 
Source: Zvi Efrat’s Digital 
Archive.

Section 1
Kibbutz and the Convoluted Model 
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The utopian colonizing mission of the 
kibbutz, however, was not ideal for all East European 
Jews coming to Palestine. To respond to their needs 
and sensibilities, another agricultural settlement 
was planned, the moshav or ‘worker’s village’. The 
moshav are recognizable by their distinctive circular 
planning, with each worker given a living space as 
well as a private farm. The leading principle of the 
moshav was that each settler should be working their 
farm themselves. The aim was two-fold: attaching the 
Jewish farmer to the soil and, above that, preventing 
exploitation through hired labour.

Kfar Hettin. Perspective. Richard 
Kauffmann. 1924. 
Source: Zvi Efrat’s Digital Archive.
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Afula, aka Emek Stadt, urban 
settlement in Jezreel Valley, 
Master plan. Richard Kauffmann. 
1925. 
Source: Zvi Efrat’s Digital 
Archive.

While both the kibbutz and the moshav were important in the 
establishment of Israel and the settlement of large waves of immigrants 
from Eastern Europe a�er the Second World War, they lost signi�cance 
due to privatization and fell in numbers. Socialist ideals faded, giving 
way to neoliberal and capitalist ideas, and production moved from being 
agricultural to an industrial base.



Palestine From Above Chapter 5

٤٠٥ ٤٠٤

Architectural installations of 
Zionist kibbutzim. 1950s.
Source: Zvi Efrat’s Digital 
Archive.
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Nahalal. A Cooperative Moshav, 
with a concentric layout on a 
flat hill, and with a ring road 
from which the houses radiate. 
Designed by Richard Kaufman. 
1940-1947.
Source: Zvi Efrat’s Digital 
Archive.
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Kibbutz Layout. Different 
zones according to the various 

functions: residential area, 
children's quarters, farm-houses 

and civic center. 1940-1947.
Source: Zvi Efrat’s Digital 

Archive.
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Rosh Pina. An early Jewish 
colony, built along a main 
village street. 1940-1947. 
Source: Zvi Efrat’s Digital 
Archive.
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Arab Village. Densely 
concentrated houses with small 
courtyards, separated by narrow 

winding alleys. 1940-1947.
Source: Zvi Efrat’s Digital 

Archive.
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A�er the Second World War and upon Israel’s establishment, 
large waves of Jewish people from Europe, the Middle East, and North 
Africa immigrated to Israel. Although some ‘abandoned property’ of 
the Palestinians who had ¦ed during the war was used for resettling 
the newcomers, most were housed in transit camps. These camps did 
not appear merely in response to the increasing stream of immigrants, 
but rather they were a product of an existing design, the One Million 
Plan. Consolidated between 1942 and 1945, a few years before Israel’s 
establishment, the plan aimed to absorb one million Jewish immigrants.

Section 2
Encamping the Newcomers

Maabarah Yoknem at Jezreel 
Valley. 26 April 1952.
Source: Zvi Efrat’s Digital 
Archive.
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 The early camps were immigrant camps, actually tent cities, 
housing the incoming population in miserable sanitary conditions. In 
1950, immigrant camps were converted into transition camps (Maabarah)  
built mostly from tin; well-known European architects such as Louis 
Khan designed their layout and architecture. Over eighty percent of Jews 
in transition camps were from the Middle East and North Africa. Most of 
their East European counterparts received better and more permanent 
dwellings.

 From the mid-1950s, the transition camps gave way to 
development towns, which aimed to provide permanent housing for all 
Jewish immigrants. These towns, planned to reduce concentration in the 
urban centres, juxtaposed cement apartment buildings with green areas 
based on the new English town model. From the outset, Middle Eastern 
and North African Jews were marginalised by being coerced into living 
in these spaces.

Hartuv Maabara, Eldan 
David. 1952. Source: Zvi 
Efrat’s Digital Archive.

Maabarah in Tiberias. 
1948-1953.
Source: PikiWiki.



Palestine From Above Chapter 5

٤١٩ ٤١٨

Sketches prepared by Louis Kahn 
as a draft proposal to relieve the 
housing shortage in Israel. 1949.
Source: Zvi Efrat’s Digital 

Archive.
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Since 1901, the Jewish National Fund (JNF) has been the most 
organized entity shaping the Palestinian landscape by its planting of more 
than 240 million trees, mostly fast-growing pines. Over the years, the pine 
has become the archetypal symbol of the Zionist project to a�orest the 
Holy Land, transforming it into a European-looking landscape resembling 
the imagined biblical promised land.

Section 3
Blooming the Desert  

Preparation of fertilized seedlings of foreign 
pine in laboratories, in order to insert them later 

into the Palestinian environment. Undated. 
Source: JNF.
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Pine nurseries for continuing 
the afforestation process in the 
mountains. Undated.
Source: JNF.

 The JNF was established by the Fi�h Zionist Congress to 
purchase land in Ottoman Palestine. The planting of trees in a so-called 
empty and desolate land became a major way for Jewish diaspora to 
connect with the land and transform themselves into ‘pioneers’. The JNF’s 
fundraising propaganda registered each tree as representing a Jewish 
individual that together formed an entire forest, symbolising the Jewish 
nation rooted in the landscape.
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 The struggle over the land has been mainly fought by trees. 
Legal and scienti�c technologies for visualizing trees made a�orestation 
appear more civilized, more legitimate, and more natural. The JNF refuses 
to produce scienti�c maps of its successful a�orestation programs to 
obscure the extent of its eradication of Palestinian presence from their 
land. Instead, the JNF produces symbolic maps, like those adorning its 
fundraising blue boxes, to create an illusion of success. 

The features of the land start changing, through 
the cultivation of alien (foreign) types of pine 
within the Palestinian environment. Undated.
Source: JNF.
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The Israeli government uses a�orestation in the occupied 
Palestinian territories to justify Israeli land con�scation based on 
Ottoman land codes that link prolonged cultivation to legal land 
ownership. In order to document this, the Israeli government uses aerial 
photographs to measure the duration and percentage of cultivation. Since 
trees, unlike seasonal cultivation, show up on photographs no matter 
when they are taken, their evidence has become central to Israeli legal 
arguments over agricultural land ownership, along with the erasure – 
through violent uprooting – of existing Palestinian olive groves by Israeli 
inspectors and settlers.

Erasing the ruins and remnants 
of depopulated Palestinian 

villages and preparing them for 
the afforestation process, in 

order to ‘restore’ the biblical 
imagination of the ‘Promised 

Land’. Undated. Source: JNF.
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Planting of seedlings in the land, while 
restricting the agricultural and grazing 
activities of Palestinians. Undated. Source: JNF.
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Establishing parks and forests on the ruins of 
Palestinian villages, and the eruption of fires due 
to the spread of foreign types of pine. Undated. 
Source: JNF.
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Brooke Shields, 1983.

Julio Iglesias, 1988.

The Zionist lobby played an active role in 
creating a popular international base to support 
the Zionist enterprise financially and morally. 
A number of celebrities contribute to the 
afforestation of the ‘Promised Land’.
Undated. Source:JNF.

Frank Sinatra, 1962.

Albert Einstein, 
1923.
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NEGATION 
OF THE 
EXILE 

Faris Shomali is a researcher and PhD candidate in social 
and cultural anthropology at the University of Toronto. His research 
and artwork focus on the relations of culture and arts to colonial and 
liberationist projects. He has made a number of musical and audio 
productions, and published academic and opinion articles in various 
media. 

Negation of the Exile 

Faris Shomali

Zaina Zaarour
Zaina Zaarour is a researcher, artist and practitioner in the �elds 

of arts and culture. She is based in the UAE where she is the programmes 
manager at Alserkal Arts Foundation’s Alserkal Avenue art space. She has 
a BA in media studies and an MA in Israeli studies from Birzeit University. 

Negation of the Exile - A 
postcard for the 5th Zionist 

congress. 
by Faris Shomali & Zina Zarour.
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Section 4
Typology of Israeli Colonies

At the end of the 1967 War, the West Bank fell under military 
occupation and the Israeli state promptly began a settlement program 
for their security, political, and economic needs. Even more importantly, 
Israel adopted a policy of population dispersal, with the �rst Jewish 
settlements built atop hills in the occupied Palestinian territory to 
function as military outposts.

There were two motivation types of Israeli settlers. ‘Ideological’ 
settlers took control of West Bank hilltops overlooking Palestinian towns 
and villages. In contrast, ‘quality of life’ settlers inhabited the newly built 
towns closer to the pre-1967 border that were, in e�ect, garden satellites 
of greater metropolitan areas such as Tel Aviv.

The typology of settlements was a mix of various local and 
imported models, urban and rural prototypes, civilian and military 
designs. The kibbutz, moshav, and development towns had been 
conceived as settlement networks, while those in the occupied territories 
were devised as cul-de-sac utopias, shaped by the topographical features 
of the land they colonized.



Palestine From Above Chapter 5

٤٣٩ ٤٣٨

Plans of Settlements in the 
West Bank. Source: “A civilian 

occupation: The politics
of Israeli architecture”,

By Rafi Segal & Eyal Weizman, 
2003.



Palestine From Above Chapter 5

٤٤١ ٤٤٠

Ibid.
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Ibid.
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Ibid.
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Ibid.
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Following the �rst Oslo accord in 1993, Israel and Jordan signed 
a peace treaty the next year, ending the state of war between the two 
countries. The Oslo accords and the Israel–Jordan peace treaty harboured 
the promise of economic cooperation in the region promoted through a 
series of economic summits held in Casablanca (1994), Amman (1995), 
Cairo (1996), and Doha (1997). Hopes crashed with the diplomatic crisis 
ensuing a�er the Israeli Mossad’s assassination attempt on Hamas leader 
Khaled Mashal on Jordanian soil in 1997.

Section 5
Bitter Fruits of Oslo
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 Economic collaborations on three large projects had been 
planned with the aim of infrastructural development and integration 
of Israel into the regional economy. The projects focused on the Jordan 
Ri� Valley, the Gulf of Aqaba, and the southeast Mediterranean that 
included Israel’s southern coastal strip, Gaza, and the Sinai coast. While 
the �rst two were dependant on agreements between Israel and Jordan, 
the last project was based on cooperation between Israel, Egypt, and the 
Palestinian Authority.

1997 Government of Israel Documents, “Partnerships 
in Development 1998”, presented at the Middle East/

North Africa Economic Conference, Doha, Qatar.
Source: National Library of Israel. 
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 The projects were to be largely funded through international aid 
and focused on building the Aqaba/Eilat Peace Airport, industrial estates 
in the Jordan Valley and in Gaza, water projects including desalination 
projects, and development of tourism in the region. Apart from the Gaza 
industrial estate, none of the projects would have bene�tted Palestinians. 
While the Israel–Jordan peace treaty has endured, its economic bene�ts 
have been limited to direct international aid. It also established Jordan as 
an important United States ally in the region among the Arab countries.

Ibid.
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RAND
RAND

ARC
RAND

Section 6
The ARC

 The RAND Corporation is a research organization that develops 
solutions to public policy challenges to help make communities 
throughout the world safer and more secure, healthier and more 
prosperous. RAND is nonpro�t, nonpartisan, and committed to the 
public interest.

The ARC explores options for creating an infrastructure for 
a new Palestinian state. It builds on analyses that RAND conducted 
between 2002 and 2004 to identify the requirements for a successful 
Palestinian state. That work, Building a Successful Palestinian State, 
surveyed a broad array of political, economic, social, resource, and 
environmental challenges that a new Palestinian state would face. It also 
outlined policy options that Palestinians, Israelis, and the international 
community could pursue to maximize prospects for the state’s success.
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The Arc

(ARC) 
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Colonial domination takes on various forms that are ‘beauti�ed’ 
by politically correct terms and concepts – colonialist terms such as 

‘peace treaties’, ‘accords’, ‘guardianship’, and ‘protection’. These kinds of 
agreements lead to maps that are based on a bird’s-eye view of occupied 
territories fragmented by colonial states, and that promote imperial goals 
and aspirations without regard for the local divisions inside the region. 

Section 7
Peace Maps
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In the Palestinian context, numerous agreements have been 
concluded by the superpowers, accompanied by maps showing the 
outcomes of these agreements. Palestine was previously part of the Levant 
(Bilad al-Sham), but became a territory under the British Mandate a�er the 
First World War. Further divisions took place in the region, leading to the 
deep disintegration that we see today.

 In a lecture titled ‘The Trump-Netanyahu Deal: U.S.-Israeli 
Right-Wing Plan to Eliminate the Palestinian Cause within the Historic 
Context’, Azmi Bishara highlights the main American initiatives to solve 
the Palestinian issue. He traces how the U.S. misused its monopoly as the 

‘sole sponsor’ of the so-called peace process between the occupying power 
[Israel] and the Palestinian Authority since the signing of the Oslo accords 
in 1993. He then analyzes the political history of the peace accords and 
their relationship to the Arab context, as well as their rami�cations on the 
Palestinian cause.

The Trump-Netanyahu Deal: A 
Historical Perspective of the 
US-Israeli Plan to Liquidate the 
Palestinian Question.
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A BLURRY 
REAL 
LANDSCAPE

A Blurry Real Landscape

In 1997 the Kyl–Bingaman Amendment prohibited the collection 
and dissemination of high-resolution images on the Jordan Valley and 
further parts of historic Palestine. Departing from blurry satellites images 
the �lm a blurry real landscape explores the relationship between censorship, 
construction of geography (or images that shape our sense of geography) 
and memory. Grasping how such concepts in¦uence believes, tourism 
and so on to construct exclusionary colonial projects through the usage 
of imagery. Starting in the lake Tiberias and �nishing on the Dead Sea the 
�lm follows the sacred river which names the Valley and serves as starting 
point to approach the problems and usages of this blurry real landscape.

Artwork type: Film.
Year: 2021.
Artist: Gian Spina.
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Gian Spina - Born in São Paulo, Brazil is a writer, researcher 
sometimes an artist. Has worked and taught in pedagogical experiments 
as International Art Academy Palestine, Escola da Cidade (São Paulo) , 
the Ionion Center for Arts and Culture (Greece) as well as CILAS (Cairo). 
Today he learns Arabic, speaks �ve other languages and is constructing an 
interdisciplinary body of work on the materialization of power in history, 
narrative and the public sphere. Was part of the residency programs as 
Capacete and Documenta 14 in Athens (2017), MMAG Foundation in Amman 
(2018) as well as GEGENWARTE/PRESENCES in Chemnitz, Germany (2020). 
Lately he participated on the She�eld Film Festival, Les Rencontre d’Arles 
and the Museum of Modern Art in Rio de Janeiro.       

He has written articles for Mada Masr, Folha de São Paulo, Arts 
Everywhere, World Policy Institute, and several other independent 
publications. He lives Cairo and his work can be seen at http://gianspina.com

 Escola da
Cidade

CILAS

Capacete
GEGENWARTE

Presences
Les Rencontre d’Arles

.http://gianspina.com 

Gian
Spina
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Section 8
Ground Truth: Dispossession and Return in al-Araqib

Forensic Architecture (FA) is a research agency, based at 
Goldsmiths, University of London, investigating human rights violations 
including violence committed by states, police forces, militaries, and 
corporations. FA works in partnership with institutions across civil society, 
from grassroots activists, to legal teams, to international NGOs and media 
organisations, to carry out investigations with communities a�ected by 
police brutality, colonial domination and environmental violence.

Forensic Architecture
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Ground TruthGround Truth is an ongoing collaborative project between 
Forensic Architecture and the illegalized Palestinian Bedouin village of 
al-Araqib in the Naqab/Negev desert. It aims to produce historical and 
juridical evidence in support of land struggle against Israeli settler colonial 
policies in and out of courts.

 The village al-Araqib, was demolished and its people displaced 
by the Israeli state 186 times, a demonstration that the Palestinian Nakba 
is still ongoing. A�er every demolition it has been rebuilt anew as families 
exercise their right of return continuously and persistently on the ground.
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While Israeli state-led land works, demolitions and a�orestation 
transform and erase their material remains to prevent the inhabitants’ 
return, illegalization and erasure also render these communities invisible 
on maps and satellite imaging.

 Through a collaborative process of DIY aerial photography 
Forensic Architecture and the al-Turi, al-Uqbi and. Abu Freih families of 
al-Araqib, used kites and balloons equipped with simple cameras to form 
a methodology through which aerial and ground views can be gathered. 
This participatory process recorded material evidence for the persistence 
of Palestinian life on this land attesting to the continuous struggle against 
Israeli settler colonial violence. 

‘Ground Truth: Dispossession and Return in al-Araqib’ presented 
here is an adaptation of the aerial interpretation analysis report produced 
by Forensic Architecture for the al-Turi and Abu-Freih families and their 
legal team for the ongoing land-rights trial.
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 al-Araqib:
Sheikh Sayakh al-Turi, Aziz al-Turi, 

Salim al-Turi, Sabah al-Turi, Hacma al-
Turi, Nuri al-Uqbi, Dr. Awad Abu Freih.

Forensic Architecture:
Eyal Weizman, Ariel Caine (Project 

coordinator & Researcher), Samaneh 
Moa�, Franc Camps-Febrer, Lachlan 
Kermode, Guillaime De Vore, Tiago 
Petatas, Nicholas Masterton. Footage 
from the �lm ‘Unrecognised Forum’ by 
Alina Schmuch and Jan Kiesswetter.

Collaborating Organisations:
Zochrot/ Debbie Farber & Umar 

al-Ghubari, Public Lab/ Hagit Keysar, 
Associations of Unrecognised Villages, 
ActiveStills/ Oren Ziv & Yotam Ronen, 
Negev Coexistence Forum for Civil 
Equality (NCF), Michael Sfard Law 
O�ce, Carmel Pomerantz, Princeton 
University Con¦ict Shoreline Course, 
Forensic Architecture MA (MAFA) 
at Centre for Research Architecture, 
Goldsmiths.
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GAZA | 
STRIP

Gaza | Strip

Gaza | Strip visualises socio-cultural data depicting the impacts of 
the 2014 Gaza War on the peoples of the Gaza Strip. The data was sourced 
from the UN O�ce for the Coordination of Humanitarian A�airs during 
a 2019 research visit. The visualisation comprises two applications: an 
interactive web version for online engagement and an augmented reality 
table for exhibition. By using innovative digital techniques, the project aims 
to raise awareness of the continuing impact of war on the peoples of Gaza 
with diverse audiences across the world.

Artwork type: WebGL and WebAR 
applications.
Year: 2021.
Artist: Andrew Yip & Courtney 
Bowd & Simo Jurisic
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Dr Andrew Yip is an artist and researcher whose work explores 
the application of interactive and immersive visualisation technologies 
to the representation of cultural heritage. His works concerning digital 
object reconstruction and particle accelerator data visualisation have 
been exhibited at major museums and galleries including the Art Gallery 
of New South Wales, the Powerhouse Museum, Heide Museum of Modern 
Art and the South Australian Maritime Museum, and since 2017 he has 
led site digitization at the excavation of the palace of the Roman Emperor 
Maximian Hercuilius in Serbia. Andrew’s practice is based at the University 
of New South Wales. He was previously Assistant Professor of Immersive 
Media at Coventry University, was a research fellow at the iCinema Centre 
for Interactive Cinema Research and the Laboratory for Innovation in 
Galleries, Libraries, Archives and Museums, UNSW, and worked at the Art 
Gallery of New South Wales. 

Andrew 
Yip
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CARPETCarpet

Carpet ( ) continues Sinnokrot’s exploration of mapping and 
ecology though the mirrored form of the Occupied Palestinian Territories. 
In his West Bank Butter¦y (2006) series, Sinnokrot’s work drew connections 
between the mottled wings of the local, endangered Apharitis Cilissa 
butter¦y and the West Bank’s patchwork of discontinuous Palestinian 
enclaves. His West Bank Butter¦y Kite Project (2009) similarly referenced 
the history of aerial warfare and surveillance. In Carpet ( ), however, 
Sinnokrot’s gestalt is presented for the �rst time on the ¦oor. Cut by 
Sinnokrot and a butcher in Hebron, Carpet ( ) is an embodiment of those 
trans-corporeal connections between skin, domestication, and normalized 
violence that lay, quite literally, underfoot.

Apharitis Cilissa

Artwork type:  Cow hide, 
200x200cm.
Year: 2020.
Artist: Nida Sinnokrot.About Nida Sinnokrot, see page 501
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Ramot, Jerusalem

George Al Ama’s Collection
Artwork type: Print, laser cutting, 
engraving and sewing on 600-gm 
Fabriano paper. 24 x 16 in.
Year: 2013.
Artist: Soledad Salame.
From the Series: Territories. 

x

Soledad Salamé is an American artist, born in Santiago, Chile, currently 
living and working in Baltimore, Maryland. While living in Venezuela 
(1973–83), she became acquainted with the rainforest, which marked a 
pivotal experience for her artistic development and continues to be a 
source of inspiration. As an interdisciplinary artist, she creates work a�er 
extensive research of speci�c topics. Her pursuit of new ideas has taken 
her to the Americas, Europe and Antarctica for intensive �eld research. 
Currently, she is working on a major project called “Are you listening?” 
that began in the desert of Atacama, Atacama Large Millimeter Array 
(or ALMA) in Chile, then evolved in the Dominican Republic. This 
resurrected the idea of disappearing islands and isolation, and culminated 
in engagement with the longstanding sociopolitical issues in Baltimore.

Soledad Salamé
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( )
HOME

Home: Architecture of Memory

How to reclaim a memory, where objects are lost and access to 
places is denied? Remembering is not a purely cognitive process. Our body 
can trigger memories when we make a gesture, move across a space or 
touch an object. HOME is a collection of personal stories about lost homes. 
Recordings of intimate memories of places are projected onto generic 
architectural models which act as placeholders for the houses that were 
lost. This way ‘HOME’ creates factual sites of memories by proxy.

Artwork type: Video 
installation.
Year: 2012.
Artist: Sophie Ernst.
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In her work Sophie Ernst asks questions about mediated perception. 
She looks at relations between architecture or objects and our memories 
and sense of identity. Her works evolve from conversations and interviews, 
and she sees making art as a response to these encounters.

A newspaper clipping collected during her time teaching in 
Pakistan prompted a search across Israel for the descendants of the Jewish 
community of Karachi. The conversations that followed resulted in the 
HOME project, which was the subject of Sophie Ernst’s �rst Solo show in 
the UK at the Yorkshire Sculpture Park.

Sophie 
Ernst
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4
Dark Chamber 4

The Zionist project’s endeavor to possess the geography of the 
land has a complex and troublesome history that has forcefully changed 
the architecture of time and place, and the structural features of the place. 
Despite the violent physical impact, memory remains to dismantle the 
substantiality of the Zionist project. Palestinian artists and researchers, 
among others, focus on restoring and preserving memory to counteract the 
thrust of retrospective and current changes. Their e�orts aim at producing 
a Palestinian narrative for transfer to the next generations.

 
Films that document changes and restore memories that had 

been obliterated by the Zionist project are one of these means. Two 
�lms by Palestinian �lmmakers screened in this dark chamber. Both 
are examples of works that resist the Zionist project. The �rst Mawwal 
Falastini [Palestine Blues],  by the Palestinian artist and �lmmaker Nida 
Sinnokrot, takes place in the village of Jayyus, in the northwest of the West 
Bank. The �lm documents a journey to geographical spaces that have 
been almost erased from existence by the Israeli segregation wall and its 
hydrological justi�cations. The �lm highlights the impact of the wall on the 
life of Palestinians and on their methods of resistance, especially popular 
resistance.

The second �lm is by Deema Abu Ghosh, titled Emwas: Isti’adat 
al-Thakira, 2016 [Emwas: Restoring Memories, 2016], which she calls, “my 
biography and my memory.” It is her way of restoring her relationship 
with her village Emwas, which she le� at two years of age in 1967. She 
reestablishes memory by telling the stories that the villagers never forgot, 
and which they retell when she visits the site of the former village. The 
name, identity, and memory of Emwas were obliterated by Israeli forces; 
in its place now stands Canada Park.
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PALESTINE 
BLUES

PALESTINE BLUES
What is le� for Palestinian farmers who learn that in 24hrs the 

Israeli Army will con�scate their lands for the construction of a Security 
Wall? What do people do when their very survival is threatened by one of 
the world’s most powerful armies?

PALESTINE BLUES tells the story of a village’s confusion, 
desperation, and resistance, their daily victories and wrenching defeats. 
Unexpectedly �lled with moments of poetry and humor this �lm’s intimate 
access, unforgettable characters and story structure blur the line between 
documentary and narrative. Filmed at times with a hidden camera and 
at times under extreme duress, Palestinian-American �lmmaker Nida 
Sinnokrot gives us a lasting chronicle of a people and their ancient life-
giving orchards, ever threatened by destruction.

Artwork type: Documentary film.
Year: 2006.
Artist: Nida Sinnokrot.
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Nida Sinnokrot is and artist and educator whose work explores 
how various forms of power and bias are embedded in dominant narrative 
structures and attendant articulations of time and space. Working across 
�lm, video, photography, sculpture, installation, and agriculture, Nida seeks 
to expose and cannibalize -through tactile, tactical and material acts of 
technical and conceptual detournement- various technologies of control 
that give rise to shi�ing social, political and environmental instabilities. 
Nida is a co-founder of Sakiya – Art | Science | Agriculture, an international 
residency program and research platform in the West Bank village of Ein 
Qinya, and a faculty member of MIT’s Art, Culture and Technology Program 
(ACT) in Cambridge, Massachusetts.

Nida 
Sinnokrot 
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RESTORING
MEMORIES

EMWAS: Restoring Memories

The �lm follows the journey of the director, Dima Abu Ghoush, 
as she rebuilds her demolished hometown, Emwas, in the form of a model. 
Dima was born in Emwas, but she was forced to leave it when she was two 
years old, along with the town’s inhabitants, on the second day of the 1967 
war. All her life she heard stories about Emwas, but she only knew it as a 
public park, for that’s what the Israeli government turned the village into, 
some years a�er it demolished it. In 2009, Dima decided to rebuild Emwas 
in the form of a model/ maquette, with the help of her family and friends.

The �lm succeeds to bring the demolished village to life through 
the memories of its people and raises questions about the future of Emwas 
and its people who still dream to return to it.

Artwork type: 
Documentary film.
Year: 2016.
Artist: Dima Abu Ghoush.
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Dima Abu Ghoush is a Palestinian writer and �lmmaker who 
started as a short story writer and worked as a teacher of English literature 
and translator before she started her career as an independent �lmmaker.

In 2002, she won a Chevening scholarship to study in the UK and 
received her MA in Film and TV Production from the University of Bristol. 
She worked as a freelance director and producer and made several short �lms 
before she co-founded Collage Productions, an independent production 
house in Palestine.

Dima’s �lms include GOOD MORNING QALQILIA, MY PALESTINE, 
HAMORABI, FIRST LOVE, and others that were selected by �lm festivals 
worldwide, and some were screened on Arab and European TVs. In 
addition, she was commissioned to two documentary �lms by Al Jazeera 
Documentary: THE CHURCH OF THE HOLY SEPULCHRE and JERUSALEM 
NEIGHBOURHOODS.

In 2011 Abu Ghoush turned to �ction �lms and made her short 
“Birth”, and is now developing her �rst feature �lm “Open Wounds”. But 
that doesn’t keep her from her documentary work, as she �nished her 
52-minute personal documentary, EMWAS: Restoring Memories, in 2016, 
and is developing her feature-length documentary: Searching for Home. 
Emwas won several prizes and is still being shown in festivals around the 
world.

Dima
Abu Ghoush
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CHAPTER 
SIX

Australian Carnivalesque

Troopers of the Australian Light 
Horse in Palestine, World War I/ 
Frank Hurley.1885-1962. Source: 
National Library of Australia.
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A�er the war, Bean’s e�orts led to the founding of the Australian 
War Memorial in 1919. Their archives incorporated documents collected 
throughout the war in London, the 11,243 photographic negatives by o­cial 
photographers, and the paintings and sketches by the o­cial war artists. 
All glori�ed the battle�eld and the soldiers, minimizing the devastating 
impact of the war.

The visual vocabulary that artists and photographers created 
during the First World War was evoked later during the Second World War 
by their counterparts. Although Palestine was not a theatre in that war, the 
Australian Imperial Force did use it as headquarters and for deployment of 
Australian soldiers from Palestine to battlegrounds in Italy, North Africa, 
and Vichy-held Syria and Lebanon.

Palestine was more of a training and recreational ground for the 
artists and photographers, who spent time there travelling through the 
land and exploring its biblical past. At the same time, local photographers 
recorded Australian activities, especially the distinctive Surf Carnivals 
held in Gaza and Tel Aviv to boost morale and display the Anzac spirit – 
comradeship, strength, and ideal Australian masculinity.

Today, the Australian government’s colonialist and Orientalist 
attitudes towards the Palestinian population continues. The Australian 
World War I e�ort has been re-dressed as their contribution to the Zionist 
project and the establishment of the State of Israel. The Australians have 
erected a monument in Beersheba to the Light Horse and even re-enacted 
their triumphal charge. At the same time, there has been little to no support 
or engagement with the Palestinian cause. 

World War I was an important turning point for Australia as a 
former British protectorate. It was the �rst war in which they participated 
as an independent nation alongside Britain, and marked the beginning 
of the ‘Anzac Legend’ that mythologized Australian soldiers. The legend 
embodied the perceived comradeship of front-line soldiers, the rejection 
of conventional discipline, physical strength, egalitarianism, loyalty, 
self-sacri�ce, courage, and other early twentieth-century conceptions of 
masculinity.

 During the war, the government commissioned ��een Australian 
artists and photographers through the Australian O­cial War Art Scheme, 
ten living in England and �ve who were already part of the Australian 
Imperial Force. Advised by Charles Bean (1879–1968), the o­cial war 
correspondent and historian, the artists and photographers not only 
recorded the war as eyewitnesses, but became actively involved in shaping 
and propagating the ‘Anzac Legend’, and the Australian nation-building 
project. 

 Palestine played an important role in the Australian self-image. 
In the Battle of Beersheba, the Australian Light Horse, a mounted infantry 
brigade, charged from the east across a plain to push back the Ottoman 
forces and take over the city. In Australian paintings and photographs, the 
Light Horse soldiers in Palestine were evocations of the popular cultural 
heroes of the nineteenth century. They mirrored the stereotypical European 
pioneers colonizing Australia. The recently federated nation was now 
seen as a colonizer of the ancient biblical lands. Much of the imagery also 
directly referenced Australian landscapes, making foreign lands familiar 
to the Australian audience.

The absences in the Australian paintings and photography 
are more telling than what they actually depict. They show empty and 
abstracted landscapes without the presence of the local population, 
propagating the myth of Palestine as a deserted place ripe for colonization. 
They also lack any engagement with the Palestinian population or culture, 
reducing it to an interchangeable background for the Light Horse triumphs. 
In glorifying the Australian soldiers, they also ignore the atrocities 
committed by them, such as the massacre of the male population of 
Sarafand village to avenge the murder of a soldier during a robbery.

Australian Carnivalesque 
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Aust. [i.e., Australian] Comforts 
Fund carnival on Gaza Beach. 1940. 
Source: Library of Congress.
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A Sergeant of Light Horse in Palestine, by 
George W. Lambert. 1920. 
Source: National Gallery of Victoria.

In this presentation, he discusses his joint research with Emma 
Crott on the aerial photography of Frank Hurley. Yip and Crott examine 
how an artistic approach to aerial photography brings forth the ethical 
complexities of contemporary aerial images that are synonymous with 
power and control.

About Andrew Yip, see page 485.

Andrew Yip 
seminar

Section 1
Aerial Mapping of Palestine and Australian Art
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The outpost of an Australian Light Horse unit on the 
Philistine Plain (B01622) and in the foothills of 
the Jordan Valley. Jericho may be seen in the middle 
distance and the mountains of Moab in the background 
(B01623), by Frank Hurley. 1918. 
Source: Australia War Memorial.

In 1917, the noted Australian photographer Frank Hurley 
(1885–1962) was appointed to the Australian army as an o­cial war 
photographer. Hurley was deployed to Palestine to record the campaign 
of the Light Horse Brigade. However, by the time he arrived the Allied 
forces had already captured the major battlegrounds of Beersheba, 
Jerusalem, and Gaza. This gave him an opportunity to experiment with 
the medium of photography as an artist, blurring the lines between true 
and fake images of the war. 

Section 2
Frank Hurley - 3 composite images

3

.B01622

.B01623
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P.465

His use of composite images was a result of his deep frustration 
with the technological limitations of photography to capture adequately 
his experience of the war. These were controversial and even considered 

‘fake’ by his contemporaries. In his composite images of Palestine, he 
glori�ed the Light Horse Brigade passing through empty deserts, a 
landscape familiar to the colonizing Australians with their frontier 
soldiers. Simultaneously, he stepped away from leveraging the historicity 
of Palestine and its biblical past as a motif.

P.
46

5

The outpost of an Australian 
Light Horse unit on the 
Philistine Plain. This is a 
Hurley composite incorporating 
images B01622 and B01623. 1918.
Source: Australia War Memorial. 



Palestine From Above Chapter 6

٥٢٣ ٥٢٢

.B01547

(B01547, B01510) The Australian 
Light Horse Brigade passing over 
the steep sandhills at Esdud, by 

Frank Hurley. 1918. 
Source: Australia War Memorial.

.B01510
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P.465

P.
46

5

The Australian Light Horse 
Brigade passing over the steep 
sandhills at Esdud. This is a 
Hurley composite incorporating 
images B01510 and B01547. 1918. 
Source: Australia War Memorial.
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BE2e

.B01597

.B01598Aircraft of the Australian 
Flying Corps in flight. a Bristol 

F.2B Fighter, Martinsyde G.100 
Elephant and Royal Aircraft 

Factory BE2e, by Frank Hurley. 
1918. 

Source: Australia War Memorial. 

.B01594
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Frank Hurley's composite image which was variously 
titled "Australian aeroplanes in battle formation" 
and "Off on a bombing raid" as it was displayed 
in either London or Australia. This is a Hurley 
composite incorporating images B01594, B01597 and 
B01598. 1918 -1921.
Source: Australia War Memorial.
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A number of painters were commissioned by the British and 
Australian governments to depict the battle�elds in the Palestine front. 
All of them arrived a�er the fall of Jerusalem in December 1917, and so 
depicted the scenes of battles without having been witness to them.

Three British artists were commissioned for the Royal Air 
Force to depict aerial combat. Stuart Reid (1883–1971) depicted images 
of sacri�ce by British and Australian pilots that had occurred prior to 
his arrival to Palestine in 1918. Richard (1896–1980) and Sydney Carline 
(1888-1929) were commissioned by the Imperial War Museum to be 
based with the Australian Flying Corps to capture the war from above. 
In 1919, they were ¦own over Palestine, sketching directly from the 
cockpit. Richard Carline was in¦uenced by Cubism, abstracting the 
landscape and Palestinian cities into two-dimensional entities drawn 
from above. Sydney followed Reid’s example by depicting aerial combat 
and triumphs. 

Section 3
Painting from Above

Sydney William Carline, 
“The Destruction of the 
Turkish Transport in the 
Gorge of the Wadi Fara, 
Palestine”.1920. Source: 
Imperial War Museum.

Sydney William Carline, 
“The Sea of Galilee: 
Aeroplanes Attacking 
Turkish Boats”. 1919. 
Source: Imperial War 
Museum. 
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Stuart Reid, “Bombing of the Wadi 
Fara”. 1918.
Source: Imperial War Museum.

 In contrast to the British, George Lambert (1873–1930), the 
only o­cial Australian painter on the Palestine front, was commissioned 
to record the triumphs of the Light Horse Brigade. His paintings of 
the Palestinian landscape were an extension of the Australian frontier 
tradition and depicted Palestine using the light and colours of Australia. 
This framed the experience of the soldiers and their environment in 
familiar imagery that made the con¦ict appear more immediate for 
audiences at home.
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Richard C Carline, “Mount Hermon 
and Mount Sannin above the 

Cloud”. 1920. 
Source: Imperial War Museum.
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Sydney William Carline, “The 
Dead Sea: An Enemy Aeroplane over 
the Dead Sea, Palestine”. 1920. 
Source: Imperial War Museum.

Sydney William Carline, “The 
Dead Sea: An Enemy Aeroplane over 
the Dead Sea, Palestine”. 1920.
Source: Imperial War Museum.



Palestine From Above Chapter 6

٥٣٩ ٥٣٨

Section 4
Surf Lifesaving Carnival in Gaza

On 14 July 1940, during the Second World War, the soldiers of the 
Australian Imperial Force conducted a Surf Carnival at Gaza beach. The 
commander of the forces, General Thomas Blamey, fully supported the 
idea and even donated a cup for the winner of the open surf race.

 While Palestine was not a battleground itself, it served as a train-
ing, rest, and recreation site for Australian forces. Gaza speci�cally served 
as an Australian hospital base. The carnival was sponsored by the Austral-
ian Comfort Fund, an organization fundraising for the welfare of soldiers 
with the motto ‘Keep the Fit Man Fit’. A surf carnival was a distinctly 
Australian endeavour, a display of the array of lifesaving skills and physical 
abilities of ideal Australian masculinity, promoted by surf clubs that ¦our-
ished in Sydney in the early twentieth century. The carnival reinforced the 
image of the Australian soldiers as national heroes, while eliminating any 
connection to and engagement with the actual people of Palestine.

Aust. [i.e., Australian] Comforts 
Fund carnival on Gaza Beach. 1940. 
Source: Library of Congress.
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The photos were taken by photographers of the Matson Photo 
Service, established in 1940 to succeed the American Colony Photo De-
partment. The perspective of these photographers – they looked at the 
Australians almost as a soldiers-as-tourists phenomenon – was di�erent 
from the o­cial war photographers.

 The Matsons had a close relationship with the Australians. Their 
shop was in the same building as the Australian Soldiers’ Club, created by 
the Australian Comfort Fund. The building, formerly known as Hotel Fast, 
had been con�scated from the Templers, a German Christian sect that had 
established colonies in Palestine from the mid-nineteenth century. On the 
eve of war, the Templers were interned and then deported by the British to 
Australia. Most remained there a�er the war, and later were banned from 
returning upon establishment of the State of Israel.
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Aust. [i.e., Australian] Comforts 
Fund carnival on Gaza Beach. 
1940. Source: Library of 
Congress.
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Aust. [i.e., 
Australian] 

Comforts Fund 
carnival on 
Gaza Beach. 

Source: 
Library of 
Congress.
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