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room. The emergence of medical books
and gynecological appliances indicates
that the dweller of this house practiced
gynecology, a woman with a private clinic.
Does the secret lie behind that clinic? The
abortion tools on the shelves once again
talk about felling, about the ability to cut
the continuity of the chain. The she-flower
lies on the gynecological chair in the next
room. Her corolla has dropped. Another
figure, possibly a medic, possibly a doctor,
crosses the room without as much as
glancing at her (it is the very same male
figure that carried her toward the house).
On the second floor, the tribal rules do
not apply, and the medic abandons the
wounded woman on the battlefield. The
trampling of the social code corresponds
with the trampling of the pearls (a natural
element evolving within an organic body,
acquiring a capitalistic-cultural value due
to their uniqueness), alluding to a symbolic
trampling of a cultural bequeathal and
denial of the cultural chain. The flower

has died.

While in the past Ben Ron used existing
indices, such as medical index books,
first aid manuals or medical books, in the
current piece she produces the index itself

from history books, houseware, personal

items and family photos; an index
incorporating the private, the familial,
the public, and the historical. In this
work she opens up to the viewer the index
itself, her sign-language which elicits the
thought that her previous index in fact
served her as a fetish, as concealment.
The prosthesis, body parts, deformities
and bandaging — all these were, in
fact, a concealing of the absence, of the
inability to walk, of the disability, the
rootlessness and female sterilization (ikur).
Gynecological sterilization (removal of
the womb) is intertwined here with the
history of the displaced (akurim) — from
Eastern European displaced persons to
the displaced Palestinians, uprooted from
their land. In the current work Ben Ron
unfolds the story of a cultural, physical

and mental displacement.

While in her previous works Ben Ron
was "Still Under Treatment" — as in
the video by the same title, where she
followed routine medical procedures and
documented male and female patients
in the operating room, a work which
addressed a "little death," a simulation of
death, or examination of the appearance
of death through narcosis — in the present

piece she completes a circle. There is no

longer anyone to treat. In this respect, the
current work is the most melancholic she
has created to date. The suspense element
inherent in the "still" no longer exists. The
she-flower is dead and no longer requires
treatment, and anyway she had already
cut the possibility of continuity (the pearl
necklace). She doesn't leave us room for
illusion. The flower corpse cast aside at the
end of the piece, indicates that a death-
oriented occurrence has happened here.
The wound and the rapier are one; the

perpetrator and the victim are one.
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is the same figure from the photograph.
The record's revolutions seem to charge
her. In the background the sounds are

repeatedly heard: dam-dam-dam.

In the next scene, a closet opens into a
landscape picture, with rocky ground. A
man in a white cloak carries the she-flower
toward a two-story house as if she were a
wounded soldier; a rootless flower carried
toward a duplex. This picture immediately
conjures up prevalent Israeli sayings such
as "don'tuproot that which is planted" and
"you don't abandon a wounded soldier on
thebattlefield". The former (extracted from
a popular song that became the hymn of
the 1982 Sinai evacuation and was more
recently adopted by the Gaza evacuees) is
familiar to virtually any Israeli who grew
up in the country in the 1980s; the social
code, which forbids the uprooting of
settlements, has been a part of Israel as a
nation since the Holocaust, although one
may find numerous references to planting
and uprooting earlier, in the Scriptures as
well. The Sages perceived the planting of
a tree not only as expressing commitment
to future generations, but also as a type of
pact linking one generation to the next.

We must keep planting as those before us

did for us.

Once again, a review of objects in the
house — piles of letters. In the next shot
we see the she-flower hitting her knee, but
there is no reflexive response. A she-flower
whose legs are disabled and cannot carry
her anywhere nor can be planted where
they are; a flower without roots, or possibly
one whose roots were cut off. Uprooting,
felling, lack of roots — all these appear in
the video both on the personal and on the

social levels.

The she-flower appears in a wheelchair.
The disturbing, screeching noise that has
accompanied us throughout the film turns
out to be her creaking wheelchair. At this
point, for the first time, the creaking sound
links with the image, and we realize that
the video consists of two disparate views:
the perspective of the she-flower, through
which we survey the household items,
and another gaze where the she-flower is
reflected. The she-flower — a melancholic
narcissus — is granted consolation through
a mirror reflection (in the camera). The
camera generates two perspectives — one
identifies with the she-flower's gaze, and
the other observes the flower as part of the
house, enabling us, the viewers, to detach
ourselves from her gaze and form a critical

view of the setting in which we transpire.
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At this point the detective's role comes to
a close, in effect — the felon has revealed
himself, but the motivation for the crime
remains unclear, and another chapter
in the work commences where the

motivation may be found.

The image of a bird feeding little chicks
with a pearl necklace emerges. The bird
tries to fly off with the necklace in its beak,
having pulled it out of its chicks' throats,
and crashes downward. The pearls scatter
on the floor, and the bird's wing falls off.
The she-flower accelerates, trampling the
scattered peatls, a move which ostensibly
provides her with the momentum needed
to ascend to the top floor. The word
Margalith in Hebrew denotes a precious
stone, a pearl. The pearl necklace is
unraveled, and the crippled she-flower in
the wheelchair tramples them, and soars
upwards. The bird indeed feeds its young
precious stones, yet these might suffocate
them; alternatively, she pulls the precious
stones out of their throats to prevent the
risk of their choking to death. Yet the she-
flower does not stop to collect the stones,
but rather chooses to crush them. She does
not accept the gift, nor keep the dowry
entrusted to her, but rather tramples it on
her way "up". With this act she breaks the

pact of bequeathal and preservation for
the next generations. She refuses to accept
the offering that will ensure her future.

Ben Ron prevents the possibility of
continuity in two manners: the bird has
lost its ability to fly on, and the pearl
necklace has lost its symbolic capacity as
a precious asset. In a pearl necklace each
stone is customarily tied to the next, to
prevent all the pearls from scattering
in case the necklace is torn open. The
necklace's unraveling symbolizes the

breaking of another chain.

The rustle of accelerated speech is heard;
the murmur of a transistor endlessly
reporting about current events, yet the
monotonous mumbling is virtually
incomprehensible. Churchill's six-volume
The Second World War is placed on a shelf:
Volume I: 7he Gathering Storm | Volume
II: 7he Grand Alliance | Volume IV: The
Hinge of Fate | Volume V: Closing the
Ring | Volume VI: Triumph and Tragedy.
Volume I, 7heir Finest Hour, is missing
from the shelf. Disinfectant, Betadine.
Medical books. A picture of a baby girl
on the wall. An obsolete gynecological
chair with an embroidered doily. The
camera moves to another room that

looks like a gynecologist's waiting
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task is primarily to negate this quality by
exposing the details which are incongruent
with the external frame. In Margalith
we are confronted with items which, at
first sight, appear to be insignificant. If;
however, one follows the sequence of
their appearance in the film, and their
placement in relation to one another, they
turn out to negate the naturalness as well
as the assumption that they had been laid
there haphazardly, and thus they generate
an alienating effect, like changing a small
detail in a picture which all of a sudden
renders the entire picture foreign and

uncanny.

The film begins with the opening and
closing of a small window upward and
downward, like the movement of a
guillotine, within which the caption
emerges: 'Margalith'. The camera moves
close to the walls, the paneling, climbing
up to present a woolen coat and a folded
scarf, ready for an outing. A lamp
illuminates the picture of a young girl
hanging on the wall, a girl dressed in a
green outfit, a rose-colored cloth flower
on her head, and the waistband on her
garment bears the words: "Haifa Flower
Festival." The lamp flickers, and a sound,

reminiscent of an electric buzz, is heard;

these shift us to an animated world. A
hand holds a lit candle. Children's figures
appear one by one, all repeating a single
word to the sound of the music: dam-
dam-dam (Heb. blood). One husky voice
is louder than all the others: dam-dam-
dam. Needles of black rain fall in the first
layer of the picture, on what appears like
a part of the map of Israel turned on its
side, embracing the Mediterranean Sea.
Greenish-blue flowers fall on the rain
needles, transforming into a flower field.
W return to a survey of the house: several
books are placed on a shelf. Standing out
among them are the Hebrew titles: 7he Six
Day War and The Victory War. The dam
song is still heard in the background. The
next row of books features titles by Henry
Kissinger, Haim Herzog, Abba Eban,
Moshe Dayan, and Golda Meir. A picture
of a young girl, possibly a young boy, lies
amidst the books. The order of emergence
of thebooksand objects indicatesa guiding
hand that has organized a strict syntax
intended to generate meaning, through
which history is unfolded inside the house:
the private history of the house and its
sole inhabitant, as well as the geopolitical
history of the place. The emergence of
various objects which arrange history in

a certain order, interrupted by animation

=20~

sections, preserves this syntax throughout
the film. The picture of the drawn children
reappears, this time on a postcard placed
on a shelf, which bears the inscription:
"KKL — Matzavtam — Ya'ar Hayladim
Halkdoshim (JNF — their Tombstone —
Forest of the Holy Jewish Children
Martyrs). Hakdoshim Forest was part of
a massive forestation enterprise initiated
by the Jewish National Fund in the 1950s
in the mountain area around Jerusalem.
It was planted in memory of those who
perished in the Holocaust, and among
the planters were also camp survivors.
Planting a tree in the forest signified the
survivors' personal victory over the Nazi
extermination machine which felled entire
communities. The planting act was set as a

counter-act to the extermination.

By adding animated sections and still
photographs, and combining close-
ups with wide-angle photography, Ben
Ron reverses the montage dialectic. The
interrupted cuts generate the sequence
of a new reality. By bringing together
dissociated scraps, she deploys the three-
dimensional house into a linear scroll,
unfolding the story transpiring inside the
house, a story interrupted by repeated

cuts onto a parallel reality. The house's

unfolding into a scroll corresponds with
the video editing act, which arranges the
occurrences along a single, continuous
timeline, while preserving the house's

nonlinear interior.

Titles pertaining to the War of
Independence (1948), the Six Day War
(1967), and the memory of the Holocaust
are juxtaposed on the bookshelves.
Ostensibly alluding to the formative
events that shaped Isracli consciousness
and the canonical Zionist-Israeli narrative
more than others, they create a dichotomy
between the uprooted diasporal Jew and
the Six Day War, which was imprinted in
collective memory as the grandest victory
war in the history of Israel's wars.

1967 is also the year in which Ben Ron was
born. She is of the generation of children
born into the other, "proud" Israeli
reality, Israeliness that learned to repress
its minority status, its being the other;
Israeliness whose roots are planted in the
ground, and not connected to Judaism
whose roots lie in memory, tradition and
wandering. Does the domestic crime scene
created by the artist attest to the broader
crime scene of the "national home"? The
record turns at increasing speed. A she-

flower appears, looking straight ahead. It
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-MARGALITH-

GALIT EILAT

I am the wound, and rapier!

I am the cheek, I am the slap!

I am the limbs, I am the rack,

The prisoner, the torturer!

Charles Baudelaire, The Flowers of Evil, tr. James McGowan
(Oxford: Oxford UP, 1993), p. 159.

The feeling accompanying the viewing of
Margalith ('Pearl’) is as though the viewer
had been asked to observe a crime scene,
but the crime is unknown as is the felon's
identity. The picture unfolding before
him reveals a scene of action strewn
with evidence and clues. The house's
arrangement recalls the style prevalent
in the homes of many elders who came
to Palestine from Eastern Europe in
the 1930s and 1940s. Typical 1950s
books

on shelves throughout the apartment:

furniture; numerous arranged

foreign books alongside books in Hebrew

telling the story of the Zionist enterprise.
Lace and embroidery doilies are placed
on the armchairs and furniture pieces,
various exotic knickknacks, and many
ashtrays. But who lives here? The coat at
the entrance and the slippers in the corner
are the only signs that may surrender the

lodger's female identity.

The crime scene which the investigator
confronts is usually a false image created
by the perpetrator in order to blur the
traces of his action. The natural quality

of the scene is a lure, and the detective's
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Aya Ben Ron (b. 1967) is a multi-disciplinary artist living and working in
Tel Aviv. Her works combine video, print, sculpture and painting. Ben Ron
has exhibited extensively in Israel and abroad, at the Hamburger Bahnhof,
Berlin; The 27th Sio Paulo International Biennial, Brazil; the Oberhausen
Film Festival, Germany; The Israel Museum, Jerusalem; Herzliya Museum
of Contemporary Art, Israel; The Israeli Center for Digital Art, Holon,
Israel; and the Wellcome Trust, London, among other venues. She has
produced several special projects and publications, among them an artist's
book, First Aid (Omanut La'am, Israel); Compliance — commissioned
artwork for Sandwich (SecMo Projects, London); and the Bilis Project,
London. Over the years she has received various prizes and awards, among
them Prize to Encourage Creativity on behalf of the Israeli Ministry of
Science, Culture and Sports; Prize for Special Projects from The Joshua
Rabinowitz Foundation for the Arts; Young Artist Award on behalf of the
Israeli Ministry of Science, Culture and Sports; and an Arts Development
Fund on behalf of the London Art Board.
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The book is published in conjunction with the
exhibition MARGALITH
February-March 2007, Chelouche Gallery, Tel Aviv

Text: Galit Eilat

Hebrew editing and English translation:
Daria Kassovsky

Design and production: Michal Sahar
Printing and binding: A.R. Printing Ltd.

MARGALITH

2007, DVD, 19 min

Director, animator, editor: Aya Ben Ron
Cinematographer, producer: Oded Kimhi
Soundtrack & music: Ori Drumer
Sound mix & post production: Daniel Kestenboim
Stills: Oded Kimhi

Assistant: Joshua Schulgasser

Costume designer: Sivan Weinstein

3D modelling: Leon David

Participants: Aya Ben Ron, Uri Ben Ron
Make-up: Karen Ben-Simhon

Special thanks to my grandmother,
Dr. M. Margalith-Roll
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The film was produced with the support of the Jehoshua

Rabinowitz Tel Aviv Foundation for the Arts
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