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A confluéncia entre ética e estética na obra de
Haroon Gunn-Salie

Ali onde a lama e a ruina da politica, da ecologia e do capitalismo se entrecruzam, a

arte surge como esperanga de um devir fundado em outras formas de existéncia e acgo
coletiva

Vivian Mocellin 29/05/2016 8:00, atualizada as 01/06/2016 11:10
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Vista da exposicéo “Agridoce”, de Haroon Gunn-Salie. Foto: Renata D’almeida

“O dia em que Paracatu acabou e se transformou em um deserto de lama.” E assim que Aparecida
Marcelino, moradora do distrito de Paracatu de Baixo, um dos mais afetados pelo desastre ambiental
que despejou milhdes de litros de lama téxica no rio Doce, se refere ao dia 5 de novembro passado.
Dona da casa — ou do que restou dela, que constitui a instalagao central (imagem da péagina anterior)
da exposicédo Agridoce, do artista Haroon Gunn-Salie —, Aparecida falou com a ARTE!Brasileiros por
telefone. Na simplicidade de sua narrativa oral, o que se revela é o roteiro espetacular em que o coti-
diano simples de uma cidade pequena € interrompido pelo barulho de um helicdptero seguido de or-
dens de evacuacao aos gritos de “corram para o ponto mais alto que conseguirem ou vai morrer todo
mundo”. No escuro do alto da colina a que chegaram somente no comeco da noite, depois de 30 mi-
nutos de corrida, cerca de 500 moradores apenas ouviram “o barulho do mundo desabando, um som
liquido que a tudo engolia”. Depois disso veio o siléncio profundo de uma terra devastada.



Ainda que a modernidade ha muito seja descrita em termos de sua liquidez, a vida em pequenas co-
munidades do interior do Brasil ainda costuma estar inexoravelmente ligada a solidez da terra, por
isso as vitimas de Mariana descrevem a tragédia como um “perder o chdo” — um chéo literal e meta-
forico a partir do qual (re)produziam sua vida material e identidades individuais e coletivas. Aparecida
conta que sua mae, Leontina, com quase 80 anos de idade, esteve sempre fincada aquela terra — vi-
veu, cresceu, casou-se, criou os filhos e envelheceu em Paracatu, sem jamais afastar-se da regiao
antes daquele dia em que teve que “sair corrida, fugindo da lama, de pés no chdo”. Presos num mo-
mento eterno que os deslocou de seu lugar no mundo, interrompendo o fluxo natural de suas histori-
as, essa gente simples agora aguarda por uma nova terra prometida, um “lugarzinho para refundar
Paracatu”, como afirma Aparecida.
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Fotografia do desastre que integra a exposicéo “Agridoce”

Enquanto aguardava esse futuro ainda incerto, ela recebeu, ainda no final de 2015, a visita do sul-
africano Haroon Gunn-Salie. O artista havia acabado de retornar a Africa do Sul — depois de uma vi-
agem ao Brasil em que esteve em Minas Gerais pela primeira vez — quando recebeu a noticia do
rompimento da barragem da mineradora Samarco. Gunn-Salie decidiu voltar imediatamente e fazer
deste o tema da exposi¢cao comissionada pelo 1° Prémio SP-Arte/Videobrasil para o qual havia sido
selecionado pouco antes. Deslocamento forgado, desterramento, trauma, narrativa oral e histéria séao
os temas recorrentes na obra do jovem artista que despontou no cenario artistico internacional com
seu trabalho de graduagéo em 2012. Intitulado Witness (Testemunha), a instalagao site-specific rela-
tava e atualizava a histéria dos antigos residentes do District Six em Cape Town, removidos a forca
durante o apartheid. Este primeiro corpo de trabalho é profundamente autobiogréafico: Gunn-Salie
chegou a ser preso, quando ainda era um recém-nascido, junto com a mae, ativista politica antia-
partheid, falsamente acusada de um atentado. Esses primeiros anos de sua vida, passados na clan-
destinidade da resisténcia politica, foram a ele recontados pelos pais. A partir dessa experiéncia de
uma memoria construida por narrativas orais e subjetivas, ele adotou a nogéo de observador partici-
pativo, que passou a informar sua arte. Graduado em Escultura, Gunn-Salie adotou a prética colabo-
rativa como uma metodologia na qual a obra de arte é concebida e executada a partir do dialogo in-
tenso e da agédo coletiva da comunidade , uma tendéncia que a critica britanica Claire Bishop deno-
minou virada social (social turn).
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Na abertura da exposi¢do, moradores de Mariana reencenam a manifestacéo folclérica “Folia de Reis” pela primei-
ra vez apos o desastre. Foto: Renata D’almeida

Imerso no cenario pos-apocaliptico de uma Mariana desolada, o artista conta que nao tinha um pro-
jeto pré-concebido, apenas uma pergunta que orientava sua pesquisa: “O que aqui precisa ser dito e
visto?”. Desenvolvido em parceria com moradores locais, em especial com trés familias que se recu-
sam a deixar suas terras, a exposigdo Agridoce é resultado de um processo que pode ser chamado
community-specific — uma variagado do termo site-specific, em que a nogao de site (lugar fisico) é
substituida por uma nocao imaterial de comunidade — entendido como grupo de pessoas que partilha
de uma nocéo identitaria que pode ter por base etnia, género, filiagdo politica ou mesmo a proximida-
de geografica e cultural, como no caso dos moradores de Paracatu. Assim, a exposi¢do comegou a
tomar forma a partir de colabora¢des como a de Aparecida, que, apesar de jamais ter entrado em um
museu ou galeria de arte, doou as ruinas de sua casa para o projeto, por acreditar na importancia de
mostrar ao mundo o que ali havia se passado. Além dos escombros, seis toneladas de lama foram
trazidas de Mariana para compor a exibicdo. Em torno dessa instalagédo-ruina orbitam ainda outras
obras em diferentes suportes — fotografia, video e som —, que compdem um microcosmos da tragé-
dia e convidam o publico a confrontar uma realidade que de outra forma s6 lhes seria acessivel atra-
vés das narrativas fabricadas pela grande midia.

Em um dos lados do campo expositivo passa-se por uma sequéncia de fotografias do desastre, dis-
posta logo antes dos escombros da casa de Aparecida, em cujo entorno foi desenhado com lama um
pequeno percurso. Essa configuragao especial denota a passagem da representacgéo pictorica do
desastre para sua apresentacao direta no espacgo da galeria — em vez de apenas observar a lama
através de imagens, o publico é convidado a caminhar em meio a ela. Essa passagem da imagem
da ruina para a ruina em si marca também uma mudanca de posicionamento do espectador, uma
performatividade induzida pela disposicao formal dos elementos no espaco, que o leva a entrar em
experiéncia relacional, ndo somente com a obra ali presente, mas também com o contexto da qual
ela foi deslocada. Gunn-Salie explica que sua intengao € fazer um convite para que o publico se co-
loque no lugar do outro ali simbolizado. Ao percorrer 0 pequeno entorno dos escombros, a presencga
de vestigios e detalhes que se deixam entrever na lama — como um retrato em que néo se pode
identificar mais ninguém — revelam mais a auséncia deste outro e o siléncio angustiante de suas vi-
das soterradas. Na saida da instalagéo, do outro lado do galpdo, um video registra o processo de
deslocamento dos destrogos da casa de Aparecida, e sua reconstru¢do em Sao Paulo, deixando evi-
dente o paralelo entre o desenraizamento forcado dos moradores de Paracatu e o desenraizamento
das ruinas do imével. O video também registra o esfor¢o coletivo de mais de 30 trabalhadores, prin-
cipalmente pedreiros e mestres de obra envolvidos na agao, revelando parte do processo colaborati-
vo do artista, que consiste em identificar as habilidades de profissionais locais, investindo os recur-
sos orcamentarios do projeto na geragao de empregos e renda para as comunidades que ele deseja
empoderar.
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José Pascoal, morador da cidade Sé Pascoal, morador da cidade de Mariana, mostra a destruicdo do seu bairro.
Fotos: Renata D’almeida

Foi também no chéo de seu campo de pesquisa que Gunn-Salie percebeu que o que havia ficado
fortemente inscrito na memoéria sensivel da comunidade era o barulho liquido da lama correndo solta
— no discurso das vitimas, a producéo constante de onomatopeias que tentam enunciar aquele mo-
mento indizivel. Como é comum em todo trauma, faltam ali também palavras para descrevé-lo. Dai a
criagao da instalagao sonora presente na mostra, numa tentativa de dar conta daquilo que néo se
consegue articular discursivamente. Contrapondo-se a esse ruido, paira estatico e mudo em outro
canto do campo expositivo um instrumento de percusséo cuja presenga indica musica e festividade —
um tipo de barulho diferente daquele que dizimou Paracatu de Baixo. A festa a que o objeto alude
simbolicamente € a Folia de Reis, manifestagéo folclérica em homenagem aos Trés Reis Magos da
mitologia catolica, tradicional na regido mineira. Algo na presencga ainda que silenciosa dos instru-
mentos musicais deixava adivinhar que a festa recomecaria — que sua potencialidade virtual seria
eventualmente atualizada. E, talvez como o preludio de novos tempos, a Folia de Reis foi reencena-
da pela primeira vez depois da tragédia por um grupo de moradores/coautores durante a abertura da
exposicao, naquela que foi para muitos deles sua primeira experiéncia com a arte contemporanea.
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Detalhe das ruinas da casa de Aparecida Marcelino que compde
a instalagéo principal da exposicdo “Agridoce”. Foto: Renata
D’Almeida

O que a prética artistica de Gunn-Salie expressa é, portanto, um continuo exercicio de abertura para
“o0 outro” — abertura da arte contemporanea para o0 homem “comum” e deste para ela. O envolvimen-
to comunitario materializa de um lado memoéria e agéo coletiva, para desmaterializar de outro a figura
do autor individual. Nesse processo desaparecem a um sé tempo a figura romantica do artista como
um génio solitario e também a do artista-antropblogo que sai a campo para mostrar outras culturas —
na contramao dessa atitude é que Gunn-Salie pretende ensinar os moradores locais de Mariana a
documentar suas préprias histérias. Ele é enfatico ao afirmar que nao Ihe interessa usar a arte como
comentario da vida, e sim como agéo para invengao de novas formas de sociabilidade e subjetivagao
coletiva baseadas em uma economia afetiva. O que interessa é um fazer e um fazer junto — arte
como ativismo e acdo para transformacéo social. Diferentemente de outros artistas e coletivos con-
temporaneos trabalhando com praticas baseadas na comunidade, o trabalho do sul-africano néo su-
gere, entretanto, uma negacgéao da estética em favor da ética, e sim uma confluéncia entre esses
campos. Ainda que o significado de sua arte se encontre principalmente nas relagdes humanas forja-
das durante o processo, ha ainda no trabalho de Gunn-Salie a preocupagéo com questdes formais.
Esta tensao entre estética e ética, entre a arte como arte e a arte que se dissolve em outras formas
de vida, é precisamente o que o filésofo Jacques Ranciére define como a relagcdo entre autonomia e
heteronomia artistica — que, embora opostas, ndo podem ser pensadas separadamente e coexistem
em permanente tensdo. Numa espécie de prologo de uma experiéncia sensivel ndo mais divorciada
da reproducao da vida material, préaticas colaborativas como a de Gunn-Salie podem oferecer estra-
tégias para fazer da contingéncia, do risco e da incerteza novas possibilidades de futuro. Ali onde a
lama e as ruinas da politica, da ecologia e do capitalismo se entrecruzam, confirmando que chega-
mos de fato ao antropoceno, quem sabe possa a arte oferecer a esperanga de um devir fundado em
outras formas de existéncia coletiva.

Servico — Agridoce

Até 11 de junho

Galpéo VideoBrasil

Av. Imperatriz Leopoldina, 1.150, S&o Paulo
11 3645-0516



YOUNG AFRICAN ARTISTS

HAROON GUNN-5ALIE
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Haroon Gunn-Salie taps into a wel of burning idealistic

energy; he is inspired by the power that art has to transform
the world. He is a flag bearer of a new generation of artists.
who draw upon a utopian optimism combined with
principles of social engagement.

Born to revolutionaries Sally Gunn and Aneez Salie,
Gunn-Salie spent part of his early childhood years in prison
with his mother — both of his parents were active members
of Umkhonto we Sizwe. . This instilled in him an ethos of
“civil responsibility”, a deep-felt commitment animates his
artwork. Each work lays bare a social injustice of some form.
Atits most successful, itempowers viewers to engage more
fully with the world around them.

Gunn-Salie invites the viewer to take partin his
situational creations, and it is only with this interaction that
the artwork becomes whole.

In his most recent piece, [ Working Title], Gunn-Salie
collaborated with Dereleen James to create a video
recording studio within the Goodman Gallery. On the
opening night the artists invited guests (such as the head of
the police and Gunn-Salie’s mother) and members of the
public to sit with James and discuss the drug problem in SA.
After the opening, Gunn-Salie compiled the recordings and
replayed them in a dual channel installation in the same
studio for the duration of the exhibition, allowing visitors to
lounge inthe same seats in which the interviews took place.

Anupholstered chair is placed opposite a small two-
seater sofa with a wooden coffée table between them. One of
the TV monitors hangs directly behind the couch, the other is
placed to the side of the chair. While the furniture is
comfortable, when seated the visitor can see only one screen
atatime: There is also sound emanating from each TV,
forcing the viewer to constantly and self-consciously turn
around in an attempt to see the art piece as a whole.
Alternatively, the visitor can stand to the side to see both
screens, but then the viewer is standing decidedly outside the
conversation. Thus, the viewer, in participating, is atonce
comfortable and awkward.

The viewer’s degree of participation strikes at the heart of
Gunn-Salie’s work —it s through this high level of
engagement with the audience that he aims to promote
social good. This type of artwork— labelled social practice
art—is atthe forefront of art creation. There are nbw more
than 12 universities in the US that offer Fine Artsllrhaster’s in
social practice.

As the Goodman Gallery’s youngest artist aq'd most recent
addition to its stable, Gunn-Salie’s engaging work will be
watched with keen interest. /

www.goodman-gallery.com
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‘VENICE BIENNALE'

Molding
“Vengeance’
in soft 3D

Terri Dunbar-Curran

“HE GETS too much airtime,” yells
apasserby. “He stole our land, the
bastard!” High above him on a
cherry picker, artists Haroon Gunn-
Salie and Bevan Thornton continue
applying a thick coat of silicone to
Jan van Riebeeck’s left hand.

The duo was in town on Free-
dom Day making molds of the
hands of statues of Jan Van
Riebeeck and Bartholomew Diaz in
Adderley Street, and Cecil John
Rhodes in the Company’s Gardens,
as part of Gunn-Salie’s latest instal-
lation Soft Vengeance. The works
are being created specifically for
the South African pavilion at the
56th Venice Biennale, which runs
from May 9 until November 22.

As Gunn-Salie ensured the layer
of silicone was thick enough before
leaving it to cure for hours, it looked
like Van Riebeeck was wearing
bright pink kitchen gloves, drawing
attention from motorists and pedes-
trians alike.

“I'd been planning an act of van-
dalism towards memorials for
about a year,” explains Gunn-Salie.
“I was watching with interest from
Johannesburg the Rhodes Must
Fall campaign.” He found it inspir-
ing, but realised that his original
concept had essentially been
“usurped”.

“But that was fantastic,” he
adds. “My intention was to spark a
debate around colonial and
apartheid memorials.” Which is
exactly what the Rhodes Must Fall
movement succeeded in doing.

Gunn-Salie says that the xeno-
phobic attacks of the past three
weeks have prompted him to look
even closer at his work, and the con-
nection between violence focussed
on a symbol and the violence erupt-
ing on the streets.

“It was very important to
rethink the work,” he says, adding
that the final idea began to take
shape during a National Depart-
ment of Arts and Culture meeting.
He explains that the debate around
the Rhodes sculpture has brought
the issue of colonial and apartheid
memorials to the fore, and it is
finally being addressed and dis-
cussed by those in power.

“It’s not my role as an artist to
campaign for removal of a memo-
rial, or for one to stay,” he says. “My

role is to take the conversation for-
ward.” That’s something he aims to
do with all of his artworks and
installations.

The organisers of the Venice
Biennale were very interested in
what Gunn-Salie did with his proj-
ect Zonnebloem Renamed, which
saw him renaming roads in District
6, and they are similarly intrigued
by the thinking behind Soft
Vengeance.

While Zonnebloem Renamed
involved printmaking, this latest
body of work sees him using sili-
cone to make “three dimensional
photo copies” of parts of the memo-
rials. He has decided to show the
hands of the statues in a new way,
devoid of context. The idea being
that viewers will be struck by the
disproportionate nature of their
own hands in comparison. “To see
the power ascribed to these people,
and how everlasting that power is,”
says Gunn-Salie, adding that the
memorials have become visual
symbols of how we as Africans
could never hope to accomplish
such levels of greatness.

“In presenting just the hands,
one will see how ‘small and insignif-
icant’ we are in relation to history
and these identities.”

Another interesting aspect
Gunn-Salie has taken into account
while planning this project is sym-
bolism. “Rhodes is a good example
as to how thinking has changed.
He’s evidently ‘hailing’, but back
then that gesture wasn’t yet associ-
ated with Hitler or Nazism. As sym-
bols have changed so too has our
reading of them.”

As Thornton puts the last few
coats on Van Riebeeck’s left hand,
Gunn-Salie squints up at it. “Idon’t
know if in five years time this
statue will still be here. Cecil John
Rhodes unveiled it in 1899. It was
sculpted by John Tweed - the
empire’s sculptor. This is the line-
age of dominance.”

The significance of the molds of
Van Riebeeck’s hands being part of
the Venice Biennale, says Gunn-
Salie, arguably lies in the com-
ments President Jacob Zuma made
earlier this year: “A man with the
name of Jan van Riebeeck arrived
in the Cape on April 6 1652... What
followed were numerous struggles
and wars and deaths and the
seizure of land and the deprivation

GLOVES OFF : Haroon Gunn-Salie mekes a mold of the hands of the statue of Jan van Riebeeck in Adderley

Street.

REDRESSED: Reframing history.

of the indigenous peoples’ political
and economic power... The arrival
of Van Riebeeck disrupted SAs
social cohesion, repressed people
and caused wars.”

Gunn-Salie says that the effects
of apartheid and colonialism still
persist today and that these memo-
rials, the symbols of power, “perpet-
uate a national consciousness of
inferiority”. He hopes that Soft

Picture: ARMAND HOUGH

Vengeance will draw attention to the
lack of transformation in this coun-
try’s public spaces.

“These leaders of the past, who
stand entrenched in statues, monu-
ments and memorials, both symbol-
ically and through the legacy of
undemocratic history, have blood
on their hands,” writes Gunn-Salie
in an outline of Soft Vengeance.
“The task of restorative justice, 21

Pictire: JEFFREY ABRAHAMS

Colonial monu-
ments’ power lies
in their scale,

H ionality

and permanence

years into our democracy is vital, in
fostering an African identity
through transformed public spaces
and challenging autocratic symbols
of the past, without destroying
them. This needs to be done
through the inclusion of all, young
and old, to set us on a progressive
trajectory. South Africa’s public
spaces are bereft of symbols of the
trauma of the people, past and pres-
ent. It is a stark reminder of how
much work is yet to be done.”

The hands will be mounted, pro-
truding from a wall, leaving the
viewer to imagine the “ghost” of
the full figure beyond them.

Besides “smuggling” the casts of
Van Riebeeck’s hands through cus-
toms, an important part of the sym-
bolism of the work, Gunn-Salie will
present an entire “gallery of lead-
ers” at an exhibition at Goodman
Gallery Johannesburg in August,
and hopes to bring the exhibition to
Cape Town towards the end of the
year.

As the issue of colonial monu-
ments is at last addressed, the ques-
tion many are asking is: where
exactly does their power lie? “It lies
in their scale, disproportionality
and permanence,” says Gunn-Salie.

0 Follow @Gunn_Salie on
Twitter, www.goodman-gallery.
com/artists/haroongunnsalie
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Commission's final report. While he
docsn't have the actual mesmories
of the events, he knows that his

narrative and memory — what we
are told and what we remember —
is one of the kev concerns al the

heart of Gunn-Salie's work
In_ his first solo show for the
Johanneshurg,

resonant mw:his own lifo in order to
create works that seck to redness
the ‘holes in the postapartheid
grangd hisgtorical narrative: Like the
symbolic acts of sabotage against
apartheld Instalatione carred out
by his mather In the 10808, Gunn-
Salle makes sfe-spacific’ nterven-
Hons that could be seen as acts of
artistic sabotage agaknst the white-

which he and a group of fdemds
change the Zonnebloem signs-In
Cape’ Town back 1o the area’s orig:
Inal name of District Six. If's & plece
that draws oo the after-dark siealth
that Gunn-Salie leamnt as-a gratfiti
artist back in his late teens when he
thought of nothisg more  than
spending his days working 33 3 me-
dia- afficer for an RGO and his
niphis spoying paint on  walls
aound Cape” Town. His' father
Anerr Salie [row the editer of The
Cape Timées) wanted him o stody
Law bt Harcon had other deas and
submirtad what he deseribes a8 “s

Speak, memorial

The political is personal for an artist setting out to redress
the whitewashing of history. By Tymon Smith

portfodio of really terrbdy drovn
artworks™ to the Michaelis School
al Fine Art and was accepted
He thought he'd study photog-
and design but e soon “had
my mind blown sideways by the
power of sculpture” and studisd
Mmdnhmmmd:r.

againzt

— planned “acts of vandalism
around - a seres of eolonial-era
mopuments” aroond | the couniry
usdng purple dye”. Bofore be could
execute this, something happened
to the swatue’ of @ certain empice
bullder on the campus o the Unl-
versity of Cape Town and Cunn-
Salie coudd ondy watch in approval
from Johumnesburg where he now
lives, thinking that af least he'd
learnt & "y besson abait planning
o far in: advance. but 1 was like
*Amandial’ and "Rhodes st full|,
and s0'must the perpstuation of a
colonkal - heritage that I8 ungues-
thoned in our society’.

Thie Rhodes Mus Fall movement
showed him zomething he hadn’t
thamight sbout, “the implicit vio-
lence within vandalism"™. and £o0 he
had to-think again and nol “just
replicabe whatnthers had done but
take the debate io anather level and
cuplain the prohlem. behind thess
Tigpares in olir sochety throngh more
thian - fust shit-finging - or  paine-
fiinging”,

The resilt of this rethink ks Soft

Vengeinor, a series af sculpinml
woerks of the armsof oolonial-tta
soulpturcs ol figures from  Bar-
tolomeu Dias to Jan van Ricbeeck
and Cedll Rhodes, cast in urethane
the bood their legacies have left on
their hands The bodiey: of thess
men are implisd through thelr ab-
setce bevond ' the walls on which
tiveir arms hang. For Gunn-5alie the
series addressés the débate about
memprislisation and heritage ' in
thes wake of the events at UCT.
He admits that while he “may be
using a commercial art gallery to
make o memarial, I'm expoding a
£ap In the hisiory and exposing a
lack of principle in our heri;ge
lamdscape. 1 think shoot [Dall Tam-
bo's] memorial park that’s going 10
Tuppenand that's something that |

s T—

don’t agree with and 1 Rope I'm try-
ing To counter those tandencies”

This attsmpt o redress the
imbalance of the post-apartheid
heritage landicape s particularly
evident in Amongst Mem, the over-
whelming ceniral piece of the show,
consisting of about 450 individaally
cast kofiyasuspended from the ocil-
ingof the gallery. They create a kind
of plastic’ sculptunii hanging gar-
don throagh wiich visitors can
wall, inhabiting in the present the
abeent fgures of the pact in‘a recre-
arinn of 4 scene from the funeral of
Imam - Abdutiah Haron, an anti-
apartheld Muslim deric and Pan
Africanist Congress supporter whi
was killed by the-Security Branch in
1ok,

Designed  uting an  overhead
newspaper  photograph - showing

e mmw Hﬁ:fll'l'_r:: ‘-l
Picture:
/ .
[

some of the 40 000 moumers who
atterubed Haron's funeval, the k-
fiya evect pmound an emply space,
taken up in the photo by the
Emam's body: It's accompanied by a
recording of poet James Matthews's
reading his poem Patriof or Terror-
st written ot the dme.

A sepamate work created in ood-
laboration with the fmam's widow,

hung from the celling at a child's
beight.

Amongst Men ks akso s deeply per-
semal work that reflects lavers of
narmtive that" have impacied on
Gunn-3alie’s life. He pecalls that hig
father, who attendad the funeral
when hewat 13 vears old, “sat thess
oodking Into the imasm's grave and
personally pledped vengeance for
i adzagsination. Twenty years lat-
&r be took mp’arms and joined MK
and did just that  with those
thoughts of his1x-vear-old self pre-
senit il his mimd”

He'dlso named his-son aftes the
Imam. ‘Gunn-Salis deseribes the
wark as an “ant-memoral” and
hapes thag bz exhibition will chal-
lenge andiences to think about the
whirewashing ‘of history  through
their experiences with work by an
anizl who sees himself & “pome
oniz who 15 tryfng 0 specad a coe-
mectivie history and questhon  how
far we have come™ LS

@ “History After Aparthedd”
Is at the Goodman Gallery until
September 19— -
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