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IT W
A

S
 M

A
R

C
H

 1994. W
ith S

outh A
frica’s first dem

ocratic 
election about to take place, the atm

osphere on the streets 
of Johannesburg w

as electric. Euphoria and excitem
ent w

ere 
m

ixed w
ith sw

irling uncertainties about the future. It w
as 

also the m
om

ent that C
andice B

reitz learned she had been 
aw

arded a Fulbright scholarship to pursue graduate studies at 
the U

niversity of C
hicago. S

hould she stay in Johannesburg 
and revel in the new

 freedom
, or should she go? Torn by the 

decision, B
reitz cast her vote in A

pril 1994, then left, headed 
for her ow

n future, w
hich w

ould include degrees in art his-
tory at the U

niversity of C
hicago and C

olum
bia U

niversity, 
and a year in the W

hitney’s Independent S
tudy P

rogram
. 

O
ver the past decade, she has seen a steady rise in interna-

tional recognition, including a slew
 of solo m

useum
 show

s 
and participation in the biennials of S

ão P
aulo, Istanbul, 

Johannesburg, G
w

angju, Taipei and Venice.
Today, based in B

erlin, B
reitz is know

n for her incisive and 
deeply engaging large-scale video installations, consisting of 
num

erous m
onitors or plasm

a screens, som
etim

es suspended 
from

 the ceiling or arranged side by side in a curving row
. These 

dynam
ic w

orks exert enorm
ous popular appeal. In the Italian 

pavilion at the Venice B
iennale in 2005, people queued to see 

M
other + Father (2005), tw

o six-screen installations that give a 
scorching view

 of parenthood as portrayed in such H
ollyw

ood 
film

s as K
ram

er vs. K
ram

er and P
ostcards from

 the Edge. The 
sam

e scene w
as repeated at S

onnabend in N
ew

 York and W
hite 

C
ube in London w

hen, later that year, B
reitz show

ed M
other 

+ Father again, this tim
e alongside K

ing (A
 P

ortrait of M
ichael 

Jackson), for w
hich B

reitz invited 16 hardcore M
ichael Jackson 

fans to perform
 the entire Thriller album

, and Q
ueen (A

 P
ortrait 

of M
adonna), w

ith 30 Italian fans of the star singing their w
ay 

through her Im
m

aculate C
ollection album

 (both 2005). 
For m

any of her w
orks, B

reitz draw
s on sources from

 popu-
lar culture, particularly the m

ovies w
ith w

hich her audience is 
already w

arm
ly fam

iliar. This cozy attitude, how
ever, is rudely 

disrupted by the B
reitz edit. D

eeply interested in sem
antics and 

patterns of influence, and in how
 H

ollyw
ood m

ovies com
pete 

w
ith the traditional role of parents in teaching children notions 

of appropriate behavior, B
reitz reshapes her m

aterial. C
utting 

to excerpts of essential dialogue, trim
m

ing aw
ay all extraneous 

set dressing and isolating her characters against an unforgiving 
black background, B

reitz arranges her clips so as to resonate 
uncannily from

 one to the next, laying bare the w
ay that stereo-

types are perpetuated from
 one m

ovie to another.

B
reitz has consistently p

ursued
 tw

o p
arallel trajectories. 

A
longsid

e the found
-footage w

ork for w
hich she first gained 

renow
n (initiated

 in 1999 w
ith B

ab
el S

eries, jerky loop
s of 

p
op

 stars like M
ad

onna and
 S

ting end
lessly rep

eating a 
b

aby syllab
le, like “b

a b
a b

a” or “d
a d

a d
a”), she has often 

engaged
 nonp

rofessional actors to create orig
inal foot-

age. (T
he earliest w

ork in this lineage is K
araoke, 20

0
0, in 

w
hich the view

er enters a circle of 10 vid
eo screens, each 

w
ith a tig

htly fram
ed

 face b
elting out “K

illing M
e S

oftly.”) 
For an up

com
ing retrosp

ective at the A
ustralian C

entre for 
the M

oving Im
age (A

C
M

I) in M
elb

ourne, w
hich w

ill op
en in 

D
ecem

b
er 2012 and

 travel to the P
eab

od
y E

ssex M
useum

 
in S

alem
, M

ass., in sp
ring 2013, B

reitz is w
orking on a new

 
trilogy of vid

eo installations, as yet untitled, that have b
een 

co-com
m

issioned
 by the tw

o exhib
iting institutions. For 

them
, the artist w

ill shoot her footage in B
om

b
ay, Lagos and 

Los A
ngeles, the locations of the w

orld
’s three largest film

-
m

aking ind
ustries: B

ollyw
ood, N

ollyw
ood

 and, of course, 
H

ollyw
ood. In each city, B

reitz w
ill b

eg
in by exp

loring the 
role of the child

 in that p
articular cinem

atic culture.
I m

et w
ith B

reitz in the Iziko S
outh A

frican N
ational 

G
allery, C

ap
e Tow

n, in A
p

ril.

CA
N

DICE BR
EITZ

 IN
 TH

E S
TU

D
IO

 W
ITH

 S
U

E W
ILLIAM

S
O

N

S
U

E
 W

ILLIA
M

S
O

N
  C

andice, first of all, w
hat 

w
as your id

ea in p
utting these three film

- 
producing centers up side by side, as it w

ere?
C

A
N

D
IC

E
 B

R
E

IT
Z

  W
hat the three film

 
industries have in com

m
on, despite the 

m
ultiple differences and nuances that distin-

guish them
 from

 one another, is the w
ay that 

H
ollyw

ood, B
ollyw

ood and N
ollyw

ood keep a 
grip on the popular im

agination and m
aintain 

their broad reach and econom
ic dom

inance 
through their ability to consistently and con-
tinuously spew

 out aspirational narratives. 
H

ow
 these narratives are w

oven into the 
plot and esthetic of a given film

 differs signifi-
cantly from

 one ’w
ood to the next, but each 

of these cinem
atic giants ultim

ately m
aintains 

its hold on the m
ainstream

 by selling us 
fairly digestible stories that are designed to 
appease us, to offer us visions of lives that 
are better, braver, happier, thinner—

and, 
im

portantly, to keep us com
ing back for m

ore. 
I thought it w

ould be interesting to explore the 
m

achinery of the three industries by paying 
a visit to each and taking a look at how

 child 
actors are w

oven into that texture.
W

ILLIA
M

S
O

N
  W

hy child rather than 
adult actors? 
B

R
E

IT
Z

  Each of the ’w
oods has its ow

n set 
of conventions that it perpetuates and natu-

C
O

M
IN

G
 S

O
O

N
 

“C
and

ice B
reitz: T

he C
haracter,” a retro-

sp
ective at the A

ustralian C
entre for the 

M
oving Im

age, M
elb

ourne, D
ec. 6, 2012-

M
ar. 10, 2013.

C
and

ice B
reitz at K

unsthaus B
regenz,  

A
ustria, 2010. P

hoto A
lex Fahl.
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M
artin—

and I’m
 hap

py to say that I 
haven’t had any legal p

rob
lem

s yet.
C

ulture is fundam
entally a cannibal-

istic thing. Every m
ove that w

e m
ake 

as artists consciously or unconsciously 
derives from

—
draw

s on, relates to
—

an 
existing conversation, w

hich im
plies  

an existing vocabulary, an existing set 
of options for expression. It’s not ten-
able to enter the w

orld and invent a 
com

pletely new
 language: w

e feed off 

B
R

E
IT

Z
 M

iraculously, so far w
hen 

p
eop

le w
ho ap

p
ear in som

e w
ay in 

m
y w

ork have ap
p

roached m
e, it’s 

b
een largely from

 a p
osition of curios-

ity or interest. Those conversations 
have generally p

anned out p
ositively. 

I know
, or in som

e cases have b
een 

told, that several of the actors w
ho 

have ap
p

eared in m
y found-footage 

p
ieces have seen the w

ork—
S

usan 
S

arand
on, M

eryl S
treep, S

teve 

S
treep; the shards of Jack and M

eryl inter-
tw

ine, form
 knots, coalesce, unravel. 

W
ILLIA

M
S

O
N

  In w
orking the w

ay you 
have, w

ith this found footage, you’ve taken 
sequences from

 film
s w

hich are huge com
-

m
ercial hits. You have told m

e you have 
been referred to as a “cultural pirate.”
B

R
E

IT
Z

  [laughs] C
ould w

ell be . . . 
W

ILLIA
M

S
O

N
  I’m

 just w
ondering 

if yo
u’ve ever run into p

ro
b

lem
s  

w
ith copyright.

expected of a child character accord-
ing to B

ollyw
ood conventions. V

ia their 
very specific answ

ers to m
y ques-

tions, the kids end up cataloguing the 
qualities and values that are central to 
m

ainstream
 H

indi cinem
a.

W
ILLIA

M
S

O
N

  A
gain you’ve used a 

black background, and all the children 
seem

 to seam
lessly m

orph into each 
other as they enthusiastically describe 
w

hat happened to the children in the 
film

s they w
atched. The openness of 

their responses is refreshing. W
hat else 

w
ill be in the A

C
M

I show
?

B
R

E
IT

Z
  The exhibition w

ill focus on a 
variety of w

orks that relate—
in one w

ay 
or another—

to the genre of portraiture. 
It w

ill open w
ith The C

haracter, then 
m

eander through to H
im

 + H
er [2008]. 

In addition there w
ill be K

ing (A
 P

ortrait 
of M

ichael Jackson) [2005], B
ecom

ing 
[2003] and a selection of dual-channel 
portraits from

 a larger series titled 
“Factum

” [2010
], for w

hich I interview
ed 

several pairs of identical tw
ins.

W
ILLIA

M
S

O
N

  Tell m
e about H

im
 + H

er.
B

R
E

IT
Z

  H
im

 + H
er is a pair of seven-

channel installations that could each be 
described as a portrait of sorts, though 
ultim

ately each of the portraits reveals 
less about the tw

o actors portrayed—
Jack N

icholson and M
eryl S

treep—
than 

it does about the art of playing a role, the 
art of becom

ing a character. H
im

 places 
23 Jack N

icholsons [from
 a range of film

s 

ralizes to som
e extent for its audience. 

These tend to be played out relatively 
seam

lessly by the adult actors, w
hose 

ability to reproduce dram
atic conventions  

is typically a precondition for their 
acceptance into the industry. 

W
ith child actors, there’s often a slip-

page: the m
astery is incom

plete. W
hen 

played out by children, fam
iliar conven-

tions can com
e across quite aw

kw
ardly, 

w
hich m

eans that they becom
e leg-

ible as such; they lose their naturalism
. 

O
bserving child actors [in the process 

of learning] is a little like w
atching a child 

w
alking in the shoes of an adult. C

hildren 
tend to give the gam

e aw
ay. 

W
ILLIA

M
S

O
N

  I enjoyed The C
haracter, 

the short film
 you m

ade in B
om

bay in 
2011 as a prelude to this new

 project.
B

R
E

IT
Z

  The C
haracter takes a look 

at how
 children are portrayed w

ithin 
B

ollyw
ood plots, through the eyes of a 

group of Indian schoolchildren. E
ach of 

the children I interview
ed w

as asked to 
closely view

 a particular film
. A

ll of the 
selected film

s had children as their 
key protagonists. There are 15 kids in 
the final edit, and each kid describes 
the specific child character from

 his  
or her film

 in painstaking detail. A
  

com
posite “character” is then shaped 

in the editing process, so that although 
the schoolchildren are speaking about 
a variety of child characters, they end 
up painting a larger picture of w

hat is 

“H
O

LLY
W

O
O

D
, B

O
LLY

W
O

O
D

 A
N

D
 N

O
LLY

W
O

O
D

 K
EEP

 A
 G

R
IP

 O
N

 TH
E P

O
PU

LA
R

 IM
AG

IN
ATIO

N
 

B
Y

 C
O

N
S

IS
TEN

TLY
 A

N
D

 C
O

N
TIN

U
O

U
S

LY
 S

PEW
IN

G
 O

U
T A

S
PIR

ATIO
N

A
L N

A
R

R
ATIVES

.”

m
ade over 40 years] into confrontation 

w
ith one another, w

hile H
er is essentially a 

show
dow

n betw
een 28 M

eryl S
treeps [that 

appeared over a period of 30 years]. 
The actor is in each case throw

n into a 
series of psychological encounters w

ith him
- 

or herself m
ultiplied across a seven-screen 

structure. The interaction of the character 
fragm

ents is fluid in the w
ay that a kaleido-

scope is fluid, and ultim
ately fails to deliver a 

stable representation of either N
icholson or 

A
b

ove, tw
o stills from

 T
he C

haracter, 2011, single-channel 
vid

eo installation, ap
p

rox. 23 m
inutes. A

ll im
ages, unless 

otherw
ise noted, courtesy W

hite C
ub

e, Lond
on.

R
ight, view

 of the installation B
ab

el S
eries, 1999, 7 loop

ing 
D

V
D

s; at the O
K

 C
enter for C

ontem
p

orary A
rt, Linz, A

ustria. 
P

hoto Jason M
and

ella.



162  AR
T IN

 AM
ER

IC
A  O

C
TO

B
ER

’12
O

C
TO

B
ER

’12  AR
T IN

 AM
ER

IC
A

  163  

sold to w
hite tourists. They are very m

uch 
about locating A

frica in an unthreatening 
past, a past that is rural and exotic. S

igns 
of contem

porary life are deliberately 
excluded

—
there are no sneakers or C

oke 
bottles to disrupt the exotic idyll. N

othing 
w

ithin the postcards allow
s for the fact 

that the w
om

en portrayed have a relation-
ship to traditional culture but also exist 
very m

uch in the present. 
W

IL
L

IA
M

S
O

N
  You are from

 a com
fort-

ab
le m

id
d

le-class b
ackground. H

as 
there ever b

een a criticism
 that in d

oing 
this, in w

hiting out the b
od

ies of the 
w

om
en, you w

ere p
erp

etuating the kind 
of p

rocess w
hich red

uced these w
om

en 
to exotic sym

b
ols? 

B
R

E
IT

Z
  Very m

uch so. The w
ork w

as 
very controversial at the tim

e that I m
ade 

it. In applying a ghostly w
hiteness to 

the surface of those im
ages, I felt I w

as 
rendering legible—

w
ith quite a literal 

gesture—
the w

ay in w
hich the com

p
lex-

ity of contem
p

orary A
frica is elid

ed by 
im

ages that susp
end the continent and 

its subjects in the p
ast. B

ut not every-
b

od
y read the w

ork that w
ay.

W
ILLIA

M
S

O
N

  A
longside G

host S
eries, 

your exhibition at the S
tandard B

ank 
G

allery in Johannesburg included a 2011 
w

ork the firm
 com

m
issioned, E

xtra. 
H

ere you insert yourself as a w
hite 

presence into a series of scenes from
 

“G
enerations,” A

frica’s m
ost popular 

soap opera, resulting in a series of pho-
tograp

hs as w
ell as a single-channel 

vid
eo installation. O

ne can d
efinitely 

see the link b
etw

een G
ho

st S
eries, the 

last w
ork you m

ad
e b

efore you left in 
1994, and

 this new
er w

ork. H
ow

 d
id 

E
xtra com

e into b
eing?

B
R

E
IT

Z
  O

ne of the things that attract-
ed m

e to “G
enerations” in the early 

p
hase of m

y research w
as that it w

as 
first b

road
cast in 1994. That year, of 

course, m
arks the m

om
ent that the 

S
outh A

frican B
road

casting C
orp

oration 
b

egan to rad
ically reconsid

er its role. 
H

aving b
een the m

outhp
iece of the 

ap
artheid governm

ent, the S
A

B
C

 w
as 

forced
—

in the m
om

ent of p
olitical 

transform
ation—

to start ad
d

ressing the 
b

road
er S

outh A
frican view

ership, using 
the full range of 11 languages sp

oken 
in the country. The creator of the show

, 
M

fund
i Vund

la, had b
een in exile in 

C
alifornia, and he cam

e b
ack thinking 

he m
ight d

o a S
outh A

frican version of 
“H

ill S
treet B

lues.” B
ut the S

A
B

C
 w

ant-
ed som

ething asp
irational, som

ething 
that w

ould m
ake suitab

le view
ing for the 

em
erging b

lack m
id

d
le class of the new

 
S

outh A
frica. “G

enerations” p
ortrays the 

W
orking w

ith m
oving footage gave m

e 
an expanded set of variables w

ith w
hich 

to think about language and punctua-
tion, about the subtle and not-so-subtle 
w

ays in w
hich the structure of an edit 

im
pacts on the experience of the w

ork 
and the m

eaning that a view
er is able 

to draw
 from

 it. M
eaning can be gener-

ated by the tim
ing of a cut, through the 

visibility or seam
lessness of a cut. That 

w
hich is excluded

—
the m

aterial that 
ends up on the proverbial cutting-room

 
floor—

can shape the m
eaning of a 

w
ork in its absence as pow

erfully as 
the footage that m

akes the final cut. 
I’ve alw

ays been m
ore invested in the 

editing process—
the beauty of a great 

tw
eak or an articulate recom

position—
than in the notion of trying to create 
som

ething original from
 scratch. 

W
ILLIA

M
S

O
N

  O
n the subject of cut-

ting and recom
position, let’s talk about 

the here and now
. W

e are sitting in the 
N

ational G
allery in C

ape Tow
n, w

here for 
the first tim

e since you left S
outh A

frica 
in 1994, you have a m

ajor solo show
 

in this country, w
hich opened at the 

S
tandard B

ank G
allery in Johannesburg.

B
R

E
IT

Z
  O

n m
any levels, it w

as dev-
astating to leave the country at that 
m

om
ent in tim

e. S
o w

hen the opportu-
nity arose to finally show

 som
e w

ork in 
S

outh A
frica, it w

as im
possible to not 

think about 1994. It becam
e the date 

everything spun around, prim
arily in 

term
s of the radical historical and politi-

cal significance of the date, but also in 
term

s of m
y personal history. The earli-

est w
ork included in the [S

tandard B
ank] 

exhibition is G
host S

eries, a set of pho-
tographs that w

ere m
ade at the tim

e of 
m

y departure to study abroad. 
W

ILLIA
M

S
O

N
  In G

host S
eries you 

took the kind of tourist postcards 
w

hich show
 traditionally dressed 

black w
om

en in rural settings, and 
you used Tipp-E

x [W
ite-O

ut] to w
hiten 

out the im
ages of the w

om
en, leav-

ing only details like their eyes, noses 
and m

ouths, their beadw
ork and their 

skirts. Their faces have becom
e skull-

like or m
asklike, and they do indeed 

look like ghosts rather than w
om

en 
grinding m

aize, or w
hatever they w

ould 
have been doing in their daily lives.
B

R
E

IT
Z

  I think the postcards that w
ere 

the starting point for G
host S

eries ulti-
m

ately tell us far less about the black 
w

om
en that they picture than they 

do about the particular w
ay in w

hich 
w

hiteness tends to think about black-
ness. P

ostcards like these are typically 
produced by w

hite photographers to be 

and relate to w
hat precedes us—

w
e 

cite, w
e quote, w

e respond. Though 
this is m

ore patently the case in the 
w

ork of artists w
ho use found footage, 

and though the accessibility of digital 
softw

are has certainly encouraged 
m

ore direct citation in the last decade 
or so, I think all of us artists  
are derivative.
W

ILLIA
M

S
O

N
  The technology that 

w
e have today has brought that to the 

surface. It used to be an enorm
ously 

com
plicated process to edit videos in 

expensive video-edit suites, but now
 

everybody can m
ake alm

ost a broad-
cast quality m

ovie on their laptops.
B

R
E

IT
Z

  That’s m
ore and m

ore true, but 
there are still a great num

ber of deci-
sions that need to be m

ade w
hen one 

cites, and they are as nuanced as ever: 
how

 m
uch m

aterial one w
ants to cite, 

how
 one does it, and m

ost im
portantly, 

w
hy one w

ants to w
ork this w

ay in the 
first place. To cite from

 a particular 
context—

a H
ollyw

ood m
ovie, for exam

-
ple—

could be to celebrate the source 
film

, or to engage it critically, depending 
on the particular w

ay in w
hich the cita-

tion appears in its new
 context, on how

 
it is w

oven into the w
ork at large. 

W
ILLIA

M
S

O
N

  W
here did you start 

as an artist?
B

R
E

IT
Z

  A
fter leaving art school at 

the U
niversity of W

itw
atersrand in 

Johannesburg, m
y starting point w

as 
photography. I w

as never a photog-
rapher proper but spent a few

 years 
thinking about the sem

antics of visual 
im

agery by w
ay of photographic m

on-
tage. From

 a form
al point of view

, I w
as 

interested in w
hat it m

eant to cut up 
im

ages and put them
 back together 

again in new
 constellations, in how

 you 
could develop a fresh punctuation via a 
series of sim

ple cut-and-paste m
oves. 

I suppose there w
as som

ething alm
ost 

linguistic about the w
ay I w

as deal-
ing w

ith photographic im
ages—

there 
w

as a tim
e in m

y life w
hen I fantasized 

about studying linguistics!—
so w

hat got 
m

e interested in starting to w
ork w

ith 
video, around 1999, w

as the possibility 
of w

orking m
ore literally w

ith language, 
and, of course, w

ith sound. 

“I K
N

O
W

, O
R

 H
AVE B

EEN
 TO

LD
, TH

AT SEVER
AL O

F TH
E AC

TO
R

S IN
 M

Y FO
U

N
D

 FO
O

TAG
E W

O
R

K
 H

AVE 
SEEN

 TH
E PIEC

ES
—

AN
D

 I’M
 H

APPY TO
 SAY TH

AT I H
AVEN

’T H
AD

 AN
Y LEG

AL PR
O

B
LEM

S YET.”

O
p

p
osite top, H

er, 20
08, 

7-channel vid
eo installation, 

ap
p

rox. 24 m
inutes.

O
p

p
osite b

ottom
, H

im
, 20

08, 
7-channel vid

eo installation, 
ap

p
rox. 29 m

inutes.

B
oth installations at the K

unsthalle 
B

erlin. P
hotos Jens Z

iehe.
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“C
and

ice B
reitz: T

he C
haracter” 

w
ill travel to the P

eab
od

y 
E

ssex M
useum

, S
alem

, M
ass., 

in sp
ring 2013. 

S
U

E
 W

IL
L

IA
M

S
O

N
 is a 

S
outh A

frican artist and 
w

riter b
ased in C

ap
e Tow

n. 
S

ee C
ontrib

utors p
age.

lighthearted m
anner, for obvious rea-

sons. The absurdity of m
y presence in 

E
xtra is—

for m
e—

a w
ay of staging and 

thinking about the aw
kw

ardness of 
being a w

hite S
outh A

frican. It allow
s 

m
e to take up questions that rem

ain 
delicate and com

plex w
ithout assum

-
ing that I can provide easy answ

ers. 
Ideally, you are left to draw

 your ow
n 

conclusions.

W
ILLIA

M
S

O
N

  In one scene, tw
o peo-

ple are having a m
eal and you are lying 

across the table betw
een them

 w
ith 

your feet sticking upw
ard. 

B
R

E
IT

Z
  The playfulness of som

e of 
m

y interventions is possible largely 
because of the distance S

outh A
frica 

has traveled since 1994. A
t the tim

e 
of m

aking G
host S

eries, it w
ould have 

been im
possible to reflect on race in a 

voyeuristically from
 the background as 

if longing to be a part of som
ething it’s 

hard to interject oneself into. I thought it 
w

as im
portant to not point to one set of 

conclusions, to try out a range of pos-
sibilities and a variety of akw

ardnesses. 
D

uring the m
aking of E

xtra, the set of 
“G

enerations” cam
e to function as a 

m
icrocosm

 through w
hich to think about 

social dynam
ics in S

outh A
frica at large.

set, and after each scene w
as shot for 

the television series, to shoot a second 
version im

m
ediately afterw

ard, w
ith you 

taking up w
hatever position you had 

decided upon after having just w
atched 

the actors play through the scene. 
B

R
E

IT
Z

  I thought it w
ould be appro-

priate to insert m
yself into the soap as 

an extra. A
n extra is typically a back-

ground player w
hose job is to not be 

noticed or distract attention from
 the 

prim
ary plot. That said, I w

anted to 
avoid being a naturalistic extra: though 
I have no lines, though I am

 external to 
the plot, I knew

 I w
ould inevitably be 

very obviously present, sim
ply by virtue 

of the color of m
y skin, in relation to the 

otherw
ise entirely black cast of actors.

W
ILLIA

M
S

O
N

  O
ne story about E

xtra 
in the local press w

as titled “The W
hite 

E
lephant in the R

oom
.” 

B
R

E
IT

Z
  I thought that w

as a pretty 
astute response! W

hiteness is very m
uch 

the elephant in the room
 in contem

porary 
S

outh A
frica; that w

hich is not spoken 
about terribly m

uch but nevertheless 
exerts an influence that is unavoidable at 
best, obstructive at w

orst.
W

ILLIA
M

S
O

N
  A

nd so if you w
ere not 

a naturalistic extra, w
hat w

ere you?
B

R
E

IT
Z

  I didn’t w
ant to occupy a single 

position, so there are m
om

ents w
hen I 

seem
 to participate and m

om
ents w

hen 
I am

 an obstacle, an obstruction, inhibit-
ing w

hat w
ould otherw

ise be a relatively 
straightforw

ard narrative. A
t other tim

es 
I look on alm

ost m
elancholically or 

d
aily ord

eals of tw
o rival ad

vertising 
agencies, one ow

ned by a X
hosa fam

-
ily, and the other by a Zulu fam

ily.
W

ILLIA
M

S
O

N
  S

o, there’s the aspi-
rational elem

ent again, this tim
e 

specifically in a S
outh A

frican context. 
A

nd “G
enerations” has E

nglish sub-
titles, so that although all the actors 
are black, and slide easily from

 X
hosa 

to Zulu to E
nglish, even w

hite S
outh 

A
fricans w

ho generally can’t speak a 
black language can understand.
B

R
E

IT
Z

  In fact, the starting point for 
E

xtra w
as a com

m
ission that invited m

e 
to m

ake a w
ork that in one w

ay or anoth-
er reflected on contem

porary S
outh 

A
frica. It w

as an invitation that w
as both 

exciting and intim
idating. H

aving lived 
aw

ay from
 S

outh A
frica since 1994, I w

as 
apprehensive about w

hether I w
ould be 

able to m
eaningfully engage w

hat is a 
very com

plex context from
 a som

ew
hat 

rem
oved vantage point. M

y instinct 
from

 the outset w
as that the w

ork 
w

ould need
—

in som
e w

ay—
to have 

built into it an acknow
ledgem

ent of m
y 

externality, of m
y outsider status. 

W
ILLIA

M
S

O
N

  A
nd how

 did you m
ake 

the connection w
ith the producers of 

“G
enerations”? 

B
R

E
IT

Z
  M

fundi Vundla is a great sup-
porter of contem

porary art. E
xtra w

ould 
not have been possible if he had not 
been so incredibly open to m

y proposal. 
W

ILLIA
M

S
O

N
  It does seem

 an act of 
extraordinary generosity on his part, and 
that of the actors, to allow

 you onto the 
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A
b

ove, G
ho

st S
eries #

3, 1994-9
6, chrom

ogenic p
rint, 

27 by 40 inches. C
ourtesy K

aufm
ann R

ep
etto, M

ilan.

R
ight, E

xtra #
5, 2011, transp

arency in alum
inum

 light 
b

ox, 22 by 33 by 3¼
 inches. C

ourtesy G
ood

m
an 

G
allery, Johannesb

urg.


