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age to address the subject. Their work
has been driven to adopt given frame-
works of Christianity, conceptual art, or
documentary photography.

“Never again became wherever again.” By contrast, Rwandan artistic prac-
oY : ; pr

President Paul Kagame of Rwanda tice in the first years after the genocide

(Daily Mail and Guardian, May 1, 2000) seemed to be striving toward a perfor-

mative practice of visibility by creating

a network of memorials. Nonetheless,

" . the slogan used at the tenth anniversary
Never again commemoration was “Never Again.” By
Banner at Kigali commemoration of the genocide rewriting Rwanda’s genocide under the
(BBC News April 10, 2004) sign of the Holocaust, the Rwandan Pop-

he Rwandan genocide
of 1994 cost at least
500,000 people their
lives in the space of
two months,! and had
taken an estimated 3.8
million lives in the ex-
tended wars around
Congo by the end of 2004. When Paul
Kagame later claimed that “never again
became wherever again,” he was say-
ing that the post-World War II settlement iﬁ:
comprised of the United Nations and its i
various treaties and conventions had "
failed even in its basic premise that it .
would prevent the repetition of mass gen- -
ocide. Kagame’s intervention sought to ¥
make the processes of globalization and
their costs visible, in opposition to the k,
forces of globalization, who prefer to act
invisibly as at the appropriately named
Camp X-Ray at Guantanamo Bay, Cuba. "
Making the genocide visible was a task i{f.. .
that seemed unapproachable to those few .f "
Western artists who have had the cour- 2%
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ular Front (RPF) government no doubt
hoped to claim some of the immunity from
criticism that this sign has conferred on
the Israeli state since 1948. At the same
time, it suggests that the remembrance of
genocide continues to resist representa-
tion and has retreated into invisibility.
In discussing the problem of represent-
ing the Holocaust, Saul Friedlander has
influentially argued that “there are lim-
its to representation which should not be
but can easily be transgressed” (1992:3).
The paradox of this position is that it has
left genocides other than the Holocaust
outside representation at all. Beyond
this pall of invisibility is the even wider
invisibility of globalization, which is
everywhere and nowhere, wreaking a
devastation for which no-one can be
held accountable. Achille Mbembe and
Janet Roitman, referring to recent dif-
ficulties in Africa, call it the “time of
crisis.” Strikingly, they consider the key
object of their work the “immediate pre-
sent,” notable for its “visibility and pro-
fanity” (Mbembe and Roitman 1995:323).
The Rwandan genocide made it clear that
in a global culture that prides itself on
taking place in “real time,” the present is
in fact a disjunctured, fragmented, and
often unavailable location. No wonder,
then, that “contemporary” art practice,
unsure even what its name might mean,
has struggled with the limits of repre-
senting genocide.

The difficulties inherent in the question
of visibility and invisibility in this mo-
ment of globalization have generated new
forms of work, among them the work of
art. Globalization is usually framed as
a reorganization of work creating a new
paradigm of labor superceding the model
of the male, Western industrial worker as
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the source of value. As Gayatri Spivak has
noted, “in the new international econom-
ic order after the dissolution of the Soviet
Union [in 1991] ... it is the labor of the
patriarchally defined subaltern woman
that has been most effectively socialized”
(1999:68). It is, then, no coincidence that it
was precisely these women who were the
symbolic targets of the Rwandan geno-
cide, subject to both rape and violence. At
the same time, the new division of labor is
instituting a new “division of the senses,”
the ground on which media of all kinds
become possible (Ranciere 2002:176-8).
This division of the senses is not, of the
simple effect of the global division of labor,
but is in a complex, constantly changing
symbiosis with it.

One instance of this problematic is pre-
cisely the visuality of memorials. Follow-
ing the model established by Holocaust
memorials, it has come to be axiomatic
that memorials should seek to enable the
viewer to “work through” the trauma
rather than “act it out” (see LaCapra 1994).
The formal means by which such working
through is enabled are those of minimal-
ism, now the dominant visual style for
memorials around the world. Minimalism
evokes Immanuel Kant’s theory of the sub-
lime, as opposed to the beautiful, and en-
acts his view that the aesthetic must be
disinterested in its object. Any disinter-
ested subject should not, however, really
be engaged in work. Work is performed
and one’s performance at work is judged
in accordance with criteria of interest:
One should both be interested in the work
and generate interest in the work, in the
sense of attracting attention, which in the
global economy is to generate value in the
financial sense. The violent interpenetra-
tion of “economy” and what is usually
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called “culture” was central to the geno-
cide itself and is now the key problem to
be surmounted in constructing memorials
that “work.”

It should be noted from the outset

that the Rwandan genocide was itself

a form of mediated representation.

By this I do not mean that it was not
real but that it was also symbolic in form
and practice. The genocide was an enact-
ment of the logic of the (post)colonial state
as a representation of ethnic superiority. It
took the “imagined community” of Rwan-
da to be synonymous with the image of
the “Hutu” and acted upon that idea. As
is now well known, Western race theory
of the colonial period held that Hutu and
Tutsi were different peoples by nature,
representatives of the larger and equal-
ly distinct “Bantu” and “Nilotic” groups
(see Mamdani 2001:76-102 for a full ac-
count of the “Hamitic” theory). Certainly
there was a class distinction between
Tutsi and Hutu in precolonial Africa, but
this distinction was made absolute and
biological by the Belgian colonial author-
ities. In the precolonial period, a person
could move from “Hutu” to “Tutsi” by
gaining wealth, a process known as kwi-
hutura; similarly, by losing wealth one
became “Hutu” (see Mamdani 1996:10
and 2001:70).

After they gained control of the re-
gion as part of the Treaty of Versailles in
1918, the Belgians imposed a policy of
divide-and-rule as they had done through-
out the vast territories of the Congo. Act-
ing on the racial theory of the time, the
Belgians exalted the Tutsis as Caucasians
who had migrated south. One colonial
official was so determined to establish
absolute differences amongst Rwanda’s
casually mixed peoples that he argued
that the Tutsis had come to Rwanda from
outer space (Gourevitch 1996:30). Begin-
ning in the 1930s, all Rwandans were
registered as Tutsi (15%), Hutu (84%),
or Twa (1%), thereby transforming the
racial classification problem into a bu-
reaucratic one. The division of Rwan-
dans into unequal ethnic groups was thus
carried out as a direct reflection of Euro-
pean race science. Rendering Rwanda
into a homogenous nation of one “eth-
nicity” was in one sense the acting out of
that logic.

The Rwandan genocide can also be
understood as a displacement of the pol-
itics of Final Solution into the culture of
globalization, for what has been endlessly
described as a meaningless ethnic slaugh-
ter was rather an attempt to impose what
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one must call “globalized National So-
cialism”—accepting the paradox as part
of the crisis—as a solution to the crisis of
late colonial authority in a global cultur-
al economy.2 After being excluded from
the colonial administration, the Hutu were
suddenly given power by the departing
Belgian authorities in 1959, not coinci-
dentally the year of the first anti-Tutsi
violence. In the thirty-five years that fol-
lowed, the Hutu created a one-party state
that was often sustained by attacks on
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the Tutsi, who had been the preferred
group in the colonial era right until the
last moment.

However, this long pattern of violence
does not allow us to predict or explain
the genocide of 1994, which far exceeded
all earlier instances in its scope and lon-
gevity. In 1986, the Hutu leaders found
their prosperity undermined as world cof-
fee and tea prices collapsed (Gourevitch
1996:76). Such commodities were among
the first to be affected by the emerging
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global market. That is to say, what came
to be called the “work” of genocide was
performed to foreclose the possibility that
the foundational work of the nation-state
in economic, cultural, and political terms
was for nothing (see Mbembe 2004). As
Caroline Thomas has pointed out: “Glob-
alization erodes the authority of states
differentially to set the economic and po-
litical agenda within their respective po-
litical space” (1997:7). In a cash-crop
economy like that of Rwanda, the hard-
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won prize of the nation-state was ren-
dered irrelevant by globalization. As a
result, a sense of being the victims of
“treachery” arose in the Hutu leadership,
leading to a search for enemies and re-
venge (see Appadurai 1996:154-6).

In the context of a racialized state, a
scapegoat was conveniently to hand for
this loss of authority that was experi-
enced at an individual level as a challenge
to masculinity. The enemy was, as it had
been since 1959, the Tutsi, but the Hutu
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radicals now promised radical social re-

plices” of the enemy. Those who carried

form in an authoritarian fashion, just | out the work of killing were paid in cash,

as the Nazi regime had done, chanting
slogans like: “Let slavery, servitude, and
discord be finished forever!” and “We con-
demn the exploitation and servitude of
the people!” In this perspective, the sim-
plest answer to the invisible hand of the
global market was to hack off the limbs
of local “enemies.”

When Hutu leaders called the geno-
cide umuganda, or “communal work,”
this was not a cynical euphemism but an
expression of the genocide’s motivating
logic (Mamdani 2001:194). On the now-
infamous radio station RTLM (Radio
Télévision Libre des Milles Collines),
broadcaster Valerie Bemerki incited the ex-
tremist factions of the Hutu to kill their
Tutsi neighbors: “Do not kill these inyenzi
(cockroaches) with a bullet, cut them to
pieces with a machete” (Swain 1999). The
manual labor of the genocide was not
a sign of Rwanda’s primitivism but a
symbolic act. The killing was presented
throughout as “work,” and machetes and
firearms were described as “tools.” This
“work” was organized by state officials
whom Rwandans were accustomed to
seeing in positions of authority. Orders
from the government were handed down
the administrative chain to the communes,
calling for “self-defense” against “accom-

kind, or in land taken from the victims.
Wealthier killers were compensated with
computers or televisions. Above the gate
to Auschwitz I is an arch bearing the
slogan “Arbeit Macht Frei” (“work brings
freedom”). This has often been read as a
deceptive promise to the prisoners but
it was also an exhortation to the guards:
When the work here is finished, you will
be free. The Rwandan genocide enacted
this practice as communal labor rather
than secret police state activity, a signif-
icant difference.

Crucially, the genocide was not limited
to Tutsi but also claimed as victims mod-
erate Hutu who refused the politics of
Hutu Power as well as those whose ethnic
identity was uncertain. In Rwanda, where
the physical difference, if any, between the
two groups was so unclear and the prac-
tice of intermarriage between groups so
common, it required considerable effort
to sustain the idea of an ethnic divide. On
September 21, 1992, Colonel Déogratias
Nsabimana, then chief of staff in the Hutu-
dominated Rwandan army, sent a top-
secret memorandum to his commanders
identifying and defining “the enemy,” two
years in advance of the genocide. The
“enemy” were not only the Tutsi but also

Continued on page 86
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demonstrating continuities in symbols and
themes. In contrast, Harrow and Berrian each
examine single films, Ousmane Sembene’s Xala
(1975) and Ceddo (1977) respectively. Their anal-
ysis of these films are unique and nuanced,
Harrow bringing Jacques Lacan, Claude Lévi-
Strauss, and Jacques Derrida to bear on Xala
while arguing that the main character, El-Hadj,
is a failed trickster figure. Berrian examines
the “soundscape” (p. 143) of Ceddo, drawing
attention to the work of the film’s composer
Manu Dibango and the ways sound and music
interact with visual imagery to contribute to
the film’s themes.

Parts 3, 4, and 5 of the collection contain
but two essays each, suggesting the difficulty
Pfaff may have had in gathering submissions
and/or in combining them into a cohesive text
with common themes. In part 3, a disappoint-
ing section on “Original and Burgeoning
Cinematic Practices,” we find essays by N.
Frank Ukadike on documentary and Frangoise
Balogun on Nigerian video. Neither presents
much new information or insight to those famil-
iar with African film. Part 4, “Inside/Qutside:
Expatriate Filmmakers,” presents interviews
with Safi Faye by Beti Ellerson and with Haile
Gerima by Pfaff. Both are important primary
sources, all the more so for the contextual-
ization offered by Ellerson’s introductory es-
say and Pfaff’s earlier interviews (1976-2001)
with Gerima.

The two essays in Part 5, “International Con-
nections: Influences and Confluences,” written
by non-Africanists, demonstrate the value in
extending ourselves beyond the limits of an
area studies approach to cinema. Josephine Wall,
a Slavic specialist, chronicles Soviet training of,
aid to, and interest in African filmmakers while
also examining similarities between Soviet and
Francophone African cinemas. Similarly, Maria
Roof draws connections between Latin Amer-
ica and African film, examining politics, train-
ing, festivals, and coproductions between the
two continents.

All this is to suggest the usefulness of Pfaff’s
latest book. What of its flaws? Two stand out,
both of which concern Pfaff’s contention that
the book is “diverse,” “pluralistic,” and “kalei-
doscopic” (p. 8). First is the over-emphasis on
QOusmane Sembene, whose films Black Girl (1966),
Borom Sarret (1966), Camp de Thiaroye (1987),
Ceddo, Emitai (1971), Mandabi (1968), and Xala are
each treated in three or more essays. There is no
question that Sembene is one of Africa’s most
significant filmmakers. The repeated turn to his
work, however, throws the collection off bal-
ance, making it a bit less varied than Pfaff
would have it.

Second, in outlining the scope and purpose
of the book, Pfaff mentions several times that
the collection will look at films by black (or
sub-Saharan black) African directors (p. 1),
but neglects to offer a reason for this choice.
The film industries in some countries (Zimbab-
we, South Africa, and Tanzania come to mind)
still have heavy involvement by both local
and expatriate whites, not to mention Africans
of Asian heritage, yet their exclusion from her
conception of African film goes unexplained.
In fact some of the other authors belie this ex-
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clusion, with, for example, Cham mentioning
(albeit briefly) Flane (1996) “by British-born
and Zimbabwean-naturalized Ingrid Sinclair”
(p- 54), as well as discussing films made in
Africa by Sarah Maldoror of Guadeloupe (p.
51), African American Robert Van Lierop (p.
52), Haitian Raoul Peck (p. 55), and so on.
Pfaff’s bounding of African film by skin color
and geography is regrettable, especially since
she goes to great pains to emphasis that the
collection provides “unique and pluralistic
perspectives” (p. 8).

Mirzoeff Continued from page 39

the “partisans of the enemy,” those who
supported them or refused to support the
army. The full roster of the enemy reads
like a vicious parody of the Chinese en-
cyclopedia mentioned by Jorge Luis Borges
in “The Analytical Language of John Wil-
kins” (1984) and cited by Michel Foucault.
It lists:

* Tutsi refugees

* The NRA (Ugandan army)

* Tutsi inside the country

¢ Hutu dissatisfied with the
regime in power

* Unemployed people inside and
outside the country

* Foreigners married to Tutsi
wives

¢ The Nilo-Hamitic people of the
region

* Criminals in flight

This list attempts to define those who
have weakened and betrayed the nation,
equated here with prosperity for Hutu
extremists. On RTLM, listeners often
heard Simon Bikindi’s song “I Hate These
Hutus,” a long delineation of all the dif-
ferent Hutu who were held to be in-
sufficiently loyal (Gourevitch 1996:100).
Sustaining a racialized divide required
even greater vigilance, in some senses,
of those held to be superior than of the
undifferentiated mass of the inferior. Hate
is hard work, it seems. Writing on the
South African situation, Achille Mbembe
observes that “for racism to acquire such
power, profit and delirium had to be so
closely connected as to constantly trigger
the vertiginous capacity of the native to
be both a thing and a metonym of some-
thing else” (2004:382). Here the “enemy”
takes the place of the “native,” instigating
a delirium of revenge when profits fell as
both the cause of loss and a metonym for
the global economy.

As befits the psychic dimension to this
drama, the Hutu also constructed a gender
politics of the “enemy.” In the 1990s, Hutu
radicals rejected the idea that Rwandans
were a single people, charging that this
concept was a Tutsi trick to divide and
weaken the Hutu by destroying their sense

I would have liked to read a bit more about
how and why these particular essays were se-
lected, and about the gaps (geographic, ethnic,
or thematic) in African cinema that the collection
leaves untouched, particularly the “original”
and “burgeoning” practices that are under-ex-
amined in part 3. This is not to suggest that the
collection should have filled all such gaps (that
task remains for other scholars), but an outline
of areas that remain under-researched would
have helped to make the collection more inclu-
sive of Africa’s cinematic diversity. |

of ethnic identity. Human Rights Watch
reports that the Hutu propagandists fur-
ther “equated the Hutu-Tutsi difference
with the fundamental difference between
male and female,” with the Hutus as male
of course. The spectacular display of sex-
ual violence during the genocide, in the
form of the mass rape of women and girls,
was a visible demonstration of this gen-
dered power. In raping a woman, a man
identified himself as Hutu/male and his
victim as Tutsi/female in a way that at
once avoided complex histories of inter-
marriage and cohabitation and represent-
ed the logic of superiority. By asserting
gender as “fundamental,” ethnicity and
power could be rendered in similarly un-
equivocal terms. Genocide performed ra-
cialized and gendered power and thereby
made it visible. At the same time, it sought
to make visible the Hutu majority’s frus-
tration that the new global market had
rendered the prize of the nation-state
worthless on the bodies of the symbol of
that globalization, the subaltern woman.
The only international change to have re-
sulted from the genocide was the United
Nations’ designation of rape as an act of
genocide in recognition of its strategic use
by the Interahamwe (McGreal 1998).3
RTLM constantly exhorted its listen-
ers to complete the “final war” against the
Tutsi (Article 19 1996:112 gives full details
of RTLM’s involvement with the practice
of genocide). The echo of the Holocaust in
this remark in fact highlights the vital
difference between the two events. The
Nazis made every effort to keep their
crimes secret and invisible, referring to
those killed as figuren, puppets or draw-
ings, rather than as people. In choosing
this metaphor, Nazi ideology evinced
a contempt for visual representation as
being a subordinate or inferior form of
cultural practice. The Jewish/queer/dis-
abled or Communist body was an inferior
copy of the perfect Aryan and consequent-
ly did not even deserve to exist. During
the Shoah, bodies were turned to ash,
which was itself dispersed. By contrast,
in Rwanda, events were clearly visible to
all and the dead lay where they fell. The
physicality of the body was emphasized
by the acts of rape, torture, and deliberate-
ly prolonged execution that characterized
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the genocide. In neighboring countries,
such as the Democratic Republic of Con-
g0, it was even possible to watch the geno-
cide live on television (Dongala 2004).
Rather than being a secret art in which
bodies were rendered into drawings,
Rwandan genocide was performed as
public work that had to be seen to have
its proper effect. In this sense, the geno-
cide was drawing a “world picture,” or
engaged in “world making,” creating a
world that was now visibly different be-
cause it was ethnically the same.*

Despite widespread television
and journalism coverage in 1994,
the Rwandan genocide did not

become the subject of an exten-
sive body of visual representation in the
West until its tenth anniversary in 2004,
even though there was a growing body of
important scholarship on this most im-
portant of topics (see Mamdani 1996,
Ranck 2000, and above all Gourevitch 1996).
Here the contrast with the extensive, al-
most obsessive, commemoration of the
Holocaust is unavoidable. In a wide range
of popular representations, the Holocaust
serves as the limit case of a clear moral
distinction between good and evil, a par-
adigm for absolute moral choice, where
there is no room for equivocation. This
formula ignores the complexities of
what Primo Levi called the “gray zone”
of the camps, in which such simple dis-
tinctions could not be drawn. The Hol-
ocaust towers over the contemporary,
which seems morally insignificant by
comparison and becomes invisible. Con-
sequently, the Rwandan genocide was rep-
resented as a natural disaster. For example,
the Egyptian Bhoutros Bhoutros-Ghali,
then Secretary-General of the United Na-
tions, depicted Rwandans as a people
“fallen into calamitous circumstances,” as
if it were all a terrible accident. For one
Belgian history professor quoted in the
New York Times, there was no moral lesson
to be drawn: “This is not a story of good
guys and bad guys but a story of bad
guys. Period” (Strauss 1998). Rwanda’s
own complexities were rendered invisible
by unspoken comparison with the Holo-
caust and became mere misfortune.

For the Chilean conceptual artist Al-
fredo Jaar and the French photographer
Gilles Peress, the Rwandan genocide de-
manded an immediate response. Both
courageously traveled to the region in
August 1994, immediately after the Hutu
extremists had been driven out. Both
made extensive photographic records of
what they saw, using the camera to try
and capture what seems to be unsayable.
They then put the photographs to very
different uses. While Peress presents his
work as classic photojournalism, Jaar made
equally paradigmatic use of his photo-
graphs as conceptual art. These very dif-
ferent formats interestingly end up meeting
at the same vanishing point: silence.
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While there are points to critique in their
work, it should be said first that these
projects are enormously important in
taking the initiative to begin a discussion
in the West about the genocide that goes
beyond the usual platitudes.

In what became his Rwanda Project of
1994-98 (Figs. 1a—1b), Jaar repeatedly re-
turned to the trauma of Rwanda, trying
different representational strategies to
make some sense of what he had seen and
what had happened. His first response
was one of his most effective. He pur-
chased a job lot of postcards at a Rwandan
post office showing typical wildlife scenes
and the tourist slogan “Discover a thou-
sand marvels in the land of a thousand
hills.” He sent these postcards to friends in
the West each bearing the name of a sur-
vivor: “Caritas Namazuru is still alive!”
This tactic emphasized a connected series
of Western clichés about Africa. On the
picture side of the card are animals that
are entirely familiar to Westerners who
could not locate Rwanda on a map; on the
other, a written refutation of the notion
that the entire country should be written
off, by the naming of a person, countering
the anonymous images of suffering that
represent “Rwanda.” The colonial post-
card has had a long history of such map-
pings of Africa and Jaar’s Signs of Life
series countered them effectively, using
the familiar postmodern tactic of appro-
priation.5 By turning the postcard on its
head to identify specific individuals rather
than generic stereotypes, Jaar surpris-
es Western viewers into confronting their
own stereotypes.

On returning from Africa, Jaar was ini-
tially unable to look at the photographs
he had taken. As if uncertain how to dis-
play such powerful images, Jaar next cre-
ated a conceptual, minimalist installation
piece titled Real Pictures. Selecting some
sixty of the thousands of exposures he
had made in Rwanda, Jaar then—to use
his term—"“buried” them in black linen
boxes. Laid on the floor, these boxes clear-
ly resembled minimalist sculptures like
those of Carl André. On the top of the
boxes, text described the image within.
Jaar created this “cemetery of images”
because he felt that “the tragedy [was]
unrepresentable.” Referring to Kant’s the-
ory of the sublime, Jaar asserts that what
took place is beyond the power of images
and indeed would be in some way sullied
by visual representation.

This logic enacts the visual politics of
Holocaust memorials, which have en-
shrined the formerly controversial sculp-
tural practice of minimalism as the
hegemonic mode of memorialization, re-
placing the Classical style that is now
seen as having been compromised by its
Nazi variant. That is to say, minimalist
sculpture sets out to help viewers “see
more,” in the apposite phrase of Susan
Sontag, implying a visual image that could
do more. In the opinion of the American

artist Robert Morris, for example, the
minimalist work of art acts as a gestalt,
generating a new sense of vision (see
Joselit 2003:106-108).

Thus, in order to “see” the genocide,
Jaar constructed a minimalist mode of
display for the many photographs he had
taken, restricting biological vision with
the aim of generating a more profound
intellectual insight. In this judgment, Jaar
contradicted some of his own photo-
graphic subjects, such as Benjamin Musisi,
who was photographed standing amidst
the many bodies lying at Ntarama Church
in Nyamata, Rwanda. Here some 400 Tutsi
were massacred in what they considered
a place of refuge, part of a slaughter of
more than 5000 in Ntarama. Jaar’s caption
continues: “Benjamin looks directly into
the camera, as if recording what the cam-
era saw. He asked to be photographed
amongst the dead. He wanted to prove to
his friends in Kampala, Uganda, that the
atrocities were real and that he had seen
the aftermath.” Jaar translates this proof
into text rather than image, a text ad-
dressed to a Western audience—few Afri-
cans would need telling that Kampala is
in Uganda.

Here, despite his unquestionably good
intentions and outstanding work in try-
ing to think through the representation
of genocide, Jaar becomes entangled in
the difficulties of using Western-based art
practice to represent subaltern culture. It
is no criticism of Jaar to explore these diffi-
culties because it is precisely his work that
makes them visible. Jaar has placed the
question of Africa’s oscillation between vis-
ibility and invisibility at the heart of works
such as his piece Emergency, in which a
sculpted map of the continent rises and
falls beneath the surface of a dark pool of
water. So if such a skilled and aware artist
as Jaar finds himself in conceptual diffi-
culties, it is reasonable to suspect that
these are greater than the failings of any
one individual.

In being suspicious of the kitsch and
emotive power of the representational
image, Jaar is at odds with Musisi, who
demanded visual evidence. This clash is
in many ways foundational of modern
art in the Western context. In his famous
1939 essay “Avant-Garde and Kitsch,”
Clement Greenberg distinguished between
the reaction caused by a Picasso painting
in a “civilized” person and a peasant. The
peasant cannot get beyond the first im-
pression, while the civilized person looks
again with additional understanding
(Greenberg 1985:21-33). The view from
the South, the subaltern view, is always
already not modern. This dichotomy
suggests that the persistence of the cate-
gories “Western” and “non-Western” in
art historical practice is not accidental
but foundational.

In the Rwandan context, this discourse
of modernity means that it was inevitable
that Jaar would feel unable to display his
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photographs of Rwanda, for to do so
would place his work outside the para-
meters of art and into journalism. His
subject wanted something that art dis-
course is very uncomfortable in supply-
ing, namely, the use of photographs as
incontrovertible evidence. Although Walter
Benjamin described modern photography
like that of Eugene Atget as being like
crime-scene photographs, the awareness
of how easily photography can be manip-
ulated mitigates against using it as actual
evidence. Yet even this debate that is ap-
parent to the thoughtful viewer of Jaar’s
project is not the whole story. For Jaar
does not tell his readers that the bones are
visible in Ntarama today as part of a de-
liberate policy of the RPF-led Rwandan
government, which created a series of mu-
seums in former churches that were mas-
sacre sites. At these sites, the unburied or
exhumed bones of the dead were left visi-
ble to make the genocide unavoidable. We
shall return to these bones but let us note
here that Jaar’s caption falls short of pro-
viding a full context in which to read his
invisible photograph.

This comment evokes a now-familiar
debate about text and context in the place
of the gallery or museum (see Greenberg
1996). Despite repeated discoveries of the
lack of such contextual material, display
practice in the West tends to return to an
apparently neutral space with as little ex-
traneous information supplied as possi-
ble. It begins to appear as if the (Western)
museum as such must deploy such ab-
straction as the ground on which it creates
a politics of the sensible. Rather than end-
lessly discuss the place of wall text and
written material in a museum context, it
may be necessary to change the terms of
the argument. Thinking about the prob-
lem of representing the peasantry in India,
the historian Dipesh Chakrabarty has called
for a provincializing of Europe that can
allow the subaltern to move beyond “a
field of possibilities that is already struc-
tured from the very beginning in favor of
certain outcomes” (2000:273).

In this context, that means that Musisi
cannot win his argument within the field
of the visual display space that is “struc-
tured from the very beginning” not to
accommodate the subaltern point of view.
Nonetheless, by giving his call a textual
presence, Jaar opens up the possibility
of what Jacques Rancieére called a “dis-
sensus: putting two worlds in one and the
same world” (2004:304). What emerges
from the dissensus is not a disinterested
aesthetic but a political claim to rights, a
right that Musisi does not yet have over
the visual image or, more broadly, a right
to live within Rwanda without fear of
genocide. What is yet to come, but is im-
plied by Musisi’s claim, is a visual culture
that in itself refuses the possibility of geno-
cide by upholding his rights.

As if in response to Benjamin Musisi,
Alfredo Jaar began to show his photo-
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graphs in his installation The Eyes of Gutete
Emerita. In the 1996 version exhibited in
Raleigh, North Carolina, two light boxes
mounted side by side showed a textual
description of the experiences of Gutete
Emerita in the genocide. Attacked in
church by the Interahamwe (the Hutu
militia), she narrowly escaped death in
a massacre that cost more than 400 lives,
including those of her husband and two
sons. Jaar then described how “her eyes
look lost and incredulous.” In a final text
panel, we read: “I remember her eyes. The
eyes of Gutete Emerita.” Then a brief in-
tense close up of Gutete Emerita’s eyes fills
the screens. The critic David Levi Strauss
has written that: “the first time [ saw this
piece, I became physically ill at the sight
of Gutete Emerita’s eyes. I felt dizzy and
almost retched” (Strauss 1998:np).

The physical reaction of the viewer
that Strauss describes is seemingly in-
tended. Jaar has in effect dramatized his
first postcards from Rwanda, making the
experience of one survivor real to a re-
mote audience. Rather than the claim to
rights implied in Real Pictures, the face-to-
face encounter is the scene of an ethics,
described by Emmanuel Levinas as a “look
[that] calls me into question” (Derrida
1999:3). But Strauss emphasizes that his
reaction was on first viewing. In a visual
culture saturated by shock, the piece was
bound to lose its power over time so that
never again becomes wherever again. In
his re-installation of The Eyes of Gutete
Emerita in Berlin and Madrid in 1997, Jaar
recast the project in terms of a look that
culminates in silence. The piece high-
lighted the plight of children, naming sev-
eral orphans, only one of whom would
look at his camera: “And I will never for-
get his silence. The silence of Nduwayezu.”
Perhaps for a Western audience com-
plicit in the inaction of our governments
and international organizations, silence
may have seemed for a time the best and
only option.

In similar fashion, the Magnum pho-
tographer Gilles Peress titled his book
of photographs taken in Rwanda and the
Great Lakes region in the period immedi-
ately following the genocide The Silence
(1996). The black-and-white photos are
printed just short of the page’s edge, pro-
viding a black border as a sign of mourn-
ing. The prints are matte, usually with
a shallow depth of field. This format, to-
gether with Peress’s standard photojour-
nalistic practice of framing his subject
close to the edge, makes any contextual
reading impossible. In the opening photo-
graph, taken at Kabuga, Rwanda, on May
27,1994, an unnamed “killer,” whom one
presumes to be a génocidaire, looks away
from the camera. The caption described
this as a “moment to himself”; although
there are other men in very close prox-
imity, whether they are guards or other
prisoners cannot be determined from the
close-up photograph. In the closing image,

timed at three minutes later, Peress notes
“As Tlook at him, he looks at me” (Fig. 2).
The man’s look is unsettled and unset-
tling but there is no dissensus here. The
look of the camera presumes itself to have
moral right on its side, accusing and judg-
ing. Needless to say, there is no place for a
sympathetic view of this person as such,
but as someone as yet only accused and
not convicted, he nonetheless has rights.
As we shall see, respecting or implement-
ing those rights has proved to be an en-
tanglement that cannot easily be resolved.
In Peress’s book, the result of the pre-
sumed absence of rights is a silence across
which Peress projects his images in three
sections titled “The Sin,” “Purgatory,” and
“The Judgment.”

In the opening section, “The Sin,” we
see the remains of genocide in the form of
abandoned machetes, corpses, and build-
ings. However, it is again not made clear
that Peress is photographing sites specifi-
cally kept as memorials, such as Nyamata
and Nyarubuye. A particularly chilling
pile of machetes with an empty beer bot-
tle casually discarded on top (Fig. 3) was
in fact taken at a refugee camp in Zaire.
Seen as the third image of this section, the
implication is clearly that these were the
weapons used in the genocide. As these
tools are also used in farming and for
daily tasks in Rwanda, their precise use
by the refugees, whether genocidaires or
innocents, cannot be known.

This imprecision haunts the book.
There is no dividing line between pho-
tographs of the memorials, those of sur-
vivors, those of perpetrators, those with
open wounds, and those of refugees. The
Western viewer skilled in reading the
photo essay forms the impression that
the dead, the living, and the wounded
are intermingled in utter chaos. It is as
if Jerusalem’s Holocaust Museum, Yad
Vashem, was presented alongside shots of
everyday life in the city. Of course, that
would express a certain truth about Israel,
just as Peress’s photographs give us a
certain view of Rwanda. The difficulty is
that this view is precisely that which
most Westerners would expect to see: one
of a pre-political formless chaos. Indeed,
a number of photojournalists, including
Peress, who worked in Rwanda and hoped
that their work would lead to political
change, have found that the experience
of failure in this regard reduced their
confidence in the medium to such an
extent that some have left the field alto-
gether (Hughes 2004). Here the photo-
journalists themselves have come to
share some of the artists’ suspicions of
visual journalism, without yet being able
to offer an alternative.

In Peress’s photographs of the refugee
camps in Tanzania and Zaire, shown in
the second and third sections, the identi-
ties of his subjects are unknown to the
viewer, blending into a general view of
evil. The overt Christian eschatology of
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the book’s format hinders rather than
helps the reader to understand what is
being seen. In the sections titled “Purga-
tory” and “The Judgment,” the viewer
has to assume that the people depicted in
the refugee camps were guilty of geno-
cide. Many, of course, were, but others
were Tutsi and moderate Hutu fleeing
the atrocities who became human shields
for the remaining Interahamwe. Looking
at a line of figures confronting the camera
in the “Purgatory” section, the viewer
cannot help but make summary judg-
ment, based on how they look to us. The
dominant group of men in the photo-
graph wears hood and hats, as if to con-
ceal themselves. They seem powerful
because the camera is placed very low.
A child covers her head with a woman'’s
sweater as if to avoid the camera’s judg-
ment. In the background, a gleaming
white truck from a relief organization is
the only referent to the global political
context that grounds the photograph. Far
from being neutral spaces, the refugee
camps soon became bases from which
the Hutu radicals were able to continue
their warfare. The controversial role of the
relief agencies in maintaining these camps
is hinted at only by the presence of sacks
of grain, medical identification tags, and a
bulldozer. Throughout the book no obvi-
ously white person is seen, reinforcing the
idea that the genocide was a disaster in-
flicted on Africans by Africans (which it
was), devoid of European influence (which
it was not).

In the final section, “The Judgment,”
pictures of death and devastation in
the refugee camps imply a divine verdict
rendered long before any human justice
might be able to intervene. Only by open-
ing the sealed brochure containing a
chronology of events provided by Hu-
man Rights Watch could the viewer be-
gin to place the silence into some context.
Where Jaar saw the image as needing to
be contained in order that words could
speak the unpresentable, Peress seals the
words in the belief that the documentary
photograph can still present what the
photographer Henri Cartier-Bresson called
the “decisive moment.” Both seek a
universal form, whether word or image,
in the tradition of Western aesthetics and
both reveal the shortcomings of that
aesthetic approach. Both also ended in a
certain silence. While Peress silences the
word, Jaar silences the image. While Jaar’s
work might be judged preferable on aes-
thetic grounds, it is precisely the applica-
tion of those criteria to this subject that
needs to be examined. Far from being
a call to refuse representation, this is a
recognition that the extremity of the geno-
cide has made visible the incommensura-
bility of Western visual practice, on one
hand, and subaltern life, on the other,
within the frames currently offered.

Nowhere is this inadequacy clearer
than in what has become perhaps the
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best-known representation of the geno-
cide. Like Jaar and Peress, the Australian
artist George Gittoes visited Rwanda
during the immediate aftermath of the
genocide. Displaying remarkable per-
sonal courage, he joined Australian aid
groups going to Rwanda and found him-
self in the Kibeho refugee camp, where
he took numerous 35mm photographs.
This camp mostly contained Hutus and
was attacked, while Gittoes was there, by
the RPF, leading to atrocities and mass
murder. Gittoes later worked up sever-
al of his photographs into paintings, of
which The Preacher (1995) is perhaps best
known (Fry 1998:78-9).6 It shows an Af-
rican man from the waist up, holding a
bible, with his arms extended and raised.
His gesture is somewhere between sur-
render and supplication. The original pho-
tograph was tight in on its subject and
with a shallow depth of field but the
painting elides even this detail into an
agonized mass of expressionist color.
Without a caption, the picture would be
unintelligible.

Now the vexed question of the pho-
tograph as evidence has become fully
aestheticized, even if framed as protest.
Critics praise Gittoes for exactly this
quality of having been a witness, as if
his painting was able to take over the
now-discredited authenticity once attrib-
uted to photography. The tension be-
tween the rights of the represented and
the right to depict has been literally
painted over. What emerges is a famil-
iar image of African suffering, framed by
Gittoes within a sanguinary discourse of
Christianity, especially martyrdom and
crucifixion. The figure of the martyr rais-
es a complicated series of allusions. For
if the preacher is analogous to Christ, as
the visual iconography suggests, does
that then make the RPF the Romans? Or,
in this era of revived anti-Semitism re-
cently visualized in the film The Passion
of the Christ (2004), the Jews? Who are
the Hutu? Are they the Christians in
this scenario, giving them the place of
moral value?

These analogies again place the actu-
al violence out of its proper context and
provide a religious veneer that won Gittoes
a prize. But the Organization of African
Unity named the Catholic and Anglican
churches in Rwanda at the head of their
list of organizations held culpable for the
genocide (IRIN 2000b). At the church in
Nyarubuye, “even the little terracotta
votive statues in the sacristy had been
methodically decapitated. “They were as-
sociated with Tutsis,” Sergeant Francis
explained” (Gourevitch 1996:24). In that
light, what had the (presumably) Hutu
preacher depicted by Gittoes been doing
during the genocide? It might be ob-
jected that such questions should not
be directed at a work of art. But the
genocide was precisely visual, visible,
visualized work, often situated within a

discourse of Christianity. To ignore these-
connotations would be to fail to under-
take the work that is entailed in con-
structing a visual culture that cannot
sustain genocide.

In Rwanda itself, the initial
approach was to create a
performative national rec-
onciliation. After the RPF

ended the genocide, mass graves were
exhumed and the bodies reburied as a
form of “reconciliation through account-
ability” (Gourevitch 1996:250). The notion
of accountability refers to the perpetra-
tors, who are still the majority in Rwanda.
Accountability results from the evidence
of slaughter being made visible and then
buried once more. This reburial used
both Jaar’s strategy of concealment and
Peress’s of revelation. It was a dialogic
process rather than a monologue, binoc-
ular rather than monocular. The funeral
relied for its power on the fact that both
victims and perpetrators witnessed the
reburial. In this moment, that which Toni
Morrison described as “re-memory” in her
novel Beloved (1988) takes on a new, per-
formative form.

There is a staggering amount of such
work to do. In the run-up to the sixth
genocide anniversary commemorations in
2000, a mass grave containing the remains
of at least 32,000 people was opened for
reburial in Nyamirambo, near the capital
Kigali (Daily Mail and Guardian April 6,
2000). Those corpses that were intact or
could be identified were given public and
private reburials. Fragments of unidenti-
fied victims’ bodies were set aside for
a memorial at Gisozi, in the Kigali dis-
trict. Marc Kabandana, the chief medical
officer in the area, argued, “Building a
museum for the memory of the victims is
essential since we must prove to those
that deny the genocide that the people are
dead” (ibid.). Representing the Rwandan
genocide is a question of asserting the
possibility of representation between the
visibility of genocide and the invisibility
of Western-led globalization. In an era of
falsification, in which a simple declara-
tive “truth” is no longer available—if
indeed it ever was—that task is by no
means simple.

The Rwandan government did not
build a single museum but rather created
a national network of museums and
memorials in an effort to make genocide
denial impossible even in remote areas.
Beginning in July 1997, the bodies of
many victims were preserved, some-
times by mummification, in order to pro-
vide permanent evidence of the genocide.
At Gikongoro, 170 km (106 miles) south-
west of Kigali, where more than 50,000
people were killed, the former Murambi
school has been converted into a geno-
cide memorial site. In seventy-two un-
adorned concrete rooms, the remains of
more than 27,000 Tutsi and moderate
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Hutu victims are on display, having
been chemically treated with both tradi-
tional and modern preservatives (Daily
Mail and Guardian May 1, 2000). The gov-
ernment created such bone memorials in
more than fifty churches, a serial monu-
ment that the Catholic Church—more
than 65% of Rwandans were Catholic in
1994—resisted, wanting instead to return
the churches to liturgical functions. The
Church hierarchy was finally forced to
accept the museums in early 2000.

In these “cities of the dead,” the
departed remain in all senses, for they
are not segregated from the living, in
the manner of the cemetery (Roach
1996:47-55), but have taken over key
venues of civil society such as churches
and schools. They are not gone in order
not to be forgotten.” The stronger sense
is of a healing that will come only if that
which has returned in the past, namely
racialized genocide, no longer returns.
While the West stood by as the genocide
was carried out, it was quick to rush in
counselors to help with presumed post-
traumatic stress disorders in the after-
math of the actual killing. But, as Jody
Ranck has pointed out, it makes no sense
to refer to Rwanda as being post-traumat-
ic (2000:200-201). Post-traumatic stress is
diagnosed as a normal reaction to abnor-
mal events. The goal of the therapist is
to “reintegrate” the sufferer into nor-
mality. In Rwanda, everyday experience
constantly offers the possibility of the re-
currence of genocide.

Philip Gourevitch remarks that he
found the memorial site at Nyarubuye
“beautiful” (1996:19). Any good postmod-
ernist would have said “sublime.” But
perhaps the affect of the “postmodern” is
itself no more than a ghost now. When the
Ugandan historian and political theorist
Mahmood Mamdani saw the memorial
at Ntarama, he noted that: “[a] veteran
of sites in the Luwero Triangle in Uganda
like me felt a sense of déja vu, even if
the numbers of skulls and sacks were
greater in quantity than [ had ever seen
at any one site” (1996:18). Mamdani’s
thought amplifies Kagame’s rewriting
of “never again” into “wherever again”
by recalling that post-World War II geno-
cides in the formerly colonized regions of
the world have frequently been ignored.
Rwanda’s memorials offered a tremulous
beginning to the rewiring of the postcolo-
nial network.

Oscillating between visibility and in-
visibility, the presence of the dead creates
a memento mori for this era of globaliza-
tion. In Hans Holbein’s 1533 painting
The Ambassadors, a skull in anamorphotic
perspective cuts across a double portrait
of the Dinteville brothers, French am-
bassadors to the court of Henry VIII (see
Foister et al. 1997:25-39). The brothers
stand amongst their worldly possessions
but the skull reminds them and the view-
er of the inevitability of death and the
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‘ vanity of wealth. On one of the shelves

behind them stands a globe with the vis-
ible side clearly showing a map of Africa,
with major rivers such as the Congo ac-
curately depicted. Here Holbein depict-
ed not just the fact of wealth but its
source in European expansion, colonial-
ism, and the Atlantic slave trade, a re-
minder that has long been forgotten in
art historical textbooks.

At the same time, Holbein’s painting
is everywhere taught as an illustration
of Jacques Lacan’s theory of the gaze
(1985). Lacan took the skull to represent
a visualization of the intrusion of sexual-
ity into the visual field, noting its resem-
blance to a phallus. It is noticeable in
this context that Lacan derived from this
doubled visual meaning a theory of the
gaze which is outside the subject, domi-
nating it to the point of annihilation.
Lacan described this process as the sen-
sation that “I am photo-graphed.” As we
have seen, the photograph has proved
deceptive in the context of the Rwandan
genocide, leading to a sense that new
modes of representation are needed. The
Rwandan memorials call for one such
new form of looking for this moment of
globalization, one in which the viewer is
not obliterated by the gaze but has the
“right to look,” as Jacques Derrida has
put it (1985:xxxxvi).

The need for such rights remains
paramount, for Rwanda is both liberat-
ed and not. It is a carceral society whose
prisons overflowed with an estimated
120,000 people awaiting trial on charges
of genocide in the 1990s. These jails were
an appropriate representation of a coun-
try in which the majority are in some
sense guilty and yet cannot be held ac-
countable. In early 2000, the Rwandan
government decided that a formal West-
ern-style justice system could never cope
with the caseload. By way of support-
ing evidence, the International Criminal
Tribunal for Rwanda has spent over $200
million in five years to secure a few
convictions—some of them major play-
ers—and thirty-eight accused suspects
in custody.

Rwanda has consequently reinstitut-
ed a “traditional dispute resolution
mechanism” known as gacaca in a law
passed in 2001. By allowing communities
to resolve the fate of those accused of
lesser offenses—on a scale of relativity
otherwise unimaginable—it is hoped
that reconciliation will be promoted by
involving the mass of the population in
the process. At the same time, however,
the Catholic Church is seeking to un-
dermine the gacaca by creating its own
gacaca Christu in which the génocidaires
would confess their crimes in church
and be forgiven (Prendergast and Smock
1999). Despite this dubious diversion,
gacaca has succeeded in catching the
global imagination. In Raoul Peck’s 2004
film for HBO depicting the genocide,

Sometimes in April, the concluding scene
shows a woman finding the courage to
speak at a gacaca proceeding. After a long
depiction of violence, this moment is one
of hope for the future.

It is indeed the case that women have
formed one of the most effective post-
genocidal organizations, Mbwira Ndumva
(Speak, I'm Listening). The organization
provides “a space where women can tell
their stories,” helps to provide housing
and micro-credit, and does so without
regard to ethnicity (Ranck 2000:209). Yet
the gacaca system in practice has proved
less effective than hoped, as Alison des
Forges of Human Rights Watch comment-
ed in April 2004: “It’s not working and
people are not participating because life
is still so miserable. We're talking about
a nation where 95% of the people are
farmers, where it’s hard to take a whole
week off without pay to participate in the
gacaca.”’8 It is still possible that this innov-
ative structure will succeed, but the re-
cent refusals to allow alleged RPF criminal
activities be tried by gacaca courts does
not bode well.

In such times, appearances are both
critical and deceptive. A performative jus-
tice depends on the performance being
found convincing, which may or may
not bear on whether the person speaking
is telling the truth. In Kinyarwanda, the
word for the social practice of masquer-
ade is ikinamucho. Philip Gourevitch
reports that ikinamucho is rendered as
mesquin in French, which he translates
as “petty,” but also signifies “mean, cheap,
or mean-spirited” (1996:260-61). The ex-
ample Dr. Joseph Karema, now Rwan-
da’s Health Minister, gave him was
anything but petty: “If you want to do
something you are deceitful and not
straight. For example, you can come to
kill me ... and your mission is successful
but then you cry. That is ikinamucho.”
The term is also translated as what
Westerners might call theater but its
meaning seems closer to what theorists
like Judith Butler would call performa-
tivity: “Performativity is ... not a singu-
lar ‘act,” for it is always a reiteration of
a norm or set of norms, and to the ex-
tent that it acquires an act-like status in
the present, it conceals or dissimulates
the conventions of which it is a repeti-
tion” (1993:12).

That dissimulation may in turn be-
come apparent in a situation like that of
post-genocide Rwanda, in which the
norm itself has been dispersed. Under
such circumstances, a culture needs to
engage in rather deliberate reiterations of
performative norms. In May 2000, the
Rwandan National Ballet toured the Unit-
ed States with Hutu, Tutsi, and Twa per-
formers in a display of national unity.
Their performance was in this sense
ikinamucho. It was at once a spectacle and
a performative creation of an otherwise
elusive national unity, for members of the
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ballet had been both victims and perpe-
trators in the genocide (Briggs 2004). This
dance is also performed within Rwanda,
as the South African journalist John Mat-
shikiza described in 1999:

In the university town of Butare,
watch a group of twenty young
women in traditional dress float in
formation to the center of the floor,
their arms raised like the delicate
wings of birds, or the awesome
curved horns of Acholi cattle. They
are performing the Rwandan na-
tional dance.... I ask [my friend]
Japhary if this dance is exclusive
to the Tutsi. Not at all, he re-
plies. It belongs to everybody
(Matshikiza 1999).

These are no doubt fragile strands
upon which to create a network that does
not seek to reduce difference while also
attempting to construct a national unity.
Dance was similarly part of Tanzania’s at-
tempt to create a political community in
Julius Nyerere’s theory of ujamaa (self-
reliance) from 1962-85, in a network of
“sports, dance, marching, farming, and
national service” (Joseph 1999:52). It may
be the only place from which to start to
make Rwanda work again.

Yet by 2004, South Africa’s

Mail and Guardian in effect

accused the Rwandan gov-

ernment of ikinamucho in
its discussion of the skull memorials:
“Keeping the skulls enables Rwanda to
deflect criticism of its own failures ... to
ensure that the genocide issue remains
a cornerstone of the government policy
to hold the world hostage with these
images and memory of the mass kill-
ings” (BBC News 2004). Such criticism
would have been unthinkable in the early
years of the RPF government, which has
created a model of Rwandan reconcilia-
tion that depends on the nation being
a place within which difference can be
interred. The question is now whether
that policy was well intentioned or mere-
ly a means to sustain another of Africa’s
one-party states.

Key to the process is the National
Unity and Reconciliation Commission es-
tablished in April 2000 under the leader-
ship of Aloisea Inyumba, a former cabinet
member and perhaps the leading woman
cadre in the RPF. Only too mindful that
Tutsi in Rwanda have suffered Hutu vio-
lence since 1959, especially in 1959, 1973,
and 1990, the Commission is not so much
looking back to genocide but trying to
prevent its repetition by seeking to have
Rwandans accept diversity (IRIN 2000a).
A key area of work is to remove the
stigma from people of mixed ethnicity
and from mixed marriages by creating
a common history for all Rwandans. In
the past, Human Rights Watch reminds
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us, “those who married across group
lines produced ‘hybrids’ for children
and people from one group who tried
to pass for members of another were
said to be like ‘beings with two heads’.”
Many of the killers turned out to have
such mixed backgrounds. The Com-
mission’s brief allows it to oversee all
government policy with a view to pro-
moting reconciliation.

Solidarity camps have been estab-
lished to promote this reconciliation.
However, human rights groups have been
alarmed because the camps also provide
weapons training, which has been tele-
vised. The symbolic work here is clear:
While the genocide was carried out with
knives because the victims were not worth
wasting bullets on, reconciliation will
come through a modern, national army.
The danger here is that, as the Hutu
knew very well, the nation is a vehicle
better for domination than reconcilia-
tion, as examples from Ireland to the
United States and Australia clearly prove
(Shapiro 1999). The RPF may have fallen
into this trap. The RPF has been accused
by Amnesty International and other hu-
man rights groups of dissolving the
main opposition party before elections in
2003 on the grounds that they support-
ed the genocide. In 2004, the RPF-domi-
nated parliament sought to dissolve the
League for the Promotion and Defence
of Human Rights (usually known by
its French-language acronym, Liprodhor),
claiming that Liprodhor “supports geno-
cidal ideas” (Klippenberg 2004). Perhaps
most distressingly of all, there has been
little progress in assisting rape survivors,
let alone convicting those responsible.?
Yet one must remember that these un-
doubtedly problematic developments
take place against a backdrop of un-
abated violence by Hutu extremists in
Eastern Congo. In an increasingly polar-
ized and racialized world, it may be
that Rwanda’s crisis is far more than a
local problem.

Far from confronting these harbingers
of a local and global crisis of democracy,
the international community has been
keen to assist Rwanda’s government in
presenting a simplified and moralized
view of the genocide as a replay of the
Holocaust. At the tenth anniversary com-
memorations of the genocide in April
2004, a national memorial in Kigali was
opened that plans to display photo-
graphs of the estimated 300,000 chil-
dren who were killed in the genocide,
while other memorial sites will also
make use of photographs. The memori-
al is architecturally undistinguished, re-
sembling one of the giant new suburban
houses common in the United States
(Carroll 2004).

The Aegis Trust decided to tell story of
the genocide in visual form, following the
peculiar assertion that most Rwandans are
illiterate (Dougherty 2004), although the

United Nations Development Program
estimates that 70% of Rwandans over the
age of fifteen are functionally literate. The
memorial thus incarnates an assumption
of African primitivism that suggests that
the intended audience is in fact Western
tourists. Its visual narrative is subtle and
symbolic, using stained glass windows
made by a Holocaust survivor and a sin-
gle photograph to allude to the Tutsi role
under the Belgians. The specificity of
the Rwandan events is further displaced
by a narrative of global genocides, from
Armenia to the Balkans and of course the
Holocaust. The physical remains central
to the original massacre site memorials
are mostly being removed and interred,
while those that remain are placed be-
hind dark glass.

Here then the bodies are literally made
invisible in favor of the presumed clarity
of the photographic record, which pho-
tographers themselves have acknowl-
edged offers no such thing. A preview
of the new photographic memorial was
shown under the banner “Never Again.”
This simple and emotive representation,
using a slogan from another time and
another place, makes Jaar’s initial caution
about using his photographs seem well
justified. The new photographic memo-
rials are modeled on the United States’
Holocaust Museum and its metonymic
use of photographs to convey loss. The
Rwandan genocide is now being, as it
were, dragged over the Holocaust in order
to persuade Western audiences of its
importance, even though it is itself evi-
dence of the failure of memorialization
inspired by the Holocaust. In so doing,
the visible engagement with genocide
becomes elided into the refusal of repre-
sentation that surrounds the Holocaust.
The victims cease to be a presence and
become figuren. Strikingly, the new me-
morial is funded by the by the Belgian
Government ($1,060,000), the Swedish
Government ($400,000), and the Clinton-
Wasserman Foundation, USA ($250,000),
and is being constructed by a British NGO
(www.aegistrust.org). Now that the Rwan-
dan genocide can be understood in terms
dictated by the Holocaust, a number of
Western films have been made of the
events, including Hotel Rwanda (2004),
starring Don Cheadle, and Sometimes in
April (2004).

While all this activity is taken as evi-
dence that the global powers are now
engaged with Rwanda, it might also be
seen as another performance of ikinamu-
cho in its original sense of deception. The
pretense of grief is a failure of representa-
tion that attempts to cover up the wider
failure to engage with the questions of
colonization, decolonization, and global-
ization that led not only to Rwanda’s
genocide but to a world newly engaged
in old divides but with no new solutions.

There really is much work to do. |
Notes, page 96
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-2005. “On Pins and Needles: Gender Politics and Em-
broidery Projects before the First Democratic Election.” In
Between Union and Liberation: Women Artists in South Africa,
1910-1994, eds. Marion Arnold and Brenda Schmahmann,
PP- 152-73. Aldershot: Ashgate.

Time. 2001a. 158 (September 14).
- 2001b. “Starting Time.” 158 (September 24):11.

KASFIR: Notes, from page 77
[This article was accepted for publication in June 2005.]

Earlier versions of this paper were delivered at lwalewa Haus, Uni-
versity of Bayreuth in October 2001 and the Triennial Symposium
in African Art, Harvard, April 2004. I am grateful to Kim Miller
and Shannen Hill for their incisive suggestions for its revision and
expansion.

1. The exhibition, held in July and August 1999, was officially
opened by Dr. Frank Njenga, chairman of Operation Recovery,
which marked it as part of a season of memorialization one year
after the bombing. The string of events included turning the
American Embassy bomb site into a memorial garden, while
building a new embassy far from the city center.

2. There was, however, a valuable checklist containing brief
statements from the artists, some of which have been incor-
porated here. The comments from Martin Kamuyu, Cartoon
Joseph, and Shine Tani were recorded in interviews at the Goethe-
Institut and Banana Hill Studio in July and August 1999.

3. Wanjohi Nyamu was not a member of the Banana Hill group
but worked at the informal studio outside the National Muse-
um sponsored by Kuona Trust. He has since left Kuona and is
working at Mamba village, according to local sources.

4. From the exhibition handout.

5. Some were associated with the Creative Arts Center, Nairobi,
others with the Thika Art Studio (Shine Tani, personal commu-
nication, February 15, 2005).

6.On August 3, 2004, the BBC Africa Service reported that the
chief perpetrator, a Pakistani national and Al Qaeda member,
had finally been arrested. The four other participants were tried
and found guilty in New York on June 1, 2001.

7. The same phenomenon can be seen in Inuit sculpture and
prints, in which anachronistic clothing and hunting practices
are depicted even though people now hunt with snowmobiles
and wear generic Western-style winter clothing (Leroux, Jackson,
and Freeman 1994).

8. These questions have been posed by me to Kamba carvers
in Nairobi and Mombasa during yearly visits between 1991
and 1996.

9. Kasfir, unpublished field notes, 1992.

10. Only one of forty paintings in the exhibition was actually
sold while the show was installed. I have been told that two or
three sold later. Linking this fact to their modernity is probably
an oversimplification, and Jessica Gershultz (personal commu-
nication, February 19, 2005) has reminded me that several of the
most interesting Nairobi artists at work today do in fact com-
ment on the condition of modernity, such as Tabitha wa Thiku's
social critique of clothing. To the list of artists following this
trend one would certainly add Shine Tani.
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My thanks to Henry Drewal, Barbara Frank, Shanven Hill, Kim
Miller, Moyo Okediji, Liese van der Watt, and all those others who
have educated me in African visual culture.

1. The figure of 800,000 commonly cited has been revised by
Human Rights Watch to 500,000 direct victims of genocide and

96

300,000 other deaths during the same period that were indirect
results of the genocide. See Human Rights Watch 1999 for a
detailed report. All facts relating to the events in Rwanda are
taken from this definitive report unless otherwise referenced.
2. After the RPF drove out the Hutu extremists, a video of Mein
Kampf was found in the ruins of the presidential palace, while the
Interahamwe were encouraged to read the text (Sanogo 2005).

3. It is troubling that Mamdani's otherwise important study
When Natives Become Killers (2001) makes no reference at all to
rape, leading to a rather reductive view of the genocide that op-
Pposes “culture” to “economics” and “politics,” when all three were
involved in a volatile mix.

4. The terms are those of Heidegger and Nelson Goodman re-
spectively, as cited by Mitchell 2005:93.

5. See Alloula 1990 and Derrida 1990 for ways to investigate the
postcard (carte in French, Rwanda'’s official language, means
both map and postcard, an ambiguity exploited by Derrida).
6. The piece is not illustrated here because I did not feel comfort-
able seeking the artist’s permission or paying the now custom-
ary fees for the privilege, given the position I take.

7.1am referencing Roach’s brilliant insight that the dead in West-
ern culture are “forgotten but not gone.”

8. “Rwanda: Reflecting on the Genocide Ten Years later,” in-
terview with Alison des Forges, http:/ /www.hrw.org/update/
2004/03/#4, accessed 5/20/2005.

9. See the Human Rights Watch Report for 2004, http:// hrw.org/
reports/rwanda0904/5htm# TOC82319916.
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in 2000—hence her identification of this institution in particular.
16. The association of the Union Buildings with not only colo-
nialism and white rule but also patriarchal power was chal-
lenged famously on August 9, 1956. Women marched to the
Union Buildings to present a petition to the apartheid leader,
President Strydom, protesting the notorious pass laws, which
restricted the movement of black male South Africans and had
been extended to include black women. This march was com-
memorated in a monument that South African artist Wilma
Cruise made in collaboration with architect Marcus Holmes and
was inaugurated on August 9, 2000. A multimedia installation
that includes a Zulu grinding stone placed on a bronze plate, it
is in the vestibule of the building. This site is important. As
Amold observes: “The vestibule, defining the north-south axis
of the building, offers a view of Meintjies Kop to the north and
the city to the south. Thus the site assumes particular signifi-
cance for Cruise’s installation: while celebrating South African
women it is also intended to symbolize reconciltation between
black and white in a new South Africa” (2005:26). In a sense,
then, Mapula women’s reworking of the Union Buildings in
their embroideries tallies with the challenge to white as well as
patriarchal power that had been manifest in the 1956 march and,
subsequently, in the memorial by Cruise and Holmes.
17. In 2000, Mbeki supported dissident scientists who ques-
tioned the link between an individual’s HIV-positive status and
his or her development of AIDS and made confusing claims that
AIDS is caused by poverty. His controversial views were a topic
of focus at the 13th International AIDS Conference, held in the
South African city of Durban in July 2000, as was his refusal to
make anti-retroviral drugs available to HIV-positive pregnant
women or rape victims on the grounds that they were poiso-
nous. It was only in November 2003 that the South African
Cabinet approved a plan to make anti-retroviral drugs available
at low or no cost to the population, the aim being to reach about
1.2 million people by 2008.
18. Kim Berman, telephonic interview conducted by author,
March 10, 2005.
19. Emily Maluleke, interview conducted by author, Winterveld,
South Africa, September 15, 1999.
20. A contrast might be drawn between the Mapula women'’s
response to this initiative and that of women in the Chivirika
Embroidery Project in the Mphambo village in Limpopo. The
Chivirika embroiderers, who often collaborate closely in the
making of works and pool resources, also have a strong com-
mitment to developing their community. In that context, the
Paper Prayers initiative was extremely well received and the
monies raised through the auctioning of works were used to
give the embroiderers training to be carers of AIDS victims.
21. Janétje van der Merwe, interview conducted by author, Pre-
toria, South Africa, April 1, 2002.
22. As it happens, Van der Merwe purchased the work for her
own collection.
23. Born in Mankweng near Pieterburg (now Polekwane) on
January 7, 1959, Mokaba was detailed twice under the Terrorism
Act, first in 1977 and again in 1982. Tried in 1983 for his activities
as a member of Umkhonto we Sizwe, the armed wing of the
ANC, he was sentenced to six years on Robben Island but his
conviction was set aside and he was released in 1984. Elected
to Parliament in 1994, he was Deputy Minister of Environmental
Affairs and Tourism during Mandela’s period in office and a
member of the National Executive Committee of the ANC from
1991. While it is generally believed that Mokaba's death was
AIDS related, the official explanation was that he had contract-
ed pneumonia resulting from a respiratory problem. This prob-
able masking of the circumstances of his death is not surprising.
Mokaba was one of the authors of an ANC document promot-
ing dissident views of AIDS and was eventually requested to
discontinue denying the existence of HIV and claiming that anti-
retroviral medicines were poisonous.
24. This body became the ANC Youth League after the unban-
ning of the ANC in 1990.
25. The literal English translation of the Afrikaans word "boer”
is simply “farmer.” It is, however, sometimes invoked in collo-
quial speech to imply a white Afrikaans-speaking male with
right-wing leanings or a traditionalist identity.
26. On July 18, 2003, the findings of the South African Human
Rights Commission was released, with Professor Karthy Goven-
der announcing that “The slogan ‘kill the farmer, kill the boer” as
chanted at an ANC youth rally in Kimberley and at Mokaba’s
funeral is hate speech as defined in section 16(2)(c) of the consti-
tution”” (Nhlapo and Sapa 2003).
27. Although Maepa had focused on plane travel in works made
a few months earlier, these did not lend themselves to adapta-
tion for a representation of the attack on the World Trade Center.
An invitation from the Department of Arts and Culture to attend
the “Celebrate South Africa” festival in London could only be
accepted if she were able to obtain a passport at short notice. In
a cloth in which she articulated her anxiety that her travel doc-
uments would not be produced in time, Maepa included the
words “Take me without a passport please” alongside a wo-
man-—presumably a self-representation—who seems to look
towards a plane that she had, at that stage, seen only from a dis-
tance. In a subsequent cloth she recorded various details of her
trip and placed particular emphasis on her excitement at experi-
encing air travel for the first time (see Schmahmann 2004:40).
28. Maepa's representation of Mohammed Atta on the top left-
hand corner of the cloth would appear to be indebted to an arti-
cle appearing in Time on September 24 that investigated the
conspiracy and the people possibly involved (McGeary and
Van Biema 2001). The caption to the photograph of Atta in Time
was cautious, indicating that he was only alleged to be the pilot
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responsible for the first impact: “Suspected as the pilot who hit
the north tower, he had lived in Germany and studied aviation
in Venice, Fla.” (McGeary and Van Bierma 2001:38). Maepa,
however, has removed the word “suspected” and instead labels
her portrait with the words “as the pilot who hit the north
tower.” By making such an adaptation, she indicates—com-
pletely unintentionally—how speculations reported in the media
can readily be misinterpreted as fact.
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