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Contusion (n)

An injury to the body in which skin and bone are not broken,
but damage is done to tissues under the skin, causing a
bruise or bruises.

This exhibition navigates tha sphera of violence within our
sooiely, The work reflects the many ways that social distur-
bances in our anvironment are expenencad as dark shadows
of a deaper unrest, Evidenca of a collective distrass or unease
have manifested in coping mechanisms that thesse works ex-
pose. A common theme of all thres artists s the racognition
of thase shadows on the social consclousnass of our soclety.



Surface Tensions

by Bettina Malcomess

Trauma Is a word that cannot escape what Walter Benjamin might call its 'psychologesal shading'. Howsaver, prior
to its being smuggled into the languags of psychoanalysis to refer both to an event and its sffects on the psy-
che, it was the medical tarm for a plercing or penstration of the surface tissues of the body, both externally and
internally. Both skin and brain tissue, for example, could bea the actual physical sites of trauma, teaving its visibla
trace in the form of the scar. This show takes its title from a term with a similar medical genesalogy, A contuson,
however, Is where the skin, as surface limit of the body s disturbed but not brokan. |t perhaps suggests the mo-
ment prior to ‘tfrauma’. The work of Dale Washkansky, Natasha Norman, and Suzanne Duncan, deals with how
viglencs, cnminal, historical or in its media represaentations, leaves its traces, both physical and psychological, on
the salf.

In hiz reading of Freud's 'Beyond the Pleasure Principle’ |, Banjamin distinguizhes between two types of mamary:
invalumtary and valuntary. Voluntary memaory is associated with the vividness with which one ¢an recollect a
traumatic event, such as the surreal detail of an accident, or a robbeary, For Fraud, the role of conssiousness is to
protect against the shocks of experience, so that they do not have a traumatic effect: the shock is sort of ‘cush-
ioned” by consciousness. One has recurring dreams of a traumatic evant in order to master (ts shock ratroactive-
ly, and in the sarne way one anticipates traumatic avents by imagining what could happan. For Fraud, *fright’ is
‘the absence of any praparadness for anxiety'. The worst kind of shack is the unexpectad. What these artists ask,
is & question perhaps particular 1o the South Africa context, both in relation to the violence of its history, and its
prasent. It is not so much a question of how wa represant viclence or trauma but of how our expenenca is struc-
tured by bath a memory of and a preparednass for the ‘shock” of violence,

MNatasha Norman's work deals most explicitly with the representation of violance. Coantained within a safies of
guns cast in resin from the moulds of toy quns, are cbjacts associated with childhood: 1oy soldiers, plastic flow-
grs, dice, fish, and alien action men. Caught like fiies in the resin there is a jarfing dissonance bstween the nos-
talgic gesture and the threat implicit in the ightbox gun displays. Accompanying these lightboxes is the sound of
childran's laughtar mixed with gunshots. Litsrally at 'play’ here s a childiike ignorance of the reality of violence,
which is complementad by Norman's wall of TV stillz, Dope Show: TV Stills Freedom Day 2007. Using a video
camera to record DSTV programming over the course of the Freedom Day holiday the stilis isolate momants



befors, after and during acts of viclence. Thare s a weird disfunction batween faces, the innocence of iittle girl
and a boy, a woman screaming; and hands, reaching for a gun, aiming = camera, holding a head, As in the gun
display, there is a fallure to [dantify the act of viclence with its traumatic effect. The vary lack of namrative past, es-
pecially given the historical significance of the day or which thase stills were taken, leaves us in the present with
no visible cause for the violence we witness, in isell traumatic.

The absence and presance of histary |s a thread that is taken up in Dala Washkansky's waork, Washlcansky
pressnts us with trypticha, Running Slur shows what the artist himself calls, the most "borng view of Rabben
Island you can imaging’. The island appears off-centre, towards the right of tha |ast two panals, only just vis-

Ible on the horizon. Above it, somea (dawn) light breaks, if arbitrarily, through a generally cloudy sky, inan imags
whose tonal paletts is limited to bluas and grays. In opposition to the abscuring naturalism of the Robben |sland
shots, tha other tryptich, fBaturing Washkansky himself as the subjact, is obviously worked and constructad. The
colours and mise-an-scene are bast dasoribed as violently camp. Washkansky stands in the provecative poseas of
the painted nude on a red-velvet surface, part sand, part faux-ocean; the sky ranges from indiga to red. In each
of the poses, an aval masks the phallis, while a protea seems to serve as possible phallic signifier: initially the
subjact holds two. then one, then none, In both tryptich’s 2 gama of absence and presence is played oul. In Aun-
ning Siur a particular site of historical trauma is representad, and yat also obscured, made insignificant by its lack
of centrality in the framing - its lack of obvious histerical significance. In Kesping Mum a particular sexual idantity
appears fo ba simulianeously displayed and censored, the potential “shock’ of its presence transferred ambigu-
ously to 2 symbol of national idantity, Both the shats of Robban Island taken from the Waterfront and those of the
posed figures taken from Sea Point Promenade, place themselves at a kind of limit paint, at the place batween
history and self, where idantity and meaning ara only ever polential sites of a loss,

Suzanne Duncan's work comes closest to literal meaning of contusion as a kind cf ‘bruising” of the skir. Dun-
can's work could be thought of as a productive outlet for a neurotic condition called Triptotychomania, whera
anxiety leads to a person pulling out thair own hair. Not that this is the artist's own candition, but that the artist
weaaves her hair info stockings intimataly connects the work to skin as a point of anxiety, The stockings provide
covar, even disguise, becoming a8 sort of second skin; the gauze protects, aiding the healing process at the paint



where the surface of the skin has been injured: plerced or grazed or cut, The cholce of har own halr as madium
makes for the fragility, the ephamearality of thess protective membranes, at the same time as itinsists that thay
are extansions of the body. As complement 1o this intricate waaving process ane sa1s of chain linked bronze casts
of objects: scizsors, keys, a torch, a screwdriver, a knuckleduster, a cewtip. Inscribed in thesa everyday objects,
once again inlimate extensions of the salf, s the anticipation of viclence. While tha bronzing and chaining of
these objects suggest preservation, thelr sharp edges index 2 potential danger. Anxlety Is as implicit in their solid-
ity 35 in the immatariality of the protectve surfacas wovan out of hair.

The artist has also cast several smalleramorphous hair sculptures in bronze. There iz perhaps a resonance here
with Washxkansky's work, "Eche’, a bronze cast of an actual protea, and Norman's resin casts af childhood toys.
‘Contusion’, as its title suggests, is 8 show that is meticulously consclous of how any surface is a dalicate menis-
cus, on which thera will always be visible traces of tension.

Bonjamin, Waler. ‘On Some Moltifs In Baudelaire”. in: illuminatons. Pimico: Great Brilain, 1989,
Sections I1- IV,



suzanne duncan

coping mechanisms



These works sre intended to reference the body during (he anticipation of injury. The body's
physicality is often absent in our experience of datly life, but elermnents such as pain, desire,
errar, lienitation, and particularly inthis case, anxwety, cause an awareness of our corporaaiity.

These sculptures are derlved from objects that function as extensions of the body. The
materials used in the creation of the objects render the items usaless: unable to protect
or dafend. This inability reveals thelr inherent vulnarability and in this sense the work is a
metapher for the body itself. The mere inhabitation of our bodies situates us In an ever-
viulnerable state of being sincs most trauma results trom physical attack. Our vuinerabifity
stems from what we can never escape, our own physicality, which is the medium through
which we expericnoe he world.

The artist has transterred the need to protect and detend her body onta the objects she
creates, The epstitne naturs of the various processes ussd to create much of fhe wark
has been developad as a coping mechanism for the arfist - 10 soothe her anxisty and pre-
serve these dizposible bodily materials.

The work references tha artist’s axparience of the anticipation of injury. For this reason, the
work is made up of resources that belonged 1o ber, inchiding her own halr. While the arlist
uses her own experences as an element of research for the work, in is complefed state,
the work transcends her individeal narrative and becomes a collective statement of anxiaty.



Wairphed Down, 2007

Bronze, copper-plated links

400 x 250 mm



Safe Kesping, 2007

Coppat-plated artist's halr

180 = 60 mm



Detail; process



Randgherchief, 2007

Artist’s hair
420 x 540 mm
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Perpetuate, 2007

Archival prints on-art paper
210% 270 mm



dale washkansky



The prasant is a cause, 2 morpholegical structure of the past that is reliant upon
a dedication to remambrance. Maaning can tharsfore be interpreted as an effeot,
In ordar to mstructure the present into 8 more recoghizable form | have mada usg
of state iconography 1o search for the wound of viclence that has caused a formal
fracture which Is disguised by the alastic fagade of prezentation, | have also used
my body as a means to access the historic trauma within 8 South African con-
text, that has causad the mal-formation of the presant in which | find myself. The
resuliant imagery is superficially decorative because it presents the failure of de-
scriplion when atternpting lo describe the pain of @ wound that ona trias o forgel.
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Rumming Siun, 2007

Lightjetl prints
1800 » 900 mm
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Lintitied FPager Senes, 2007

Mixed media, archival prinls on art paper

2 F0 % &40 mm



natasha norman

lip synching



i bleed it cut / go / stop this show / choppy words and a sloppy flow / shot-
gun opera / lock and load / cock it back and then watch it g0 / mama help
ma / i've bean cursed / death Is mlling in every varse / candy paint on his
brand new hearse / can't contain him / he knows he works / fuck this hurts /
i won't lie / doesn't matter now hard | try / half the words don’t mean a thing
and i know | won't be satiefied / so why try ignoring him / make it 5 dirt dance
floor again / say your prayers and stomp it out / when they bring that cho-
rus in / | open up thesa scars / 'l make you face this / i pull myself apart /
i'll make you face this / | open up thase scars [ 'l maks you face this now









Kids with Guns, 2007

Hiastic toys, asin casts
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Flourines, 2007

Found objects, Kioof strest, Cape Town
100.x 80 mim



f Love You With My Gun, 2007

Two-colour stone lithoraph on cofton paper
410 %410 mm
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