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Foreword
Andries Botha

This is an exhibition about looking and the creative possibilities these observations provoke as ideas, those that define other
ideas as part of a broader conversation. These ideas persist uncomfortably in all of us until they are expressed and acted upon.
At first glance it would seem that the show is about identity, identity within the South African sense as that which has to do
with race and history. uMlungu speaks about a particular intonation of whiteness that is rooted exotically but substantially
in the Southern African soil. South Africans would be excused if they are unable to escape the historical grip of self and
collective identities, and their repetitive analysis thereof. More importantly is for us to use a larger conceptual and philosophical
lens, that which enables us to look within and beyond these post-colonial definitions, into the larger context that frames
these immediate South African concerns within the global crises of the sustainability and viability of our collective intellectual,
philosophical, social and cultural systems within a ailing natural universe.
Part of the references of this exhibition are so unashamedly local, as if Swift suggests that the offering of possibilities has
to evolve out of a local context, find its rootedness and application therein, in order that we may address the larger global
problems. Notwithstanding, we are all of a similar mindset, defined only by subtle gradation and not substance, that which
continues to create the human complexity of difference and value, fashioned from inappropriate systems of human (de)
gradation, those which permeates our unsustainable relationships with ourselves and the planet that has threatened us in
such a pervasive and persistent manner.
Is uMulungu thus one of many imaginative lenses looking into South African space and beyond for new possibilities? The
exhibition and the works therein certainly suggest a deliberate preoccupation with the idea of recycling as re-enchantment.
Attached to this idea is the idea that the discarded offers potential for renewal. The artist deliberately invokes metaphors that
are rooted specifically in the Cape Town/Western Cape cultural and physical landscape but also suggests that the reworking of
the metaphor implies that the idea of creative application of the neglected or discarded offers possibility for the imagination
to reinvent. This has universal relevance and value.
In conclusion I do not wish to analyze the relevance of the appalachian uMlungu as a particular South African racial catagory .
It only enforces another unnecessary labelling of identification that defines or restricts. There are many such labels existing in
South Africa. What is more important to me is to reflect on the South African eye that looks at the South African landscape as
a piece of shared territory within which an intimate relationship is searched for in order to define a more nuanced existence
within it and the larger world. These are Swift’s concerns, as I understand them.
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New constellations in the garden of words
Natasha Norman

When you talk to Chris Swift about his artworks, the conversation always expands. A carefully crafted garden of associations has
emerged while speaking to him about the concepts and interpretations of his installations at the Commune.1 gallery space.
And that is where I have decided to start writing this. From inside a garden of words.
A garden (albeit a metaphorical one) is an appropriate place to start a discussion of this exhibition. For it is from a garden at the
Cape of Goodhope that the first umlungu from Europe came to call South Africa ‘home.’ This European garden brought with it
some lasting changes to the South African landscape not least of which was the introduction of various plants and animals not
indigenous to the land. Recently, the City of Cape Town launched an effectual attack on ‘alien’ trees that continue to flourish in
abundance on the sheltered slopes and in the sprawling backyards of the city’s suburbs.
Umlungu - white man. This foreign species that has taken root in the South African landscape, transforming its vista forever.
Swift speaks very honestly in his interview about this exhibition being an exploration of his ‘white’ heritage. He has selfconsciously chosen the Stone Pine tree as a symbolic means of discussing this heritage. The Stone Pine is most commonly seen
on the Groote Schuur Estate in the Cape where large tracks of indigenous vegetation were cleared for the creation of a parkland
with grazing for animals by Cecil John Rhodes. The tree emerges as a loaded symbol in Swift’s work referencing both the
physical importation and impact of foreign plant species on the environment as well as the more ambiguous politics of cultural
imperialism. While some works such as his botanical studies are clear references to the former environmental meaning, others
invoke the metaphorical ideas associated with the Stone Pine to illuminate Swift’s tireless questioning of his umlungu legacy.
The incorporation of the Stone Pine motif in many of Swift’s works may speak to the importation of European culture and
a ‘white’ heritage, but it also references a complex relationship that South Africa has to the international community. This
relationship is characterised by a Commonwealth history that continues to affect current political, economic and social realities.
Trunk Call is a sculptural installation comprised of a stack of over a thousand discarded white and yellow telephone directories
gathered from the city after their recent delivery (often unwanted) on the doorsteps of businesses and homes. The work
exposes for me an important node of connections that runs throughout the exhibition. The title is a particularly British slang
phrase used in Commonwealth Countries to mean a long distance phone call. In the work itself the telephone directories take
on a peculiar quality as a kind of drawing material evoking initial readings of impasto oil paint glistening in the gallery lights.
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The circulation of these telephone directories in South Africa has grown to an annual print run of 7.2 million - an astonishing
amount considering the alternative paperless technologies that can provide the same service to the consumer. They are made
from recycled paper but are un-recyclable themselves. At this, the last phase of recycling and poised for the landfill, Swift reimagines this detritus as a ‘high’ art material.
The Magic Faraway Tree, an impressive wooden structure rising from the very floorboards of the gallery and assembled from
its renovation debris, stretches up the gallery’s double volume to the skylight above. The structure of the ‘tree’ speaks perhaps
in a formal way to Russian constructivist works and their links with Bolshevik politics - a reminder of Swift’s interest in Marxist
texts that question the paradoxes of Capitalism’s consumerism as a driving force for labour. The title - the second of a series of
Enid Blyton’s children’s novels published in 1943 - references the story in which a magic tree has a ladder at the top that leads
to other worlds. Blyton was an English writer of children’s books that include Commonwealth favourites The Secret Seven, The
Famous Five and Noddy. Her works feature the adventures of children with minimal adult help. This characteristic of her stories
links to Swift’s interest in the potential for ‘blue-sky thinking’ among the youth (loosely defined as open-minded thinking not
grounded in the realities of the present). At the top of Swift’s tree is a webcam trained on the sky above and projected into the
darkened recess of the video room below.
Swift speaks of this blue-sky thinking as an underlying concern of the whole exhibition; a metaphorical attempt to promote
thinking beyond the boycott of heritage. Not only a colonial heritage, but also the current economic, environmental and social
heritage, that we leave for future generations. Swift’s re-imagination of discarded or waste materials gathered from city dumps
and industrial sites is a type of activism in this respect; a re-interpretation of the supposed by-products of an industrial society
that carry their historical patinas into the new installation artwork. He is concerned with questions around waste disposal and
consumption: the legacy of our current system of commerce. Works such as King Protea and Glass Tree relate particularly to
this being both large constructions made from discarded wood and shower glass respectively.
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The Bridge, an impressive engineering sculptural feat, links the two main gallery spaces. As its title suggests, the work is a
potential bridge built from decommissioned Cape Town electricity ladders that poetically stops short of the doorframe on
its opposite side. The bridge emerges from an ambiguous site of confession or prayer framed by salvaged confessional booth
doors - a reference to the institution of the Christian religion that was imported to South Africa by missionaries. The work is
a complex signifier of the limits of inherited thinking. Linking back to the blue-sky of the Magic Faraway Tree, The Bridge
requires a daring leap of faith into the unknown future, to break with the past in order to imagine a world in ways beyond our
current ideologies that seem poised to lead to dystopia.
Swift’s Self-Portrait, an installation of stacked, chopped ‘fire’ wood (Stone Pine and Cherry Gum) emerges in this vein as a
self-reflective comment on the artist’s position as a product of his particular cultural ideologies. A set of ideas that seems
bound to a reliance on evaporating natural resources (such as forests) to sustain a lifestyle that is choking the environment
and contributing to an ever-widening economic gap between wealth and poverty. Particular to this work is the inclusion of a
second type of tree – the Cherry Gum – also an imported tree species to the Cape. In Self-Portrait the timber of Swift’s symbolic
Stone Pine lies side by side with the Cherry Gum wood. While both are foreign trees, the artist has observed that it is the Cherry
Gum and not the Stone Pine that is commonly felled as part of an attempt to rid the Cape of ‘alien’ plant species.
On the criticisms and solutions to his inheritance, Swift remains mute. This exhibition is a reflection on the ‘status quo’ as the
artist sees it. The garden is an artificial natural site, bound to conventions of aesthetics and a triumph of humankind’s authority
over nature. Metaphorically, from this garden of inherited conventions of thought and ideology, Swift invites us to look up,
to allow for new constellations of thought to emerge. Umlungu is an exhibition that recognises the role that history plays in
shaping the present and the potential of the present to shape the future in ways we haven’t yet imagined.
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Works

Installations

The Bridge (2011)
Decommissioned Cape Town Electricity
ladders and street light armature;
salvaged confessional booth doors;
tensile cable and used wedding ring
9m x 2.5m x 2.5m
6
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The Magic Far Away Tree (2011)
Found wood and video installation
8.5m x 1.5m diameter
8

Trunk Call (2011)
White Telephone directories and Yellow Pages
3m x 2m x 0.3m
9

Glass Tree (after Pierneef ) (2011)
Discarded shower glass and
lithography ink
6m x 4m x 4m
10

King Protea (2011)
Shelving units from Dick’s Wholesale Fabrics,
school desks, ceiling board
2m x 2m x 1m
11

Self Portrait (2011)
Cherry Gum and Stone Pine
4m x 4m x 0.3m
12

Wood Horns (2008)
White Oak and Stone Pine branches
1m x 0.8m x 0.4m
13

Works

Reduction drawings and etchings
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It will be alright (After Daniella Mooney) (2011)
Backlit Lithography Ink Reduction Drawing
on Acrylic Glass
55cm x 55cm x 15cm
15

Stary Night (2011)
Backlit Lithography Ink Reduction
Drawing on Acrylic Glass
95cm x 95cm x 15cm
16

Chaos (2011)
Backlit Lithography Ink Reduction
Drawing on Acrylic Glass
55cm x 55cm x 15cm
17

‘Umlungu’ King Protea (2011)
Edition 20
Hard Ground Etching
35cm x 46cm

‘Umlungu’ King Protea (2011)
Edition 20
Soft Ground Etching
35cm x 46cm
18

‘Umlungu’ Forest Line (2011)
Edition 10
Hard Ground Etching
35cm x 46cm

‘Umlungu’ Forest Texture (2011)
Edition 10
Hard Ground Etching
35cm x 46cm
19

‘Umlungu’ Chaos (2011)
Edition 20
Soft Ground Etching
35cm x 46cm
20

‘Umlungu’ Lions Head (2011)
Edition 20
Hard Ground Etching and Aquatint
35cm x 46cm

‘Umlungu’ Blue Gum (2011)
Edition 20
Hard Ground Etching and Aquatint
35cm x 46cm
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In Conversation
Interview with the Artist by Natasha Norman

Natasha Norman: I want to start with the title of the exhibition ‘Umlungu.’ It used to be a particularly derogatory term for
a white man and I think in contemporary Cape Town ‘hipster’ circles it now has a kind of street smartness to it, an irony. So I
wondered what your relationship is to this word, ‘Umlungu.’
Chris Swift: ‘Street smartness’ – interesting you should comment on it like that. Maybe it indicates a loosening up of the power
associated to language, and white South Africans embracing the associations that come with being identified in another
language. ‘Umlungu,’ the term, has not changed. Its the perceptions and reactions to it that have changed. At one point it
was felt that being called umlungu was derogatory and now, maybe as white South Africans where the separateness of it has
changed, we’ve become more accepting of being called umlungu. Because that’s what we are. Now that those channels and
visors have been taken down we’re in this twenty year process of understanding what we do in this country- what we are
represented by in our whiteness.
The derogatory connotation exists, but like many words, its meaning is dependent on the attitude or tone in which it is
delivered. Of coarse the word has meant different things at different times, the entomology of it is uncertain and ranges from
‘magician’ to ‘sea foam or scum’, to ‘the choice meat bone’ and others depending on which language, culture or spelling.
NN: Does that relate to a feeling of insider/outsider for you or is it just an acceptance of this ‘my whiteness?’
CS: The objective for me is to understand what I am. Not necessarily in the ‘feeling’ part – that is for me an amalgamation of
experiences as a white person in my country, this country – but it is about understanding, more fully, what I represent.
In my undergraduate work, Trojan Horse, I collected all this wood and then delivered it to Crossroads at the site of the Trojan
Horse Massacre (1985). I idealistically conceived a kind of full cycle in the project from political atrocity to reparation by the
building of a religiously and politically neutral oral tradition centre. I came in as a kind of ‘white Superman’ with this wood that
I’d collected and painstakingly taken the nails out of etc. Well, the ‘gift’ of wood caused a major upset between various factions
of the community and they burnt it. It became the complete antithesis of the goodwill I’d naively intended. Why? All the
energy that had gone into that was from a place of good intention. I understand now that I have to accept that outcome and
understand that it wasn’t personally aimed at me, but rather a conglomerate of events and interactions with white benefactors
stretching back to the early missionaries and colonizing European powers, but also right up until Apartheid and now in a new
form of over-promising and under-delivery. This is not just a localised example, this talks to bigger parts of the puzzle like the
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World Monetary Federation not understanding a place but offering it First World solutions and completely messing up the
system.
If I can understand the legacy that my whiteness represents and what it represents presently as well, I will then be better
equipped to operate in the future and know how to contribute to this country in a way that is not patronising. In a way that
will have a long lasting positive effect.
NN: The title seems to suggest an interest in your personal identity within this particular country’s social context, but I know
that you also seek to address broader global concerns. We have spoken together about the waste of society in relation to the
free telephone directories left, unwanted on doorsteps. In a discussion of your work The Magic Faraway Tree you pointed out
that by the year 2056 it is predicted that we will have no natural forests left.
CS: I will speak exactly to that as I feel it is a side interest of mine that is interwoven in this work. I really think that South Africa
is a microcosm of the world. It has all the representations of the world’s problems and solutions. Geographically, economically,
religiously, ethnically, all the splits and divides here make it a smaller representation of the world at large. In a lot of ways it is a
Petri dish; a testing ground. When we became the rainbow nation we highlighted the better parts of the world – how we could
be as human beings. In many ways South Africa is the gateway to Africa, which has for a long time had a ‘dark continent’ status
– disease, wildness, savageness, risky business investment – which it has begun to relinquish now. There is so much potential
in this continent and considering the current global situation I think Africa is the world’s next breadbasket.
NN: It is as though some of the solutions to these global crises are here.
CS: They are here. At the moment Africa is still considered the poor cousin but as the globe realises that it needs to move
out of the cities and back onto the land because of over-population and being too clever for its own self, these ‘backwater’
places, as perceived by First World nations, become these amazing spaces. As the world begins to split at its seams, these
‘dangerous’ non-spaces become exotic pools of potential. Compared to Brazil, India, China, I know most South African’s can’t
fully comprehend how lucky they have it, and what an amazing potential we are sitting on in our land and our people.
NN: The ideas in this exhibition seem very concerned with European origins. If I look at the titles Trunk Call (slang for a long
distance phone call in Commonwealth Countries), The Magic Faraway Tree (a classic English children’s story by Enid Blyton) and
the tree hunting-trophy horns in the upstairs exhibition space, there seems to be a big reference to a particular colonial culture.
I want to pick at that thread that runs through this exhibition.
CS: That talks to your original question about Umlungu. We didn’t arrive at this meaning overnight, in fact the meaning is
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in constant flux. Just as my ownership of being a white African is not limited to my lifetime, in a larger or lesser degree the
reputation is based on a long history – one that is literally drawn on by this gallery – a 250 year old colonial relic, stripped
back to its original stone work and emergray plaster and unbaked brick. It is my discovery of what it is to be a white African
looking at it through my white heritage. I need to understand where I come from and what I represent regardless of my liberal
or otherwise standpoint. By my whiteness I will represent different things to different sectors of the population and that is
in reference to my European heritage. Even though I’m born here my parents are from Glasgow. I am only one generation
African but when I’ve visited Scotland, I feel 100% South African. How many generations do you have to be African before
you are considered an Africa? Is it time based, or does it depend on the intention? The metaphor of the Stone Pine acts as a
non-confrontational way of entering these identity politics, which I didn’t want to make this exhibition about. This isn’t about
identity politics this is about my discovery.
NN: Let’s unpick this Stone Pine metaphor. It is definitely a breadcrumb trail running through this exhibition. Capetonians will
know the Stone Pine from the Groote Schuur Estate or Rhodes Memorial particularly. The Kew Royal Botanical Gardens website
describes its timber as ‘of poor quality being course and resinous but used locally in furniture-making.’ It is regarded as a mainly
decorative tree and useful for its pine nuts. The Groote Schuur National Park pamphlet describes the planting of these trees by
the Dutch East India Company as due to the favourable conditions for their growth here and as aesthetically pleasing: they saw
it as a way to make the landscape aesthetically pleasing to a European sensibility. So it’s quite a fascinating visual metaphor.
Can you speak to your appropriation of it in the works?
CS: To be pedantic, the Stone Pine is a native of the African continent existing along the Mediterranean coastline, but that’s
beside the point. The Stone Pine’s inclusion in the Cape can range from subtle subjugation to pure aesthetic. Personally I think
it was for timber in an area that was notorious for its South Easter, and therefore didn’t have much in the way of tall timber for
industry, shade or windbreak. But even if it was just for the purposes of aesthetic – that is interesting in itself and talks more
directly to the tourist economy which constitutes a large income for the Cape and South Africa for that matter.
It makes me think of Cecil John Rhodes, an immensely interesting character of contradiction for me. On the one hand he
was this amazing benefactor ‘generously’ donating vast swathes of land to UCT and a conservation visionary. Compare his
generosity to that which he took by Imperial force as far North as Northern Rhodesia, and one develops a different view of his
legacy. There is this kind of duality with regard to European heritage here. I’m not using the words good or bad. I’m just looking
at it. What South Africa does have is the benefit of an in-tact infrastructure that was brought (I’ll go out on a limb here) by the
projection and thinking of, originally, the Dutch East India Company but certainly the English – in the way the English like to
colonize through engineering, roads and religion etc. and the way that they create a civilization.
NN: So perhaps your whiteness speaks to that.
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CS: Yes, but I’m not making a judgment on it being either right or wrong. All the language that I use makes it sound as if I’m
talking about a benefit to this country but at the same time it was built on cheap labour, the sweat and the backs of the poor
that were mostly black, Chinese and Indian slaves. It was built on cheap labour. But now, today, we have the infrastructure. In
a way that’s what the Stone Pine talks about. This thing that comes here. I’m looking at the imposition of a culture on a space
and maybe where that culture comes up against another culture. The difficulties and the subtleties of that, and of course the
possibilities of that.
NN: In our conversations you have spoken of the Stone Pine in particular with reference to the artist Pierneef. I went and
had a look at his works again and that Stone Pine tree kept coming up as a decorative or a visual hinge. There seems to be a
connection between the tree as an aesthetic element in the landscape introduced by the European that makes the landscape
more palatable to their eye.
CS: I agree with that. You’ve put it very succinctly. It’s interesting to me in terms of the duality that I was talking about – I used
to see South Africa in terms of that First Worldness, that tourist aesthetic.
NN: Perhaps your Stone Pine trees encapsulate that tourist aesthetic. It becomes the symbol of that European pocket?
CS: Correct. That tourism is a valid income for South Africa. But what’s the cost of that income? Trying to present South Africa
always in a First World way.
NN: It’s also something that has been exported a lot. Pierneef became very well known. He was commissioned to do huge
panels in the Johannesburg Station. It became the national vision. The Stone Pine and all its markings in the landscape became
the vision of South Africa to the world.
CS: Which is exactly why I’ve incorporated it and made reference to it. It is an idealism. At the same time it was a stylization in
fitting with the art establishment at that time. Pierneef painted an ideal but a specific ideal, a touristy ideal or even a Nationalist
ideal. Pierneef and Irma Stern were getting their validation from a European standard when America and Europe were the
art centre of the world. That pendulum, that arrogance, has shifted. That power has shifted. Those centres can no longer be
arrogant or dismissive of the creativity or beauty of these Third World nations. Just as Colonialist and Apartheid ideology had
to give way.
NN: I was thinking of the Stone Pine in terms of your practice. You work with found objects – is it debris or detritus?
CS: Whichever, I think the only worthwhile definition is to say it’s not rubbish, per say. I’m not going through people’s personal
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rubbish but its waste on an industrial level. One man’s trash is another man’s treasure.
NN: It’s discarded.
CS: Discarded, ja.
NN: And to a certain extend I think this Stone Pine is a discarded symbol that you are using in relation to other materials. To
bring the conversation around to that - you use materials that you have scavenged (Wim Botha described it as a scavenging
which I thought was quite nice). Can we talk about these materials in terms of what attracts you to them? The telephone
directories is one particularly fascinating material and I think that work Trunk Call is a node through which a lot of the other
works read. In the same way there are particular material choices in Magic Faraway Tree and Self-Portrait. Your process of
making these works and gathering found objects, how does that play out for you?
CS: It’s not easy to put into a nutshell because it also requires what Wim also refers to as luck. I like to think of it as universal
synchrony. There is an element of identifying significant pieces like with wood: the older it is the heavier it is – I have a love
affair with wood it is just so beautiful. I’m not a carpenter but I can still appreciate that. In first year at Michaelis we read a paper
called Resonance and Wonder. It still lives with me because it talked about wood as a natural product being able to accumulate
the knocks and incidents of life so if you are an investigator you can tell a story by it. Modern day, man-made materials don’t
have that. There is something about naturalness and organicness that we are loosing through our ‘we’re so clever we’re stupid’
progressiveness as a human species. We’re loosing a lot of the nuances and, by and large, we’ve lost touch. And that’s a new
metaphor for a whole lot of things: social disconnections, family problems etc. So my process is really around collection. At the
time I find something significant but I just don’t know what I’m going to use it for.
NN: The object has a magic for you.
CS: Correct. They go into the storeroom of the brain and they also go literally into the storeroom of my studio (which is why
it has mostly been a glorified storeroom as apposed to a workshop) but I remember them and I retain them. Even on a subliminal level I retain them. Months later and sometimes years later I will remember an object that I picked up a long time ago
that I need - be it at Milnerton Market, by the side of the road or a burnt down house – these objects that are significant. I
wouldn’t know why they are significant but the puzzle pieces itself together as I draw them together and focus them around
an exhibition or a specific necessity. And that’s how they tend to come together. I’ve long since given up my role in that. I give
myself the credit as far as collecting and being an agent for this. But I get just as surprised when the ideas fold together with the
objects acquired. Handling and storing these found objects engenders its own endemic problems such as processing, labour,
storage, protection – all an education to bigger industrial and economic paradoxes such as convenience versus sustainability
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and the necessity for the consumerist wheel to keep on turning otherwise the opportunity for labour comes grinding to a halt.
Carl Marx warned of this in his seminal work – Das Kapital.
In South Africa because we’re such a dramatically contrasted country, we’ve worked up very thick skins as we navigate our
bubbles of working and living worlds in this duality we have of rich and poor and sometimes you need to cut through that.
I think the word is punctum. Something that just pricks through the fabric of your consciousness. Just as art had a roll in anti
Apartheid, I think that now we have a growing consciousness to the things and behaviours that need to change radically – we
have a new Struggle on our hands, and it involves us all. But you can’t just tell someone, ‘Hey, recycle.’ ‘Hey, stop thinking like
that.’‘Stop abusing like that.’You can’t tell them that. You’re not going to get anywhere. But you can ask questions that somehow
get underneath the skin of it. Maybe because the conclusions are each individually owned by the viewer and therefore sit
closer to their association of their own culpability and responsibility.
NN: Or you can transform something. The one thing I really like about this line of thinking in the Magic Faraway Tree is that
at the top of the tree is this web cam and it’s about the blue sky. It’s about dreaming. It’s about moving from one space into
another space. About looking up. It’s the transformative element of these objects that carry their weight of history with them
but somehow they are transformed in your art making process.
CS: I think it’s also about removing fear. It’s not a blaming culture. It’s not about, ‘Oh you’ve done bad so what are you going
to do about it.’ I’m addressing the heritage of what I represent. I’m looking at it so that I can understand who I am so that I can
understand how we got here. From there maybe I can see a different direction in order to go forward. How did we get here?
How are we in a fuel crisis? Why are we throwing away stuff? Why are we buying Woolies packaging? I am looking at these
kinds of things and saying ‘O.k.’ Not taking it on and saying now I’m going to defend such and such, but removing the fear and
lovingly understanding it. And then in a space of true creation I am going forward. That’s why I love teaching. I teach at a private
school where the kids have all got the lecture about how privileged they are. I take it further and expose that with that privilege
also comes a huge responsibility. They’ve inherited a long legacy of doing things a certain way where they will presume a sense
of entitlement that will accompany them when they leave school to fill in their parent’s footsteps because that’s all they know
and for most of them that’s enough to get them to that monetary success. The sense that they are a success is unbelievably
charismatic, unbelievably effective. These are the sons and daughters of captains of industry, and by virtue will probably be the
next generation of CEO’s or policy makers. If you can influence these young adults to think consciously about the consequence
of their actions, their spreadsheets and closing down factories or opening up factories and creating employment in twenty
years time…
NN: Your bridge speaks to that as a visual metaphor. It stops short. And I wonder is it a leap of faith that you ask or is it the end
of the road?
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CS: All the works operate at least on this level. They all expose a problem, or many problems, and they project a possibility
of a solution. I’m not some sort of Messiah. All I’m doing is turning a magnifying glass on problems. I’m saying ‘look at this.’ If
we can understand that then maybe we’ll have a better way of going forward. Einstein said you cannot solve problems with
the same kind of thinking that created them. And really that’s what this all hinges on. Maybe you can’t teach an old dog new
tricks. Maybe I’m entrenched in a certain way of thinking and one that I’ve inherited but the next generation - that’s their
awesomeness. That’s their responsibility. That’s the leap of faith. I’m exposing the crisis that we’re in and I’m projecting a hopeful
outcome – a faith of sorts - a loving opportunity for creation, a different paradigm of thinking that’s going to get us out of this
fuel crisis, energy crisis, population crisis, poverty crisis, division. At some point we do need to acknowledge culpability and
responsibility.
NN: To me that’s what your tree hunting-trophy piece speaks of at the end there. It’s a warning. Those mounted tree branches
that echo endangered animal trophy horns.
CS: I can’t remember who said this but, ‘if you think South Africa is going to be a success or not, you’re right.’ That sums it up for
me. One thing that I’ve been struck by in the classroom, is that this young generation is only limited by our projections. There
are certain groups of people that gather together to socially and politically flagellate - have only bad things to say about crime,
corruption, the way things used to be and about how its all so bad now. At the same time you can sit in other circles where
people are upbeat and they are or are going to do something about it. You can look at these works, each of them, as just fear
or just the problem that we’re in or you can look at them as the starting point for the solution. That’s what I’m hoping. With
regard to the leap of faith – there needs to be a gap there because the current thinking is in all those works and the gap projects
something I can’t deliver. I’m not delivering anything but I’m starting a conversation that’s leading in a direction towards a
solution. And that’s why the Magic Faraway Tree is magic. At the end of those rafters is blue sky. That bridge doesn’t get you all
the way. You’ve got to jump that last little gap. All of those works have that kind of formula in it.
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Future Project: Phoenix Rising
There are many levels to this installation, not least the aspects of labour and conservation. However, the power in the project is
in its conviction - how one person can make a difference and inspire many others to do the same.
I remember one sentence in particular from Nelson Mandela’s inauguration speech in May 1994, ‘We have triumphed in the
effort to implant hope in the breasts of the millions of our people.’ Sixteen years later, I believe it is time to relight the nations
hope with this symbol of Isivivane – ‘the way’!
Stones were used in the ancient world to mark places of spiritual, astronomical and historical significance. The modern
world enlists the work of architects, artists and poorly paid workers for any notable public enterprise but in ancient times, it
was expected of all ordinary people to contribute to great works. Any public enterprise needs the support and contribution
of the ordinary person; hence the Zulu proverb “Ukuphosa itshe esivivaneni”…. To make a personal contribution to a great
common task. Literally “to throw one’s stone on the pile (monument).
Source: http://www.isivivane.com/isivivane/
The legend of the Phoenix is as old as antiquity and is shared by many cultures and nations with subtle variations. Our legend
is one that rises from the metaphorical ashes of our past, represented not just by the Cecil John Rhodes, but more powerfully
by the silently standing structure. It has been spared by the graciousness of the transition into democracy and freedom that
has garnered the Rainbow Nation a magical reputation to the world. The memorial both represents the infrastructure that
was built on cheap labour, and simultaneously represents the inherited infrastructure that has aided South Africa to compete
economically on a global scale.
In this way, the Phoenix points up the African continent, appropriating Rhode’s original imperial Cape to Cairo vision, for an
African vision, by Africans for Africans. South Africa is the gateway to the rest of Africa, and can pave the way for a constructive,
cohesive and working Africa – a responsible and alive Africa.
The Phoenix cannot feed, cloth, protect and employ the nation, but like Hope, it can shine the direction to the solution.
“We can’t solve problems by using the same kind of thinking we used when we created them.” – Albert Einstein
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