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Candice Breitz has developed a body of work that
examines how voices are constructed,
transmitted, and censored in contemporary visual
culture. The exhibition Off Voices brings together
some of her most representative pieces made
between 1994 and 2020, focusing on the
tension between what is heard and what is
silenced, between dominant narratives and
narratives that remain out of focus.

The title alludes to the "voice-over", that
sound presence that, without being shown,
orients the viewer's gaze in cinema and
television. Breitz takes this narrative device
and transforms it into a political metaphor: the
voices that are not seen, that are left out of the
shot, are also those of those who have been
historically silenced. In a world saturated with
messages and screens, where visibility is
confused with existence, the artist wonders how
to make audible what the system prefers not to
hear.

Her works function as devices for
listening and confrontation. At TLDR, Breitz
gathers the testimonies of sex work activists
calling for an end to the criminalization and
stigmatization of their profession. The artist does
not speak for them but builds a space where their
own voices question the limits of power, gender
and representation.

Far from positioning herself as a neutral
observer, Breitz makes her privileged position
visible
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—a white woman, a recognized artist, with
access to institutional circuits— and questions
the role of art in the amplification of other
people's discourses. In works such as Ghost
Series and TLDR, she analyzes how visibility
and whiteness are imbricated in a network of
everyday, material and symbolic violence.
Profile works as self-portraits of the artist
made in response to her nomination to
represent South Africa in the country's
pavilion at the Venice Biennale. The Labour
video installation consists of images of real
births recorded in documentary style but in
reverse, accompanied by a supposed Matrix
Decree, whose titles refer to the most
insensitive populist leaders of the early
twenty-first century. Digest consists of 1,001
videotapes buried and sealed in plastic sleeves,
inviting us to reflect on the patriarchal order
and the disturbing and subversive potential of
narrative.

Off Voices does not seek to offer answers
or solutions, but to open a territory of resonance.
A place where the public can rethink their own
way of listening, recognize the weight of silence
and question the hierarchies of visibility that
organize our social and media life.

Lorenza Barboni.
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[1] TLDR, 2017
13-CHANNEL VIDEO INSTALLATION, SOUND, COLOUR

TLDR emerged from a series of interviews and workshops with a
community of sex workers living and working in Cape Town.

The thirteen-channel video installation includes an ongoing conversation
between Breitz and the Sex Workers Education & Advocacy Taskforce
(SWEAT), the nonprofit organization to which sex workers are affiliated.

In the first room of TLDR, a 12-year-old narrator (Xanny Stevens)
occupies the center screen of a three-channel projection. It tells a true story of
the recent past, vividly evoking an ideological battle that pitted feminists
against feminists, and the organization for
Amnesty International is fighting against an uneasy coalition of prominent
Hollywood actresses and sex work abolitionists. Told with the bewildering
sincerity of a child, the dramatic story highlights what is at stake, life or
death, motivating sex workers' international struggle for their fundamental
human rights.

A Greek chorus of eleven sex workers responds to the story as it
unfolds, reinforcing and supporting the child's words to their left and right.
The choir provides commentary through dozens of protest posters with
slogans drawn from sex work advocacy archives. Her comments are framed
in a minimalist choreography that includes a series of accessories inspired by
the colloquial language saturated with opinions of social networks. Dressed
in an orange hue that is the characteristic colour of SWEAT (but also of the
uniforms worn by convicted prisoners in South African prisons), the
collective articulates its calls for decriminalisation and destigmatisation of the
Sex work is used through synchronized movements, "white privilege
masks," oversized emojis, hand-painted posters, and a figure of the Grim
Reaper. The narrative is integrated into a soundtrack that oscillates
between improvised renditions of a series of protest songs drawn from the
common repertoire of the community (sung predominantly in Zulu and
Xhosa) to concise sound samples derived from popular hits that reference
sex work (from Tina Turner to Rihanna, from Roy Orbison to Donna
Summer).

Upstairs on the mezzanine, visitors can enjoy a series of intimate
interviews in which they can hear first-person testimonies from the sex
workers themselves. Interviewees offer candid feedback on their work,
describe the socio-political conditions that led them to engage in sex work,
and express their common goals as activists in the sector.

Picking up where a previous work entitled Love Story left off, this
portrait of a precarious community invites us to reflect on the relationship
between whiteness, privilege and visibility, as well as on the reduction of

attention spans in an information economy that fetishizes celebrities and DURATION:

feeds on entertainment. Addressing the often-fraught relationship 60', LOOP

between art and activism, TLDR points itself to bluntly ask if and how

artists living privileged lives can succeed in amplifying calls for social PRODUCTION:

justice and meaningfully representing marginalized communities. The B3 BIENNIAL OF THE

work is dedicated to the memory of Nokuphila Kumalo. MOVING IMAGE,
FRANKFURT

COURTESY:

GOODMAN GALLERY
(LONDON) + KOW (BERLIN)
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10 PHOTOGRAPHS

Ghost Series was produced by Candice Breitz at the age of 22, shortly after
leaving Johannesburg to study in the United States (and immediately after
the 1994 elections in South Africa, which ended apartheid). The photographs
come from a series of South African tourist postcards that Breitz has
modified with white correction fluid (better known as Tippex). The layer of
white ink applied to the postcards polemically reproduces the violence and
suppression that black South Africa had endured for so long under the
apartheid regime, leaving behind a series of ghostly figures whose spectral
absence testifies to the consequences of apartheid. The layer of bone whiteness
projected onto the postcards at the same time hints at the extent to which the
white man's fantasies of an exotic and rural Africa (fantasies that tend to
conveniently suspend the continent in the past) have served to distract
attention from the contemporary reality of the continent. Looking at the series,
the recently coined English term "ghosting" comes to mind, which millennials
use to refer to an abrupt retreat into silence to end a conversation or
relationship (a tactic that can be understood as an expression of power).

The original postcards of Ghost Series are preserved in the collection
of the Tate Modern in London. The series of photographs shown here,
which has been produced by rephotographing and enlarging the
postcards, exaggerates the phantasmagorical resonance of the smaller
works. When hung in the gallery, the bleached bodies that appear in the
photographs are read as continuous cut-outs with white walls, which implies
a continuity of the racist discourse that is perpetuated in this type of postcard
in the tourism economy, and the presence in cultural institutions and
museum collections in countries such as South Africa, contexts in which
the colonial past continues to have a great weight.

Ghost Series drew strong criticism when it was first exposed. Some
critics insisted that the play was an expression of racist prejudices. One
writer described the performance of the work as an act comparable to
ethnic cleansing. Others have defended the series, valuing it in light of
the artist's long-standing commitment to analyzing and questioning
white privilege (including her own). The wall texts displayed in front of
the Ghost Series offer an insight into some of the responses the work has
received since 1994.

Thirty years later, this first work - and the reception it had among
the public - remain the basis of Breitz's thinking as an artist. They serve,
within this exhibition, as a footnote that goes back to the artist's
beginnings, while offering a retrospective of later works such as TLDR or
Profile.

SIZE:

COURTESY:

10 CANDICE BREITZ — OFF VOICES
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ON THE OCCASION OF THIS EXHIBITION, THE EACC INVITED BREITZ TO
SHARE HER REFLECTIONS ON GHOST SERIES IN THE FORM OF A SHORT
ESSAY THAT IS DISPLAYED ALONGSIDE THE WORKS IN THE EXHIBITION:

Made as | was about to leave Johannesburg
behind to study in the United States — just after the
historic elections in April 1994 in South Africa,
which sealed the end of the apartheid regime, but
not its long shadow — Ghost Series is the only
one of my early creations that, to this day, |
continue to explain. Three decades later, if we
want to define this series in the best way, it
offers an unsettling point

To access my artistic practice, we would say that
it is a sincere but unsophisticated attempt by a
very young artist to consider the burden of her
privileged condition as a white South African. At
the time of creating those works | was twenty-
two years old.

When | made Ghost Series—applying liquid
concealer (better known as TippEx) to a selection of
those kinds of ethnographic postcards that, in the
mid-nineties, white tourists were still voraciously
consuming—I was looking for a language that
would allow me to reflect on the violence
inherent in whiteness and, in particular, on those
obvious blind spots so characteristic of the white
gaze. When they were exhibited for the first time,
there were those who criticized the works
claiming that they repeated
the same modes of erasure that | aspired to
question. In continuing to show Ghost Series, my
aim is not to refute or reject these observations,
but to note how a perspective (in this case my
own) is inevitably shaped and limited—and
sometimes seriously compromised—by the
positionality of the perceiving subject (in this
case, me). For better and for worse, Ghost
Series came to haunt my artistic creation. Not
long after my ghosts of Ghost Series ran into a
heated debate, | decided that, instead of
If | were to reject or lock those corpses in my
closet, | would carry them on my back as a kind of
productive restlessness. | wanted to stay in a
critical dialogue with my ghosts.

With the Ghost Series, | hoped that the
slow procedures of whiteness—the cold
confinement of bodies of color in

02. WORKS

the past, the obliteration and dehumanization of
racialized subjects as inferior and distant from
contemporaneity—would generate a heated
debate. | chose the Tippex because, in my mind, it
evokes the logic of rejection and denial that dwells
at the very core of the white condition, the
condition into which | was born. | wanted Ghost
Series to talk about the ways in which whiteness
uses its supposed invisibility to perpetuate its
dominance and make invisible those it sees as
"the other." By sloppily applying the white and
toxic liquid to the surface of tourist postcards—
souvenirs explicitly produced by whites for the
consumption of whites—he wanted to insist on
the harassing opacity of whiteness, on the
material consequences that white supremacy has
on those who suffer its onslaught, on the lethality
that whiteness entails. | imagined that, over time,
as it gradually yellowed and cracked, the
irregular application of the liquid concealer
would take on a bony quality.

But Ghost Series didn't do everything he
hoped it would eventually do. | was
—although at that time he did not know it— at
the beginning of a long journey. For better or
worse, ghosts —a spectral reminder of how
difficult (and perhaps impossible) it is to get there
entirely—continue to accompany me on my
journey as an artist. | dare to see their
uncomfortable presence within my work as a kind
of defiant resilience in the face of multiple
attempts to erase them (including my own). To
remove ghosts from circulation would be to free
me (and others like me) from all guilt; to repress
the painful, but necessary and pressing,
conversation to which they invite us. In this
exhibition, my uninterrupted conversation with
Ghost Series takes place in the embarrassing self-
portrait entitled Profile, but also in TLDR, both
works are from 2017. The conversation
continues, beyond this exhibition, in works such as
Extra (2011), Love Story (2016), and Whiteface
(2022).

Candice Breitz. January 2025
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(3] PROFILE, 2017

3 CHANNELS VIDEO, COLOR, SOUND

DURATION:

VARIATION A: 2' 20" LOOP
VARIATION B: 3' 27" LOOP
VARIATION C: 3' 21" LOOP

COURTESY:

THE SOUTH AFRICAN
PAVILION, VENICE
BIENNALE , 2017

COURTESY:

GOODMAN GALLERY

(LONDON) + KOW (BERLIN)
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Profile - a series of three short films that the artist has described as
"self-portraits," is Candice Breitz's response to her nomination to represent
South Africa in the country's pavilion at the Venice Biennale. Breitz's quick
editing is as serious as it is irreverent, combining self-representation with
brand promotion, bio with racial profile, statement of the artist with the
political campaign. Instead of appearing in front of the camera herself,
Breitz invited ten prominent South African artists, who could also have
been selected to represent South Africa in Venice, to participate in the
work. In this way, the work diverts the intensified attention paid to an
artist exhibiting in Venice to a series of artists who, like Breitz, seem
intent on altering fixed notions of subjectivity. Taken together, her
statements before the cameras raise a series of questions about the
power dynamics involved in acts of representation, both of oneself and
of others.

The slippery nature of identity becomes apparent as issues of class,
gender, religion, and race intersect and truth converge with fiction. Who
speaks for whom? Objectification aside, the artists featured in Profile, in
collusion with Breitz, are confronted with the appeasing metaphor of the
"rainbow nation" that is frequently applied to post-apartheid South Africa. In
doing so, they address the question of who can legitimately speak of their
nation and on its behalf. The issue is especially sensitive in the South African
context, where debates about the extent to which white South Africans can
participate in, portray or ally with black compatriots continue to occupy a
central place in public discourse. Can would-be allies who are defined by
historical socio-privilege simply avoid entrenching that privilege while
striving to align themselves with those who have historically been
disadvantaged? This very charged question — which is central to Profile -
resonates strongly in other works in the exhibition, such as Ghost Series
and TLDR.

South African artists appear: lgshaan Adams, Roger Ballen, Steven Cohen, Gabrielle Goliath,
Dean Hutton, Banele Khoza, Gerald Machona, Buhlebezwe Siwani, Chuma Sopotela and
Sue Williamson.

CANDICE BREITZ — OFF VOICES
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[4] DIGEST, 2020
VIDEO INSTALLATION

Digest is inspired by the legend of Scheherazade, the celebrated
storyteller who, according to The Arabian Nights, was one of the many
wives of the powerful Sultan Shahrayar. Immediately after her
wedding, Scheherazade is locked up by her new husband, who intends
to execute her the next day. That night - and in the following 1,001
nights — Scheherazade shares a fascinating story with Shahrayar,
intentionally night after night, without revealing how the story ends.
Desperate to hear the end of each night's story, Shahrayar postpones
Scheherazade's execution again and again, until finally, after 1,001
nights, he decides to spare his life. Considered by some to be a proto-
feminist, Scheherazade's ability to generate narrative suspense literally
becomes her means of survival within a violent patriarchal order.

Like Scheherazade, Digest has 1,001 hidden stories. Completed during

the long months of lockdown during the pandemic, the work — which Candice

Breitz describes as a multi-channel video installation — consists of 1,001
videotapes buried and sealed in plastic video sleeves.

The tombstone-shaped objects are arranged on shallow wooden
shelves, evoking the aesthetics of a rental video store. The plastic palm
trees that accompany the installation nostalgically recall the tacky décor
characteristic of these shops, while paying a sarcastic tribute to the
Belgian artist Marcel Broodthaers.

Each of the video sleeves displayed in this ghostly video store is
meticulously covered in black abstraction and adorned with a single
hand-painted verb that has been taken from the title of a film that
circulated at the time of home video. The verb 'to die', for example,
comes from the VHS cover of Die Hard (1998), while the verb 'to trek'
comes from the VHS cover of Star Trek (1979). In each case, the verb
Digest appropriates and faithfully reproduces the typography used on
the original VHS cover. The infinity of ways in which the 1,001 verbs
could be arranged within the installation, alludes to the endless
disturbing and subversive potential of the narrative (so skilfully
exploited by Scheherazade). By denying us access to the internal
contents of the 1,001 videos, Breitz frees us to weave our own narrative
journeys through the installation. It offers us nothing, but the neatly
isolated verbs embedded in a Rorschach-like black abstraction as
navigational tools, perhaps complemented by the individual memories of
the films that the work catalogues.

Breitz has created a monument to the canon of moving images that has
been so fundamental to his own evolution as an artist. Preserving and hiding
hundreds of meters of videotape, Digest is at once an archive, an inventory
and a time capsule that immortalizes an already obsolete way of consuming
films. The work spans nearly a century of cinema, from Cecil B. DeMille's
silent film The Cheat (1915) to the bloody horror film Drag Me to Hell (2009).

02. WORKS

BEMEE WiLLIS

i

FORMAT:

200 WOODEN SHELVES,
1001 VIDEOTAPES IN
POLYPROPYLENE SLEEVES

MATERIAL:

PAPER, ACRYLIC PAINT

PRODUCTION:

WITH THE
SUPPORT OF THE
SHARJAH ART
FOUNDATION

COURTESY:

GOODMAN GALLERY
(LONDON) + KOW (BERLIN)
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[5] LABOUR, 2020 (ONGOING)
6 SINGLE-CHANNEL VIDEO INSTALLATIONS

VIDEO INSTALLATIONS:

LABOUR (PMURT), 2017
LABOUR (MIK), 2019

LABOUR (NABRO), 2019
LABOUR (NITUP), 2019
LABOUR (ORANOSLOB), 2019
LABOUR (NAGODRE), 2020

COPRODUCTION:

NEUER BERLINER
KUNSTVEREIN

COURTESY:

GOODMAN GALLERY
(LONDON) + KOW (BERLIN)
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Labour is a series of single-channel video installations. Each one of them
consists of images of a real birth, captured in documentary style by Candice
Breitz. The nativity scenes are installed in semicircular cabins with austere
grey curtains, in a nod to the aesthetics of Courbet's L'Origine du monde
(1866) and Duchamp's Etant donnés (1966).

Labour quickly deviates from the documentary path. Instead of
presenting each birth in its natural timeline, Breitz has us witness the arrival
of each baby in reverse. We watch as each newborn is torn from its mother's
arms, only to be slowly sucked back into the womb.

The work is accompanied by a Matrix Decree, which has been issued
Breitz, Breitz would have us believe, by the Secular Council of the Utopian
Matriarchat, a governing body that refers to itself, in abbreviation, as
S.C.UM.

The document is written in bureaucratic English that is both old-
fashioned and futuristic. The Matriarchy, it becomes clear, is a stridently
feminist authority fiercely committed to reproductive justice. Its officials
practice zero tolerance for those who harm the bodily autonomy of
women and others, strictly punishing "eruptions of testosterism" and
incidents of "binary extremism".

The titles of each of the installations in the series offer additional
clues. The first piece entitled Labour (PMURT) was recorded days before
Donald Trump's first inauguration as US president in 2017. Other works
bear the titles Labour (ORANOSLOB), Labour (MIK), Labour (NABRO),
Labour (NITUP) and Labour (NAGODRE), a veritable inventory of the
most callous populist leaders of the early twenty-first century. Each of
the barely fictitious leaders referred to here in Trump, Bolsonaro,
Kim, Orban, Putin and Erdogan must, by order of the Matriarchy, face
the most drastic punishment possible. Each must be ceremonially removed
from the world. In this alternative reality, the personified power that
flows through mothers when they give birth is a resource that the
state can use for corrective purposes, such as the elimination of violent
individuals who have caused intentional harm to the well-being of society.
The women who selflessly carry out the retractions are citizens who have
voluntarily stepped forward to protect the collective in general. Their
response to patriarchal violence is bodily resistance.

By summoning an elite squad of agents who valiantly offer their
wombs, Labour is a mirror of the patriarchal present, in which the
instrumentalisation of women's bodies is often supported in most cases by
state policy and in which mothers are expected to make absurd levels of
sacrifice.

Some will find acid humor in Breitz's proposal, which is as eerily
dystopian as it is seriously utopian. It’ s speculative fiction combined
with a feminism that is both joking and serious. By imagining a world free
from the bonds of patriarchy, Breitz joins a long list of feminist thinkers,
including Valerie Solanas (the author of the SCUM Manifesto) and
Margaret Atwood whose novel The Handmaid's Tale depicts a society
obsessed with controlling female fertility. Breitz has described Labour as
"a gesture in response to desperate times".

CANDICE BREITZ — OFF VOICES
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Candice Breitz was born in Johannesburg in
1972, during the apartheid era. During its
formative years, South Africa was subjected to
strict cultural boycotts, through which the
outside world tried to put pressure on the
country's white supremacist regime.

Under apartheid (1948-1994), all forms of
media were strictly controlled and intensely
censored by the paranoid racist government, as
a result of which television did not reach South
African homes until 1976. The advent of home
video recorders and video rental stores in the early
1980s provided a respite for South Africans who
could afford such luxuries (mostly white). The
relatively easy availability of moving images
gradually complemented Breitz's obsessive
reading habit, informing and inevitably
expanding his relationship with the world beyond
South Africa. However, it was not until after
finishing his art studies at the Wits University of
Johannesburg that moving images became the
center of his artistic practice.

Shortly after the election of South Africa's
first black president, Nelson Mandela, in 1994—a
moment that marked the beginning of the
slow transition to a post-theid future—Breitz had
the opportunity to study in the United States.
After graduating with a degree in Art History
from the University of Chicago, he spent nearly a
decade in New York pursuing a PhD at
Columbia University, before realizing that he
could live his life as an artist, a choice that until
then had seemed remote and utopian. In early
2002, after the events of 9/11, Breitz left New
York to settle in Berlin. He has been living and
working in Germany for two decades. From its

Breitz has focused on both the emancipatory
potential and the threat of repression that he sees as
inherent in the technologies of mass culture,
technologies that can be instrumentalized to both
reinforce and challenge social and geopolitical
hierarchies. Over the past three decades, his work,
which focuses heavily on multi-channel video
installations and photography, has constantly
questioned and deconstructed popular culture,
seeking in particular to consider the dynamics by
which an individual becomes itself in relation to a
larger community , whether it be the immediate
community that one encounters in the family, or
the real and imagined communities that are
shaped not only by issues of national belonging,
race, gender, and religion, but also by the
influence of each other.
more and more undeniable of the main media
such as television, cinema and social networks.
More recently, Breitz's work has focused
on the conditions in which produces empathy,
reflecting on a global culture saturated with
media in which the strong identification with
fictional characters and famous figures runs
parallel to the widespread indifference to the
plight of those facing real-world adversity .
Taking as a starting point the vast repertoire of
the culture industry, Breitz archives, analyzes,
filters, dissects, cuts, pastes and reformulates
the substance of popular culture, regurgitating
it before us in the form of experiences that are both
familiar and alien to us. Its multichannel
installations reposition us as spectators, inviting
us to critically consider the stream of images in
which we are increasingly immersed.
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