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ABSTRACT

Fathoming the Unfathomable:
Gertrude Kearns and the Visual Representation of the Genocide in Rwanda

Claudia Oliveira

The visual representation of genocide demands a response to many -thought
provoking questions.For instance, how should one consider the use of mass murder as
the subject for a work of art? How does one confront the ethical dilemma of aestheticism
in artworks that depicthuman suffering? How can an artist avoid exploiting its human

subjector sensationalizing genocide?

The following text aims to consider the ethics of visual representation of genocide
and apply this theoretical framework in the consideration of a series of idixkinne:
Dallaire/Rwanda by artist Gertrude Kearns, which amins the 1994 genocide in
Rwanda. Through her use of camouflgpgdterned nylon canvas, Kearns has produced a
powerful yet subdued depiction of the atrocities committed bygérocidaires This
text suggests that the artist has incorporated formettdnant General Roméo Dallaire
in her work in order to, in part bypass the challenges of secondary witnessing and
encourage Vi ewer i dentification and proj et
theory of %Drawngfrom vatousyetnail exchges, an extensive interview
with the artist and researchaterial (Holocaust and Rwandaated), the following text

will consider theUNdone: Dallaire/Rwandaeries as a defiant example of contemporary

al NALYYS | ANBOKE at NEP2SOGSR aSY2NEY | 2f 2/soda i t K20
Memory: Cultural Recall in the Presestls.Mieke Bal, Jonathan V. Crewe and Leo Spitzer (Hanover and
Londbn: University Press of New England, 1999), 15.



art; one which serves as a testament to our commamahity and the horrors of our

complicity.
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Introduction

In the fall of 2002, Toronto artist Gertrude Kearns held an exhibition at the
Propeller Centre for the Visual Arts entitleiNdone: Dallaire/Rwandawhich featured
nine works; six portraits of former Lieutenant General Roméo Dallaire and three large
figurative works of victims of the 1994 genocide in Rwanda. All nine works were
painted on purchased camouflggggterned nylon canvas, creating a visually captivating

and pusating threedimensional effect.

In order to grasp fully the implications of using the genocide in Rwanda as the
focus of a work of art, it is imperative that one examines the history behind the 1994
genocide in Rwanda. Starting in colonial times, cantig through the hundred days of
bloodshed and ending with the current state of Rwandan politics, the first chapter of this
thesis is titled fAThe 1994 Genocide 1in
educate the reader about the many complexitidsantroversies surrounding the causes
and effects of the genocide in Rwanda and the manner in which it was ignored by the
international community. Furthermore, the role of Lieutenant General Roméo Dallaire,

the now famous Canadian who led the United dNettiAssistance Mission for Rwanda

( UNAMI R) , wi || al so be considered. Di scu

essential in introducingne ofthe subsequent sectewhi ch expl or es, [

portraits of the General.

The UNdone: Dallaire/Rwandavorks could have been considered in a number of
ways. However, the following thesis approaches the analysis sétles in a theoretical

manner, by placing it within a framework of writings concerning Holocaust



representatiof. Why use the Holocaust, arte used here in relation to the specific
genocide of Jews during World War IlI, as a basis for understanding the visual
representation of another genocide? As the genocide in Rwanda happened in the recent
past, theoretical writings on this particular gedecare still very much in developméht.

On the other hand, there is a vast amount of literature concerning Holocaust art which
confronts many issues and concerns that are relevant to the discussion of the visual
representation of the genocide in Rwandais is by no means an effort to diminish the

tragic events that took place in the summer of 1994 in Rwanda or an attempt at
OWesternizingbé the genoci de. Rat he-r , t hi
related works in relation to the landscape dfues which have been raised and
thoroughly debated concerning Holocaust art, most especially the conflict between the
moral obligation to remember and the impossibility of representing an incomprehensible
past. The second chapté&enodVdeuaBaRbpr esé

the ethical dilemmas facing artists who tackle the challenging subject of genocide.

The third sect i on Gedrfide KehrnssandstheiiNdoge: t i t | e
Dallaire/Rwandaserie® e xpl or e s, i n dhattcanstitute the $emes. ni n e
Particular focus will be placed on the use of camouflage fabric not only as a unifying tool
for the entire series of works, but also as a method for the artist to use restraint in her
depictions of mass murder. The camouflagfarit will also be considered in metaphoric

terms, as a representation of the disequilibrium of Post Traumatic Stress Disorder (PTSD)

290f LAY S aNBHRANEI awb2 NFA OKE K 8§ IF@un® B0BIV | aZcéssed May 30,
2011, http://wvww.forumjournal.org/site/issue/02/elainemartin.

® Though theoretical writings surroundirtige representation of the genocide in Rwanda are limited,
recent publications have emerged which suggest that this field of studies is expanding. See Alexandre
DaugeRoth,Writing and Filming the Genocide of the Tutsis in Rwanda: Dismembering and Reingmbe
Traumatic HistoryLanham, MD: Lexington Books, 2010), for a study of literary representations and
cinematic attempts in representing the genocide of the Tutsis.
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and as a reference to the manner in which Rwandans and Dallaire were deceived by the

United Nations (UN).

| believe thatkk ar nso6 focus on the trials of RO
confront the challenges of portraying a horrific event that one did not withess. The final
c h a pDadaire UiNdonel The Canadianization of the Genocide in Rwanda r ef | ect
on this bridgng of the Africanspecific nature and Canadian (global) nature of the

genocide in Rwanda.



The 1994 Genocide in Rwanda and Roméo Dallaire

We will recommend to our government not to intervene as the risks are high
and all that is here are humahs

- Shake Hands with the Devil, the Failure of
Humanity in Rwandéy Romeo Dallaire

Between April and July 1994, unimaginable atrocities took place in the small
central African country of Rwanda. Over the span of one hundred days, a meticulous and
well-planned attack, executed by Hutu extremists, resulted in the deatler 800,000
Rwandans. The victims were primarily members of the minority Tutsi ethnic group,
although significant numbers of moderate Hutus who were against the genocide of their
fellow countrymen were also murdereRape was also widespread, asdaaresult of the
atrocities that took place in Rwanda, the lakéerdesignated rape as an act of genocide in
recognition of its strategic use a tool to destroy a particular gréup

Thouwgh the events were publicized in the international community by means of

modern communications technology, most nations did little to intervene and stood by

* This quote refers to an assessment given by an unnamed group of bureaucrats who \Reverida

during the first weeks of the genocide. See Romeo Dallairake Hands with the Devil: the Failure of

Humanity in RwandéToronto: Random House, 2003), 6.

® It is nearly impossible to determine the exact number of people who were killed duriagl994

genocide in Rwanda, as the mass killings left thousands of dead bodies floating in lakes, covering streets

or thrown into mass burial sites. Most sources agree that approximately 800,000 people were killed,

though some experts believe that as maay one million Tutsis may have been murdered, along with

between ten and fifty thousand Hutus. See Mahmood Mamdalhen Victims Become Killers:

Colonialism, Nativism and the Genocide in RwgRieceton, NJ: Princeton University Press, 2001), 5.

®0On Setember 2, 1998, the International Criminal Tribunal for Rwanda (a court established by the United
blFrdA2y a0 AaddadzSR GKS ¢2NI RQa TFANRG Oy AkhyOsuASEy F2NJ UK
P'YAGSR {G1GSa 12t{20ldzZaAKESETRNKRLCT / 8 Jzd 5 BlioEaRsf w2 NRD Sy 2
Encyclopaedisgaccessed on July 30, 20http://www.ushmm.org/wlic/en/article.php?Moduleld=1000

7157. The court also declared that rape may constitute genocide if committed with intent to destroy a

particular goup, as was done during the genocide in Rwanda when Tutsi women were raped in order to
AYONBIFrasS GKSANI adzZFFSNRAYy3I 6SF2NB {KSeTheNew¥ork] Af £ SRD
Times September 5, 1998, accessed July 29, 20tf;//www.nytimes.com/1998/09/05/opinion/when
rape-becomesgenocide.html?ref=jeanpaulakayesu
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while hundreds of thousands were murdered, raped and mufilstesstern news reports

of the genoc de r epresented it predomi nmodarnl vy as
tribalism or as an event that traumatized the United Nations (UN) peacekeepers and white
civilians | €fThe factnhattthe genocide inrRtvanga.was viewed by many

as a ase of tribal warfare allowed for the avoidance of even a minimal discussion of the

role of Western forces in creating and sustaining hatred between the Hutu and Tutsi
ethnic groups, and therefore denied any notion of Western accountability. In fact, the
seeds of genoci de c ancoldnial ard paswlenal pasg twk wa n d a
histories which have been highly debated, while remaining essential in exploring the
many facets of the genocide in Rwanda.

There are varying points of view regarding &w d a 6celonipl history and the
introduction of the terms OHutud and O6Tut s
were associated with productive forms, such as cattle culture and agriculture. Each mode
of production was associated with atirecity; Hutu with agriculture and Tutsi with
cattle. Furthermore, historically, the practice of cattle rearing was associated with the
ruling elite? Thus, in this particular historical model, ethnicity in js@onial Rwanda
was contextually rather &ém racially defined. In contrast, the popular history of Rwanda
has treated the ethnicities of Hutu and Tutsi as separate racial groups which are

biologically distinct®® However, in Rwandan culture, ethnicity is passed on through the

" Carol Rittner, John K. Roth and Wendy Whitworth, e@enocide in Rwanda: Complicity of the
Churches4{St. Paul, Minn.: Paragon House, 2004), xi.
81 SA1S I F NI Ay Jitmriardsd f Racelahd tHe dpektatle of the African Corpse in Current
2 S30GSNY wSLINBaSydl (A 2y aComparatilelSRidies 6f ISguRR IAsfa, AriSa/addtheRr S = ¢
Middle Eas®8.1 (2008): 62.
51 AR bSgodzNES 4t NBO2f 2y AHff (1 A SI2NHZzyWRS\ 3 Tha/yerbatiofad/eRtl fY( N 2
1]()0urna| of African Historical Studi&#.2 (2001): 268.

Ibid.



male line; a fact wich does not adequately account for the reality of biology. As scholar
David Newbury observed, af . .. ] even I f the
single point of origin [...] réddeswhed et hn
facedwith the fluid nature of ethnicity and the fact that it may have, in reality, been
determined by oneb6s soci al status, one can
of Newburyds: Af . . .1 Ethnic | abel ste did n
groups, but to broad collective identities that emerged in a given context, based on

concepts drawing on descent, occupation, class, and personal characteristics in various

combin&¥tions. o

In 1899, Germany colonized the Rwandan kingdom. The smalbeurof
colonial authorities who ran the colony relied heavily on the Tutsi leaders who were
already in place within the territories, as a means of enforcing their rule and ensuring
compliance?® In time, the fluid relationship that had developed betweenHitis and
the Tutss was rendered more rigid with the introduction of identity cards which
classified the holder by ethnic origin; each individual was given the ethnicity of his or her
father’* By exploiting the precolonial leadership structures in plaaed using Tutsi
leaders to enforce colonial rule, the German colonialists increased tensions between the
two ethnic groups. Those tensions would be worsened by the Belgians who were given
the colony from the Germans after World War |. In the late 19B8kian colonial

authorities formally replaced Hutu chiefs with Tutsi leaders throughout the nation, giving

bid, 272273.

bid, 275.

¥ Linda KirschkeBroadcasting GenocideCensorship, Propaganda and St&ponsoced Violence in
Rwanda, 199994 (London: Article 19, 1996), 8.

“Ibid, 9.



Tutsis a monopoly on leadership positions in the courttysing European race science,

the Belgians determined that the Twigre the dominantace and the natural rulers. The
colonizers regarded the Tutsi as more intelligent, with a greater political acumen which
would serve well to dominate what they regarded as the Hutu pe&saégore long,

these distinctions and the preferential treatnggaén to Tutsis created hostility that
would contribute to the Social Revolution that took place between 1959 and 1961.
Following this revolution, the monarchy was abolishedThe uprising resulted in the
murder or forced exile of the majority of Tutshiefs; as a result, the Belgian colonial
authorities responded to these events by replacing the missing or murdered leaders with
Hutu chiefs'® During this Social Revolution, approximately 20,000 Tutsis were killed,
while many others fled the country, perily into neighbouring Ugand3. At this time,

political parties began to form which centered on ethnicity, such adtduwement
Démocratique RépublicaitMDR) party which represented mostly Hutu constituents and
enjoyed a | ands| i firgg municipal etections in h960R W@ July & 6 s
1962, Rwanda gained formal independence. That same year, Grégoire Kayibanda of the

MDR party was made President of Rwanda.

In 1973, MajorGeneral Juvénal Habyarimana topko w e r i n aandcoup d
establisled the Mouvement Révolutionnaire National pour le DéveloppertiRND)

political party. Habyarimana purged Tutsis from universities, imposed a quota on Tutsi

15 |1a:
Ibid, 10.
PP OKENAYS bS60dNES a9GKYAOAI( BAfritayTdtladb K @998)210.A G A O& 2 F
17 1a:
Ibid, 20.
% Linda KirschkeBroadcasting GenocideCensorship, Propaganda and St&ponsoed Vioénce in
Rwanda, 1994994 (London: Article 19, 1996), 11.
9 carol Rittner, John K. Roth and Wendy Whitworth, e@enocide in Rwanda: Complicity of the
Churches4St. Paul, Minn.: Paragon House, 2004), 6.

7



employment in public service jobs as well as in educational instituflortabyarimana

was stillin power in 1990 when the UganbasedRwandan Patriotic Fron{RPF), a

group of Tutsi exiles, invaded Rwanda. The RPF wanted political reform and the right to
re-settle thousands of Tutsi refugéés.A civil war ensued between thBwandese
Government Faes (RGF) and the RPF. After three years of casualties and
displacements, the Habyarimana government and the RPF finally negotiated and signed a
peace accord in Arusha, Tanzania in August of 1993 that would be known as the Arusha
Accords. As part of thagreement, both parties agreed to a transitional government,
which would include the RPF and a United Nations (UN) Peacekeeping?fortre.
response to this peace agreement, the UN Security Council created the United Nations
Assistance Mission for RwandeINAMIR), led by Canadian Lieutenant General Roméo

Dallaire®®

UNAMI R6s objective of monitoring the g
Chapter Six peacekeeping mission, in which peacekeepers could only use force in self
defence or in defence of their matean other words, they would have to be impartial

throughout the operatidii. After a brief visit to Rwanda in August 1993, Dallaire

% 1bid, 7.

*!1bid, 8.

?? |bid, 11.

B phl alwWOALIINANBALIRZYaA0Af AGASE 6SNB (2 AGLINRIOARS || yS
implementation of that [Arusha Accords] agreement, which would end the war, to estatitisbad

based transitional government, to conduct a complete demobilization eftfilitary and police forces of

the parties, to end human rights abuses and to create a new national army and gendarmerie. Finally, it

was to conduct a national election, which, it was hoped, would establish a-pautir and multiethnic

liberal democra@ Ay wgl YRl ®¢ {SS . NBylG .SINRatSe&zx a[SINYyAy
stop the Genocide in Darfrt | NICanadiaé Military JourngBpring 2005): 45, accessed July 28, 2011,
http://www.journal.dnd.ca/vo6/nol/humarhumaineng.asp

? Part ofthe reason why the internationalommunity chose a Chapter Sission which required light

equipment, defensive rules of engagement and no intelligence gathering capability was that many

resources and efforts were being used in the Balkans and in Sonfrai& nations had the appetifer

8



returned to the capital of Kigali on October 8 as force commander of UNAMIR. Shortly
after, on December, Dallaire reeived a letter signed by a group of senior RGF and
Gendarmerie officers warning that those around President Habyarimana were planning to
kill Tutsis to undermine the peace agreenfénEurthermore, in January of 1994, one of

the top leaders of the Rwandavilian militia known as thdnterahamwerevealed that

the militia was rehearsing and planning for genocide (at a planned rate of one thousand
Tutsis killed every twenty minuteé§:he also revealed locations of arms depots and plans
to attack the Belgiacontingent of the UN missidi. Dallaire immediately sent a coded

cable to General Maurice Baril, head of the Military Division of the Department of
Peacekeeping Operations (DPKO) of the UN in New York, warning of the danger of
impending ethnic conflicand informing headquarters of his intent to raid arms caches.
Soon thereafter, Dallaire received a code cable from Kofi Annan (henUrde-

SecretaryGeneralfor Peacekeepig), signed by Igbal Riza (the Chief of Staff for the

another dangerous missiorSee. NSy i . S NRaf SeX a4[ SFNYyAy3a FNRBRY GKS w
the Genocide in Darfurt | NJICanmadiag Military JourngBpring 2005): 8} accessed July 28, 2011,
http://www.journal.dnd.ca/vo6/nol/humarhumaineng.asp The decision to implement a restricted

mandate was also certainly influenced by the tiels OSy i 06t 22 RaAKSR AY od@&¥ | f Al @
after the deaths of the US soldiers in the battle of Mogadishu that the council was due to vote on whether

2N y2i G2 ONBIFGS | YAaaAi 206nsfiraciio MudenfitRRwanédan Ggnéeile [ A Y R I
(London; New York: Verso, 2006), 71.

*Roméo DallaireShake Hands with the Devil: the Failure of Humanity in Rw@ratanto: Random

House, 2003), 121.

2 Thelnterahamwebegan as a youth organization in 1990 and consisted of members from several junior

soccer clubs. See Samuel Totten andl Ra BartropDictionary of Genocid@Vestport: Greenwood

t NSaadX HAnyoI HmMp® LG az22y o0SOFYS (KS e2dzik gAy3a 2
YAEAGENE GNIAYAY3I AY MPPH D { §S Génbelde: yul@endory | 61y | Ay
and representatioffDurham: Duke University Press, 2009), 102. From-1992, thelnterahamwe

engaged in street fights, in an effort to disrupt social order and prevent peace negotiations. Though
AYAGAFEEE@ weol yRI Q& |dup and Reriddicallyurdgeditd ostegirgmeld 2 NS R G K
members, thenterahamwewas left to its own devices and allowed to kill whomever they wished once

the genocide was under way (Tottdbictionary ofGenocide215). Anotheranti-Tutsi extremist militia

known as thelmpuzamugambithe youth wing of the extremist Hutu political pai®oalition pour la

Défense de la Républiqg@DRalso worked closely with thimterahamweand participated in the killings.

Both militias manned roadblocks in Kigali and led ynarassacres (Hintoigenocide 102).

Iy RAFY O NBFROIFAaGAY I / 2 NITIReNBGDigray Achiveh Wehdiuét S 9 RIS 27
modified November 12, 2010ttp://archives.cbc.ca/war_conflict/peacekeeping/topics/1688595/.
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DPKO)? Essentially, the dde ordered Dallaire to suspend the operation immediately.
The DPKO also advised Dallaire to take the information to the very same presidential

palace where the plans for genocide were said to be taking’Place.

On the evening of April 6, 1994, a plangarrying Rwandan President
Habyarimana, Burundian President Cyprien Ntariyamira and other government officials,
was shot out of the sky as it approached the Kigali airport. The assassination of all on
board became the catalyst for murder as widespreadagras of Tutsis, opposition

leaders and moderate Hutus took pl¥ceThough there has never been a conclusive

®Copy of the Januar mmM= wmdpn OFo6f S NBaLRYyaS FTNRY Y2FA lyyly
reviewed the situation in the light of your MHP®. We cannoagree to the operation contemplated in

paragraph 7 of your cable, as it clearly goes beyond the mandatestattto UNAMIR under resolution

872 (1993).2. However, on the assumption that you are convinced that the information provided by the
informant is absolutely reliable, we request you to undertake the initiatives described in the following
paragraphs.3. SRSG and FC should request urgent meeting with the President. At that marting

should inform the President that you have received apparently reliable information concerning the

activities of thelnterahamwemilitia which represents a clear threat to tipeace processyou should

inform him that these activities include the training and deployment of subversive groups in Kigali as well

as the storage and distribution of weapons to these groupsyou should inform him that these activities
constitute a ¢ear violation of the provisions of the Arusha peace agreement and of the Kigali weapons

secure area. You should assume that heoisaware of these activities, but insist that he must ensure

that these subversive activities are immediately discontinued mform you within 48 hours of the

measures taken in this regard, including the recovery of the arms which have been distributédu

should advise the President that, if any violence occurs in Kigali, you would have to immediately bring to

the attention of the Security Council the information you have received on the activities of the militia,

undertake investigations to determine who is responsible and make appropriate recommendations to the
Security Council6. Before meeting with the Presidentyshould inform the Ambassadors of Belgium,

France and the United States of your intentions and suggest to them that they may wish to consider

making a similar démarche’. For security considerations, we leave it to your discretion to decide

whether to nform the PM(D) of your plans before or after the meeting with the President. When you

meet with the PM(D), you should explain to him the limits of your mandate. You should also assure him

that, while the mandate of UNAMIR does not allow you to extendemiaon to the informant, his identity

and your contacts with him will not be repestnor be revealed.8. If you have major problems with the

guidance provided above, you may consult us further. We wish to stress, however, that the overriding
considerationis the need to avoid entering into a course of action that might lead to the use of force and
unanticipated repercussions. Regagds. { SS a¢KS ¢NAdzYLIK 2F 9QAf @ I 2¢ 0
Mmpodn wgl yRIF DSy20ARS I yR RBEMHNS &nd WGBH/Fohti@dcesgeyr ( KS @A C
July 28, 2011http://www.pbs.org/wgbh/pages/frontline/shows/evil/warning/unresponse.htmi

2Ly RAFY . NBFROIFAaGAY I / 2 NITIReNBGDigtay Achivebh Wehdiuét S 9 RIS 27
modified November 122010, http://archives.cbc.ca/war_conflict/peacekeeping/topics/1688595/.

% carol Rittner, John K. Roth and Wendy Whitworth, g8enocide in Rwanda: Complicity of the

Churches4St. Paul, Minn.: Paragon House, 2004), 12.
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investigation into the crash, it is widely believed that the aircraft was shot down by Hutu
extremists who opposed the implementation of the Wauaccords and who used the
occasion tocarry out their genocidal plais. However, when the airplane was shot
down, both theRadioTélévision Libre des Mille CollinggRTLM) radio station and the
interim government officially declared that the culpritgevthe Tutsied RPF, who were

assisted by the Belgian contingent of UNAMIR.

In the early morning of April 7, as chaos continued to reign in Kigali, UNAMIR
troops were sent to protect the home of Prime Minister of the interim government, the
moderate Htu Agathe Uwillingiyimana. With the President having been Kkilled in the
crash, Madame Agathe was legally next in line as the executive authority of Rivanda.
Ten Belgian UNAMIR troops guarding the Pr
Rwandan security foes and taken to Camp Kigali, a military camp. Left unprotected,
Madame Agathe and her husband were killed by members of the Presidential Guard and
the army. On his way to a meeting with the senior leadership of the RGF and
Gendarmerie, Dallaire passede of the gates to Camp Kigali and caught a glimpse of
what looked like two Belgian soldiers lying on the grodhdHe decided against using
force to rescue the soldiers because he felt that it would be an irresponsible decision that
would undoubtedly puthe rest of his troops and the mission itself at fisknstead, he
tried to maintain pressure on the RGF leaders to go in and retrieve the Belgians. That

night, Dallaire was informed that the soldiers had been found in a Kigali hospital nearby.

* Linda KirschkeBroadcasting @nocide:Censorship, Propaganda and St&pgonsoed Violence in
gwanda, 1994994 (London: Article 19, 1996), 110.

Ibid.
% Roméo DallaireShake Hands with the Devil: the Failure of Humanity in Rw@ratanto: Random
House, 2003), 221.
*Ibid, 236.
*bid, 239.
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To hishorror, when he arrived, he discovered the ten soldiers were dead, stacked on top

of one another just outside of the hospital mor§ue.

The decisions made by Dallaire on that fateful day of April 7, 1994 would cause
some to criticize him, particularly fdris decision not to storm Camp Kigali and rescue
the Belgian soldiers. On April 6, 2004, during a genocide conference in Kigali, Dallaire

participated in a panel discussion in which Belgian Senator Alain Destexhe openly

at acked Dal |l ai foree@s mndaencdi esri oinrse Rwanda. Il n L
Dall aire fnobeyed a criminal order to do no
| east toTor efsuirgtnh.edr rei nforce his point abot

highlighted the fact thain the moment when Dallaire caught a glimpse of two of the

Belgian soldiers dead in Camp Kigali, six others were still &five.

Dallaire also received much public criticism about his views on military
leadership expressed during a 1997 speaking engageshethite Canadian Forces
Command and Staff College in Toronto, in w
always be his mission, followed by the soldiers, then him3elfhis view contrasted
with that of retired MajoiGeneral Lewis Mackenzie, what also been a speaker at the
College earlier that year, and who believed that the priority of the mission over the lives
of soldiers must be reconsidered when faced with exceptional circumstantesis

book, Soldiers Made Me Look Good; a Life in theaBow ofwar, Mackenzi e ar gt

*° |bid, 255.

¥ttty ¢K2YLBAZ2YS 45HffFANB O2yFTNRyGa KAad ONRGAOAT ({
RSt &3 084 O NbranoGEiASil 728047M: f = ¢

% Shake Hands with the Devil, the Journey of Romeo Daltiieetedby Peter Raymont and Lindalee

Tracey (Montreal: White Pine Pictures, 2004), DVD.

% Lewis MackenzieSoldiers Made Me Look Good:; a Life in the Shadow of Véaicouver, BC: Douglas

and Mclntyre, 2008), 214.

“*|bid, 214215.
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hold to my opinion that in some circumstancescdhceived and impossibte-execute
orders must be evaluated by the leader, and if warranted, they should be ignored or

di s o b“ yFerttherndore, Mackenzie contests Dali r e6s cl aim t hat

Kigali woul d have been a suicide mission

tough Belgian paracommandos dispersed around the city, the potential existed for a UN
show of force that would have been more than a litifienidating to the unruly mobs

doi ng t H%lntekestingdlyjimrespoase to criticisms such as the ones expressed by
Destexhe and Mackenzie, Dallaire explained what he believes to be the real motivation
behind the reaction by some to the loss ef Belgian peacekeepers. In a documentary

about his return to Rwanda ten years after the genocide, he explained:

Part of the argument or what some people find difficult is: Why am | not
mourning more the ten Belgians than | am the rest of the whole ni#ssion
And | j ust canot do that [ .. .]. Ther e

=

a

suffering [...]. So ®toés the proportion

Thus, it is the loss of all human life, be it those of the Belgian peacekeepers or of
Rwandans, which weighs heavibn Dallaire. Due in part to the loss of the Belgian
soldiers and the failures of the mission, Belgium withdrew the last of its troops on April
20, 1994 The following day, UN Security Council Resolution Number 912 reduced the
UNAMIR peacekeeping forcom 2,500 to approximately 258. In time the RPF began

to gain control of more territories; by May 22 it had captured Kigali airport and extended

“! Ibid, 216.
** |bid, 224.
*® Shae Hands with the Devil, the Journey of Romeo Dalidirected by Peter Raymont and Lindalee
Tracey (Montreal: White Pine Pictures, 2004), DVD.
* Carol Rittner, John K. Roth and Wendy Whitworth, e@snocide in Rwanda: Complicity of the
4Céhurc:hes?(St.Paul, Minn.: Paragon House, 2004), 13.

Ibid.
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its control in the northern and eastern regions of the cotfhtihe battle for control of
Kigali and the massacres continued throughout the month of June. On July 4, the RPF
won control of Kigali*’ The following day, a Freneled military operation named
Opération Turquoiseunder the mandate of the UN was implemented, which would
establish a safe zone in theestern part of Rwandand would allow people to flee the
conflict.*® Finally, on July 17, after weeks of fighting and mass murder, the RPF took the
last government stronghold in Gisenyi and declared an end to tHé \@ar.July 19, the

RPF installed tb new BroaeBased Government of National Unity with a Hutu President

(Pastor Bizimungu) and Tutsi Prime Minister (Faustin Twagiramutfgu).

The atrocities that took place in the hundred days of genocide in Rwanda have
undoubtedly had an effect on its peopléhose who withessed the events were forever
marked by the scenes of mass murder, mutilation and’t&jmlaire was no exception to
this. While still in Rwanda, in miduly 1994, Dallaire began to show signs of extreme
fatigue. His written orders weliacoherent and he was becoming aggressive and even
publically dared extremist Hutus to kill hith. Evidently, he was putting the mission at

risk and had to be relieved. On August 19, 1994 General Guy Tousignant succeeded

“°Ibid, 14.

“"Ibid, 15.

*® Roméo DallaireShake Hands with the Devil: The Failure of Humanity in Rw@edento: Random

House, 2003), 422.

* Carol Rittner, John K. Roth and Wendy Whitworth, e@snocide ilrRwanda: Complicity of the
Churches4St. Paul, Minn.: Paragon House, 2004), 15.

Y Roméo DallaireShake Hands with the Devil: The Failure of Humanity in Rw@iedento: Random

House, 2003), 475.

* For survivor testimonies, one small way of ascertaitireggimpact of what happened, visit the

CGenocide ArchiviRwanda websit¢a collaborative project of the Kigali Genocide Memorial Centre, Aegis
CNHzZAGZ FyYR wolyRIQa blaGA2ylf /2YYAaaArAzy F2NJ 4KS CAZ
genocide agaist the Tutsi)http://www.genocidearchiverwanda.org.rw/index.php/Category:Survivor_
Testimoniesaccessed July 28, 2011.

°2 Shake Hands with the Devil, the Journey of Romeo Daliieeted by Peter Raymont and Lindalee
Tracey (Montreal: White Pine Picas, 2004), DVD.
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Dallaire asforcecommander of URMIR.>® Within months of arriving back in Canada,
Dallaire began to suffer from what was diagnosed as Post Traumatic Stress Disorder
(PTSD) and even attempted to take his own life on two occa¥ioAs. a result of his
harrowing experiences in Rwanda, Bak has become the familiar face of PTSD in
Canada. Dallaire also sits in the Canadian Senate and has received numerous honours
and rewards. More recently, he has also become an advocate for child soldiers, writing

the bookThey Fight Like Soldiers, Th®ie Like Childrerr®

Although the victory of the RPF in Rwanda brought about an end to the genocide,
there still remained (and remains) a long road to recovery. How would people live
together again, knowing that they could potentially be living nexpetople who had
murdered their family members? Could Huand Tutss live together in peace after so
many years of hate ideology as part of everyday life? On April 22, 2000, Paul Kagame,
former leader of the RPF, was elected President of the RepublicaridRvwand was fe
elected for a second term in August 2010. In his purpose of attaining reconciliation and
nationbuilding, Kagame revived and institutionalized tlgacaca court system; an
informal and traditional justice system of community trials that gives irapoetto truth
telling, compensation and reintegration of the person acéfisedwanda has been
considered by some to be Africads biggest

stability, economic growth and rising education levéidjut its administréon has still

**Roméo DallaireShake Hands with the Devil: the Failure of Humanity in Rw@ratanto: Random

House, 2003), 505.

*I'FyFRAFY . NRFROIF&GAY3 / 2 NIIeNBdDigiayAtchives Wehdu@ K2 4G a 2 F
modified November 15, 2@} http://archives.chc.ca/war_conflict/peacekeeping/topics/1688622/.

°* Romé Dallaire They Fight Like Soldiers, They Die Like Childosalon: Hutchinson, 2010).

WL OljdzStAyS [ S6Aas dal 44 DN} FSa |yR | theRaazal yR | Af f
CourtsinPosD Sy 2 OA RS Inquiry, ynRérsitgof New Hampsh{@pring 2010): 35.

el L FNREY | FNKR O QONN.comdulg $732009 sace€sEe8 dude 52012, NB = ¢
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seen its share of controversies. After the genocide in Rwanda, laws were put into place
concerning genocide ideology. For instance, any politician or citizen making a statement
encouraging ethnic animosity risks imprisonment for the criome 6 di v¥F si oni s
Furthermore, the words o6Hut u?&® QrgedizatorBut si 6
such as Amnesty International allege that these laws are so broad that they are often used

to limit free speech and prevent criticism of the governffenMMor eover , Kagan
critics see this as a strategy to keep Hutus from organising politically against his small
and predominantly Tutsi elite government
that the results that he has achieved in-gesbcide Rwandaotnpensate for his poor

human rights recorff: Are these restrictions protecting Rwandans from the dangers of
revisionism or are they endangering freedom of speech? Only time will tell whether the
preventative measures taken by the Kagame regime will goobe beneficial for the

country.

Il nterestingly, part of the governmentds
happening again is to memorialize it. I n

after the genocide seemed to be strivingamva performative practice of visibility by

http://edition.cnn.com/2009/WORLD/africa/07/17/zakaria.rwanda/
BWAOKENR DNI yaGs atlbdzZ YFALYSY wihd Tglegraghiuly RER®DS Y SNI 2 NJ
accessed July 28, 201ttp://www.telegraph.co.uk/news/worldnews/africaandindianocean/rwanda/
579900680/PaurKagameRwandasredeemelcor-ruthlessdictator.html.

Ibid.
Oq1ryySade ! NESEA wel yRIE 91 as wS volceldt Aniedcalyhé 4, 2041, CNBSR2 Y
accessed June 5, 201ttp://www.voanews.com/english/news/africa/AmnestyrgesRwandaEase
Restrictionson-Freedomof-Expressiorl23156253.hinl.
WA OKENR DNIyGsS atbdzZ YFAFYSY wihd Tglegraphiuly RER®DS Y SNI 2 NJ
accessed July 28, 201ittp://www.telegraph.co.uk/news/worldnews/africaandindianocean/rwanda/
7900680/PauKagameRwandagedeemeror-ruthlessdictator.html.
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creating a net wWborTkere afe typicallyndwoi didférent londs of
memorials: one in which coffins containing the bodies of victims are placed in mass
graves and another in which bodies or bonesiisf@ayedin situ®® Obviously, this form

of artistic practice cannot be transplanted to the West, as these memorialized sites can
only exist in Rwand&’ How then can western artists tackle the difficult subject of
genocide in Rwanda? What forms of visugpresentation can be deemed appropriate

and what difficulties will the artist encounter? The following section will draw upon the

“haOK2f+a aANI 28FFs aLydAaAGt S | A Aican AusBB83y Rl | YR wS
(Autumn 2005): 36.

Bt d /L FYS aQbSGSNI I I A Y @nthropogyZ agR. S (FebiBary20m): £ & Ay
20.

® Though there are welknown African artists who have addressed the genocide in Rwanda in their

artworks, such as Ghanaian sculptor Kofi Setordji and Senegalese performance and installation artist Viyé

Diba, | have found little evidence of Rwandan responses to the genocidetbtirethe construction of

YSY2ZNAI f & C2NJ I RA&Odzaaizy 2F Y2FA {Si2NR2AQ&a 62N
LYO2YLINBKSYaAofSY Y2FA {SG2NR2A Q& AffchdA@B3A3f Ay3d aSY2NR
(Autumn 2010): 553. Foradiscussiono®vE 5A 01 Q& 62NJ] X &SS ; f-Wdz§B¢ . dzNy S
Art Pres8839 (November 2007): 526. However, there have been some recent attempts to encourage

and create exposure for Rwandan artists. For instance, Ughodmartist Collin Sekajugo estabiex the

Ivuka Arts Center in Kigali in 2007, in order to raise awareness of Rwandan modern art, develop young
wglkyREY INIA&AGAZ yR INFYyd GKSY F LI FGF2NY F2N SELR
| 2t t Ay pPéadelRevizt A JoérnalSuicial Justic2l.3 (JulySeptember 2009): 35358. In an

interview, Sekajugo explained that he chose to settle in Rwanda because he had encountered talented
FNIAAGE 6AGK y2 YSIya 2N y2 &aLJ 0SS (2 LidcokedS RS ANND |
deNyundag & RS&aiGNRB&@SR RdZNAy3d GKS 3IASy20ARS oO0I NRYyS aLydsS
exposure may explain why it is challenging to find any research material about Rwandan artists.

Furthermore, Sekajugo also explained that Rwanaldists are often reluctant to address genocide in

GKSANI 62Nl ay a{2YS 2F 2dzNJ I NiAada FRRNSaa 3ISy20ARS
our artists are genocide survivors, you see. Developing art about the genocide is very hard for therh (i Q &
difficult for viewers too. It elicits bad feelings, feelings of pain, grief, or guilt. Who were the culprits? Or

the victims? It creates division. Rather than representing genocide, the artists here would rather paint

about reconciliation. $uppose, if you wanted to, you could read genocide themes into their works. For

instance, you could read genocide into this painting of people fleeing. Or you could relate the red color in

this abstract painting to blood. Painting directly about geneégldelicate, however. It discourages

people from coming to terms with the genocide, from reconciling. People here are sensitive to these

issues and emotions are very raw, especially during commemoration time. | have a lot of ideas about
genocidethal QR f A 1S G2 Lizi 2y Ol y@ras odzi GKSy L GKAy1l 2
GASe Al 2F K2¢ AGQa 3IA2Ay3 G2 I FFSOUGH smighSbésbme { 2 YS LIS
emotional, bitter, or angry. Genocide is still a very®séni A S &d4dz0 2S00 KSNBI LISNKI L
G Ly (S NI-356)s Thés, ittappears that Rwandan artists remain reluctant to directly represent the

1994 genocide in their artworks, as this strategy could be viewed as a tool causing divisionking evo

negative sentiments. Evidently, a Rwandan artistic response to the genocide could be perceived as an act

2F RAQDGAAAZ2YAAY YR ¢2dzZ R 02y FtA00 6AGK GKS YIF3IFLYS 3
reconciliation.
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vast amount of literature concerning Holocaust art, with the intention of exploring the
many challenges faced by artisthavundertake the unfathomable subject matter of

genocide.
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Visual Representation of Genocide: Barbaric?

Ever since the atrocities committed by the Nazis were revealed, scholars have
debatedhe role of visual arts in the representatama menorialisation of the Holocaust.
Artists who tackle genocide as a subject matter must face issues such as the danger of
exploiting its victims or the risk of sensationalizing traumatic events through their artistic
expressions. Regarding the ethical dibean of visual representation of genocide,
philosopher Theodor Adornarote in 1949 and latgsublishedin 1951the nowfamous
words fito write poet r% Thmdghsemehaveinsempreteditiisz i s
statement as a call for silen®®A d o r dictuinscan be better understood when read in

its original context:

Even the most extreme consciousness of doom threatens to degenerate into
idle chatter. Cultural criticism finds itself faced with the final stage of the
dialectic of culture and barbarism To write poetry after Auschwitz is
barbaric. And this corrodes even the knowledge of why it has become
impossible to write poetry today.

Hence, Adornods stat ement ponder s t he pel
representations. Rather than candei ng t he arti st to silenc
writings serve as an incentive for philosophical investigation and critical explofation.

Inanindept h analysis of Adornoés writings, El

® Theodor W. AdornadRrisms(London: Spearman, 1967), 34.

% 1n his bookTraumatic Realism: the Demands of Holocaust Representafichael Rothberg states that

G!' R2NYy2Q4a LIKNIasS oyz2id S@Sy | FdA#f aSyiSyoOo0S Ay GKS 2
misquoted, by witers working in a variety of contexts and disciplines, including philosophy, theology,
FSatdKSGAOAZ | yR f AGSNF NETraOmciRaalsmahe Démandg odHolocadsO K I St w
RepresentatiorfMinneapolis: University of Minnesota Press, 20@5. Klaus Hofmann suggests that

some authors, who would normally insist on textual fidelity, disregard what Adorno actually wrote

0S50l dzaS GKS aYSNBE LINPRdAzOGAZ2Y 2F LRSGNE A& adzFFAOA
difficulttocontesi G KS o6F NBFNARGE 2F GNRGAYy3I || LIR2SYdhé {SS Y
I R2 Ny 2 Q aGebriarQLifelayidl éttefs8.2 (April 2005): 193.

% Theodor W. AdornoPrismgLondon: Spearman, 1967), 34.

Byt ldza 1 2FYFyys dt@ ReNB BTSN ddzin® KetheEi21(April 2005):

191.
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stresses that the verysdauction of the autonomous subject in the death camps is at the
root of Adornbvwsomhgumeords, the Nazisb
individual 6s |ife (seen clearly through t
other atrocities) rerefs artistic subjectivism, or individual taste, inappropriate.
Furthermore, Adornods dictum must also be

on the failure of culture during the Holocaust. In a subsequent 1966 text, he noted:

Millions of innocent people [...] were systematically murdered. That cannot
be dismissed by any living person as a superficial phenomenon, as an
aberration of the course of history to be disregarded when compared to the
great dynamic of progress, enlightenment, of th@pesed growth of
humanitarianisnf*

In other words, the Holocaust cannot be seen as a mere interruption in an otherwise
progressive culturé thus the very notion of art seems inappropriate when one considers
that the Holocaust sprang from what many warddsider to be an enlightened culture.

In his 1966 book titledNegative DialecticsAdorno did not retract his statement about

the barbarity of poetry after Auschwitz. However, he did clarify that his dictum involved
more than simply questioning the pdslity of art in the wake of the Holocaust; he was

in fact going beyond that and questioning the right of existence ‘itsitfiknowledging

the indispensability of Hol ocaust art, [
preservation of a radicallguilty and shabby culture becomes its accomplice, while

anyone who resists culture directly promotes the barbarism which culture revealed itself

P9t AYS aNBAHIRANVYET aws2 N2 VK K 8§ IF@une @B0R)IV | aBcéssed May 30,
720011,http://WWW.forumjournal.org/site/issue/OZ/eIainemartin.

Ibid.
T¢eKS2R2NJ) 2 ORUZRR N 2 ¥ & T (1CAINONe dixé BftersAlstHwiEz2 A Rhjfosophical
Readey ed. Rolf Tiedemann (Stanford: Stanford University Press, 2003), 20.
29t AYS aNBERMEIT awb2 NMA VK K § Feunk @BDB)I6 ) aEcéssed May,30
2011, http://wvww.forumjournal.org/site/issue/02/elainemartin.
" Ibid, 10.
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to b&hds theoretical refl ect hlantherpertvagah | s t h
of the horror of mss extermination is seemingly impossible, art nevertheless remains a
crucial act of witnessinga crucial refusal of barbarisnThe aporia of culture lies in the

fact that it cannot go on after Auschwitz and yet must g& ohdorno also explored the

needfor suffering to find its voice within the arts when he wrote:

| do not want to soften my statement that it is barbaric to continue to write
poetry. [...] Suffering also demands the continued existence of the very art it
forbids; hardly anywhere else @® suffering still finds its own voice, a
consolation that does not immediately betray it. The most significant artists
of the period have followed this courSe.

Thus, Adornoods statement, I n pondering 1
simultaneouslyacts as a warning to all artists of tiperil involved in the artistic

rendering of mass extermination. eHposited such art as essential but fraught with
difficulties, a task entailingvhat might be described # fathoming of an unfathomable

event. Havever daunting the task, with its complex moral obligations and potential
snares, large numbers of artists have engaged with the subject of the Holocaust, opening

their work to the closest of scrutiny.

One celebrated individual involved in such workaerman artist Anselm Kiefer,
who made explicit references to the Holocaust in several of his works between 1981 and
1990/" Ki ef er produced these works at a ti me
by intense debates h avi mghip toadhe doblectiveipash a ¢

[which] evoked considerable critical response both for and against his ability to

" Theodor W. AdornoCan One Live After Auschwitz? A Philosophical ReatidRolf Tiedemann

(Stanford: Stanford University Press, 2003), xvi.

"DSyS wlkes 4/ 2yRATRSNIAlYdESE ThiREd/E2AYIuly 2084 225.

®Theodor W. Adornad\otes to Literature, Volume(&lew York: Columbia University Press, 19928&7

Tal GGKSS . ANRS awSLINBaSydldArAzy FyR 90SyidyY ! yasSty YA
| 2 £ 2 OThdzXaled)drnal of Criticidi®.1 (2003): 113.
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authentically repr &slenn tKiheifse rcoosu netarryl dys ahtitsetn
the Holocaust, he features a Jewish woman from poetu | Cel ants fnDeat
[Todesfuge, first published in 1948. Borrowing
wor k, Ki ef er 6 s oYpur Aspea Hairt Shutamitinamnn198¢ Higure a]s

depicts a naked woman with a mane of black hair. d\loer back and head, Kiefer has
written Ayour ashen hair Shulamith. o Scho
the Jewish victim as probl emati c. He expl
her [...]. Shulamith is depicted seated,hwhier ankles crossed and her arms held rigidly

by her side in a captive position. [..] By representing Shulamith bound and naked,
Kiefer also reinforces the ster dorhugpne of J
Birods opi ni oorkseamh to fail itp subjdctibecaukeaof its sexualized and
victimizing nature. However, Biro also goes on to express how Kiefer avoids these same
problems in his | ater works. | nreldtea art, , i n
he refuses toeict the suffering of particular individud®. Instead, Kiefer uses a more

nuanced approach, as in works suchlms Path [figure 2], in which the artist
concretizes fthe horror of & nAscortingltodBiro, on i n
A Ki emBrages to depict an event that could be trivialized or exploited by a more literal

pr e s e n® by showing usdoreshortened train tracks, an image often associated with
the victimsd voyage to their | ast esdlhesti nat

viewer by placing them in the position of perpetrator, namely the railroad en@ineer.

8 |bid.
" Ibid, 128.
®bid, 133.
& Ibid.
bid, 134.
8 bid.
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However, this image of railroad tracks, though visually striking, does not come without
pitfalls. For instance, one may question whether this image allowsetvernio ponder

their own particular relationship to the Holocaust or allow it to shape their ethic3l life.
Also, what is the purpose of placing the viewer in the role of the perpetrator? Does this
tactic reduce the work to a game of blame or will ibwllthe viewer to reflect on the

tragic outcome of these voyages? Kiefer appears to follow a particular line of thinking,
which represents the Holocaust as an anonymous journey into death, which steers clear of

exploitation but is also devoid of individuattims &°

Other artists, such as Chileaorn and New Yorkbased Alfredo Jaar, have
decided to include victims in their works, albeit reluctantly at times. In August of 1994,
four weeks after an estimated one million Rwandans (mainly Tutsi) had bederaur
Jaar arrived in Kigali. He arrived in Rwanda as an artist and as a witness of the aftermath
of genoci de. Mo s trelated wotks wouldalatdr besknoivs ashe a n d a
Rwanda Project 199200Q Jaardés first pr opdéaundred consi
touristic postcards of Rwanda which depicted varying landscapes and wildlife, which he
mailed to various friends [figure 3]. On the postcards he would send a euphoric message
of swurvival, such as AJust i ngeghe Mamaaf onaofar ung
the survivors he had met while in Rwan8&)In dealing with the reality of those who
perished in the genocide, Jaar also created a work erRidabPicturedfigure 4]. The

work consisted of 372 linen photographic archival boxasheontaining a photograph

¥wlk OKSt bl KYYlI OKSNE 6a9GKAOA Ay (KS FI 0SS 2F | dzaOKsAl
| 2t 201 dzaG NBYSYONI yOSé 6t-KisvauRee 2008)X167. Yy A SSNEAGE 2F 2 A
Bal GGKSs . ANRT awSLINBASY (Ll (hBeydys, landkhe @ethbryditiie ! ya St Y YA
| 2 £ 2 OThdz¥aled)durnal of Criticid®.1 (2003): 133.

% Abigail SolomoD 2 RS dzz a[ F YSyd 2F GKS LYIF3Say ' f FNBR2 WFIEN
Aperture181 (Winter 2005): 39.
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of the aftermath of the genocide sealed within. A written description of the photograph
was attached at the top of each box and each container was arranged in geometric
configurations in a darkened rodth.The viewer was obligkto interact with the piece,
physically moving around the boxes and reading the I&beBeing in the midst of the
unrepresentable @ies of genocide which Jaarcdhdecided to seal far from sight, the

viewer had to question suddenly their own placelation to the genocid®.

French photojournalist Gilles Peress was also in Rwanda, but was present when
the massacres began. As a result, Peress was a witness to both the atrocities themselves
and the horrific aftermath. The artist published a grapbak in 1995 titledlhe Silence
that contained some of the images he had captured. The largely uncaptioned black and
white photographs vary in content from machetes and human bones to classrooms full of
bodies® In a review of P e r raslestibe fdlowingkgbservhtion:k Du r
ANear the bookédés end, the pictures show us
out of the jaws of a bulldozer, and bodies being burnt, the ash white on their bodies
long shots and details which become doubly paire#fs such pictures are not without a

certain ap plalhthid obsgrvatioe, Durdey highlights another major point of

¥ Ibid, 40.
®0ne ofthe narrativedl B Ra | a F2tf2ayYy aDdzZiSGS 9YSNAGESE on &St
Dressed in modest, worn clothing, her hair is hiddeafiaded pink cotton kerchief. She was attending
mass in the church when the massacre began. Killed with maclietiesnt of her eyes, were her
husband Tito Kahinamura (40) and her two sons Muhoza (10) and Matirigari (7). Somehow, she managed
to escape with her daughter MaHeouise Unamararunga (12), and hid in a swamp for three weeks, only
coming out at night fofood. When she speaks about her lost family, she gestures to corpses on the
ANRBdzy RS NROGGAY3I Ay GKS ! FNROIY adz¢ ME dzvf 6 88 DR DS S NI /
PapergqSpring 2008), accessed July 29, 201tp,//www.tate.org.uk/reseach/tateresearch/tatepapers/
08spring/chow.shtm
% Abigail SolomoD 2 RS dzz a[ F YSyd 2F GKS LYIF3Say ' f FNBR2 WHIEN
Aperturel81 (Winter 2005): 40.
Z‘l)a I NJ 5 dzNI9 & SR #istany@3.1 (March 2000): 125.

Ibid.
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debate in the consideration of artistic portrayal of genocide; that of aestheticism. The
notion of beauty in the visual repesgation of genocide may seem disturbing as most

would consider finding aesthetic pleasure in these types of artworks to be inappropriate.
Yet, what does the term beauty really represent? Scholar Brett Ashley Kaplan argues that
beauty is not simply sontett ng t hat i s attractive, but th
artworks] that offer ambiguous, diverse, complicated, egreded reflections on the

Hol ocausto or ot?hTehru st,r aiutmaits ct herveemnghs .t he i
ability to encourge genocide remembrance that it becomes beattifurthermore,

Kaplan argues that the artworks that effectively succeed in representing the Holocaust do

so because they combine fragmentation, disruption and beauty, which encourages the
viewer to grapplewith various debates and issues regarding gendtidgonsequently,
Peressd photographs, though disturbingly a
considered acceptably beautiful if the vie
the viewer to come to grips with their own relationship with the genocide in Rwanda?

Do the works allow the viewer to contemplate issues relating to the genocide, including

notions of accountability and complicity? It is perhaps in relation to these quebidns

%2 Brett Ashley Kaplannwanted Beauty: aesthetic pleasure in Holocaust representétidrana:
University of lllinois Press, 2007), 2.
BYL LI LY SELXFAYyA gK& KS OKzasS G2 SyLfXze (GKS 62NR Wo
of his book. Drawingn 18" century treatises on the sublime and the beautiful by Edmund Burke and
LYYFydzSt YIydz YFLILFY LRAy(Ga 2dzi GKFdG GKS Wadzoft AYSC
WoSlkdzieQ 6A0GK f20So 'S | faz2 YnSebdnds® aiebyiaksbeintinyit y i Ay
with the unrepresentable (Kaplabinwanted T 0 @ Ly 02GK .dz2NJ S FyR YIyidiQa
Wa3dzof AYSQ YR WoSldzieQ 2FGSy o6ftdzNJ Ayid2 2yS Fy2iKSNX
associated W i K (G KS GSNNAFeAy3I 2N dzyNBLINBaSyidlotSz YILXLFY
gg) avoid the notion that the Holocaust is too terrible to be represented (KapJamanted 9).

Ibid, 5.
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Peresso at times explicit and often uncapt

[figure 5]%°

In considering the work of Anselm Kiefer, Alfredo Jaar and Gilles Peress, one
realizes the various ways in which artists choose to depict geroci Al t hough K
earlier works did include depictions of victims of genocide, his approach later shifted to a
nuanced interpretation of the Holocaust, which included scenes associated with the death
camps (train tracks) rather than portrayals ofvilkems themselves. One the other hand,

Jaar did photograph explicit scenes of the aftermath of genocide in Rwanda but chose to
hide these images in an attempt to further involve the viewer and avoid exploiting the
victims. Unlike Jaar, photojournalistiliés Peress found it necessary to display all that

he had seen in Rwanda, including very graphic scenes of dead bodies and mutilated
victims. Thus,many questions remairCan one portray victims of genocide without

sensationalizing their suffering? Howrcan artist avoid sexualizing orvitimizing its

®With referencetat SNB &4 Q LIK 2 (i 2 eifinpddant toacknbwl€igedhz ikt Amolint of

scholarship surrounding the authenticity and persuasiveness of photography. For instance, in an article
concerning the visual representation of the Holocaust, author Inga Clendinnen argues that the reélness

a photograph makes the viewer relate to the victim and that photographs of the-affects of genocide

(such as those taken by soldiers who liberated concentration camps) can persuade its viewers of the

reality and tragic consequences of the Holodgas any other traumatic event). See Inga Clendinnen,
GwSLINBaASYlGAy3d GKS | 2t Mbhigdai@uarterly Revie@7 (Wanr 199B)NSDO. A & (1 2 NB X ¢
Yet, the privileged position given to photography is problematic considering that some photsguepin

FIrOG adlr3aSRT Fa Ay GKS bl T AaQ daghéto.2ARhougik 2 G 2 INIF LIK& Ay
Theresienstadt was a collection center for deportations to ghettos and death camps, it was used by the

Nazis as a tool of deception. In June of 18d&mbers of the International Red Cross visited the camp

and attended elaborately staged social and cultural events. The camp was also beautified; gardens were

planted, houses were painted and barracks were renovated in an attempt to achieve an atmosphere

normalcy. Several photographs taken during this visit depict groups of Jews enjoying a soccer match or

playing instruments, among other activities. Evidently, these pictures cannot be considered testaments to

the real conditions inthe camp. Infact a22y I FGSNJ GKS @ArAaAirdz Yz2ad 2F (GKS
. ANY Sy I dzo {SS !'YAGSR {GFdSa 12t 20l dza i Haldat® NRA | f a dz
Encyclopaediagaccessed on May 31, 20http://www.ushmm.org/wlic/en/article.php?Moduéld=

10007463 CdzNII KSNX¥2NB>X FT2NJ I RAaOdzaaizy 2F LK2:G§23INF LKEQa
deaden conscience, see Susan SortagPhotographylLondon: Allen Lane, 1977),-2Q. In summaryas

is the case for any medium, photography hasttengths and its limitations and should not be privileged

over other forms of art, such as painting, when depicting genocide.
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Ssubject? The consi de&Ndane:iDallaire/BWand&esiesinay u d e Ke

prove to be useful in considering the complexities of this debate.
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Gertrude Kearns and theUNdone: Dallaire/Rwanda series

From October 30 tdNovember 16 20Q2Torontcbasedand seltaught painter
Gertrude Kearngxhibited a seriegentitled UNdone: Dallaire/Rwanda The nine large
workswere painted on camouflage fabric and consiefesix portraits of former Gemal
Romé Dallaire and three depictions of victims of the genocide in Rw&hda the
artistés statement published in October
exhibition UNdone Dallaire/Rwandais a play on words which suggests three different
aspects of her inspiration and intention in creating the works. Firstly, by naming the
series UNdone, the artist was referencing the role and responsibility of the United
Nations in the genocide; in other words what daseby theUN. Secondly, the wérof
the UNAMIR mandate was lettndone Thirdly, the title refers to Roméo Dallaire who
was psychologicalljundoneby the failure of his mission and his restrictive mandate.
The manner in which the works were hung was also significant for the artistabAc
works were hung on a stainless stiat bar, which alluded, t he

highly designed and menacing” aspect of t

Earlier in her careerfrom 1995to 1996, Gertrude Kearns painted a series of

canvases that dealt with the notois eventan Somaliathat led to the disbanding of

% Although the topic of genocide was new to Kearns, the genre of portraiture was not. Before completing
the UNdone: Dallaire/Rwadaseries, Kearns had already done a variety of portraits. During an extended
stay in Rio de Janeiro, Brazil in the early 1980s, Kearns painted commissioned portraits (mostly large
watercolours) and continued this work in Toronto upon her return in 198@cording to Kearns, she

always felt drawn to heavier subject matters and this interest was intensified after the death of her artist
father Frederic Steiger in 1990 and the 1991 Gulf Crisis. From thereon, Kearns turned to darker material
and developedn interest in the psychology of people connected to power (Gertrude Kearns, email
message to author, September 8, 2017Among the collections of portraits completed by Kearns is a

1994 series entitledPortraits of Toronto Peoplevhich consisted of inges of artists, architects and
GNRAGSNE FTNRBY ¢2NRy(2® C2NJ I RSGFAft SR OKNRYAOfS
/'y FRAFY | NIQa & ¢ K Shitp:/imyntceca.cadrtists/dist_iBfd.hinhl ahgaagePéef
en&link_id=6262&artistGetrude+Kearnsaccessed September 6, 2011.

9 Gertrude Kearns, Artist Statement foNdone: Dallaire/Rwandexhibition, October, 2002.
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Canadads airborne wunit in 1995. Dr . Laur
Museum (CWM), wrote of the controversthat later arose from the display of these
works at the CWM

In 1993, during Oeration Deliverance in Somalia, two aboriginal Canadian

members of the airborne regiment had tortured and killed a Somali teenager

named Shidane Arone. Kearns based her paintings on media accounts in

Toronto. The pieces created no problems until twohef three that the

Canadian War Museum had acquired went on display when its new facility

opened in May 2005. Former members of the airborne unit and aboriginal

veterans launched a public campaign to remove the paintings as

unrepresentative of either theterne unit or aboriginal soldiers. The debate

raised important issues atidhie ownership of remembrante.
Around the same time that Kearns was producing her Somalia works, she began to
research the genocide in Rwanda.

It was a fascination with Ro@o Dallaire that led Kearns to develop an interest in

what had transpired iRwanda’® Though she had tackled other conflicts in her earlier
works, she had never used genocide as a subject matter. During our February 18, 2011
interview, Kearns explainedhat shewasf asci nat ed by two aspecd

experience; the first was the manner in which the UN mandate prevented him from

intervening to save the lives of Rwandans. Secondly, she was interested in exploring his

% |aura BrandonArt and War(London: I.B. Taurus, 2007), 104.

% At first, Kearns hoped to have Dallaire sit for thetpaits. After sending Dallaire two letters asking him

to sit for her and not receiving a response to either request, Kearns decided to proceed with the series in

I RAFFSNBYG YIyySN® YSIENYya KFa SELINB&arBiBvedi KI G &KS
that her research had prepared her for a different route, in which she would base the portraits upon a

number of photographs that she had collected since the-miitkties while researching the genocide in

Rwanda. She informed Dallaire of her demm to continue with the series in a third letter. Sometime

after the UNdone: Dallaire/Rwandseries was completed, she sent Dallaire a press pack which contained

a large image dballaire #Ad 5 ff1ANB NBaLR2yRSR ¢ Al Kkindsfivouliabléi KS I NJIi A
FYR O2yaNY GdzZf F G2NB SYIFAf oddde O2yOSNYyAy3I GKS 62N 3
September 8, 2011)Kearns and Dallaire have since exchanged several emails and have also met in
LISNE2Y > G a¢KS aSRRB:I YBYUWRSA W KBRE RDBW2O0KNI Sitizy !
military dinner several years later.
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battle with PTSD?® In fact, the & portraits of Dallaire which depict the General
unravelling psychologically are said by one observer to coincide with the six stages of
PTSD!! However, the choice of six portraits was not based on the clinical aspect of
PTSD. Rather, Kearns simply cleosix photographs that she had found in her research

and painted works based on these images; she believed that six portraits were sufficient in
representing the different stalfelmamMayat | ec
2005 interview for the &nadi an Wa r Museumods, Kéarna | Hi s
elaborated on the intent of each portt3it. Dallaire #1 [figure 6] shows the General

very much in control; he views his mission with great optimism and is looking forward to

the challenges that will comef it. He wears the blue UN beret proudly. The UN

circular badge on his beret seems abstracted; it is lacking any recognizable insignia.
Dallaire #2[ f i gur e 7] shows Dallaire in a sligh
raised; he appears to laeting out his role as commander in charge. Yet, he is also
suddenly aware that there may be more to the mission than he may have initially

expected. On his beret, the circled UN badge seems to glow bloodDadthire #3

1%\hen considering how soldiers have been depicted in the wars of the twentieth century, one can

detect a shift in thinking about the psychological traumattafiects many soldiers in combat. For

instance, there was a great focus on war heroes during the First and Second World War; their bravery was

dza SR G2 NIffe adzZlll2NI F2N) 6§KS g NB ODNew YoskSiméslt YASY [ | ¢
August 7, 205, accessed September 11, 20hitp://www.nytimes.com/2005/08/07/weekinreview/

07cave.html However, some artists such as Otto Dix inserted the harsh realities of WWI into their art by
RSLIAOGAY3I GAOGAYE &dZFFSNAYI PRRY{ 6Kl i d&f 8 CRESYy a{ F¥ 3
t2806FN {KFYS AY 2SAYINI DSNXYIye@Y ¢ NOxided ArflourhaB NRA &Y |y
29.2 (2006): 24267. Thetheme of PTSD has become more pronounced in the discussions of present day

soldiers and continuetbe a topic of interest for Gertrude Kearns. She is currently working on a series

entitled War Posters: Canadian Forces/Security/Defehased on larger than life size drawings and

paintings of soldiers from life sittings. Kearns described thisseries a K2 g Ay 3 a0 KS &SI NJ | yF
(Gertrude Kearns, email message to author, September 8, 2011).

Wi A gAYy ¢2NRAS &/ | YQatdibn Medcal AssiRiat@rEIbi2haBNEprE 29, 2003):

1165.

12 Gertrude Kearns, email messageatathor, June 3, 2011.

1% Gertrude Kearns, interview by M¥un ChanCanadian War Museum Oral History Prograviay 6,

2005.
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[figure 8] depicts the Generalith his hand on the side of his face, his forehead creased
in concern. He is suddenly realizing the danger that surrounds him and that there is no
cavalry coming over the hill, including that which he might want to mount himself.
Again, the badge is glang in red, but there is also a diagonal line that cuts the circle; a
reference to a 6do not enterd sign. Her e
message. Could the abstracted UN badge that is referencing the dangers of trespassing,
beinfactal | udi ng to the i mminent danger of gen
reluctance to 6enterd Rwanda RallaireB#dffigurei nt er p
9] depicts the General in a state of anger. His hand is cutting through the air and he
seems to have been captured in id nt enc e, saying somethin
enough! o He has c | Dakairel#y[figurail0] isontendedad showa t i e n
his horror. It is a macabre portrait of Dallaire, whose eyes seem to be bulging at the
horrendous sights of genocide. Finalallaire #6 [figure 11] is perhaps the most
poignant of the portraits. The work shows Dallaire, who is recognizable despite the fact
that he has both hands covering his face. He is in total despair. His sshaenefand
guilt at the loss of life around him and his incapacity to intervene is evident. Thus, the
Dallaire portraits are as much abdhis loss of face as a failed commander as his slide
into PTS).'%

The other three paintings in ttéNdone: DallaireRwandaseries are depictions
of victims of the genocide. Through her research at the CBC and a confidential source in

the Canadian Forces, Kearns acquired two photographic images of the genocide on which

1% Gertrude Kearns, email message to author, June 3, 2011.
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she would later base two of the worksmuganda: Bsh Clearing[figure 121'°°> and

Disarmed [figure 13}

Umuganda: Bush Clearings painted over three pieces of
camouflage fabric of varying lengths and depicts a father and daughter who have been
murdered®” The daughter lies face down; her skull has be¢mpan, presumably by a
machete. Her father lies on his back, while a painted blue pool appears to connect the
two bodies together. The title of the piece is sardonic as it is referedomganda

which translates as community service. In Rwanda, etast Saturday morning of each
month, there is a mandatory community service day. The practice, which goes back to
colonial times, is a day of contribution which allows citizens to improve their
communities. On the day d&fmugandabusiness activity htdl and public transportation

is limited. Citizens could be doing various jobs, such as cleaning streets, cutting grass,
trimming bushes, repairing public facilities or even building houses for disadvantaged
people!® Yet, the 6écommuni damplishedeimUmugamdd: Buste i n g

Clearing is one of mass murder. Here, the killers have cleared people instead of

bushed?®

Though Disarmed depicts a living man who has been mutilated rather than
slaughtered, he is nevertheless a victim of the genocide indwas he has been forever

marked by it; its presence in his life marked by an absence in his body. The man has

1% Though Kearns did not show me the pictures she acquired, | believintbame instances these

AYF3S&a FOGSR a | RANBOG AYALANI GA2Yy F2N YSIENYyaQ
Shake Hands with the Devil, the Journey of Romeo Dallargantly recognized the two victims in

Y S | NIfidgénda: Buskleaing, as the image was featured in the film. S¥eke Hands with the Devil,

the Journey of Romeo Dallgidirected by Peter Raymont and Lindalee Tracey (Montreal: White Pine
Pictures, 2004), DVD.

1% Gertrude Kearns, email message to author, June 3,.2011

7 Gertrude Kearns (artist) in discussion with the author, February 18, 2011.

g1 ydzaL yREZé wgl yRE Couac Scdssed/IOn® 4, RORITY:Nvanvey NEanda-
gac.org/mainmenu/innovation/umuganda.html

1% Gertrude Kearns, email message to authdarch 15, 2011.
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painted gashes that run across the side of his face and the top of his head. He is looking

at the left side of his body, where a section & tlanvas has been cut, alluding to the
mands missing | i mb. Kearns c¢cleanly cut t
reversed camoufl age fabric to replace the
of precisely cutting the canvas (inthisca ar ound the mands stump
to the genocideds c al distighttarends rasseddandmis hanch e d  n
seems to be searching for the arm that was once there: This victim is no longer the same
man he once was. Kearns shdiws psychological effects of trauma through the portraits

of Dallaire and in this work she also demonstrates the physical trauma inflicted upon

those who survived but whose lives would never be the same.

Mission: Camouflaggfigure 14] is a work that wasspired by a composite of
photographic images. Through various sources, such as a journalist who shared his
personal photos of Rwanda and images photographed by doctors who worked with
Doctors Without Bordersn Rwanda, Kearns was able to create a montinreeh 1200 X
1800 i mage of tangled dead bodies and | i mb

truck 1!

Kearns has painted this image on three connecting suspended panels of
camouflage fabric. It is the scene of a massacre, except for one lone figumnan
reaches out and up to the UN vehitfe. She is nearly impossible to detect, due to the
veiling effect of the camouflage and her own entanglement with dead bodies. Yet, once

one detects this sole survivor, one suddenly realizes that her synmdxilicegcan be read

in a variety of ways. If one considers that her left arm has been mutilated, is she pointing

110
111
112

Gertrude Kearns, email message to author, August 10, 2011.
Gertrude Kearns, email message to author, June 3, 2011.
Gertrude Kearns, Artist Statement fistission: Camouflage2004.
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at the UN truck so that someone may stop and assist her? Or is it instead an accusatory
gesture, one that blames the UN for her pain and psragen her imminent death? Both

interpretations seem plausible.

Kearnsdé use of camouflage in both the t
seems to allude to several layers of meahtiglf one considers that camouflage is
meant to hide something t hen one may ask MAWhat i's bet
answer is a disturbing one, for upon closer inspection one begins to make out the
circumstances surrounding the death of these victims. Missing limbs refer to the use of
mutilation, while rape islao insinuated through the inclusion of a woman whose legs are
spread and whose skirt has been liftéd There is also another subtle reference to the

controversial role of the Catholic Church in the genocide in Rwandh.n t he ar t i ¢

Bhys§ Oy O2yaiRSNI Y $abrinds Bein sHaipSongast with ltradi@icteiy prefaged

YR TN YSR Ol y@I ao YSINYEAQ YFOGSNARAFE A& LI GGSNYSR A
(Gertrude Kearns, email message to author, August 11, 2011). This choice coulddibasen strategy

to remove art from the context of aesthetics, thereby avoiding the trap of beautifying violéHuigshift

FgF@& FTNRY W06 S lislalsd appiiertdin the\dibrksyof oth&ryrHsts who depict scenes of

violence omass murder. Ahough the use of raw material in art goes beyond the scope of this thesis, it

is important to note that artists such as Leon Golub and Anselm Kiefer (mentioned in the second section

of this thesis) have also incorporated roanventional material into thie works when portraying scenes

of violence or mass murder

14 Gertrude Kearns, email message to author, August 11, 2011.

WINRYyAOIft&s wolyRFE A& 1y26y a GKS Y2ad W KNRAGAL )
claims membership in a Chtian Church. See Carol Rittner, John K. Roth and Wendy Whitworth, eds.,

Genocide in Rwanda: Complicity of the Churci{&?Paul, Minn.: Paragon House, 2004), xi. The role of

the Catholic Church in the genocide in Rwanda is a controversial one. dfltheylarge scale massacres

took place in churches, predominantly Roman Catholic ones (RitBerocidexi). Dr. Timothy Longman,

the former Rwanda Research Director for the Human Rights Center at the University of California,

Berkeley, made the folloiwg observations after having visited Rwanda before and after the genocide:

G! OO2NRAY3A (2 Y& FTAYRAy3IasZ OKdAz2NOK LISNE2YYSf YR Aya
resistance to popular pressures for political reform that culminated in tH#1$enocide, and numerous

priests, pastors, nuns, brothers, catechists, and Catholic and Protestant lay leaders supported,

participated in, or helped to organize the killings. [...] The culpability of the churches lies not only in their

historic role in teching obedience to state authority and in constructing ethnic identities but also in their

modern role as centers of social, political, and economic power, allied with the state, actively practicing

ethnic discrimination, and working to preserve the sgatu |j dz2 ® ¢ {SS ¢AY2(Ke [2y3YIly
/| KdzZNOKS&a ' yR DSYy20ARS Ay wogl yRIZ¢é oONBGAaAAZ2Y 2F | LI
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statement foMisson: Camouflage Kear ns writes that she has
use of rape and mutilation as a genocidal weapon in a predominantly Roman Catholic

country [see the black cHucifix made of t a

Elaborating on her initial focus on the lit@ry intervention led by Dallaire,
Kearns explainedi The war aspect was t hTheaotlgtpiedtehr e f ac
[artworksof the victims] were a result, basically, of what the [UN] policy was. But | was
driven initially by what he was goinghr ough and hi'® Imeteponsi b
words, Kearns saw a direct relationship between the victims she portrayed in the three
victim scenesind the Dallaire portraitsThe disastrousutcome of eventaas aresult of
Dal | ai r e d6s margd;tthustletidtim paintlddéwerein a sensdorn of the

Dallaire portraits.

In viewing theUNdone: Dallaire/Rwandaeries, one may question why Kearns
chose to use camouflage fabric, which is often associated with warfare, as a material for
the entire eries (particularly in the depictions of the victims of genocide, as they were
typically civilians and not military personnel). The inspiration for this particular aspect
of the series came in November 20@dhile completing the preparatory drawings of
Dad | ai r e, Kearns visited an exhibition at t
of Waro exhibition featured the work of we
First and Second World Wars. There she sawY . J &Scréesed Raafdigure 15]

from WWI, which showed a large piece of camouflage netting being held up along a

Genocide, Religion, and Modernity, U.S. Holocaust Memorial Museum, Washington, DC-May 11
1997), accessed June2)11,http://faculty.vassar.edu/tilongma/Church&Genocide.html

18 Gertrude Kearns, Artist Statement fitission: Camouflage2004.

" Gertrude Kearns (artist) in discussion wiitle author, February 18, 2011.
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road. As Kearns explained during azonversation Al rithenkmg o bmyself:
6Thatlosvd tdot taogellwat cams u b |'® Sherthembggasm oi n't
tedious search and finally found a camouflage fabric that had a width of five feet and was
made of heavy nylon. Kearns was captivated by the pattern and found that it was able to
engage the viewer through its meditative and mesmerizing charactétistitise aim of

the artist was to conjure up associations of deception or a puzzle and to create a link
between the works, while still suggesting a barrier of sétts.Apart from the
psychological implications, Kearns found that the visual effect creatadcoynbination

of the camouflage pattern (both the right and at times the reverse side of the pattern were
used), the use of linear elements and washes of pigment were interesting; the
arrangements seemed to pulsate and gagh piece a thregimensional spect*? This

optical illusion is clearly seen iDallaire #6, D a | | aletacleed and amputated hands

seento rise from the picture, creating a throbbing effect.

| believe that the use of camoufl age in
the artst to confront many of the difficulties associated with the visual representation of

genocide®® For instance, the camouflageicceeds in achieving a more restrained

18 Gertrude Kearns (artist) in discussion with the author, February 18, 2011.

pid.
EiGertrude Kearns, Artist Statement foNdone: Dallaire/Rwandexhibition, October, 2002.

Ibid.
122 Although theUndone: Dallaire/Rwandseries was what initially inspired Kearns to use camouflage
fabric, it was by no means the only project that featured the patterned canvas. Kearns corntinued
experiment with the fabric for some works in tdehn Bentley Mayseries in 2003 as well as for a 2005
selfportrait of the artist dressed in military uniform. The use of this patterned fabric within the context
of the Undone: Dallaire/Rwandseries(in portraying victims of genocide) functions differently than her
use of the material in her seffortrait as awar artisth yS YA IK{G 1 dzSaGA2y 6KSGEKSNI YS
camouflage was appropriate in her splirtrait, given that one could read it as linkihgr own situation
to that of Dallaire and the Rwandan victims. Howeweis portrayal is in facsuitableconsidering that in
January R06, Kearns visited Afghanistander contract as an official war artist with Joint Task Force
PFIKEYAAGHYNT A S S DS aNJ t KBRelVRyile L&aK Ph¥ DNDACE WdekyNEeEss
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depiction of mass murderAs previously discussed, one of the debates surrounding
Holocawst art (which applies to the depiction of any genocjdeyncernsthe use of
graphicimages in art. Some scholaasgue that there is a genuine risk in trying to

recreate violent episodes; if the image is excessively gruesome, the artist may only
succeedn sensationalizing, thereby desensitizing the viewer and exploiting the human
subject®® On the other hand, if the image is too restrained, then the magnitude of
violence that occurred is not communicated and the viewer may walk away with a false
percepton of what actually took pladé? Kear nsd use of camoufl age
find a middle ground of sorts. Though the imagery is undoubtedly disturbing, such as
Umuganda: Bush Clearingpn whi ch the victimso wounds ar
camoufage pattern allows for the goriness of the scene to be somewhat obsksiied.

Anna Hudson, former associate curator of Canadian art at the A@Q, d e all find W

waysi as individuals and as a sociétyf dealing with terror. Camouflage, as Kearns
adroitly reveals, is a sc ¥¥Dearmgouraiscussiontl t o s
asked Kearns if her subdued and camouflaged depiction of violence was in fact

deliberate. She explained that her restraint was indeed intentional and sheywasaolre

12.32 (September 30, 2009): 13, accessed September 12, 23 1/www.forces.gc.ca/site/commun/ml
-fe/article-eng.asp?id=5656Kearns is by no means equating her experience ¢osthffering of the

individuals featured in th&ndone: Dallaire/Rwandseries when using the pattern. Rather, she is

portraying herself as a member of a military team. Here, the camouflage pattern is considered within a

military perspective and is devoaf any references to genocide. This shift in meaning suggests that the

same artistic device can be used within different contexts and can develop different connotations or

meanings.

Pal GGKSs . ANRBS awSLINBAaSYGl GA2Yy adndtie menb yithe | yasSty Y3
| 2 £ 2 OThdzXaled)dirnal of Criticidi®.1 (2003): 116.

22 See Ronit Lentin, edRePresenting the Shoah for the 2Century(New York: Berghahn Books, 2004),

MoMI F2NJ I RA&AOdzaaA2Yy | 02dzi (akskihg the{atbokitley by UstigNd { @ Y RNER Y &
themes relating to heroism, liberation and survival.

Pryyl 1 dzRaz2y s 4! bR2YySY 51 ffFANBkwslyRIEE SLYDBAGE GAZY
Toronto, September 11, 2002), 1.

37



aware of the danger of sensationalizing the events or depicting them as gratuitous.

Kearns made the following observations about the largest Mimdion: Camouflage

The painting refers to the methods of killing: fire, machete, rape, mutilation,
gunshot and suggests all ages from baby to adult. The intent was to use
restraint, that is not to be gratuitous in terms of violent images, yet in that
restraint to maybe move the viewer even more deeply via that suggé&tion.

Thus, it is through a restined depiction that Kearns attempts to move her audience.
Furthermore, there is no prerequisite knowledge about the genocide in Rwanda needed to
grasp the significance of the scene; as
completion of images in der to see them, and in doing so becomes part of the meaning

of the”KXKeames® restraint iDsarnaetwhzhKearnsde nt
described as minimal and low keyartwork®® The sl ashes on the vic
have been bloody, but stdepicted them more as scars than actual gaping wounds. The

artist does not mutilate the victim; rather Keacuss the fabric in a conscious effort to

simply allude to the mands mutil ati on.

The camouflage fabric also allows Kearns to link two very dhfie subject
matters: a named individual (Dallaire) and anonymous victims dead and alive. By using
the same patterned fabric, Kearns creates a thematic device that allows for the series to
appear coherent and fluid. Thus, Kearns creates a bridge bdtvesenworks, without
having to produce paintings that have a similar background or are of a similar size to
create harmony in the series. Furthermore, Kearns also develops a link between the
portraits of Dal |l aire and t htemer nbout themo us ¢

different types of victimswho emerged from the genocide in Rwanda. Without

2% Gertrude Kearns, Artist Statement fistission Camouflage2004.

127 |t
Ibid.
28 Gertrude Kearns (artist) in discussion with the author, February 18, 2011.
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trivializing the fate of the Tutsis, Kearns demonstrates, through her choice of subject
matter, that all of the people she has chosen to depict are victimsgertbeide. Some
have been murderetdfnuganda: Bush Clearingsome have been mutilatedigarmed

and others have been traumatized psychologicBtyigire portraits)*>°

Conversely, though the use of restraint may avoid the dangers of exploitation, it
can subsequently go so far as to mask the seriousness of the atrocities. In discussing the
dangers of Holocaust representation (which may also be applied to the portrayal of other
traumatic events), Brett Ashl ey |Kthipal an ex
because thegncourage forgettingy seducing us into the cozy idea that these narratives
are sufficient t o e ng eComexuentiyH one anayaqueston me mo
whether the camouflaged depiction of mass murder found in Keamk actually
encourages forgetting Has Kearns fallen into the trap of masking the atrocities and
therebysuppressing the seriousness of the events? Clearly there are some scenes that
may appear somewhat obscured by the camouflage pattern. However, if one closely
examines the three works that depict Rwandan victims, certain details in the paintings are

anything but subdued. Dr. Anna Hudson, in discussing the effect of the camouflage

2 For the purpose of this thesis, when discussing the psychological effects of genocide, | will mainly be

RAaOdzaaAy3a 51t ANBe i is inpeiaiivé that and réalisest thie flevabtating effestS

that the genocide has had on the people of Rwanda who survived the massacres. For instance, if one
considers that at least 10% of the 7.7 million inhabitants of Rwanda were killed, thatohtho

O2dzy GNRE QA& AYFNI &0GNHzOGdzZNBE 61 & RSaidNRBReSR>Y FyR GKI
AYFIAYS GKS GNYdzvlk GKIFEG FFFEAOGSR wogl yREQaA AYyKI
adults in selected households in 4 commuiéfRwanda was conducted. The results of this survey

showed that 75.4% of those selected were forced to flee their homes, 73% had a close member of their
family killed, 70.9% had property destroyed or lost and 24.8% met symeptibenia for PTSD. See

Phuoy 3 bd tKFEYX |1 FNBSe ad 2SAYyadSAYy yR ¢AY2(Ke [2y3Y
LYLX AOFGA2y & F2NJ ! G04AGdzRS JAMARIGurndBS thevAimedicAnd/@dicely R wS 02y
Associatior292.5 (August 4 2004): 6@D3.

10 Brett Ashley Kaan, Unwanted Beauty: aesthetic pleasure in Holocaust representétidrana:

University of lllinois Press, 2007), 5.
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fabric, mentioned that stories seem to fna
c a nv & That is i fact what happens when one faces these scenes of mass murder;
though some of the graphic nature of the scene recedes into the pattern and may seem
obscured at first, once certain elements are detected, it becomes difficult t@hdsef si

the details that allude to violence. | personally experienced this when | saw the
monumental paintinyylission: Camouflagen December 2010, which was included in the

special exhibitionA Brush with War: Military Art from Korea to Afghanistat the
Canadi an War Museum. I stood in front of
decipher what elements she had included in the painting and how she had accomplished

the three dimensional effect that was evident in the work. It took some effocatie |

each victim, yet each time | discovered one, they were impossible to lose sight of. For
instance, irMission: Camouflagea woman lies just under the front wheel of a white UN
truck. The victimbs skirt hasindudilgrnthispul | ec
particular victim, Kearns alludes to one of #pénocidaired most br ut'¥| tact
Interestingly, Kearns also avoidgatuitous imageryn her use of colour and by the

moment she chooses to depict (the aftermath rather than tiaé r@gie). In fact, in all of

the works of thaJNdone: Dallaire/Rwandaeries, Kearns avoids what could be looked

upon as an excessive use of the colourasthe colour can easily create a senseless and

bloody scené®® Instead, she usesd sparingly ad purposely, often to convey a

message. Kearns uses the colour red betwe

Bly vyl 1 dzR&2Y T 4! bR2YSY 5FffFANBkwolyRFE OLY@GAGE GAZ2)
Toronto, September 11, 2002), 1.

132 As mentione earlier, as a result of the atrocities that took place in Rwanda, the UN designated rape as

Fy FOG 2F 3ISYy20ARS Ay NBO23ayAlAz2y 2F AdGa adNXriS3axo
wlk LIS . S0O2 Y S @he Ry ariOTATiRS: ptémber 51998, accessed July 29, 2011,
http://www.nytimes.com/1998/09/05/opinion/whenrape-becomesgenocide.html?ref=jeanpaulakayesu

% Gertrude Kearns (artist) in discussion with the author, February 18, 2011.
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to depict the act itselivhich would have been unnecessarily gruesotee ar ns o6 r ef u:
to depict the act of rape concurs with theokist e k e Bal 6s views on th

representing this heinous act:

[...] rape itself cannot be visualized. It cannot be visualized, not because a
6decentdé culture would not tolerate su
because rape makes the victinvisible. It does that literally first the

perpetrator covers hér and figurativelyi then the rape destroys her self

image, her subjectivity, which is temporarily narcotized, definitively changed,

and often destroyed. Finally, rape cannot be vizedl because the

experience is, physically as well as psychologicatiger. Rape takes place

inside. In this sense, rape is by definition imagined; it can only exist as

experience and as memory, iaggetranslated into signs, never adequately
134

objectifiable:
Furthermore a portion of the womandés arm i s mi
took place as extremists wielded their ma
limbs. Thus, Kearnsises a nuanced approach to expkwemesof rape, nurder and
mutilation, in order to avoidhe danger of glorifying them. They are simply there as a
testament to the plight of the Tutsislence through the use of camouflagattern a
restrained colour palette and a careful choice of scenes, Keams¢heedversd bar bar i c

nature while still developing mechanism thatonfronts the viewewith thenecessity of

dealing with theenormity of genocide.

Another interpretation of the use of camouflage has been proposed by Vivian
Tors, an Ottawa visual @#st, who reviewed th@&JNdone: Dallaire/Rwada series in a
brief article for theCanadian Medical Associatialournal Focusi ng on Dal | ai
with PTSD, Tors observed that Athe figures

in and out of thecamouflage pattern, creating visual confusion to suggest the

13 Mieke Bal and Norman Brysadmgoking in: the art ofiewing(Amsterdam: G+B Arts International,

2000), 99100.
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di sequilibrium induced by PTSD and the r
per ce p¥ Tomsmlso.suggests that the camouflage fabric may be seen as a metaphor

for the enormouseateption perpetrated by the UN on the Rwandan people and on Roméo

an

Dallaire and his melt°wh o wer e placed in a fiparadoxica

6qumislii tar6 force. o

Jacqgues Derrida once observed that we

from one corner o f?*® Thisé paticuablyssignificant in the caset her .

of the genocide in Rwanda, as several nations refused to intervene because the life of
their soldiers was not worth putting at risk for the lives of Rwandans. , Tthagpears

that the legacy of colonialism persists, as the value given to each human life is different;
the actions of the international community demonstrate that the lives eAfrioans in

peril or lost during the genocide were given more importahes the lives of the

W AGALY ¢2NBEZ 4/ | YeawHian Medcal [Assdiat@rEIbi2h&8NERIE 29, 2003):
1164.

136
Deuvil, the Failure of Humanity in Rwanda contemplating the failures of his mission, Dallaisedmthe
Fit20Ay3 DHOD®OBPLIPO2¥YRY QG KSt L) odzi FSSt dGKIFIG ¢S
lambs, that permitted statemen to say that the world was doing something to stop the killingiact we

were nothing more than camouflagéNhen | hit my personal rock bottom in the late nineties, [...] it was
because | had finally realized the extent to which | had been diigee Roméo Dallair€hake Hands

with the Deuvil, the Failure of Humanity in Rwarf@aronto: Random House, 2003), 414 (my emphasis).

Thus, Dallaire views the presence of UNAMIR in Rwanda as a form of camouflage which gave a false sense
of reassurance torte world that there was actually something being done about the killings. Dallaire and

his men had been duped. Though they did in fact save some Rwandans from being slaughtered, their
efforts were in fact just that; an attempt to save a small numbendhiiduals, not to tryand solvethe

crisis as they inigilly believed was their mission (DallaiS8hake Hands114).

By AGALY ¢2NRAS &/ | YQatdibn Medcal AssRiat@rEIbiehaBNEprE 29, 2003):

1165.

Bwi Ol dz§a 5 S NNdityRReal artd SydnbalichSWidfdgs Dialogue with Jacques Derriéla, A Y
Philosophy in a Time of Terror: Dialogues with Jirgen Habermas and Jacques Edr@lavanna

Borradori (Chicago: University of Chicago Press, 2003), 92.
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Tutsis™® As Rom®o Dallaire observed in the conc
in desperate need of 'aHowrdees Kdamssdormbat thisf h ur
tendency to disregard the value of a human life and more specifimalRfrican life? It

is once again the camouflage fabric that allows Kearns to draw a parallel of common

humanity between Dallaire and the Rwandan victims.

The inclusion of victims in Kearnso art
previously discussd, many artists who depict genocidach as Anselm Kiefan most
of his Holocaust works or Alfredo Jaar in IRgvanda Project 199200Q have refused to
depict the suffering of individuals and have @gt for more nuanced portrayals. Yet,
Kearns has psistently(and perhaps to some, problematicadlifpsen to include victims
in her artworks. Has Kearns fallen into the trap of exploiting the human subject? To
answer that question, one must returlitd or nodés t heor eti cal refl
destruction of the autonomous subject in the death camps. In his book éeijative

Dialectics he wrote:

Genocide is the absolute integration. It is on its way wherever men are

levelled offi Apol i shed off, 0 as t henil@er man mi l
exterminates them literally, as deviations from the concept of their total

nul Il ity [...] What the sadists in the ¢
youoll be wiggling skyward as smoke fr

indifference of each individlidife that is the direction of history. Even in his
formal freedom, the individual is as fungible and replaceable as he will be
under the | i®yuidatorodés boots.

By giving importance to individual bodies, Keara#ids what Adorno described as the

0absbhttte g ofgdenociae) @here the very concept of the autonomous subject is

¥ 2y a A RSNI . Sdwal framRQandadfleritiie Rurder of ten Belgian peacekeepers. See
Romeéo DallaireéShake Hands with the Devil, the Failure of Humanity in Rw@ratanto: Random House,
2003), 522.

“pid.

! Theodor W. Adornd\egativeDialecticYNew York: Seabury Pred4973),362
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obliterated and the importance of every individual life is dismis§et.e O6i ndi f f er e

each individual l' i fed Iis refuted i nofthe wo
individual bodi es. I n other words, t he di
génocidaires s rejected by the inclusion of these

their death confronts the viewer. The artist chodeesttributeimportance to each life
that is takenthus transmittingpathos through the inclusion of these dead bodies. As a
result,the viewermust grapple not only witthe atrocitieghat took placéout alsowith

the loss otheseindividual victims.

Another elenent of the UNdone: Dallaire/Rwandaseries which may seem
problematic i s the | uuppatpis withthe depictiomg oftbea | | a i
victims who appear facel ess. I n other wo
greatly from thealmost androgynous faces of the dead. Thus, some may interpret this
contrast asan uncomfortable one, for it could suggest that Dallaire is somehow more
important (due to his recognisability) thdahe thousands of Rwandans wperished
during the genociel Furthermore, painting the dead and wounded as anonymous figures
could be |Iikened to the perpetratorsd pol
degrading them to mere objetf8. How then shoul an artist depict a victim whis
unknown to him/her?The Cambridge Companion to Lévirdescribes the difficulties in
depicting the face of the O6otherdé in the f
of such bewilderments, lurking at the borderlines which separate the normal from the

anomalous. e bewildering effects lose their stimulating force if the face is taken either

2 Hans Joachim Schneider, ethe Victim in International Perspectivé‘*. [Bternational Symposium

Proceeding¢Berlinand New York: de Gruyter, 19823)10.
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as something too real !rThua sn omderoeréabhiteg t oo
vi ewer, the artist must consider how real
Kearnsodos work, the victims are real but unt
identify the victims and their features do not seem to distinguish them very much from

one another. Yet, if Kearns had chosen to identify her victims, her approadth have

surely been considered problematic as well. She was not, after all, a witness to the
genocide. She based her paintings on photographs she had seen of the events but did not
know the victims personally. Thus, rather than appropriating tleintity, Kearns

depicted the victims as they were photographed, without emphasizing their facial
features. Whet her the ambiguity of the vi
of the artist does not seem to matter; the importance of theimlosthe victims (both

dead and alive) alongside the portraits of Dallaire demonstrate that the artist was
attempting to provide a comprehensive picture of what had taken place in Rwanda in
1994. Furthermore, the anonymity of the faces speaks to tigenature of genocide;

many of the victims were never identified

victims represent, in a sense, all of the victims of the genocide in Rwanda.

Kearnsd approach at depictingo haltee Vvi cf
resonated with many Rwandans residing in Toronto. According to Keaany, victims
present at the opening of the exhibitatrthe Propeller Centre for the Visual Arssared
their appreciation of the works withe artistand felt that she hadeated the genocide in

Rwanda and its victims with dignify? After the exhibition, Kearnsontinued to attend

*Simon Critchley and Robert Bernascditie Cambridge Companion to Lévit@ambrigje: Cambridge

University Press, 2002), 63.
1 Gertrude Kearns (artist) in discussion with the author, February 18, 2011.
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many Rwandaelated functions, such as the symposium held at Carleton University on
March 13, 2004 titled AThe wheldRoméo Dallaire t h e
also participated as a keynote speakeshe became increasingly connected to the
Rwandancommunity and felt much more emotionally involved as she got to know
survivors of the genocide. In fact, she became swaumatized bythe imagry and
barbarity she had eme across in her research thhe degan to have nightmarés.
Exposure to documentaries, books and photographs and the firsthand account of a soldier
she met through the Department of National Defence caused her to developtama

connection to the tragedy.

This emotional connection to the events in Rwanda may explain why the artist
could not quite detach herself from the subject matter, even after the completion of the
UNdore: Dallaire/Rwandaseries. In fact, Kearns planned for anotlege victim scene
soon after the exhibitigrone that would move away from the role of the UN to directly
implicate the Catholic ChurchUnfortunatelythe workwas never realizeddowever, the
artist did retain preliminary studies for what was to haeendlASS: Informatiorjfigure
16]. The workwould haveexplorel the complicity of Christian clergymen indlmurder
of Tutsis. Wwo of the victims inthe paper stdy appear to be lying on a cross. The
manner in which these victims have been crucifiedbzread as a clear reference to the
failure of the church to appeal to its members and prevent them from committing mass
murder. Kearns believes that this intended painting would have explored the notion of

accountability further. Had the painting bemmpleted, its statement on the role of the

9bid.
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church would have represented a more balanced presentation about the complex factors

that contributed to the genocide in Rwantfa.

18 Gertrude Kearns, email message to author, August 11, 2011.
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Dallaire UNdonel The Canadianization of the Genocide in Rwanda

Thougha thoroudp analysis of th&JNdone: Dallaire/Rwandaeries as a whole is
cruci al in understanding tthe e@axdmisne sKae art res
on Roneo Dallaire and its effect upon a predominantly Canadian audience. In order to
grasp the artisSts p ur p o s e iéaDallamecin herdseriesgoneRnush go beyond
the six portraits of Dallaire, which were part of thé&ldone: Dallaire/Rwandaseries.
Two other bodies of work are also cruci al
work: the artistds preparatory sk dNioténgosal o f Da
series) and’he Screanffigure 17],a work featuring Dallaire that Kearns produced after

the UNdone: Dallaire/Rwandaxhibition.

One of the most revealing aspeotdnterviewing Kearns was discussiorabout
the preparatory sketches of Dallaire teaentually lel to the six portraits in theNdone
Dallaire/Rwandaseries. After researching for several years, Kearns began to sketch
portraits of the former General based on ppgaphs she had found in her research,
knowing that she wanted to depict him in differing psychological states. As she
contempl ated the manner in which she would
she produced foudrawings. The first she namdeett s P | a y[fig@e 18 & e t
drawing that shelescribe asfun and whichexplores the idea of leadershify In a May
2005 interview for the Canadian War Mus eu

some interesting remarks abdle piece. She said thataaire is

dressed in cricket gear, the red carp for the UN holding the world up as an
enormous cricket ball. In other words saying [...] his view to the mission

" Gertrude Kearns (artist) in discussion with the author, Febru8ryp@11.
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being, 600h, it should be something that
the UNistheUN. It shoul d be a'gentl emands game.

This notion of propriety is reinforced by the red carpeted white UN stairs, the choice of
the game of cricket giving the piece a certain colonial overtth@hus, thisfirst work
shows Romé Dal | ai r e &gsfor then UNAMHEI missioo; ptleat he would
accomplish what he had set out tg ddiich was to oversee the implementation of the

Arusha Accords.

This initial confidence and assurance in the mission is completely abolished in
Kear nsd s econ cgcapegoaffigura 1P] Ehough theltop pladf the figure
is evidently Romé Dallaire whose hand is covering the side of his face (much like
Dallaire #3), his bottom half seems to morph into a gdat creature, creating a
disturbing rendition of the fornme Gener al . Dall aireds neck i
also becomes a part of the slaughtered anirAaUN truck hovers in the background, a
featurethat the artistwould later incorporate into the largesbrk of the UNdone
Dallaire/Rwandaseries entiled Mission: Camouflage The spare tire of the UN truck in
the background seemsliei n posi ti on to slice the Genere
inclusion of this spare tire by comparing Dallaire tepare tire that never got useas
wellasthevebal pl ay WfDaldiepsalsod wenkeded to the be
sacrifice to the missionlt is about total capitulatiod®>* This idea of the General as an
emascul ated figure seems to corroborate v

Rwanda, ash e referred t o hi msel f and hi s sol di

8 Gertrude Kearns, interview by M¥un ChanCanadian War Museum Oral History Prograviay 6,

2005.
9 Gertrude Kearns, email message to author, March 2, 2011.
150 ja;
Ibid.
! Gertrude Kearns (artist) in discussion with the author, February 18, 2011.
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genocide™? What is also interesting about this piece is the obscure blue shape that seems
to be emerging from the inside of the sacrificed animal. Kearns made a parallel between
the significance of this shape and the reason why the international community turned a

blind eye to the events in Rwanda:

Maybe not clearly enough, the sacrificed goat is giving birth to a dead UN
blue baby, swaddled in a blue blanket. Rather obscure,felitnhoved by its
eeriness and unclear presence at the base of the piece, tii lggat
straddling the swaddled concealed infant. People who saw it would say

AWhat is it?0 They found it hard to see

me. The coloupof the child is hidden. It is a black child. If it had been white

would we have intevened? |t was Africaé
The artist provides an interesting interpr
the role of racism i n luk®iniermenesim theagenoada. a | CC

Yet however fascinating of an analysis, this obscure shape at the bottom of the work does

not fully communicate its message, for the viewer cannot detect the presence of this
African infant under the folds of the blankets the artist herself admitted. From the
perspective of the viewer, Kearnsdé attemp
drawing is partially accomplished; by incorporating the image of a sacrificial animal, the

artist is clearly making a referenoet Dal | ai re being used as a
failures. However, the ambiguity of the image of the infant does not fully accomplish its
purpose of calling into question the inte
intervene in Rwanda. Yet @ppears that this vague reference to racism remained

deliberate on the part of the artist.

2 Roméo DallaireShake Hands with the Devil, the Failure of Humanity in Rwgatanto: Random

House, 2003), 414.
%3 Gertrude Kearns, email message to author, March 2, 2011.
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The third drawing that Kearngroducedwas Urgent [figure 20], a work that
depictsDallaire wrapped in an upside down Canadian flag while his arms, appearing as
frayed wires, peer out from beneath the folds of the material. In an email
correspondence, Kearns explaindéat the frayed wires were a reference to the cable
Dallaire sent to the UN requesting permission to take preventative action, which was
subsequentldenied™ One of Dall aireés | arge hands i
severed from his arm; his defeated expression suggests that he is begging someone to
intervene. Both service uniform and the (

Country..anddi t ed Nations. 6

Lastly, Kearns features Dallaire the work entitledPlagued][figure 21} In her
research, Kearns hashcountered a powerful photographDallaire with his hands over
his face taken byToronto Staphotographer Rick MadonikShe irorporated that image
of an overwhelmed Dallaire iher final preparatorydrawing, which would also later
inspire her to complete the sixplortrait of Dallaire, entitledallaire #6. Plaguedshows
Dallaire as he is begiing to unravel; surrounded by dleuand bonedhe is immersed by
the killings taking place all around hinVia email correspondence, Kearns admitted that
Plaguedwas t he drawi ng she was | eabkt dodhotrt a
comfortable to be giving any slight appeamnaf mocking Dallaire in any way,
particularly with the image of his hands over his face. | felt rather guilty making this
image of his torment. It is somewhat macabre and hallucin&tSyThough it is perhaps

the darkest of the drawing8laguedcontainspowerful symbols that allude to the anguish

4 bid.
%% bid.
%8 |bid.
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A

of Dall aireds situation. There are bl acl
taunting the General, while a skull with an anguished grimace appears to represent how
Dallaire is feeling inside. The faecen Dal | ai reb6s watch i s also
cloud®®” Though perhaps difficult to execute and uncomfortable in its raw qualities,
Plaguedseems to work well when placed in a group with the three other pieces already
discussed. A variety of emotios ar e represented; from conf
game of peacekeeping to complete capitulation and despair. These four preparatory
drawings would be the basis and conceptual inspiration for théldone:
Dallaire/Rwanda series. When discussing the aBon of these four works, Kearns
described this time of preparation as #fithe
hadndét even t ho e gthkhatpanbl wanted to take mytime; & \géed

the series % Onlyéaterpim2606 would ileardsname this series of

drawings(which to date has still not been exhibitddNintentional*>°

TheUNintentionalseries is signi€ant in that it centers on Rom®allaire. Itis a
testament to his unravelling, from confident leader tddmoman. After completing the
UNdone: Dallaire/Rwandaseries, Kearns came to the realization that these four
preparatory drawings were also a body of work in and of themselves. What began as a
study of sequentialvents in the experiences of Rom®allare, became a cohesive
series that would be given the significant titleUNlintentional The play on words is
evident; Kearns, once again, elaborates on the role of the UN in the massacres. Yet, the

title of the series also leaves one with many questions Was t he UNOG6s r ¢

157 |t

Ibid.
%8 Gertrude Kearns (artist) in discussion with theter, February 18, 2011.
%9 Gertrude Kearns, email message to author, March 2, 2011.
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genocide in fact unintentional@ o nsi der i n g -involvemerlt iN the Balkkdmse n
and in Somaliacould this worldwide organizatiohave unintentionally allowed mass
murder to happehecause they were simply too busy andraitthave enough resourees

Both theUNdoneand theUNintentionaltitles suggest a form of action, albeit a different
one. Through email correspondence, Kearns revealed the difference between the two
titles: fiThe two titles are both emphatic and imptgian, though the type of action is not
indicated.. Both suggest annknownor unrecognized factor...] | think UNintentional

implies something in progress as a title, whetéslonesuggests a finalitg:®° In terms

of Dall aire6s UNnteertionalaso préseppoges theimmedse guilt that
Dallaire would feel following the events in Rwanda. It is this very sense of guilt that

would propel him into the downward spiral of PTSD.

As was previously established, théNintentional series ledto the UNdone:
Dallaire/Rwanda series However, even after the latter had been exhibited at the
Propeller Centre for the Visual Arts, Kearosuld not let go of the subject matter.
Though her plan for another large figurative whMtRSS:Informationwas never realized,
she continued her focus on Dallaire with a new projethebegan to paina seventh
portrait of Dallaire but this time acrosghree military stretchersrather than on
camouflage fabric Kearns had evolved from her six camouflagdrads of Dallaire and
wanted to explore the General in a different manner; although the uncertainty
surrounding this new approach seemed to cause her to revisit the work, time and time
again, changing it repeatedly. At one point, she added a blankstrétcbetween a

portion of the General és face. Then she

%0 pid.
%1 1bid.
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with a UN beret and then lategmoved it. In time she abandoned the project. She later
painted an Afghanistarelated piece on the other side of thstretchers, ultimately
disregarding the initial Dallaire portrdit: Though Kearns seemed hesitant about the
conceptual framework ofhe Screamthe project appears to b&tremely significant for

two very distinct reasons. Firstly, her reluctance t@tedbf the sbject matter strongly

suggett hat Kearnso emoti onal invol vement wi't
that it evolved from her initial interest in the military. Secondly, these stretchers had
been previously used as a backdfop a potrait of a soldierwho she painted while
preparing for theUNdone Dallaire/Rwanda series:®® As Kearns explained, the
stretchers were used as fia metaphor for th
and not physical, to the extent that there@atforms of recovery. There are stages [...]

of recovery indicated by [...] a stretcher which is closed at theienthybe one

cul mi nati on ' fThisasoldier wa wisimes notreméin anonymous, was in
Rwanda and shared hexperience with PTSvith Kearns. The encounter with this

soldier allowed Kearns to relate to what Dallaire, who she did not meet while she was
making the UNdone: Dallaire/Rwandaseries, had gone through while stationed in
Rwanda. Thus, The Screams very valuable to the uedstanding of theseries for it

creates a link between Dallaire and other soldiers who also suffieced PTSD. Kearns

appears to haven inclusive definition of victims; she considers both the Tutsis and the
soldiers who sat on the sidelines to be vistiof genocide througlphysical and

psychologicatrauma.

162
163

Gertrude Kearns (artist) in discussion with the author, February 18, 2011.

Gertrude Kearns, interview by Maun ChanCanadian War Museum Oral Histd?yogram May 6,
2005.

*bid.
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Kearnsdo artwork i s, however, relevant t
who have suffered from PTSD. In my estin
all ows t he ar tdasadia sudipnceetarelate totleergénbcide in Rwanda
as wel | . How so? Schol ar Marianne Hirsch
beneficial I n analyzing this matter. Hi r s
second generation to the traam o f  t A°ePodtmiemasyt generally describes the
relationship of children of survivors of genocide to the experiences of their pdfents.
However, Hirsch acknowledges that postmemory does not necessarily need to remain an
identity position when she wrt e s , A prefer to see it
transgenerational space of remembrance, linked specifically to cultural or collective
trauvthahas, in this 6space of remembranced,
who was not an eyewitness to genegisgnay work through the trauma that is being
presented to him/her. Furthermore, certain images allow for one to affiliate oneself to the
events being displayed in the artwork. F C
multiple projections and iaifications. Their photographic images elicit an affiliative
and identificatory as well as a protective spectatorial look marked by these
i nves t'fheThussjusdas the image of a child evokes viewer projection and
identification, the image of Dallarfunctions much in the same way. How so? Dallaire

is generally considered to be a Canadian hero; one who tried to save as many Rwandans

Al NAEFYYS T ANBOKS G{dNBAGAY3I LYIFIISEAY | 2The@ledza i t K2
Journal of Criticisrhi4.1 (Spring 2001): 8.
166 [}
Ibid, 9.
*7bid, 10.
%8 1bid, 10.
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as possible and whose attempts at alerting the international community were Gftheard.

He has become a symbol for tbeave and kinéhearted Canadian soldier. Just as one

can identify with an image of a child (as every adult viewer was at one time a child), a
Canadian audience to Kearnso6 wor kknoway al sc
quintessential Canadian heidallaire embodies all that is said to be good about Canada,
thereby inspiring Kearnsd audience to proj
level of understanding and affinity with Dallaire allows the viewer to reconsider the
genocide in Rwandaot simply as an African problem, but rather as something closer to
home. Yet just as the inclusion of Dallaire bridges the gap between Rwanda and a
Western audience, it also threatens to characterize the artworks as projects born of the
6Schi ndlInert’®6thg terbienoy to tell the story of genocide as one of survival
rather than destruction could reduce Kearn
in Rwanda. That would surely be the case ifltiddone: Dallaire/Rwandaeriesonly

featured Romé Dallaire. However, Kearns offsets her portraits of Dallaire with three
different portrayals of Rwandan victims of genocide (both dead and alive). The scale and
imposing nature of the three victim works suggest that the artist has given just as much
importance to the manner in which Rwandans have been impacted by the genocide as to

how Dallaire was affected. By strategically balancing the portraits of Dallaire with

19 As writer Dan Black attested in an article kmgion MagazinE ¢ QKSNR Q A& SEI Olfeé& K2¢
GASs KAY w5FftftFANBES8 GKNRdAdAK G(KS YSRAFIFQa fSyaz I|faKz2
20KSNR ¢K2 ¢g2dzZ R ySHSNI aid A OlRonék Dallairél¢giok Magazi§ A (1 K S NIb ¢
May 7, 2011, accessed July 30, 201tfp://www.legionmagazine.com/en/index.php/2011/05/romeo

dallaire/® ¢Kdzas GKS YSRAIFIQa LIE2NINrelrt 2F 5FEtFANS & |
LlJdzo ft A0OQa @ASg 2F KA Y the dohdedfarySkakelHand Oz the/Dgvil: The NE OA S g 2 T
Journey of Roméo Dallaweéhich documented his return to Rwanda ten years after the genocide, Geoff

t SOSNBE 6NRGSY a. SOFdzaS KS OFyQild F2NHSG welyRIZ YR
51 f t sidgld&dtcompelling qualification for the role of hero might be his insistence that no one else

0S Ffft26SR (2 TFT2NHSG SAGKSNWE { §SS DréranfoBtat SGSNB X a!
September 11, 2004, J16.

Y Ronit Lentin, ed RePreenting the Shoah for the 21Century(New York: Berghahn Books, 2004), 131.
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images of victims, Kearns avoids westernizing the works to the point where they are no

longer representing the genocide in Rwanda.
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Conclusion

As was previously discussed, there are varying opinions concerning the ethics of
visual representation, particularly when the subject matter is genocide. Similarly, 1 am
certain thathere will be different outlooks on the work of Gertrude Kearns and whether
she adequately represented the genocide in Rwanda idNdwne: Dallaire/Rwanda
series. However, | believe several of the techniques used by the artist have allowed her to

overcane some of the difficulties encountered when depicting genocide.

For i nstance, Theodor Adorno wrote of
subjectdé and the dbdabsolute integration of
human life expressed lilge Nazis. Kearns rejects this notion by incorporating individual
victims in her artwork, thereby injecting life into these lost souls who would otherwise be
disregarded or forgotten. Furthermore, she has not fallen into the trap of sexualizing her
victims, something which other artists are alleged to have done in their Holocaust art, as
is evident inMission: Camouflage There Kearns implies rape without showing the act

itself, which allows her to preserve the

Perhaps some of threost effective work about genocide is that which challenges
the viewer to contemplate notions of accountability and complicity. In order to achieve
this, the viewer must personally interact with the works, so that they may feel involved in
the issues bemexplored. Alfredo Jaar was able to accomplish this feat in his Reak
Pictures By configuring archival boxes in varying geometric shapes, Jaar forces the
viewer to move around them in order to read the descriptions placed on top of the boxes.

Simil ar | vy, Ke ar n s épatiersee falri€ invitea theoviewel ta mowe towards
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the painting to take a closer | ook. At f
obscured. However, upon further inspection, one can encounter gruesome ddtails tha
initially seemed to recede into the patter
head or a dying woman reaching towards a UN truck. Nevertheless, in order to avoid
sensationalizing the victims, Kearns limits her colour palette, particularlgaloer red

which could otherwise lead to a gratuitous depiction of death.

Scholar Brett Ashley Kaplan argued that the artworks that effectively succeed in
representing the Holocaust do so because they combine fragmentation, disruption and
beauty, which ecourages the viewer to grapple with various debates and issues regarding
genocide. In light of this, one can see how the pulsating effect of the camouflage fabric
does in fact create a fragmentation or di
subje¢ matter by refusing to shy away from various controversial themes, such as the
role of the UN in allowing the atrocities to happen or the responsibility of the Catholic
Church in its failure to convince its members not to kill one another. Furtherrhere, s

transforms the image of what many perceive to be the quintessential hero, Roméo

Dal l aire, into an i mage of a traumatized
Dall aire stands as a testament to to&fe worl
Rwanda, one that Canadian viewers can eng:

eyes of a primary witness.
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Figure 1. Anselm Kieferyour Ashen HairShulamith[Dein Aschenes Haar, Sulaniith
1981 Oil on canvas. 510 x 670. Rusians , Bon
Di alectics of the Early 0 Meomgaemtive titerdftureand 06 .

58.1 (Winter 2006): 41.
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Figure 2. Anselm Kieferl[ron Path [EisenSteid, 1986. Oil, acrylic and emulsion on

canvas, with olive branches, ironandles8l6 5/ 80 x 149 5/ 80. Col
Mrs. David Pincus, Wynnewood, PABIiro, Matthew fiRepr esent ati on ar
Anselm Kiefer, Joseph Beuyspal t he memor y orhe Yald duridloof o c a u s

Criticism 16.1 (2003): 133.
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Figure 4. Alfredo JaaReal Pictures 1995. Archival boxes, archival boxes, silkscreen,
col our photographs. Variable di mensions.
Barcel ona. Phillips, Patricia C. AThe A

Al f r ed @drt Jbaral64.3qFall 2005): 17.
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Figure 5. Gilles PeresRwanda 199 4. Phot ogr aph, gel atine
1/ 160. Mi nneapol i Btp:/lwms.artsmiawtg/giewerfdetald.php?s= MN .

12&id=2869] accessed August 12011)
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Figure 6. Gertrude Kearnfallaire #1, 2002.

Collection of the artist, Toronto. Gertrude Kearns.
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Figure 7. Gertrude Kearnfallaire #2, 2002. En a me | oi l on nyl on.

Collection of he artist, Toronto. Gertrude Kearns.
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Figure 8. Gertrude Kearnfallaire #3 2002.

Collection of the artist, Toronto. Gertrude Kearns.
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Figure 9. Gertrude Kearn®allaire #4, 2002. Enamel, oil on nylon.7 30 x 620.

Collection of the artist, Toronto. Gertrude Kearns.
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Figure 10. Gertrude KearnBallaire #5, 200 2.

Collection of the artist, Toronto. Gertrude Kearns.

75

Enamel

oi



Figure 11. Gertrude KearnBallaire #6, 2 0 0 2 .

Collection of the artist, Toronto. Gertrude Kearns.
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Figure 12. Gertrude Kearngmuganda: Bush Clearing2002. Enamel, oil on nylon.

930 [max] x 1800. Coll ectiarasn of the artis
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Figure 13. Gertrude KearnBisarmed

Toronto. Gertrude Kearns.

Collection of the artist
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Figure 14. Gertrude Kearndflission: Camouflage 2 00 2 . Enamel , oil

1800. Gfdhle &rtestc Ttoriordon Gertrude Kearns.

Figure 14b. Gertrude Kearnglission: Camouflage2002 [installation view]. Enamel,

oil on nylon. 1200 x 1800. Coll ection of
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