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CHRISTIANE BAuMGARTNER

Klassenkameraden: Heike,

Silke, Heidi, Ines; Sven,

Sylke, Ilona, Annett;

Christiane, Juliane, Simone,

Heike, 1999 (illustrated)

A set of three screenprints

on Somerset paper

Paper 185.5 x 86.3 cm (each)

Image 160 x 61 cm (each)

Edition of 8

MIRIAM DE BúRCA

My Home is His Castle, 2011

Film (with sound, 16:9

format)

Edition of 3

My Home is His Castle,

2012-13 (one illustrated)

8 framed ink drawings on

vellum

Dimensions variable

RITA DONAGH

Shadow of the Six Counties,

1980 (illustrated)

Oil and collage on canvas

25 x 35 cm

RuTH GODDARD

A persistent history,

2011-12

Installation of 27 pencil

drawings on Fabriano paper

Sizes variable

Lessons in Citizenship, 2011

3 pencil drawings on

Fabriano paper

24.5 x 17.7 cm (each)

Die Sleg van Vegkop (the

battle of Vegkop), 2012 

(illustrated)

2 pencil drawings on

Fabriano paper

24 x 16 cm (each)

Quiet Violence, 2009

Carved Fabriano paper

35 x 29 cm (each)

ADELA JušIć

The Sniper, 2007 (film still

illustrated)

Single channel video,

colour/sound

Camera: Ervin Babić;

Editing: Adela Jušić

Duration: 00:04:09

Language: English

Edition of 5

Young Woman, 1978

Pencil and collage on paper

47 x 58 cm

First Isometric, 1980

Print and collage on paper

50 x 80 cm

Shadow, 1981 

Newsprint, map, pencil and

gouache on paper

48 x 76.5 cm

NINAR ESBER

Les Couleurs, 2003-2009

(illustrated)

Afghanistan, Albania,

Armenia, Belgium, Bolivia,

China, Egypt, Finland,

France, Gabon, Germany,

Great Britain, Iceland,

Ireland, Israel, Japan,

Kuwait, Lebanon,

Lichtenstein, Morocco, The

Netherlands, North Korea,

Ukraine, Venezuela

1L paint cans 

Dimensions variable

Unlimited edition

Les Couleurs, 2003-2013

Wall drawing with emulsion

paint

Dimensions variable

NADIA KAABI-LINKE

Stigmata of the Medina of

Tunis, 2008 (one illustrated)

Set of prints with ink and

pigments on paper, on canvas

Dimensions variable

Unique

K.YOLAND

X-Steps Removed, 2009

Video

Edition of 3

X-Steps Removed 1-13,

2009-13 (of which 1 & 5 are

illustrated)

Digitally altered

photographs printed onto

light sensitive C-type Matt

paper

Paper 30.6 x 30.4 cm (each)

Image 28.3 x 28.3 cm (each) 

Edition of 5

CHRISTIANE BAuMGARTNER

Christiane Baumgartner was born in 1967 in Leipzig,

Germany.  

She studied at the Hochschule für Grafik und

Buchkunst, Leipzig, and the Royal College of Art, London.  

She exhibits internationally and has work in over

fifty public collections worldwide including MOMA, New

York; the V&A, London; the Stedelijk Museum, Amsterdam;

and the Albertina, Vienna.  

In 2012 she was the first artist to complete a

Goethe-Institut residency in Vietnam.  

She has had recent exhibitions at the Museum on the

Seam, Jerusalem; Birmingham Museum & Art Gallery; the

Städel Museum, Frankfurt; and the Goethe-Institut, Hanoi.

She lives and works in Leipzig, Germany.

MIRIAM DE BúRCA

Miriam de Búrca was born in Munich, Germany in 1972 to a

German mother and an Irish father and moved to the west of

Ireland when she was three years old.  

Her drawings and experimental film and video-works

have been exhibited internationally in London, New York,

Montreal, Tel Aviv, Warsaw and Berlin. She studied Fine

Art at Glasgow School of Art and the University of Ulster

and in 2010 completed a practice-based PhD at the

University of Ulster, Belfast.  

She is based in Galway, Ireland.

RITA DONAGH

Rita Donagh was born in Wednesbury, Staffordshire in 1939.  

She studied Fine Art at the University of Newcastle and

spent over thirty years teaching at art schools around the

country, in Newcastle, Reading, Oxford and London.  

Her first solo exhibition was at the Nigel Greenwood

Gallery in 1972.  She has had solo shows at the Whitworth

Art Gallery, Manchester; Camden Arts Centre and the ICA,

London; and IMMA in Dublin.  

She has exhibited internationally at the Sao Paolo

and Sydney Biennales, as well as across Europe.  

More recently she had a major retrospective at the

Ikon in Birmingham in 2005 and a joint retrospective

exhibition in 2011 at the Hugh Lane Gallery, Dublin, with

her late husband, the artist Richard Hamilton.  

She is based in Oxfordshire.

NINAR ESBER

Ninar Esber was born in 1971 in Beirut, Lebanon, and left

with her family in 1986 to settle in France.  

Between 1995 and 2000, she studied at the Ecole

Nationale Supérieure d’Arts Paris-Cergy where she obtained

both a BA and a Master’s degree.  

She has exhibited and performed internationally,

including at the Grand Palais and the Centre Georges

Pompidou, Paris; the British Museum and Tate Modern,

London; the 12th Istanbul Biennial; and Darat al Funun in

Jordan.  Esber is one of the few female Arab artists who

really focuses on the question of women’s rights in the

Arab world.  

She lives and works in Paris and Beirut.

RuTH GODDARD

Ruth Goddard was born in East London, South Africa in

1982.  

She studied at Stellenbosch University in South

Africa, Byam Shaw Art School, Central St Martins and City

and Guilds, London, graduating with a Master’s Degree in

2010.  

She has exhibited extensively in the UK and in South

Africa.  

Ruth Goddard’s works are often based on memories,

both personal and collective, of growing up in South

Africa in the 1990s during the end of apartheid.

She lives and works in London.

ADELA JušIć

Adela Jušić was born in 1982 in Sarajevo, Bosnia and

Herzegovina.  

She attended the Academy of Fine Arts in Sarajevo

from 2001-2007.  

From 2012-2013 she studied Democracy and Human

Rights in South East Europe, at the Center for

Interdisciplinary Postgraduate Studies in Sarajevo. Jušić

works primarily in video on the subject of the war in

Bosnia.  

She has won a number of awards, including the Henkel

Young Artists Prize CEE in 2011, and a scholarship at the

ISCP in New York.  

Jušić is a co-founder of the Association for Culture

and Art CRVENA.  

She currently lives and works in Sarajevo.

NADIA KAABI-LINKE

Nadia Kaabi-Linke was born in 1978 in Tunis to a Ukrainian

mother and a Tunisian father.  

She studied at the University of Fine Arts in Tunis

in 1999 before receiving a PhD from the Sorbonne

University in Paris in 2008. 

She has exhibited internationally; recent

exhibitions include the 2012 Liverpool Biennial; 25 

ans de créativité arabe at the Institut du monde arabe,

Paris (2012); Kochi-Muziris Biennale, Kerala (2012); 

and Abstract Generation: Now in Print at MOMA, New York

(2013).

Her work is in private and public collections in

North Africa, the Middle East and the United States.  

She lives and works in Berlin and Tunis.

K. YOLAND

K. Yoland is a British/Canadian artist, born in London in

1980.  

She has a Master’s in Fine Art and Multimedia from

the Slade School of Art, London.  

She recently completed a four month residency at

Marfa Contemporary in Texas, USA (2012-13) which

culminated in a solo exhibition.  

She has exhibited widely across the UK and Europe

including at the Nederlands Fotomuseum in Rotterdam; the

Danish Academy of Fine Arts in Copenhagen; and the

Courtauld Institute of Art, London.  

Her forthcoming solo exhibition opens in 2014 at the

City Arts Center, Oklahoma, USA.  

K. Yoland lives and works in London.
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used during the transitional period, when an attempt was made to present

major events from different perspectives, and during time capsules before

and after that moment. Many of the chosen pages deal with the ideas of

discovery and land ownership. Each drawing is partly erased, highlighting

the fragmentary and unstable character of historical narratives in a divided

society. She rubbed out more of the pages from the older textbooks,

visualising how the more distant past loses its contours. The newer

textbooks are still trying to define a chronological and accepted narrative. 

Adela Jušić tackles the memory of war in a very direct and personal way.
The Sniper (2007) is the expression of the artist’s own attempt to come to

terms with her father’s involvement in the

war. As a member of the Bosnian army, trying

to defend the besieged Sarajevo against the

Serbs, he kept a notebook in which he

diligently recorded the number of Serbs he

killed. Eventually he was killed by a sniper’s

bullet hitting him in the eye. The video

installation, in which we see the artist’s

hand drawing a red circle behind which the

image of the father gradually appears,

narrates the entries from the found notebook.

The contrast between the contemplative drawing

of a circle which gradually gains in urgency

and turns into a target, the photographic

image of her father gradually coming into

focus and the artist’s calm voice reading from

the sombre diary entries highlight the complex

layers of what it means to be engaged in a

conflict where ‘right’ and ‘wrong’ are two sides of the same coin. The work

is at once very intimate – the artist maps her own painful realisation of

the reality of conflict - and invites the viewer to go through a similar

process of gradual understanding.

Christiane Baumgartner’s early work, Klassenkameraden (1999), is a

screenprinted triptych based on one of her old school photographs.  It

triggers her ambivalent memories of a childhood in the socialist GDR which

she describes as ‘lost time’ and her general reluctance to fit her

experiences or practices into clear-cut categories. The work locates her in

a place and time relegated to history, where individuality was shunned. It

marks an unusual but crucial work in Baumgartner’s practice. It is an

exception in that it includes a reference to herself and uses a photographic

image as its starting-point. It came at a juncture that led her from

‘Conflicted Memory’ brings together an international group of women artists

who engage with the memory of conflict, nationalism, apartheid, and social

and political change. Some of them explicitly start from their personal

memories, others from their encounters with memories inscribed into history

books, a particular landscape or landmark, national symbols or media images.

Using a wide range of different media, including drawing, painting, print,

photography, video and installation, the artists share an understated and

contemplative approach to the themes they are dealing with. By blurring,

layering, distorting or erasing an image, the works make something visible

that was hidden from view. They translate a momentary impression or

flashback into a lingering presence, lengthen the viewer’s time horizon and

both highlight and transcend the particularities of the places they are

rooted in. In (post-)conflict and (post-)authoritarian settings artists can

be among the few trying to carve out an alternative space for reflection,

imagination and discussion beyond the entrenched fault lines.

The exhibition engages critically with the concept of ‘memory’, in

particular with the juxtaposition of ‘personal’ vs. ‘collective’ memory and

with the essentialisation of memory as if it were a tangible thing or

verifiable truth. The construction of memories and the related processes of

recalling, rewriting, commemorating or forgetting involve choices. The

artists represented in this show reflect upon these choices and the

prolonged nature of this process. They present the co-existence of different

and competing narratives - a more nuanced language than the discourse of

‘truth’ and ‘reconciliation’ suggests about the aftermath of conflict and

regime change. 

Memory – or the social act of remembering – is an inherently

conflictual process, not only when it deals with the experience of actual

political conflict. Memories are interpretations of the past rooted in the

present. In Walter Benjamin’s words, ‘history is the subject of a structure

whose site is not homogeneous, empty time, but time filled by the presence

of the now (Jetztzeit)’.i There is never only one memory of a particular

episode. Memories are consciously or sub-consciously reconfigured over time

as part of both neurological processes and social interactions. An

individual’s own memories can be in conflict with one another, and a

‘mémoire collective’ – a term coined by Maurice Halbwachsii – results from

a deliberate attempt to construct a historical narrative that resonates

with, but abstracts from, the many different memories of a particular event

or period. Tony Judt captured the obverse when he referred to our time as

‘the age of forgetting’. iii The artists in this show take on this intimate

link between remembering and forgetting – the deliberate attempts of the

British government and media to conceal information about the Northern

Ireland conflict in Rita Donagh’s work; the colonial legacy, patchiness and

frequent recent revisions of South African history school books in Ruth

Goddard’s work; the contradictions running through pre-Arab Spring Tunisia

as reflected in the graffiti on the wall of the Tunis Medina and transposed

by Nadia Kaabi-Linke’s installation; the contrast between a seemingly

peaceful landscape in Northern Ireland and its underlying conflictual

colonial history in Miriam de Búrca’s film and drawings; the ambiguity of

media images rushing past us without bringing about a deeper understanding

of the Israeli-Palestinian conflict in K. Yoland’s video and photographs;

the difficulty of reconciling the image of victim and perpetrator within

the Bosnian family context in Adela Jušić’s video; Ninar Esber’s subversion

of a large but ultimately random collection of national flags; and

Christiane Baumgartner’s manipulation of one of her old school photographs

from the former GDR.

Richard Sennett usefully distinguishes between memory as ‘recall’

and as ‘reconstruction’ where recall is a potential corrective for the

stories of the past: ‘the cautionary, hard work of recall is active when

the narrative is unstable, but fades as the narrative crystallizes and comes

to rest.’iv In a similar vein, Jeffrey Olick replaces the term ‘collective

memory’ with the actor-driven notions of ‘collected memories’ and ‘mnemonic

practices’v to highlight the fluid and ongoing process of remembering by

individuals. ‘Conflicted Memory’ extends these ideas into the sphere of the

visual arts. The making of and the engagement with works of art can become

part of the ‘noise of contention’vi that has the potential to destabilise

grand national narratives. The artists presented here rob images that are

meant to convey authenticity and authority of their certainty, be they media

images, national symbols, photographs, text books or common graffiti. 

These works demand our concentration and willingness to engage, to

decipher, to accept their open-ended nature. They consist of several layers

which gradually unfold in front of us – with one element coming into focus

and triggering the conscious realisation of the next one, not unlike the

dynamics of recall and reconstruction. Many of the images contained in the

works clash – either with each other or with the subject matter they

address. They break with the idea of the past as a linear narrative. Instead

they present multiple perspectives on the same event or experience at once.

This is something media reports, historiography and academic analysis

struggle with, as they generally prefer clear-cut categories to the messy

reality. ‘Greed’ vs. ‘grievances’, for example, is a dichotomy commonly

used by economists and political scientists in their analyses of the causes

of war. These and other categories are not nearly as clear-cut as they seem

to be at first glance. The attempt to validate them by translating them

into quantifiable indicators misses what art is well placed to capture: the

spaces in between these categories; the grey areas rather than the black

and white; the blurry lines instead of the artificially highlighted fault

lines; the inherent doubts rather than academic claims to certainty. 

Inspired by their own memories of a particular political or social

context, their quest for a better understanding of this context, or their

reaction to a specific event or media image, the artists choose from a wide

range of available images. By zooming in, blowing up, rearranging,

dissecting or completing these images they bring out the futility of linear

narratives about the past.  Each of the works in this show can be thought

of as a collage. The genre of the collage, staging a collision between

different and often contradictory elements and creating a set of

associations, is well-suited to capturing the processes of recalling and

reconstructing memories. Each memory consists of different elements and

layers and is tied to and triggered by particular objects or images.

Donagh’s work is closest to the original art historical idea of the collage,

with newspaper cuttings sitting alongside or on top of her architectural

drawings and real or painted maps. Her works’ own trajectories bear the

sign of historical transformation. One has to look more closely to decipher

the now fading original news references, while the physical and formal

presence of the newspaper fragment has become more dominant over time.

Elsewhere the idea of the collage is extended, for example by combining

film, sound and drawings (de Búrca); by displaying individually framed

drawings based on the pages of history textbooks on shelves and including

gaps as a marker of history’s blind spots (Goddard); or by a layered process

of making the work which starts from the ‘collection’ of wall inscriptions

and ends with the arrangement of their transferred counterparts as a wall

installation (Kaabi-Linke). Our eye flits from image to image and back

again, hinting at the much wider scope for arranging and rearranging the

images. Some works are openly ‘restless’, such as the flickering,

progressively manipulated media image in Yoland’s work, while others reveal

a sense of disquiet or discomfort more incrementally.

A further theme running through the works is what Cornelia Parker

called ‘political abstracts’ in her own practice – a process that turns

‘real’ fragments of historical events, places or people into abstract

arrangements of colour and form, seemingly detached from their original

context. These abstractions include Esber’s monochromes based on national

flags; Yoland’s gradual reduction of a media image to a grey colour field;

Donagh’s focus on the geometry of spaces; and Baumgartner’s layering of

photographic images until the individuals depicted can no longer be

identified. Jušić, by comparison, reverses the process of abstraction and

moves from an abstract image to a recognisable photograph. The artists

assembled for this show transcend the documentary footage by taking a step

back from the familiar, the everyday, and by deliberately manipulating found

images into delicately calibrated moments that interrupt the steady flow of

images and narratives. They slow and arrest our thoughts and create the

space to look and look again.

Rita Donagh’s work is an important precursor to the work by the young artists

represented in this show. Her collages, fusing architectural drawings,

cartography and newspaper images, map key moments of the conflict in Northern

Ireland, which she experienced at first hand in the 1970s. By visualising

what was not seen publicly, like the H-Block prison, the site of the

Republican ‘dirty protest’ and hunger strikes, her work points to the

ultimately futile attempts to edit uncomfortable truths out of the British

media coverage and consciousness. The controlled and precise nature of

Donagh’s works contrasts with the intention to obfuscate the reality of

conflict. Her starting-point was the visual clues spread around Belfast, such

as a black and white mural depicting an ‘H’ and newspaper images. Deliberately

stepping away from the emotions involved, she started from the ‘geometry’ of

conflict and the information contained in structures. Based on the laws of

perspective, she worked backwards from rare documentary footage of the

fragments of the H-blocks, tracing the dimensions and look of the overall

complex (First Isometric, Shadow and Shadow of Six Counties). The idea of

Ruth Goddard reflects on her childhood memories of the end of apartheid in
South Africa, crystallised in the day when the old history schoolbooks at

her primary school were exchanged for new ones. In A persistent history

(2011-12) she traces the process of rewriting history in a series of

detailed pencil drawings based on individual pages from a range of textbooks

omnipresent but often unrealised due to a sense of familiarity or

entitlement. The flat two-dimensional nature of the wall drawing functions

like a stop-watch: the continuous movement of real flags is interrupted and

the resulting stillness draws our attention much more than the ‘real’ thing.

Esber’s work starts from her own immediate reaction to something – in this

case a media image of a misunderstanding resulting from a boy putting a

Turkish flag on the ground during a protest – and builds on wider art

historical references, such as the flag paintings by Jasper Johns.

K. Yoland collects, creates and layers images in her multi-media work. In
her video and accompanying photographs, X-Steps Removed, a photographic

image of the conflict in Gaza in 2008-09 flashes in front of our eyes like

the countdown to an explosion. The image gradually blurs into an abstract

until only a nondescript grey square remains. The work replaces the certainty

of a news item with questions about the images used to report conflicts and

the way in which we see or don’t see them as they rush past in numerous

iterations. The work grew out of Yoland’s sense of being far away from a
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painting, drawing and collaging onto maps became a key theme running through

her works from this period, starting with a real map that she and her mother

had used during a trip through Ireland.

Miriam de Búrca engages with her own experience of the persisting divisions
in Northern Ireland. The quiet and lyrical mood of her video My Home is His

Castle (2011), shot in the grounds of Crom Estate, a former Anglo-Irish

estate in Northern Ireland where she lived while making this work, ponders

the legacy of conflict tied to particular places – in this case a space set

apart from its surroundings and the people living there. The film captures

the beauty of the landscape and hints at hunting as an activity marking the

distance between its former inhabitants and the locals. A set of accompanying

drawings documenting the wildlife and plants inhabiting the estate today

accentuates the transformation of a place with a fractious history and the

conscious effort it takes to recall and understand its past and present.

series of disturbing violent events. She was intrigued by the ambiguity of

the found image: it depicts two children rather than adults; they are placed

against a backdrop of rubble; the sagging bag they carry resembles a body;

and there is a sense that although one boy is looking into the camera, they

will move out of the frame and our window onto the scene a moment later.

Nadia Kaabi-Linke’s multi-media work revolves around her memory of and

ongoing engagement with Tunisia and the Middle East more generally. In

Stigmata of the Medina of Tunis (2008), a wall installation made up of

transfer prints of the writings on the old wall of the Medina, Kaabi-Linke

returns to the city where she was born, intrigued by its societal divisions.

Before the political changes instigated by the Arab Spring, a wall in the

centre of the old town was one of few uncensored public spaces. The tension

between ‘traditional’ and ‘modern’ social and political values, ranging

from ancient religious imagery to soccer references, expressed in the wall

inscriptions and reinforced by the fragmentary nature of the installation,

conveys a sense of living in several time zones at once. Stigmata is one of

several wall-based works by Kaabi-Linke that archive the imprints of

memories that may be erased or overwritten at any moment.

Dr Gwendolyn Sasse
Professorial Fellow, Nuffield College, University of Oxford, 2013

i Walter Benjamin, ‘Theses on the Philosophy of History’ in Walter Benjamin,

Illuminations, London: Pimlico edition, 1999, pp. 252-3.

ii Maurice Halbwachs, La mémoire collective, Paris: Les Presses universitaires de

France, 1950.

iii Tony Judt, Reappraisals: Reflections on the Forgotten Twentieth Century, London:

Vintage Books, 2009, p. 1.

iv Richard Sennett, ‘Disturbing Memories’, in Patricia Fara and Karalyn Patterson (eds),

Memory, Cambridge: Cambridge University Press, 1998, p. 19.

v Jeffrey K. Olick, The Politics of Regret. On Collective Memory and Historical

Responsibility, New York and London: Routledge, 2007, p. 23; Jeffrey K. Olick,

‘Introduction’, in Jeffrey K. Olick (ed.) States of Memory. Continuities, Conflicts,

and Transformations in National Retrospection, Durham and London: Duke University

Press, 2003, pp. 6, 9.

vi Sennett, p. 13.

vii Michael Billig, Banal Nationalism, London: SAGE Publications, 1995.

drawings to woodcuts based on video stills. As in her wider practice, she

starts from a found image and de-centres it: by superimposing the images of

four children one on top of the other in each of the three prints, she

achieves a delicate balance between a generic appearance and a lingering

sense of the now anonymised individual. 

Ninar Esber’s work deconstructs symbols of national identity. In Les Couleurs
(2003-09) she mixes the colours making up a national flag and puts the result

in a selection of cans of paint labelled by country. The choice of flags

included in the work was random, reflecting her irreverence towards the

notion of the national flag. ‘Conflicted Memory’ presents a wall drawing

based on the flags of the UK and Mali. Esber does not prescribe which flags

have to be shown and is happy with a choice driven by formal criteria, such

as the colour scheme. By turning the flags into monochromes she literally

dissects the ‘banal nationalism’vii inherent in the flags – ‘banal’ as in


