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} Introduction

Contemporary War Art

Kit Messham-Muir, Uro$ Cvoro and
Monika Lukowska-Appel

.

IMAGE 0.1 Still from POV: mirror sequence (Tarin Kowt), 2009-10, by Shaun
Gladwell. Two-channel synchronized HD video, stereo audio, 16:9, § minutes,
22 scconds, ART94193, official war artist, 2009 Afghanistan. © Shaun Gladwell
2009, Courtesy the Australian War Memorial,

What exactly is contemporary war are> And what is a CONLEMporary war
artist? In the first section of this book, Anthea Gunn and Laura Webster
draw on Terry Smith’s now well-established notion of ‘contemporary art', in
which ‘contemporant elf is the most evident atribute of the
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1990s, and is well and truly naturalized ar this

since the
been dnl'l‘llﬂ.ll’“ s dlc of that term seems to ““‘L‘l’ll‘-

I‘ﬂllll. l)ll);‘]!lllﬁ Ihl.' W l“d war 1nto (ht l“id
the cermainty aroun i Sm h > A} » =y - y
. une ths d{h“l“l n of |'ll(l"l'|i\ll'|' ATV, potent “
cris v oar

number of different ways. ¢ “ontemporary war art” may ;'.‘ ;‘“ 13 TI n -‘1;: cars,

rhaps because “war art’ suggests s'umcrhﬂ‘f.l: outmaoded, such as heroig,
sl 'pl d sanitized depictions of the bartleficld that no longer At with our
:3:::‘:' ‘:\l:lh.‘l.l‘ﬂ.‘.ll war is like, mostly gleaned from the news media and war
m“‘:'::\:mmhrr decper reason may be "_“' way In which the temporalinies
surrounding war = its visibility and invisibility, its paradoxical lIhIquIF} .md_
absence. amongst the gamification ot conflict and t_hc \\'(.'.'tpunu.ml‘m of
evervday life - make it difficult for us to conceive of what “war time’ and
‘war zones even arc when we seck to map them wvisually onto th.r
contemporary. In 2011, Derck Gregory's discussion of the United States’s
upscaling of drone attacks in Pakistan and Afghanistan under the
administration of US President Barack Obama introduced the notion of the
‘evervwhere war’.' The reach of drones, piloted remotely out of the US,
extends the potential spatiality of the “war zone' into, in effect, et eryu here.
And as the potential ubiquity of drone strikes spreads globally it also
dissolves ‘war’ into atomized individual action. As Gregory notes,
‘representing each drone strike as a separate act of self-defence obscures the
svstematic cumulative nature of the campaign”.* While US President George
W. Bush very visibly installed American military infrastructure in Afghanistan
and Iraq in the all-encompassing ‘Global War on Terror’, Obama increased
the number of attacks on foreign soil while appearing 1 dismantle
Bush’s seemingly monolithic war machine and rebrand it as the mor¢
bureaucratic-sounding *Overseas Contingency Operation’.’ War is overy
long live the *0CO".

A decade later, war has also become everywhere as it has become, in
effect, everything. In recent years, civic infrastructures, spaces and nme have
become weaponized. Hot war, declared violent bartle of the kind that Russia
launched in its invasion of Ukraine in 2022, becomes only one tool at the
disposal of conflict, often enlisting and deploying peacetime structures as an
effective means of conducting the work of war and terror. In Russia’s war ©
aggression on Ukraine, we see in practice what has been termed the
‘Gerasimoy Doctrine’,* referring to ideas in an article originally written by
Vladimir Pun?'s Chief of the General Staff, General Valery GerasimoY:
Mark Galeotti's translation of the Russian-language article begins with
bl “.'mt?: !?m‘ t;lel'lmthl': 21st century we have seen a tendency tOW

urring nes een the states of war and peace. Wars are no longef

and, having begun, proceed accordin ili i
: A= g to an unfamiliar temp
:m to this idea, contemporary war is mostly undeclared, 2

ﬂc:;dn dfzkem through denial-of-service artacks and cyber
‘xpu}ﬁmofdjploma % Bews, electoral i!!teffgm, trade
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and murder of journalists. Importantly, these undeclared wars are fought
through subverting civil and peacetime mechanisims. They are, as Galeotti
says, ‘not the prelude to war, but the war itself.” In 2018, Galeotti apologized
tor the term ‘Gerasimov Doctrine’, and said that to coin the term was a ‘Big
mistake”.” He argues that this approach was not ‘a doctrine as such, and
that this formulation was simply a placeholder for the ideas evolving in
Russian military thinking'. Citing Lord Haw Haw in the Second World War
or even Octavian's disinformation campaign against Mark Antony, Galeotti
acknowledged that distraction, disruption and disinformation are neither ‘a
new way of war’ nor a distinct form of war.! However, the 2022 Russian
invasion of Ukraine has demonstrated that the ‘Gerasimov Doctrine' gua
doctrine is actually in full force during roday’s hot wars: false accusations
from Russia that victims of a marernity hospital bombed by Russia in
Mariupol on 9 March 2022 are merely ‘crisis actors’; denials by Russia of
the massacre of civilians in the Ukrainian town of Bucha as ‘fake news’;"”
retaliation from the West with swingeing economic sanctions on Russia
and its oligarchy. We have seen clearly that previous forms of wartime
disinformation and those used today are both central and consistent
throughout both hot and cold war, to degrees that have never been seen
before in the history of conflict.

This resonates with Georgio Agamben’s idea of ‘zones of indistinction’,
which in tum produce a paradoxically permanent ‘state of exception’.
Agamben compares the current notion of the state of exception with that of
Adolf Hitler’s decree of a state of emergency following the burning of the
Reichstag, barely a month after taking power. The decree was never repealed,
and so ‘the Third Reich can be considered a state of exception that lasted
twelve years™."? In the conditions of ‘global civil war’ that have dominated
the previous decade, which is worldwide, ubiquitous and even now still only
partially declared, the state of exception is the dominant paradigm of
geopolitics. The state of exception is no longer provisional but rather a
technique of government to suspend ‘normal’ rights: ‘the state of exception
appears as a threshold of indeterminacy between democracy and
absolutism’.'* The War on Terror was an everywhere war, an everything war,
and a permanent state of exception — the ‘enemy’ were the sleeper cells
within who were plotting to weaponize civil aviation, agricultural crop
spraying or the postal service, and, as Agamben discusses, the Patriot Act
put the United States in a perpetual legal state of exception. We were only
too happy to scan our shoes and be bullied by TSA staff at American airports
if it caught the ‘evildoers'.

We were perhaps not even sure whether that two-decade !ong state of
exception was still in effect when the world was plunged into another
state of exception with the COVID-19 pandemic. As states of emergency
were declared, lockdowns imposed, borders closed and vaccines later

mandated, the COVID-19 pandemic became a global state of exception
more pervasive than the War on Terror: And, unlike the immediate post-9/
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ad misinformation and conspiracy theories aboy

/ social media spre .
o and the cures supposedly suppressed b, Big
g

. sMIC * vaccines )
;,I;:a:‘:l:d{;’;,:-::.:umg polarization nf whole I‘“P“l*“;”f“-" |'l_&ls torn the
particularly throughout Europe and T\ht‘ llmwd States. I thyg
the intended outcome of nefarious state-sponsorcc ;u"tor,\ spreading
misinformation and discord through .tmll farms and factories? Many of
have personal and familial n.'latmnsh_l!\s that l‘lal\'(.' not survived culfure war
conflicts over COVID-19 vaccines, Irump vs Biden, or progressivism Ve
conservatism, a phenomenon which :\nn‘cl :\pplch;\m_n. addresses in her
recent book Tiwilight of Demaocracy: The Failure of Politics and the Parting
of Friends."

Beyond the as-yet localized war in Ukraine, scen from the perspecrive of
the ‘Gerasimov Doctrine’, the escalating tensions with China in the South
China Sea and over Taiwan, and the new AUKUS treaty berween Australia,
UK and the US suggest that ‘the war itself® on a global scale may well be
already under way.

In the context of these seismic disruptions throughout the political
sphere, from the geopolitical to the interpersonal, in which conflict is
often both omnipresent and invisible, how does contemporary war an
address the visuality of conflict? What role does contemporary war art play
in this ambiguous, distributed and often invisible world of conflict into the
third decade of the twenty-first century? It is within this uncertain and often
contradictory nexus of political, social and military conflict that this book
attempts to create new understandings of the relationships berween
contemporary art and war. This is a field that is presently marked by rapidly
shifting ground, raising factorially expanding questions and concerns that
are impossible to cover in a single volume. Our aim here is not to attempt o
capture an impossibly expansive field, and it is important that we
“Ck“"“"t‘db‘:c what this volume does and, indeed, does not address.

The particular focus of this book is to address three overlapping themes:
i s Ca;a‘:ir ic d:sha subgenre oif contemporary w:séca_l':
D et siéniﬁcan; an t| e UK, each with a rradition of o i |3
questions of testimony, k I Seoved OYexithe Jast h andigitis

¥» knowing and, indeed, unknowing. The arusts

K‘I‘;“tli;‘;zg iEI:l::; \':;!lln:‘c ~ Indigenous Australian Apangu artists, Khadim
Karen Bailey, el C; en Miljanovi¢, David Cortterrell, Philip Cheung.

. aj¢anin, Tony Albe. d ici — address
d . y rt and ¢X de Medici — 2
c;:‘::sr;p?r:“"‘s and conflicts. The discussions presented here speak ©
A C:Yn::r aUrt thar has arisen within the Anglosphere - Partic_ﬂla"l)'
these nations’ % United Kingdom and the United States — in relation ©

mili >
Leste, Bosnia and l]flﬂu-]'r chgagements in places such as Afghanistan, Timo™

social fabric,

: 3 Crzegovina, as well as i 2 : lations
in Austral » 45 well as involving Indigenous popula
of this n;:p:::cchanaia:_ We acknowledge both theglimitftions and strengt

» Which effectively reinforces the largely Anglophor®
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emphasis of this volume. Moreover, while this book aims at an international
focus. it is one that is from a particularly Australian perspective, The reason
for this is that many of the authors included in this volume and their choice
of topics, derived from a three-year project (2018-21) titled Art in Conflict,
which was a collaboration between Australian universities, Curtin, UNSW
and University of Melbourne, as well as the University of Manchester in the
United Kingdom, in partnership with the Australian War Memorial.

Indeed, the three main themes came from a key part of this project: the
four international War, Art and Visual Culture symposia held in Sydney,
London, Los Angeles (all in 2019) and Perth (2021). These symposia were
accompanied by a series of interviews with many of the symposia keynotes
and participants, as well as with contemporary artists working in Australia,
the UK, the US and Canada. In this respect, the selection of both the interview
subjects and the foci of this volume were determined by the networks into
which each of these symposia tapped, which were different across the
locations. A more exhaustive study may well have included discussions of
war art in relation to Syria, Palestine, Northern Ireland, Yemen, Congo, and
other recent and current sites of conflict. And there are hundreds of other
equally significant artists that might have been addressed, some of whom
crossed paths with the Art in Conflict project, including Sophie Ristelhueber,
Hrair Sarkissian, Razan Al Naas, Emily Jacir, Zehra Dogan, Steve McQueen,
Alkera Xhafa Mripa, Simon Norfolk and Willie Dougherty. This more
inclusive approach necessitated an expansive series of volumes well beyond
our aims here. Thus, we do not present this series of essays to suggest that
the artists who feature in the book are more vital to our discussions than
any of these potential others, but rather as a ‘core sample” from across this
expansive and expanding field relating to our three main themes.

Colonization, Memory and Amnesia

The first key theme of this volume, opened by A. Carden-Coyne's essay
‘Unsertling Colonial Postamnesia’, is the current and critical issue of memory
and amnesia as related ro the ongoing effects of colonialism. Carden-Coyne
addresses the political dimensions of the personal experience of artists in
war zones. In particular, she explores the dynamics of cultural memory and
forgetting, the use of popular national platforms to address wider audiences,
and the global historical amnesia around imperial war, colonial forces and
marginalized historics. Carden-Coyne focuses on key artworks by French
artist Kader Attia, Brirish artist John Akomfrah and two recent Australian
official war artists, Tony Albert and Megan Cope. She explores how
contemporary art can actively intervene in the historic and ongoing amnesia
surrounding the two World Wars, which were underpinned by imperial
ambitions and the marshalled labour and efforts of colonized people. The
roots of racism and empire in these conflicts are a conspicuously forgorten
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¢ of their legacy She considers how Australian artists have intery o
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Lll\lmm the centenary celebrations of the First World War and through «ff
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schemes to reckon with colonial amnesia and to reclaim a bligh,

war artist i
history, thus remaking the present through a judicious engagement with .

- h personal connections.

p‘I:I,;:'r“;:rl:-’,(t,](:l}'m"- discussion of Albert and Cope, both Indigenous
Australian artists, leads to Lisa Slade’s chapter, ‘Above All Else: Art as ;
Weapon'. Slade demonstrates the extent to which contemporary Indigenous
art continues to make steady and significant progress in the larger field of
Australian contemporary war art. Slade, an outstanding Australian curaror
and assistant director of the Art Gallery of South Australia, examines the
vital importance of art in providing agency for the communities of the
Anangu Pitjantjatjara and Yankunyratjara (APY) Lands in the northern
regions of that state. Many APY arusts directly experienced some of the
most traumatic wrongs perpetrated by the Australian nation state on is
First Nations people, particularly the systematic attempred genocide of the
Stolen Generarions, the Maralinga Nuclear Tests in Australia at the Woomera
Range Complex and the theft of Indigenous land. Slade’s chaprer discusses
art projects Nimingka's Tiukurpa, Kulata Tjuta and the installation work
Tjitsrs-tfituru as assertions of Apangu identity and connection to Coun try,
and of the centrality of Country as a source of food and as a place to obtain
materials for weapons, tools and art-making. Slade reveals the ways in
which all three projects demonstrate the unsuppressed strength of Apangu
culture, both in making traditional cultural material and in its adaptive
:b_:hry to find new forms of creative ex pression. Slade, firmly holding to the
principle of ‘nothing abour us withour us’, worked with and sought the

approval of these communities,
| n"‘l '(':L’:nﬁdl"l'; ‘ﬁifg‘f‘_&t‘:&at}on. M""‘;”_’" and Amnesia’ section is
oy Bis0id By o -Xploration o contemporary art acquired
. mm‘“'“‘:"’ ¥ the Australian War Memorial (AWM) since 2007,
ity v ::cmsmf:g':fathc flklrlcijnorlal‘_s. art collection. Likc Slade, Gunn
rs as well as theorists of art, and their chapter draws

conceptual shifts in the
owi:r the last ten to fifteen
galleries for contemporary
*0 tour curated exhibitions since 2014, the AWM’
s |arlgcly unseen by the wider
ended with the Art iy (o - o2 tor nearly a decade. This drought
2022 and 2023 "-l”" I(‘o_"ﬁ"‘ ”‘hl:ltlol;émwhich toured Australia during
: the othcial ¢ " y
Hay . Jacial contemporary war art of
; ;:‘:"é!h:l;lﬂ Mesiti and Shaun Gladwell, as well
:::Mal. Gunn ang Wchugr’e“.sc the authority of the official and
For?, emerged Abteseid chapter, titled *War (Art): What Is It
Molnihrirdumdtr"s::';:‘ma' research that led to this
that the post-2007 contemporary art
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IMAGE 0.2 Trituru-tiituru, 2015, by Niningka Lewis (dec.), Janet Inyika (dec.),
Marv Katatjuku Pan, Freda Teamay, Lucille Armstrong, Erica Ibhurt_v. Rene Wanuny
Kulitia, Judy Ukampari Trigger and Fiona Hall, Tjanpi, raffia, acrylic wool, jute/
linen string. wire, acrylic paint, camouflage garments, plastc iluwcn..:_mxcd media
and found objects, dimensions varnable. Photo: Rhett Hammerton. © Tjanpi Desert
Weavers. NPY Women’s Council. Reproduced with permission of the artists.

collection at the AWM straddles two traditional uses of art: ‘to offer a visual
element alongside other collection items, as well as the artists” unique
perspectives and nuanced approaches to history”. Inaddition,and imp(?rt.mtl_\'.
the fiftcen-year period of collecting marks ‘ambitious .l(qui\itmn.\' of
conceptually rigorous, uncompromising contemporary art, away from
commissions of well-regarded bur fairly traditional figurative panters’.
Within a contemporary art context this may well be regarded as core
business; however, within the context of whar is a deeply conservative
national institution, a contemporary art approach to war art has the
potential to create internal tensions. It is true that the AWM is an msttution
geared towards the reiteration and reinforcement of natonal mythologies
and is not narurally encouraging of questioning and selbinterrogation. This
is not only because the AWM is seen as the guardian of the naton stare’s
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IMAGE 0.3 Still from A Hundred Years, 2019-20, by Angelica Mesiti. Single-
channel video, 21:24 minutes, AWM2019.57.1. © Angelica Mesiti 2019-20.

Reproduced with permission of the artist.

official memory, but also, importantly, because it has been directed by Dr
Brendon Nelson for most of the last decade. Director from 2012 to 2019,
Nelson - a former leader of the Liberal Party, former Australian Minister for
Defence and now President of Boeing International — was criticized for his
dogged refusal to allow the AWM to address Australia’s violent colonization
of Indigenous land during the frontier wars, Despite this, and to his credi,
Nelson also oversaw the construction of Danicl Boyd’s For Qur Country,
the AWM's Aboriginal and Torres Strait Islander memorial on Anzac Parade,
Australia’s sacred national mall in Canberra, and, as Gunn and Webster
d!scuss, the significant expansion of Indigenous contemporary art in the
display and_ collection of the AWM ¢ Many artworks commissioned since
?r?rm =, .wh“ih are the focus of this chapter — have caralysed na_tioflai and

ernational public debates around contemporary warfare, both its impacts
and wider implications, b
‘im]i ?_sz :E:pttl:frfeﬂflhem;:ic sections of this volume concludes with :‘;
conducted with over :\t.re . fmn:' S AN f‘mdy o mrcn'l:aw
artists in the field, as we“"f)' Austral:an_ and international a::crn’ﬂﬂ'ﬂl"-"ﬂic—t
Project during 201820, [ e rr RCOTists, as part of the Art in o

8 - Interviews took advantage of the keynotes an

speakers who attended the f

; symposia. A total of around 200,000 words Wer¢
;":::f‘:tc{! i recordings and then analysed by Monika Lukowska"
i ng an_vo software, Although there are geographical and Janguage
g mﬂ;mv:o this approach that are important to acknowledge, gmamlrﬁ
to be valuable in reinforcing the importanc®
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the three themes of this volume. It is perhaps unconventional for a critical
academic book of this kind to include a significant volume of interview
material: however, we felt it wasimportant to give a platform to contemporary
artists themselves. The interviews are selectively edited and abridged for
readability, but their largely unfettered voice adds a valuable dimension to
this volume beyond that of academia.

This first section, *Colonization, Memory and Amnesia’, thus concludes
with material from Indian artist Baptist Coelho, and Australian artists Alana
Hunt and Abdul Abdullah. Following three very substantial chapters in this
section, this first interview section complements the preceding chapters by
exploring the complex and sometimes vexed circumstances of contemporary
artists working around issues of conflict across cultural lines. Coelho is a
Mumbai-based artist who we interviewed during a residency at Artspace’s
Gunnery Studios in Sydney following his performance work at the Sydney
War, Art and Visual Culture symposium in February 2019. The cultural
significance of food was the focus of Coelho’s performance. In his interview,
he discusses the complexities of conflicting Indian identity within the
colonial relationship with Britain during the First World War. In her
interview, Hunt discusses works such as her Cups of nun ¢hai (2010), which
addresses the ongoing conflict in Kashmir using a distinctly humanist
approach. Hunt talks about the ethics of creating work about conflict
elsewhere as a white Australian woman, that is creating work addressing the
political violence of the disputed territory while consciously avoiding
‘speaking for® the local Kashmiri population. She recounts an instance in
which her positionality was seen as necessarily precluding her from engaging
in the topic of Kashmir. Abdullah, on the other hand, was embroiled in a
media controversy surrounding two works included in the Violent Sale
group exhibition as its national tour began in Artspace Mackay, in northern
Queensland. His Muslim background was a central factor in how the
situation unfolded in the public debate that followed.

war Art, Official and Unofficial

With official war art schemes, most notably those in Australia, Canada and
the UK, the collision between the criticality of contemporary art and the
conservatism of national institutions for war remembrance is a situation
ripe for both conflict and compromise. For these national war museums, the
period of 2007 to the present marked a particular shift in the nature of its
appointments of official war art. Artists were invited to engage the topic of
war with an independence that, according to Ry:m. Jphnsmn. former Head
of Art at the AWM, previous commissioned war artists would have envied.”?
Catherine Speck also notes in the Australian context a shift towards more
diverse and often contentious viewpoints, as well as better representation of
Indigenous artists and women artists, who were largely, though not




o THE POLITICS OF ARTISTS IN WAR ZONES

completely, excluded from AWM’s r:;lrl_icr' Ct;llll‘lll‘ssitllll.s_" Similarly, Britain,
Jmperial War Museum, which commissions the UK s u!hcml‘w.lr artises,
invited contemporary artist and Academy Awa‘rd-wrnn_mg Alm direcror
sreve McQueen (Afghanistan, 2007) and the high-prohle contemporary
artist Derek Eland (Afghanistan, 2011) to create work for the institution, In
both cases things did not always go b"m_ﬂlhl)’l McQueen cum;_)linm-d that he
was not allowed out beyond the protection of the bases, and Eland met with
resistance from troops. When former Australian official war artists Lyndell
Brown and Charles Green (2007) gave gallery talks about their war artwork
after returning from Iraq, they were confronted with ‘a pa!p_:ah_lc sense of
discomfort within the audience’. Amelia Douglas noted _that it is ‘;i.r._if r}:c
artists were “irresponsible™. As if they were, perhaps, “selling out™ to Empire
by taking on the commission in the first place.”™ Around the same time in
Canada, the newly opened site of the Canadian War Muscum came under
fire for displaying paintings by official war artist Gemuc‘ic Kca‘rnf that
addressed the moral ambiguities at play in the 1990s ‘Somalia Affair’. The
Head of the National Council of Veterans Associations called Kearns's
paintings a ‘trashy, insulting tribute’ and called for a boycott of the opening
of the new museum building,”’ while curator Laura Brandon received
abusive emails from members of the public.” These conflicts within the
museum are themselves indicative of the radical transformation of official
war art towards a more contemporary art frame, and the expectation that
official war artists should produce challenging and uncompromising work.
Well-established and highly independent contemporary artists have been
engaged not only as official war artists, but also for one-off commissions,
portraits, group projects and artist-in-residency programmes at these
national institutions.

The section on *War Art, Official and Unofficial’, begins with Charles
Green's chapter *The War at Home’ and discusses his collaboration with
Lyndell Brown and Jon Cattapan in Timor-Leste, which gained independence
in 1999 following a violent struggle against forces that favoured Indonesian
rule. Brown and Green were Australian official war artists sent to Iraq in
2007 as part of the AWM’s shift in direction and Cartapan was sent as an
official war artist to the peacekeeping mission in Timor-Leste in 2008.
Green's chaprcr_ poetically captures the visit of these three former Australian
official war artists to Timor-Leste in 2013. He discusses the ways in which
m‘;?g;;?hr:f;ﬁl;:?s to ;onflicr from the perspective of aftermath,
Kl iscussion of two artworks, Scatter 2 (Santa Cruz)

els. Cattapan, Brown and Green’s large-scale piece reflects

on the turbulent and complex history of en’s large-scale pice :
to the overarching humnli,l:aria tory of conflict in Timor-Leste in relation
colonialization, loss, mourni % ‘”:i“ issues of genocide, milirary violence,
Yolngu artists from Yirrkala n: sndl memory. Church Panels, creared by
oppression and the neocolonial?roua? the violent past, imposed settlers
Indigenous group. Green encou a which questions the sovereignty of this
rages contemplation about contemporary
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war art and its role by looking through a decolonized and post-national
lens. This is especially important in the current realm of art. In the second
chapter of this section, Kit Messham-Muir and Uros Cvoro examine the
work of Derek Eland and Mladen Miljanovié, two artists and former
soldiers who draw on the subjective experience of soldiers to amplify the
social aspects of their practice. Eland, unlike any British official war artist
before him, created a site-specific social practice work, titled Diary Rooms;
Miljanovié, on the other hand, creates works that often involve and depict
former combatants, often adversaries, in the Bosnian War of the mid-1990s.
Messham-Muir and Cvoro argue that while Eland and Miljanovi¢ address
soldiers’ physical injuries, neither operates through a performance of
emotional empathy. In both cases, and in very different ways, a sense of
resilience prevails that moves beyond a fixation on mute trauma to a more
pragmatic assertion of voice and agency.

Like the other two sections, the “War Art, Official and Unofficial’ section
includes an ‘interview chapter’. Following the chapters by Green, Messham-
Muir and Cvoro, this second section includes edited interviews with four
artists engaged as official war artists: Australian official war artist ¢X de
Medici, Wellcome Trust official war artist David Cotterrell, and Canadian
official war artists through the Canadian Forces Artists Program, Karen
Bailey and Philip Cheung. Can contemporary artists bring particular and
valuable perspectives to war zones, or are they always compromised by the
limitations inherent in embedding with troops, the dangers of the war zone,
or the broader institutional and ideological constraints within the culture of
the military? When de Medici was sent to the Solomon Islands in 2009 to
cover the Regional Assistance Mission to the Solomon Islands (RAMSI), a

with the military and police personnel led to, at one

peacekeeping and policing mission, her deployment pushed her to the limits:
torrential rain hampered her intention to draw and paint on site, while
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Knowing and Testimony

The third and final section of this book is on the related themes of ki Ing
and testimony. Contemporary war art i1s often attended by the ASSUI Pt i
that it attests to some form of ‘wruth’, albeir a subjective and perhag, |
psychological or emotional truth. The chapters in this section conggy,
different ways in which knowing and testimony can be problematized iy g,
m'ati(lnﬁhi}"'b(‘r\\'cen war and art. In the first chaprer of this section, py|
Lowe reflects on the act of bearing wimess to trauma in the worke
Vladimir Miladinovic and Adela Jusi¢. Positioning their works in relation
contested histories of the events in the former Yugoslavia in the 1990, | oy,
argues for art as a testimonial process, which transforms the evideng,|
and primary materials, His essay also addresses the way in which testimony|
art raises questions about the idea of art as a vehicle for post-conflig
reconciliation in the region. Thisisillustrated by his discussion of Miladinoyy
and Jusic’s participation ina series of interventions known as Reconeiliations,
which took place in the Historical Museum of Bosnia Herzegovina in
Sarajevo 2018-19. Discussing the works produced for Reconcilations, Lowe
argues for art that offers a parallel narrative to the political and nationalis
dogmas shaping historical remembrance in the region. In Chaprer 9,
Messhfam-Muir asks how national war museums address the inconvenient
narratives surrounding moral ambiguity in the national war muscum, This
chapter focuses on two painted portraits of Corporal Ben Roberts-Smith VC
MG, Australia’s most decorated former serviceman. These  were
copmlss‘mned by the Australian War Memorial from the contemporary
:nmﬂgrl\crlll_chac!l Zavros. Ro!):rts-Sm‘ith is currently (at the time of writing
hcl?:suin:lf:)reds:f]a:::::m : am‘::?r At;straliun news media group, which
ik el Tl s r:ﬁo stories alllr:gn.lg that he mpmuttrd
e S thE BBl dmiscoum ways in which cultt!rc_war politics
ot mpxin“:anm KR sqrrm;ndmg Roberts-Smith and looks
mo.ll:;lm oot beg b ol national museums have addressed the

volume concludes with the final interview chapter, bringing together

edited intervi
Sneddon an:i“:sccflzze? e:: Yo? ba“d Todd Stone, art theorist Andrew
interviews addresses an 4 25 fmm'.l Joanna Bourke, Each of these
9111 from the rooftop of hisg? of knowing and testimony, Stone witnessed
zero', and he ralks of trying m: building, six blocks north of “ground
tion of the World Trade thm“sh the trauma by capturing the
downtown New York. In the Center site back to a vibrant piece of
work LS PSS Ik 9/11, Stone has continued to creat®

A the 1on of
and the rebirth of the sige, uﬁTﬂ" : Towers, the trauma that followed
neddon

"own Rising, §, ':Cllmentc'd in his book Wimess:
address d:‘ approached in the the ways in which testimony and

aftermath of the Tm:mk ?f E illie Doherty, whose works often
f Northern Ireland and portrayals of
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the trauma of conflict. Sneddon also looks at the work of Jeremy Deller
whose Battle of Orgreave re-enacted a battle between the police and the
striking members of the National Union of Mineworkers near Shefhield, in
the North of England.

The Politics of Artists in War Zones: Art i Conflict is the third book to
emerge from the Australia-based Art in Conflict project, following Cvoro
and Messham-Muir's co-authored lmages of War in Contemporary Art:
Terror and Conflict in the Mass Media (2021) and The Trump Effect in
Contemporary Art and Visual Culture: Populism, Politics, and Paranoia
(2023). Like those previous publications, this book has is a marked
Australian locus, which, nonetheless, resonates with wider issues that
surround contemporary art addressing war in its manifold incarnations
now. And while this volume has very particular foci, its themes -
contemporary war art, and its relation to colonization, memory, amnesia,
knowing and testimony - can be applied to other conflicts that are not
directly addressed in this volume. Ultimately, our aim here is to establish a
more effective set of approaches to thinking abour war art in the
contemporary, and to move beyond the worn-out war art dichotomy of
pacifist agit prop versus heroic narrative.
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CHAPTER FOUR

Colonization, Memory and
Amnesia

| Interviews with Baptist Coelho,
Alana Hunt and Abdul Abdullah

We conclude this first section, ‘Colonization, Memory and Amnesia’, with
three edited interviews. Each thematic section concludes with an ‘interview L
chapter’, drawn from an extensive body of interviews conducted with over
twenty international contemporary artists in the field, as well as some
theorists, creating a total of around 200,000 words transcribed from the
recordings. The interviews are edited and abridged for readability, but they
present the mostly unfe ¢ of the interviewees. In this first of the
t]u_-ee. S AT S 4 . ; 2
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Baptist Coelho, 28 February 2019,
Wwoolloomooloo

At the War, Art and Visual Culture: Sj\'d"{f-’.\’ symposium !f eld on MU"d‘“}' (25
2019, SH Ervin Gallery, Sydney, A usrmllm,f you realized a
performance entitled “They sr.m_rerd to eat biscuits and }m_ﬂ pean _b“"_fd» but
our regiment refused’. The performance was based on Indian soldiers’ letters
and photographs from the First World War. In the per_fnrmmr(e you dressed
in a khaki-coloured wniform like those worn by Indian soldiers from that
period and were kneading dough to create ‘chapattis’ [Indian flatbread|
accompanied by an audio-video projection. For most of the performance,
you were silent but would suddenly break into a monologue. Can you tell
me more about that performance?

For my research on the experiences of Indian soldiers during the First
World War in Europe, ['ve tried to look at various aspects of their everyday
IIIh’. What were they eating? Did they have any discreet political alliances?
What were their ideas of patriotism? What kind of clothes did they wear?
E);h"‘;t“j‘:‘:t't;‘ll‘ :}‘;I’;‘ \*'it:thc;xtrcmc weather conditions? And so on. And
a war that w:;-.m,'t cve.:::i:cii:tt c;l ‘;"ﬂ"? el bt fac frum.home.
think of being part of such a w:r’ ?) 5 '1 Was curious to koW dml{
by David Omissi [Indian Voices of the rre., rescarch, I came acrosS s b°°4_
18], The Bookiis & selection g 8 he l,rmr War: Soldiers Letters, 191
no longer cxist. What survpeed - rious lewers, bur sadly the nnglpa] lecrers
by British officers and can be fa“ SpuNEal the letters, written in English
audio-video thag js projected ound at the British Library in London.

lected on the wall during the performance i 4
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Rl and he told me that Omissi’s book 3
while we onl‘f(}: the lives of Indian soldiers. 1 pi':ﬁo“’lly
rs that were ami; ad access to photographs and document
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wsed and limired, since it didn’ really tell us anything much abour the

an soldiers and colonial armies in general, So, these letters, to a large
dicrs were thinking, feeling and

letters sent berween soldiers and their

nt, help us understand what these sol

ine. But having said that, these

_ been censored by
he British officers, and this led to a lot of editing

and loss of information.
\ost soldiers c-mld.n't read and write, so scribes were required, and this
ydded another set of thoughts and understanding. It’s also difficult to judge
f the soldiers deliberately wrore something or were asked or forced to write,
cince there 1s a lot of glorification of the British Empire. Maybe the soldiers
rrategically suggested such praises, so that their letters \\'ululd go past the
censors. One will never know.

These letters show the constant push and pull by the soldiers within their
religious groups, and how they tried to abide with their specific food habits.
There were Hindu, Muslim and Sikh communities. The Hindus and Muslims
also had separate kitchens. In Santanu Das’s book [1914-1918: Indian
Troops in Europe] he talks about a controversy that erupted in October
1914, when Sikhs soldiers were given lamb mince that was in a tin with a

IMAGE 8.1 They agreed to eat biscuits and European bread, but our regumant
refused, 2019, by I'LI;"U'G! Coelho. Performance still Iﬂ‘lll'l\\‘.ll'...'\fl and Visual € u]tnrc-.
Sydney \\'Inpnulum_ 25 February 2019, SH Ervin Gallery, Sydney. Courtesy ot the
arist; Project 88, Mumbai. Photo: Kit Messham-Muir
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letters m‘“:i;ﬂt' one also recognizes the immense camaraderie

':.-&-Jn?(lldil.'l'.\. and their religious h‘"""fg’, 5

EEI | eating biscuits; brands like Parle G [glucose

Growing up. | n;n\cml‘t'rl'( ‘-3_ ] v uitl metst AN di d1 .

; : d Marie, which still exist in India, and T relish
biscuits] and another bran he whole of India ate biscuits, and
hem till today. As a child I thnught' the whe ‘ ts, and |
s d it with something that originated in India, but now I think it 5
Il:r::\lt:ﬁnng Part of me was not su rprispd that the |“d"“; soéd:“_ resisted
eating biscuits. In India, we are very passionate about our foo a'blts.'Back
home. there is a whole specificity about how, say a Goan, or Gpla-ra“ 0{3'
sikh will cook their food — *Oh, you do it [ikf' that, ‘f“d Lk d_” it like chis',
“We fry it like this, a bit, but you are doing it like that® — there is always that
discussion. I also found it very intriguing that Indian soldiers were trying to
maintain their respective eating customs, in a faraway country, right in the
midst of a war.

Where I grew up in Mumbai, bread for thar matter was by and large what
Christians mostly ate as part of their daily food. I was raised Catholic, and’
there was a slang word *pav wala® which simply meant ‘the one who sells
bread” and at rimes I also thought the term meant ‘bread people’. Part of me
was never sure how to understand this term: was it an insult or was it to.
poke fun? Or was it just making fun of one’s eating habits? It was always.
cunlfusing. As | grew up, my friends at home and at school and college would
at times address me as a pav wala. During my childhood, this term got into.
::‘)’i::d:izf;:inlr:;?::;:dahl:;;;risr:iit, and was always embarrassed, as I thou
insulting. However, today | don“elogfi:n%ura:f a 'thhCltlY' di‘-'l‘OsatOt}’_ yto
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the British Forces manipulate the Indian Princely States? How did the
<oldiers manage to keep up to their intricate dietary requirements, whilst
also dealing with extreme cold temperatures and hostility from their British
commanders? So, kneading as an action to express all these queries was
employed as part of the performance. When you knead, there is also this
entire strategy of pressing and pushing. There was water in an enamel jug,
water and flour were kneaded on enamel plates - all these were placed on a
white fabric. These props are all symbolic for me, as each one has a story to
tell, which I'm not going to try and explain. I'll let the audience come up
with their own understanding.

I also use salt along with the flour and water. And for me, salt not just

2dds flavour, but highlights Mahauna Gandhi and his revolutionary protest

of the Salt March, This twenty-four-day protest march was an act of non-
violent civil disobedience in colonial India thar lasted from 12 March to 6
April 1930, as a direct action campaign of tax resistance against the British
salt monopoly. I am an admirer of Gandhi, but at the same time, he also had
some inconsistencies. His autobiography [My Experiments with Truth],
written and published around the 1920s, is clear evidence that he had some
contradictions. Well, no one is perfect. Using salt was also in many ways to
evoke Gandhi in this narrative as he encouraged Indians to join the British
Indian Army during the First World War and believed [Home Rule] without
military power was useless, and the war was the best opportunity to get it.
At the same time in his autobiography Gandhi dedicates a few chaprers to
try and explain [why] he encouraged civilians to join the war efforts. | guess
it was also Gandhi’s way of justifying and intellectualizing his support for
the war, so that history would not judge him, given his non-violent position.
After all, he was a politician! He says, we [Indians| were slaves, and they
[British] were masters. How could a slave co-operate with the master in
their hour of need? Salt was also used in the performance to reference the
complexities of patriotism that soldiers faced. They had to fight for the
British who at the same time had colonized their homelands. In India salt is
still a symbol of [loyalty and fidelity]. Many references are made to salt in
the letters in Omissi’s book.

Apart from the subtle ambient audio soundscape, which accompanied
the projection, I chose 1o keep the performance mostly silent. I was thinking
about how the lerters were censored which supressed and silenced the
thoughts and words of these soldiers and their families and friends. So just
saying a few words during the performance was to recognize the subaltern,
that limited voice thar these soldiers had, on and off duty. I usually never
Plan, what T will really do in my performances. It is all organic with some
ot of parameters in my mind, which act as guidelines, and these guides
]:tcP shifting. When I perform, I am just responding to what I am thinking

nd feeling ar that very moment. | prefer to keep my actions and bodily
Movements spontancous, which makes room for a lot of random accidents.
Uch uncertainties within the performance also resonate the catastrophes of

4
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trepidations, and so I spoke a few words in Hindi, because some of the
letters were written in Hindi. Letters were also written in Gurumukhi and
Urdu. and since 1 can’t speak or write in those languages, I preferred 1o
break the silence of the performance by shouting the word ‘@72 which
means ‘why?" in Hindi and is written in roman letters like this, ‘*kyun?’

. 3 y &) s t
audience undcrs:an_ds Hindi, they will recognize it, but if not, that’s also
okay. This feeling of not knowing what I said echoes that sentiment of what
must have been going on in the mind of British soldiers when the Indian
hs.efoys we:: c;mr:‘lgmcatmg amongst themselves and vice versa. They might

ave won : s savine?’. *C, : .

S m;‘c; .h\t_lllar are they saying? ; Could he be saying somcthing

i o, the 1 ea_oil language and its translations has always played
very important part within my practise.
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IMAGE 4.2 Cups of nun chas, by Alana Hunt, From the body of work Cups of mun
2010-ongoing). © Alana Hunt, Reproduced with the permission of the artist.

with friends in Kashmir who felt utterly suffocated by the violence going on
around them. There is often a feeling in Kashmir that India has liberty to
execute this kind of extreme violence on Kashmiri civilians, and the world
does nothing . . . 1 was watching on social media this horrible three or four
months of protest unfold where people were dying every day, and no one
around me in Australia knew whar was taking place, so there was a massive
2ap that emotionally was really strange to deal with. One day the death roll
reached sixty-nine people; it sort of clicked in my head that there would be
sity-mine cups of Kashmiri tea, nun chai, Kashmir’s most common drink,
that would no longer be poured inside these homes.

~ There was some really amazing journalism coming out of Kashmir at
this time bue it just wasn’t having the reach that it needed. I was thinking
ot writing a journalistic piece; it felt so urgent to try to do something. But
people in Kashmir knew a lot more than me, and their writing was much
fetter than | could [produce], so [ was thinking how to connect on a more
Personal ley el.

I decided to have one cup of nun chai for every person who had passed

Mav.and Linvited people to share that tea with me. There were no rules so
IR As people understood that we were sharing this tea as an accumulanng

e -
monial for this loss of life in Kashmir. And from there, the conversanions
would I o write about our conversation and

a. Holding the cup

o0 all sorts of directions. | woul

Take
' Photograph of each person holding their cup of te




‘A monumental and richly curated volume that challenges our notions of war itself, questioning how mass
violence comes to count as meaningful and worthy of official memory.’

"'-F-‘"-,'ru_—'-.‘. s of C OMMuUnica

‘An evocative exploration of the complexities inherent in “war art”. The significant inclusion of the voices of
official and unofficial war-artists provides compelling insights into the tensions involved in making art that
speaks to military experience and public expectation.’

thern Queensland, Australia

'In an era of hybrid warfare, the role of war art is changing. This book eloquently examines these transformations,
exploring the relationship of war art to colonisation, witness bearing, knowledge, “truth”, and memorialisation.”

ssor ang Director of the iviecia and reacebutl

‘This urgent, timely, and important publication examines the ambiguous, distributed and often invisible world of
warfare with conviction and insight. It is compulsory reading for scholars of conflict and all those fascinated by
the testimony of learned experience.’

d Vice-Chancellor, Arts University Bournemouth, UK

What exactly is contemporary war art in the West today? This book considers the place of contemporary
war art in the 2020s, a whole generation after 9/11 and long past the ‘War on Terror'. Exploring the role
contemporary art plays within conversations around war and imperialism, the book brings together
chapters from international contemporary artists, theorists and curators, alongside the voices of
contemporary war artists through original edited interviews.

It addresses newly emerged contexts in which war is found: not only sites of contemporary conflicts
such as Ukraine, Yemen and Syria, but everywhere in western culture, from social media to “culture’ wars.
With interviews from official war artists working in the UK, the US and Australia, such as eX de Medici
(Australia) and David Cotterrell (UK), as well as those working in post-colonial contexts, such as Baptist
Coelho (India), the editors reflect on contemporary processes of memorialization, the impact of British
colonization in Australia and India and its relation to historical conflicts. The book focuses on three
overlapping themes: firstly, the role of memory and amnesia in colonial contexts; secondly, the complex
role of ‘official’ war art; and thirdly, questions of testimony and knowing in relation to alleged war
crimes, torture and genocide.

Richly illustrated, and featuring three substantial interview chapters, The Politics of Artists in War Zones
is a hands-on exploration of the complexities and challenges faced by war artists that contextualizes the
tensions between the contemporary art world and the portrayal of war. The book is essential reading for
researchers of fine art, curatorial studies, museum studies, conflict studies and photojournalism.

Kit Messham-Muir is Professor in Art, School of Media, Creative Arts and Social Inquiry, Curtin
University, Australia; and Uro$ Cvoro is Associate Professor of Art Theory, Arts, Design and
Architecture, University of New South Wales, Sydney, Australia.

Monika Lukowska-Appel is Research Assistant for the Art in Conflict research project at Curtin
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