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Making History
“…we are living in a period in which the present lives off
the past, in a kind of a “present past” with the result
that we lapse into what F. Hartog calls “presentism”.
This past that lives in the present has been called
“traumatic”, “sublime”, “spectral”, among other things…
we live in a new order of time…”
- Maria Ines Mudrovcic, ‘About lost futures or political
heart of history’
History is inescapable. Our bodies are inscribed in
ways that defy temporality, and as a function of our
modernity, refer to parallel representations of cultures,
events, moments and emotions. Our bodies are also
historically marked, while emotionally “present” with a
desire to invent the future, to root ourselves to a place
where identity, communality and belonging matters;
the urge to trace historical trajectories to know the
“truth” of the past has perhaps always preoccupied
humankind.
Temporal distance from the historical past and the
power of human imagination create a space for
invention and interpretation. Do we make history or
does history make us? It’s an inevitable question, and
the search for an answer takes us on an exploration of
the deep implications of history as well as the human
condition.
The implications of the word “making” are manifold, and
juxtaposed with “history,” allow for fecund speculation.
“Making” can be defined as “to bring into existence by
shaping, modifying or putting together material” or
“to cause to exist, or happen.” These two definitions
allow the idea of “making history” to be construed in
two ways. The “present” can be taken as the interpreter,
assembler or presenter of the “past,” or alternatively the
“present” becomes the reason for the “past” to exist.
Either way, the “past” is interrogated as a construction
or an interpretation mediated by the “present” with an
anticipated future. History within the above discussion
is about the present as much as it is about the past.

Etched in individual and collective memory, history
manifests as a kind of civic consciousness and/or as
nostalgia – remembrance as an ‘emotional experience’
recounted in a completely personal context or a
performative public context. We are burdened by and
bounded within a certain history that is remembered,
refreshed, re-interpreted and re-narrated by individual
and collective memory. Imbued with interpretive and
reconstructive possibility, history writers, memory
keepers, interpreters and commentators of history
collate their visions, hallucinations and interpretations,
thus mythologizing history through a process of
memorializing. We construct truths through selective
histories and memories, making our own versions of
history that, over time, might become part of a larger
narrative.
Visual artists have unhesitatingly interrogated history
through collective and individual memory, and their
interventions and engagements with historicity and
remembrance have elicited narratives of resistance
and voices of unease, while insisting that society
does not forget. In the hands of artists, temporality
can be extended impacting history’s linearity of
progression; allegory and metaphor can add layers to
the already subjective memories framed via multiple
interpretations. Artists become memory keepers,
narrators and documenters of an interpretive history
aesthetically and conceptually encoded to be read and
reread as art.
Anoli Perera - 16 August 2013, New Delhi
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ANNOUSHKA HEMPEL
Founder and Director, Colombo Art Biennale

Welcome to ‘Making History,’ the third
edition of CAB. Although an immense
amount of work and effort has gone
into making it happen, it is still a joyful
surprise to see it manifest. As the
founding director, I am humbled and
reminded that our initial aim was not to
start an international art biennale, but to
create a platform from which the power
of contemporary Sri Lankan art could
be seen by a larger number of people.
In fact, February 2009, when CAB was
first conceived, was possibly the most
inappropriate time to launch an ambitious
art event in Sri Lanka. Nevertheless, CAB
has grown and taken on a life of its own.
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The theme of the first Biennale, ‘Imagining Peace,’
conceived in the midst of civil war, was both provocative
and inspiring. By the time of the exhibition, the war
had ended, yet works displayed were still charged with
the harrowing repercussions of fear, anguish, and pain.
The truth of the words of Caroline Emcke was evident:
“When a war is over, it is never over.”
The theme ‘Imagining Peace’ was conceived to
encourage peace between and within nations,
communities, families and individuals. The aim was to
show the world that, although Sri Lanka seemed to be
politically and ethnically polarized, artists could work
together as collectives; a sign of peace in itself.
By the second CAB in 2012 – ‘Becoming’ – the
directors wished to showcase the best of Sri Lankan
contemporary visual art alongside regional and
international artists. Curators from Austria and India
provided an outside eye for the selection of Sri Lankan
artists and contextualised their works alongside artists
from other parts of the world.
‘Becoming’ was selected as a natural progression from
the previous theme. Just two years after the end of the
war, the theme was a question addressing the country’s
new “state of being” and a challenge to the artists
to engage in the “becoming” manifest in a specific
moment in the country’s history, as well as a challenge
to the viewer to ask the same questions about what the
country’s future might comprise.

of history on the human being as well as the human
condition, and seeks to deepen an understanding of the
sociocultural, aesthetic and ideological complexities
of how history is generated as part of an art-historical
trajectory.
Featuring works by artists and artist collectives from
fifteen different countries, CAB 2014 includes many of
Sri Lanka’s most recognized established and emerging
artists, as well as artists from China, the USA, Britain,
Italy, Germany, Austria, Scotland, France, Sweden, India,
Bangladesh, Nepal, Qatar and Iran.
CAB directors selected a curatorial team from Sri Lanka,
India and the UK. Amit Kumar Jain, Chandraguptha
Thenuwara, Neil Butler and Ruhanie Perera bring with
them varied expertise and are working together to
create an experience that will, we hope, make history.
Although CAB 2014 has grown both in size and in
international presence, its mission is not so much to join
the world of international art biennales, but to produce
dynamic and relevant events that will change lives and
perceptions, and create greater consciousness in how
we make our history. This undertaking will continue to
be honoured into the future.

CAB 2012 continued to provide a platform for the role
that artists have in society, reflecting and exploring
contemporary concerns. ‘Becoming’ was about
neither the past nor the future, but about the creative
potentiality of the ever-changing present. In addition
to the exhibitions, CAB explored the theme through a
diverse and well-attended programme of seminars and
workshops.
Now, five years after CAB was born, comes ‘Making
History,’ a provocation to explore the dynamics between
art and history by enquiring into the contemporary
aesthetic experience from historical, current and future
perspectives. ‘Making History’ examines the implications
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A Biennale Between War And Reconcilation
From the Curator: Reflecting on the Colombo Art Biennale 2012
Suresh Jayaram

As Founder and Director of the Visual Art
Collective, 1 Shanthi Road in Bangalore, I believe
in fostering interactions among artists, curators,
scholars, writers and young students in a local
and global context. Serving as co-curator for the
Colombo Art Biennale allowed me to test this
ethic on a larger scale. The theme of “Becoming”
addressed issues of political perspective,
geographical and ideational location, social
activism and interconnectedness and shared
deep affinities with an exhibition in Chennai, To
Let the World In, which examined how artistic
narratives construct the present. By reflecting on
the CAB project here, I hope to develop a better
understanding of how artists today might speak
out, give visibility to their own contexts and
connect to one another – in other words, how they
might let the world in.
A five-day event with four venues, CAB was a
landmark for the city of Colombo. Venues included
the National Art Gallery, the JDA Perera Gallery,
Park Street Mews and the Warehouse Project in
Maradana. The CAB artists worked in all genres
of contemporary art: painting, drawing, sculpture,
installation, performance, photography, video,
film, conceptual art and participatory art practice.
Fringe events under the title “CAB Around Town”
were located at various sites in the Capital, and
included installations, video art, performances,
talks, curated walks and video screenings. The
scale of the project was ambitious, but resources
were limited for a new entrant in the Asian Biennale
circuit. CAB had its fair share of shortcomings
and critique, but more significantly, it set a new
benchmark as a socially and politically conscious
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biennale in South Asia.
As co-curators, Roman Berka, Director of the
Art Association Museum in Progress, Vienna and
I intended “Becoming” to be an open-ended
curatorial concept. In the post-war climate, we
saw this as a catalyst for transformative change
in Sri Lankan society. CAB aimed to make art an
interactive and participatory part of the social
fabric by creating space for dialogue and debate,
while questioning notions of artistic process. The
underlying question for artists as well as curators
became: Can art be a catalyst for change in postwar Sri Lanka? And if so, how?
Sri
Lankan
artist
Jagath
Weerasinghe
conceptualized the theme for CAB 2012 as
“Becoming”, invoking the process of transformation
and transition at global, national and personal
levels. CAB was conceived of as a laboratory, an
experimental field where Sri Lankan, regional and
international artists could reflect on social realities
in their art and contribute to the fires of social
change. In the contemporary geopolitical context,
CAB 2012 can be thus seen as the Biennale of
Resistance by the Global South.
“Becoming” implies a transitional space, holding
“the possibility of being in a moment between
two decisive ends.” It plays on uncertainty and
uprootedness, evoking a sense of akathesia (state
of restlessness), criticality and open-endedness.
Thus, “Becoming” remains distanced from what
was before; it is a space for envisioning, doubt,
self-reflection, mirroring and intensity of thought.
While Becoming had specific meanings in the Sri

Lankan context in 2012, wider South Asian and
global anxieties too found articulation here.
“Mediation” was an innovative art project that used
media itself as message. In collaboration with the
Museum in Progress, works of well-known artists
were published in a daily newspaper; the reaction
to visual art being inserted into print media was
dramatic and welcoming. It made many pause
and consider the power and potential of visual art
in our daily reality, right down to a local tea stall
owner who put the images up around his shop
like a poster. The New Media Section focused
on the moving image with a documentary and
anthropological look at identity, presenting work
by young film makers like Aaron Burton (Australia),
Jesper Nordahl (Sweden), Kannan Arunasalam
(Sri Lanka), and Vimukthi Jayasundara (Sri
Lanka). This series of films opened up a landscape
peopled with loss, memory, change and conflict
through extraordinary personal narratives.
Collaborative groups included the Fireflies
Collective, a group of female artists who envisioned
a map of Sri Lanka changed after the conflict. The
Fireflies Collective’s work reflected the multiple
meanings of words such as “country” or “nation”.
The map emphasised how the psychological and
emotional borders of belonging change over time
in different historical contexts and according to
diverse individual and collective experiences and
memories.
The South Asian contingent included Tayeba Lipi
(Bangaladesh), Madiha Sikander (Pakistan), Sujan
Chitrakar (Nepal), and Vibha Galhotra (India),
who were a part of a workshop at the Theertha
International Artist’s Collective. South Asian artist
collectives were able to collaborate and relate
personally to the theme and interpret it in their own
context. It was important for CAB to emphasise

the connections between the alternative art scene
in Sri Lanka with the rest of the South Asian art
scene, nurtured by a spirit of collaboration and
conversation across cultures.
At the National Gallery, CAB introduced
contemporary works into a traditional environment
with displays of classical and historical Sri Lankan
Art. Artist Vibha Galhotra (India) addressed rapid
changes in a landscape that erased the memory of
the war. Her ironic “Urban Earth Mover” reflected
the unprecedented changes that Colombo
was undergoing. Her massive “Neo Monster”
was a gold inflatable, strategically placed near
an installation of a mutating map of Sri Lanka
by the Fireflies Collective and Koralegedara
Pushpakumara’s (Sri Lanka) classic gold oil
painting on canvas titled “Barbwire”. Other walls
displayed documentary photographs by Dominic
Sansoni (Sri Lanka) depicting the vibrant interiors
of homes from rural Jaffna. Nearby were Menika
van der Poorten’s (Sri Lanka) intimate portraits
of the Eurasian community (Burghers) struggling
to retain its identity and resisting erasure. In the
corner of the gallery a young upcoming Jaffna
artist Varatharajan Balamurugan (Sri Lanka)
shared his canvas narratives of the utopian desire
to look for light after the long civil war that robbed
his childhood. Thisath Thoradeniya (Sri Lanka)
recreated a device which manipulates serial
lighting systems for festivals and public junctions
in “Slash Drum”. The simulated celebration here
without apparent reason, channeled through
this interesting and absurd relic from the past,
reflected disconnect. Manori Jayasinghe’s (Sri
Lanka) barbed wire “Chandelier” and “Faces of
a Monkey” with women’s accessories posited
gendered fetishized symbols of war.
At the JDA Perera Gallery, some of the
more significant works which have defined
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contemporary Sri Lankan art were displayed.
Anoli Perera’s red elastic dress made of bra straps
“Second Skin” was stretched out to overpower the
room and the audience; the work suggestive of
the many adjustments made by women to survive
and sustain. In the same room, Jaffna-born
Vaidhei Rajasingham’s evocative graphic selfportraits – “Time for Reflection” – was a journey
through notions of home and identity that made
up an architectural maze of fragmented meanings.
Chandragupta Thenuwara’s “Camouflage” series
negotiated conflict zones, showing wounded
people and expanses of landscape in the colours
and patterns of war. His conceptual work “This is
not a white flag” was both political comment and
a reference to the wordplay and visual riddles of
modernist giant Magritte. Jagath Weerasinge’s
portfolio of drawings unfolded the fear of disease
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and death. Within these microscopic drawings,
fear was magnified as the male body was dissected
to reveal viscera. This series of drawings created
a visual narrative as though recovered from a
private journal, bringing into focus a landscape
of human life and dignity sacrificed in a war
without witness. Leo Pasqualge’s work showed
another trajectory of repetition, camouflage
and erasure ingrained in the political and social
mindset. Malaka Dewapriya’s videos repurposed
contemporary popular imagery in a digitallymanipulated, psychedelic animation of colour.
Many younger Sri Lankan artists from rural
backgrounds were the new voices to be reckoned
with. Armed with new media, material and
technology, their imagery and approach was
“cool”. Collage, video, slang, and pop culture were

used in witty and ironic works to represent the
growing disparity between urban and rural and
the desire to be part of the art scene in Colombo.
Anura Krishantha created a fragile landscape out
of ammunition, inspired by satellite surveillance
views projected as video. Jananada Laksiri (Sri
Lanka) created a maze of mirrors and animated
digital prints that captured fear and psychological
trauma. Sanath Kalubandana’s “showcase” was a
generic middle-class cabinet. It turned the soldier
into a mere toy with other trophies of memory.
Nigel Sense (Australia) in his work used Pop Art
to play with the triumph of the local President
and the Sri Lankan Tamil cricketer, Muttiah
Muralitharan. The political milieu and the game
of cricket were depicted with the same spirit of
nationalistic fervour.
Pradeep Thalawatte’s (Sri Lanka) “Burnt
Landscape” reclaimed loss and memory through
inscribing trees that disappeared after the war. The
striped Hindu temple wall articulated the sacred
and secular. He later on camouflaged himself as
a Tamil priest in a reversal of roles that plays with
identity politics. Anoma Rajakaruna’s (Sri Lanka)
provocative photographs were a bleak reminder
of the past and uncertain futures. These images
from the war zone were animated by multiple
exposures, showing the changing landmarks and
landscapes. The animated table-tops of Pradeep
Chandrasiri (Sri Lanka) were charged with flamelike dynamic graphic lines. The graphic quality of
these lines made fear tangible, while suggesting
the tensions between perpetrators of violence
and their victims. Pala Potupitiye (Sri Lanka)
reworked official maps by inscribing them with
signs and symbols that told a narrative of violence,
masculinity, and the changing landscape of the
nation. The maps became an interpretive record
interrogating change in a troubled nation.

The most dramatic works were from the
Norwegian artists, Erick Pirolt and Tori Wraanes.
Their tableaux of themselves pushed the limits of
self portraiture. Wraanes appeared larger than life,
soaked in a tub of her own tears, while playfully
nursing a water wheel between her knees, further
animated by the flowing tears. A life-size Pirolt
was seen hanging his own head on a clothes line.
The ability to address the violent self in all humans
was made visual in this parody of the inhuman
self. The evocation of a rich, fat glutton who dies
bleeding in his bath tub is contrasted by the
butler releasing a caged seagull with headphones.
The bird escapes into the wide expanse of the
landscape in the sprit of flight and freedom.
Likewise, the moment of “Becoming” is pregnant
with anxiety, ambiguity and anticipation. In the
post-war cultural landscape of Sri Lanka, we
see visual art as part of a third-world radicalism.
Art communicates with a cutting edge selfconsciousness, speaking from the vantage point
of witness to the violence and separatism that has
crippled a multi-cultural nation.
Being from South India and having a longstanding connection with the Sri Lankan art scene
has influenced my approach to curating CAB. The
SETHUSAMUDRAM project was an important point
of departure for inquiry into the contemporary
socio-cultural and political anxieties that Sri Lanka
and India share. The affinity between the two
countries is more than just geographical; we have
always had an intertwined history, mythology
and geopolitical situation. CAB gave me new
perspectives on Sri Lanka from within. The warmth
and generosity of the artists and others I met made
me feel at home and helped me identify the pulse
of the people and the politics of another nation.
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Curator Amit Kumar Jain
A BIENNALE OF THE PEOPLE, FOR THE PEOPLE
When I took up the role of the regional curator
for the Colombo Art Biennale four months ago,
I never thought that this would be one of the
best decisions that I would ever make. What
looked like an almost impossible task then, was
in fact a utopian journey that brought people
from different backgrounds and many countries
to work together. This team, led by Annoushka
Hempel, had an unparalleled motivation and
selfless commitment to the arts, which is required
to overcome the obstacles and realize Sri Lanka’s
biggest art event.
The Colombo Art Biennale (CAB) is one of the
youngest and also the shortest Biennale in the
world and its backbone are the artists who have
selflessly contributed to making it happen. In its
third edition, CAB is showing fifty-two artists from
sixteen nations who have worked on the theme of
“Making History” within budget constraints, venue
limitations and short deadlines. From creating
new works to sending previous works to fill the
five venues, the artists have been in constant
discussion with the CAB team to creatively solve
the problems of a biennale that deserves more
support from the Government and patrons from
across the world.
The artists, through the mediums of photography,
video, installation, performances, sculpture
and painting have questioned history and its
authenticity, given that it is written by hands that
we have never met or known. In their personal
encounters with history, artists have focused on
revealing alternate histories or the unheard voices
that work beyond the political agencies. These
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personal histories touch upon the acts of war,
loss and nostalgia and come alive in the works of
Sharni Jayawardena, Liz Fernando, Anoli Perera,
Sachini Perera and Natalie Soysa as well as in the
recently commissioned graphics of “Herstories”,
a project documenting the stories of women by
Radhika Hettiarachchi and Shanika Perera.
The scars of imperialism and civil war that plagued
independent Sri Lanka for thirty years are still
fresh, and as curators we could not escape it. We
were often faced with the dilemma of choosing
the direction the exhibition would take – shall
we focus on the war or on the new histories that
are being constructed in the post-war era. A few
works of art that focused on male dominance
in colonial academics (Pala Pothupitiya), or the
political power of the crown (Mahbubur Rahman
and Manori Jayasinghe), or the impact of war
that scarred the artist (Pradeep Chandisiri) were
selected to provide the basis for developing new
histories.
Creating new histories is a laborious process and
thus we developed a section dedicated to the
narratives of fallen heroes, often unseen in larger
social processes. While Khalifa al Obaidly examines
the migrant labour force in the Middle East that is
engaged in creating the new wonder cities, Rakhi
Peswani’s work “Inside the melancholic object (an
elegy for a migrant labour)” abstracts the labour
that goes into harnessing the coffee and cotton as
material, both products of colonial pasts in the subcontinent. This would be an appropriate moment
for me to acknowledge the unseen heroes of the
CAB – Puja Srivastava, Lalith Manage, Bandula

Hewage, Malith Wijesiriwaradana and Louisa
Brandt, who have not only inspired me to work
tirelessly but have also been the “spine” of this
biennale.
Where do we go from here? This is a question that
only time will answer. The third Biennale has been
organized against the tide, but what if the tide is
stronger next time? Now is the time to accept and
recognize this event and ensure its continuance.
Venues would need to be permanent and would
need to be more flexible with their rules and allow
for basic alterations in their spaces, to enable more
possibilities when hanging artworks, painting
walls or using spaces that are beyond the white
cube. Art is not restricted anymore so why should
the venues work within a boundary?
Susanta Mandal in his work and in a space
dedicated to the use of technology (old and new)
to record history summarizes this note for me.
In How long does it take to complete a circle, he
questions the idea of history repeating itself. The
Biennale meets with limitations every two years;
these challenges are met with enthusiasm, and it
won’t be any different this year. As is evident in
Laksiri’s video: the Tightrope was never meant to
be a walk in the park, but maintaining balance in
approach would see it through to its end.
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Curator Ruhanie Perera
VORTEX AND VERSIONS
Faced with a blank page to be filled, I am struck
by the sense of weight that comes with it – the
weight of choices about to be made. And yet, the
empty page is empowering, as is the new canvas
and the clean slate – motifs of creation-in-process
that, for me, resonate with the conceptual framing
of “Making History.”
The emptiness thus signals freedom. Perhaps we
will never know what exactly will fill the page,
the canvas, the slate. But certainly, we are free to
confront the emptiness. And this, in many ways,
encapsulates for me the spirit of the Colombo
Art Biennale 2014 – for artist, for curator, for
industry and for the art community. And, as I think
through the work – as you will do in the coming
days – more tangibly than the curatorial panel’s
present reality of sensing work through concept
notes and frames, floor plans and photographs,
measurements and exhausting amounts of
imagination, what is exciting and significant is
that this body of work produced by the Colombo
Art Biennale’s artists speaks most profoundly as a
collective witnessing of a contest of versions – in
narrative, in medium, in practice, in politics.
Three strands of story emerge from the live art
segment: an x-ray about to be taken, a form to be
filled, a needle threaded for a garland to be made.
We are engulfed every day in the global politics of
inescapable histories – and in the quiet, a steady
hand threads a needle to make a garland for the
person who may never arrive. We inhabit historymaking moments of socio-political dimensions
with significant cultural implications – while a
woman prepares for an x-ray to be taken, her
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body manipulated, depersonalised and objectified
at the same time. We speak of a post-war nation
– while a man waits, form in hand, for answers.
Local artists Jake Oorloff, Kumari Kumaragamage
and Venuri Perera in collaboration with Priyanthi
Anusha work with these three moments of
waiting to create a continuum of responding to
their lived histories of citizenship placed within
the trajectory of post-war Sri Lanka. The sense
of waiting in the work resonates with a sense of
emergence through a history of political upheaval.
The work is also a reminder that there is such a
thing as creative agency – acquired in art contexts
where the artist is the actor, the participant, the
interventionist. Adrian Schvarzstein, who takes to
the street in his work, reminds us most visibly of
the possibilities of intervention and interruption
through “liveness”. Thomas Pritchard and Eva
Priyanka Wegener, both multi-disciplinary artists,
occupy that liminal space of interdisciplinarity in
their art practice, insisting that a multiplicity of
perspectives is integral to the seeing and receiving
of art today. Theirs is a practice that demands a
re-evaluation in approaching contemporary art
practice, while also considering the demands that
are placed on an audience as their role shifts from
passive receiver to being empowered to intervene.
And so, artist and community remain connected
through the possibilities of their engagement in
art. South African writer Mongane Wally Serote
writes: “We page through each other’s faces. We
read each looking eye… It has taken lives to be
able to do so.” This is how I like to see artist and
an art community – as engaged in a relationship

of consistent seeking and incessant questioning.
Located in South Africa’s complex political history,
Serote’s writing brings me back to the thematic
focus of the Colombo Art Biennale 2014. Making
history. Written in the active present, it echoes
Nira Wickramasinghe’s premise: “a rhizomatic
approach to history—a situation where the future
and past are constantly in the process of becoming
each other.” This thread that ties in the vortex of
historical process and the notion of contesting
versions runs through my curated content – the
live art segment, the catalogue essays, and during
the course of the biennale, the conversation series.
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Curators Neil Butler with Chandraguptha Thenuwara
ART DOES NOT SIT IN A VACUUM
The theme “Making History” is a starting point. A
platform to generate art and discussion.
Art does not sit in a vacuum. Artists make art
and a public interprets it, while being actively
engaged in the work. While the work might come
from the artist’s inspiration and the way that the
inspiration is presented in an artifact, the way that
inspiration then effects the public is unique for
every individual.
Art does not sit in a vacuum. Artists create
new vocabularies to describe their reality, new
vocabularies that generate fresh insights. They
draw our attention to other interpretations of the
world – to shift our perception, to reveal beauty
and truth that might have been masked from us
because of our preoccupations and habits and the
pressures of just getting on with life. They allow a
shift in our perspective on the world that even at
the slightest level can be life changing.
Art does not sit in a vacuum. Art contributes to
the construction of our historical perspective. The
artifacts left by artists help us interpret historical
cultures. The destruction or concealment or
manipulation of those artifacts can be a political
act of revisionism to manage our view of the past.
“Making History” does not sit in a vacuum. It is a
powerful and provocative theme where both the
artist and the public can choose to develop and
interpret it as they see fit.
Acknowledging the publics’ part in our Biennale
is complementary to how I see art. A dynamic

16

relationship exists between artists, their vision, the
work they create and the public who interpret it.
The power and freedom to interpret makes for an
exciting and sometimes provocative relationship
between the artist and the public.
For its 2014 edition, Colombo Art Biennale have
partnered with UZ Arts, represented by Neil Butler
to develop the International programme. UZ Arts
have raised funds through Creative Scotland and
the European Network “Insitu” to bring artists
to be residents at the Suramadura Centre in
Hikkaduwa and create work for the Biennale. The
ethos of the Centre is a commitment to sharing
practice between Sri Lankan-based artists and
those visiting the Centre from abroad. This has
taken place through the support of an exchange
programme (envisioned and led by Chandragupta
Thenuwara) whereby International artists present
their practice to practicing artists and students
based at Colombo University and the Vibhavi
Academy of Fine Art at the beginning and end of
their period of residency.
The artists considered for the CAB 2014 were
selected first by two panels based in Scotland
and Europe, with their recommendations then
reflected and deliberated on by the CAB’s curatorial
team, which has the final word on participation.
The artists included represent a wide range of
contemporary practice and the commitment of
the residency is to support artists as they explore
different media and locations in the expression of
their ideas. Artists are working in performance,
sound, installation, video and a wide range of
materials to create pieces for presentation in

galleries but also other sites across the city. They
draw their inspiration from the rich cultural and
physical environment in which they are living and
the theme of “Making History”.
“Making History” is not only about where we’re
coming from but also the here and now. We are
now:here.

[The public are invited to participate in the creation of Neil
Butler’s installation We are No:where, which is an extension of
his curating process]

All UZ Arts artists are funded by:
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Sachini Perera, The Picture Press

Meditations on History: A Photo Essay

‘There are two ways to lose oneself: by a walled
segregation in the particular or by a dilution in the
universal. -Aimé Césaire.
Walter Benjamin famously wrote, “History is the
object of a construction whose place is formed not
in homogenous and empty time, but in that which is
fulfilled by the here-and-now.” Few would contest
Benjamin’s critique of historicism and his argument that
what is properly historical only reveals itself to a future
generation capable of recognizing it – a generation
possessing developers strong enough to fix an image
never seen before and never to be seen again. In spite
of this, many scholars and practitioners in the field
of conflict and conflict resolution in Sri Lanka resist
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acknowledging the need to historicize their reading of
the present. (…) understanding the fractured state of the
Sri Lankan polity today and evolving reconciliation in
any form is not possible without a rhizomatic approach
to history—a situation where the future and past are
constantly in the process of becoming each other.’
-Nira Wickramasinghe, “Sri Lanka’s Conflict: Cultural
Lineages of the Past,” Journal of International Affairs,
Fall/Winter 2006, vol. 60, no. I.

Sachini Perera, The Picture Press

‘(…) The challenge today is to revitalize citizenship as
an alternative to multiculturalism in a way that reaches
further than legal rights and entitlements and within
a state structure that recognizes multiple identities
through multiple acts of identification. This would mean
acknowledging the limits of pluralism by accepting the
fact that all differences cannot be accepted and through
devising criteria to determine what is admissible and
what is not. Mostly, it means sapping the cultural
exclusiveness of our schools, offices, clubs, associations
and political parties. It means recasting our past and
deeply probing pathways taken and pathways missed,
while at the same time acknowledging that the past is
the past although it permeates our present. “The past,”
wrote Lefort, “is not really the past until it ceases to
haunt us and we have become free to rediscover it
in the spirit of curiosity.” The graft of the past is not
inevitable or embedded in unbreakable cement. It is

important to read it anew and reinvent the present in
the spirit of curiosity.’
-Nira Wickramasinghe, “Sri Lanka’s Conflict: Cultural
Lineages of the Past,” Journal of International Affairs,
Fall/Winter 2006, vol. 60, no. I.
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NOTES

ARTISTS

Andrew Jay Weir & Christto Sanz
Qatar

Christto & Andrew are
a
collaborative
duo
of visual artists who
currently live and work
in Doha, Qatar. Christto
Sanz was born in San Juan, Puerto Rico where he
received a BA from the Escuela de Artes Plásticas
before completing a Master’s in Visual Communication
from Elisava, Barcelona Spain. Andrew Weir was born
in Johannesburg South Africa; he is currently persuing
his MA in Museum Studies and Gallery practices from
UCL, Qatar. They have exhibited in the Middle East, the
United States, Central America and Europe.
The artists met while studying abroad in Barcelona and
they have worked together since 2009. Christto and
Andrew have collaboratively produced photography,
objects and video that explore social identity, media
and the interpretation of history.

relates to the massive influx of migrant labour into the
region. Through the recreation of historical events, they
touch upon important topics related to the economic,
political and social order of the past.

Christto & Andrew’s photographic work looks at the
pearling history of the Middle East, particularly Qatar,
by using models from the Indian sub-continent which
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Anoli Perera
Sri Lanka

Anoli Perera studied
political
science,
economics
and
sociology before turning
to visual art. Largely
self-taught, she trained in stone carving in the US.
Anoli’s “Memory Keeper” engages with how we relate
to our personal histories by exploring how the artist
retains and communicates memories of her family as
well as histories that have been forgotten, whether
deliberately or through the passage of time.
Hailed in Sri Lanka as a pioneer in introducing art that is
informed by feminism and craft art practices, her work
engages critically with women’s issues, history, myth
and identity, colonialism and post-colonial anxieties. Her
writings on contemporary Sri Lankan art have appeared
in many publications, including Art Asia Pacific, South
Asia Journal for Culture, Frontline, Asian Art Archive,
and art catalogs and books on Sri Lankan artists.
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Anoli Perera is a co-founder and a director of the
Theertha International Artists Collective, a progressive
art initiative based in Colombo which maintains the
experimental art space Red Dot Gallery. She is on
the Artistic Advisory Committee of the Colombo Art
Biennale and a peer panel member of the Arts Network
Asia (Singapore). She currently lives and works in New
Delhi, India.

Anthony Haughey
Ireland

Anthony Haughey is
an artist and lecturer.
He supervises PhD’s
at the Dublin Institute
of
Technology.
He
was Senior Research Fellow at the Interface Centre
for Research in Art, Technologies and Design at the
University of Ulster, Belfast, where he completed a PhD
in 2009. His art practice emerges from the premise
of the situatedness of art in place and community,
and connectedness through dialogic exchange, often
blurring the lines between the subject and viewer.
Between 2008 and 2012, he produced a series of video
installations and art interventions with The Global
Migration Research Network.

and “Labour” and “Lockout” at LCGA. He recently
completed a commission for the “Aftermath” project,
which is currently touring Ireland. In 2013, he was
awarded the Arts and Cultural Diversity Bursary
organised by Create, the national development agency
for collaborative arts in social and community contexts.

His work has been exhibited, published and collected
widely. Recent exhibitions include “Northern Ireland:
30 years of photography” in the MAC; “Belfast
Exposed: New Irish Landscapes” in the Three Shadows
Gallery, Beijing; “Homelands”, a major British Council
exhibition; “Citizen” in Highlanes Gallery, Drogheda
and MCAC, Portadown; “Strike!” with Jeremy Deller;
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Bandu Manamperi
Sri Lanka

Bandu Manamperi holds a
BFA in Sculpture and is a
core member of Colombo’s
Theertha Artists’ Collective.
Bandu was one of the first
performance artists in Sri Lanka, creating highly personal
art experiences based on the transformation of his
own body, but he doesn’t limit himself to any one
genre and his art practice also encompasses sculpture,
drawing and painting, and installation art. He also
lectures and consults widely on a range of topics
including contemporary art, museology, and local craft
traditions.
Bandu is a leading figure in recent social art projects
carried out under the aegis of Theertha, including “Let’s
Take a Walk” and “Ape Gama.” He presently lives and
works in Bandaragama.
For the Biennale, Bandu is creating a new performancebased video in which he is shown undressing and then
ironing his clothes. It represents an act of removing
oneself from the past and the erasing of memories.
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Ironing out the creases gestures towards the creation
of a new history and a sanitized identity.

Banoo Batliboi
India

Banoo Batliboi is a selftaught paper artist who
creates “book art” with
old, abandoned books.
By shifting the focus
from their conventional form as a vehicle for narrative
ideas—as a primary medium for the communication and
creation of history—to the tactile and visual qualities
of the book, she imagines an alternative life for each
volume.

that exemplify the best of the traditional bookbinder’s
craft. These books have been reconfigured by the artist
through a process of precision folding to transform
them into something new.

Banoo makes paper behave in surprising ways. The
pages of an old atlas restructure themselves into a new
topography. Metallic paper creates patterns with an
unusual look and feel. She further abstracts her book
sculptures through her art photographs, allowing the
viewer to see paper in new and astonishing ways, and
engages in questions of narrative authority—who has
the authority to write our histories and whose history
are we being taught?
The “Plush Series” of book sculptures are special
because they have been fashioned from vintage books
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Chinthaka Thenuwara
Sri Lanka

According to Chinthaka
Thenuwara, our lives
are in constant motion
transforming
themselves into history. Just
as we are becoming familiar with the status quo, we
move to another situation. Making history becomes
a constant varying cycle, a natural sequence of acts,
results and consequences. The changes that occur
through the process of making history are like looking
through a kaleidoscope, in that each individual sees
the same elements, but reassembles them into a different enticing new pattern. As an avid cyclist, Chinthaka experiences his daily cycling routes as method
for assembling a kaleidoscopic vision of how history is
made in which historical monuments, buildings, landscape and roads change form, identity, functionality or
completely disappear through temporal, social, political and cultural changes.
As a professional photographer, Chinthaka has a licentiate membership in the Institute of Sri Lankan Photography, as well as a Higher National Diploma in pho-
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tography from the Photographic Art Society, Sri Lanka
affiliate to FIAP, and a Higher National Diploma in Interior design from the AOD Sri Lanka. He is a founding member of the Collective of Contemporary Artists
(CoCA). He has exhibited widely in Sri Lanka, where
his work has won many awards, as well as in other
parts of Asia, Europe and the Middle East.

Danushka Marasinghe
Sri Lanka

In his video installation
“Conseal
of
Marks,”
Sri Lankan video artist
Danushka
Marasinghe
explores
how
the
attempt to erase history is never simple, but always
leaves its own marks, bearing witness both to the act of
erasure itself and the agent of erasure.

“War & Peace: Visual Narratives from Contemporary Sri
Lanka” at the Lionel Wendt & Harold Peiris.
Marasinghe is particularly interested in the expressive
power of the audio-visual medium to explore sociopolitical issues such as violence, racism and bigotry,
environmentalism, and how privacy (and the lack of
it) has become one of the defining issues of modern
society.

Danushka trained at the University of Visual and
Performing Arts in Colombo and the Digital Film
Academy of the Sri Lanka Foundation Institute, where
he developed his love of animation, as well as other
film techniques, and which resulted in the creation of
his first short film, ‘’R.I.P.’’ His work was also influenced
by participation in the “Art needs space” public art
workshop at the Colombo Goethe-Institut.
In addition to exhibiting in the previous Colombo
Biennale, Marasinghe has shown his work as part of
the CoCA Artist group at the Colombo Goethe-Institut,
was granted a solo exhibition at the Theertha Red Dot
Gallery in 2012, and participated in the 2013 exhibition
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Deng Yifu
China

Deng Yifu was born
in Guangdong, China.
He currently lives and
works in Beijing. Deng
is a multidisciplinary
artist involved in painting, photography, sculpture,
and installation. After graduating from the Guangzhou
School of Light Industry, Guangzhou, China, with a
degree in Model Design, Deng engaged in additional
studies at the Guangzhou Academy of Arts and the
Luxun Academy of Arts. His awards and residencies
include the 2006 Red Gate Gallery Residence projects
in Beijing, the 2005 International Artists’ Studio
Exchange Projects at the National Museum Of Art,
Seoul, Korea, and the 2004 Open Attitude: The First
Youth Art Exhibition of Guangdong Award, Guangdong
Museum Of Art, Guangzhou, China.
Deng’s works have often engaged with the nature
and process of history and have been included in
shows with related themes, including “RESHAPING
HISTORY：China Youth New Art Invitational Exhibition”
Today Art Museum, Beijing in 2012, and “Archeology
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of the Future：The Second Triennial of Chinese Art”
Nanjing Museum in 2005.

Fireflies
Sri Lanka

“Fabric of Time” uses
saris and cloth of
different time periods,
worn by women who
have
undergone
diverse experiences in their life journey that narrate a
consciousness, a nostalgia and remembrances of the
past as an emotional experience.

of history through interpretations based on collective
memory and real life experiences.
The Fireflies Artist Network emerged from the Women
Artists’ Colloquium (WAC) which was started by
Theertha as a program for women artists. The Fireflies
artists involved in “Fabric of Time” are Lakisha Fernando,
Therica Miyanadeniya, Anusha Wijesinghe, Vijayalan
Thujiba, Janani Cooray, and Leyla Gonaduwa.

The threads with which the fabric is woven represent
the trajectories that bring the past into the future. How
was the fabric woven? Who decided and formed the
patterns? What were the deep rooted emotions and
events that knitted this history together? Who proudly
adorned this fabric in its time and space? These are
interrogations for contemplation.
The “fabric of existence” is woven with thread of
different hues and patterns, chosen by artisans who
tell the story of cultures, events, experiences and
emotions through frozen moments in time. The fabric
itself forms the boundary within which these antiquities
are confined and narrated; making our own versions
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Gihan Karunaratne
Sri Lanka

Born in Sri Lanka, Gihan
Karunaratne grew up in
the UK from the age of
ten, where he became
a
RIBA-chartered
architect. He has been an academic lecturer in both
Britain and Sri Lanka and has exhibited at the Rotterdam
Architecture Biennale in 2009 and four times at the
Royal Academy Summer Exhibition. In 1999, Gihan won
The Bovis and Architect Journal award for architecture
and was made a Fellow of The Royal Society of Arts for
Architecture, Design and Education in 2012.
Karunaratne’s art investigates how we analyze our
world through mapping, both of the actual world and
of alternative realities, by drawing on a combination of
observation, investigation and high-tech data analysis
which identify movement, socio-economic patterns, and
local political conditions. The maps are a compilation of
hidden data not bound to a fixed time, scale or grid, but
which evoke emotional exploration into the ethereal
world.
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For the Colombo Art Biennale 2014, he is exhibiting
a series of maps, diagrams and a short animated film
mapping, portraying the protesters outside St Paul’s
Cathedral, throwing light on police kettling techniques,
questioning the use of social media, smartphone
tracking techniques and the banality of infrastructure
maps.

BALMOND STUDIO

Hannah Brackston
Scotland

Having
grown
up
moving between Leeds
and rural Oxfordshire,
Hannah
Brackston
spent a year working
with community educational/development projects in
Southern India before studying environmental art at
the Glasgow School of Art. After finishing her degree
in 2011, she received the David Harding Public Art prize
and exhibited at the Royal Scottish Academy “New
Contemporaries Show”. Her key works include “Desire
lines” (2011), a permanent sculptural work in the form
of a gateway for Bellahouston Park, and “Nith scoping”
(2012), a research-generated project that explored
the relationship between people who live along the
River Nith and the river, for the public art program
“Inbetween:Dumfries”.

Hannah is a founding member of the Open Jar Artist
Collective and is currently engaged in an on-going
collaboration with icecream architecture called “The
Govan Book of Memories”, a community-based project
re-imagining the stories of Govan, through the Govan
Cross Townscape and Heritage Initiative. Hannah
currently works from a studio in Govan, Glasgow.

Recently, Hannah completed artist residencies in
Cuxhaven Germany, Unit 7 Artists’ Studios Glasgow
and a self-directed residency at the Glasgow Sculpture
Studios, which were supported by awards from Arts
Trust Scotland and The R.S.A. Residencies for Scotland.
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Hojat Amani
Iran

Hailing from Luristan,
Iran, and having trained
at the University of Art
in Esfahan for his BA
and the University of Art
in Tehran for his MA, Hojat Amani is best known for his
fantastical photo montages that juxtapose images of
people, angel wings, and more traditional Iranian motifs
and designs.
Drawing inspiration from history, the universality of
angels as a symbol, and religious pilgrimages, Amani’s
aesthetically futuristic interpretation of angels are
wrought with vivacious personality, yet also leave room
for subtle contemplation and self-reflection on morality
and the universal language that symbols, even when
embodied by humans, have.
In his Biennale work, Amani uses repetitive calligraphy
forms to invite the viewer to see the depth of Iranian
mystical art, and create a space of flow and rhythm.
He hopes to introduce this mystical art to the west
and share an art that is intertwined with the history,
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literature and wisdom of his culture.
A rising star in the contemporary art scene, Amani
recently had a work sell at the Spring Bonham’s
Contemporary Photography sale in Dubai. He has had
art residencies in London and in Lithuania, has also
published many articles and interviews, and lectures on
art topics all over the world.

Jagath Weerasinghe
Sri Lanka

Jagath
Weerasinghe
studied Painting at the
Institute of Aesthetic
Studies, University of
Kelaniya (1977-1981) and
at the American University in Washington, DC (19881991). He currently teaches History and Theory of
Archaeology, Art History and Heritage Management at
the Postgraduate Institute of Archaeology, Colombo.
Some of his most significant exhibitions have been
‘Anxiety’ and ‘Yanthra Gala Round Pilgrimage’ which
introduced possibilities of artistic expressions reflective
of broad political and social implications within a
deep personal context. Jagath is also the Founding
Member and Chairman of Theertha International Artists
Collective in Sri Lanka.
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Janananda Laksiri
Sri Lanka

Janananda
Laksiri
received
his
art
education at the Vibhavi
Academy of Fine Arts
(VAFA) as well as from
the National Design Centre in Sri Lanka. His academic
training has given him a solid grounding in classical art
techniques. Since then, however, he has branched out
and his experience in electronic media and IT capabilities
in many 2- and 3-D graphic software platforms has
allowed him to generate breath-taking digital art and
sensational multimedia installations.
His work, “Mirror Images”, an installation of a charred
power pole with a flickering streetlamp surrounded by
tall parallel mirrors, was considered by many as a major
attraction at the Colombo Art Biennale in 2012. His
works are highly charged with emotions and take the
viewer beyond a vision of personal despair and misery
in order to focus on the broader issues of contemporary
society.
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Jesper Nordahl
Sweden

Jesper Nordahl was
born in Sweden where
he is also currently
based.
The documentary-tinted video works by Jesper
Nordahl have for some time been scrutinising the cause
and effect of global developments, partly as expressed
by the individual, and partly as a manifestation of the
societal situation as a whole. Nordahl’s works suggest
that the personally rendered narrative is inextricably
interwoven with the complex web that constitutes our
common history and our present political circumstances.
The artist’s endeavour in time turns into a series of
interconnected works, not repetitive but deepening the
field of investigation, thus becoming more of a train of
thoughts elaborating on specific topics.

Projects Amsterdam.
Nordahl graduated from the Royal Institute of Art in
Stockholm 2000 and he took part in The Whitney ISP
in New York 2007.
He lived in Sri Lanka in 1982-84 when his father was
working with SIDA and Skanska to build the Kotmale
Dam. He has since returned several times to Sri Lanka,
twice for residencies at the Theertha International
Artists Collective. He also had residencies at Iaspis
studio in Stockholm and Kunstlerhaus Bethanien in
Berlin.

Nordahls’ work has been shown internationally, including
exhibitions at Shedhalle Zurich, Modern Museum
Stockholm, Index Stockholm, Artists Space New York,
Grazer Kunstverein Graz, Kunstlerhaus Bethanien
Berlin, Colombo Art Biennale 2012 and Dolores at EDB
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Jo Hodges and Robbie Coleman
Scotland

Robbie Coleman and
Jo
Hodge’s
current
practice explores the
human relationship to
environment and the
complexities of place. Their work is multi-disciplinary
and of an ephemeral nature, combining forms such as
performance, projected imagery, temporary installation
and sound. They often seek to create art by reimagining
and reinventing existing processes and cultural
iconographies in new contexts.
Their practice is context- and not media-specific, being
led by a research-based response to the physical, human
and cultural environs. They are interested in developing
new strategies for creating work in the public space and
in exploring new ways of engaging audiences.
Robbie is a visual artist and designer based in Scotland.
He has created and collaborated on local, national
and international arts projects in a variety of media
including live art, sculpture, installation and film. He
has also managed several large-scale arts projects and
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designed exhibitions for galleries and museums in the
UK.
Jo has a background in human ecology, community
development and social justice. She has a diverse multidisciplinary practice, creating both permanent and
temporary public works, site-specific interventions,
time based pieces, exhibitions and performance. She
has worked with The Gallery of Modern Art, Glasgow,
The National Museum of Scotland and The National
Portrait Gallery in London.

Khalifa Al-Obaidly
Qatar

Qatari
photographer
Khalifa
Al
Obaidly
originally studied marine
biology at the University
of Qatar, and underwater
photography was one of his earliest formative
experiences with the medium.
Since 2002 Al Obaidly has concentrated on Qatari
tradition and culture through the twin themes of Desert
and Sea, seeking to convey through his photography
the importance of the traditional wooden boats, called
dhows, as reflections of Qatari history and bearers of the
spirits of Qatari culture and the soul of the pearl divers.
In addition to his own photography work, Al Obaidly
has worked at a number of science and art museums,
including the Aquarium at the Qatar National Museum,
serving as an assistant director at the Islamic Art
Museum, and the Qatari National Council for Culture,
Art and Heritage. Most recently, he has been working
on a project to construct a museum of photography
and build a collection of work.

Al Obaidly is also involved with many Qatari heritage
programmes and initiatives, as well as leading the
“Found Objects Project” (Echo Memory or Sadda AL
Thekraiat) which seeks to create art from found objects
for Heart of Doha Project.
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Kingsley Gunatillake
Sri Lanka

Kingsley Gunatillake is
a painter, an installation
artist and a book artist.
His
formal
training
includes a BFA from
the Fine Art University of Colombo and a diploma
in Environmental Education from the University of
Strathclyde, Glasgow in 1994. Gunatillake is currently
a visiting lecturer on the faculty of Visual Arts of the
University of Visual and Performing Arts in Colombo.
 e has had several solo exhibitions in Sri Lanka, the UK,
H
the Philippines, Ireland, Scotland and India. He has also
participated in many group exhibitions and international
artist camps both in Sri Lanka and abroad, most recently
in France, the UK, Japan, Pakistan, India and at the
Seongnam International Art Fair in Korea. Gunatillake
has also been the recipient of a number of national
awards since 1980 as well as international awards from
both Czechoslovakia and Japan.
 unatillake’s painting, sculpture and installations can
G
be found in many local collections, including the Sri
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Lankan Presidential Collection of Contemporary Art. He
currently works out of his studio in Kandy.

Kit Mead
Scotland

Based in Glasgow, Kit
Mead studied Fine Art
at Cumbria Institute
of the Arts, Carlisle,
graduating in 2010 and
has since exhibited nationally and internationally. He
was runner-up for the inaugural “Title Art Prize” from
the Blank Media Collective, Manchester in 2011, and
has participated in a number of group shows since
2006. He has had 8 solo shows, most recently “Allison
and Victoria” at the Govanhill Baths, Glasgow, 2013
and has been artist-in-residence at the Sura Medura
International Artist Residency Centre, Sri Lanka, 2013.

the effects of change.
“The Other Kwai” examines the lasting disruption
caused to an area of the Sri Lankan rainforest used as
the set for the 1957 David Lean film “The Bridge on the
River Kwai”. Replicating the structure of the original
film, a selection of archival material that reveals the
building of the bridge together with filmic observations
of the present-day bridge location interweaves fact
with fiction.

Mead’s work explores the dynamics of uncertainty and
transition created by changes in the representation
of environments or objects. In order to articulate the
presence of time, he produces experiential site-specific
installations along with digital video-based work,
creating narratives of compressed information. The
remains of phenomena that have been re-shaped by
historical interference generate associative dialogues
between the monumental and the ephemeral to reveal
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Koralegedara Pushpakumara
Sri Lanka

K o r a l e g e d a r a
Pushpakumara works in
many genres, including
painting,
sculpture,
poster design, and set
and costume design, and has exhibited extensively
in Sri Lanka. In addition, he has taken part in many
international workshops and group exhibitions in
India, Sweden, Pakistan, and the Netherlands. He has
received many local awards including First Place for
Painting in 1995 at the Youth Services Council Award
Festival, as well as in the State Awards Festival 1999.
His latest series, “Goodwill Hardware,” which has
been exhibited at the Theeertha Red Dot Gallery, the
Colombo Art Biennale and at the Hempel Gallery in
Colombo, has been highly acclaimed.
Born in 1968 in Gampola, Kandy, Pushpakumara
received his art education from the Institute of
Aesthetic Studies at the University of Kelaniya, where
he graduated with a BFA in painting in 1997. He also
received a Diploma in Archaeology at the Postgraduate
Institute of Archaeology, University of Kelaniya in 2003.
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At present, he is reading for his MA in Art History at the
same university. Koralegedara Pushpakumara lives and
works in Colombo.

Lakisha Fernando
Sri Lanka

Lakisha
Fernando
works on the theme of
“intimacy” in relation to
women’s
experiences:
examining, questioning
and exploring the meanings and anxieties hidden in this
seemingly innocent and affectionate word. Her works
incorporate different elements such as written texts,
objects, photographs and painted surfaces together
giving a textured plane which transcends the traditional
two-dimensional aspect of painting. In her installation
projects, she has worked with natural and recycled
materials, and her preferred art media are items and
materials used in the decorative arts traditionally
associated with women, such as needlework,
embroidery and lace making.

international art workshops as well as many other art
events in Sri Lanka. She is the general coordinator and
a founding member of International Fireflies Artists
network, a group that formed in 2006 from the Theertha
International Artists Collective.

In addition to her own art, she also draws on her
background in psychology in order to work as an
art teacher for individuals with special needs and
as a counselor. She is a member of the Theertha
International Artists Collective, a progressive artistled art organization which organises the Theertha
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Layla Gonaduwa
Sri Lanka

Layla Gonaduwa takes
the Biennale theme of
“Making History” in its
literal sense and has
used her love affair
with books and being the owner of a secondhand
book exchange as the material and background for
“The Silverfish.” This work seeks to transform the
“Mahavamsa”, a Pali epic poem of Sri Lankan origin,
according to procedures meant to evoke the damage
done to texts over time by silverfish. The silverfish here
represents a disruption and a distortion, symbolically
stealing matter and meaning from the book and the site
it is held.

is a member of Fireflies (International Women Artist’s
Network) and also CoCA (Collective of Contemporary
Artists).

The transformations of the silverfish echo the
transformations that we all, insofar as we are chroniclers
of our own experience, make in attempting to turn our
experiences of events into history.
Gonaduwa is a self-taught, experimental enamel
artist, and the founder of Read&Seed, a home-based
secondhand book exchange with a cult following. She
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Lawson Pest Control Ltd

Layout2050
India

Layout
was
started
in 2010 in New Delhi
by a group of artists
interested in making
site-specific installations
working mostly with construction material, influenced
by the DIY culture. The artists are concerned with
creating a specific cultural landscape whose character
is influenced by the geological structure, history and
culture of the environment in which the work is created.
They draw inspiration from technology in order to create
a vision of reality expressed solely through hypothetical
projects. The members are M. Pravat, Navid Tschopp,
Sayantan Maitra Boka and Susanta Mandal.

Sayantan Maitra Boka trained as an architect and heads
the interactive design firm, Illusion In Motion. He also
works with NGO Shelter Promotion Council (India)
to produce public art festivals in India. The focus of
Susanta Mandal’s recent mixed media installations is on
the concept of energy. The collective has showed in the
Kochi Biennale, at the Devi Art Foundation in Gurgaon
and the Kiran Nader Museum, Noida.

M. Pravat is a painter from Baroda who has exhibited
widely in India and internationally and participated in
innumerable shows in India and abroad.
Swiss artist Navid Tschoff uses his art and architecture
training to engage the field between Orient and
Occident and explore the many layers between image
and action.
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Lindsay Sekulowicz
Scotland

Lindsay
Sekulowicz
is an artist based in
London and Scotland.
She completed her BA
(Hons) at the Glasgow
School of Art in the department of Environmental Art
and attained a postgraduate diploma at the Prince’s
Drawing School in London.

Thompson Zoology Museum at the University of Dundee,
where her research was focused on neuroscientific
studies of space and memory.

In her practice, Sekulowicz focuses on historical
collections and biological studies. The consideration
for material and form is fundamental to all of the
works. Primarily, she works through drawing, painting
and sculptural installations, utilising often basic and
instinctive techniques, with time, study and looking
being important factors in the artistic process.

In January 2014 she will begin a residency at Sura Medura
International Artist Residency Centre in Hikkaduwa, Sri
Lanka.

In the past, Sekulowicz has worked with entomologists
from the Museum of Natural History of Florence, Museo
“LA SPECOLA,” travelling with them on two expeditions
to jungles in Malaysia and Ecuador.
In 2012, she completed a residency at the D’Arcy
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Most recently, she has been working with botanists
from the University of Addis Ababa and Kew Gardens,
compiling a series of paintings on Ethiopian medicinal
plants.

Liz Fernando
Sri Lanka

Liz
Fernando
is
a
graduate
from
the
prestigious
LCC
BA
Photography programme
at the University of
Arts, London. Fernando’s work mostly finds its roots in
conceptual research. Her own biography, research into
the role of photography in South Asia and the resulting
work highlights the different meanings that photography,
identity, history and the notion of memory occupy within
non-western cultures.
Her work has been exhibited at the Tate Modern in
London and is showcased by Photoworks Brighton. Her
award-winning work “Trincomalee - My father’s stories
and the lost photographs” has recently been acquired
by the World Bank in Washington D.C for its permanent
collection and is currently on an international travelling
exhibition. She lives and works in Berlin and Colombo.
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Mahbubur Rahman
Bangladesh

Mahbubur
Rahman
completed his MFA in
Drawing and Painting at
the Institute of Fine Art,
University of Dhaka in
1993. In his career spanning more than two decades,
Mahbubur has held a number of solo shows at home
and abroad in Asia, Europe and the United States. He is
the Honorary Artistic Director of the Britto Arts Trust,
an artist-run non-profit platform based in Dhaka.
Screenings of his video work, “The City Gate”, was
presented at Cinema Reflet Medicis, Paris, 2009, Reina
Sofia National Museum, Madrid, 2010 and at Haus der
Kulturen der Welt, Berlin, 2010; Raku, Zainul Gallery,
Faculty of Fine Art, University of Dhaka, 2009 and
Rickshaw Chole-Re at Arts Council in Kathmandu, 2008.
Rahman has also exhibited with his artist wife, Tayeba
Begum Lipi, in two-person shows such as “Parables of
our Times”, Gallery Akar Prakar, Kolkata, 2010; “Artificial
Reality”, La Galerie, Alliance Française Dhaka, 2002 and
“Slave of the Civilization”, a performance at Jyvaskyla,
Finland, 2000.
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Mahen Walter Perera
Sri Lanka

Mahen Perera trained
in
Multi-Disciplinary
Design at the National
Design
Centre
in
Colombo before going
on to pursue his BA in Fine Arts from the Lasalle
College of the Arts in Singapore in affiliation with the
Open University U.K., where he was awarded a first
class Honors and was the recipient of the prestigious
Winston Oh travel award in 2007 which allowed him
to undertake a month-long residency in Prague. His
works have been exhibited in Sri Lanka, Singapore and
Vietnam.

archeology in the way that he intimately explores and
celebrates the residual.

Mahen works mainly with found objects and material
detritus that are often ignored, and seeks to analyze and
challenge the conventional language used to talk about
issues of identity and representation. The materials
that he works with take on the traces of history, time
and memory as a result of transformative physical
manipulation, and he explores the vestigial spaces that
are often left behind. His works are evocative of the
concept of absence and sometime even suggestive of
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Malaka Dewapriya
Sri Lanka

Video
artist
Malaka
Dewapriya is committed
to
exploring
social,
political and cultural
issues through visual
media and his literary engagement as a playwright.
His cinematic works have been shown and won awards
at international film festivals and exhibitions in Israel,
Japan, Netherlands, USA, Germany, India, Pakistan,
Italy and Austria. Having graduated from University of
Colombo Sri Lanka 2005, he won a scholarship for Film,
Video and New Media at Akademie Schloss Solitude
in Germany. In 2009, he was an Asia-Pacific Fellow at
National Goyang Art Studio, at the National Museum of
Contemporary Art in Seoul. Dewapriya is currrently in
the final production stages of his first full-length feature
film, called “The Undecided”.
For the Biennale, Dewapriya’s video art production
“Pristine” was shot in Anuradhapura and examines how
various layers of history co-exist and how they interact
in our narratives, blurring boundaries and perceptions.
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Manori Jayasinghe
Sri Lanka

Manori Jayasinghe is
a jewelry designer by
profession but engages
in other forms of artistic
expression with a wide
range of media including oil, watercolor, print media,
and multi-media installations using found objects such
as safety pins, roots, plastic pieces, and buttons. Thus
Jayasinghe attempts to transform the mere functionality
of jewelry as an object of fashion and adornment into
a different kind of work, where jewelry transcends into
an art form.

Apart from her individual development as an artist,
she is engaged in community work among a group of
disadvantaged children. Some of the activities she has
engaged in are free art and other workshops for children
to develop their skills, and counseling for children and
women living with drug-addicted family members.

Her art training was through the Vibhavi Fine Arts
Academy, a private art school with a mission to give
opportunities for part-time artists to develop their
skills. Jayasinghe’s art usually reflects her experience of
social issues and tries to give voice to these issues and
make the beholder ponder and think. She is especially
sensitive to the space of women in a male dominant
culture and tries to highlight these aspects, sometimes
in a humorous way.
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Mark Vernon
Scotland

Mark
Vernon
is
a
sound artist and radio
producer
based
in
Glasgow.
His
arts
practice encompasses
live performance, soundtracks, installations and radio
broadcasts—often blurring the boundaries between
art, music and broadcasting. His key areas of interest
are the human voice, field recording and soundscape
composition, musique concrète and the radiophonic
combination of these elements in works for broadcast
and live performance.
Mark has produced programmes and features
internationally for radio stations including WFMU,
RADIA, Resonance FM, CKUT, VPRO and the BBC. He
has also been instrumental in setting up a number of
temporary Restricted Service License (RSL) art radio
stations in the UK including Hair Waves, Radio Tuesday
and Nowhere Island Radio.
Together with Monica Brown, he runs the “Lights Out
Listening Group,” a monthly listening event focused
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on creative uses of sound and radio that takes place in
complete darkness. He also records and performs solo
and collaboratively.
Mark was selected as UZ Arts artist in residence at Sura
Medura, Hikkaduwa, Sri Lanka in 2013 and is currently
approaching the end of a two-year period as digital
artist in residence at Forth Valley Royal Hospital where
he has developed a series of new audio works for the
context of hospital radio.

Nina Mangalanayagam
Sweden

Nina Mangalanayagam
is a Swedish visual artist
based in London. She
has a Danish mother
and Tamil father, and
uses her personal experience and family background to
explore the fluidity and unfixed nature of identities, and
the interplay of influence among identity, family, society,
and environments. Through her practice, she explores
the experience of being “in-between” cultures and how
she is perceived because of her mixed background. In
the past, she has mostly examined these topics through
photography, but in her recent work she is increasingly
using the moving image in her practice.

Fotografia and “Surfacing” at European Commission
House. She received the Jerwood Photography Award
and the Photoworks Graduate Award in 2005 and was
short-listed for ArtsAdmin’s Decibel Visual Artist Award
in 2006.

Nina has a Masters in Photography from the Royal
College of Art in London, and is currently working on
a Ph.D. at the University of Westminster. She recently
completed a video commission for Radar, Loughborough
University, as part of their “Home/Land” series, which
was exhibited in Cape Town this year. Other recent
exhibitions include “Entanglement” at Rivington Place,
“International Departure - Gate 10” at Fondazione
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Olivier Grossetête
France

French
artist
Olivier
Grossetête’s work tries
to evoke the poetry and
dreamlike aspects that
exist within our everyday
life. By playing with a false naiveté, he wants his monumental
installations to encourage the viewer to question the laws
(physical as well as social) which govern us.
Grossetête trained at the Ecole des Beaux-Arts in
Valencia, where he concentrated mainly on drawing
from life, obtaining a DNSEP in 1998. He went on to work
as a stage manager at the Periscope Theatre in Nîmes,
which he sees as having helped him come to grips with
the difficulties of the narrative and to develop ways of
thinking about scenographic space.
Since then, his work has been focused on the
relationship between idea and action, the work and
its context, volume and area. He explores the urban
space with the desire to examine the architecture and
its symbolism through installations of monumental
cardboard buildings.

54

Collage is another genre that Grossetête has explored
extensively, working with found administrative
documents such as tickets, bank notes, and minutes, in
what he sees as a kind of word game. The assemblage
creates a fictive narrative—for example, a palette of
banknotes in the service of an individually crafted
fiction.

P413
Sri Lanka

P413 is a 25-year old
experimental artist who
dabbles in street art and
graffiti. He uses bold
colours and draws in a
style that fuses Nineties cartoons, classic comic book
style, and the child within. In his day job, he works as an
accounting consultant, whilst trying to pave a way for
his art at night. Constantly straddling the two worlds he
works in, he is fascinated by how far away they are from
each other, yet so similar.
He doesn’t always work solo. He also has a “wolfpack”
of like-minded experimentalists who collectively call
themselves the P413 Mob. Their most recent projects
include breaking the Guinness World Record for the
biggest “papier mâché” sculpture. His work can often
be seen around Colombo, both inside and outside of
galleries.
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Pala Pothupitiye
Sri Lanka

Cartography is an act of
history-making.
History
is created, re-created,
interpreted, re-interpreted,
narrated and counternarrated by the act of mapping. Pala Pothupitiye’s work
features juxtaposing, overlapping and morphing portraits and
maps that refer back to the past while evoking the present
production of the history today.
Coming from a background of traditional craft artists
and ritual specialists, he incorporates and reinterprets
the material and philosophical content of traditional art
in his work. Pothupitiye received his art education at
the Visual and Performance Art University in Colombo,
graduating with a BFA in sculpture.
A subtly political artist, Pothupitiye confronts compelling
political issues raised by the war in Sri Lanka and
extends his inquiry to questions of caste, the distinction
between art and craft, tradition and modernity, as well
as generating a critique of Euro-centrism.
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Pothupitiye was named Best Artist of the Year and
received First Place in Sculpture at the State Art Festival
in Sri Lanka in 2003. In 2005 he was also selected to
participate in the 3rd Fukuoka Triennial at the Fukuoka
Asian Art Museum in Japan, and in 2010 received the
jury awarded 1st Prize in the Sovereign Art Asian Prize,
Hong Kong.

Pietro Ruffo
Italy

Pietro Ruffo was born
in Rome, where he
continues to live and
work. Pietro studied
Architecture
at
the
University of Rome, and then got a research fellowship
at Columbia University, New York. Pietro has exhibited
widely including at the MACRO and MAXXI museums in
Rome; he has also shown in Berlin, Paris, London, New
York, and Moscow. In 2009 he was awarded the Premio
Cairo and in 2011 the New York Prize from the Italian
Ministry of Foreign Affairs. His artist residencies have
included stints at The International Studio and Curatorial
Program, New York, Civitella Ranieri Foundation, Italy
and Nirox Foundation in Johannesburg, South Africa.

Lodeveans Collection (London). Galleria Lorcan O’Neill
Roma has represented Pietro Ruffo since 2006.

His work is included in many public collections,
including those of the museums of contemporary art in
Rome (Macro) and Bologna (Mambo); as well as private
and corporate collections such as the Deutsche Bank
Collection (Frankfurt), Fondazione Pastificio Cerere
(Rome), Fondazione Giuliani (Rome), Depart Foundation
(Rome, L.A.), Fondazione Guastalla (Switzerland), and
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Poornima Jayasinghe
Sri Lanka

Self-taught artist and
photographer Poornima
Jayasinghe is interested
in the question of
whether
photography
can offer the same freedom of expression to the artist
as painting. Am I taking photographs of existing reality,
or creating my own world? Or does each medium lend
itself exclusively to the expression of different truths? To
quote Lewis Hine, “If I could say it in words, I wouldn’t
need to photograph.”
Many believe that an obviously manipulated image
is a trick, but Jayasinghe thinks that shows a lack of
understanding of the unique power of photography.
The technical aspect of her photographs is her answer
to the questions above. For the manipulated image, the
question “Is it real?” does not arise because the medium
has the power to go beyond reality and bring a thought
or concept into concrete existence.
Her interactive artwork for the Biennale was created
using photographs and live video projection. She
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creates an unpredictable narrative around the theme
of “Making History”—which she sees as a therapeutic
process—in order to engage in a dialogue with the
audience.
Jayasinghe is currently working as Head of Art at the
British School in Colombo. In addition to photography,
her art practice includes paintings, graphic illustration,
installation and interactive art.

Pradeep Chandrasiri
Sri Lanka

Pradeep
Chandrasiri
is a well-known Sri
Lankan artist who has
exhibited locally and
internationally. He is a
visiting lecturer on theatre set design and production
design at various universities and theatre schools in
Colombo. He has designed award-winning theatre
sets for the National Theatre Festival of Sri Lanka. He
also received the Commonwealth Art and Craft Award
for his work in the visual arts in 2003, which allowed
him to participate in a visiting artist programme at the
University of Wollongong, Australia. He has participated
in many local and international artist programmes since
1998, including the second Fukuoka Asian Art Triennial,
at the Fukuoka Asian Art Museum, Japan in 2002.

His works are profoundly influenced by autobiographical
memories of his experiences in Sri Lanka.
In addition, Chandrasiri is a founding member and
executive committee member of the Theertha Artists
Collective.

Chandrasiri is currently based in Colombo, and belongs
to the group of artists first identified with “90s Trend,”
a Sri Lankan art movement that professed a new
ideological position in art production influenced by
contemporary art practice and social context. He came
to prominence within this discourse during the 1990s.
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Prajjwal Choudhury
India

Prajjwal
Choudhury
graduated
with
a
BVA in Painting from
the Rabindra Bharati
University, Kolkata in
2003 and went on to complete his MVA in Printmaking
from MSU Baroda in 2006. He taught there as a Visiting
Lecturer with the Faculty of Fine Arts from 2011-2012.
Choudhury’s honors and achievements include the HK
Kejriwal Young Artist Award, 2012; Seoksu Art Project –
Asia Arts Link (AAL), organized by SAP, 2011; Emerging
Asian Artist Award, Art Gwangju, South Korea, 2010;
and Asia Pacific Artists Fellowship with a six-month
residency at the National Art Studio, Goyang, National
Museum of South Korea, 2010.
The artist’s first solo exhibition took place at Project88,
Mumbai, 2008. Choudhury lives and works in Vadodara,
Gujarat, India.
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Radhika Hettiarachchi and Shanika Perera
Sri Lanka

Radhika Hettiarachchi
and
Shanika
Perera
have collaborated on
a joint project entitled
“HERSTORIES” for the
exhibition.
Radhika Hettiarachchi obtained a BA (Hons) in
Communications and English at York University, Canada
and her MS in Development at the London School of
Economics and Political Science. She has been involved
in the development sector, conflict transformation and
alternative methods of peacebuilding in Sri Lanka since
2005. She is the curator of Colomboscope 2014, which
shares the CAB theme of “Making History”. She is the
curator and creator of the “Herstory Archives” project
(herstoryarchive.org).

more “green-conscious” society. Till then, she remains
a professional graphic designer with a multitude of
creative accomplishments ranging from fashion and art
to advertising.

Shanika Perera holds a degree in graphic design from
the Academy of Design in Colombo. Beyond her
enthusiastic fondness for cows, cats and chopsticks,
she shares a deep passion for the environment. A selfstyled environmentalist, her ambition and dream is
to one day champion positive change in cultivating a
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Rakhi Peswani
India

Rakhi
Peswani
has
degrees
in
ceramic
sculpture and painting
from M.S. University in
Baroda. Rakhi received
the Inlaks Scholarship for the UNIDEE in residence
at Cittadellarte, Fondazione Pistoletto in 2006. She
has previously taught at the S. N. School of Arts and
Communication at Hyderabad Central University and
is currently on the faculty at the Srishti School of Art,
Design and Technology in Bangalore.
Rakhi’s museum exhibitions include “Fruits of Labor
(a Monument to Exhaustion)” at Hangzhou Triennial
of Fibre Arts Zehjiang Art Museum Hangzhou in 2013;
“Generation in Transition: New Art from India” in 2011
at Zachęta National Gallery of Art, Warsaw, Poland and
Contemporary Art Centre, Lithuania; “Bring Me A Lion:
An Exhibition of Contemporary Indian Art”, The Hunt
Gallery, St. Louis, Missouri in 2010; and “Potters in Peril”
2001 at the National Gallery of Modern Art, Mumbai.
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Rakhi was an artist in residence in 2011 in The Hague,
where she showed “Bodies/Subterrain (Eurydice &
Sita)” at Vrije Academie. Her recent solo exhibitions
include “Anatomy of Silence” 2013 at The Guild, Mumbai;
“Matters Under the Skin” 2011, Art HK – Asia One, Hong
Kong, presented by The Guild, Mumbai; “Intertwinings”,
Vadehra Art Gallery, New Delhi and “Sonnet for Silent
Machines” at Jehangir Nicholson Gallery and The Guild,
Mumbai.

Reginald Aloysius
Sri Lanka / UK

Reginald S. Aloysius is a
British-born artist of Sri
Lankan Tamil descent
whose
background
has informed his work
exploring themes of globalisation, emigration, and the
destruction of tradition—intentionally or otherwise—
through development and modernisation.
After graduating from The Ruskin School of Drawing
and Fine Art, Oxford University, Aloysius spent many
years freelancing as an Art Technician working directly
with artists across Europe before completing a Masters
at Kingston University on a research-based drawing
programme.
Through the exploration of the iconography of Sri Lankan
and Southern Indian temples, Aloysius investigates the
social agency inherent in any cultural choice.
His detailed drawings of Indian Hindu temples coupled
with a delicate use of paint evoke parallels with early
colonial photographers in Asia. Though these works

are structured according to tradition, modernity enters
through vector-like routes—precise series of lines based
on airline flight paths are mapped on to the works,
scarring irrevocably onto the image with a scalpel,
before finally painting into the grooves using Humbrol
paint, thus melding together two quite different
iconographic registers. These marks can be understood
as lines that threaten the certainty of national identity
with the shifting, nomadic identity of trans-national
cultures.
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Rosemarie Trockel
Germany

The
Goethe-Institut’s
current exhibition on
Rosemarie Trockel is part
of a series of monographic
exhibitions that includes
Sigmar Polke, Georg Baselitz and Gerhard Richter. An art
scene that has been largely male-dominated, even into the
1980s, spurs Rosemarie Trockel to dissent. She persistently
formulates counter-positions in which she confronts
the male artist-genius with feminine roles and subject
matter. Despite her critical stance, Rosemarie Trockel’s
works encounter the viewer as lively, highly imaginative
conceptual constructs and as vivid and convincing artistic
creations. The artist manages to visualise even weighty
intellectual cargo in an ironic and humorous way, avoiding
dogmatic oppositions.
In her works, traditional and new visual media make
astonishing connections for the viewer again and
again. This is particularly evident in the ink, charcoal,
pencil, collaged or computer drawings, which have an
important place in the oeuvre. Drawings accompany
each new phase of work both as trial runs and as
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sketches noting observations and ideas but, as is
especially apparent in the current large format works,
they also form an independent body of work.

Sachini Perera and Natalie Soysa
Sri Lanka

Sachini Perera is a
freelance photographer
and writer from Sri
Lanka who engages
in
social
activism,
particularly for women’s
rights. She originally came to photography in the
context of journalism, and then began photographing
live performances in the burgeoning local alternative
music scene. She has since expanded her photography
repertoire to include travel photography, both in Sri
Lanka and around the world, and portraiture. In her
spare time, Sachini moonlights as a classical musician,
playing the clarinet for the Symphony Orchestra of Sri
Lanka and singing.

country, introducing their ideas and work to the general
public.
In 2013, Sachini and Natalie were awarded a joint grant
by Groundviews for a photography initiative to look
back at the experience of Sri Lankan women over the
past 30 years, since the commencement of both the
nation’s feminist movement and the country’s ethnic
crisis in 1983.

Natalie Soysa is a freelance photographer, writer and
artist facilitator currently heading the arts programme
at the British Council in Colombo. After leaving a career
in advertising, she commenced photographing and
writing about the emerging post-war explosion of arts
and culture in the country, a passion that has continued
into a column in “The Nation” called ‘The Soul Gallery,”
in which she highlights artists and projects around the
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Sharni Jayawardena
Sri Lanka

Sharni
Jayawardena
began her professional
life as a press reporter
in Colombo, Sri Lanka,
but soon moved to a
career in documentary filmmaking as a writer, director
and editor. Her documentaries cover the environment,
the arts, gender, poverty, conflict and human rights,
themes whose inter-connectedness she increasingly
explored. She was awarded the Journalism for
Tolerance Prize 2003 (Broadcast category) for South
Asia by the International Federation of Journalists for
the documentary titled “Defiant Art” for “excellence in
journalism combating racism and discrimination”. The
documentary looks at ways in which five artists from Sri
Lanka’s three main ethnic communities explore conflict
and violence and use their art to express empathy and
outrage, and create responsiveness and reconciliation.
Having recently moved to still photography, Sharni
was a participant photographer in the Sethusamudram
Art Project of the Theertha Artists’ Collective, which
explored the complex histories shared by India and Sri
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Lanka, and included artists from both countries. Sharni is
currently working with anthropologist Malathi de Alwis
to photographically document devotion to the Goddess
Kannaki/Pattini in Sri Lanka, a project supported by the
Prince Claus Fund.
Sharni was the photographer of the Herstories archival
project and of the audio slideshow series titled The
Next Page for Groundviews’ Thirty Years Ago project.

Sunil Sigdel
Nepal

In his mixed-media work
“Spine,” Sunil Sigdel
works with used workers’
gloves
to
examine
the consequences of
a vicious civil war in Nepal that has resulted in the
migration of around 1200 young people daily to work in
foreign countries, particularly in the Middle East. Sigdel
believes that the medium is the message in this work.
The result is an ambiguous object with a life of its own,
each gloves remind evoking a labourer.

the Sovereign Asian Art Prize show in Hong Kong and
South Korea in 2013, and “Off the Beaten Path” South
Asian exhibition (Britto), Bangladesh in 2008.
He received the ROSL Annual Scholarship Award in
2011, and the Creative Young Artist Award, 2007 from
the Creative Artist Group, Pokhara, Nepal in 2007.

Sunil Sigdel has a degree in Painting from the Fine Art
College, Kathmandu. The subject matters in his works
involve socio-political crisis of his country as well as
the globe. Though his background is painting, his work
also includes installation, performance, video work &
photography.
Sunil has had many solo group exhibitions in South Asia,
East Asia and Europe, including group exhibitions at the
Kathmandu International Art Festival in 2009 and 2012,
the ROSL Annual Scholars Exhibition, London in 2012,
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Susantha Mandal
India

Kolkata-born
artist
Susanta
Mandal
originally trained as a
painter, but since then
has branched out into
more conceptual installation-based work. Mandal’s
recent art practice explores the concept of energy. His
mixed-media installations, which often utilise spotlights
and kinetic mechanisms, seem playful but are actually
uncanny and ultimately disconcerting constructions.

Mandal has exhibited widely in India and around Asia.
He is currently part of the Layout Artists’ Collective.

The rapid growth of imbalance in modern urban life
does not have a transparent future, which Mandal has
attempted to expose by building a new structure on the
wall as a moving design to give a visual description of
invisible energies which surround us.
Mandal enhances each installation by balancing the
atrical lights with deep shadows. Through chiaroscuro,
the works take on narrative and performative elements,
echoing the tradition of vernacular storytelling in India.
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Ambika Jain and Amit Kumar Jain,
Navsar, India

Thor McIntyre-Burnie
England

Renowned for his sitespecific
work
using
sound to subtly alter
our
experience
of
architecture,
public
space and performance, Thor McIntyre-Burnie has been
working for over 15 years as both an artist and a sound
designer.

Thor is currently the creative director of two arts
organizations, the Aswarm and Stream Arts, both
located in the UK. He lectures on sound design and
performance at a number of schools in the UK and
Germany.

Whilst sound is a major tool, his artwork is usually
physical and mixed media—it is what arises out of the
interplay between invisible sound and tangible materials
that really fascinates him. He creates environments to
walk within, where our movements and navigations
effect how we perceive the work, and these in turn
effect our relationship with a place and a medium.
An early instigator of sound as a tool for site-specific
public art, Thor has been “quietly” pushing the
boundaries of audio arts in the trees, streets, parks,
bandstands, lighthouses and pockets of our towns and
cities ever since.
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Tristan Al-Haddad
USA

Tristan Al-Haddad is a
designer, visual artist, and
assistant professor in the
School of Architecture
at The Georgia Institute
of Technology. Al-Haddad’s art practice investigates the
relationship between material and immaterial worlds,
between spaces of matter and spaces of thought. His works
are experiments testing the body’s existence in space
and the virtual perceptions created by this presence. His
interest in virtuality is rooted not in technologically-driven
synthetic spaces, but in thought and mental experience.
Another thesis of his art is understanding materiality as
fundamental to the design and construction of any object
or space. Conceptualization of the work starts with an
understanding of materiality and the process of formation
and translation of the material—“Becoming” as opposed
to “Being”.
Al-Haddad’s work has been widely exhibited and
published internationally. He was a recipient of the
ARTADIA Artist Award in 2009, the same year he
was a Fulbright Scholar at the Universidad Tecnica
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Federico Santa Maria in Valparaiso, Chile. In 2012 AlHaddad received the Emerging Voices Award from the
Young Architects Forum of the Atlanta chapter of the
American Institute of Architects. Al-Haddad is also the
co-author of two patent-pending solar photovoltaic
racking systems.

T.V. Santhosh
India

Born in Kerala, T.V.
Santhosh
obtained
his graduate degree
in
painting
from
Santiniketan
and
Master’s Degree in Sculpture from Maharaja Sayajirao
University, Vadodara. Santhosh’s works have been
shown widely in international museums and biennales,
including at Das Kunstmuseum, Austria, the Tel Aviv
Museum of Art, the Singapore Art Museum, the Saatchi
Gallery in London, and the Royal Academy of Arts,
London among many others.

Santhosh’s
“Effigies
of
Turbulent
Yesterdays”
reconceptualises the equestrian statue in order to
critique the role that art has traditionally played in
valorizing violence and propagating a triumphalist
interpretation of history. In the words of critic Sathyan
and Mohan, the work becomes “an anti-monument that
lies bare the disavowed histories of violence that sustain
it and by extension all such iconographies of power.”

His select solo shows include ‘The Land’, Nature Morte,
Berlin 2011, ‘Burning Flags’, Aicon Gallery, London 2010,
‘Blood and Spit’, Jackshainman Gallery 2009, ‘Living
with a Wound’, Grosvenor Vadehra, London 2009, ‘A
Room to Pray’ at Avanthay Contemporary, Zurich 2008,
‘Countdown’, Nature Morte, Delhi 2008 in collaboration
with The Guild, Mumbai; ‘Countdown’, The Guild,
Mumbai 2008.
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Vimukthi Jayasundara
Sri Lanka

Vimukthi Jayasundara
is an award-winning Sri
Lankan director known
for his surreal films
that erase the borders
between fiction and documentary, and between
cinema and visual art. After finishing his documentary
“The Land of Silence” (2002) about the victims of civil
war, he made his feature-film directorial debut with
“The Forsaken Land” (2005), which won the Camera
d’Or for best first feature at Cannes and inspired
Gilles Jacob, the festival’s president, to state that
great hope for the renewal of contemporary cinema
has been born.
Jayasundra followed this with “Between Two
Worlds” (2009), which competed at the Venice Film
Festival, and has been shown at over 100 festivals
internationally. His third feature, “Mushrooms” (2011),
was filmed in India and went on to be selected for
Directors’ Fortnight at Cannes. In 2012, he was invited
to be one of three international directors to produce
a film for the Jeonju Digital Project 2012, for which

72

he made “Light in Yellow Breathing Space”, later also
selected for the Locarno Film Festival.

zweintopf
Austria

Zweintopf was founded
by Eva Pichler, with
a background in art
history and exhibition
design,
and
former
architect Gerhard Pichler as an artist duo in 2006 in Graz,
Austria, and exhibits both in classical exhibition settings
and in public spaces. Since teaming up together and
moving beyond their original fields, zweintopf has won
acclaim in Austria and beyond for playful and humorous
installations that convey sly social commentary on
modern European life.
Alongside site-specific installations, objects and
videos, their work develops ideas and realises them
as art in public spaces or in the form of unannounced
interventions in the public sphere. Seeking to transcend
specific traditional fields of study (art, art history,
architecture and philosophy), the Pichlers engage
with everyday phenomena and trivial material derived
from mass-produced “found” objects, which form the
foundations of the artistic endeavours, adaptation and
reinterpretation undertaken by zweintopf in their work.
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NOTES

CAB
CONVERSATIONS

The ‘C’ Word:
Defining Curating Practice
The ‘C’ Word will bring into discussion experiences,
perceptions and perhaps even questions of a curating
practice through four personal responses from two
curators, an arts writer and an artist. The conversation
will be one of critical reflection that considers an
evolving definition of contemporary curating practice,
exhibition-making and curatorial visions in terms of
how they engage with artists, space, institutions and
audience.

Memory and Archive
What are our cultural memories? How are moments
remembered in art? Are these expressions a part of a
larger archive of resistance? How significant is artistic
experimentation in the larger context of providing
alternative narratives to dominant discourses? Is there a
politically conscious art – and is its project to remember
a multiplicity of voices in a historical moment?
Moderator: Jake Oorloff
Panel:
Natasha Ginwala | Sharni Jayawardene |
Dominic Sansoni | Thor Mc-Intyre Burnie |
Peitro Ruffo

Moderator: Annoushka Hempel
Panel:
Amit Kumar Jain | Latika Gupta |
Kurchi Dasgupta | Tristan-Al-Haddad

Regional Histories,
Regional Art Perspectives

Practice:
The Performance Art Continuum

Artists in the region meet to converse on personal
art practice in the larger discourse of the art practice
on the subcontinent. The discussion will also place
art practice and perspective against the landscape of
regional history, tracing shared histories of violence and
violation, and the journey of South Asia in and through
art. Artists will be engaged as cultural actors; as witness
and participators in historical moments.

The Performance Art Continuum will explore the history,
moments of arriving and contemporary articulations
that revolve around those shifting understandings
of performance art. What are our perceptions of
performance art? Who is the performance artist? The
artists present will join in a conversation to reconsider,
interrogate, openly discuss and share individual
responses that will contribute to a collective, evolving
dialogue on the politics and practice of performance
art.

Moderator: Vijay K. Nagaraj
Panel:
T.V. Santhosh | Chandragupta Thenuwara |
Sunil Sigdil | Kurchi Dasgupta

Bandu Manamperi’s documented live art will be
screened before the panel, and Janani Cooray will
present a durational work as the discussion progresses.
Moderator: Ruhanie Perera
Panel:
Neil Butler | G. R. Constantine |
Jake Oorloff | Venuri Perera
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Art as Politics, Art as Resistance
In contexts where democracies have robbed a people
of a sense of agency, art has been used time and again
as a means of political expression. The panel thus
discusses the notion of creative agency in the context
of the possibility to empower, the freedom to express
and the embodying of resistance. As we enter – as a
society – an era of the transitional justice discourse,
the panel will consider how art becomes significant
because of its capacity to reposition the individual as
agent in narrative, in memory, in history.
Moderator: Sunila Galappatti
Panel:
Ruhanie Perera |
Kumari Kumaragamage |
Pradeep Chandrasiri | Anthony Haughy |

Sunday Afternoon Digestive:
People, Patronage, Perspectives
The final panel considers a public in art, engaging the
Biennale public – from artist to curator to institution to
audience – in an open dialogue of personal responses to
how art communities and cultures can be strengthened
through an art biennale. A representative panel of
speakers will be selected to contribute to a reflection
on the possibilities for art in the global south, cultures
of patronage, and sustaining art communities.
Moderator: Smriti Daniel
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The War Artists’ Advisory Committee and the
bombing of Germany
Rebecca Searle
The War Artists’ Advisory Committee (WAAC) was
charged with creating an artistic record of the Second
World War for the British State, and over the course
of the war, they collected nearly 6000 works by more
than 400 artists. This essay is primarily concerned with
how this rich and varied record is interpreted. Although
the committee was charged with compiling an artistic
record of the war, they were a part of the Ministry
of Information, responsible for the production and
dissemination of propaganda. Rebecca Searle considers
this relationship between propaganda and record in
post-war contexts by exploring the representation
of the bombing of Germany. Searle lectures at the
University of Brighton and is a Research Fellow at the
University of Sussex. This research was conducted
in collaboration with the Imperial War Museum and
the University of Sussex and funded by the Arts and
Humanities Research Council and the Paul Mellon
Centre for Studies in British Art.
At the beginning of each of their publications, the
War Artists’ Advisory Committee (WAAC) asked the
reader to consider the value of the collection to future
generations:
What did it look like? they will ask in
1981, and no amount of description or
documentation will answer them. Nor will
big, formal compositions like the battle
pictures which hang in palaces; and even
photographs, which tell us so much, will
leave out the colour and peculiar feeling of
events in these extraordinary years. Only
the artist with his heightened powers of
perception can recognise which elements
in a scene can be pickled for posterity in
the magical essence of style.
In an age of photography and film, the committee
argued that fine art had a unique power to record

the actual experience of living through the war. This
function was complicated by the fact that it was housed
within the Ministry of Information, who believed the
committee should commission work that could be used
as propaganda. The WAAC vehemently rejected this
and argued that propaganda was only an incidental
function of the committee. Its primary role, they
maintained, was as a recorder.
The bombing of Germany is a particularly fruitful area
in which to consider the relationship between war art
and propaganda because the official representation
of Bomber Command was highly regulated. Unlike
today’s popular memory of the war, which focuses on
Britain as the victim and not the perpetrator of aerial
violence, during the war the bombing campaign was
frequently depicted. Propagandists recognised that
Britain must be represented as doing more than just
surviving and enduring enemy attack and instead be
presented as an aggressive power actively engaging
the enemy to secure victory. Until D Day, the main way
in which this could be done was through the actions
of Bomber Command. Yet such representation was
highly problematic. After characterising the German
bombing of Britain as barbarous, it was impossible to
be entirely truthful about the nature of British bombing
strategy in regards to the deliberate targeting of cities
and civilians. Although the real nature of the bombing
was widely reported in the press, throughout the war
the government refused to acknowledge that the RAF
had been ordered to target civilian morale. Instead
they steadfastly maintained that the RAF struck only at
legitimate industrial and military targets.
After the war in Europe had ended and artists were able
to journey to the continent, the WAAC was primarily
concerned with the creation of an artistic record of the
war. When, in February 1945, the committee asked for
an extension of its funding, the Ministry of Information
was reluctant. At this late stage of the war, they saw
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little propaganda or publicity value in the collection.
Nevertheless, they gave the WAAC a final budget
of £8000 to record events of historical importance.
Despite being freed from propagandist obligations, the
images acquired reinforced the idea that in contrast to
the German strategy of terror bombing, the RAF only
bombed legitimate targets.
The most prolific painter of bombed Germany was
Flight-Lieutenant Julius Stafford-Baker, who toured
the country in spring of 1945. George Orwell also
visited Germany then as a war correspondent for “The
Observer”. He told readers that the damage was on a
totally different scale to Britain’s blitzed cities: “To walk
through the ruined cities of Germany is to feel an actual
doubt about the continuity of civilisation.” StaffordBaker’s paintings communicate little of the apocalyptic
scale of destruction he must have witnessed, but
suggest that the British precisely bombed only
legitimate targets.
Subjects depicted included the Krupp works, a V2 site,
the Ministry of Propaganda and the Air Ministry. Words
in the titles such as “pin-point bombing” and “direct
hits” suggested that these targets had been struck
precisely and were not, as was usually the case, the
result of blanket bombing across the area in which they
were situated. This is in contrast to how Stafford-Baker
painted the German bombing of Europe. In Holland, for
example, he recorded the destruction of the Ancient Salt
Gate and a bombed school, whilst his painting “Ruined
Warsaw” depicted the whole city seemingly reduced to
rubble. Through the language of ruins, Stafford-Baker
reinforced the propagandist dichotomy between the
barbarous actions of the Nazis and the more legitimate
nature of Britain’s use of air power.
Not all the WAAC’s images accorded with this
propagandist framework. The most enduring image
of the bombing campaign presented a very different
picture. Paul Nash painted the “Battle of Germany”
in 1944, when British bombing had entered its most
destructive phase. Although it is quite an abstract
painting, it is evidentially an image of violence. The key
to understanding it, as Nash explains, is that it records
several moments in time within the same image.
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On the left is the city awaiting attack. In the background
is a towering column of smoke, which Nash says is a
recently bombed factory. This is not the target of the
next raid, he clarified, which will strike at the heart of
the city. Nash explained that the forms are intended
to suggest “familiar features – a winding river, a great
Public Square, a processional road striking across a
wide Park”. They are sites of civilisation and culture.
In the centre panel we see the raid in progress. Powerful
explosions throw smoke high into the air and crater
marks litter the foreground. Conventions of perspective
have collapsed. Nash describes the pictorial plane
itself as “violently agitated”. This is a massive and
catastrophic attack.
In the post-attack city in the bottom right, the public
square, the park, and the processional road are gone.
All signs of civilization are wiped out. It is one of the
frankest depictions of the consequences of Allied
area bombardment. A blood-red cloud hangs heavy
in the sky, which is particularly significant. One of the
distinctive features of Nash’s paintings, both from
peace and war, is his limited palette and certain colours
are used again and again. The only other picture I have
found with this particular shade of red is Nash’s iconic
WWI painting, “We Are Making a New World”.
Nash was horrified by what he witnessed on the
Western Front and attempted to convey this in his art.
He proclaimed “I am a messenger who will bring back
word from the men who are fighting to those who want
the war to go on for ever. Feeble, inarticulate, will be my
message, but it will have a bitter truth, and may it burn
their lousy souls.”
“We are Making a New World” is a deeply pessimistic
statement on the war and the nature of modern
civilisation. The desolate landscape bears witness to
the horror, death and destruction of the previous four
years. A blood-red cloud creeps across the frame,
threatening to blot out the light of the new dawn.
Ultimately, however, there is ambiguity: The rays of
light might pierce through the cloud, offering hope of
redemption.

Whilst in WWI Nash used art to bring home the horrors
of war, during WWII he embraced a different role. He
wanted to support the war effort and pledged to use
his art as a “weapon” in the propaganda war. However,
support of the war did not imply indifference to the
aerial violence perpetrated on Germany. A 1944 survey
found that whilst most people believed that bombing
would shorten the war, they still felt ambivalent about
it: “Very few people like the idea of these raids; very few
indeed want them stopped. They are widely regarded
as an unpleasant necessity.”

Though we do not know Nash’s precise attitude towards
the bombing of Germany, he clearly appreciated
the threatening qualities of the bomber. In his essay
“Bomber’s Lair”, the narrative is tense and foreboding.
As he approached the bombers’ station he noted the
scene “deepened in tone by the brewing of a storm
which cast over the lower sky a dark wing of gloom.”
He described the hanger as “a lair, a place associated
with large, wild savage beasts.. their steady gaze as
threatening as their huge jutting jaws.” Alone with the
planes he felt the panic rise and was glad when an

Paul Nash, We are making a New World, (1918). © IWM (Art.IWM ART 1146): http://www.iwm.org.uk/collections/item/object/20070
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aircraftsman appeared to break his “fearful solitude”.
Although he was an enthusiastic supporter of the war,
he felt unease about the violent capabilities of the
bomber.
The most compelling reason to compare “We are
Making a New World” and the “Battle of Germany” is
found in Nash’s own words. Explaining the painting to
the WAAC, Nash described the sky as “shell-shocked”.
“Battle of Germany”, I suggest, should be read in a
similarly ambivalent way to “We are Making a New
World”. Both images confront us with a desolate
landscape annihilated by modern warfare. The city itself
has been totally destroyed by the bombardment. The
streaks of light on the horizon suggest optimism about
the impending defeat of the enemy, but the blood-red
sky forcefully reminds us of the extreme violence that
brought this victory. The painting records the uneasy
attitude towards bombing held by so many. As Alfred
Salter told the House of Commons, if indiscriminate
bombing continues “it will become harder, not only
materially but spiritually, to build a new and better
world.”

Paul Nash remains one of the best-known war artists
of the twentieth century and his images are widely
reproduced. “Battle of Germany” is an exception and
rarely appears in print or exhibitions. In the popular
memory of the war, which focuses on Britain as a victim
and not a perpetrator of aerial violence, there appears
to be little appetite for a record of the real nature of the
British bombing campaign over Germany.
References:
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LIVE ARTISTS

Adrian Schvarzstein, Italy
“It would be difficult indeed to find a field of artistic activity that does not interest Adrian Schvarzstein. A
Catalan by adoption, but really a mixture of various nationalities whose formation took place all over
Europe, Schvarzstein spends his life avidly accumulating experiences.
After a spell with the Belgian circus Ronaldo he began to create solo shows: The Greenman, The Bed,
Dans, Circus Klezmer and Kamchatka. These are street theatre and circus shows that aim to make the
spectator a highly amused, and active participant. Chaos, surprise and provocative innocence are just
some of the approaches Adrian Schvarzstein has used to triumph in the theatre and festivals all over the
world, from Australia to Cameroon.” (Ramon Llull Institute, Catalunya, 2009)
Since1989, Schvarzstein has been working as a clown, actor, circus and theatre director, after studying
“Commedia Dell’Arte” in Italy. Recent projects include the street theatre performance “Kamchatka”
(Miramiro Prize 2008) and directing the opera “La Barca” in Holland.

Eva Priyanka Wegener, Sri Lanka / Germany
Eva Priyanka Wegener was born in Sri Lanka and grew up in Germany. She has studied political science,
sociology, contemporary dance and yoga in Germany, Sri Lanka and India.
Before she immersed herself in yoga teaching, Eva studied and worked as a contemporary dancer.
She found her way to yoga through meditation, and thus it always remains part of her practice and is
interwoven into her teaching. Eva holds certificates in Contemporary Dance and Hatha Vinyasa Yoga and
received her yoga education in Sri Lanka (Nilambe Meditation Centre), Germany (Yoga Shala Berlin),
India (Krishnamarchaya Yoga Mandiram Chennai), Hong Kong, with David Swenson (Ashtanga Teacher
Training Immersion), and Bali, with Louisa Sear, Rose Baudin, Lucy Roberts and Stuart Girling (Yoga Arts
Australia).
Rooted in the multiplicity of her movement experience and practice, her interests are socio-political mindbody-spirit awareness through inner and outer movement and stillness; the creation of a moving stillness;
the possibilities of a dynamic awareness within oneself, and a spontaneous community; and the everevolving search to create a dialogue between “performer” and “audience” and to play with these roles.

Jake Oorloff, Sri Lanka
“In 2011, Jake Oorloff was awarded the Sunethra Bandaranaike Trust Grant for New Theatre-Making
Projects to create a work for the theatre under the theme of ‘Reconciliation.’ The resulting work, ‘My Other
History,’ was performed in Colombo, Galle and Kandy, culminating in a performance in Jaffna (2012).
Oorloff is a consistent and significant voice in the context of art that is activist, and against the backdrop
of war in the country, the work speaks for counter-narratives that so often go unacknowledged.” (ARTRA
Magazine)
Jake is a theatre practitioner based in Colombo. A co-founder of the Floating Space Theatre Company,
he served as its Artistic Director from 2007–12. His live art performance considers the place of text as
monuments of our times, thus playing with the notion and position of power and displacement in a
response to the work of T.V. Santosh.
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Kumari Kumaragamage, Sri Lanka
“She does not talk politics. But she does, in a different tone and spirit. She does not blame the reader
straight and hard. Yes she does, in a piercing whisper, right into the conscience. She does not talk of an
ethnic conflict. But she does talk of a human tragedy that tells the reader there is somewhere a ‘divide’
that stalks the fate of these people.” (Kusal Perera, groundviews.org)
Kumari has published two collections of writing: “Keti Karapu Diga Katha” (“Long Stories Shortened”)
and “No Asu Kan Walata” (“For the Ears the Haven’t Heard”) in addition to a range of shorter work. Her
work to be presented at the Biennale engages with women’s lives and stories, interruptions in narrative
and histories of waiting.

Thomas Pritchard, Scotland
Thomas Pritchard is an international dance and theatre performer, a facilitator of multi-disciplinary
improvisation and a writer. Informed by his improvisation research, “On The Stage Of The Present”, he
specializes in working with text in physical performance, and collaborating across art forms.
His training includes a BA in Dance Theatre from Trinity LABAN, London, a Diploma in Contemporary
Dance from the Scottish Dance Theatre, and an MA in Contemporary Dance from the London
Contemporary Dance School. Pritchard is the director of a multi-disciplinary performance improvisation
research project which receives support from The Workroom, Dance House and The Arches, Glasgow;
Dance Base, Edinburgh; City Moves, Aberdeen; The Bike Shed, Exeter; and Creative Scotland.
Pritchard’s performance work spans a wide spectrum including Polish laboratory theatre, live art, dance
theatre and integrated work with disability. Choreographically, his work is focused on using improvisation
training to direct individuals and groups towards expanding their own movement vocabularies, drawing
out of them their histories.

Venuri Perera and Priyanthi Anusha, Sri Lanka
Priyanthi is a double degree holder with a BFA as well as a BA from two major universities in Sri Lanka.
She is a Member of the Women Artists Colloquium at Theertha and works as a teacher at Ashoka College,
Colombo. For the biennale Priyanthi Anusha works in collaboration with Venuri, using as a starting point
her semi-nude self-portrait and a series of X-rays of her body that she works over. The work considers a
history of the gendered body – silenced, objectified, repositioned.
Venuri is a performer and performance maker from Sri Lanka. Trained in Kandyan Dance under Vajira and
Upeka Chitrasena, she was a member of the Chitrasena Dance Company from 1994 to 2007. In 2008,
she completed her Post-graduate Certificate in Dance from Laban, London, where she was awarded the
Michelle Simone prize for Outstanding Achievement in Choreography for her solo, “Abhinishkramanaya”.
Her most recent solo “Thalattu” (“Lullaby”) addresses the sense of despair and loss of dignity of women
affected by war and displacement. It has been performed at the Colombo Dance Platform 2012; Attakkalari
Biennale, Bangalore 2013; The Flying Circus Project, Myanmar/Singapore 2013; and Zürcher Theater
Spektakel, Switzerland 2013.
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Talkin’ Taboo: Joy Poe’s Rape Performance (1979)
Joanna Gardner-Huggett

Figure 2
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At the opening of Joy Poe’s exhibition “Ring True Taboo,”
visitors were unaware that they were about to witness
a staged rape of the artist. Intended to accompany
an installation addressing women and sexual violence
entitled “A Matter of Degree,” Poe wanted to create
an experience that made sexual assault tangible, and
arranged for a male friend to simulate her rape. This event
divided the feminist community of Chicago, especially
the women artists’ cooperative Artemisia Gallery where
the performance took place. “Rape Performance”
thus remains an example of shock art in art historical
literature. Yet, it reflects the increased demands made
on contemporary art audiences since the 1960s and
prompts questions about the degree to which a staged
rape generates productive dialogues regarding women
and histories of violence. Joanna Gardner-Huggett is an
associate professor in the Department of the History of
Art and Architecture at DePaul University in Chicago.
Her current research focuses on the history of women’s
collaborative art practice in Chicago, particularly the
feminist art cooperatives ARC Gallery (1973- present)
and Artemisia Gallery (1973-2003).

went to the gallery office to recover while “the rapist”
departed. A few members of the audience clapped
weakly, acknowledging the performance.

On May 4, 1979 Joy Poe’s exhibition “Ring True
Taboo” opened at Artemisia Gallery, a women artists’
cooperative in Chicago (1973-2003). Poe was elegantly
dressed in a long black sheath in celebration of the
event, moving easily through the large crowd, engaging
in conversation about her new work. Just after 9pm
and the official close of the reception, a man came in
and appeared to rape Poe in the middle of the gallery
with approximately 100 people in attendance. The man
was Peter Panek, a close friend and musician whom
Poe had asked to participate in the performance. He
threw Poe to the ground and simulated a sexual assault.
As he attacked Poe, she screamed, “No, no, no” while
a circle formed around her to prevent others from
stopping the performance. (Fig. 1) According to people
attending the opening, only one woman attempted
to intervene during the two-minute and 17-second
event. Many were unsure whether they were seeing a
performance or an actual rape until they were handed a
piece of paper stating, “You have just witnessed an art
performance about rape,” which also offered a quote
from the French Realist Honoré Daumier: “One must be
in one’s time.” Poe got up, pulled down her dress and

As a founding member of Artemisia, Poe no doubt
felt that it was a site where she could experiment with
performance and content that is rarely addressed
in mainstream commercial galleries or museums.
Nonetheless, Rape Performance led to the resignation
of half of Artemisia’s members and was deemed a
feminist failure both artistically and ethically by fellow
artists, critics and historians. Most felt that Poe was
sensationalizing rape. The editor of “High Performance”,
Linda Frye Burnham, wrote to Poe, “Although it may
be the artist’s intent to raise the consciousness of the
viewer… It also hardens the image of women as victims,
makes viewers ‘get used to’ seeing women in this way.”
However, Poe’s actions provide an opportunity to assess
whether women positioning their bodies as victims in
art and graphic depictions of rape more broadly can
ever engender a productive dialogue regarding sexual
violence. Further, “Rape Performance” reflects the
increased demands made on viewers in contemporary
art that began in the 1960s and prompts the question
to what degree does “relational antagonism” between
artist and viewer, as theorized by Bishop, motivate an
audience to take action on a specific political issue?
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Although treated as an isolated work, Poe conceived
of “Rape Performance” to complement her large-scale
installation, “A Matter of Degree”, included in her solo
show at Artemisia. (Fig. 2) Combining the meditative
and durational experience of the installation—which
addressed sexual harassment and violence against
women by juxtaposing articles, images and handpainted text along a 15-foot wall—with the confrontation
of the performance, Poe hoped to extend the
conversation about sexual violence beyond the gallery
walls. However, most critics did not attend the opening
nor visit the exhibition, basing their assessments
primarily on viewers’ descriptions and documentation
in photographs and video. In the history of performance
art, this problem is not uncommon, as Claire Bishop
observes, how can we judge “…any work that relies for
its meaning on the direct participation of the viewer—if
we didn’t experience it for ourselves.”(33)

Bishop’s concept of “relational antagonism” critiques
Nicholas Bourriaud’s theory of relational aesthetics,
which suggests that collaborative and participatory
art involves a “political” dimension. Bishop asserts that
most of the artists Borriaud discusses employ social
rather than political discourse, e.g. Thai artist Rikrit
Tiravanija’s preparation of meals for exhibition visitors
ends up as networking for the art elite and does little to
challenge hegemonic norms. Bishop sets out to define
an approach to collaborative and participatory art that
promotes “activated thinking” where the performance
or installation is not “...predicated on social harmony,
but on exposure of that which is repressed in contriving
the semblance of this harmony and thereby would
provide a more concrete and polemical grounds for
rethinking our relationship to the world and each other.”
(35) It was the desire to expose what is repressed that
drove Poe to bring a private, violent act into the public
space of the gallery, forcing a visceral response—and
on a certain level, Poe was successful. Cindy Lyle wrote
in her review, “…women began filing up to Poe, wanting
to talk about their own experiences with rape.” She
further noted that Poe was barraged with phone calls
afterwards from women communicating their own
fears of rape and the elaborate precautions they took
to avoid it. (14) Lucy Lippard, the only feminist critic
who openly supported Poe wrote, “Because what Poe
did was art—good, bad or indifferent. The difference
between Poe’s piece and a real rape is that people stood
there and watched instead of running away. They even
talked about it afterwards.” These reactions suggest
that Poe also met two of Estelle Freedman’s demands
for contesting rape: the importance of “naming” all
modes of violence against women and of providing
opportunities to heal and empower survivors.
Grant Kester reminds us that while Bishop’s “relational
antagonism” offers opportunities for constructive
conversations, it presumes a uniform response to
the provocation offered by the artist. Kester points
out that audiences are generally more complex and
contradictory and thus controversial or challenging
content may only reinforce an audience member’s
position, rather than undermine deep-seated attitudes.
For Poe, the complexity of responses becomes even
more loaded when dealing with sexual violence. While

many women (and men) may have been empowered
by the performance, others might have experienced
trauma. For example, Ena Marga wrote in response to
Lyle’s review, “If I had been one of the guests, even
as the mother of a rape victim, I would have been
extremely upset… there is more to the issue than
making people aware that it is ‘serious.’” (2) When
conceptualizing artwork that forces confrontation with
a polemical subject, artists should consider to what
degree audience consent plays a role? What percentage
of positive reactions is enough to produce controversial
and graphic art, especially when engaging the taboo
subject of rape? Poe struggled with these questions,
talking the piece over with peers and reading debates
about artists who subject themselves and the audience
to violence, yet her decisions were rejected.
Though Poe’s “Rape Performance” failed according
to critics, censoring such “failures” leads to art history
narratives that do not fully reflect the range of artistic
practices at a particular time and place. As Laurie
Fendrich wrote to art students, “You don’t want to have
to reinvent the wheel, do you? ... [S]can the following
list before you start your next art piece. Most of the
good ideas have already been taken.” Half-way down
the list is, “Pretending to be raped on a gallery floor
during an opening: Joy Poe 1970s.”
Last August in Hai’an, the artist Yan Yinhong performed
“One Person’s Battlefield” where she reenacts scenes
of sexual violence and ends by raising her skirt and
showing a face of a policeman depicted on her tights
as a way to highlight the Chinese state’s refusal to
acknowledge this problem. This time, however, Yinhong
found herself in real danger after being attacked by two
male audience members who groped and kissed the
artist. Kirsten Tatlow reported for The New York Times,
“If she [Yinhong] appears in the video initially to play
along with the assault—a true artist – she said that her
energy was focused on protecting her show and the
leotard with the policeman image as the men groped
her.” The audience made “…only halfhearted efforts to
help as they stood by and recorded the incident with
phones and cameras.” In contrast to Poe, the rupture
demanded by Bishop’s relational antagonism failed to
materialize in Yinhong’s piece and reveals how easily
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performances by female artists can oscillate between
creating a potential for effective exchange and
reinforcing the role of woman as a victim, no matter the
original intention.
Poe’s “Rape Performance” will remain a taboo work for
many. As Frazer Ward observes, it is easier to dismiss
the artist confronting us with a violent act than to
assess our own response. However, when Poe’s work is
juxtaposed with Yinhong’s, it is clear that even when the
artist takes the position of a female victim, the task for
critics and historians is to consider, as Bishop argues,
“the quality of the audience relations it produces.” (35)
Examining “Rape Performance” through the concept
of relational antagonism uncovers the moments
where Poe succeeded in generating awareness and
worthwhile dialogue about sexual violence despite its
critics. Given that rape remains pervasive, it is likely that
women artists such as Yinhong will continue to explore
performance as a tool of feminist protest and that wider
deliberation of where violence can produce “activated
thinking” in performance art is needed.

Illustrations:
Fig. 1. Joy Poe recovering from Rape Performance and Peter Panek the
“rapist” is shown fleeing to the right. May 4, 1979. Black and white photograph.
Photograph: Dennis Shapiro. © Joy Poe. Artemisia Gallery Records, Ryerson
and Burnham Archives, Chicago, Illinois, USA. Courtesy of The Art Institute
of Chicago.
Fig. 2. Joy Poe, A Matter of Degree, 1979. Mixed media installation, Artemisia
Gallery, Chicago. 108 x 180 in. Photograph: Nancy Forest Brown. © Joy Poe,
Artemisia Gallery Records, Ryerson and Burnham Libraries, Chicago, Illinois,
USA. Courtesy of The Art Institute of Chicago.
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CAB
AROUND TOWN

EXHIBITION:
ROSEMARIE TROCKEL

The Goethe-Institut presents at CAB 2014 an exhibition of the German Institut für Auslandsbeziehungen (Institute
for Foreign Cultural Relations, ifa) showcasing the work of the German contemporary visual artist Rosemarie
Trockel.
An art scene that has been largely male-dominated, even into the 1980s, spurs Rosemarie Trockel to dissent. In
her works she persistently formulates counterpositions confronting the male artist-genius with feminine roles and
subject matter. The various groups of works reflect her standpoint within a decidedly feminine artistic realm and
are unstinting in their fundamental critique of the prevailing art system.
Traditional and new visual media make astonishing connections for the viewer again and again. This is particularly
evident in the ink, charcoal, pencil, collaged or computer drawings, which have an important place in the oeuvre.
The Economics History Museum of Sri Lanka, located in the Central Point Building – with its stately Corinthian
columns, large window panels, circular glass dome and marble cladding – is hosting the exhibition as venue
partner. It was built in the early 20th century and opened in 1914. The architecture of this erstwhile tallest building
in Colombo still today exhibits a blend of cultures, traditions and lifestyles.
More information about the exhibition can be found on www.ifa.de

95

HOMELANDS
A 21st Century Story of Home, Away
and All the Places In Between

The term “Homeland” is usually defined as the country of origin, one’s native or ancestral place, the country of our
national identity. Today, many of us move across inter/national boundaries. We are born in one country or city and
we make another our home. In the criss-crossing of political, social and cultural borders, we live our lives through
hyphenated identities, belonging here and there, inhabiting multiple places - both physical and metaphorical. As
physical geographies become increasingly contested and individuals and communities live as exiles or emigrants
in “other” places, past lives and homes are recollected, indeed constructed, through remembrance, nostalgia and
imagination.
What then constitutes a homeland? Is it ethnicity? Language? Religion? Customs and beliefs? Are homelands
those in which our ancestors were born? What of outsiders who live and make other lands their homes? Where do
we really belong? Where is it that we hope to one day return? “Homelands” cuts to the heart of cultural relations
in the 21st century, exploring ideas of belonging and alienation, possession and loss, public histories and personal
memories, nostalgic geographies and the intangible terrains of the imaginary.
Curated by Latika Gupta from the British Council Collection
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SETHUSAMUDRAM PROJECT

SethuSamudram is an art collaboration between Theertha Artists Collective in Sri Lanka and 1.Shanthi Road in
Bangalore. This project developed collectively surrounding the concept of SethuSamudram, a mythical bridge that
existed between India and Sri Lanka and examines subjects and issues concerning landmasses, its cultures and
people. The project consists of drawings done by Indian and Sri Lankan artists engaged in this project and will be
exhibited along with the launch of a book of the same drawings at Theertha Red Dot Gallery during CAB.
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BAREFOOT

The Barefoot Gallery will show a collection of paintings from their private collection that will chronologically
depict the Gallery’s history since it re-opened after a period of renovation to its current space in 1999,
following a successful stint at the 706 premises in the Barefoot cloister. In keeping with the Colombo Art
Biennale’s theme of “Making History”, the exhibition will be a purely visual representation up to 2013 with
documentation and text juxtaposing the exhibits.
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SCREENINGS

The sight of a big sky is closely associated with freedom and openness. The faraway horizon is synonymous with
the vastness of thought; the high blue sky of day and the starry nocturnal firmament are codes for the sublime.
They also remind us of the childlike pastime of looking for pictures in cloud formations or marvelling at the
boundlessness of the universe.
The choice of “Looking at the Big Sky” as the title of a contemporary video art programme was associated with the
hope that the ideas and illusions would know no boundaries, that the sky would be the limit in all directions. At the
same time, it sounded like an appeal to the participating artists to venture a – perhaps naïve, but unerring – look
at longings, utopias and great aspirations, and to think the existing concepts of authenticity and beauty beyond
the present.
Students of four German art academies (Hochschule für Bildende Künste Braunschweig / Braunschweig University
of Art, Kunstakademie Düsseldorf / Düsseldorf Art Academy, Kunsthochschule für Medien Köln / Academy of
Media Arts, Cologne and Akademie der Bildenden Künste München / Academy of Fine Arts, Munich) were invited
to enter recent single-channel videos in the competition “Looking at the Big Sky”. Fourteen films – works which
respond to the thematic postulation with an astonishing variety of motifs and practices – were ultimately selected.
The spectrum ranges from fictional narratives and stagings to individual assertions and performances, from foundfootage montages to pseudo-documentaries.
Renate Buschmann / Stiftung imai, Düsseldorf and Leonhard Emmerling / Goethe-Institut
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From Art of Resistance to Art of Todayi
From an Artist: Reflecting on Moments in Sri Lankan Contemporary Art
Anoli Perera
The most visible and continuing contemporary trends in Sri
Lankan visual art emerged during the 1990s as a reaction to
the socio-political situation the country was experiencing
at the time. Living in a society marred with large-scale
violenceii, unsympathetic and brutal responses by the
state to individual and collective fears and mismanaged
economic policies, the artists of the late 1980s and early
1990s found themselves at the edge of an art discipline
that failed to reconcile their lived realities and their need to
express. They were straddling an art of yesterday that had
residues of academic realism and romanticism borrowed
from British colonial art and localized modernist trends
introduced by the 43 Group that romanticised an utopian
ideal of the village, the nation and the human body that
dominated post independent art.

other’ to conventional and established art. Progressive
artists and individuals came together to support the newly
emerging radicalism in art by establishing alternate art
spaces and group efforts. Some of them became catalysts
for the emergent art. As an attempt to confront archaic
curriculums and insular methods of teaching at the staterun art school now known as University for Visual and
Performing Arts, the Vibhavi Academy of Fine Arts (VAFA),
was established by a group of artists. VAFA also became
the rallying point for the radical artists in the initial stage of
90s Art Trend. The Heritage Gallery established by an art
philanthropist Ajitha de Costa showcased experimental
art of the 90s during those early crucial years when art
establishments shunned the explosive thematic and dark
aesthetics of the new art.

Thus positioned, the artists of the 90s needed an epistemic
break in order to usher in a change that would transform
the way art is perceived and the way artists defined
themselves within society. The ‘90s Art Trend’ thus
emerged, challenging every aspect of art-making – the role
of artists, art methodologies and even the episteme of the
field – creating spaces for installation, performance, object
art, collage and other variations of art-making to germinate
and blossom. In this new creative space, artists were able
to draw attention to – without shame and inhibitions
– their personal experiences, identity crises, anxieties,
sexual politics and private fantasies. Their art discussed
social and political issues via personal experience. Within
this moment, the artist’s persona was transformed from
the reclusive, spiritually-based, temperamental genius to
that of the restless, critical, and confrontational risk-taker.
And by extension, the art produced during the decade of
1990s presented an intense socio-cultural critique of the
dominant political process. Within this discourse, it also
relentlessly critiqued the role of religious institutions and
the consumer culture of a newly globalized society.

In 1997, the exhibition ‘New Approaches’ presenting a
collection of 90s art held at the National Art Gallery of
Colombo curated by Sharmini Pereira, then a young
curator based in the UK, helped to endorse the emerging
new trends in contemporary Sri Lankan art. In 1999, the
‘No Order Group’ was formed by proponents and artists
closely associated with the ‘90s Trend which issued a
manifesto declaring their position on art during a seminal
exhibition of their work organized at VAFA. The new art
were patronized by art collectors such as Dominic and
Nazreen Sansoni by presenting a number of exhibitions
of artists such as Jagath Weerasinghe, Chandraguptha
Thenuwara, Muhanned Cader, K. Pushpakumara, Kingsley
Goonatilake and myself at Gallery 706 (now known as
the Barefoot Gallery). The Sansonis who enthusiastically
endorsed the ‘90s art were also the primary collectors
of the new art during this initial period, and purchased
most of the key artworks of the ‘90s Trend for their
private collection. The George Keyt Foundation, a private
art foundation established in the name of well-known
43 Group artist, George Keyt opened up a platform for
emerging artists to show their work through their large
scale annual exhibitions and art events such as ‘Young
Contemporaries’ and ‘Kala Pola’. In a local context where

The decade that followed also saw the visual art field
making way for the idea of the ‘alternative’ as the ‘critical
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gallery sponsorships were meager, these events became
much sought-after opportunities for young artists, which
in some cases helped launch their professional careers.
International cultural institutions such as the British
Council, the Goethe Institute and the Alliance Francaise
supported the new experimental art. Significantly, their
involvement in the art scene along with the George
Keyt Foundation established the idea of international art
exchanges through a series of international workshops
called ‘Art Link,’ regularly held from 1999 for a number
of years. International art workshops became a regular
event in the Colombo art scene during the decade
of 2000, which generated considerable enthusiasm
for international art exchanges. Such international art
exchanges and networking beyond Sri Lanka was pursued
intensely by the art initiative Theertha International Artists’
Collective established in 2000 by a progressive group of
artists. Theertha, through its regular art residencies and
workshops supported by the South Asia Network of Artists
(SANA), a regional art network established in collaboration
with artists’ groups in India (Khoj International), Nepal
(Sutra), Bangladesh (Britto Art Trust) and Pakistan (Vasl)
have managed to work consistently to connect with
regional and international art communities. In many ways,
artists’ mobility within South Asia and beyond supported
by SANA and others became one of the main conduits
to connect with the exterior world for Sri Lankan artists.
The camaraderie that was nurtured through these links
with international artists, particularly with South Asian
artists, sustained the energies of radical local artists when
endorsement for their art from the conservative local art
establishment was absent.
The first decade of the new millennium saw further
expansion in these emergent forms of art. With the end
of the 30-year armed conflict in May 2009, Sri Lanka
experienced the stoppage of the massive human and
material destruction that had continued for so long
paralyzing an entire society. This was a major situational
change that allowed artists to connect and work together
much easily with the North and North East, which was
relatively inaccessible during the war. At the same
time, many members of Theertha, some of who were
instrumental in initiating the ‘90s Art Trend, have been
active in sustaining the criticality and experimental nature
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of their art making, presenting extremely innovative and
seminal exhibitions. Jagath Weerasinghe’s exhibition,
‘Celestial Fervor’ in 2009, presented a deeper and more
sophisticated elaboration of societal violence, a thematic
he has engaged with since his 1994 exhibition, ‘Anxiety’
that essentially set the parameters for ‘90s art. Similar
attempts have been seen in recent exhibitions by other
Theertha artists such as Sarath Kumarasiri (‘Kovils Temples’,
2009) and K. Pushpakumara (‘Goodwill Hardware’, 2009
& 2012) as well as the younger generation of artists, Anura
Krishantha (‘Chairs’, 2007), Bandu Manamperi (‘Numbed’,
2009), Sanath Kalubadana (‘My Friend the Soldier’, 2007)
and Pala Pothupitiya (‘My Ancestral Dress and My ID’,
2008).
In 2009, the same year the armed conflict ended in
Sri Lanka also interestingly marked the 1st biennale in
Colombo named ‘Colombo Art Biennale’ (CAB) with the
theme ‘Imagining Peace’ followed by the 2nd Colombo
Art Biennale in 2012 under the theme ‘Becoming’. Much
expanded from its initial attempt in 2009, the 2012
Colombo Art Biennale curated by Suresh Jayaram (India)
and Roman Burka (Austria) brought in an impressive
collection of established as well as young international
artists to exhibit their works alongside Sri Lankan artists.
The Colombo Art Biennale was conceptualised by
the artist Jagath Weerasinghe along with Annoushka
Hempel, both founding members of the Biennale, who
have ensured its continuity with its own particularity and
format. Held under strained economic conditions due to
unforthcoming local funding, a situation faced by many
novice international art events, the Colombo Art Biennales
immediately gave much needed international visibility to
Sri Lankan contemporary art while creating an awareness
within local audiences about its nature and form. Within
this overall scenario, the Sri Lankan contemporary art
scene continues to evolve and mature, retaining its own
unique brand of radicalism and innovation.

i. Parts of this essay have been published in different forums before.
ii. From the 1980s onwards, Sri Lankan society and politics have been
burdened with the left-oriented youth uprising from the South (1988–91)
spearheaded by the Janata Vimukti Peramuna (JVP) that was brutally
suppressed by the state and a 28 year armed conflict (1981 -2009) with
ethnicity as the central issue of rupture.
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To apply for an American Express Centurion Platinum Card
Call (011) 4 315 315 or visit any Nations Trust Bank Branch.
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Discover Sri Lanka & The Maldives with

Does your ideal getaway spell out a relaxing holiday by the beach?
An island safari or maybe a cool vacation gazing at the picturesque lakes and misty mountains?
Or perhaps maybe shopping, or a quiet meal and chill out session with friends and family ?
Whatever your liking, we have got it at Cinnamon, and that’s why Cinnamon is your perfect holiday escape!

T: 11 2306 600

E: reservations@cinnamonhotels.com

W: www.cinnamonhotels.com
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