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CURIOSITY
AND RITUALS OF
THE EVERYDAY

MAGGIE BAXTER

I0TA21

I0TA21 began life in May 2018 with hope, aspiration, plenty of ideas, but
perilously little else. Yet, despite navigating the complications of initiating a large
international exhibition during an unforeseen global pandemic, it has taken on a
life far more expansive than initially anticipated.

It is now no exaggeration to refer to the greater program of events as a
Festival, stretching out from the curated exhibitions at the John Curtin Gallery
and Fremantle Arts Centre, into the whole of metropolitan Perth and regional
Western Australia through outreach programs and satellite exhibitions.

The Futuring Craft conference, co-hosted with the School of Design and Built
Environment at Curtin University, provides a platform for critical debate, practice-
based studies, and information sharing amongst practitioners and academics.
Curiosity and the Cloth, the fashion event that closes the conference, features
designers from the region whose garment making reflects innovative application
of traditional craft practice, embellishment, or garment construction.

As a curatorial group we came together after the launch of the Indian Ocean
edition of Garland magazine at the Fremantle Arts Centre. What became apparent
early in our research was the local hunger for craft-based exhibitions and fora for
discussion on craft practices. Whatever the many advantages of the digital age,
the need to physically make remains an urge that many artists can never ignore.

10TA21 was partly inspired by the late Dr Robert Bell and the Craft Triennials he
curated at the Art Gallery of Western Australia before he moved to the National
Gallery of Australia. Robert's interests were Japan, Scandinavia, and the USA, but
the wonderland he created inspired a generation of Western Australian artists
long after the events finished.

Why Perth? Western Australia’s immense coastline meets the vast currents
that wash through the Indian Ocean, jo g us metaphysically to an array of
countries and cultures that differ socially, economically, and structurally.

We are not the first to recognise this. In 1979, The University of Western Australia
with the Western Australian Institute of Technology (now Curtin University),
Murdoch University and other local educational and cultural institutions initiated
the Indian Ocean Arts Festival. As part of the UNESCO World Music Week there was
a strong emphasis on music and performing arts. A second Indian Ocean Festival
was held in 1984. In 1987, the late Adrian Jones, Director of ARX — the Artists’
Regional Exchange, brought remarkable artists from Southeast Asia to Perth,
generating exciting conceptual dialogue through exh ns, talks and workshops.

Traditional craft production continues to be an important and much needed
source of income around the Indian Ocean Rim. In our pursuit of the pioneering,
intriguing, and wondrous, we had to define (as far as one can) what sets apart
the skilled artisan from the innovative; what causes artists and artisans to leap
into new territory without knowing what they discover. We settled on one word:
curiosity.

Progressive thinkers, the curious, recognise that the survival of traditional
crafts relies upon maintaining specific skills and techniques while simultaneously
introducing new designs and modifications. Craft is elevated by the courage to take
risks and intervene with the known order of things to create new, contemporary
iterations.

Our first curatorial task was to set a framework within a topic that is potentially
boundless.

Throughout the region, craft objects and artifacts have traditionally been
inked to specific uses, whether daily, for special ceremonies, or acts of worship.
We condensed this into an overarching theme: Curiosity and Rituals of the Everyday
explored through four sub-themes: Votive — describing systems and formalities
of belief; Family/Utility — objects having their roots in function and domestic use;
Shelter — referencing the architecture of physical protection; and Adornment — a
process of embellishment or beautification.

But nothing is static, especially when talking to diverse artists from different
countries, whose viewpoint and understanding of those themes is the product of
their life experiences not ours. Consequently, sub-themes evolved as it became
apparent that within Shelter, for example, lay concerns about colonial possession
and dispossession; that Family and Utility were simultaneously connected to
Votive and issues of gender disparity. Curators set themes. Artists disrupt with
unexpected responses.

The world has changed significantly since May 2018. Whatever obstacles we
thought we might meet along the way to the first Craft Triennial — the inability
to travel was not one of them. As COVID-19 started to gain global traction in early
2020, our travel was curtailed, resulting, we acknowledge, in gaps in the countries
represented. At the time of writing this — two months from opening - there are
second and third waves with more virulent strains, freight cost increases have left
us gasping, and some artists have been forced to withdraw. But we are still here!

Our heartfelt thanks are extended to all the artists, craftworkers, and artisans
that have contributed to this exhibition in circumstances that range from trying,
at best, to catastrophic. We salute them! We had always wished that some could
Jjoin us for the opening celebrations but current border closures preclude this.

We also thank the Directors (current and former) and staff of Fremantle Arts
Centre and John Curtin Gallery for having faith in the small kernel of an idea and
giving us the space to run with it.

EXHIBITION DATES

John Curtin Gallery 10 September —31 October 2021
Fremantle Arts Centre 18 September —7 November 2021

INTRODUCTION






A FOOTPRINT
IN STONE

| have a stone given to me by an elder of the Noongar people, those of south-
western Australia. Well, it's actually an artefact: a tool, rather than a mere stone
and looks like something used for hammering or as a weapon. The elder didn't say
where she got it. It's not very big, around 110mm by 55mm.

Showing me the stone that first time, Kayang Hazel Brown said, 'See? Woodatji
footprint, or maybe a mambera.'

She was referring to a very small footprint left in the stone by one of the
mythical creatures of the Noongar world. | say mythical, but it's a fact that many
people say they have seen one or other of these 'little men'.

I wasn't sure | could see the footprint and even now, although | sometimes see
it very clearly, at other times | can hardly make it out at all. It's rare that | can
see all the toes, although the sole is usually very clear. | don't know why this is so.
Humidity, or changing light? My own brain?

It cups neatly into my palm and is a smooth and lovely thing to hold. Cool when
first picked up, it seems to quickly warm to body temperature. It has no scent at
all. | can't help but think of other hands that have also held it. Ancestor's hands,
and their technologies.

Kayang Hazel never told me where she got the stone from, who gave it to her
deed, why she wanted me to have it.

On another occasion | was one of a group of Noongar people given some twenty-
six stone tools. | was going to say we were 'gifted’ the tools, because the occasion
had some of the respect often associated with gift-giving, but the
context of stolen land and all the injustices of our history gives the
word 'gift’ an ironic, painful twist.

The event, which in fact had a rather ceremonial quality despite
its informality, occurred at a place known as Cocanarup, near the
town of Ravensthorpe on the south coast of Western Australia. It's
an area infamous for a retribu
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The old man brought out a

e massacre that occurred after bulging bag. He didn’t open

the late nineteenth-century death of a white man. That sense it mﬂﬂmmmrﬁ away, or tell us

of retribution may have intensified after his Noongar killer was
acquitted in the courts because the killing is said to have gone
on for a long time. Many Noongar people were chased from, and
killed in, the wider Ravensthorpe area. Depending on where you
get your information, the man was apparently killed for raping a
Noongar woman with whom Noongar law would not have allowed
him to even associate.

The current landowners wanted to meet with us. They remembered some
of our ancestors who had lived in the area. Although the massacre meant the
area was widely regarded in Aboriginal circles as ‘taboo’ — a situation that was
perhaps exacerbated because legislation restricting the movements of Noongar
people made it impossible for many survivors to return to the area to reconcile
themselves to what had happened. It is nevertheless true that at the beginning

exactly what was in it.
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AURAS OF CULTURAL
AFFINITY AROUND THE
INDIAN OCEAN RIM

| am writing from Cape Town, Africa's southernmost point, where the Atlantic
and Indian Oceans meet. Once a victualing station, now a great port city, it was
King Manuel | who named it the ‘Cape of Good Hope' in 1498, in honour of Vasco
da Gama's triumphal circumnavigation of Africa. No matter that it is also known
as the 'Cape of Storms', for good reason. Many a ship has run aground in these
treacherous waters, lives lost, hopes dashed. Initially regarded as a way-station en
route to a greater goal — the fabled riches of the East, Cape Town, like all great port
cities today, is a melting pot, as African as it is European and Asian. A synthesis of
a great global adventure.

In India in 1995, a year after South Africa became a democracy, Nelson Mandela
sought to further this idea of a globalised yet localised vision of the world. 'The
natural urge of the facts of history and geography ... should broaden itself to
include the concept of an Indian Ocean Rim for socio-economic cooperation and
other peaceful endeavours', he began. 'Recent changes in the international system

demand that the countries of the Indian Ocean shall become a single platform’.
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BAZAAR NEXUS

Cognizant of the impact of 500 years of Western colonial rule in the region, the
devastating yet also productive outcome of Empire, what he sought — which we
continue to seek - is global harmony. This is no easy feat, as we well know, given
the re-escalation of nationalism, isolationism, populism, the world over. And yet,
as Sugata Bose (2006) notes in his conclusion to A Hundred Horizons: The Indian
Ocean in the Age of Global Empire, ‘It was
this task of creating hybrid and polyphonic
languages of translation that the peoples
of the Indian Ocean interregional arena
had so successfully accomplished through

Justly regarded as ‘the cradle the archaic and modern phases of opposire Zizipho Poswia, 2021

of mwo_umﬁmm.go:.. the Indian globalisation. It remains the only hope for mh:um%m:nwwjmﬁ:?m,,a °
.. ) a new cosmopolitanism a postcolo

Ocean Rim is the most richly setting".

diverse shoreline on earth. Justly regarded as ‘the cradle of

globalisation’, the Indian Ocean Rim is the
most richly diverse shoreline on earth. Long
before the European circumnavigation of
Africa - a treacherous necessity, given
that the Arab world controlled the 'Silk
Road' to the East - the Indian Ocean Rim,
comprising Southern and Eastern Africa, the Arab and Indian sub-continental
worlds, Southeast Asia and Australia, was an active intercultural region. Bose
describes it as a 'bazaar nexus', an active zone of commerce. Bose shares Mandela's
view that ‘other peaceful endeavours’ prevail, noting that ‘The reality of the Indian
Ocean comes through most strongly in the imagination of creative thinkers and
artists who believed that world to be blessed with an aura of cultural affinity"

AURAS OF CULTURAL AFFINITY



THE CRAFTS
HAUE THE POWER
TO REDEEM ART

In 1898, the Portuguese artist Jose Salgado painted a dramatic history painting,
'Vasco da Gama meeting with the Zamorin of Calicut. Da Gama, the Portuguese
explorer who had pioneered a sea route linking West Europe to Western India exactly
400 years earlier, occupies centre-stage. He addresses the Zamorin — the Hindu ruler
of the city-state of Calicut — with a flamboyant gesture, his presence overwhelming
the supposed savages of the East. The savages, meanwhile, inhabit a court opulent
in its grandeur. The Zamorin wears pearls, emeralds and rubies; his courtiers are
dressed in the finest silks and cotton. Apart from his theatrical gesture and a brass
washbasin offered by a lackey, da Gama does not have much to offer. By Salgado's
time, European colonialism was at its high noon, having remapped and redefined
the world in its own image. The rhetoricity of his painting — with its Orientalist view
of the Indians and its celebration of a Western triumphalism - clearly drowns out
the truth.

From the manner in which the Zamorin has been presented here - as an
onlooker dazzled by the European visitor — nobody would guess that he was the
Samudra Raja or Sea King, one of the most influential rulers in the Indian Ocean
zone. Or that he controlled the spice trade which connected the Malabar coast
with Egypt, Venice and, ultimately, Nuremberg. Claude Alvares, the historian of
decolonisation, notes that da Gama's offerings were utterly tawdry: hats, strings
of coral beads, washbasins, jars of oil and honey
with some striped cloth thrown in (which the
Zamorin's courtiers found laughable).” This
painting, while recasting the threshold moment
This pre-colonial latticework of of Portuguese colonialism, also conceals the
. . . real barbarian in the tableau: da Gama, who was
globalisation straddled conventional known to ‘take captives, chop off their limbs and
notions of East and West, as string them in pieces on the masts of his ships to
intimidate others.”

Such behaviour was ingrained in the project

NANCY ADAJANIA

well as the religious differences

among Hinduism, Jainism, Islam of colonial empire, on which Portugal, Spain,

and Christianity, in its sharing of France, the Netherlands and Britain embarked
during the 16th and 17th centuries. Based on an

abundance.

ationist winner-takes-all policy, it marked
a rupture with the mutuality and reciprocity that
had characterised the dealings of the merchants
who had participated in the Indian Ocean sea trade
until the arrival of the West European maritime
mercantile companies. It also created and enforced an 'East/ West' binary that had
not formerly prevailed. Among the actors in the pre-colonial world of Indian Ocean
trade were Indians, Persians, Malays, Arabs, Egyptians, East Africans — as well as
Sephardic Jews, Levantines, Armenians, Venetians, Flemings and Germans. This
pre-colonial latticework of globalisation straddled conventional notions of East
and West, as well as the religious differences among Hinduism, Jainism, Islam and
Christianity, in its sharing of abundance.
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MELISSA CAMERON | AUSTRALIA

KIRIT DAVE | INDIA

SUNNY DOLAT | KENYA

ANDILE DYALUANE | SOUTH AFRICA

SHARYN EGAN | AUSTRALIA

SARAH ELSON | AUSTRALIA

AUDREY FERNANDES-SATAR & ARIF SATAR | AUSTRALIA
PIERRE FOUCHE | SOUTH AFRICA

JAN GRIFFITHS | AUSTRALIA

GAURAV JAI GUPTA | INDIA

KAARU: SANJIB CHATTERJEE AND ANJALEE WAKANKAR | INDIA
CYRUS KABIRU | KENYA

SHAKUNTALA KULKARNI | INDIA

ISHAN KHOSLA | INDIA

DESMOND LAZARO | AUSTRALIA

JASON LIM | SINGAPORE

ANNIKETYNI MADIAN | MALAYSIA

ATHI-PATRA RUGA | SOUTH AFRICA

DARRELL SIBOSADO & DARRELL JADE KYLE | AUSTRALIA
GARRY SIBOSADO | AUSTRALIA

UDAY SINGH | INDIA

JAKKAI SIRIBUTR | THAILAND

WUTHIGRAI SIRIPHON | THAILAND

MADHUI SUBRAHMANIAN | INDIA / SINGAPORE

TJANPI DESERT WEAUERS: JUDITH YINYIKA CHAMBERS & NANCY NYANYANA JACKSON | AUSTRALIA
THANIA PETERSEN | SOUTH AFRICA

ZIZIPHO POSWA | SOUTH AFRICA

MONIQUE TIPPETT | AUSTRALIA

SUSIE VICKERY | AUSTRALIA

LIZ WILLIAMSON | AUSTRALIA

YEE I-LANN | MALAYSIA
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MAGGIE BAXTER
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NANCY ADAJANIA

ASHRAF JAMAL
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CURATORS & AUTHORS

NANCY ADAJANIA

Nancy Adajania is a Bombay-based cultural
theorist and curator. She has curated a
number of exhibitions including, 'Zigzag
Afterlives: Film Experiments from the 1960s
and 1970s in India’, Camden Art Centre, London,
2020; the Sudhir Patwardhan retrospective
'Walking Through Soul City', NGMA, Bombay,
2019; and 'Counter-Canon, Counter-Culture:
Alternative Histories of Indian Art', Serendipity
Arts Festival, Goa, 2019.

Adajania has proposed several new theoretical
models through her extensive writings on
media art, public art, transcultural art and
the biennale culture from the Global South.
She recently led an online curatorial workshop
‘Once Upon a Cultural Famine: A Curatorial
Thought Experiment’ for the Koc ennale
Foundation.

CAROLA AKINDELE-OBE

Carola Akindele-Obe is an independent arts
manager and writer with over 25 years'
experience coordinating visual arts and
crafts events in Australia, UK and Taiwan.
A graduate of Glasgow School of Art, with
a BA (Hons) Design in Embroidered and
Woven Textiles, City & Guilds in Basketry/3D
Woven Design, and Master of Arts Admin
from UNSW, Sydney.

Carola has a depth of experience as a project
manager for recurrent events including
Biennale of Sydney (1998-2002), Sydney

Art on Paper Fair (2001-2005), and Artopia
WA (2005-2007). Carola is a co-founder of
'Maker&Smith' presenting skills exchange
and promotion opportunities, including

a short film festival, to enhance the craft
sector in Western Australia.

MAGGIE BAXTER

Maggie Baxter is a textile artist, writer,
independent curator, and public art
coordinator. She first visited India in 1990
and maintains a textile arts practice in Kutch,
Gujarat state.

Her book Unfolding: Contemporary Indian
Textiles, which was the first book written on
contemporary Indian textiles, was published
by Niyogi Books, New Delhi in April 2015. The
highly successful exhibition of the same name
was held at the RMIT Gallery in Melbourne
from March—May 2015 and at the Fremantle
Arts Centre from July—September 2015. In
2003 she was the curator of 'Threads of Life:
Textiles from India’ for Global Arts Link in

Queensland. As an artist she has exhibited
regularly since 1984 in both group and solo
exh ons in Australia, India, Japan and UK.

ASHRAF JAMAL

Ashraf Jamal is a Research Associate in the
Visual Identities in Art and Design Research
Centre, University of Johannesburg. He is
the co-author of Art in South Africa: The
Future Present and co-editor of Indian
Ocean Studies: So Cultural, and Political
Perspectives. Ashraf Jamal is also the author
of Predicaments of culture in South Africa,
Love themes for the wilderness, The Shades,
In the World: Essays on Contemporary South
African Art, and Strange Cargo: Essays on
Art (forthcoming).

DR KEVIN MURRAY

Dr Kevin Murray is editor of Garland
magazine, a platform for sharing the stories
behind objects made by hand today. He is
Secretary of World Crafts Council — Australia
and board member of World Crafts Counci
- International. In 2000-2007 he was
Director of Craft Victoria where he developed
the Scarf Festival and the South Project.

He has curated many exhibitions, including
'Water Medicine: Precious Works for

an Arid Continent’; and 'Seven Sisters:

Fibre Works from the West'. His books
include Craft Unbound: Make the Common
Precious (Thames & Hudson, 2005) and with
Damian Skinner, Place and Adornment:

A History of Contemporary Jewellery in
Australia and New Zealand (Bateman, 2014).

GERALD SANYANGORE

Gerald Sanyangore is an independent
visual arts producer, curator and exhibition
organiser. He holds a BA (Hons) Economics
and Mathematics from the University of
Liverpool (UK), and a First Class Honours

in Psychology and Graduate Certificate of
Business (Arts and Cultural Management)
from Deakin University.

Gerald produced and curated Another
Antipodes Urban Axis exhibition and its
complementary BREACH African Film
Program, the largest international exhibition
focusing on contemporary African art

and film ever held in Australia (2017). His
curatorial work reveals alternative ways

of viewing shared experiences, untangling
complex histories and diverse narratives
across cultures.

DR RASSIM SAAD

Qassim Saad is an Iraqi industrial designer
living in exile since 1991, holding a BA, MA
and PhD in Industrial Design. He has taught
design and been assigned for academic
leadership roles since 1984 in Iraq, Jordan,
New Zealand, Egypt, Germany, and recently
in Australia. Qassim's understanding of design
is providing the stimulus for future-looking,
dynat approaches to innovation, b ng
on its nature as inter-disciplinary and applied
knowledge culminated by creative practices.

Dr Saad's research embraces creative practice
outputs and traditional scholarly publications
related to design and social innovation
‘outside the centre. His aim is to articulate
future scope to empower societies, il
developing countries, particularly achieving
a better quality of life, through applying
design methods and practices, as strategic
tools, to facilitate their social systems mega
problems. ORCID: 0000-0002-5641-9957

KIM SCOTT

Kim Scott is an award-winning novelist,
having twice won the Miles Franklin Award
(for Benang and That Deadman Dance) along
with many other Australian literary prizes.
He is a member of the WA Writers Hall of
Fame and his most recent novel is Taboo
(Picador, 2017).

Proud to be one among those who cal
themselves Noongar — the people indigenous
to south-western Australia — he is founder
and chair of Wirlomin Noongar Language
and Stories (www.wirlomin.com.au). Kim is
currently Professor of Creative Writing in
the School of Media, Creative Arts and Social
Inquiry at Curtin University.

JUDE VAN DER MERWE

Jude van der Merwe has over 25 years'
experience in the cultural and visual
arts sectors and is an independent
senior consultant spe
development, curatorial work, arts and
culture policy and strategy and Public Art
development and implementation.

She is current President of the World Crafts
Council Australia; Senior Vice President of
the World Crafts Council Asia Pacific Region
and member of the Advisory Board Curti
School of Design and the Built Environment.
Past board experience includes inaugural
board member and Company Secretary

of the Chamber of Arts and Culture WA.
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