Perth Festival acknowledges the Noongar people
who continue to practise their values, language,
beliefs and knowledge on their kwobidak boodjar.
They remain the spiritual and cultural birdiyangara of
this place and we honour and respect their caretakers
and custodians and the vital role Noongar people play
for our community and our Festival to flourish.
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WELCOME
The Visual Arts program is an integral and central part
of Perth Festival’s offerings. Coaxed and shaped into a
glorious reflection of our Festival theme of ocean by our
wonderful Visual Arts Program Associate Gemma Weston,
it exists as a contemplative and philosophical touchstone
for the Festival program as a whole.
The extraordinary range of artists from across WA and
beyond, assembled by Gemma and her fellow curators,
have revealed responses to the ocean in a multitude of
ways. Some have gone below the surface to the other
worldliness of the unknown while others are literally
looking to the sea, to its creatures, the journeys taken on it
and the implications of those.
A special thanks to Helen and all at Wesfarmers for their
ongoing support of visual art in this state and at the
Festival. I’m sure she would join me in thanking the artists
for all that they reveal about our world and the worlds
beyond. Please enjoy.

IAIN GRANDAGE

PERTH FESTIVAL ARTISTIC DIRECTOR

Image: Olga Cironis, Dislocation, 2021
Presented in association with Lawrence Wilson Art Gallery
Photo by Ilkka K Photography

The incredible works to be experienced at our multiple
gallery partners across the 2022 Visual Arts program capture
the depth, imagination and wonder of this Wardan (ocean).
These works scan broad horizons and reveal submerged
truths. They reflect diverse perspectives and express the
compelling immediacy and resonance of artmaking in
Western Australia and beyond our shores.
As we head towards the 20th year of our partnership with
Perth Festival, I am proud that Wesfarmers Arts can play
such an integral role in bringing these exhibitions to fruition
and making them available to as many people as possible.
As Perth Festival’s Visual Arts Program Partner, Wesfarmers
Arts has extended commissioning opportunities for WA
artists and is supporting the exhibitions and an engagement
series that gives great richness and accessibility to the
2022 program.
We believe that art can be a beacon to guide us across the
waves of uncertainty to make new human connections and
find new ways of navigating the world. We are delighted to
be involved with the Festival again this year and are sure
you will find so much to enjoy in these exhibitions.

HELEN CARROLL

MANAGER, WESFARMERS ARTS
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grandparents have. Everyone, bar Noongar mob, is an
immigrant here. And, our collective future on the coast and
on this planet – which is just over 70% ocean – is tied to it.
All of this to grapple with, in another pandemic year.

I go down to the edge of the sea …
It’s like a schoolhouse
of little words,
thousands of words.
First you figure out what each one means by itself,
the jingle, the periwinkle, the scallop
full of moonlight.
Then you begin, slowly, to read the whole story.
– Mary Oliver, Breakage, 2005
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This booklet introduces you in detail to projects included
in the Perth Festival 2022 Visual Arts Program. It features
snippets of writing from curators, artists and other invested
parties aiming to flesh out the rationale for each exhibition
– to enlighten, clarify or perhaps to further complicate.
It is always a challenge, but an invigorating one, as Visual
Arts Program Associate at Perth Festival to weave a
coherent story from so many different projects. And then,
to weave them into the fabric of the Festival and its theme
as whole.
Each of Artistic Director Iain Grandage’s five Festivals
begins with a Noongar word, telescoping from Kaarla (fire,
home) in 2020 out to the cosmos, djinda and the sun,
ngaangk. For 2022 we are standing on the shore and facing
wardan, the ocean.
The ocean might have as many stories swimming in it
as it has fish. It’s a place of danger, beauty, threat, awe,
wonder, pleasure, grief. So many of us have it in our pasts,
have travelled over it to be here. Or, if we haven’t made
this journey ourselves our parents, grandparents, great

In talking though wardan with the gallery partners, artists
and curators who have contributed to this program,
several useful threads have emerged. One is the idea of
‘immersion’. At its best, stepping into an artwork, a gallery
or a performance can be like aesthetic scuba-diving,
like entering another world. This year several focused
solo exhibitions and discrete installations invite you into
unique worlds, each with their own visual language and
logic, created by each artist. Although vastly different in
substance, these exhibitions emphasis slowness, pause,
care and meaning acquired through the accumulation of
experience and the piecing together of fragments. Group
exhibitions at Fremantle Arts Centre, Lawrence Wilson
Art Gallery and DADAA also build a world from fragments,
using the contained space of the gallery and conversations
between artists to test the edges of an idea.
There is also a thread of what I would describe as magical
thinking – of portals, incantations and invocations, parallel
universes, ritual, dream states, meditation, archetypes
and subconscious urges, quests to visualise something
‘beneath the surface’. The notion of the far-off horizon,
of a sun that sinks nightly into the water to be reborn the
next morning, of an oceanic depth that swallows ships,
of a place where airbreathing bodies fundamentally do
not belong, encourages all kinds of wonder. The ocean
produces a bittersweet psychological contradiction, a
graceful swell of human emotion that crashes onto the

unyielding shore of human insignificance. Macro and micro
perspective collide.
Earlier in the year, in the aftermath of a midyear lockdown,
I wondered out loud to a colleague about what I thought
might be a developing personal tendency towards
escapism, a thirst for beautiful things to dissolve in. I
had imbued this with a quiet guilt, sensing in the term
‘escapism’ a judgment of cowardice, a kind of moral failure.
She countered: what if instead of ‘escapism’ you used the
word ‘nourishment’? In places this program does look at
hard and painful things, and in other places what it offers
is escape from them. But I hope that what it can provide
overall is this: nourishment. The collapse of macro and
micro into something sublime and poetic. A momentary
transportation and the feeling of being alive that comes
after a dip in the sea. The energy to continue.

GEMMA WESTON

PROGRAM ASSOCIATE: VISUAL ARTS

Image (left): Angela Tiatia, Holding On, 2015, single channel HD video - still,
12 minutes 12 seconds
Exhibited in Undertow at Fremantle Arts Centre
Image (above): Olga Cironis, Dislocation, 2021
Presented in association with Lawrence Wilson Art Gallery
Photo by Ilkka K Photography
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in 2004. Contrasting this with the richness of Chinese
cultural history, Julien insightfully reflects the UK tragedy
through the Chinese fable of the goddess Mazu – the
saviour of a group of imperilled fishermen lost at sea in the
16th century Tale of Yishan Island.
Following ideas surrounding death, spiritual displacement
and the uniquely Chinese connection with ‘ghosts’ or ‘lost
souls’, Ten Thousand Waves also links the Shanghai of
the past and present, symbolising the Chinese transition
towards modernity, aspiration and affluence.

ISAAC JULIEN
Presented in association with the John Curtin Gallery

The Isaac Julien exhibition brings together two of
Australia’s most respected University Art Museums, in
partnerships spanning the 2022 Perth and Adelaide
Festivals, to present a combined selection of the acclaimed
British filmmaker’s art installations. It will be the largest
ever assembly of Julien’s artworks in Australia.
The John Curtin Gallery presents two of the artist’s most
ambitious installations – the epic tale of Ten Thousand
Waves (2010) filmed on location in China, and the Australian
premiere of Lessons of the Hour (2019), Julien’s poetic
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meditation on the extraordinary life of former slave and
pioneering human rights activist, Frederick Douglass.
Featuring in both Perth and Adelaide exhibitions, Ten
Thousand Waves (2010) explores the desire driving
people from disadvantaged communities to undertake
perilous journeys in pursuit of a better life and the tragic
intersections with modern slavery. This multiscreen film
installation reflects upon the Morecambe Bay tragedy,
where 23 Chinese illegal immigrant workers drowned
gathering cockle shells from tidal flats in northern England

In its Australian premiere, Lessons of the Hour is a poetic
meditation on the life of Frederick Douglass (1817 – 95),
the visionary African American orator, intellectual, selfliberated slave and social reformer. Born into slavery in
Maryland, USA, he escaped in 1838 and fled north where he
married Anna Mary Douglass. Through the overwhelming
popularity of the first of his three autobiographies,
Douglass became instantly famous when Narrative of
the Life of Frederick Douglass, an American Slave was
published in 1845.
Cited as the most photographed American in the
19th century, Douglass witnessed the burgeoning
new technology of photography transform people’s
understanding of the world. He articulated his groundbreaking vision of how picture making and photography
could offer powerful tools in the fight for human rights,

and deliberately never smiled when being photographed
to avoid his portrait reinforcing the prevalent racist
mythology of the ‘happy slave’. Douglass believed ‘truthful’
photographs could be an effective counter to the many
popular racist caricatures, especially the misinformed
acceptance of black face minstrel theatre that gained
unprecedented popularity in the 1830s. The potency of
these striking portraits, spanning his life as a free man,
remain a fitting testament to Douglass’ belief in the power
of photography as a vehicle for social transformation.
In his own practise as a contemporary filmmaker and
installation artist, Isaac Julien similarly deploys state of
the art technologies to reinforce a commitment alerting
an unknowing public to the continuing struggle for human
rights and social justice.
Presented in conjunction with Adelaide Festival and SAMSTAG Art Museum

Image (left): Isaac Julien, The North Star (Lessons of the Hour), 2019, framed
photograph on gloss inkjet paper mounted on aluminum, 160 x 213.29 cm
Courtesy of the artist and Roslyn Oxley9 Gallery, Sydney
Image (above): Isaac Julien, Nanjing Road Tram (Ten Thousand Waves), 2010, Endura
Ultra photograph, diptych
Courtesy of the artist and Roslyn Oxley9 Gallery, Sydney
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TARRYN GILL, BEN BARETTO & NEMO GANDOSSINI-POIRIER

THE SUNSET
LOUNGE
Presented in association with Alex Hotel & Shadow Wine Bar

The term ‘day spa’ implies the existence of its opposite –
the night spa.
The day spa is a place for recuperation, treatment and
relief. It differentiates itself from the ‘salon’ by addressing
the inner as well as outer body. It will improve aesthetics,
and it will also reset balance. Perfect harmony.
The day spa implies access to the luxury of a wellspring
of time, long stretches between 7am and 6pm that can be
spent resetting, rejuvenating, relaxing – the irony being
that the availability of ambient time (and money) to spend
at a day spa suggests diminished exposure to some of the
psychic and physical harms that it might repair. The day
spa implies the absence of work, or at least a temporary
holiday from it.
The day spa borrows some of the original glamor of Spa,
a Belgian town in a valley in the Ardennes mountains
famous for UNESCO World Heritage listed healing mineral
springs and, reportedly, the first recorded beauty pageant
in Western history. The day spa is inherently – figuratively
if not literally – wet, concerned with what health can be
dissolved in water and absorbed through the skin. With the
benefits of soaking. Of letting things sink in.
(Perhaps the true opposite of the day spa is a place where
health exits the body)

The Sunset Lounge is a night spa. Or at least, a spa for the
gloaming hours. It is a spa for a place where the sun sinks
into the ocean, to be reborn anew each morning. It offers
the brain a brief soak in some underwater logic and some
twilight moods.
The Sunset Lounge suggests you check in to a new reality,
just for a little while. Collect a key card from the lobby and
ascend to the second floor. Behind two doors are two small
worlds. Lie back, close your eyes and take a deep breath.
One takes you under the ocean, inside the safe unreality
of a dream, to confront some fears. There will be sharks
and glitter. In the other, Billie Eilish sings you to sleep from
inside a wormhole opened in the internet. The bed is a
painting you can lie on, patterned with watery colour and
boardshort textures. Downstairs, Shadow Wine Bar is lit for
the occasion by a suspended disc that makes a beautiful
game of light and shade, acknowledging the cycles that
guide us. You can stay for a meal or wander out into the
falling night.
The Sunset Lounge makes no promise of wellness. Wellness
is a cult. But if a visit does improve your sense of wellbeing,
we’re happy for you. You can go after work, and it’s free.
And there’s a drink at either end, if the mood takes you.

(Perhaps the true opposite of the day spa is the night club)

Image: Benjamin Barretto, Untitled (scan), 2021, JPEG, dimensions variable
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MUYAN BIRAM BAJARA
(SKIN, SKY, FOOTPRINTS)
At the northern edge of Minjerribah (North Stradbroke
Island), a rocky headland clutches the sandbank, gazing
determinedly across the Coral Sea.
For thousands of years, the women of Minjerribah
have come to this rock in times of illness or hardship –
ceremonially diving into the waves, running barefoot over
the sand and sprawling across the rock to soak up the sun’s
warmth. Muyan Biram Bajara.
Surrounded by native tea tree and pandanus forests, Adder
Rock (Deranji – rocky place), is a place of healing for the
island’s traditional owners, the Quandamooka People. “We
call it little Uluru,” says artist and Quandamooka woman
Sonja Carmichael. “It’s very sacred.”
Deranji is one of many tales of ocean Country woven
into the artworks of Sonja and her daughter Elisa Jane
‘Leecee’ Carmichael. As part of Undertow, the duo has
developed a series of works honouring the waterways of
Minjerribah as an enduring source of healing, sustenance
and wonder to the Quandamooka People, while expressing
the importance of looking after Country and the island’s
rich biodiversity.

“It was an incredibly moving and special time creating these
works, and very much a family affair,” Leecee commented.
“Ira was born just a few days before my Aunty passed. He
helped me direct the last two cyanotypes.”
Central to Sonja and Leecee’s practice is the regeneration
of traditional Quandamooka weaving, passing on cultural
knowledge and combining contemporary techniques to
provide a modern take on this enduring tradition. As part
of Dabiyil Bajara, the pair will exhibit a series of woven
forms inspired by the temporal marks we leave behind on
bodies of water – from human footprints on the sand to
the breaching of a whale over ocean’s surface.
Made from natural fibres collected from the wetlands, as
well as marine debris, fishing lines and discarded ‘ghost
nets’, these works signal the pervasive threats to the
island’s marine life that lay just beneath the water’s surface.
“We nearly lost the practice of Quandamooka weaving
to colonisation. Our cultural knowledge was almost
annihilated during the mission days here,” Sonja says. “It’s a
privilege to be a part of keeping this practice alive, and to
tell our stories across Australia.”

“Being on an island, the ocean is an intrinsic part of our
everyday lives,” Leecee explains, cradling her newborn son
Ira in her arms, who was born in the midst of developing
the work for Undertow. “It’s our lifeblood, our sanctuary.”

AMANDA BELL, RON BRADFIELD,
SAM BLOOR, SONJA & ELISA JANE
CARMICHAEL, GARRY SIBOSADO,
SOUL ALPHABET AND ANGELA TIATA

Flanked by deep waters, our nation’s connection with
the coast is complex and multilayered. The waters that
envelop our continent hold within them narratives of the
beginnings of time, of creation and first life.

UNDERTOW

In the context of Australia, these expansive waters take
up appropriate space in the anthologies of our continent.
They are economic highways, pathways to freedom,
colonial carriageways and vessels of ancient knowledge.
They are spaces of promise, but also of betrayal.

CURATED BY GLENN ISEGER-PILKINGTON

Undertow explores the relationships we have to oceans
and seas, ever-changing bodies of water in constant flux,
as sites of tradition, transformation, transience, terror
and turmoil.

Presented in association with Fremantle Arts Centre
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Dabiyil Bajara is their most ambitious installation to date.
Translating to ‘water footprint’, it features a series of six
epic-scaled cyanotypes which will be draped from the
ceiling, submerging audiences into a deep ocean chasm of
ancient Minjerribah stories, plants and animals.
Dabiyil Bajara – Goompi features dugongs, a highly sacred,
endangered animal, floating across the deep waters of the
bay, while Dabiyil Bajara – Yarrabin is about the saltwater
crashing in and out, and the perennial changes in tides and
times. The artists added an extra star for Sonja’s sister, who
passed away during the making of these works. In Dabiyil
Bajara – Pulan, an eagle soars through a sky full of stars
while a school of mullet dart through the water below.

Image (left): Sonja Carmichael and Elisa Jane Carmichael, Balgagu gara (come
celebrate), 2020, cyanotype on cotton. Photo by Grant Hancock
Courtesy of the artists, Onespace Gallery and the Art Gallery of South Australia
Images (above): Sonja Carmichael (left)
Courtesy of Quandamooka Yoolooburrabee Aboriginal Corporation by Stradbroke
Island Photography
Elisa Jane Carmichael (right). Photo by Louis Lim
Courtesy of Onespace Gallery
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SONIA KURARRA

PORTALS OF
LOVE AND LOSS
CURATED BY EMILIA GALATIS IN COLLABORATION WITH MANGKAJA ARTS

Presented in association with Lawrence Wilson Art Gallery

Kurarra is like the Martuwarra (River). She can be calm like
the soft flows of the Martuwarra or destructive depending
on the mood she’s in.
Kurarra paints free flowing, navigating each twist and turn
of the Martuwarra.
As the river brings life to the Martuwarra people (River
people), so does each brush stroke as it hits the canvas.
As the Wakari (pandanus) stands calmly on the waters edge,
to me it resembles the calmness that painting gives Kurarra
as she reminisces.
The country is slowly changing. Memories of loved ones
fishing, hunting and gathering along the Martuwarra’s edge
with family are like the flow of the Martuwarra, you can’t
touch the same current twice.
Like the Martuwarra that breaks it’s banks and floods the
country, so does her choice of mediums from canvas to
Perspex and paper. Like a permanent water source, her
story never changes the Martuwarra runs through her. She
is the Martuwarra, just let her flow.
– Lynley Nargoodah, Special Projects, Mangkaja Art

Images (left): Sonia Kurarra, Martuwarra, 2021, synthetic polymer paint on canvas
Courtesy the artist and Mangkaja Arts Resource Agency
Image (above): Sonia Kurarra photo by Emilia Galatis, 2019
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LUISA HANSAL, JESS TAN & WADE TAYLOR

ARIEL’S SONG
Presented in association with Lawrence Wilson Art Gallery

This exhibition gained its title late in the piece. It started
as an idea to replicate, in an exhibition, the feeling and
colour palette of the deepest ocean. I imagined a dark
cave studded with angel-fish colors and forms that behave
according to their own logic, figurative but other-worldly.
This was initially all I had to offer artists Luisa Hansal, Jess
Tan and Wade Taylor – a vibe, a vision of a deep blue
room and the sense that thinking through this exhibition
as a curator might echo their own processes of thinking
through an artwork, following instinct through uncertainty
towards something like knowledge.
12

For me, their works are linked by the psychology of
colour and they create, when brought together, a kind of
gradient or ouroboros of representation and abstraction.
From recognisable scenes that borrow from genres of
landscape and still life, twisting them with painterly effect
and fluorescent grounds to create a tense, heightened
ambience of something just about to happen (Taylor) to
a still representational but entirely interior world awash
with symbol and poetic resonance, everything fluid and
vibrating, like ectoplasm or the memory of a dream
dissolving on waking (Hansal). And then, back through a

psychological wormhole and into ‘real’ space to connect
symbol and the sculptural object with Jess Tan, whose
works are made in collaboration with snails and through
processes of digestion or decomposition, collecting strata
of materials like tidelines of seaweed and shell.

lines from the passage as titles for several paintings of
the wreck of the SS Kwinana, but it captures something in
general of her ethos as an artist, a quest to fix in art the
“energy, virtuality and movement below the surface” of the
tangible world.

I knew that the UWA Art Collection, based at Lawrence
Wilson Art Gallery, holds a significant collection of
paintings and drawings by Audrey Greenhalgh (1903 – 91),
who often returned to the Western Australian coastline as a
subject. I had the idea that pairing Hansal, Tan and Taylor’s
works with Greenhalgh’s might anchor this esoteric idea of
an exhibition that felt like being underwater to the actual
ocean – a way of exploring the ocean as both a metaphor
and a place. At Lawrence Wilson Art Gallery, Dr Sally
Quin and Kate Hamersley introduced me to several other
beautifully oceanic works in the collection – by Stephen
Holland, John Perceval and William Dobell – that became
part of the story.

The title, and the passage, closed the loop of references
and offered a more accurate mood-board for the feeling
I wanted to evoke – not so literally deep-sea, but a place
in which it was possible to visualize and be at peace with
forces beyond our control, and feelings difficult to name.
A place where the human body, made so separate from
the world through centuries of Western thinking, starts to
lose its metaphorical edges and transform. Something rich
and strange.

Ariel’s Song was the title of an exhibition surveying
Greenhalgh’s work, held at Lawrence Wilson in 1994
after the artist’s death. It refers to a passage in William
Shakespeare’s The Tempest, a visceral description, sung by
a wind-spirit in the control of an exiled Duke with magical
powers, of a King lost in a shipwreck, his body transformed
by the ocean into coral and pearl. Greenhalgh had used

— Gemma Weston, Curator

Images (left): Wade Taylor, Marlee, Marlee, 2021, oil on wood, 42x32cm
Luisa Hansal, little mermaid, 2021
Courtesy the artist and sweet pea, Perth
Image (above): Jess Tan, untitled, 2021, egg shells collected from 2020 – 21,
texta, pillow feathers, wire, paper mache
Photo by Jess Tan
Courtesy the artist and sweet pea, Perth
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KELSEY ASHE WITH SANDRA HARBEN,
JOHNNY BULUN BULUN, JO DARBYSHIRE
WITH CHERISH MARRINGTON,
SANDRA HILL, LAUREL NANNUP,
ANNA NAZZARI, LEA TAYLOR AND
MICHAEL JALARU TORRES

WAM WARDANUP –

STRANGERS
ON THE SHORE
Presented in association with the Holmes à Court Gallery
14

WAM WARDANUP – Strangers on the Shore is an exhibition
about cross-cultural encounters along the longitudinal
arch of the Western Australian coastline. This story runs
from the 1600s onwards, looking at early encounters
between First Nations peoples and Macassan and Chinese
traders and European shipwreck survivors. The ocean and
the point at which it reaches the land is a charged space
ripe for artistic interrogation. The artists in this exhibition
have tackled this space through diverse media and from
multiple perspectives.
Within this coastal space, being or perceiving another as a
stranger is necessarily transient. Anyone who is unfamiliar
is a stranger at first sight. Once contact is made this state
can readily dissolve from the unfamiliar to the familiar, as
humans engage one another across cultural and linguistic
divides. There is a seldom used Greek term, Euxenia,
described as ‘high regard for the stranger’ or extending
hospitality. Many instances of cross-cultural encounter
on the West Coast were of mutual curiosity, care and
hospitality, as much as they were of misunderstanding,
violence and discord.

Several of the artists in Strangers on the Shore respond
to the WA Maritime Museum archival collection of the
same name. This archive is ‘an electronic database
containing all known European and Asian shipwrecks
around Western Australia’s coastline where survivors have
had Indigenous social contact.’ Through interrogating
this archive and the many stories of shipwreck, survival
and cross-cultural encounter, the artists engage in a
critique of colonialism, shine a light onto and question
accepted histories, acknowledge truths and imagine other
possibilities. This exhibition asks that we re-visit these
histories and try to better understand shared moments
of our collective history that propel myth and the shaping
of our sense of cultural identity. In discussion and with
cultural consultation, artists in this space participate in the
‘archival turn’, in a zeitgeist of overdue re-adjustment of
known histories that signifies that a powerfully healing and
syncretic cultural shift is underway.
Strangers on the Shore is a critique as much as it
marks steps towards doyntj doyntj koorliny (going along
together), danjoo koorliny (walking together) with
koorndarn (respect), and nih (listening), towards mutual
acknowledgements and a sharing of stories. Aboriginal and
non-Aboriginal artists unpack the idea of a stranger/s on
the shore, as a complex and layered idea, open to multiple
interpretations. Margo Neale (2021) encourages us to

expand our worldview to encompass ‘learn[ing] from the
Aboriginal archive embodied in Country, in combination
with the western archive, this knowledge creates a third
archive, available to all’. Interrogating the idea of the
stranger works towards creating such a ‘third archive’;
towards healing and the opportunity to shift the narrative
away from strangeness and towards familiarity, through the
re-presentation of existing stories and the creation of new
shared stories.
With thanks to the Janet Holmes à Court Collection and Mossenson Gallery for the
loan of artwork and WA Maritime Museum for the loan of artefacts.

Image (left): Kelsey Ashe Giambazi, Deep Time, 2021
Image (above): Johnny Bulun Bulun, Murrukundja Manikay Cycle - Visiting Groups
to Arnhem Land, 1993 – 94
Copyright of the artist’s estate
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A long fishing rod plopped into a murky pond – the kind
without a reel – an extension of my body. Sweat mixes
with blood as I squat down in the mud with my TN’s on,
in rural Sembilan.
Astaghfirullah.			
Aimlessly swishing this timber limb in the small pond near
my great uncle’s house,
I presumed I’d hear more here
(more than human kin, perhaps … )
the diasporic romantic searching.
The truth is that he grunts at me through atmospheric
silence
as I unknowingly bleed straight through my ridiculous pink
dungarees,
I grunt back.
A communication of vague gesticulation and a translating
mother
between us.
By nature, I think we all know that language comes from a
bendy place.
By ‘we’ I mean the children of language just out of reach.

Phenomenologically reshaping ‘violence’ toward
transformation
(object relation, better known as Animism)
A rod for fishless gesticulation; a dagger for the heart; fake
flowers for the spirit;
and a du’a (for God). I reach meekly into the navel of each
generational relation.
Reaching begets a communion with clarity: of the people
you love, the land you are on.
The momentum, the momentum, the momentum, I turn
and walk away in wait.
Stepping into my Datok’s house next door, my mum and
aunties tell me (in English) that my grandfather is speaking
in tongues (what they mean: he won’t stop talking) as I
dissolve the saliva off my tongue into the air bandung
handed to me upon arrival, and the rest of me follows.
My tongue(s) are a swirl of dissociative consciousness,
condensed milk, ice and rose syrup.
Never know, never, no.
I know now, to let go.

Press the entirety of your body weight with intention into
both hands
against a barrier,
With quiet, painful optimism
make it a bridge.
The momentum, the momentum, the momentum. (of
stillness) I wish I had known to let go.

ALTER BOY, FAYEN D’EVIE,
NASTARAN GHADIRI, JOSH OPHEL & ZOU MAT JE

OUR
LANGUAGE
TEXT BY AISYAH AAQIL SUMITO
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No such luck, I can see the fish bob for the bait, but I can’t
see any further below the surface. My uncle hangs back
in the silence of sweltering daylight with a half-smoked
cigarette hanging from his mouth.
Our backs towards a house, a chimney for my great
grandmother’s cigarettes,
Inside lies sparse corners of untouched belongings
A bundle of plastic bunga (flowers)
An ornate kris dagger (another limb)
A gold framed plaque (du’a)

Aisyah Aaqil Sumito is a queer and neurodivergent artist,
writer, installer and community organiser based on
Whadjuk Noongar boodjar. They will be performing in
relationship to Our Language alongside Annika Moses on
Sunday 6 March.

Image: Aisyah Aaqil Sumito, Documentation of A Place to Reckon, 2019
Courtesy of Pip Lewi
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A video work reflects the movement and material of
West’s making, as textiles float in and over her hands and
string is deftly woven between her fingers. Structured by
a shifting sky over the course of a day, West guides the
audience through a meditation. The layering of textiles,
audio and sound creates a densely textured environment
as she places herself within the tradition of string-making,
weaving and dilly bags, surrounded by her ancestors.
West’s work is an act of a “generous authority”1 that
protects, equalises and connects her audience. The
galleries contain cushions made of hand-dyed textiles
using leaves and flowers from a workshop she arranged
with family and friends to prepare for this exhibition. In
Space to Make String, the audience is invited to sit and
make their own hand twisted string. “The handmade string
is emblematic of a pace of production that supports
the health of Earth’s atmosphere and human kinship
connections”, says West. Tea for We Hold You Close is an
area dedicated to making and drinking tea together. Like
the slow pace of string-making, the audience is invited to
focus on the act of tea preparation and consumption.
Accompanying the installation is a soundscape of fire, rain,
making and walking recorded by Josten Myburgh. Scored
by West’s long-time collaborator, composer Simon Charles,
the soundscape incorporates string instrumentation
by musicians Djuna Lee and Jameson Feakes, and is a
response to country, connection, movement and rhythm.

KATIE WEST

WE HOLD
YOU CLOSE
CURATED BY ELOISE SWEETMAN

Presented in association with PICA –
Perth Institute of Contemporary Arts
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We Hold You Close is curated by WA-born, Rotterdambased curator Eloise Sweetman who has worked with
Katie West since 2016.
A gentle assembly of textile, sound and video, Yindjibarndi
artist Katie West’s immersive installation invites us to
reconsider our relationship with the natural environment
and each other.
A patchwork canopy depicting dilly bags floats above PICA’s
central gallery offering a space of quiet contemplation
in which visitors can sit. Dilly bags are baskets fashioned
by a string-making technique and used for ceremony and
gathering food. Using the sewing skills she learned as a
child from her adoptive grandmother, West has created
and stitched together a series of two-dimensional works
featuring dilly bags as evocative collages of velvet, organza,
lycra and other recycled materials. “I keep on sewing,
adding colours and textures until they’re irresistible to me,”
she says.

“Katie is part of a growing group of female artists I have
been working with for several years. For me, these artists,
and especially Katie, foster what I call material intimacy.
Katie does not impose or force the material or context
to fit her preconceived notions of what an artwork should
be. Nor is she submissive in the process. Material intimacy
is an emotional act of defiance against categorisation and
hierarchy. Such actions give room for energetic collectivity
and exuberantly claim space for oneself.”
Eloise Sweetman

1

Priya Parker, The Art of Gathering: How We Meet and Why It Matters

(New York: Riverhead Books, 2018)

Images: Ryan Sandilands
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national identity continues to be perpetuated and how we
experience the world in this present moment, in a selfmediated capacity, through the intermediaries of screens
and images.

MONUMENTAL PERFORMING PROTEST:

AUDIENCE ENGAGEMENT WITH
AMRITA HEPI’S MONUMENTAL
WRITTEN BY ANADOR WALSH

Presented in association with PICA –
Perth Institute of Contemporary Arts
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Monumental (2021) is a single-channel video installation
by Bundjalung and Ngāpuhi artist Amrita Hepi. It asks
us to look beyond the question of whether statues
monumentalising colonial figures should be removed, to
consider the ‘dialectical value of their memorialisation’ –
namely, what was the initial purpose of these monuments
and what do they mean in the present context?1 In posing
these questions, Hepi choreographs a performance for the
camera that employs a layered vernacular of classical and
contemporary imagery and movement. This layering speaks
to both the way that the myth of so-called Australian

In 2020, the murder of George Floyd at the hands
of Minneapolis police officer Derek Chauvin saw the
emergence of an international movement of Black and
Indigenous Lives Matter protests and the toppling of
contentious, historical monuments across the world.
Meanwhile in so-called Australia, Thomas Woolner’s statue
of Captain Cook in Hyde Park, Sydney, was placed under
police protection by the New South Wales Government.
It is this image – of a colonial nation defending British
sovereignty and the doctrine of terra nullius, using the
agents of its carceral system – that Monumental takes as its
starting point.
Situated within the tradition of fallism, Monumental is
a legacy of South African artist Sethembile Msezane
performing as the colonially co-opted Zimbabwean
Chapungu bird as Cape Town University’s Cecil Rhodes
statue fell on April 9, 2015, and British artist Marc Quinn’s
replacing of the monument of Edward Colston in Bristol
with a sculpture of Black Lives Matter activist Jen Reid,
after it had been knocked from its plinth and rolled into the
Bristol Harbour on 7 June, 20202.
Monumental begins with a diverse group of seven dancers,
Hepi among them, bathed in the deep orange glow of a
bright yellow orb projected into the background. Dressed
in white and maroon sportswear and cast in a gentle
silhouette, these dancers are surrounded by an assemblage

of sports paraphernalia – cricket bats and rowing oars.
Behind them, straddling a plinth, looms a large, expanding
foam statue of Captain Cook, one hand fixed on his hip.
Monumental then cycles through nonlinear scenes of
the dancers, packed tight around the foot of the plinth,
yelling up at Cook; using their hands, feet and the sporting
equipment at hand to destroy him and performing a series
of solos, duets and ensemble dancing that is at times
balletic and others reminiscent of classical sculpture.
[Preview excerpt from the forthcoming essay published to accompany the
artist’s exhibition.]
1
Suzannah Henty, ‘In The Soil That Nurtures Us: A Certain Death To The Colonial
Myth’, Index Journal, Monument, 3 (2021): p.20, https://index-journal.org/issues/
monument/in-the-soil-that-nurtures-us
2
Iva Glisic, ‘Towards Transformative Propaganda: A History of Student Activism at
the Australian National University’, Index Journal, Monument, 3 (2021): p. 9, https://
index-journal.org/issues/monument/towards-transformative-propaganda-ahistory-of-student-activism-at-the-australian-national-university-2020

Commissioned by and exhibited at Gertrude Contemporary in 2021,
with support from the Australia Council

Images: Amrita Hepi, Monumental, 2021, production still
Photo by Jacqui Shelton
Courtesy the artist & Anna Schwartz Gallery

21

EVER
PRESENT
FAMILY DAY
Presented in association with The Art Gallery of
Western Australia and Propel Youth Arts

“Ever Present celebrates the creativity, diversity,
strength, resilience and pride of early and contemporary
Indigenous artists highlighting their artistic, cultural,
social and political expressions that reinforce their time
immemorial connections and their ever present presence in
this country.”
Tina Baum, Curator of Aboriginal and Torres Strait Islander
Art, National Gallery

Ever Present: First Peoples Art of Australia is an exhibition
surveying historical and contemporary works by over 80
Aboriginal and Torres Strait Islander artists from across
Australia. Drawn from the collections of the National Gallery
of Australia and Wesfarmers Arts, the powerful works in this
touring exhibition reveal the contemporary views and lived
experiences of Aboriginal and Torres Strait Islander people,
bridging time and place, and connecting through the
perspectives of identity, resilience and cultural legacy.

On Saturday 26 February everyone’s invited to The Art
Gallery of Western Australia for a celebration of arts,
culture and community.
From 10am to 5pm enjoy all-ages workshops, talks, food,
dance and music, as AGWA welcomes community to share
stories, yarn, listen and connect with Aboriginal and Torres
Strait Islander people and culture.

Image (left): Ever Present: First Peoples Art of Australia AGWA installation view, 2021
Artwork – Richard Bell Kamilaroi/Kooma/Jiman/Gurang Gurang peoples, Omega
(Bell’s Theorem) 2013. The Wesfarmers Collection of Australian Art, Whadjuk Boodjar
Country/Perth
Photo by Bo Wong
Image (above): Rebecca Mansell
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SCHEDULE
VENUE / DATE

THU 10 FEB

LAWRENCE WILSON
ART GALLERY

FRI 11 FEB

SAT 12 FEB

TUE 15 FEB

WED 16 FEB

THU 17 FEB

FRI 18 FEB

SAT 19 FEB

Portals of Love
and Loss Opening
6pm, p10

Portals of Love
and Loss
12 – 5pm, p10

SUN 13 FEB

MON 14 FEB

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Ariel’s Song
Opening
6pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

ALEX HOTEL

PERTH INSTITUTE OF
CONTEMPORARY ARTS

Strangers on
the Shore
11am – 5pm, p14

HOLMES À COURT
GALLERY @ NO. 10

The Sunset Lounge
6 – 10pm, p6

TUE 22 FEB

The Sunset Lounge
6 – 10pm, p6

We Hold You Close
Opening
4pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

Monumental Opening
4pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Strangers on
the Shore
11am – 5pm, p14

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

DADAA

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

VENUE / DATE

WED 23 FEB

THU 24 FEB

FRI 25 FEB

SAT 26 FEB

TUE 1 MAR

WED 2 MAR

THU 3 MAR

FRI 4 MAR

SAT 5 MAR

Portals of Love and Loss
12 – 5pm, p10

Portals of Love and Loss
12 – 5pm, p10

Portals of Love and Loss
12 – 5pm, p10

Portals of Love and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Portals of Love
and Loss
12 – 5pm, p10

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

Ariel’s Song
12 – 5pm, p12

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

The Sunset Lounge
6 – 10pm, p6

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

We Hold You Close
10am – 5pm, p18

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Monumental
10am – 5pm, p20

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

Strangers on
the Shore
11am – 5pm, p14

ALEX HOTEL
PERTH INSTITUTE OF
CONTEMPORARY ARTS

Strangers on the Shore
11am – 5pm, p14

DADAA

24

MON 28 FEB

The Sunset Lounge
6 – 10pm, p6

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8
Our Language
10am – 4pm, p16

SUN 6 MAR

Strangers on the Shore
11am – 5pm, p14

Strangers on the Shore
11am – 5pm, p14

Strangers on the Shore
11am – 5pm, p14

Isaac Julien Opening
6pm, p4

Isaac Julien
11am – 5pm, p4

Isaac Julien
12 – 4pm, p4

Isaac Julien
12 – 4pm, p4

Isaac Julien
11am – 5pm, p4

Isaac Julien
11am – 5pm, p4

Isaac Julien
11am – 5pm, p4

Isaac Julien
11am – 5pm, p4

Isaac Julien
11am – 5pm, p4

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Undertow
10am – 5pm, p8

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16

Our Language
10am – 4pm, p16
Our Language
Performance
6pm, p16

JOHN CURTIN GALLERY
FREMANTLE ARTS CENTRE

SUN 27 FEB

Undertow
10am – 5pm, p8

Ever Present Family Day
10am – 5pm, p22

ART GALLERY OF
WESTERN AUSTRALIA
HOLMES À COURT
GALLERY @ NO. 10

Undertow
10am – 5pm, p8

MON 21 FEB

FREMANTLE ARTS CENTRE

LAWRENCE WILSON
ART GALLERY

Undertow
10am – 5pm, p8

SUN 20 FEB

Isaac Julien
12 – 4pm, p4
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Experience the world through the eyes of our best contemporary artists when Perth Festival
and Wesfarmers Arts unite for the 2022 Visual Arts Program.
Visual arts Program Partner

