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IO
TA

21 
began 

life 
in 

M
ay 

2018 
w

ith 
hope, 

aspiration, 
plenty 

of 
ideas, 

but 
perilously little else. Yet, despite navigating the com

plications of initiating a large 
international exhibition during an unforeseen global pandem

ic, it has taken on a 
life far m

ore 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 G

allery 
and Frem

antle A
rts Centre, into the w

hole of m
etropolitan P

erth and regional 
W

estern A
ustralia through outreach program

s and satellite exhibitions.
The Futuring Craft conference, co-hosted w

ith the School of D
esign and Built 

Environm
ent at Curtin U

niversity, provides a platform
 for critical debate, practice-

based studies, and inform
ation sharing am

ongst practitioners and academ
ics. 

Curiosity and the Cloth, the fashion event that closes the conference, features 
designers from

 the region w
hose garm

ent m
aking reflects innovative application

 
of traditional craft practice, em

bellishm
ent, or garm

ent construction. 
A

s a curatorial group w
e cam

e together after the launch of the Indian O
cean

 
edition of G

arland m
agazine at the Frem

antle A
rts Centre. W

hat becam
e apparent 

early in our research w
as the local hunger for craft-based exhibitions and fora for 

discussion on craft practices. W
hatever the m

any advantages of the digital age, 
the need to physically m

ake rem
ains an urge that m

any artists can never ignore.
IO

TA
21 w

as partly inspired by the late D
r Robert Bell and the Craft Triennials he 

curated at the A
rt G

allery of W
estern A

ustralia before he m
oved to the N

ational 
G

allery of A
ustralia. Robert’s interests w

ere Japan, Scandinavia, and the U
SA

, but 
the w

onderland he created inspired a generation of W
estern A

ustralian artists 
long after the events finished.

W
hy P

erth? W
estern A

ustralia’s im
m

ense coastline m
eets the vast currents 

that w
ash through the Indian O

cean, joining us m
etaphysically to an array of 

countries and cultures that differ socially, econom
ically, and structurally. 

W
e are not the first to recognise this. In 1979, The U

niversity of W
estern A

ustralia 
w

ith the W
estern A

ustralian Institute of Technology (now
 Curtin U

niversity), 
M

urdoch U
niversity and other local educational and cultural institutions initiated 

the Indian O
cean A

rts Festival. A
s part of the U

N
ESCO

 W
orld M

usic W
eek there w

as 
a strong em

phasis on m
usic and perform

ing arts. A
 second Indian O

cean Festival 
w

as held in 1984. In 1987, the late A
drian Jones, D

irector of A
R

X –
 the A

rtists’ 
Regional Exchange, brought rem

arkable artists from
 Southeast A

sia to P
erth, 

generating exciting conceptual dialogue through exhibitions, talks and w
orkshops. 

 Traditional craft production continues to be an im
portant and m

uch needed 
source of incom

e around the Indian O
cean R

im
. In our pursuit of the pioneering, 

intriguing, and w
ondrous, w

e had to define (as far as one can) w
hat sets apart 

the skilled artisan from
 the innovative; w

hat causes artists and artisans to leap 
into new

 territory w
ithout know

ing w
hat they discover. W

e settled on one w
ord: 

curiosity.
P

rogressive thinkers, the curious, recognise that the survival of traditional 
crafts relies upon m

aintaining specific skills and techniques w
hile sim

ultaneously 
introducing new

 designs and m
odifications. Craft is elevated by the courage to take 

risks and intervene w
ith the know

n order of things to create new
, contem

porary 
iterations. 

O
ur first curatorial task w

as to set a fram
ew

ork w
ithin a topic that is potentially 

boundless. 
Throughout the region, craft objects and artifacts have traditionally been

 
linked to specific uses, w

hether daily, for special cerem
onies, or acts of w

orship. 
W

e condensed this into an overarching them
e: Curiosity and Rituals of the Everyday 

explored through four sub-them
es: Votive –

 describing system
s and form

alities 
of belief; Fam

ily/U
tility –

 objects having their roots in function and dom
estic use; 

Shelter –
  referencing the architecture of physical protection; and Adornm

ent –
 a 

process of em
bellishm

ent or beautification.
But nothing is static, especially w

hen talking to diverse artists from
 different 

countries, w
hose view

point and understanding of those them
es is the product of 

their life experiences not ours. Consequently, sub-them
es evolved as it becam

e 
apparent that w

ithin Shelter, for exam
ple, lay concerns about colonial possession

 
and dispossession; that Fam

ily and U
tility w

ere sim
ultaneously connected to 

Votive and issues of gender disparity. Curators set them
es. A

rtists disrupt w
ith

 
unexpected responses.

The w
orld has changed significantly since M

ay 2018. W
hatever obstacles w

e 
thought w

e m
ight m

eet along the w
ay to the first Craft Triennial –

 the inability 
to travel w

as not one of them
. A

s CO
V

ID
-19 started to gain global traction in early 

2020, our travel w
as curtailed, resulting, w

e acknow
ledge, in gaps in the countries 

represented. At the tim
e of w

riting this –
 tw

o m
onths from

 opening –
 there are 

second and third w
aves w

ith m
ore virulent strains, freight cost increases have left 

us gasping, and som
e artists have been forced to w

ithdraw
. But w

e are still here!
O

ur heartfelt thanks are extended to all the artists, craftw
orkers, and artisans 

that have contributed to this exhibition in circum
stances that range from

 trying, 
at best, to catastrophic. W

e salute them
! W

e had alw
ays w

ished that som
e could 

join us for the opening celebrations but current border closures preclude this.
W

e also thank the D
irectors (current and form

er) and staff of Frem
antle A

rts 
Centre and John Curtin G

allery for having faith in the sm
all kernel of an idea and 

giving us the space to run w
ith it.

Founding partnership: Carola A
kindele-O

be, M
aggie Baxter, Jude van der M

erw
e, Q

assim
 Saad, G

erald Sanyangore.  
The Indian O

cean Craft Triennial w
as founded and takes place on W

hadjuk N
oongar Country.

E
X

H
IB

IT
IO

N
 D

A
T

E
S

John Curtin G
allery 10 Septem

ber–
31 O

ctober 2021 
Frem

antle A
rts Centre 18 Septem

ber–
7 N

ovem
ber 2021
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above Ishan K
hosla, The 

only thing fishy is the lack of 
fish: w

ho w
ill save you from

 
the im

pending flood?, 2021, 
acrylic on w

ood, digital print, 
27 ×

 22 ×
 12cm

. A
ssisted by 

artisans: P
radyum

na Kum
ar 

and P
ushpa Kum

ari (M
ithila 

or M
adhubani art), Tasleem

 
A

hm
ed (carpenter). Courtesy 

the artist.

o
ppo

site Cyrus Kabiru, M
acho 

N
ne Sura N

yeusi (w
hiteface), 

2019, C-Type P
rint on D

iasec 
M

ount, 118.5 ×
 98cm

.
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KIM SCOTT

I have a stone given to m
e by an elder of the N

oongar people, those of south-
w

estern A
ustralia.  W

ell, it’s actually an artefact: a tool, rather than a m
ere stone 

and looks like som
ething used for ham

m
ering or as a w

eapon. The elder didn’t say 
w

here she got it. It’s not very big, around 110m
m

 by 55m
m

.
Show

ing m
e the stone that first tim

e, Kayang H
azel Brow

n said, ‘See? W
oodatji 

footprint, or m
aybe a m

am
bera.’ 

She w
as referring to a very sm

all footprint left in the stone by one of the 
m

ythical creatures of the N
oongar w

orld. I say m
ythical, but it’s a fact that m

any 
people say they have seen one or other of these ‘little m

en’.
I w

asn’t sure I could see the footprint and even now
, although I som

etim
es see 

it very clearly, at other tim
es I can hardly m

ake it out at all. It’s rare that I can
 

see all the toes, although the sole is usually very clear. I don’t know
 w

hy this is so. 
H

um
idity, or changing light? M

y ow
n brain?

It cups neatly into m
y palm

 and is a sm
ooth and lovely thing to hold. Cool w

hen
 

first picked up, it seem
s to quickly w

arm
 to body tem

perature.  It has no scent at 
all.  I can’t help but think of other hands that have also held it. A

ncestor’s hands, 
and their technologies.

Kayang H
azel never told m

e w
here she got the stone from

, w
ho gave it to her 

or, indeed, w
hy she w

anted m
e to have it.

–O
n another occasion I w

as one of a group of N
oongar people given som

e tw
enty-

six stone tools. I w
as going to say w

e w
ere ‘gifted’ the tools, because the occasion

 
had som

e of the respect often associated w
ith gift-giving, but the 

context of stolen land and all the injustices of our history gives the 
w

ord ‘gift’ an ironic, painful tw
ist. 

The event, w
hich in fact had a rather cerem

onial quality despite 
its inform

ality, occurred at a place know
n as Cocanarup, near the 

tow
n of Ravensthorpe on the south coast of W

estern A
ustralia.  It’s 

an area infam
ous for a retributive m

assacre that occurred after 
the late nineteenth-century death of a w

hite m
an. That sense 

of retribution m
ay have intensified after his N

oongar killer w
as 

acquitted in the courts because the killing is said to have gone 
on for a long tim

e.  M
any N

oongar people w
ere chased from

, and 
killed in, the w

ider Ravensthorpe area. D
epending on w

here you 
get your inform

ation, the m
an w

as apparently killed for raping a 
N

oongar w
om

an w
ith w

hom
 N

oongar law
 w

ould not have allow
ed 

him
 to even associate.  

The current landow
ners w

anted to m
eet w

ith us. They rem
em

bered som
e 

of our ancestors w
ho had lived in the area.  A

lthough the m
assacre m

eant the 
area w

as w
idely regarded in A

boriginal circles as ‘taboo’ –
 a situation that w

as 
perhaps exacerbated because legislation restricting the m

ovem
ents of N

oongar 
people m

ade it im
possible for m

any survivors to return to the area to reconcile 
them

selves to w
hat had happened. It is nevertheless true that at the beginning 

The old m
an brought out a 

bulging bag. He didn’t open 
it straight aw

ay, or tell us 
exactly w

hat w
as in it.

o
ppo

site Connie M
oses, 

M
aureen Farm

er, Iris W
oods.
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ASHRAF JAMAL 

I am
 w

riting from
 Cape Tow

n, A
frica’s southernm

ost point, w
here the Atlantic 

and Indian O
ceans m

eet. O
nce a victualing station, now

 a great port city, it w
as 

K
ing M

anuel I w
ho nam

ed it the ‘Cape of G
ood H

ope’ in 1498, in honour of Vasco 
da G

am
a’s trium

phal circum
navigation of A

frica. N
o m

atter that it is also know
n

 
as the ‘Cape of Storm

s’, for good reason. M
any a ship has run aground in these 

treacherous w
aters, lives lost, hopes dashed. Initially regarded as a w

ay-station en
 

route to a greater goal –
 the fabled riches of the East, Cape Tow

n, like all great port 
cities today, is a m

elting pot, as A
frican as it is European and A

sian. A
 synthesis of 

a great global adventure. 
In India in 1995, a year after South A

frica becam
e a dem

ocracy, N
elson M

andela 
sought to further this idea of a globalised yet localised vision of the w

orld. ‘The 
natural urge of the facts of history and geography ... should broaden itself to 
include the concept of an Indian O

cean R
im

 for socio-econom
ic cooperation and 

other peaceful endeavours’, he began. ‘Recent changes in the international system
 

dem
and that the countries of the Indian O

cean shall becom
e a single platform

’. 

B
A

Z
A

A
R

 N
E
X

U
S 

Cognizant of the im
pact of 500 years of W

estern colonial rule in the region, the 
devastating yet also productive outcom

e of Em
pire, w

hat he sought –
 w

hich w
e 

continue to seek –
 is global harm

ony. This is no easy feat, as w
e w

ell know
, given

 
the re-escalation of nationalism

, isolationism
, populism

, the w
orld over. A

nd yet, 
as Sugata Bose (2006) notes in his conclusion to A H

undred H
orizons: The Indian 

O
cean in the Age of G

lobal Em
pire, ‘It w

as 
this task of creating hybrid and polyphonic 
languages of translation that the peoples 
of the Indian O

cean interregional arena 
had so successfully accom

plished through
 

the 
archaic 

and 
m

odern 
phases 

of 
globalisation. It rem

ains the only hope for 
a new

 cosm
opolitanism

 in a postcolonial 
setting’. 

Justly 
regarded 

as 
‘the 

cradle 
of 

globalisation’, the Indian O
cean R

im
 is the 

m
ost richly diverse shoreline on earth. Long 

before the European circum
navigation of 

A
frica 

–
 

a 
treacherous 

necessity, 
given

 
that the A

rab w
orld controlled the ‘Silk 

Road’ to the East –
 the Indian O

cean R
im

, 
com

prising Southern and Eastern A
frica, the A

rab and Indian sub-continental 
w

orlds, Southeast A
sia and A

ustralia, w
as an active intercultural region. Bose 

describes it as a ‘bazaar nexus’, an active zone of com
m

erce. Bose shares M
andela’s 

view
 that ‘other peaceful endeavours’ prevail, noting that ‘The reality of the Indian

 
O

cean com
es through m

ost strongly in the im
agination of creative thinkers and 

artists w
ho believed that w

orld to be blessed w
ith an aura of cultural affinity’. 

Justly regarded as ‘the cradle 
of globalisation’, the Indian 
Ocean Rim

 is the m
ost richly 

diverse shoreline on earth.

A
U

R
A

S
 O

F
 C

U
L

T
U

R
A

L
 A

F
F

IN
IT

Y

o
ppo

site Zizipho P
osw

a, 2021. 
P

hoto: Christof van der W
alt. 

Courtesy Southern G
uild. 
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In 1898, the Portuguese artist Jose Salgado painted a dram
atic history painting, 

‘Vasco da G
am

a m
eeting w

ith the Zam
orin of Calicut’. D

a G
am

a, the Portuguese 
explorer w

ho had pioneered a sea route linking W
est Europe to W

estern India exactly 
400 years earlier, occupies centre-stage. H

e addresses the Zam
orin –

 the H
indu ruler 

of the city-state of Calicut –
 w

ith a flam
boyant gesture, his presence overw

helm
ing 

the supposed savages of the East. The savages, m
eanw

hile, inhabit a court opulent 
in its grandeur. The Zam

orin w
ears pearls, em

eralds and rubies; his courtiers are 
dressed in the finest silks and cotton. A

part from
 his theatrical gesture and a brass 

w
ashbasin offered by a lackey, da G

am
a does not have m

uch to offer. By Salgado’s 
tim

e, European colonialism
 w

as at its high noon, having rem
apped and redefined 

the w
orld in its ow

n im
age. The rhetoricity of his painting –

 w
ith its O

rientalist view
 

of the Indians and its celebration of a W
estern trium

phalism
 –

 clearly drow
ns out 

the truth.
From

 the m
anner in w

hich the Zam
orin has been presented here –

 as an
 

onlooker dazzled by the European visitor –
 nobody w

ould guess that he w
as the 

Sam
udra Raja or Sea K

ing, one of the m
ost influential rulers in the Indian O

cean
 

zone. O
r that he controlled the spice trade w

hich connected the M
alabar coast 

w
ith Egypt, Venice and, ultim

ately, N
urem

berg. Claude A
lvares, the historian of 

decolonisation, notes that da G
am

a’s offerings w
ere utterly taw

dry: hats, strings 
of coral beads, w

ashbasins, jars of oil and honey 
w

ith som
e striped cloth throw

n in (w
hich the 

Zam
orin’s 

courtiers 
found 

laughable). 1 
This 

painting, w
hile recasting the threshold m

om
ent 

of 
P

ortuguese 
colonialism

, 
also 

conceals 
the 

real barbarian in the tableau: da G
am

a, w
ho w

as 
know

n to ‘take captives, chop off their lim
bs and 

string them
 in pieces on the m

asts of his ships to 
intim

idate others.’ 2

Such behaviour w
as ingrained in the project 

of 
colonial 

em
pire, 

on 
w

hich 
P

ortugal, 
Spain, 

France, the N
etherlands and Britain em

barked 
during the 16th and 17th centuries. Based on an

 
annihilationist w

inner-takes-all policy, it m
arked 

a rupture w
ith the m

utuality and reciprocity that 
had characterised the dealings of the m

erchants 
w

ho had participated in the Indian O
cean sea trade 

until the arrival of the W
est European m

aritim
e 

m
ercantile com

panies. It also created and enforced an ‘East/ W
est’ binary that had 

not form
erly prevailed. A

m
ong the actors in the pre-colonial w

orld of Indian O
cean

 
trade w

ere Indians, P
ersians, M

alays, A
rabs, Egyptians, East A

fricans –
 as w

ell as 
Sephardic Jew

s, Levantines, A
rm

enians, Venetians, Flem
ings and G

erm
ans. This 

pre-colonial latticew
ork of globalisation straddled conventional notions of East 

and W
est, as w

ell as the religious differences am
ong H

induism
, Jainism

, Islam
 and 

Christianity, in its sharing of abundance.

T
H

E C
R

A
FTS  

H
A

V
E T

H
E P

O
W

ER  
TO

 R
ED

EEM
 A

R
T

N A N C Y  A D A J A N I A 

This pre-
colonial latticew

ork of 
globalisation straddled conventional 
notions of East and W

est, as 
w

ell as the religious differences 
am

ong Hinduism
, Jainism

, Islam
 

and Christianity, in its sharing of 
abundance.

below
 Veloso Salgado, Vasco 

da G
am

a before the Sam
orim

 
of Calicut, 1898, oil on canvas. 
P

hoto: W
ikiCom

m
ons
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N
ancy A

dajania is a Bom
bay-based cultural 

theorist and curator. She has curated a 
num

ber of exhibitions including, ‘Zigzag 
A

fterlives: Film
 Experim

ents from
 the 1960s 

and 1970s in India’, Cam
den A

rt Centre, London, 
2020; the Sudhir P

atw
ardhan retrospective 

‘W
alking Through Soul City’, N

G
M

A
, Bom

bay, 
2019; and ‘Counter-Canon, Counter-Culture: 
A

lternative H
istories of Indian A

rt’, Serendipity 
A

rts Festival, G
oa, 2019. 

A
dajania has proposed several new

 theoretical 
m

odels through her extensive w
ritings on

 
m

edia art, public art, transcultural art and 
the biennale culture from

 the G
lobal South. 

She recently led an online curatorial w
orkshop 

‘O
nce U

pon a Cultural Fam
ine: A

 Curatorial 
Thought Experim

ent’ for the Kochi Biennale 
Foundation.  

C
A

R
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LA
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K
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D
E
LE

-
O

B
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Carola A
kindele-O

be is an independent arts 
m

anager and w
riter w

ith over 25 years’ 
experience coordinating visual arts and 
crafts events in A

ustralia, U
K

 and Taiw
an.  

A
 graduate of G

lasgow
 School of A

rt, w
ith

  
a BA

 (H
ons) D

esign in Em
broidered and 

W
oven Textiles, City &

 G
uilds in Basketry/3D

 
W

oven D
esign, and M

aster of A
rts A

dm
in

 
from

 U
N

SW
, Sydney.

Carola has a depth of experience as a project 
m

anager for recurrent events including 
Biennale of Sydney (1998–

2002), Sydney 
A

rt on P
aper Fair (2001–

2005), and A
rtopia 

W
A

 (2005–
2007). Carola is a co-founder of 

‘M
aker&

Sm
ith’ presenting skills exchange 

and prom
otion opportunities, including  

a short film
 festival, to enhance the craft 

sector in W
estern A

ustralia. 

M
A

G
G
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A
X

T
E
R 

M
aggie Baxter is a textile artist, w

riter, 
independent curator, and public art 
coordinator. She first visited India in 1990 
and m

aintains a textile arts practice in Kutch, 
G

ujarat state.

H
er book U

nfolding: Contem
porary Indian 

Textiles, w
hich w

as the first book w
ritten on

 
contem

porary Indian textiles, w
as published 

by N
iyogi Books, N

ew
 D

elhi in A
pril 2015. The 

highly successful exhibition of the sam
e nam

e 
w

as held at the RM
IT G

allery in M
elbourne 

from
 M

arch–
M

ay 2015 and at the Frem
antle 

A
rts Centre from

 July–
Septem

ber 2015. In
 

2003 she w
as the curator of ‘Threads of Life: 

Textiles from
 India’ for G

lobal A
rts Link in

 

Q
ueensland. A

s an artist she has exhibited 
regularly since 1984 in both group and solo 
exhibitions in A

ustralia, India, Japan and U
K

. 

A
S

H
R

A
F JA

M
A

L 

A
shraf Jam

al is a Research A
ssociate in the 

V
isual Identities in A

rt and D
esign Research

 
Centre, U

niversity of Johannesburg. H
e is 

the co-author of A
rt in South A

frica: The 
Future P

resent and co-editor of Indian
 

O
cean Studies: Social, Cultural, and P

olitical 
P

erspectives. A
shraf Jam

al is also the author 
of P

redicam
ents of culture in South A

frica, 
Love them

es for the w
ilderness, The Shades, 

In the W
orld: Essays on Contem

porary South
 

A
frican A

rt, and Strange Cargo: Essays on
  

A
rt (forthcom

ing). 
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D
r Kevin M

urray is editor of G
arland 

m
agazine, a platform

 for sharing the stories 
behind objects m

ade by hand today. H
e is 

Secretary of W
orld Crafts Council –

 A
ustralia 

and board m
em

ber of W
orld Crafts Council 

–
 International. In 2000–

2007 he w
as 

D
irector of Craft V

ictoria w
here he developed 

the Scarf Festival and the South P
roject.

H
e has curated m

any exhibitions, including 
‘W

ater M
edicine: P

recious W
orks for 

an A
rid Continent’; and ‘Seven Sisters: 

Fibre W
orks from

 the W
est’. H

is books 
include Craft U

nbound: M
ake the Com

m
on

 
P

recious (Tham
es &

 H
udson, 2005) and w

ith
 

D
am

ian Skinner, P
lace and A

dornm
ent: 

A
 H

istory of Contem
porary Jew

ellery in
 

A
ustralia and N

ew
 Zealand (Batem

an, 2014).
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G
erald Sanyangore is an independent 

visual arts producer, curator and exhibition
 

organiser. H
e holds a BA

 (H
ons) Econom

ics 
and M

athem
atics from

 the U
niversity of 

Liverpool (U
K

), and a First Class H
onours 

in P
sychology and G

raduate Certificate of 
Business (A

rts and Cultural M
anagem

ent) 
from

 D
eakin U

niversity. 

G
erald produced and curated A

nother 
A

ntipodes U
rban A

xis exhibition and its 
com

plem
entary BR

EACH
 A

frican Film
 

P
rogram

, the largest international exhibition
 

focusing on contem
porary A

frican art 
and film

 ever held in A
ustralia (2017). H

is 
curatorial w

ork reveals alternative w
ays 

of view
ing shared experiences, untangling 

com
plex histories and diverse narratives 

across cultures.

D
R

 Q
A

S
S

IM
 S

A
A

D

Q
assim

 Saad is an Iraqi industrial designer 
living in exile since 1991, holding a BA

, M
A

 
and P

hD
 in Industrial D

esign. H
e has taught 

design and been assigned for academ
ic 

leadership roles since 1984 in Iraq, Jordan, 
N

ew
 Zealand, Egypt, G

erm
any, and recently  

in Australia. Q
assim

’s understanding of design
 

is providing the stim
ulus for future-looking, 

dynam
ic approaches to innovation, building 

on its nature as inter-disciplinary and applied 
know

ledge culm
inated by creative practices. 

D
r Saad’s research em

braces creative practice 
outputs and traditional scholarly publications 
related to design and social innovation

 
‘outside the centre.’ H

is aim
 is to articulate 

future scope to em
pow

er societies, in
 

developing countries, particularly achieving  
a better quality of life, through applying 
design m

e thods and practices, as strategic 
tools, to facilitate their social system

s m
ega 

problem
s. O

RCID
: 0000-0002-5641-9957 

K
IM

 S
C

O
T

T 

K
im

 Scott is an aw
ard-w

inning novelist, 
having tw

ice w
on the M

iles Franklin Aw
ard 

(for Benang and That D
eadm

an D
ance) along 

w
ith m

any other A
ustralian literary prizes.  

H
e is a m

em
ber of the W

A
 W

riters H
all of 

Fam
e and his m

ost recent novel is Taboo 
(P

icador, 2017). 

P
roud to be one am

ong those w
ho call 

them
selves N

oongar –
 the people indigenous 

to south-w
estern A

ustralia –
 he is founder 

and chair of W
irlom

in N
oongar Language 

and Stories (w
w

w
.w

irlom
in.com

.au). K
im

 is 
currently P

rofessor of Creative W
riting in

 
the School of M

edia, Creative A
rts and Social 

Inquiry at Curtin U
niversity.
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Jude van der M
erw

e has over 25 years’ 
experience in the cultural and visual 
arts sectors and is an independent 
senior consultant specialising in cultural 
developm

ent, curatorial w
ork, arts and 

culture policy and strategy and P
ublic A

rt 
developm

ent and im
plem

entation. 

She is current P
resident of the W

orld Crafts 
Council A

ustralia; Senior V
ice P

resident of  
the W

orld Crafts Council A
sia P

acific Region
 

and m
em

ber of the A
dvisory Board Curtin

 
School of D

esign and the Built Environm
ent. 

P
ast board experience includes inaugural 

board m
em

ber and Com
pany Secretary  

of the Cham
ber of A

rts and Culture W
A

.
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