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This report highlights current considerations 
in enabling First Nations creatives to engage 
with commercial art and design industries in 
culturally safe and supported ways.

Its purpose is to explore potential pathways to improve the 
participation and representation of Aboriginal and Torres 
Strait Islander creatives within design and commercial art 
industries in Australia, and to lead this engagement on their 
own terms. As First Nations creatives currently have limited 
access to culturally safe pathways and work processes within 
the design and commercial art industries, this research sought 
to investigate the viability and value of establishing a First 
Nations led illustration agency.

The project was funded through Creative Victoria, VicArts 
Grants and the Australian Government through the Australia 
Council, its arts funding and advisory body, to build the 
capacity of First Nations creatives to engage in new creative 
industries, collaboratively develop new guidelines to protect 
Indigenous Cultural and Intellectual Property (ICIP) within 
the design and commercial art industries, and empower First 
Nations creatives by co-creating culturally safe and rewarding 
employment pathways and opportunities. 

The project was established as a collaboration between RMIT 
Researchers and The Jacky Winter Group, one of Australia’s 
largest creative services agencies, representing more than a 
hundred Australian illustrators, and thousands of commercial 
commissions each year for the world’s largest brands and ad 
agencies. This partnership facilitated diverse conversations 
and ways of working, bridging the gap between industry 
practices, Indigenous knowledges, and First Nations led 
engagement and participation. As a case study, this report 
also details the process and nature of such a partnership, as 
well as highlighting some of the challenges, considerations, 
and opportunities of this collaborative venture.

Foreword

The report draws on a series of 
workshops that the authors carried 
out from 2021-2022, which focused on 
understanding and articulating: 

How access and participation for First 
Nations creatives within the design and 
commercial art sectors in Australia can 
be increased, developed, or reimagined. 

What the value of developing a First 
Nations led illustration agency would 
be for First Nations creatives. 

How First Nations cultural protocols 
and processes could be embedded 
within an illustration agency to mediate 
engagement, knowledge sharing, and 
building commercial capacity.

3. 

2. 
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Nicola St John a communication design researcher and lecturer at RMIT University, and 
the chief investigator on this project. Her broader research is largely community-based, 
partnering with Aboriginal community schools, art-centres, and creative industries in 
participatory projects to foster social and cultural well-being, digital design skills, and 
youth entrepreneurship.

Emrhan Tjapanangka Sultan is a co-researcher and community engagement coordinator 
for this project, focusing on connecting, communicating with, and supporting participants 
through their participation in the project. He has previously worked as a First Nations 
engagement advisor for a variety of organisations, including Orygen, Relationships 
Australia, The Salvation Army, Oxfam Australia, and CAAMA. He is also a dynamic artist. 
Emrhan belongs to the Luritja and Western Arrernte Nations in Central Australia as well 
as Kokatha Nation in South Australia.
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agencies. They also manage the gallery space Lamington Drive. 

Michelle Deshong, with connection to Kuku Yulanji nation, was engaged as a workshop 
facilitator, based on her extensive expertise in areas of First Nations leadership and 
governance. From 2001-2010 Michelle was the Director of the Australian Indigenous 
Leadership Centre and in 2015 the National NAIDOC Scholar of the Year.
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executive message from emrhan 
tjapanangka sultan

In early 2020 I was introduced to The Jacky Winter Group who 
was eager to make change and challenge themselves in the 
way they work with and engage with First Nations artists. 
 
The Statement of Commitment came in the wake of the Black 
Lives Matter movement and was fundamental to put words 
into action and not just have another token document to tick 
a box. 
 
During my journey consulting alongside The Jacky Winter 
Group, they have the proven ability to maintain their 
commitment by doing exactly that, putting their words  
into actions.
 
The Statement of Commitment is a process about making 
change and strengthening respectful relationships and 
opportunities in the creative design industry. Part of the 
change process was finding a platform that will showcase 
First Nations artists and creatives that will be represented 
fairly. Along the way it was crucial to acknowledge the many 
creatives within our communities that go further beyond the 
traditional Aboriginal art and that there is so much more in 
digital design. It was equally crucial to understand what First 
Nations Intellectual Property, what it means, who it belongs to 
and how we can not only better understand it ourselves but to 
also educate commercial clients.
 

Now we are spearheading a process that is one of the firsts 
in Australia, a First Nations-led artist agency. As part of this 
process, we listened and heard from creative designers at the 
grass roots level who highlighted where we needed to start. 
The artists shared their objectives and what was important for 
them to be represented fairly and with transparency.
 
I am proud to be part of this journey which doesn’t stop here, 
in fact it has just begun.



On my dad’s side I am from the Arrernte and Anmatyerre 
Lands of Central Australia. My mum was born in Scotland. 
I wrote the first volume in my graphic novel series, ‘Mixed 
Feelings’ to show the diversity of stories that make up my 
hometown, Alice Springs – Mparntwe. Writing graphic novels 
allows me to create different worlds through my imagination. I 
am passionate about inspiring people to tell their stories.

I am a proud Balanggarra and Yolngu woman from Wyndham, 
WA. My artwork is mostly digital. I tend to portray and 
illustrate characters that look like me in bright and vibrant 
colors. I like telling stories and moments of our lives that are 
light hearted, nostalgic and heart felt. 

Artists

Charlotte Allingham is a Wiradjuri, Ngiyampaa woman 
from New South Wales, with family ties to Condobolin and 
Ivanhoe. Currently living and working in Naarm/Melbourne, 
her work demonstrates the strength and resilience of First 
Nations People, and encompasses a range of artistic mediums 
including illustration, zine-making and comics. Her artworks are 
deeply reflective, celebrating community love, queerness and 
body positivity, whilst weaving together cultural and personal 
symbolism with a focus on Blak strength, self-determination 
and truth-telling. 

I am a contemporary Aboriginal artist who grew up in a remote 
community and now live in modern Australia. My paintings 
are storywork. Gudanji/Wakaja people told stories through 
pattern and design - I call my storying: nardurna

I am a proud Waanyi and Kalkadoon woman, building design 
around my connections to the continual navigation of my 
identity and life. I am passionate about supporting Indigenous 
initiatives and projects through creative storytelling.

Darcy McConnell is a Yorta Yorta and Dja Dja Wurrung non-
binary digital artist, living on Wurundjeri land. Under the 
moniker ‘ENOKi’ their art practice centres Aboriginal politics, 
sexuality, and gender. Darcy hopes their art can highlight the 
multifaceted nature of what it means to be a First Nation 
creative and break down stereotypes of how people view 

Keisha Leon

Darcy McConnell

Charlotte Allingham

Ryhia Dank

molly hunt

declan miller
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Tyrown Waigana

Tyrown Waigana is a multi-disciplinary creative, his practice 
includes painting, illustrations, graphic design, animation and 
sculpture. His heritage can be traced to Wadandi Nyungar 
people of south west Western Australia and Ait Koedal people 
from Saibai Island in the Torres Strait. 

Emmy Webbers is a Gunai/Kurnai descendant and currently 
lives on Wurundjeri country. Emmy holds a Bachelor in 
Indigenous studies and has a passion for culture which is 
shared through art and workshops. Emmy’s art practice is 
inspired by children and how they experience the world. 

Jesse is a Gadigal street artist under the name JESWRI & 
co-owner of Honey Bones Gallery, in Brunswick on Wurundjeri 
Country. He’s known for his large scale mural installations 
and commercial brand collaborations. He has a Bachelor 
in Communication Design and previously worked as an Art 
Director. 

April Phillips is a Wiradjuri-Scottish woman of the Galari 
peoples. Her arts practice is cemented in digital arts; 
illustraton, VR + AR research and in her role as a peer mentor 
for the next generation of artists. April leans into character 
design as a narrative tool to explore empathy, fun and 
form. Her use of vivid colour and unlikely digital processes 
celebrates the potential of computer art for a new world.

Coree is a Gunnai, Yorta Yorta, Gunditjmara and Wurundjeri 
emerging artist. Growing up surrounded by art and activism, 
Coree has always had a passion for creativity, for standing 
strong in who you are and for ensuring that community and 
family are at the heart of everything. Coree uses different 
mediums that tie into Aboriginal culture. He uses metal and 
different textures to bring life to his art whilst capturing his 
connection to country and ongoing responsibility to look after 
the land. 

Emmy Webbers

Jesse Wright

april phillips

Coree thorpe



Introduction
This project focused on examining and developing culturally safe and supportive employment pathways 
for Aboriginal and Torres Strait Islander creative practitioners in design and commercial art sectors.  

The intention was also to extend the project into spaces of 
community building and building the capacity of Indigenous 
creative practitioners to contribute to the governance, 
structures, and processes of cultural businesses and 
organisations, as we have previously seen through Indigenous 
run art centres (Cooper, Bahn, & Giles, 2012). Indigenous 
engagement within community-based art spaces is well 
defined (see Acker & Woodhead, 2015; Throsby, 2010), yet 
there is little publicly available information or evidence of the 
benefits of increasing Aboriginal and Torres Strait Islander 
participation within design and commercial art sectors in 
Australia. Our intention was to understand the process and 
potential value of developing a First Nations led illustration 
agency, and associated governance and business structures 
in strategic partnership with The Jacky Winter Group and 
co-created alongside First Nations creative practitioners 
across Australia. Our aim was to develop this venture in an 
incremental and capacity-building way, in order to support 
First Nations creatives and their talents into something 
sustainable, and with longevity.

The elements of building this long-term partnership, across 
industry, university, and community sectors was designed to 
build on and extend existing research on First Nations cultural 
and intellectual property, accurate and respectful First Nations 
representation within Australia’s design industry, and best 
practice protocols when working with Indigenous knowledge 
in commercial design practice. Existing research shows First 
Nations creatives often lack access to business education 
and mentoring, and access to engage within the design and 
commercial art spaces, despite the creative industries being 
one of the most significant and innovative new industries to 
emerge in global markets (UNCTAD, 2018; St John 2020; St 
John & Edwards-Vandenhoek, 2021). Moreover, Indigenous 
‘designers’ remain largely under-represented and undervalued 
in general design discourse and in the marketplace (Martin 
2021; St John & Akama, 2022). Within the context of this 
research, we are interested in the intersection of creative 
outcomes and commercial spaces, exploring how First Nations 
artists can be supported to access and participate within 
these new creative economies in ways that are meaningful 
and valuable to them. The focus is on collaboration, the 
incorporation of academic and community knowledge, and 
outcomes that can contribute to positive change. 

We also acknowledge the important work of the Australian 
and International Indigenous Design Charter (Kennedy & 
Kelly, 2014) which provides best practice guidelines and was 
developed to assist non-Indigenous designers engage with 
First Nations People. However, the framework predominately 
provides guidance for non-Indigenous design practitioners, nor 
does it focus on improving access or employment pathways 
for First Nations People. This project is not about providing 
support for non-Indigenous designers and businesses to 
work with First Nations artists. The focus here is to listen 
to, provide space for, and build the capacity of First Nations 
creatives to create culturally safe and supported employment 
pathways, business structures, and commercial processes 
within design-based industries, to ultimately launch a First 
Nations led illustration agency in Australia.

Initially we were also interested in developing specific design-
based and Indigenous-led licensing protocols. Currently there 
are no licensing or production guidelines to protect Indigenous 
cultural and intellectual property (ICIP) within design and 
digital spaces, despite the prominence of visual arts-based 
guidelines and protocols (for example ArtsLaw, the Indigenous 
Art Code, and the Copyright Agency). Our assumptions were 
that licensing a design file would differ from a static artwork. 
A design file is dynamic, as each element (size, shape, colour) 
can be digitally adapted and adjusted to suit a range of 
outcomes and can be manipulated to appear as a website 
graphic, an animation on Instagram, or even on an aeroplane. 
While working digitally can point to different dynamics and 
processes, through the project we came to understand that 
First Nations creatives did not see a vastly different nature 
between an ‘artwork’ versus a ‘digital design’ and therefore did 
not require specific design-based protocols to be developed. 
These labels and the distinction between them did not hold a 
significant importance or relevance as many participants noted 
the processes of creating a design or artwork is embedded 
with the same knowledge and story, therefore holding the 
same intellectual and cultural property. 

More importantly it was the spaces between Indigenous 
knowledge and commercial production that participants were 
interested to explore, to ensure their stories and knowledges 
are protected when working within commercial spaces and 
with clients unfamiliar with Indigenous cultural and intellectual 
property. Our discussions then shifted away from trying to 
define the ‘difference’ or ‘otherness’ of commercial design 
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work to drawing on the extensive work and many existing 
frameworks developed by leading authority on ICIP, Wuthathi/
Meriam lawyer Terri Janke (see Janke 2005; 2008, 2018, 2019). 

As the project progressed, our understanding of how 
culturally safe and supported pathways into industry could 
be developed, and how a First Nations led illustration agency 
could be established were shaped by our participatory and 
action-based workshops, academic literature, and professional 
reports in relation to Indigenous cultural and intellectual 
property, First Nations governance, licensing for First Nations 
art, and protocols for working with First Nations art and 
culture. While a First Nations illustration agency would be the 
first of its kind in Australia, and thus having no precedent to 
draw on, we found that existing protocols for the visual arts 
developed by First Nations authors and organisations provided 
an important underpinning for in-depth considerations of 
self-determination, capacity building, visual sovereignty, 
and storytelling within commercial art and design spaces. 
In these more commercially driven spaces, ‘self-determined 
storytelling’ is intrinsic to the political capacity to support 
Aboriginal self-representation (Edmonds et al. 2014). Rather 
than simply applying a creative practice to suit a commercial 
brief, working within design and commercial art spaces can 
strengthen creative-based practices and collaborations (Deger 
2017). Such outcomes can generate important political and 
community content which hold significant implications for 
inclusive, diverse, and representative participation in the 
creative industries.

The significance of the project lies in its collaboration with 
First Nations creatives, industry, and cultural and intellectual 
property consultants—driving and informing how the 
establishment of a First Nations representation agency 
could be planned, designed, and developed. Each stage of 
the project addressed current experiences, challenges, and 
opportunities for First Nations access and participation 
within the design and commercial art industries through 
direct First Nations engagement. Throughout this process 
we have respectfully engaged with First Nations people both 
locally across Melbourne and nationally, enabling multiple 
perspectives and experiences to be included within our 
dialogues. Consultation is ongoing and we are continuing to 
engage and build respectful relationships with a range of First 
Nations organisations, businesses, peak bodies, communities, 
and artists as this project continues to develop.

It is important to note that this  
project has particular aims in regard 
to generating recommendations 
to support the development of a 
First Nations led illustration agency 
supported by the Jacky Winter Group. 
While this report highlights some of 
the findings from this project, this 
report also sets out the key learnings 
and reflections from the collaborative 
process itself to help shape future 
initiatives that work to support 
similar partnerships. We anticipate 
the findings will be of benefit to all 
design and creative professionals, 
businesses, and industry bodies, 
seeking to increase the diversity of 
their industries through supportive 
pathways as part of their commercial 
and creative practices, with a view to 
develop their own internal critical and 
creative capacities, while enabling 
and supporting greater access to 
commercial industries for First  
Nations creatives.



The work we do as agents and producers 
directly affects the work represented in 
the commercial landscape. Now more 
than ever, we realise that our position and 
privilege affect which artists and artwork are 
recognised, legitimised and compensated. 
We have the power and platform to reframe 
representation and be a stronger voice not 
just for commercial art, but with specific 
focus on the biases and prejudices that 
are so deeply embedded within the current 
socioeconomic structure. It is our obligation 
as a company to educate ourselves, 
scrutinise our practices, make meaningful 
change and be held accountable for our 
influence…We are committing to utilising our 
resources of time, money and privilege to take 
actions that provide meaningful opportunities 
for First Nations and Black creatives.  
(The Jacky Winter Group, 2020)

The Jacky Winter     
Partnership

The Jacky Winter Group is a commercially driven business, working with clients from Apple to Mini 
Cooper, to NASA. Behind the economic mechanisms of client-based work, Jacky Winter connects 
artists with creative opportunities, and works within a broader remit of ensuring  
there is a healthy economy for creatives. 

Ensuring creative work is properly valued has led the Jacky 
Winter group to be industry leaders in Western licencing and 
intellectual property, educating clients, educating the industry, 
and educating fellow creatives to ensure the continuation and 
development of a supportive ecosystem. Yet in the wake of 
Black Lives Matter, and having no First Nations representation, 
The Jacky Winter Group underwent a reckoning of their 
position as industry leaders and committed to change how 
they do business. Acknowledging the privileged position 
of agents and producers, which directly affects which 
artists/artworks are legitimised and compensated, led to a 
questioning of how the representation industry operates.  

It was clear that to engage within this partnership, The Jacky 
Winter Group needed to first develop their own understanding 
and knowledge of First Nations representation, before they 
could begin to privilege First Nations voices, draw on First 
Nations’ ways of working, and follow the expertise of those 
familiar with First Nations cultural and intellectual property.  
As a first step, the project facilitated building an awareness 
and embedding processes of respect and acknowledgment  
of Indigenous sovereignty into the everyday business of  
Jacky Winter.

2. 
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For the Jacky Winter Group, their guiding questions were 
around; How can we listen and reconcile our current successful 
business framework to put that platform in the hands of First 
Nations people in a genuine way? How do we do that from a 
governance and legal perspective? Coming to understand how 
Jacky Winter could support this new venture lead the project 
team to deeply explore the nature of the collaboration, of 
bringing together different ways of knowing, ways of working, 
and priorities to reflect on the process and to offer ways for 
others to develop a consciousness of First Nations sovereignty 
by learning about custodianship, cultural knowledge, and 
community responsibilities.



2.1 Developing a Statement of Commitment

In partnering on a project to improve the access to and develop culturally safe pathways to greater 
First Nations representation in the design and commercial art industry, it became clear the Jacky 
Winter group needed to first look inward, reflect, and change internally before actively engaging in 
collaboration and supportive commercial relationships with First Nations artists. 

The JWG ‘Statement of Commitment to the First Nations of 
Australia’ was developed as a strategic document to increase 
cultural awareness; build beneficial partnerships with First 
Nations organisations, communities and individuals; recognise 
and fully understand professional and social responsibilities 
to ensure First Nations artists are not exploited in their 
commercial representation and, as such, raise the status and 
visibility of First Nations creatives. 

A ‘Statement of Commitment’ is an innovative process 
and document by which businesses and employees can 
demonstrate their recognition of, and commitment to 
adopting the good practices. Structurally it differs from a more 
formalised ‘Reconciliation Action Plan’ by self empowering the 
organisation to think about better ways of engaging with First 
Nations people with a deeper insight into what they want to 
achieve. This process is led from recommendations provided 
directly by First Nations community members.  

This process was intentionally exploratory, enabling and 
prioritising the development of relationships between 
the JWG and First Nations peoples and communities, and 
acknowledging this work exists within a relational knowledge 
space, bringing together cultural and commercial practices. 
By enabling First Nations people to lead the process, core 
principles of self-determination, reciprocity, and meaningful 
relationship building were embedded within the development 
and outcomes of the Statement, which in turn enables this 
work to be aligned to First Nations values and priorities.

This internal engagement work was also mirrored with broader 
community engagement and consultation with community 
leaders and local traditional owners. Seeking broader First 
Nations voices enabled multiple perspectives and local 
priorities to be included within dialogues and ensured the 
JWG were respecting local knowledge holders and First 
Nations experiences. For First Nations artists and broader 
community, it signals an important step in prioritising First 
Nations leadership and cultural safety within the creative 
industries, to be able to hold businesses accountable to 
addressing change, and to walk together in respectful 
collaboration, knowledge sharing, and capacity building for all 
stakeholders involved.

Through this work, the JWG recognised their power, platform, 
and responsibility to reframe representation and be a stronger 
voice within industry—reflecting the necessary obligation 
of design businesses to educate themselves, scrutinise their 
practices, dismantle structural racism, and be held accountable 
for their influence. The impact of this work therefore lies not 
only within the JWG, or the inclusion of more First Nations 
artists and designers within commercial settings, but to the 
wider design industry in interrogating systemic racism, access 
and inclusion. 

We believe this process, in situating the obligations and 
responsibilities to address structural racism, and to internally 
reflect on current practices is an imperative first step for 
changing industry practice. The onus here for businesses to 
support the development of First Nations led commercial 
practices, structures, and ways of working to offer safe and 
accessible pathways to representation.
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In developing a 
Statement of 
Commitment, listening 
to, and engaging with 
First Nations people 
and communities, the 
JWG has developed a 
model that can support 
a transformative shift 
across industry. 



3. Methodological 
Framing

The motivation for the research was to provide an evidence base on how to best support 
and stimulate creative participation and growth for First Nations people in the design 
and commercial arts industries. 

Our guiding question was:

How can a creative 
representation agency 
be established to 
enhance access, 
participation,  or 
increase market 
opportunity  for First 
Nations creatives?

 7 | Solid Lines



Creative industry skills and job activities are predominantly 
practice-based; and as such, participatory action research 
(PAR) allowed us to undertake practice-led collaborative 
research as the project developed (Kemmis et al., 2015). More 
specifically Aboriginal Participatory Action Research (Dudgeon 
et al. 2020) provided a framework to ensure Indigenous 
voice and self-determination was central to the research. As 
Professor Brian Martin (2021) notes in relational to the agency 
and place-based nature of Aboriginal design practice:

We do not simply discover 
knowledge, because knowledge 
reveals itself and has its own 
agency, as does creative material 
practices including design. Blak 
Design has its own agency as it is 
emergent, performative and ever 
moving; this agency transpires 
from Place, from Country. It is in 
and from Place that it Becomes 
conceptualised and materialised.

Participatory cycles of ‘planning’, ‘action’ and ‘reflection’ 
enabled the prioritisation of First Nations questions, concerns, 
and lived experiences to provide the basis to approaching 
considerations of commercial practice, governance, creative 
development, and business structures. It also enabled spaces 
to discuss the links, affordances, or barriers as First Nations 
people experience them for employment pathways in the 
design and commercial art sectors in Australia, and for the 
design and delivery of activities and hence the development 
of the First Nations led Illustration agency to be developed 
alongside and continuously informed by the project team and 
project participants.

Our approach was also guided by a ‘two-way’ exchange of 
Indigenous and non-Indigenous creative, professional, and 
commercial practice, which reflected dominant industry and 
client behaviours in the design and commercial art sector, 
and cultural requirements and priorities for First Nations 
people. Internationally recognised ICIP expert and Wuthathi/
Meriam lawyer Terri Janke notes how a two-way exchange 
of Indigenous and non-Indigenous knowledges can create 
new pathways in Australian design (Janke 2021). That 
partnerships between First Nations people and communities, 
researchers, and industry can lead to innovative solutions, but 
that empowering research partnerships must respect First 
Nations people as researchers in their own right, support 
First Nations research and economic goals, and to champion 
projects that are First Nations designed and led (Janke 2021). 
Pioneering Torres Strait Islander Academic Professor Martin 
Nakata uses the term ‘cultural interface’ to refer to the space 
where Western and Indigenous knowledge systems meet and 
interact. Within this complex space, Janke argues that the 
ethical issues that arise and the power dynamics involved  
can be navigated through upholding Indigenous cultural 
heritage and knowledge rights, collaborating with and 
listening to Indigenous people to ensure that the research 
strengthens and benefits First Nations peoples, cultures and 
communities (2021).



Our research plan was designed to bring First Nations voices from across Australia together 
to speak about their prior experiences in the design and commercial art industries, and to 
reimagine what a culturally safe and supporting Illustration agency might look like. 

To build upon Indigenous creative practices and experiences 
of what has come before in order to secure a space for the 
future. Drawing from multiple participatory and relational 
modalities such as deep listening, yarning, and story sharing, 
as relational processes of communication, enabled safe and 
culturally appropriate spaces for all participants to share their 
experiences, aspirations, ideas, and values (Barlo et al. 2021).

There were three 
planned stages of 
collaboration, which 
aimed to loosely follow 
cycles of  ‘planning’ , 
‘action’ and ‘reflection’ .

Research plan4. 
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Aims for stage 1:

Stage 1: Preliminary discussions (planning)

•Identify experience, skill sets, gaps, and priorities from  
   the participants.

•Draft and refine a responsive activity delivery plan based  
   on the identified skill-sets, gaps, and priorities as well as  
   employment or market opportunities.

•Support opportunities for First Nations arts and cultural  
   practitioners to build local, regional, and national networks.

•Promote greater awareness for First Nations creatives  
   on flexible income opportunities within the design and  
   commercial art industries.

The initial 2-hour focus group/workshop ‘First Nations Futures 
in Design and Commercial Art’ was held online and facilitated 
by Michelle Deshong, whose extensive experience in First 
Nations governance was crucial for the credibility and integrity 
of the focus group. It included 10 First Nations creatives and 
3 members of the project team, which worked to prioritise 
the experiences of First Nations artists while also creating 
opportunities and new perspectives for knowledge sharing.

The project team used a range of criteria to select attendees 
(who applied via an expression of interest shared via 
prominent creative organisations and First Nation business 
networks), including location and creative expertise. This was 
to ensure we have a diverse and inclusive representation. 24 
First Nations creatives expressed interest in being involved 
in the project. 10 First Nations artists were selected to 
participate, with 5 from Victoria and 5 from interstate in line 
with our available funding. All participants had some previous 
experience with the design and commercial art industries in 
Australia, whether through licensing an artwork, or working on 
large scale commercial briefs. 

This discussion focused on creating opportunities to connect, 
introduce themselves, and to introduce the project. Based on 
our experiences working with artists and communities, we 
understood it was imperative to develop a good understanding 
of these expectations, their existing strengths, and areas of 
need or risk, and to plan for the implementation of a robust 
collaborative project. To set the agenda for the research 
together. This planning process not only provided a foundation 
of skills, experience, and confidence from which to work and 
draw on, but also allowed the artists to build on this collective 
and existing knowledge base. Working across diverse ways 
of knowing, commercial, and cultural objectives, this initial 
discussion drew out divergent and convergent areas between 
First Nations artists, researchers, and industry professionals 
– together identifying priorities for further discussion and 
plans for action. This initial workshop developed core values, 
questions, and considerations that shaped how this project 
proceeded, while providing a space for artists to imagine what 
an Indigenous led illustration agency could be, and what value 
this might have. 

The aim of the 1st workshop was to understand how First Nations artists want to be supported and 
represented. To discuss and document opportunities, barriers, strengths, and weaknesses to First 
Nations access within current design and commercial art contexts. 



The aim of the 2nd stage was to focus on the collaborative development of Indigenous-led business 
frameworks to support First Nations representation within design and commercial art industries  
- devised to meet the gaps, priorities, and capabilities identified in Stage 1, and documenting the 
requirements for the development of an Indigenous representation agency. 

Shifting online meant this workshop was shorter than 
planned (as a full day online is not an engaging experience) 
yet motivated the development of other spaces for online 
engagement and collaboration. We generated a Slack 
Workspace to continue discussions post workshop, allowing 
participants to contribute at times that worked for them, 
and respond to questions and considerations they found 
relevant to their interests and priorities. This also enabled the 
project team to keep in contact with participants as actions 
developed, aligning with the values of the group to centre 
transparency throughout the process.

•Promote greater First Nations decision making through the 
   improvement of operating models and frameworks.

•Increase First Nations participation in the design and  
   commercial art industries through opportunities for self- 
   determination, partnerships and collaborations.

•Document how the current design and commercial art  
   sectors, clients, and Indigenous people intersect and how  
   this can be re-imagined to support Indigenous access 
   and participation.

This 4-hour focus group/workshop was also held online and 
facilitated by Michelle Deshong, but featured sessions from 
Jeremy Worstman from The Jacky Winter Group as well as 
Murray Sailor from Supply Nation. Artists, clients, agencies, 
and business owners often work in isolation of each other’s 
interests and knowledge bases. 

This is particularly prominent in relation to non-Indigenous 
business working with First Nations artists, who are often 
ignorant of cultural protocols and ICIP requirements. Bringing 
in Murray with his expertise in Indigenous business, Jeremy 
with his extensive knowledge of the commercial art industry 
and artist representation, together with First Nations artists 
created a more ethical and sustainable paradigm for actioning 
the development of an Indigenous-led illustration agency, 
by keeping the interests of clients, suppliers, employees, 
communities and shareholders aligned and moving in the same 
direction. Having a united vision of sustainable success over 
time enabled the workshop to productively develop priorities, 
values, and frameworks in response to culturally safe ways of 
working, self-determination, and market opportunities.

Stage 2 aimed to address the following:

Stage 2: Delivering activities (action)
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Following the workshops, key findings and thematic areas were developed through a collaborative 
analysis. Utilising the online Slack platform Workshop participants reviewed, analysed, and evaluated 
insights to suggest recommendations of how to increase First Nations participation through culturally 
safe and support business structures, licensing framework, and workflow processes.

Utilising a collaborative and conventional method of data 
analysis enabled the group to capture key thoughts or 
concepts from the workshops. Our group analysis occurred 
through Slack and was designed to help establish key 
concepts, values, and strategic outcomes for the proposed 
development of a First Nations illustration agency. These 
emergent key themes, and how they relate and link to each 
other are detailed in our results and analysis below.

Participants also decided how they are represented within 
this report, including the use of their names and cultural 
heritage. In addition to signing a consent form, all participants 
were asked to review a transcript of their selected interview 
quotes for inclusion, and given the opportunity to edit or 
rewrite before granting permission for them to be included and 
published. All artists acknowledged an interest and desire to 
be openly recognised for their contributions.

Participants comments are presented as significance 
statements within this research, which was a key outcome 
from the collaborative analysis – for the authentic 
representation of First Nations voices. These comments help 
to authentically illustrate the context and issues at hand, 
particularly for those unfamiliar with ways of working with 
First Nations artists or within the commercial art industry. 
They also help identify why Indigenous led and culturally safe 
business structures and ways of working are required within 
the industry, and how they can provide spaces for capacity 
building, access, market opportunities, and support for artists 
and wider First Nations communities. 
 
 Not only do these comments provide empirical value to 
addressing the research questions, but it is hoped they benefit 
future researchers and those working within commercial 
arts and design industries who may wish to learn from First 
Nations perspectives and respectful ways of working.

•Assessing the value of the activities and of the data  
   collected from participants. This contributes to  
   understanding the values, aspirations, and models that  
   Indigenous people, industry, and clients attribute as viable  
   pathways and business models for Indigenous  
   representation and ways and working within the design and  
   commercial art sectors.

•Identify and propose relevant and sustainable business  
   structures and assets, which maybe in the form of  
   governance structures, production guidelines, or licensing  
   frameworks. The outcomes may be utilised to guide the  
   development of an Indigenous representation agency. This  
   contributes to understanding how the development of an  
   Indigenous representation agency can be related to  
   increasing access, participation and representation of  
   Indigenous people in the design and commercial art industry  
   and how it could create sustainable employment pathways.

•Provide a basis for future research initiatives through further  
    planning and critically informed actions.

Our analysis process foregrounded authenticity. Importantly, 
we did not expect to produce a perfect solution or create a 
perfect outcome, but to start the process to develop a series 
of strategic outcomes that could lead to the development 
of a First Nations led illustration agency. This meant 
acknowledging the forces at play from a practical business 
perspective and to address the strategies required to establish 
and maintain a culturally safe, ethical, and sustainable creative 
and commercial practice. Data gathering was sequential, with 
each stage informing the next. For example, the core themes 
and questions that emerged in stage 1 formed the structure 
for our stage 2 workshop, which in turn informed the resulting 
discussions and development phases on Slack. The entire 
duration of the focus groups was digitally recorded in sound 
and vision via zoom. Permission to record the events in this 
manner was obtained by all participants.

Aims for stage 3 included:

Stage 3: Evaluation and analysis (REFLECTION)



5. Results
This research sought to establish a framework for the development of an ethical and culturally safe 
pathway into the design and commercial art industries for First Nations people, taking into account 
the associated issues, priorities, and creative practices of the group. 

We did not seek to 
establish a First Nations 
illustration agency 
through the workshops, 
but provide clarity for 
building strategies  and 
moving forward. 

As a creative representation agency is a niche business, and  
a First Nations led illustration agency would be the first of  
its kind, there were no precedents to draw from as to how  
to establish such a venture. Therefore, the results address  
the primary aim of the research, to reimagining what a 
culturally safe and supporting First Nations Illustration  
agency might look like. Our results in seeking to develop a 
framework to create a First Nation led illustration agency 
focused on  four interlinking thematics: core values, business 
and profit structures, cultural safety, and mentoring and 
capacity building. 

The development of core values were identified to guide 
the development and establishment of an Indigneous led 
illustration agency, and for the collaborative process to  
remain accountable to. These values are significant in terms  
of identifying potential processes in developing the project 
and the importance of building trust, respecting diversity, 
openly discussing commercial and cultural implications, and 
finding respectful ways to incorporate Indigenous standpoints 
within mainstream commercial markets.
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It related to how the development of this new venture would 
take place and evolve, how the research project would 
progress, what the relationship of the Jacky Winter group 
would be, as well as ensuring a collective understanding of 
options, processes, and decision making. It was often noted 
how crucial transparency would be around to ensure the 
project was, and would be a First Nations led initiative, as 
noted by facilitator Michelle Deshong [Kuka Yulanji] and artist 
Coree Thorpe [Yorta Yorta, Wurundjeri, Gunai, Gunditjmara]:

I feel that the level of engagement and 
authenticity for this discussion has already 
been evidenced through the [project] 
team but one thing that we must make sure 
happens going forward is maintaining that 
level of integrity and collaboration and 
ensuring that happens in open communication. 
That is a positive place for us.  
(M. Deshong, 2021)

There needs to be transparency with the way 
this new venture comes about and it needs to 
be First Nations led. (C. Thorpe, 2021)

Transparency around how the Jacky Winter group operates 
was also crucial to the relationship and sharing of knowledge. 
As founder of the Jacky Winter Group Jeremy Wortsman,  
and emerging artist Declan Miller [Arrente, Pitjantjatjara, 
Warlpiri] noted:

Working in this way is new for me and my goal 
is to put out as much information as I can, as 
transparently as possible, and then answer 
any questions about our model. Hopefully we 
can use that as a brainstorming method for 
figuring out what this relationship could look 
like. What this business could be and how it 
could work. (J. Wortsman, 2021)

I’m very new to this scene, and it sounds like 
an amazing idea, but I would like to hash it out 
more to get a better understanding around 
how it might work (D. Miller, 2021)

One of the major considerations around the development of this project was transparency. 

transparency

5.1 our core values



We want our [First Nations] interpretations 
of what First Nations art is and what this 
First Nations business is to get put out there 
rather than other people defining that for us. 
I want to define what my work is and what it 
stands for. It can be art but it is bigger than 
that. It is the story of Gudanji and it holds the 
wisdom...when people understand how to read 
the story. (R. Dank, 2021)

I feel like there needs to be very set intentions 
from the agency and how they’re going to 
continue to make sure that it is doing the 
right thing. You know two months, a year, six 
years from now. The initial intentions need to 
run throughout instead of just having good 
intentions at the start. (C. Allingham, 2021) 

I think we gotta work back to what we know 
and restore a lot of that cultural value to what 
we do. Our cultural value and cultural moral 
grounding needs to underpin all of it.  
(C. Thorpe, 2021)

It’s not just about being ethical as an artist, 
and the relationships with the organisation 
itself or with clients; it’s about connecting 
back to identity and culture and who we are. 
A lot of the reasons why we become artists is 
because we’re practising tradition as well. So 
we also want to showcase that.  
(C. Thorpe, 2021)

This reoccurring value referred to ensuring the development 
of a First Nations illustration agency has clear set intentions 
from the outset and is held accountable for those throughout 
the development process. Moreover, establishing an ethical 
standpoint from a cultural position as a way to achieve 
respectful engagement was also included within discussions, 
as noted by Coree Thorpe [Yorta Yorta, Wurundjeri, Gunai, 
Gunditjmara], Ryhia Dank [Gudanji, Wakaja], and Charlotte 
Allingham [Ngiyaampaa, Wiradjuri]:

Many statements from participants referred to authenticity as a key value.

Integrity
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I think Jackie Winter can support the 
initiative in a way that big brands will realise 
there is more than just lines and dots. More 
than one Aboriginal style. I think that’s an 
important starting point. (T. Waigawa, 2021)

I think our artwork is like the gateway into 
our culture... that’s what a lot of people see 
our culture as. But actually, there’s very 
contemporary ways of design and illustration, 
it’s just how can we move forward in the 
design industry particularly to celebrate that. 
Have these different designs and voices out 
there doing cool things. It’s letting Indigenous 
designers be free to explore their perspective 
within the creative industries. (K. Leon, 2021)

This requires clients to be educated around the diversity 
of Aboriginal and Torres Strait Islander communities, and 
creative expression on a national level before engaging in 
creative projects. Listening and learning from First Nations 
artists provided a way for the commercial art industry to 
achieve respectful engagement and shared knowledge and 
understanding. As Coree Thorpe [Yorta Yorta, Wurundjeri, 
Gunai, Gunditjmara], Tyrone Waigawa [Wandandi Noongar & 
Ait Kadal], and Keisha Leon [Waayni & Kalkadoon] highlight:

Acknowledging and showcasing Aboriginal and Torres Strait Islander art as an active and evolving 
practice was an essential aspect and core value for participants. First Nations artists shout not 
continue to be pigeonholed or stereotyped. 

Aboriginal art is evolving and we’re evolving 
as well. We don’t want to be pigeonholed; I 
think is what we really want to say. We don’t 
want to be pigeonholed as Aboriginal artists 
but be acknowledged as contemporary artists 
in our own right and have the opportunity to 
do some more mainstream work as well.  
(C. Thorpe, 2021)

Recognising Diversity



Connection to community also provided an informal position 
for incorporative cultural elements, knowledge, values, and 
traditions into the structure of the new venture – to always 
be connecting back. Expressed by Charlotte Allingham 
[Ngiyaampaa, Wiradjuri], Coree Thorpe [Yorta Yorta, 
Wurundjeri, Gunai, Gunditjmara], and Ryhia Dank  
[Gudanji, Wakaja]: 

I think it’s really important that this agency is 
accessible to mob. So they can reach out to us 
if they want to engage us on their own brands. 
It would be nice to have some form of pricing 
where we can engage with community and 
make it affordable for them.  
(C. Allingham, 2021)

This venture is about community. That’s 
where the stories are held. We are responsible 
for the creation of the community we want. I 
want this space to make it simple to connect 
with each other and with who we might be as 
First Nations people. (R. Dank, 2021)

One of the integral parts of this venture is 
how we give back to community and provide 
pathways for young budding artists. I think if 
we set out with community at the core we can 
actually change the idea that the art world 
is closed bubble and a really daunting space. 
For me, I want to be able to show young 
people that you can do it and give them more 
opportunity to step into that space. For me 
it’s always about this connecting back.  
(C. Thorpe, 2021)

Reciprocal obligations to invest, nurture, and give back to community was also raised as a value to be 
placed at the heart of the project. 

These core values affirm the need for cultural integrity, 
trust, authentic representation of First Nations culture, and 
reciprocity to be at the forefront of developing a framework 
for an Indigenous led illustration agency. The dialogue to 
develop these values has been significant in informing and 
identifying the purpose, core requirements, and potential 
processes and pathways of such a venture. Also emphasised 
was the importance of openly discussing both the commercial 
and cultural implication of developing a First Nations 
illustration agency within a mainstream market. These values 
affirm the need to develop principles for collaboration and 
respectful co-creation upfront, before engaging in meaningful 
dialogues, the sharing and production of knowledge, and any 
future partnerships.

Community at the Heart
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5.2 Business and Profit structures

Ensuring transparency and integrity over the development of a business model prompted many 
discussions around potential governance and commission structures, welcoming the ability to  
imagine new opportunities and conversations in this space.

I personally don’t know how much an 
agency would take, and I think that a lot of us 
probably don’t know, so I think a conversation 
moving forward is that because we don’t know 
it could welcome new opportunities  
(D. McConnell, 2021)

There’s a complexity between the operations 
of how it works versus what the purpose and 
the structure of the agency might look like - 
but those things need to marry up together. 
(A. Philips, 2021)

Autonomy, trust, relationships, collaboration, and ownership 
were words that reoccurred within discussions of potential 
business and profit structures. The following themes of 
relationships and collaboration and financial ownership and 
control infer Indigenous-led imperatives, while providing a  
way for the Jacky Winter group to support and respectfully 
engage in the development of a First Nations illustration  
agency by bringing together and sharing knowledge. As noted 
by Darcy McConnell [Yorta Yorta, Dja Dja Wrung]  
and April Philips [Wiradjuri, Galari]: 



You know the money is out there, and for 
me I want to step away from that punitive 
approach that we always require funding. As 
much as getting funding is great, I want us to 
try to get to a space where we can generate 
our own income. We could pay for or have our 
own non-profit arm, but it would be under our 
control and we would have autonomy over 
how it looks and where the money goes. It we 
establish this as a busines first, then we can 
generate those arms, or a model that does 
filter some of our profits back to community. 
Making it something that we can have full 
autonomy over and control where that money 
goes makes for a better outcome. Mentoring 
does cost money, but if we can make our 
money and have a pool there we don’t have to 
worry about trying to chase funding. We can 
do it ourselves (C. Thorpe, 2021).

 Financial ownership and control

Artists also noted interlinking questions around commission 
and profit structures. One of the recurring conversations was 
how the venture could give back to community, but maintain 
financial ownership and control, rather than be positioned as a 
charity or non-profit dependent on funding, as noted by Emmy 
Webbers [Gunai/Kurnai], Michelle Deshong, and Coree Thorpe 
[Yorta Yorta, Wurundjeri, Gunai, Gunditjmara]:

For me I like the idea of being in control of our 
money. I think that just makes it a lot easier 
early on. Before I started working for myself 
I worked for somewhere that did apply for 
funding on behalf of other non-profits and it 
can get quite tricky. There are stipulations and 
it can be quite messy and I think having our 
own pool would be amazing. (E. Webbers)

There’s a real power in having your own money 
and you defining what you get to Use it for and 
not being driven by other people’s agendas. 
There’s a real strength in that.  
(M. Deshong, 2021)

This coming together and reconciling of cultural authenticity 
and business realities highlighted a potential way forward to 
build something together – bringing together and producing 
new knowledge and new ways of doing business that aligns 
with the groups core values while being best placed to be 
economically successful and sustainable in the long term. 
Most comments around potential relationships speak to 
the fundamental principle of reciprocity, or the collective 
opportunities this venture presents not just to First Nations 
artists, but to the Jacky Winter Group, to emerging First 
Nations artists, to community. 

While discussions mainly focused on the individual and 
collective benefits of engaging in this partnership, ethical and 
moral questions underpinning the relationship were also of 
core concern. Moreover, the incorporation of comments around 
the financial control and ownership of the business places it 
firmly as a commercial enterprise, that is competitive within 
the mainstream market. They also help identify why support 
and guidance from the Jacky winter Group is required for 
the specialised profession of artist representation within the 
design and commercial art industries.
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I don’t want this to be a Jacky winter LED 
thing, but at the same time there is the 
possibility that if it’s two hands off then it 
might not get the best start that it needs. This 
aspect of authenticity though is so important. 
We need to tease that out and balance that 
with the business reality. I see a coming 
together or reconciling of these two aspects, 
the cultural needs and values and then 
making sure there is access to the systems 
and networks we have at JW. We have a 
whole platform we’ve developed to support 
artists and I would love to be able to put that 
platform in the hands of First Nations people 
in a genuine way. It doesn’t have to be done in 
the same way, but I think you can walk those 
two lines, of working with big companies and 
big clients, but keeping that cultural integrity 
and holistic community aspect. There is room 
to do some really brave thinking there and do 
things differently without shutting out the 
opportunities that can lead to financial and 
creative independence and benefit.  
(J. Wortsman, 2021)

Relationships and Collaborations

In discussing a potential framework, the support and 
relationship of the Jacky Winter group provided a structure 
to think about a pathway to a First Nations led illustration 
agency. Utilising existing clients, systems, and values-based 
pricing model from the Jacky Winter Group was seen as a 
way to start this new venture with less risk and little capital, 
by beginning as an ‘incubator’ before slowing becoming 
established as a separate business entity. This journey was 
best encapsulated by a dialogue between participants Coree 
Thorpe and April Phillips:

I like the idea in the early stages of trying 
to create something side by side, but sort of 
under the wing of the Jacky winter group. I 
reckon that’s probably the best way. And then 
the responsibility for Jackie Winter is to prop 
us up to showcase First Nations artists. Then 
when this venture, or this bird is ready, it can 
go out in its own. It can be pushed out of the 
nest. But we need that support at the start, 
and to be pushed to the front. That’s how I 
see that support and representation and that 
partnership working. (C. Thorpe, 2021)

I see it beginning as a stream of the Jacky 
Winter group. And then you know there’s like 
stages of kind of breaking off. Rather than 
maybe like setting it up independently from 
the beginning, like how could we build some 
success into it. Or could it be like a staggered 
way rather than just jumping into a new 
business. (A. Philips, 2021)

The relationship this new venture could have with The Jacky 
Winter Group, was a common theme, with the benefits a 
partnership could bring often mentioned alongside the need 
for Indigenous ownership. As facilitator Michelle Deshong 
[Kuka Yulanji] and founder of Jacky Winter, Jeremy  
Wortsman noted: 

We know everyone is on the same page that 
we want to develop this agency. We just need to 
talk through some ideas about whether it’s a 
branch of Jacky Winter, a separate business 
entity, a joint venture, whether there’s a 
partnership, all of those sorts of things. We 
need to flesh those out more.  
(M. Deshong, 2021)



The story and vision around developing a nest and nurturing a chick until it is ready to fly  became an 
analogy for the development of the agency, and a way to ensure the right level of support and a pathway 
to Indigenous ownership from the outset. The development of this pathway model progressed throughout 
discussions on teams, with visual diagrams developed to highlight the stages proposed and the 
relationship, support, and knowledge sharing that underpins the framework. 

jacky winter x first nations

Utilises and is dependent on the resources (e.g. 
personnel, facilities)of TJWG. Finance & operations of 
the incubator overseen by First Nations project manager 
and/or independent body.

First Nations Incubator

1. The development of a Skills and Capabilities Transfer  
    plan; A strategy to build the capability and skills of  
    the Indigenous business partner which includes how  
    the joint venture company will demonstrate the  
    transfer of capability to the Indigenous business,  
    such as the inclusion of milestones, KPIs, annual  
    reporting etc.
2. The development of a Joint Venture Management   
    Committee; which must have 50% or majority  
    Indigenous representation; an Indigenous person  
    to chair the management committee; and giving chair  
    voting rights in the event of deadlocks.
3. The development of a Joint Venture Agreement;  
    which clearly outlines profit distribution, delegations     
    of authority and power, clearly defined work  
    portioning and the businesses trade/ branding, and  
    the arrangement for the joint venture accessing the  
    partner’s resources.
4. A Registered First Nations business that can trade as  
    a business in its own right is established with  
    separate  financial and organisational structure from  
    The Jacky Winter Group. This new business venture  
    will need to establish it’s own governance,  
    compliance and reporting obligations and be at least  
    cumulatively 50% owned by an Aboriginal and/or  
    Torres Strait Islander person(s).
5. The First Nations business can verify an ABN/ASIC  
    for company name and current registration, verifying  
    owners Confirmation of Aboriginality documents,  
    and verifying ownership document to identify owners  
    – ensuring that the business is First Nations owned.
6. Capital within the First Nations incubator can sustain  
    at least two ongoing staff.

Requirements for Stage 2:

If after two years there is not enough capital or there 
has been no First Nations business established, Stage 
1 can continue for another two years, after which 
time, the capital within the First Nations incubator 
will be split between the Jacky Winter Group and a 
First Nations organisation chosen by the First Nations 
project manager and/or the Joint Venture management 
committee. Any assets such as jointly developed 
business knowledge, records, intellectual property 
would remain with the Jacky Winter Group.

Contingencies:

The Jacky Winter Group

Current
operations

First Nations
incubator

STAGE 1: NESTING (1-2 years)
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1. The capability and skills of the Indigenous business  
    partner and workforce have been developed through  
    the Skills and Capabilities Transfer plan; KPI’s and/or  
    milestones have been met.
2. Development of an Exit Mechanism including who  
    will be responsible for any continuing liabilities, e.g.  
    debts and guarantees incurred through the JV, and  
    the transfer of any assets such as jointly developed  
    business knowledge, records, intellectual property.  
    The Jacky Winter Group will not take any payments  
    for the exit or the transfer of any assets if the Joint  
    Venture transfers to a Indigenous Certified Business.
3. At least six months’ notice is given to end the  
    agreement and all parties on the Joint Venture  
    management committee agree.
4. Development of a Indigenous Certified Business   
    management committee.

Requirements for Stage 3:

Reflects a collaboration of resources, skills and assets. 
The JV to demonstrate Indigenous management and 
involvement.

Indigenous Joint Venture

Cementing this pathway as a potential framework  
also required taking into account a series of assurances 
to make sure that Indigenous cultural principles, 
protocols and levels of integrity remain at the forefront, 
participants priorities were met, and the development 
drew on and bought together key resources in regards 
to ICIP, Indigenous knowledge, and Indigenous business. 
This has led the project team to begin discussions 
with First Nations business advisors, accountants, 
and lawyers to find a path forward to implement this 
pathway approach, guided by the outcomes of our 
workshops as well as business, financial, and legal 
requirements.

STAGE 2: HATCHLING (2-3 years)

1. If after three years the Skills and Capabilities Transfer  
   plan has not been met, Stage 2 can continue for  
   another 2 years and the Joint Venture Management  
   Committee and Joint Venture Agreement reviewed.
2. If the Joint Venture does not raise enough capital to  
    become an independent entity, Stage 2 may continue  
    for another two years, after which time, the capital  
    within the First Nations incubator will be split  
    between the Jacky Winter Group and a First  
    Nations organisation chosen by the First Nations  
    project manager and/or the Joint Venture  
    management committee
3. In the event that the Joint Venture isn’t successful,   
    the business assets may still be valuable and  
    worthwhile in a future First Nations business. The  
    ownership of any business assets and knowledge to  
    be agreed and documented within the Exit  
    Mechanism.

Contingencies:

Joint Venture
Agreement

Joint Venture
Management
Committee

Unincorporated joint venture model

First Nations
Business 51%

The JW  
Group 49%

RepresentativesRepresentatives

Is 51% or more First Nations owned,managed and 
controlled and can evidence trading independently.

Indigenous Joint Venture

STAGE 3: TAKING FLIGHT (3-5 years)

First Nations Business 100%



As each creative brief requires its own specific licensing 
agreement particular to the work being produced and used, 
developing overarching business processes and structures 
is complex and nuanced. However, statements from artists 
provided a means to navigate these complexities, namely 
through recognising ICIP and educating clients.

5.3 Cultural safety

One of the key threads of discussion around cultural safety within the design and commercial art 
industry involved cultural identity and ownership, and related issues of intellectual property,  
licensing agreements, copyright, and production processes. 
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Cultural identity and intellectual property

The importance of storytelling and cultural knowledge 
within creative work was raised by the group, detailing 
how commercial art is not just about creating work for a 
client, but a much deeper process that must be protected 
and acknowledged. Participants noted how there was little 
support or recognition of ICIP into commercial design spaces, 
as First Nations artists are often blindly led into licensing 
agreements and client relations that were not culturally 
safe. As highlighted by Keisha Leon [Waayni & Kalkadoon], 
Declan Miller [Arrente, Pitjantjatjara, Warlpiri], and Ryhia Dank 
[Gudanji/Wakaja]:

Using Indigenous creatives is great but how 
do we protect them in a safe cultural way 
that allows them to tell their story and not 
pigeonhole them into the story you want 
from them. I think clients often forget that 
it’s not just creating a design, someone is 
creating that artwork and they’re putting their 
cultural IP into that and their song lines and 
storytelling. It’s more than just a design, so 
treat it with the integrity that it deserves. 
We also need to recognise the cultural load 
that we take on as well, there’s so many 
opportunities out there which is great but it’s 
about protecting your story and making sure 
you’re not used in a way that is tokenistic.  
(K. Leon, 2021)

Our art is not just art. Clients need to be 
aware this this is storytelling. This is culture. 
We will always own that. But we are happy 
for clients to work with us, and use our art, 
and pay us for it, but we have to keep that 
integrity, that this is our story, this is where 
we are from, this is who we are and you can’t 
buy that or take that from us (D. Miller, 2021)

I think we need some clear recognition, 
structures and licensing guidelines to protect 
all of what first Nations ‘art’ represents. I 
know a lot of us, as we are starting out don’t 
know how to license our work. For example, 
one of my first designs was for a fabric 
company and I didn’t license the design 
correctly, so that company is still using my 
design and I charged $350.00 and that was 
it. So I think having that kind of administrative 
and legal support from the start is critical.  
(R. Dank, 2021)

One of the overarching considerations for the development 
of the project then became around: How can First Nations 
artists be enabled and supported to engage within commercial 
industries in a culturally safe and supported environment? And 
how could this venture set a precedent and define an industry 
standard when dealing with cultural artwork? As raised by 
director of the Jacky Winter group Jeremy Wortsman:

I think there needs to be an industry wide 
redefining of ICIP and acceptance of that as a 
different way of engaging with artists. There’s 
a traditional kind of understanding of Western 
IP within the industry, but then understanding 
ICIP is something that we’re [Jacky Winter] 
still educating ourselves on. But that said, 
there is already a framework to to do that and 
so that would be part of our building blocks, 
ideally in terms of kind of saying this is non-
negotiable. So anytime you engage an artist in 
this way and it is only on a licencing model and 
that is very clear, it never involves ownership 
or transfer of Rights simply because it’s not 
possible - that concept does not actually exist 
in ICIP as I understand it. (J. Wortsman, 2021)



This venture is always about informing people 
- the assumption that we, as First Nations 
peoples, are all the same is not a good one. 
This assumption causes the removal of our 
identity and our history, actually separating us 
from our distinct histories and ultimately from 
our Country. (R. Dank, 2021)

Like many other Indigenous artists, we don’t 
enjoy just getting commissioned to do a 
piece. We like to see it as a partnerships 
and something that flows nicely together. 
Otherwise it can seem like we are creating 
a token piece just to tick a box.  I think the 
idea of it being a relationship and growing is 
really really important and a lot of the best 
stuff that I’ve created has been exactly that. 
Coming from people that really understood 
and really wanted to engage for the right 
reasons. We all have same values and and 
both the same goals.  
(M. Hunt, 2021)

Culture is now coming into more commercial 
and business landscapes, and we need to 
develop new ways to navigating that because 
it hasn’t existed before. A lot of it is client 
education and the other side to it is the 
agency’s responsibility to nurture individual 
stories rather than having this universal 
story. That’s part of providing a culturally 
safe space. It’s also about how the mediator 
is playing a role in benefiting both the client 
and the First Nations illustrator; finding the 
best platform to get them the best licensing 
agreement, to help with that process and 
help connect them to big jobs. Also setting 
a pay standard, someone that can act as a 
professional and create a safe environment 
so young illustrators or designers coming 
through that are First Nations are being 
helped and protected. (K. Leon, 2021)

Client education and artist support

To create culturally safe space, the participants highlighted 
the importance of client education. To come into these 
creative collaborations with the knowledge and understanding 
that there are over 250 different language groups in Australia, 
and there isn’t just ‘one’ notion of what an Aboriginal artist 
is and what that work can look like. Moreover, that this 
education should not be the responsibility of First Nations 
artists but should fall to the clients themselves, or to establish 
a ‘broker’ between the client and the artists, so artists are not 
dealing with this emotional weight and cultural load. As noted 
by Ryhia Dank [Gudanji/Wakaja], Molly Hunt [Balanggarra and 
Yolngu], Darcy McConnell [Yorta Yorta, Dja Dja Wrung], Keisha 
Leon [Waayni & Kalkadoon] and Jess Wright:

Having a middle ground person means artists 
doesn’t have to deal with the emotional weight 
of educating clients or have to response when 
they say really uneducated things. I like the 
idea of not having direct contact, but having 
someone to advocate for me, and take no bull 
from the client, so artists don’t have to deal 
with the brunt of that stuff.  
(D. McConnell, 2021)
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A big conversation needs to happen about 
the diversity of the First Nations artist 
community. We do not all work from studios 
with access to technology and the like.  
Coming from a remote part of the Northern 
Territory, I know im always aware of my 
privilege, now living and working on the East 
coast with amazing access to goods and 
services and yes technology. I also speak 
English well and am in charge of how my work 
is marketed and promoted. These things can 
be seen to be quite small but they make all the 
difference with the production of commercial 
work and being able to grow a venture which 
is sustainable and supports my lifestyle.  
(R. Dank, 2021)

The comments demonstrate the support required to develop a 
culturally supported pathway to an independent First Nations 
led agency, and illustrate the issues First Nations artists 
have in developing culturally safe representation. Discussions 
around how an illustration agency might integrate these core 
concepts of cultural safety within its structure and ways of 
working led to tabling questions for further discussion of how 
the agency can establish a mediator or broker between artist 
and client to ensure clients are educated and artists feel safe 
and supported. Many artists referred to the need for cultural 
education that aims to build an understanding of the cultural 
diversity within Indigenous Australia. Many found the over 
generalisation and mono-cultural representation of Aboriginal 
andTorres Strait Islander societies to be highly disrespectful, 
and the need to firstly educate clients before entering any 
creative processes. More education was seen as the way  
to reduce misrepresentation and promote understanding  
and respect.

In regard to ICIP, the work of Terri Janke in developing 
Indigenous protocols for the creative industries has 
been invaluable to this research and provided a way 
to implementing ICIP guidelines within the design and 
commercial art industries. We are also grateful to Terri 
Janke for her time and knowledge in guiding us in this work 
through training provided to The Jacky Winter Group as 
well as broader discussions around the development of this 
venture. Janke’s Protocols for producing Indigenous Australian 
visual arts (Janke, 2007) and Our Culture: Our Future – The 
Report on Australian Indigenous Cultural and Intellectual 
Property Rights (Janke, 1997) provides a comprehensive set 
of guidelines and protocols for the use of Indigenous visual 
arts, many of which are mirrored within these dialogues. Terri’s 
work primarily focuses on the need for Aboriginal people 
to be able to control images and styles that are integral to 
community identity and meaning. The need for guidance in 
copyright and intellectual property law is supported by many 
statements from artists as well as industry stakeholders 
within our workshops. Understanding and respecting the 
relationship between Australian copyright law and Indigenous 
intellectual and cultural property rights is therefore vital for 
the development of this venture and the improved recognition 
and protection of Indigenous rights and creative practices.

The education component to me is a huge 
one, because I always still get asked that, 
to do dots and lines, and that’s a horrible 
misrepresentation. I see it happening across 
the board from clients. I think there should 
be a prerequisite for clients to not have the 
power to change the work in a certain way 
or not having the flexibility in the storytelling 
of the work.  You wouldn’t want to produce 
an artwork and Have it either cropped so 
only only part of the story is told. To me, it’s 
establishing that it’s a different type of artist 
that you’re working with and we want to avoid 
those kind of uncomfortable conversations 
with clients. Our art is our stories, which 
needs to be approached a lot differently as 
opposed to regular designers and artists that 
will make what you want (J. Wright, 2021)



Creating a practice of shared knowledge through professional 
experience was positioned as a integral structure to 
developing a First Nations illustration agency. As discussed 
by participants Keisha Leon, April Philips, Jess Wright, Darcy 
McConnell and Emmy Webbers: 

5.4 Mentoring and Capacity Building

Providing opportunities for employment and training was commented on numerous times, particularly 
due to the nature of the venture in involving the commercial sharing of knowledge. Artists raised 
ideas around how a mentoring pathway for youth could be built into the agency, to support the cultural 
identities and creative processes for aspiring artists, and to provide opportunities to participate in 
commercial spaces.

I think building a community and support 
system is really important. Particularly in 
terms of a cultural mentor as I found finding 
an Indigenous business mentor and  someone  
from my community that can help me through 
my imposter syndrome was really hard. Being 
able to have lots of touch points for young 
artists is key so they don’t feel so isolated in 
the process. I think the amount of opportunity 
is a double-edged sword in terms of being 
able to navigate it. (K. Leon, 2021)

It’s really important to have that mentoring 
and sharing of knowledge that could be 
passed along. There are a huge amount of 
artists that would love to learn but just don’t 
have opportunities to do so. I see so many 
missed opportunities in my industry where 
the projects will go to like a white man who 
will tell the black story and then they’re 
celebrated. But there’s a missed opportunity 
to work with and mentor local artists as well.  
(J. Wright, 2021)

Having a percentage of profits put away to 
help young people get into art is important 
to me. Because it’s not that accessible for 
everyone to get into digital art. It  can be 
expensive to try and start, so having a place 
where there’s equipment a mentor ships 
program would be great. (D. McConnell, 2021)

I work a lot with young kids, so to me the 
idea of. Mentoring is just. Amazing to me 
and that’s that’s what it’s all about. For 
me, it’s like being able to like. Obviously be 
successful in ourselves, but being able to 
bring up the future successful people of our 
mob. UM is super super important to me.  
(E. Webbers, 2021)
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This venture needs to make sure we’re 
looking after those around us, thinking about 
mentorship and feeding into skill development. 
it’s really important to have that mentoring 
and sharing of knowledge that’s that could be 
passed along. (A. Philips, 2021)

These dialogues suggest that areas of community 
development, capacity building, education and training, 
or employment pathways would be a core consideration 
that would greatly improve the current levels of Indigenous 
representation within the industry. Statements above also 
present opportunities for access to training and employment 
of aspiring artists from across Australia, and the development 
of pathways to potential representation and employment 
opportunities within the industry. Further discussions through 
slack cemented the notion that a core part of the profit 
structure, would involve a share of commissions being uilised 
for mentoring or capacity building. 

The kinds of mentoring or 
education that could be provided 
within a business framework was 
also multifaceted. Opportunities 
for two-way mentorships across 
First Nations artists and  
non-indigenous clients, artists,  
or business mentors could 
provide spaces of more  
respectful representation and 
benefit across the industry, while 
most participants noted how they  
would like to give back to 
community and this mentoring 
between established and 
emerging First Nations artists 
should be embedded within the 
business structure.



In projects with Indigenous partners, we see our reflections as being essential to collaborative and 
action research, particularly due to the extractive and colonial dynamics that have often encapsulated 
research within universities, and the commercial implications of this work in industries which have 
historically misappropriated, ignored, or denied access to First Nations creatives.

While our experiences are unique to the context in which 
we have participated and the individuals involved, the 
active shaping of the process through participatory design, 
our relational engagement, and cycles of ‘action’ enabled 
an organic construction of a series of frameworks and 
recommendations that have emerged through a ‘two-way’ 
dialogue and knowledge sharing.

Our intentions and timelines for project determined at the 
outset proved to be difficult to meet for a number of reasons. 
Foremost, disruptions caused by COVID-19 restrictions 
meant workshops had to be constantly shifted, not just in 
term of their delivery to online platforms, but their timings 
to allow for participants caring responsibilities and the 
constant shifting nature of work. We also did not account for 
contingencies involved in the health and parental needs of the 
participants and the project team, and also the nature of the 
project team having to work remotely for the majority of the 
project. Being able to run these workshops in person could 
have resulted in more embodied actions, respectful mutual 
experiences and learning processes, as well as more engaged 
and long-lasting interpersonal and institutional relationships. 
However, having to shift online also meant we were able to 
utilise new spaces for collaboration and engagement, and 
continue conversations and dialogue through digital channels. 
These shifts and the longer and slower rhythm of engagement 
came to represent a more relational process that contributed 
to the building of trust, understanding, and knowledge 
sharing and unexpected collaborations and co-creation of 
outcomes across the group. 

However, opinions were varied within the workshop and 
dialogues were influenced by strong voices. As in all group 
work, diverse voices and tensions will exist. Combining 
additional individual interviews or yarns with group 
workshops could have altered these dynamics and potentially 
enabled artists to respond to prompts without the influence 
of others. However, the direction, priorities and values of 
this venture were collectively discussed and decided, and 

learnings and 
reflections

this priority setting and collective decision making would 
not have been possible withour group dialogue. Engaging 
workshop facilitator Michelle Deshong was crucial. She had 
the skills and competencies to deal with complex issues, 
social and cultural tensions, and explicitly address the 
hierarchies of research and collaboration with First Nations 
peoples. Moreover, providing safe space for participants to 
address uncertainties and concerns, particularly through 
private break-out groups –navigating an honest dialogue and 
ensuring cultural integrity. We believe this collective and 
collaborative process has produced an accurate reflection 
of First Nations experiences, opinions and priority areas for 
the development of this venture, while providing spaces to 
share experience and knowledge across the group, creating 
empathy, understanding, and connection. 

While it was not the intention to develop a clean-cut plan 
or finished business through this research, it succeeded 
in identifying the values and priorities for First Nations 
artists wanting to engage in the design and commercial art 
industries and providing clarity for building strategies and 
moving forward. Our aim was to establish if a First Nations 
led illustration agency would be beneficial to First Nations 
artists and to develop a series of recommendations to guide 
its development to increase access and representation for 
First Nations creatives. While the project continues to develop 
alongside many of the artists involved who have now formed 
a working group and are key stakeholders on the project, the 
associated details around the commercial, financial, and legal 
requirements to establish the venture form part of its IP and 
therefore fall outside the scope and remit of this research.

6. 
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6.1 Reflections from Jeremy Wortsman

Working to create a First Nations led has been a really transformative experience for me,  
and I hope this agency hopes to change the face of Australia’s commercial art industry. 

Overall my biggest learning has been understanding how 
the commercial art and design industry as a whole has 
really failed First Nations people, and how much of a deeply 
rooted systemic problem this is, one that is going to take 
just as long to address as it took to get us here. There is a 
particularly cruel irony to this, as I think my biggest personal 
transformation has come in educating myself on the sheer 
depth and wealth of contributions that the First Nations 
people of Australia made to our culture, specifically when it 
comes to storytelling, which is the root of all communication 
design. With our initial conversations for this project beginning 
in June 2019 and then kicking into high gear during the global 
anti-racist reckoning that happened in 2020, it was fascinating 
to see so may business, ourselves included, rushing to catch 
up and make some meaningful changes to address inclusivity. 
Many businesses in Australia have been rushing to identify and 
engage First Nations artists for a variety of jobs, expecting 
that there is some existing workforce out there that was only 
hidden previously. The reality is that this workforce does not 
exist because these individuals have not been allowed to 
participate in the same way as others, and it’s going to take 
some real time and effort to start supporting and developing 
those talents. Once I realised how much work there was to 
be done, and how Jacky Winter’s IP and networks could be 
leveraged to perhaps give that a bit of a kickstart, that was a 
real key moment for me personally.

I believe anything that can be supporting First Nations artists 
and communities is a good thing. Jacky Winter has always 
been about ensuring artists are getting fair compensation 
for their work, and it’s exciting to be able to apply this to 
a different group of artists. It’s also an exciting educational 
opportunity to broaden the conversation of what First Nations 
art is. So many clients have a fixed idea of a certain style or 
aesthetic, but it can be so much more. To see so many clients 
eager to engage with First Nations artists in a commercial 
sense is encouraging, and we want to make sure this isn’t just 
a passing trend but can be a more sustainable operation. One 
of the biggest challenges for me was the whole concept of 
ICIP. It is something that was new to me personally, and I also 
think it will be interesting to see how the market responds 

to it. The whole licensing model at the best of times is a 
challenging sell to traditional clients, but now if you throw in 
the idea of an even more potentially restricted system that is 
not individual, but collective, that is going to be something we 
have to be very skilful about. That said, I think the motivation 
that clients have at the moment to engage with First Nations 
artists is so high, and people also want to be doing the right 
thing, that I think this is going to be a conversation that will 
benefit all artists and the industry as a whole. 

Understanding the benefits of this project I think is really yet 
to come - once the website is up and we start getting some 
traction, that’s when I’ll really see the rewards. That said, 
my overall motivation from the project has not been about 
gain - it’s really been about giving. In our industry it can be 
a real challenge to do something meaningful from a social 
perspective. When you see so much injustice it can feel like 
we have nothing to offer as knowledge workers or creatives, 
so to be able to have this opportunity where we can really 
give away our knowledge and resources is more than I could 
have hoped for. Being able to form this great relationship with 
Emrhan has also been incredibly enriching. It’s one thing to be 
able to learn things from a book and courses, but to have a 
lived experience working with Emrhan and learning more about 
his experience as a creative and his connection to Country has 
also been deeply enriching.

In terms of applying our learnings from this project and 
supporting its growth, I’m not too sure what that will look like 
yet.  I do have some concerns about trying to keep everything 
balanced, but going through the legal process, especially with 
our three staged approach, has been reassuring, especially 
knowing that if the business is successful that it will slowly 
be transitioned away from a Jacky Winter incubated project 
to something that is truly First Nations owned. This idea of 
delegation is pretty new to me, and it’s made me think more 
about the collective nature of all our work and has made 
me consider how and if Jacky Winter itself could perhaps 
transition to a similar community model in some ways - at 
least something that decentralises the decision making and 
other aspects. Time will tell!



7. 

•ICIP must be understood, recognised, accepted, and 
    protected within commercial design spaces. 
•A cultural education resource for clients will be developed  
   to build understandings and respect the cultural diversity  
   within Indigenous Australia, to reduce misrepresentation and  
   promote respect as a precursor to engagement.
•A cultural ‘broker’ between the client and the artist will  
   be established to provide both client education and artist  
   support, acting as an intermediary so First Nations artists  
   are not burdened with or responsible for the cultural load of  
   educating clients.

Key findings and 
Recommendations

The findings from our empirical data identified four care values to guide both the collaborative research 
process, but also underpin the development of any frameworks to support First Nations artists to 
access, gain market opportunities, and be represented within the design and commercial art industries:

•To ensure the development of recommendations for a  
    First-Nations led illustration agency is led by First  
    Nations people.
•For open and honest dialogue and two-way knowledge 
    sharing between First Nations artists and mainstream  
    representations agencies, particularly in relation to business  
    and cultural practices.
•For clarity over the research project and accountability for  
   the project team to ensure relationships of respect and trust.
•To ensure collective decision making throughout the process  
   of developing this venture, and beyond the research project.

Transparency:

•To ensure the development of a First Nations illustration    
    agency has clear set intentions from the outset and is held  
    accountable for those throughout the development process.
•For First Peoples to define the projects priorities.
•To ensure a constant connection  to identity and culture.

integrity:

•To recognise the diversity of First Nations 
    creative expressions.
•To acknowledge First Nations art as an active and  
    evolving practice.
•To ensure all voices are heard equally throughout  
    the project.

recognising diversity:

•To ensure reciprocal obligations to invest, nurture, and give  
    back to community.
•For the incorporation cultural elements, knowledge, values,  
    and traditions into the structure of the new venture.

community at the heart:

cultural safety:

•A mentoring pathway will be built into the commissions and  
   profit structure of the agency to provide opportunities to  
   gain understanding, access and participation in commercial  
   spaces.
•A practice of shared knowledge through professional  
   experience will be developed among current and emerging  
   First Nations artists to improve the current levels of  
   Indigenous representation within the industry.
•A focus area for mentoring will be the development and  
   delivery of education and training for First Nations creatives  
   who do not have ready access to capacity building in the  
   design and commercial art industries, particularly for  
   creatives living in rural and remote areas.

mentoring and capacity building:
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Emerging from the findings and 
guided by the core principles 
of the group were also three 
core areas of consideration, 
which in turn became the key 
recommendations to guide the 
development of a culturally 
safe space for First Nations 
participation and representation. 
These findings provide crucial 
insights for the development 
of business and financial 
frameworks, how this new 
venture will operate, and what 
the benefits of a First Nations led 
business will be both for artists, 
clients, and the broader industry.

•First Nations artists welcome opportunities to co-create a  
    First Nations led illustration agency. 
•The Jacky Winter Group must support and champion First  
    Nations artists, create opportunities for two-way knowledge  
    sharing, and cement a pathway for First Nations ownership  
    and control from the outset. 
•Indigenous cultural principles, protocols and levels of  
    integrity must remain at the forefront, and key resources  
    in regards to ICIP, Indigenous knowledge, and Indigenous  
    business to be incorporated.
•A pathway to a First Nations led illustration agency will  
    occur through a staged pathway, from a nesting period  
    which utilises and is dependent on the resources and   
    support of TJWG while being overseen by First Nations  
    project manager and/or independent body, to a hatchling  
    or joint venture/relationship which reflects a collaboration  
    of resources, skills and assets and demonstrates    
    Indigenous management and involvement. Finally, a First   
    Nations owned, managed and controlled business will take  
    flight, and can evidence trading independently.
•This venture will maintain financial ownership and control,  
    rather than be positioned as a charity or non-profit  
    dependent on funding. 
•The profit structure will involve a share of commissions  
    being utilised for mentoring or capacity building. Giving  
    back to community via providing capacity building, and  
    education and training, is seen as the way to improve the  
    current levels of Indigenous representation within the  
    industry and create employment pathways.

business and profit structures:



On the surface, the collective and community-based rights 
and responsibilities at the heart of many First Nations 
cultures appears at odds with Western licensing and business 
frameworks, which promote the rights of the individual, the 
generation of profits, and the selling of commodities as central 
values. Yet the outcomes of this research have demonstrated 
a pathway forward, to develop core values and business 
frameworks that are still concerned with the generation of 
income but incorporate a series of more intangible assets that 
will lead and determine the success of this venture in the long 
run. Aligning business development with the values systems of 
First Nations culture, community and country occurred through 
the relational and respectful engagements between First 
Nations artists and mainstream industry practice, generating 
a collaborative approach to co-creating a new way to imagine 
artist representation in Australia – one that will be culturally 
safe and supportive both now and into the future.

The findings of this research have the potential for immediate 
impact, not only with the development of a First Nations 
led illustration agency, but for First Nations artists in 
finding a culturally safe pathway into the industry, and for 
the design and commercial art community, to understand 
the requirements for engaging with First Nations creatives 
within commercial settings. A positive aspect of this study 
is that it has led to real world impact in implementing the 
recommendations, and further progressing the findings 
through establishing a new venture alongside the First Nations 
artists involved and the project stakeholders. More broadly, 
the study has the potential to stimulate thinking and action in 
relation to addressing ICIP within the design and commercial 
art industries, to develop an industry-wide redefining or new 
professional practice precedent in the way First Nations artists 
engage and are protected within commercial settings. This 
in turn highlights a need to further establish  frameworks or 
protocols to ensure cultural safety, education, and support 
as the prerequisite to co-creating outcomes or solutions to 
design briefs and problems. 

summary

These recommendations highlight issues of merging cultural integrity and business values. While the 
suggested commercial dynamic incorporates cultural safety and connecting back to community as 
key structures, it raises the challenge of balancing systems – of values, of ownership, or who owns and 
controls knowledge and creative expressions. 

We believe respectful engagement and ensuing ICIP protocols 
are in place will enable respectful and meaningful creative 
collaborations. Ensuring a meaningful engagement with 
commercial clients and being able to ensure appropriate 
payment and protection we hope will generate respectful 
employment opportunities and long-term careers within 
industries which have often been ignorant or refused to 
engage with First Nations ways of working – for First Nations 
artists to be seen as prominent and successful creatives within 
commercial industries.
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