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D> BY ELS VAN DE PLAS, DIRECTOR PREMSELA, THE
NETHERLANDS INSTITUTE FOR DESIGN AND FASHION

In 2011, | asked Ted Noten if | could
carry his Prada bag at the opening
of the European Fine Art Fair in
Maastricht. limagined the wealthy
ladies and gentlemen gathered at
this world-famous art and antiques
fair looking in astonishment at my
transparent acrylic bag, enclosing
its golden pistol. Atelier Ted Noten
calls the piece Lady K Bag No. 4;
the upper part is half a Prada bag,
hence its nickname.

In his work, Noten transforms jewellery

from wearable, valuable decorations into
unwearable, useless objects, startling
gadgets and works of art. This bag is more
object than bag; it constitutes a light-
hearted criticism of the value of jewellery.
The pistol is gilded and therefore valuable.
The acrylic containing the pistol is a
cheap material, whereas the half Prada
bag represents the high end of the
fashion industry. Is the Lady K an item

of jewellery, a work of art, or a new kind
of object linking different functions
while at the same time posing questions?
Ithinkitis close to the latter. The value of
this Prada bag has changed: it has become
a genuine Atelier Ted Noten object.

Noten says he wants to explore the limits
of design. And this is a trend. Not only
does design cross the boundaries of art

- and vice versa - it also extends beyond

social, economic and even earthly borders.
Alicia Framis, who is Spanish by origin
but has worked in Amsterdam for
decades, is conducting research with

the European Space Agency into possibili-
ties for creating a prét-a-porter collection
for life on the moon. The Esa envisages
that 2,000 people will live there by 2045,
and clothing and objects will need to be
designed for them. The fact that people
suspended in outer space will be able to
wear shoes as ornaments and will need
clothes that can drape and float in all
directions will give designers a comple-
tely new view of how people exist within
the space around them and present
fresh possibilities for innovations and
products. Framis and Noten show us
that crossing boundaries - even all the
way into outer space - is a key factor in
developing new concepts, forms and
materials in art and design, and the
jewellery field is no exception. We will
discuss this rupturing of boundaries
and the possibilities and results it yields
at the Jewellery Unleashed! The Symposium.

Since the beginning of 2011, Premsela,
the Netherlands Institute for Design and
Fashion, has been working to encourage
interest in the jewellery industry.

Last February, our International Visitors’
Programme, which receives support from
the Dutch Ministry of Foreign Affairs,
brought together a Belgian gallerist,

a UK curator, a German historian and
an Italian professor, to meet Dutch
jewellery experts and creators. The
outcomes included an exhibition of

Gijs Bakker’s work in Vicenza, Italy,

and a series of Dutch television shows
on jewellery featuring amongst others
the designers Marije Geurssen, Chiquita
Nahar and Uli Rapp.




Aserious, enthusiastic interest in jewellery
is manifest in the Museum voor Moderne
Kunst Arnhem’s exhibition Unleashed! An
Overview of Rule-breaking Jewellery. And the
Jewellery Unleashed! symposium will dely
into the subject in depth. Our speakers
are Roseanne Bartley (a New Zealand/
Australian jewellery designer), James
Beighton (a curator at the Middlesbrough
Institute of Modern Art), Alba Cappellieri
(the head of the Politecnico de Milano’s
jewellery lab and the author of Jewellery
Now), Naomi Filmer (a British jewellery
igner and an instructor at European
art academies), Monica Gaspar (a Spanish
curator, writer and lecturer at Zurich
University of the Arts), Benjamin Lignel
(a French philosopher, art historian and
designer) and Noon Passama (a Dutch/
Thai jewellery designer).

Together, they will explore the limits
sed on jewellery design by the

ion itself, those set by the experts,
public and wearers - and those being
exceeded by designers. When is a piece
of jewellery art? When is a
When is
jewellery if it's not wearable?
Framis have explored these boundaries,
and through their research, they've
given us exciting, relevant objects that
are assets to the discipline. Perhaps we
don’t need to go to the moon and back
to renew the art of jewellery-making.
Hopefully this symposium will itself
yield new insights and border-crossing
ideas, so that the field can continue to
evolve and the public can relate to an
increased range of forms and insights.

jewellery?
And s it
Noten and

wellery jewellery?

Iwish you a day of pleasure and
inspiration!




Jewellery
Unleashed
—Crossing
Borders/

> BY LISA GOUDSMIT

to y
As the name of this symposium
implies, the jewellery world has in
some ways been ‘leashed’, at least
until recently. Today we intend to
p p on
the jewellery world by discussing
the borders that have created
these restrictions and spotlighting
the people who cross them. With
our speakers and guests, Premsela,
MMKA and ArtEZ will try to answer
the ion: How are b
belng crossed in the contemporary
y world? In the pi
we will look at jewellery from some
new perspectives.

Craft, art or design?/

The jewellery-making world has tradi-
tionally been a place for craftspeople,
artists and designers. This is where we
find the first border: the segmentation
that began with the discipline’s several
practical approaches has led to a parting
of the ways between its theoretical
approaches.

In her recently published book On
Jewellery, Liesbeth den Besten, curator
of MMKA's Unleashed! exhibition, discusses

this issue. According to Den Besten,
jewellery in general is, at best, accepted
as ‘an artistic discipline’. On the other
hand, the expert Marjan Unger argues
that jewellery is a “cultural phenomenon
that should not be restricted by short-
sighted distinctions between different
groups in the field”. When asked whether
jewellery can be considered art or design,
theorist Monica Gaspar states: “why
would choosing one of these options
help us to understand and progress
the discussion around jewellery better?
The convincement that this labelling
exercise will bring jewellery to a higher
recognition has failed repeatedly in the
past.” Perhaps the entire discipline of
jewellery making can be considered to
lie at the intersection of art, design and
craft, but even in this overlapping area,
different approaches exist.

Museums are among the actors
that influence the way people perceive
jewellery. It is arguable whether showing
jewellery in art museums automatically
labels it as art. James Beighton, curator
at mima (Middlesbrough Institute of
Modern Art England), states, “We are not,
institutionally, particularly interested
in setting down dogmatic distinctions
between art, craft and design and do not
segregate our programme in that way.”

The institute in Middlesbrough seems
to be looking for ways to make various
art forms, including jewellery, more
approachable. In 2011, mima invited
Atelier Ted Noten to carry out a project
involving local residents. Noten came up
with Art Rehab, which involved Middles-
brough’s taxi drivers: he created a pin for
them to wear on their jackets and an art
object with the same shape they could
attach to their cars. The project made
the taxi driver a personification of the

connection between art, jewellery and
people. Crossovers like this one have made
jewellery into a connective discipline,
linking art and design to the public as
well as establishing it as a form of art
that is breaking out of the ‘white cube’.

The body of jewellery/

Perspectives on what sorts of objects

can be bejewelled are also changing.
The human body has conventionally
functioned as the object to be decorated.
Liesbet Bussche challenges this assump-
tion: with her Urban Jewellery, she aims to
decorate people’s surroundings rather
than people themselves. Bussche plays
with elements in the urban landscape,
transforming them into shapes that
clearly refer to archetypes of jewellery.
In a work created for the Unleashed!
exhibition, Bussche visually transformed
astreet pole into a large brooch simply
by attaching a pin to the pole.

While Bussche uses the urban land-
scape as her territory, other designers
challenge the idea of the body. Kerianne
Quick, who works with Gijs Bakker on
his Chi ha paura? jewellery project, states:
“Jewellery can be anything that relates to
or is in confluence with the body. (...) The
definition of the body can be questioned.
Is the human body the only body, or can
jewellery be made for other bodies? And
further, can the body itself be jewellery?”
Quick challenges conventional ideas
of what jewellery is, what its function
is, what it should look like, and what it
should be made of: “You can think of
almost anything as jewellery. Like if
you slide your hand through a hanging
handle on a subway, the handle becomes
abracelet, or the entire train becomes

an ornament. Or if you lift a chair and
slide your arms under the armrests,
it becomes a body ornament, like in
Erwin Wurm’s One Minute Sculptures.”

y and other discipli /

Other new perspectives on jewellery
are coming from crossovers between
jewellery-making and other disciplines,
such as fashion, industrial design and
virtual art. In 1967, Gijs Bakker and
Emmy van Leersum were already com-
bining fashion and jewellery in a series
oflarge aluminum collars. The 1960s
saw a breakthrough in jewellery, as the
discipline released itself from restrictions
dictated by precious materials and
traditional forms.



The relationship between jewellery and
other disciplines and a preference for
innovative uses of materials are being
strengthened today by people like Naomi
Filmer, Lucy McRae and Noon Passama.
Filmer's images of Ball Lenses, featuring
glass spheres connected to the body,
distorts the anatomical appearance and
proportions, just like the aluminium
collars of Bakker and Van Leersum. In
her work, Filmer deals with questions

like “what is more important: the object

you wear or the flesh that c: s the
object? Do you wear the object or does

the object wear you?”.

The work of Lucy McRae visualises
one po:
McRae, who calls herself a ‘body archi-
tect’, explicitly challenges the conven-
tional boundaries of jewellery creation.
In a project for Philips Design, she
created ‘sensitive’ dresses and jewellery
incorporating technologies that respond
to the wearer’s emotional state. Can this
work even be considered jewellery?

Den Besten emphasises the essence
of the artistic medium of jewellery,
arguing that an object should be made
from a jewellery-making perspective
and have a personal connection to

ible answer to these questions.

human beings if it is to be considered
part of the discipline. In this light, the
outcomes of the research of artists like
Bussche, Filmer and McRae can be con-
sidered jewellery even when they lack
the traditional appearance of jewellery.

Cultures, techniques and materials/

Today’s jewellery field is also opening geo-
graphical and symbolic borders between
cultures. Alba Cappellieri, director of
the Politecnico di Milano’s postgraduate

jewellery design programme, argues that
the Internet is the cause: “A community
without geographical borders has been
formed and has brought to light a global
need of communication in a discipline
which is unbearably isolated and iso-
lationist, submitted to stagnation which
is at once formal, material, technological
and relational.” Benjamin Lignel, both
a theorist and maker himself, agrees
with this, stating: “I would argue that
nationality - unless you make it part

of your work - is just one of several ingre-
dients of who we are. The contemporary
jewellery scene is extremely internatio-
nal, and we all now have pretty much
unlimited access to information about
anything, anywhere.”

Noon Passama, a Thai designer based
in the Netherlands, is one jeweller:
maker connecting different cultures,
disciplines, techniques and materials.
With fashion designer Ek Thongprasert,
eated items based on classical
jewellery silhouettes from Western and
non-Western cultures, such as Victorian
crown jewellery. And with the fashion brand
Capara, Passama has designed necklaces
made through wax casting and electr
forming and finished with silver oxidizing,
gold/platinum plating and spray-painting.

New manufacturing methods perhaps
constitute some of the most innovative
recent developments in the jewellery
world. One such technique is 3D printing.
Atelier Ted Noten, for example, is experi-
menting with printing in nylon, gold,
silver and steel. The jewellery discipline
has traditionally kept the processes
of designing and making united. 3D
printing allows more people to design
jewellery without being its actual makers
ijs Bakker has been experimenting
with this division of labour for decades.

she has




With this separation, jewellery-making
more closely resembles the work of visual
artists and other kinds of designers.
Atelier Ted Noten is not only experi-
menting with new manufacturing meth-
ods but also new techniques for connect-
ing people to jewellery, such as in the
previously described project Art Rehab.
For the Smartphone Jewels project, part
of the Unleashed! exhibition, Atelier Ted
Noten mounted a virtual exhibition in
the city of Arnhem. Visitors can scan Qr
codes on posters to acquire background
information related to various items of
jewellery, from political commentary to
anecdotes. Once he or she has scanned all
the tags, the visitor receives a 3p-printed
Atelier Ted Noten ring. Smartphone Jewels
takes a step forward in interactively con-
necting people to jewellery.

Another designer exploring the inter-
active potential of jewellery is Roseanne
Bartley, who initiated several projects in
which she established connections with
other people in order to create ‘jewellery’
in unconventional ways. Bartley says she
develops an idea and then works with it
in the environment in which she lives.
“Iinvite people into the process, and
simultaneously we engage with each
other and, in turn, with our location.
This occurs through a process defined

by an area of knowledge called jewellery.
The result or outcome hasn’t always func-
tioned as jewellery in its supplemental
form and therefore may not technically
be judged or viewed as jewellery.”

Yet the process does originate from
anidea of jewellery, and in this sense,
the work can be considered jewellery,
according to Den Besten’s definition.
Bartley also takes an interesting approach
to materials: she recycles found items in
a process she calls ‘surface archaeology’.
It is this approach to materials, inter-
activity and techniques that make Noten
and Bartley pioneers in crossing borders
in the jewellery field.

There are no borders/

‘When we look at the various borders
being crossed in the contemporary
jewellery world, our main conclusion
could be that these borders are flexible:
they are being bent in a natural way, just
as materials are shaped in jewellery-
making. New perspectives are opening
up the discipline - in this way, it is being
reshaped, but not broken. The line
between art and design in jewellery-
making is multi-interpretable and in
some cases even nonexistent. The natural

boundary created by human skin is also
expanding: not just the body but now
also streets and objects are locations to
be bejewelled. And as new media create

a global society, the connections between
different cultures in the jewellery field
are being strengthened.

The locations where jewellery is seen
and admired have spread from the human
body to galleries, museums, urban land-
scapes and the runway. Contemporary
jewellery is gradually coming closer to
fashion but also to industrial design and
architecture. There are, however, still
gaps between disciplines: for instance,
jewellery seems more focused on the art-
ist’s individual expression than fashion
is. Yet as new methods of material
use and technique are developed, the
traditionally united design and manu-

facturing processes in the jewellery
world are separating, creating more
possibilities for collaboration with other
disciplines.

After the breakthrough in Western
Europe in the 1960s, the jewellery world
continues to progresss today. Jewellery
has outgrown the human body and
developed into a conceptual artistic
medium for decorating people, streets
and objects. Contemporary jewellery
is larger than life, has a range of func-
tions, and can be made of numerous
materials and created by a whole range
of techniques. Jewellery has no borders.
Jewellery has been unleashed.

For all sources used writing this article, and the
long version of this article by Lisa Goudsmit,
see premsela.org



Monica
Gaspar/

wellery Unleash And Now?

Contemporary jewellery is one of
the most exciting forms of contem-
porary object culture, able to cross
between the public and private
spheres of everyday life, design, art,
fashion, science and philosophy.
Crossing borders seems to be a part
of its definition. But which borders
are actually crossed? And what
happens then?

Ménica Gaspar (Spain/Switzerland) holds an
MAin art history from the University of Barcelona
and an MAS in cultural studies from Zurich Univer-
sity of the Arts. Besides working infernationally
asa curator and writer, she lecturesin design
and cultural theory at Zurich University of the Arts.
Gcspov has curated, written about and lectured
ellery at several
and mfemational conferences she a0
member of the International Association of Art
Critics and Think Tank, a European Initiative for
the Applied Arts.

The jewellery world is undergaing changos
lately. How do you explain this

yjewellery its
posmon inart and design colleges all over the
world. An interdisciplinary learning context and
an engagement with a more refiective practice
are providing fertile ground for the new gene-
rations to develop exciting work. They position
themselves in the field of design and fashion with

orthey devel

work for a specialised circuitinthe arts. In every
case, they are well prepared and articulate and
pushthe boundaries of the jewellery field. Inferet
platforms and social networks are also having
anunprecedented impactinthe debate culture
around contemporary jewellery.

How do you cross borders in the jewellery field?
With my contributions, I've always ried to put
jewellery in context and to connectits particular
discourse with other crifical voices in contem-
porary object culfure.In dolng this, crossing

tan
adaily requirement, anecessary starfing pomnor
building a consistent argument. Crossing borders
can mean finding meaningful inferconnections
between art and design theory, philosophy and
material culture in order to understand a piece
of jewellery. The most challenging borderto cross
isto undo the argument in the opposite direction
and prove that a piece of jewellery can help us
fo understand complex aspects of conter-
porary living.

Naomi
Filmer/

Body Extracted, Absent and

Contemporary jewellery has pro-
vided me with the means to explore
the human body and question tradi-
tions, and yet the more I explore,
the further away from jewellery
I'seem to get. Does crossing boun-
daries result in a loss of identity by
the tradition of definition?

Naomi Filmer (United Kingdom) studied atthe
Royal College of Art, where she earned an MA
i g si o o
jewellery in 1993, and at Wolverhampton Poly-
technic, where she received a BAin 3D design
in 1991. She is known for her catwalk jewellery
collaborations with designers including Hussein
Chalayan, Alexander McQueen and Anne
Valerie Hash. Since 1999, she has made com-

and worked as a freelance jewellery designer
forindustry. She teaches at Central Saint Martins
College of Art and Design, the London College
of Fashion, Geneva University of Art and Design
and other European art academies.

How do you cross borders in the jewellery field?
My work crosses the disciplines of jewellery,
artand fashion, 1think, due fo its recurring explo-
ration of the theme of the human form and my
changing choice of materials. | do not identify
with any one discipline more than the others. My
backgroundisin contemporary crafts. My passion
is for artefacts, movement and image, but always
with a reference to the human body. In the end,
Ibelieve the body that wears, informs or makes
the objectis the mostimportant aspect of all.

Are you bridging the jewellery and fashion
worlds, or do you think they’re already one
and the same?

I've made worksin collaboration with fashion

fo the idea of wearing confemporary objects

in fashion as accessories - sculptural objects

fo embeliish rather than decorate. They do not
function as jewellery in the fraditional way but

as afurther definition of the projectitself. Fashion,
like jewellery, is alarge industry with many strains.
Jewellery and fashion are not the same field, but
insome casesthey cross paths. Inmy case, | cross
paths with fashion mostly due to ashared fefish
forthe human body.




Alba
Cappellieri/

Whether one likes it or not, contem-
porary jewellery is based on the
coexistence of different values and
meanings. Such polyphony reflects
itself in the pluralism of languages,
a Babel intentionally neglected

by the contemporary jewellery
critics, whose joyful promiscuity
represents, on the contrary, a clear
symptom of innovation.

Alba Cappellieri (ltaly) is a professor of jewellery

design, the chair of the fashion design degree

course, and the director of the jewellery design
tthe Politecnico di

Milano. She is also a curator of jewellery design
exhibitions for the Triennale i Milano and has
curated and edited several books on jewellery,
among them Twentieth-century Jewellery: From
Art Nouveau fo Contemporary Design in Europe
and the United States. With her students she is
the edifor of the blog jewelleryscape.it.

The jewellery world is undergoing changes
lately. How do you explain this, and which

new developments interest you most?

The biggest change in contemporary jewellery
comes from the Internet. Blogs and social media
have defined not only a new jewellery landscape
but also a new way of considering jewellery.

The hype that new media have created around
jewellery designers and goldsmithsin ashort
fime is undoubtedly the most significant turn of
the last century. Itis not @ matter of new media
artso much asthe art of jewellery in the context
of new media - a contextual shift that would

have been unthinkable only a few years ago.
Acommunity without geographical borders has
formed and has brought about a global need for

isolated and isolationist, subject to stagnation
thatis at once formal, material, technological
and relational.

How are borders being crossed foday?

mnew i
technologies - radical innovation - or from the
The firstis rare, since radical innovation requires
huge research investments. The latter is easier
methodology. It consists in the capacity to cross
the boundaries of disciplines and solve one
discipline’s problems by looking atthe other's
solutions. The biggest problem in jewellery now
is distribution, and many companies are looking
atfashion distribution and its supply chain fo
evolve pasta model that no longer works.

How do you cross borders in the jewellery field?
llike working with people from other fields. | find
fashion interesting to collaborate with, because
Isee a close relationship between fashion and
jewellery. Collaboration involves other pers-
pectives and different ways of working; we have
fo think together in aflexible way to find the right
mixtures.

Noon
Passama/

How does your BA in industrial design influence
your work?

It gave me a good understanding of how fo
visualise the work. In my first year of industrial
design, | studied architectural design as well,
and that gave me a good sense of how fo picture
2D and 3D in relation fo each other. I think this is
reflected in the way | work with forms and con-
structthem. When | have to make prototypes of
something, I'm thinking of solutions for building
upthe piece. Itrained me fo have organised
thoughts, not only as a jewellery designer but

as a creative in general. My work combines
industrial techniques and hand work.

Collaboratt

On being ‘(in)dependent’ and
‘auto-cooperating’ between work-
ing disciplines and techniques.

Noon Passama (Thailand/the Netherlands)
laude from Gerit
Rietveld Academie in 2010 with a degree in
jewellery design. She previously studied industrial
design at Bangkok's Chulalongkorn University.
She is an MA student in fashion strategy at ArtEz
Institute of the Arts. Passama has worked on
jewellery collections with fashion designers,
including Ek Thongprasert. At the request of the
Museum voor Moderne Kunst Amhem, she has
created a display of her new fashion jewellery
designed with the fashion brand Capara. The
through wax d
electroforming and finished with silver ox.aumg,
plating, and spray-p:




James
Beighton/

und on fi

Knocking Stree
ellery and th

Audiences f¢

This paper will take as its starting
point what a museum’s role might
be in developing new audiences
and for whom it is developing these
audiences. It will look at the field of
contemporary jewellery to unpick
what the museum offers jewellery
and what jewellery can offer the
museum: where points of under-
standing and conflict might arise.

James Beighton (United Kingdom) is a curator
atthe Middlesbrough Insfitute of Modern Art.

He s responsible for aewsmg me'emporovv exhi-
bition caring for

which are strong in three major areas: drawing,
British ceramics art, and contemporary artist-
made jewellery. Prior to this, he curated a series
of offsite craft projects that infroduced mima's
philosophy to a new audience. He previously
worked as a curator atthe Cleveland Crafts Centre
and Middlesbrough Art Gallery and as a craft
exhibition officer at the City Gallery in Leicester.

The jewellery world is undergoing changes
lately. How do you explain this, and which
new developments interest you most?

If'm honest, | don't defect a seismic change

in jewellery design atthe moment but rather a
continuation of a project and an attitude toward
jewellery that has been developing overthe
course of the postwar era. Within what might be
termed artist jewellery, we might detect a shift
inthinking on the part of artists from the idea of
the jewel being a supplementary aspect of their
practice fo being its central one. Jewellery has
been the main mode of expression, butthe
approach has been that of the artist more so

than the designer or craftsman. This s still current.

How can a museum change the way people
think about jewellery?
tmay not be the primary inferest o eventhe

way

people think about jewellery. The aim ofthe
new

oudlence formodem and con'emporcry artin
an area of the country where opportunities for
gallery visits have been limited. Over the years,
itisto be hoped and expected that audiences
in Middlesbrough will have a greater openness
fo developments in art. Ifthe exhibitions have
worked, there will also be an opennessto inclu-
ding developments in jewellery within this story.
This, though, also throws back responsibility to
the artists - are they making work that can be
considered part of this story?

Roseanne
Bartley/

I’'ve been questioning the purpose
of jewellery, the role it plays in our
lives, and imagining what role it
might play. My paper outlines how
this enquiry shifts the paradigms
in which jewellery operates, with
reference to recent work.

 Bartley (New Zealand/Ausrali

amaster's degree by research at Melbourne's
RMIT University in 2006. She was awarded an
Australia Councilforthe Arts residency in Barcelona
in2004. She has participated in cross-disciplinary
workshops and often employs elements of
relational aesthetics in her work, which includes
projects such as Culturing the Body and Human
Neckiace. Bartley is currently engaged in
Seeding the Cloud: A Walking Work in Progress,

in which she walks through Melbourne's urban
environment carrying asmall pack of hand tools.
she incorporates plastic fragments she finds on
the walk info a multi-string neckiace. Participants
areinvited to join in the process.

How do you cross borders in the jewellery field?
Inrecent years, I've participated in workshops
inthe areas of live art, social sculpture and rela-
tional aesthetics. The workshops have exposed
me o an altenate perspective of practice;
they've provided a context from which fo rethink
the methods, rules and contracts by which
Icreate awork. Wovkmg across disciplines, Ive

and framing proctics and s"meg\es for creating
and thinking through a work.

How do you connect people fo jewellery?

I develop an idea and work with itin the environ-

mentwhere llive. invte people info he process,

and gage with

and in furn, with our location. This occurs hrough
b

Y
cclled jewellery. The result or outcome hasn't

ay jewelleryin
form, andhorefore may not always technically
be judged or viewed as jewellery. But | don't mind
taking a questioning approachto the conditions,
rules, constructs and social contracts that are
used fo uphold studio jewellery and, by extension,
the jewellery world, and exploring their pofential
fo construct new avenues of engagement with
matter, time, space, location and so on.




Benjamin
Lignel/

Plan Bs and Smoke Signals, or How fo Escape
Our (not so Desert) Island

Inbred. Insular. Marginal. Invisible.
We tend to describe ourselves as
cultural outcasts, the deserving but
unrecognised actors of a yet-to-be-
put-on-the-friggin*-Google-map
artistic field. And yet the field is
doing very well. This lecture will look
at the difference between legitima-
cy and public recognition and a few
strategies being used to give con-
temporary jewellery wider exposure.

Benjamin Lignel (France) studied philosophy
andliterature before concentrating on art history
at New York University and furniture design ot the.
Royal College of Artin London. Hisinterestinthe
functional object s thus complicated by a pen-
chantfor art and further perverted by sustained
exposures o literary works, often momentous,
sometimes pertinent. He concerned himself
primarily with notions of function and context

of use and usually worked according fo self-
imposed briefs.

The jewellery world is undergoing changes
lately. How do you explain this?
The jewellery world - which | understand to mean
the contemporary jewellery scene - has been
changing in my eyes ever since | became aware
thatit existed, in 2005. Since then, the practice we
accept as being ‘contemporary jewellery’ has
multiplied, and it resists every coherent definition
more than ever before. The seeds of discontent
that were already present in the work of Heron,
Bakker and Kiinzli have bloomed info full-fiedged
(sub-)disciplines of jewellery: performance,
installation, and sculptural and publication work.
Asthe tensions these new practices create get
resolved, others crop up. This is fascinating fo wit-
ness but not really unexpected: like photography
before if, ‘confemporary jewellery’ has largely
ceased o be defined by pasttechniques and
forms, and its evolution now mostly reflects an
ongoing conversation with what it can become.

Which developments interest you most?
What| find interesting, and what I try fo pay
attentionto, is the tension between what makes
it singular, as a specific form of expression, and
what makes it inferesting o the wider public.
Ithink contemporary jewellers are all in the
business of challenging borders. | personally
enjoy flirting with both extremes of the high-low
spectrum - for example, giving out free badges in
«an exhibition that also features installation work.
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