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This book unpacks the creative jewellery paradigm into its widest context. 
The writers here have teased out a series of related topics from and within the 
diversity of international contemporary jewellery, its artisans and practices.  A 
spider web of connections brings a palette of issues, stories and approaches 
that ties art and craft processes to their presentation within the contextual 
restrictions of the 21st century. These topics are highlighted through the lens 
of the Handshake project, a New Zealand initiative. 

The Handshake project links learning and presentation with practice and 
networking. Selected jewellery artists develop ideas and artworks for a 
succession of exhibitions with the assistance of a chosen or appointed 
mentor. After a two-year mentorship, a fresh selection of candidates from 
the previous Handshake projects will get new opportunities to develop work 
for a number of artistic challenges, including collaborations and national and 
international exhibitions. The progressive nature of the programme aims to 
develop independent makers with an innovative and energetic practice.
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HANDSHAKE in context – the interlinking magnifier for 
contemporary jewellery

Education: The Conditions for Learning by Kim Paton

Situated within the shifting and unstable landscape of formal education 
for craft-based practice in New Zealand, this chapter uses Handshake 
as a lens with which to examine the principles that might encourage the 
optimal conditions for learning. Tracing the major period of development 
of contemporary jewellery in New Zealand, Kim discusses Handshake’s 
reinterpretation of mentor- and apprentice-based models of learning within 
a broader framework that encourages experimentation and embraces the 
increasing fluidity of the parameters of contemporary craft.

Making: Jewellery Making by Liesbeth den Besten

By recognising the invigorating role of the wearer, jewellers have changed 
their making process. Liesbeth’s chapter shows that today’s contemporary 
jewellery is as much a social and human activity and endeavour as it is an 
artistic accomplishment.

Curation: Reflect and Respond by Sian van Dyk                            

Sian’s curatorial methodology for the exhibition Handshake 3: reflect at The 
Dowse Art Museum explores how contemporary jewellery can be displayed 
and interpreted by asking Handshake 3 participants to respond to a 
provocation about the self-reflexive nature of contemporary jewellery, both in 
content and installation. Sian also considers how this field can be brought to a 
wider audience.

Exhibition: Show it All by Peter Deckers 

Exhibitions are the lifeblood of each jewellery artist. Throughout history their 
practice has shifted, from the body to the museum and now virtual. The 
Handshake project magnifier highlights some of these international shifts, and 
samples their connections, issues and trends.

Collaboration: Je t’aime, moi non plus by Benjamin Lignel

Using Richard Sennett’s Together as a point of departure, Ben’s essay looks at 
the social and creative precedents that inform the idea of collaboration in the 
arts today and at the way the Handshake project has channelled the promises 
it holds.

4 5
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In a recent conversation with New Zealand jeweller Warwick Freeman, he gave 
away a piece of advice that I immediately regretted not learning in my first 
years of art school. He said something like, ‘Ideas belong to you only if you 
are able to execute them.’ Freeman was referring to the craftsperson or maker 
needing to understand the kinds of work that are available to them, given the 
set of attributes they possess. The specific balance of knowledge, experience, 
technical ability and temperament that is unique to each of us will lend itself 
to different kinds of outcomes and success. We can imagine the possibilities 
of an idea all we like, but if our will and expertise don’t allow us to bring it into 
being, then it isn’t ours to keep. It is a germane and useful comment, opposite 
to the notion of someone who is an expert at what they do applying their skill 
freely in whichever way they choose. It establishes that, with the benefit of 
time, the expert has learnt the extent of his or her own limitations. 

The way we learn can be a strange and idiosyncratic thing, often long, 
repetitive and accumulative, and then, in rare circumstances, it is electric and 
instantaneous. There is power in having someone you admire, and know to 
be wise, share something valuable with you that they once learnt themselves 
– like in that conversation I had with Freeman. Equally the opportunity to 
sustain and develop a relationship that encourages a kind of intergenerational 
connection, and that is conversational, critically engaged and generous, is 
distinct for its basis in the demonstrable and democratic qualities of learning 
that underpin apprentice- and mentor-based modes of education. 

The Handshake project, created by jeweller and educator Peter Deckers, 
could be described as a framework for encouraging these conditions for 
learning. This mentoring system pairs New Zealand-based jewellers, just of out 
tertiary education, with their creative idol. Within this framework early-career 
jewellers are matched with a powerhouse of expertise and esteem within 
their given discipline area – Karl Fritsch, Liesbeth den Besten, Ruudt Peters 
and Lisa Walker to name a few. The mentorship extends over years and is 
complicated by regular and demanding deadlines for its participants. Deckers 
says the pedagogy supporting Handshake is based on the old apprentice 
model but attuned to the mentee’s needs:

With so many good makers around the globe, and technology that allows 
you instant access to everyone and everything they do, we now have the 
benefit of choice … For the first time in history the continuing ‘student’ 
is not prey to the random local educationalists, but is connected with 
somebody within electronic reach, who has similar or complementary 
interests and shares their love for object-making.1 

For Deckers, the calibre of the mentor is instrumental. In a world where 
communication can be instantaneous and not limited by location, Handshake 
begins with the act of the aspiring professional jeweller daring to imagine that 
a person they have admired, idolised or read about only in books might take 
up the offer of a human connection with someone in the earlier stages of their 
career. 

Kim Paton

Warwick Freeman
Story of the Hook, 2013
Oxidised silver, 750 gold, nephrite, fine gold, whalebone
Photo by Roy Tremain
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In New Zealand and internationally, Handshake has been heralded for its 
openness, its collegiality and for encouraging criticality and experimentation 
in a maker’s practice once outside of formal education. Distinct for its strong 
international focus and a self-determined sense of vitality, Handshake offers 
a view of the local and international conditions for craft education and the 
attributes that continue to define it. Its reinterpretation of the demonstrable 
characteristics of one-to-one learning specific to the traditions of craft are 
radical and redefining, advancing a fluidity in practice while maintaining a craft 
language that is distinctly its own.

A New Zealand craft education
Handshake has been active in a period in which we have seen the 
deconstruction and reorientation of craft-based education in New Zealand. 
Specialised craft courses were introduced en masse in 1986 in an initiative 
developed to provide specialist training for craftspeople; 11 tertiary institutions 
commenced delivery of the Certificate of Craft Design qualification nationally. 
But since the late 1990s and early 2000s much craft education has been 
absorbed into wider visual arts programmes that favour post-disciplinary 
teaching methodologies, or replaced with design qualifications with more 
marketable links to the workplace. Yet the impetus toward material- and 
skill-based practices is flourishing, driven by the desires, curiosity and 
politics of a new generation of makers. Similarly, independent teaching 
facilities, community courses and self-organising collectives are experiencing 
unprecedented popularity. Relative to other craft-based disciplines, such as 
ceramics and glass, tertiary opportunities for studying contemporary jewellery 
in New Zealand are, at least, still multiple, and by comparison there is a 
cohesive infrastructure of specialised galleries, exhibitions and independently 
generated projects that are uncommon to other areas of craft. 

A characteristic of the history of contemporary jewellery education in New 
Zealand is the lines of connection and exchange established between 
New Zealand and parts of Europe at a time when New Zealand’s relative 
geographical isolation and limited channels for communication profoundly 
influenced the work of artists and writers post World War II. The arrival 
of four European jewellers in the 1960s – Kobi Bosshard (Switzerland), 
Günter Taemmler (East Germany), Tanya Ashken (England) and Jens 
Hansen (Denmark) – marks the dominant period that was a catalyst for the 
development of contemporary jewellery in New Zealand. The story of the 
Europeans arrival here, all within five years of each other, neglects a number 
of jewellers working in New Zealand at this time, but acknowledges the 
groundswell of interest that concentrated around the education, aesthetics 
and modernist influences they brought with them.2 Establishing themselves in 
practice in New Zealand, they engendered avenues for education. Workshops, 
apprenticeships, shared workshop models and visits from other notable 
European jewellers provided opportunities for what was then a group of largely 
self-taught New Zealand jewellers. 

Pauline Bern
PCB Nappy Lei, 1997
Pure soap and nappy lei
Photo by Sean Shadbolt
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A distinct culture of generosity in the sharing of information and learning 
from peers is characteristic of this early period. Jewellers created their own 
platforms for activity and exchange, the largest of which – Fingers Gallery, 
established as a cooperative opened in 1974, and Fluxus Gallery and 
Workshop for Contemporary Jewellery in Dunedin in 1983 – became central 
hubs of activity in the North and South Islands and the main avenues for 
general audiences to engage with work of this kind.3 These jewellers were 
instrumental in the widespread establishment of the Certificate of Craft 
Design in the 1980s. Pauline Bern, who was largely self-taught, steered the 
implementation of the programme at Carrington Technical Institute (now 
Unitec) in Auckland – acclaimed for the quality of students it produced – for 
more than 25 years. Bern was greatly admired for her own studio practice, 
with many students attributing their later achievements to her pastoral care. 
Her success illustrates the value of formal education led by practitioners with 
serious artistic acumen. A framework for practitioner-led courses has been 
firmly established internationally, most famously at the Academy of Fine Arts 
Munich, under the leadership of Hermann Jünger and then Otto Künzli, which 
has attracted students to Munich from all over Europe and internationally, 
many who then stay on in the city contributing to the vibrancy of the wider 
jewellery culture.4 Unitec’s craft programme, including jewellery, ceased 
enrolling new students in 2012 (one year after the inception of Handshake) 
as part of a widespread restructure to reorientate creative disciplines towards 
industry.5 

In an essay on the future of craft education, artist Bruce Metcalf notes that 
the health of education is dependent on local conditions, arguing that its 
advancement will rely on the will of the people at hand, influenced by the 
forces of their own situation.6 Handshake is, to some degree, the product of 
Deckers’ discontent with the tertiary education system at a time when it is 
at risk from recent governmental policy stipulating tertiary providers prioritise 
work-readiness and job availability. Designed to provide ongoing support 
and guidance for jewellery students graduating from a relatively short two- to 
three-year education in New Zealand, Handshake offers an opportunity for 
students to continue learning in a supported environment with the additional 
benefit of a wide-reaching international focus. Students participate in 
tutoring, masterclasses, research, critique and a staggering list of exhibition 
and publication opportunities. Its position as an outlier affords Handshake 
an energy characteristic of the numerous self-organising groups that have 
instrumentally shaped and nourished the culture of contemporary jewellery in 
New Zealand.

Watching and doing
Recently at an architecture festival in Christchurch in the South Island of New 
Zealand, I watched a demonstration of wood whittling set up in a vacant 
section of a central city street. 

The organisers were there with the expressed aim to reconnect people 
with the act of making. The demonstrations were purposefully simple, led 
by participants with no significant training, and the resulting spoons and 
bowls were rudimentary and raw. What was extraordinary, though, was the 
crowd. Rows of people waiting to get a clear view, engaged in animated 
conversations, asking questions about timber types and DIY shaving horse 
construction. 

In an article for Art Jewelry Forum, craft theorist Glenn Adamson suggests 
that the popularity of demonstration maintains our understanding of the act 
of craftsmanship as an expression of human value offered through skill and 
patience – a paradigm that has taken hold since the industrial revolution.

Narratives of continuity are also important to craft. Professional trade 
skills were once passed down through apprenticeship. The guilds may be 
no more, but there is still a presumption among makers that techniques 
will be literally handed on from person to person … Every craftsperson 
remembers that at some point, they had to be shown how to do 
everything they know. By and large, they are more than willing to do the 
same for others.7 

Today traditional craft practices are juxtaposed with an ever growing list 
of new conceptual strategies, and material and technological possibilities. 
The expanding field of contemporary craft has yielded an exhaustive set of 
sub-categories for what craft can be. Adamson further suggests we might 
better comprehend those parameters if we understand craft as a verb 
instead of a noun. Viewing craft as an action or a relationship between two 
states, it emerges as an idea rather than a concrete set of things. Thinking 
about craft in this way puts us where the action is; the maker engages with 
the attributes of craft (skill, materiality, functionality, etc.) through process, 
prioritising each value differently as they see fit. Demonstration, whether it is to 
an audience or one on one, remains vital; it illustrates the verb. Its aim though 
is not necessarily emulative, as skill and material use are redefined by new 
generations of makers. 

Writer and curator Ben Lignel describes these complications for the 
mentee-mentor relationship in the publication Handshake. While the mentor 
unquestionably possesses a basis of knowledge and experience profoundly 
greater than that of the mentee, the mentee must exercise choice in a greatly 
expanded toolbox of skills, materials and conceptual strategies available to 
them.
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Handshake differs from both the conventional art-college set-up and 
studio apprenticeship, and underlines the particular issues associated 
with learning contemporary craft: how does one stimulate creative 
emancipation in an environment that promotes role models? What is being 
transmitted? Is it knowledge? Experience? Intentionality? Attitude? How 
does passing something as personalised and iterative as creative acumen 
actually work? 8

For the mentee-mentor pairing, communication is mediated through digital 
technologies – Skype, email exchange and the Handshake blog – which limits 
the demonstrable potential of the mentor and offers a radical departure from 
the normative methods of presentation and critique experienced in formal 
study. In this web-based situation, mentees are required to describe their 
work and process in an explicit almost narrative format. The linear receive-
and-reply nature of their communication creates a situation where guidance or 
instruction can only be delivered as part of a two-way conversation, which by 
its nature is more democratic and informal. 

For HS3, mentors and mentees have graduated to a form of collaborative 
relationship. The results of the newly formed alliances culminated in an 
exhibition at Objectspace in 2016 that explored the learning processes 
occurring between the pairs. Some of the works resembled drawings, 
featuring multiples of maquettes and material tests, and interventions taken 
by one or other of the pair to test or develop an idea were evident in the 
work. Amelia Pascoe’s 6-metre long series of test works changed course; 
a new direction in material or form was sparked when a specific instruction 
or prompt had been received by mentor and collaborator Ruudt Peters. In 
order to simplify the mechanisms for understanding (or misunderstanding) 
each other, Becky Bliss and Fabrizio Tridenti communicated in silence through 
the exchange of images. Ben Pearce and Kathryn Yeats established a set 
of rules limiting the materials they could each work with to a singular found 
form. Here, the pillars of the old apprentice or mentor model – of the expert 
and the learner – are abandoned. The model instead advances towards a 
framework in which mentees chart a course of learning, interpreting guidance 
independently among a broader set of influences drawn from a range of 
discrete and expanding choices.

Amelia Pascoe
#0030, 2016
Polystyrene, paper, plasticine, steel
Photo by Amelia Pascoe

1 Fabrizio Tridenti
Lavori, 2016
Pendant
Epoxy concrete, wood, grosgrain

2 Becky Bliss
Work 1 (side 2), 2016
Pendant
Mild steel, concrete, paint, ribbon

3 Becky Bliss (left) and Fabrizio Tridenti (right)
Collaboration work, Objectspace, 2016

Photos by Peter Deckers

1
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1 Kathryn Yeats and Ben Pearce 
Transplant, 2016
Installation at Objectspace
Photo by Peter Deckers

2 Ben Pearce 
Photo by artist

3 Kathryn Yeats
Photo by artist

1

2

3
Amelia Pascoe
1 #0047, 2016
Concrete, paper, steel

2 Installation at Objectspace, 2016
Concrete, aluminium, brass, paper, clay, steel
Photos by Amelia Pascoe

1

2
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A language of our own 
Navigating the distinctions between craft, design and art is increasingly 
complicated. There is no working set of definitions to signal inclusion and 
exclusion. The overlap where these discipline areas intersect is dynamic, and 
any categorical rules to interpret what something is and isn’t in this territory 
will require a frequently shifting list of exceptions. Writers and historians have 
tried to extend a useful definition of craft that distinguishes it from design and 
art while acknowledging the increasing instability of these terms. It is difficult 
to encounter one that doesn’t suffer from too little or too much, a victim of too 
many ands, eithers and ors or alternately too polemically specific. 

After decades of deliberation it has become obvious what the crafts are. In 
late modern culture the crafts are a consortium of genres in the visual arts 
… Those of us who have spent time in the field are at a stage, I am sure, 
at which earnest definitions and descriptions of craft as something which is 
(or is not) art, is (or is not) design, as technophobia, as an anthropological 
signifier, as a protector of apparent traditions, as old (or new) age lifestyle 
… have ground us all down.9 

Writing in The Persistence of Craft, curator and writer Paul Greenhalgh’s 
consortium of genres acknowledges the limitations of propagating a view 
of craft rooted in the tradition of a material, and the specific techniques and 
skills it takes to master. Methodological approaches for craft practitioners 
are increasingly broad and non-unified, where specialisation is possible but 
not mandatory. Frameworks for interpreting works, from domestic use to 
gallery installation, enable makers, artists and designers to embody radically 
different notions of function as they draw from a range of sources – studio 
craft, art, design, politics, social practice, etc. In Handshake at Objectspace, 
few of the jewellers’ works were likely to have been identified by general 
audiences as jewellery. Sarah Read paired with Liesbeth den Besten produced 
a chest-height glossy black table, its label inviting audiences to touch and 
rub its surface on which the application of heat revealed a rich collage of 
text and images. This action was designed to engage audiences in what 
Read and Den Besten describe as an act of jewelleryness. Renee Bevan 
and Harrell Fletcher’s work relied on an accumulated collection of personal 
objects loaned by neighbours from Objectspace’s business community. While 
some were personal items of jewellery, the focus of the work was expressed 
in the accompanying labels providing a personal description of the item’s 
significance to its owner.

Implications for craft education as a result of the broadening approaches to a 
traditionally specialised field are complicated. Internationally, ideological shifts 
have been occurring over the last two decades, and only recently in New 
Zealand have we seen the uptake and implementation of post-disciplinary 
teaching programmes, pioneered in the late 1970s to accommodate 

Harrell Fletcher and Renee Bevan
What the moon looked like the evening she was born, 2016
1 Teacup on loan from Anthony Bayer
Photo by Wono Kim
2  Hector’s watch on loan from Jeff McDonald
Photo by Jay Moon

1

2
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Sarah Read and Liesbeth den Besten
On Jewelleryness: Touch, 2016
1 Working images by Artists
2  Installation and interaction at Objectspace
Photo by Peter Deckers

1

2

philosophies of learning suited to conceptual art. Locally, this has contributed 
to a decline in specialised discipline-focused education across the board and, 
with the exception of contemporary jewellery, many craft-based disciplines 
predominantly offer study options outside of formal tertiary education 
channels. 

Contemporary craft continues to claim territory in the hybrid space of fine 
art (and vice versa). Its most pressing challenges will be in the maintenance 
and preservation of craft-based art forms that are specialised and exist within 
a niche, as well as the development of a distinct and identifiable language. 
This vocabulary could become a marker and a guide for contemporary craft, 
acknowledging and understanding its historical position grounded in making 
processes, but now versant in contemporary visual culture and a plurality of 
art histories. In this territory, Handshake is an agent for advancing new artistic 
strategies, free from categorisation in media and discipline lines.

As craft-based education moves in and out of its boundaries, the strength 
of the Handshake project lies in its active adaptation throughout its multiple 
iterations. What was initiated by Deckers as a way to provide engagement 
between early-career jewellers and their idols has evolved over time to 
be a research platform that tests where contemporary jewellery sits in the 
expanded fields of craft and art. Operating within a robust international 
network of writers, curators and practitioners of contemporary craft, 
Handshake demonstrates the simple and extraordinary power of education 
that encourages self-determination, collegiality and human connection.

1 Benjamin Lignel, ‘Peter Deckers’, in Art Jewelry Forum, 13 November 2016. Accessed 15 
November 2016, https://artjewelryforum.org/peter-deckers.

2 Damian Skinner, Kobi Bosshard: Goldsmith (Auckland: Bateman, 2012).

3 Raewyn Walsh, ‘It’s not the destination, it’s the journey – how knowledge travels’, in Handshake: 
12 Contemporary jewellers connect with their heroes, eds Peter Decker and Mary-Jane Duffy 
(Wellington: JEMbooks, 2013), pp. 12–19.

4 Liesbeth den Besten, ‘Europe’, in Contemporary Jewelry in Perspective, ed. Damian Skinner 
(New York: Lark Jewelry & Beading, 2013), pp. 99–114.

5 Linda Tyler, ‘From small beginnings come beautiful things’, in Art News New Zealand, Summer 
2014. Accessed 21 September 2016, http://www.artnews.co.nz/summer-2014-feature/.

6 Bruce Metcalf, ‘Craft Education: Looking Back, Looking Forward’, Distinguished Lecture, NCECA 
41st Annual Conference, Louisville, Kentucky, 2007. Accessed 21 September 2016, http://www.
brucemetcalf.com/pages/essays/craft_education.html.

7 Glenn Adamson, ‘Demo Job: Craft, Art and the Politics of Demonstration’, in Art Jewelry Forum, 
22 July 2016. Accessed 15 November 2016, https://artjewelryforum.org/demo-job-craft-art-and-
the-politics-of-demonstration.

8 Benjamin Lignel, ‘Going Greek – a report on the Handshake educational model’, in Handshake: 
12 Contemporary jewellers connect with their heroes, eds Peter Deckers and Mary-Jane Duffy 
(Wellington: JEMbooks, 2013), pp. 20–29.

9 Paul Greenhalgh quoted in Kristina Niedderer, ‘Exploring the Expressive Potential of Function’, 
in Craft in Dialogue. Six Views on a Practice in Change, ed. Love Jönsson (Stockholm: Craft in 
Dialogue/IASPIS, 2005), p. 47.
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‘Contemporary jewellery is autistic’ – this famous statement by Ted Noten is 
reworded in Gert Staal’s ‘In Celebration of the Street, Manifesto of the New 
Jewellery.’1 According to Staal’s text, contemporary jewellery has been a lost 
cause since jewellers started to have artistic aspirations. Until that time, ‘The 
goldsmith followed the market and was – depending on his talents and skills – 
able to influence the tastes and fashions of his time; in exceptional cases even 
successfully introducing an indelible signature that bore the hand of the maker. 
Modern jewellery lost this simple logic along the way.’ Contemporary jewellery, 
Staal continues, is 

Striving for a safe … enemy-free existence that is thoroughly uninteresting 
since it is validated only by those few square inches necessary for its own 
conception. If it wants a chance of survival its maker will have to step out 
into more dangerous terrain. Return to his craft, if only to forget it. That 
means ditching forty years of dogma but getting in return centuries of 
conformism and defiance that will doubtlessly prove a far richer source.2  

This text is one of the few (apart from technical how-to guides) that actually 
addresses the making of jewellery in a critical way. Making is presented as a 
problem in itself. To sum up, Staal’s criticism is of contemporary jewellery’s 
isolationism, navel-gazing and the limited physical space of its creation 
which is tied to the bench. Noten took this criticism to its utmost conclusion 
in 2015 when he moved his complete studio to the museum for the Non-
Zone exhibition,3 which included a metres-high Tower of Babel built from his 
inventory – a striking image of artistic confusion.  

Hoping that a void space lacking of demanding tools, machines and benches 
would stimulate him artistically, he eventually decided not to move his studio 
back to its original location. Instead he gave away, sold and unloaded his 
tools and other studio remnants, and continued working in the void. It is one 
of the few examples to my knowledge of a jewellery artist who, feeling the 
restrictions of his trade, erases his world in a radical move of liberation. 

Anonymous
Horsehair armband, 19th century
Horsehair, trade beads
AM14884. James Edge-Partington Collection. Presented by Dr Thomson 
Wilson Leys Memorial 1924
Photo by Haru Sameshima
(Scan provided by Warwick Freeman)
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Isolation
The New Zealand jewellery community has found another way to fight 
isolation. Isolation has a double nature in New Zealand, and is a quite urgent 
feeling indeed. In the first place there is the geographical isolation of the 
country (visible to anyone who studies a globe, and experienced in a physical 
way for those who travel there), and on top of that there is the isolated position 
of contemporary jewellery. This smallness (and obscurity) of the field is felt by 
every practitioner in the world, as is the solitude of the studio (which by the 
way is not only a problem of jewellery artists). 

Handshake (HS), the mentoring and exhibition project invented by Peter 
Deckers, provides a new interactive model for tutoring that seems to be so 
natural and effective that it makes practitioners worldwide envious because 
they didn’t think of it themselves. By making use of today’s technology 
(Skype, the internet, blogging), artist and mentor, living in places far apart, 
can meet regularly to discuss work, materials and ideas, eventually resulting 
in an exhibition. It is not only the incorporation of new media that makes 
this mentoring project refreshing but also the fact that the mentees chose 
their own mentor, their ‘hero’, by themselves. Handshake is for graduate 
practitioners, and by giving the project the status of a collaboration the mentor 
is also challenged – s/he is not supposed to just give feedback. 

Handshake’s energy can be found in quotes on its blog. Kathryn Yeats 
writes, ‘It can be very isolating to work alone, and these conversations have 
been like sharing a studio again.’ Neke Moa: ‘Writing a blog and keeping 
up with everyone has been a learning curve.’ ‘We begin a conversation 
about collaboration. This is a new way of thinking and working for me and I 
wonder how to navigate through this territory,’ writes Raewyn Walsh. Harrell 
Fletcher observes, ‘When an artist steps out of the studio, the possibilities for 
artwork are endless.’ From Renee Bevan: ‘I shift my lens.’ Warwick Freeman: 
‘Handshake is an opportunity to be open to influence.’ Sharon Fitness talks 
about ‘conceptual jumping and experimenting’ and ‘a state of hyper making, 
experimenting and critical thinking.’4  

Take the example of Jessica Winchcombe, who asked Warwick Freeman to 
be her mentor for HS1. Can there be a bigger contrast between two artists? 
Winchcombe, who works with a sewing machine, shiny textiles, pleats and 
frills, and Freeman, who is a driller, cutter and polisher of hard materials. Their 
initial conversation, starting somewhere in 2011, goes a bit back and forth. 
They send each other photos, talk about things going on in their studios, in 
jewellery and so forth. They are dancing around each other, like dogs do when 
they meet, sniffing here, sniffing there, who are you, what kind of creature are 
you, are you good, are you threatening me? 

Their collaboration culminates when Freeman writes about a soft piece of 
19th-century Pacific jewellery that he had seen once in Auckland Museum. 
It is a piece with plaited braids of hair, decorated with coloured beads. He 
suggests remaking the piece (without the braids) and asks Winchcombe if she 
could make about 100 tiny beads. He writes, ‘That would be our collaboration 
solved, eh? You do all the making work and I put it together as a copy of 
someone else’s work – you, me and anonymous.’ Winchcombe likes the idea 
but there is a moment of panic when she is trying to make beads. She posts 
her worries under the heading ‘Small beads are really hard to make.’ Then 
Freeman gives her some good advice: ‘Put it aside but keep looking around – 
just remember to think about tiny beads as you do. You can find them – you 
just have to feel like you own their discovery. Maybe finding something and 
scratching, painting, burning or hitting it with a hammer might give you the 
sense of ownership.’ These are precious sentences not for Winchcombe alone 
but in general. What Freeman actually does here is tell her to look closely at 
materials that are at hand, and find a quality that makes them hers. Instead of 
purposefully forcing your ideas onto a material, you can better try to find out 
what a material offers you. Freeman’s advice helps, and Winchcombe starts 
(half) painting black pearls that she had already used in previous necklaces: 
‘so it feels closest to home as in ownership.’ 

Jessica Winchcombe and Warwick Freeman
Not Made In Fiji, 2013
Black pearls, paint and horse hair
Photos by Paul Green

‘It can be very isolating to work alone, and 
these conversations have been like sharing a 
studio again.’ Kathryn Yeats
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Based on a strict division of labour, Freeman (replicating the original and 
making the construction) and Winchcombe (making the beads) created the 
piece Not Made in Fiji, which was part of the HS1 Handshake exhibition at 
Objectspace in 2013.5 Most visitors could not determine which part was 
made by whom, or actually who made the piece. Freeman concludes, ‘I think 
[that] makes it a success collaboration wise – we made a piece together that 
doesn’t look like either of us made it. I think that is a good way to look at what 
collaboration can do.’6  

Besides its meaning in a collaborative sense, there is another aspect to 
this piece that makes it valuable in the cultural context of Aotearoa and 
contemporary art in general. The making of Not Made in Fiji added a new line 
to the discourse about appropriation and artistic ownership, smartly playing 
with the idea of the anonymous maker.

For the HS2 Mentors and Mentees exhibition in 2015,7 American artist Harrell 
Fletcher installed a piece that consisted of 100 US pennies scattered in the 
gallery and on the footpath outside. Fletcher, a social practice artist and a 
professor of art in Portland, Oregon, was chosen by Renee Bevan as her 
mentor. It is not known what happened to those pennies, but we can assume 
they were soon all picked up by passers-by unaware that they were collecting 
parts of an art project. What is left are some photos and a short statement 
by Fletcher attributing to the found pennies a magical load.8 A magical 
load is also present in Renee Bevan’s Apparition Object (#1), her piece for 
the final HS2 exhibition.9 Apparition Object (#1), a chime, is made from her 
grandmother’s melted estate jewellery, and plays with the idea that an object 
can ‘reconnect’ with the spirit of a former owner.

1 Harrell Fletcher
100 US Pennies, 2015
Installation at Avid Gallery, Wellington, and the streets outside the gallery
Photo by Sarah Read

2 Renee Bevan
Apparition Object (#1), 2015
Various metals including estate jewellery melted and formed into chime 
Photo by artist

3 Renee Bevan
Absent Presence, 2014
Cabinet encasing two strings; one blessed, one cursed 
Photo by artist

1

2

3
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Both are good examples of making that come right out of the heart of a 
jewellery community, without at all being limited, autistic or characterised 
by the ‘few square inches’ mentality. These are only two examples (out of 
more than 49) that are proof of the validity and value of a mentoring project 
such as Handshake. It shows that contemporary jewellery is a rich field of 
artistic research and making that has its own parameters but is not afraid 
to stretch the borders. There is also a strong sense of growth, for instance, 
in the words of Sharon Fitness: ‘Confidence takes continual practice, 
maintenance, experimentation, test runs, successes, failures, doing, thinking, 
making, wearing, giving.’10 Handshake shows that a mentoring project puts 
participants in a constant mode of alertness. There is no time for daydreaming; 
someone is waiting for a new idea, feedback, a proof. This is very much about 
‘jewellery life.’   

Crafts in decline?
Yet contemporary jewellery is part of the crafts, and the general feeling among 
practitioners and writers is that craft is in decline. I’m interested in looking at 
what arguments are used in this discussion. Glenn Adamson, a frontline craft 
theorist and excellent writer, rightfully observes ‘that every generation can tell 
itself the same thing as if the idea were a new one – that it is witnessing the 
disappearance of craft.’11 Today the danger comes from outside as well as 
from within. On the one hand fine artists have adopted craft to create artworks 
– working with clay, ceramics or glass in particular has become quite popular. 
Swiss artist Urs Fischer collaborated with 1500 participants who were invited 
to make their own clay sculptures for his installation Yes.12 So craft is used 
not just as a technical way to make an artwork, but also as a statement about 
authorship.

On the other hand, skills are not at the heart of craft any more. Contemporary 
jewellery is never called the goldsmith’s craft – these have become separate 
worlds. In the 1970s calling a jewellery designer a goldsmith was almost 
an insult (even though the average jeweller such as Dutch practitioners 
Gijs Bakker and Françoise van den Bosch enjoyed a thorough technical 
training). The goldsmith was characterised as an obedient and old-fashioned 
craftsperson, while the new jewellers were striving for a more liberated 
view on jewellery: less about the intrinsic material value and more about 
the form-giving aspect and meaning of jewellery. Eventually this view of 
jewellery resulted in a practice with a clumsy, sloppy, assembled offspring. 
Sloppy making (not only in jewellery) has become an accepted phenomenon. 
Handshake can be looked at in this light: the mentors are not technical 
advisers, instead they are mirroring, questioning and inspiring.

Objects made by craftspeople have lost their urgency as well-made and 
useful things. According to Adamson, craft needs a new ideology, away 
from the nostalgia and idealism of William Morris and the arts and crafts 
movement. In Thinking through Craft, he sees craft today not as a category or 
a set of different disciplines but rather as a making process that is important 
in art, technology and society.13 The general discussion about craft, which 
interestingly does not pay much attention to the practice of the goldsmith 
or contemporary jeweller, defines craft as making in the first place, as tacit 
knowledge and as execution. 

In The Invention of Craft, Adamson explicates that craft is a 19th-century 
invention ‘as a counterpart to industry, as industry’s opposite number, or 
“other”.’ Seeing craft as a rival to art is in his words ‘a largely twentieth-
century, even post-1945, tendency.’14 In both views craft is the contrast to 
modernity as it is inefficient, mysterious or ‘other.’ There is no way then, 
continues Adamson, to use the term in an innocent or neutral way (such as 
‘making something well with hand skill’, which he would prefer), ‘because craft 
is a modern artefact in its own right.’  

Craft can be interpreted in many different ways, as skill, as a category and 
as a countermovement, an ideological and idealist way of making, living 
and behaving. The ideology of craft as something that is healthy for people 
because it is authentic, true, local, immediate and honest, and therefore 
the antidote to globalisation and mass production, can be found in many 
practices, campaigns and books. In 2009 goldsmith Gabriel Craig preached 
the ‘gospel of craft’ on a soapbox in the streets of Richmond, Virginia, asking 
passers-by if they saw ‘craft as a road to personal salvation.’ In the same 
period (2008–2010) Craig, the Pro Bono Jeweler, moved his bench into the 
streets for his ‘guerrilla jewelry performances.’16 Craig brings humour to his 
message of craft as the solution for environmental, social and economic 
problems, but many craftspeople truly believe that craft is the answer to our 
global problems. And if it is not the craftspeople who want us to believe this, 
then it is the luxury industry that tries to seduce us into buying their products 
on the premise that they are handmade and so ‘better’, desirable and special. 
These examples are confirmations of Adamson’s idea of craft as the ‘other’, 
whereby ‘otherness’ is characterised as making things with your own hands. 

In ‘Demo Job: Craft, Art, and the Politics of Demonstration’, Adamson argues 
that craftspeople are often asked to demonstrate their skill because they have 
learnt by doing and watching others doing it.17 He sees a difference between 
crafts training and arts training, where the first is based on tacit knowledge 
(the way things are done, for instance how you hold a tool), while the second 
relies on explicit knowledge (lectures, critiques) and language. Although there 
is some truth in this juxtaposition, jewellers learn and practise outside these 
parameters.  

‘Confidence takes continual practice, maintenance, 
experimentation, test runs, successes, failures, doing, 
thinking, making, wearing, giving.’ Sharon Fitness

‘Instead of purposefully forcing your ideas onto 
a material, you can better try to find out what a 
material offers you.’ Warwick Freeman
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During HS3, Becky Bliss used concrete as a sculptural material with many 
references to history, building, contemporary life and even politics, such as 
the Berlin Wall, or the Mexico-United States wall. Inspired by the material, she 
made necklaces, and described her studio as ‘like a building site.’ But Bliss 
had no urgency to demonstrate how she made her work as a validation of her 
skill. And we have seen that tacit knowledge can also be taught with words as 
with Warwick Freeman and Jessica Winchcombe’s collaboration. 

Researcher Stephen Knott, the author of Amateur Craft: History and Theory, 
elaborates on these ideas in his lecture ‘The Desire to Get Down and Dirty.’18  
He explains how fine arts (and design) are changing rapidly in a process- and 
production-guided, dirty and material-based practice where the showing of 
the process has become an art form. Knott gives the example of Granby 
Workshop, a project by Assemble which in 2015 won the Turner Prize, one of 
the best-known and most prestigious visual arts prizes in the UK. Assemble’s 
Granby Workshop grew out of the community of a regenerated Liverpool 
neighbourhood, and makes experimental but simple handmade products, 
such as tiles, bookends, lampshades and handles, from materials nearby. 
For the Turner Prize exhibition at Tramway in Glasgow, Assemble installed 
Showroom, combining shop, workshop and stockroom and addressing 
the phenomenon of authorship in an arts context. It is a striking example of 
shifting perspectives in arts and crafts. Especially if we compare it to Noten’s 
Tower of Babel built from the inventory of his studio. 

Knott sees the interest in materiality and making, and ‘the thirst for evidence of 
processes’ as an escape from our elusive digital world, while at the same time 
it is supported by digital technologies. Therefore artists invite participants to 
co-create an artwork about why there are so many YouTube tutorials teaching 
special techniques, and why designers and artists post making-of videos 
online. These celebrate materiality and the process, and show the power of 
craft in the sense of making. Handshakers can share their work and making 
processes via blogs on the Handshake website, taking advantage of the 
possibilities for exchange that technology offers. In that sense Handshake is 
an extension of online networks such as Etsy (online makers’ marketplace), 
the maker’s community, repair shops and Fab Labs.19 In these groups 
technology and hands-on DIY perfectly blend. 

Becky Bliss
Silent Collaboration, 2016
Double-sided neckwear
Mild steel, concrete, paint, silver, ribbon
Installation at Objectspace
Photos by Peter Deckers

‘We begin a conversation about collaboration. 
This is a new way of thinking and working for 
me and I wonder how to navigate through this 
territory.’  Raewyn Walsh
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The maker and the material
The craft discourse, inspiring as it is, is missing one ingredient that would 
make it even more interesting, and that is the perspective of creating. Most 
craft literature is about the position of craft in the realm of arts and industry, 
questioning the motivation for ‘finding an ongoing home for craft (or perhaps 
more accurately, university craft departments) in unfriendly terrain’ 20 as 
Adamson puts it. By pinning craft on skill and on mechanical actions in the 
sense of making something by hand, its artistic value can easily be conceived 
as redundant, as an anachronism with no power to survive. 

Craft as a supplier for the arts and design, with ceramics, glass, textile and 
metalworking studios and companies, is a booming business today. A good 
example is the recently opened Beurspassage, a space connecting two 
busy streets in the centre of Amsterdam, designed by Arno Coenen and Iris 
Roskam. It was realised with the help of a specialised metalworking company 
(chandeliers), a glass studio (mirrors) and a terrazzo studio (a floor, wall and 
ceiling mosaic) – some people working in these businesses trained at art 
academy level. 

But craft is still here – not only as a supplier – and practised by people who 
have an immediate relationship with their materials and tools. The things they 
make are appreciated and used by people in daily life, who attach meaning to 
them because of their proximity and singularity. If craft is just a mimetic activity, 
a subject that is dealt with extensively by Adamson in The Invention of Craft,21 
there is still the questions who made the first object, how does the maker 
know what to make? Even a simple commission like making a chain has 
myriad possibilities of form, size, weight, construction and material. This leads 
us to the question of how creativity works, a question that is rarely addressed 
in theoretical literature. Recently anthropologists and archaeologists have 
discovered the potency of materiality, and their thinking is showing us ways to 
look at craft in a different, a more empathic, and experiential way. 

Anthropologist Tim Ingold in his book Making explains that 

We are accustomed to think of making as a project. This is to start with 
an idea in mind, of what we want to achieve, and with a supply of raw 
material needed to achieve it. And it is to finish at the moment when the 
material has taken on the intended form. At this point, we say, we have 
produced an artefact.22 

This theory puts the practitioner at the centre, imposing ‘forms internal to 
the mind upon a material world “out there”.’ Instead Ingold is interested in 
observing making ‘as a process of growth. This is to place the maker from 
the outset as a participant in amongst a world of active materials.’23 The 
main difference between the two views is that the first puts the maker and 
their ideas and ambitions at the centre, while the latter ‘joins forces’ with the 
materials; their position is humbler. From here follows Ingold’s theory ‘that 

Warwick Freeman
Seven Sisters, 2013
Various stones
Photo by Roy Tremain
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making is a correspondence between maker and material.’24 Making starts not 
just with an idea imposed on a material but from the essence of a material.25  
A material is not passive, it is always in flux, and the maker knows this and 
deals with it, even wants to know what the material can do, or in Ingold’s 
words: ‘Even iron flows, and the smith has to follow it.’ 

For anthropologists and archaeologists, an artefact is only a stage in the 
history of a material. According to Ingold these stages are when the material 
‘was acquired, when it was worked into the form of the artefact, and when the 
artefact was eventually discarded. To these could be added a fourth moment, 
when it was recovered by the archaeologist, a fifth when it was illustrated in a 
publication, and any number of possible moments thereafter.’26 It is needless 
to say that moments three and four cannot be applied to contemporary 
jewellery unless in an intellectual experiment such as ‘Imagine a world about 
150 years from now, in which all historic digital data has been deleted: what 
would later generations think when they find an 18 carat gold crown that looks 
like it is made from cardboard, and that is too big to be a crown? How would 
they interpret it, what would they conclude about our society based on this 
artefact?’

However, moments one and two have become quite important to 
contemporary jewellery because the material used to make jewellery is 
not fully known, or at least not obvious. It can be anything; the world can 
be its material – debris as well as diamonds. Even when a contemporary 
jeweller works with an obvious material such as gold – for instance, David 
Bielander making a gold necklace that looks like a cardboard crown – he 
does so by making use of the material’s properties. Ingold says, ‘The 
experienced practitioner’s knowledge of the properties of materials, like 
that of the alchemist, is not simply projected onto them but grows out of a 
lifetime of intimate gestural and sensorial engagement in a particular craft or 
trade.’27 Summarised we could say that creativity starts with knowledge and 
understanding of your materials, your tools and your own capacities. 

Handshake offers up many good examples of this theory in action. Neke 
Moa is a Maori artist, whose work and materials are strongly related to her 
own history, political conscience and sense of belonging. She mostly uses 
pounamu, a type of jade found in Aotearoa and typically used by Maori to 
make jewellery. She says, ‘Who I am and where I come from informs every 
part of my practice.’ Moa asked Karl Fritsch to be her Handshake mentor. 
She had met him in 2004 when he gave a casting course in her first year 
at Whitireia Polytechnic. Yet she wasn’t interested in him for his technical 
knowledge but because of his ‘understanding [of] human attachment, 
obsessions and desires pertaining to jewellery.’28  

Their collaboration for the HS3 exhibition at Objectspace29 involved the making 
of Sunker Piece, a collection of their pounamu and metal objects strung from 
muka, which is made out of harakeke, a flax-like fibre. They made the string 

Karl Fritsch and Neke Moa
Sunker Piece, 2016
Muka, pounamu (NZ jade), sterling silver, brass, cubic zirconia, copper, paint, harakeke
Photo by Neke Moa

‘She wasn’t interested in him for his technical knowledge 
but because of his “understanding [of] human attachment, 
obsessions and desires pertaining to jewellery”.’ Neke Moa
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Neke Moa
The legend of the Pounamu fish, 2016
Pounamu (NZ jade), stone, kauri gum, bronze, antler
1 Photo by Peter Deckers
2 Photo by artist

Sarah Read and Liesbeth den Besten
On Jewelleryness: Touch, 2016
Touch-activated ink
1 Photo by Peter Deckers
2 Photo by Kelly McDonald

1

2

1

2
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together in the Maori way, after Moa’s instructions, scraping the leaves with 
mussel shell to get the fibre, which is then rolled and lastly woven into a string. 

The example of Fritsch and Moa shows how creativity can be strongly 
informed by a material with all its cultural load – the fact that both artists work 
with completely different materials and historical or cultural meanings is not an 
issue. The issue is that one artist feels brother- or sisterhood to another artist 
because of the working process. 

Even if a practitioner does not have a firm and lifelong connection with a 
certain material, she can start with it and ‘join forces’, as Amelia Pascoe has 
done. Pascoe made a collection of objects and pendants from everyday 
materials, such as inner soles, brass and tape, recognising in them their 
connection to a previous life. She writes, ‘With the exception of one piece they 
are all quite low tech, but they fill me with a sense of creative peace. The final 
forms make me think of dead or dying trees, which hold so much memory of 
life. As do the materials from which they are constructed.’ 30 

Where to stop?
I would like to introduce a piece of jewellery that was not made for Handshake 
but did come into being in New Zealand. It is a necklace made by Lisa 
Walker in 2016, consisting of six downy yellow ducklings threaded together. 
Apart from competing and conflicting feelings of disgust and endearment, a 
multitude of questions are raised by this piece. Why would you make a thing 
like this? Why did Walker decide to approach these once living animals as a 
material, as a substitute for beads to make a chain? What, if anything, did the 
artist have to get over to be able to string these animals together? In this case, 
the maker had no experience with taxidermy; she had no knowledge of the 
property of the material, although she is an experienced user of second-hand 
material. As a matter of fact, she rarely uses materials without a former life; 
even rubbish can be converted into a pendant as Walker did with The Last 6 
Months of Rubbish from my Munich Workshop Floor.31  

For Walker, every material has a history, and the history of a material is part of 
its properties. She has built her career as a jewellery artist working with these 
ideas. The history of the ducklings is horrifying; as male chickens they are 
the cast-offs or by-products of bioindustry. Usually they would be destroyed; 
no consumer would ever have to know that they existed. Yet some hobbyist 
taxidermist with connections in the chicken industry used them for his own 
practice and sold them on Trade Me (a New Zealand online market place), 
where Walker found and bought them. 

Now it is an interesting exercise to see if we can we determine what precisely 
is the act of making in this case. Is it the actual stringing of the material? Or 
does making start one phase earlier in the imagination of the artist combining 
knowledge about the history and the sensory qualities of the material with the 
disgust? Threading requires no special skills; the way the necklace has been 
made, we can conclude, is not what makes this piece special. Making starts 

Amelia Pascoe
Collection of objects and pendants from the Tread Softly collection, 2015
Used shoe inner soles, tape, brass
Photo by Amelia Pascoe
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where the material evokes a certain artistic intervention. It is not likely that the 
artist started making the necklace on the basis of an idea or a concept. 

It seems more likely that finding these animals inspired her to make a necklace 
out of them because of their history: once a living animal, then a subject for 
taxidermy, then a traded object and finally a jeweller’s material. 

Reading the necklace like this validates Ingold’s assumption that ‘practitioners 
do not so much interact as correspond’ with materials.32 To correspond 
means ‘not to describe it, or to represent it, but to answer to it’,33 and this is 
exactly what Walker did when she made a necklace from ducklings. She is 
not making a mockery of them, she is not just being polarising, the work is not 
overdone. But she is extending the stages of her material and she is sentient 
of its history, and of the feelings of the people who see the piece. In Walker’s 
words: ‘I’ve had people cry when they look at it … It is cute and fluffy and 
could be such a comfort around the neck, but it is at the same time horrifying 
and disgusting and representative of a nasty industry.’34 

Walker is an exponent of the ‘materials in ideas’ approach. She finds she 
is not looking for something but she keeps her eyes open. Making starts 
exactly there, in her observant eye and mind, and her awareness. Therefore, 
she knows which material she chooses, how she works with it and where 
to stop. This approach of materials in ideas is actually the basis of much of 
the work made in the context of HS1, HS2 and HS3; it might even be the 
prevalent attitude of contemporary jewellery in general at the moment. But this 
assumption needs more research. 

Different ways of making
Lisa Walker is an example of a well-trained goldsmith who abandons virtuosity 
and beauty as such – jewellery’s pitfall. She is often considered to be a sloppy 
maker, but the fact that many of her pieces look sloppy does not make her 
a sloppy maker. On the contrary, she is among the most thoughtful makers 
of jewellery. Walker shows how a well-trained practitioner today can take a 
position that separates her from the goldsmith. These jewellers renounce their 
traditional skills and instead use their knowledge about jewellery and materials, 
and their skills as a source of inspiration to make work in other ways.

Other jewellers might have studied briefly (three to four years) at an art 
academy where they only learnt the basics of the goldsmith’s craft, just 
enough to saw, bend and solder, and to make a pin or a fastening. When 
they finished their education they were able to make things, to put materials 
together as a bricoleur. It is not uncommon to find such practitioners starting 
to specialise in some skill after finishing their education. Learning by doing 
is a way to start working with unfamiliar techniques and materials such as 
ceramics or composing and casting acrylics. Also, outsourcing has become 
part of the jeweller’s practice, using the skills of other craftspeople, like glass 
blowers, textile workers, enamellers or goldsmiths, or the knowledge and 
equipment of a Fab Lab for new technology. 

Lisa Walker
Necklace, 2016
Taxidermy ducklings, thread, steel compound
Photo by artist
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A third category of jewellers is not making jewellery at all. They have a 
reflective visual arts practice and are looking for other ways to work with 
jewellery as a theme and phenomenon. Their work can be conceptual. New 
Zealand jewellers who work like this are curating shows (Jhana Millers, The 
See Here), establishing platforms (Jewellers Guild of Greater Sandringham) 
and/or publishing magazines (Overview). Artists like Vivien Atkinson, Renee 
Bevan, Jacqui Chan (Host a Brooch, Urban Jewellery Project, 2011) and 
Sarah Read (This Too Shall Pass, 2011; Free Time – A spare pair of hands in 
Christchurch performance, 2012) have taken their work into the street.   

And jewellery can cross borders in other ways, such as Karl Fritsch’s (jeweller) 
and Gavin Hipkins’ (photographer) ongoing collaborative shows. In 2014 they 
undertook a residency at the Dunedin School of Art, resulting in the installation 
Die Ausgrabung – the dig. The residency was totally about materiality based 
on fieldtrips, the gathering of field materials, such as collecting remnants of 
bronze castings at the school, bric-a-brac from shops, and rocks and shells 
from local beaches to name a few, and the making of photographs. 

In a ‘Report from Dunedin’ Pam Mckinlay writes, ‘On arriving at the studio, the 
jeweller discovers piles of photographs waiting to be attacked. How to treat 
these new forms? How to commence this ausgrabung?’ She continues, ‘A 
final layer of digging unfolded when the drill, and other workshop tools, met 
these humble objects – the shrill piercing of glass and jagged slicing of plastic. 
From these multiple digs, hybrid artefacts have been created and finally put on 
display in the faux neutral exhibition space of the art gallery.’ It looks like this 
confrontation with such an abundance of different materials was informed by 
Ingold’s correspondence.

Karl Fritsch and Gavin Hipkins
1 Detail from: Der Tiefenglanz (Tree), 2012
Silver gelatin print, gold, pearls, brass, glass

2 Der Tiefenglanz (Ruby), 2013
Silver gelatin print, aluminium, rubies

3 Detail from: Die Ausgrabung, 2014
Mixed media
Installed at the Dunedin School of Art Gallery, Otago Polytechnic, Dunedin
Photos by Gavin Hipkins

1

2
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Sarah Read
This Too Shall Pass, 2012
Mixed materials
Photo by Sharon Fitness



42 43Making

1 Sarah Read
Free Time – A spare pair of hands in Christchurch
performance, 2-week duration, 2012
Photo by Kelly McDonald

2 Free Time Toolkit, 2012
Installation
Mixed materials
Photo by Peter Deckers
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Jacqui Chan
Host a Brooch, 2011

1 Brooch made by Jeremy Dillion
Steel, electrical cables
Photo by project participant

The jeweller’s studio
A lot has changed over time – the bench is not the main work area of 
the jeweller, and jewellers engage in collaborations, performances and 
participatory projects, or are part of an artist in residence programme that 
takes them far away to the south (Fritsch and Hipkins, or Kirsten Haydon who 
went on a one-month residency to Antarctica in 2004) or to the other end of 
the globe (Moniek Schrijer at Studio Rian de Jong in Amsterdam in 2015). 
Every artist equips their studio their own way. One will urgently need a punch 
machine, or a place for photoshoots, while the other needs room for casting 
or stone cutting. A computer is inevitable, for Rhino or other computer-aided 
design tools and for outsourcing parts of the work, while working at a Fab Lab 
is not unusual. The clichéd view of the jeweller’s studio, with the bench as the 
central point, as described in Ted Noten’s manifesto, is not today’s truth in 
jewellery making. 

At the same time these developments bring the conventional art world to 
despair. If jewellery is not intrinsically valuable, wearable, exposable, neat, 
beautiful and well made, how should we understand it? Does it want to be 
art? In her book Craft in Transition, Jorunn Veiteberg observes that ‘there are 
many in the art world who view craft as the cuckoo in the nest. Opposition 
to accepting craft as “proper” art is still surprisingly widespread.’36 In my view 
the dilemma of contemporary jewellery is that it wants to be accepted not as 
art but as a substantive phenomenon in itself; first it should be recognised as 
an offspring of jewellery acknowledging that jewellery has its own history and 
social meaning that goes far beyond misconceptions such as supplementarity, 
decoration and frivolity. 

1

2

2 Brooch materials gathered after the Christchurch earthquake 
Traffic Cone, steel
Photo by project participant

3 Artist brooch by Jhana Millers
Home Help brooch by Vivien Atkinson
Kaituhihangarau/Technical Writer brooch by Matthew McIntyre Wilson
Caregiver brooch by Kelly McDonald
Temporary Assistant brooch by Sarah Read
Photo by Peter Deckers



44 45Making

The main difference between an art object and a piece of jewellery (or a 
jewellery project for that matter) is that the latter is not a finished object – 
jewellery gains meaning in the wearing and interaction, and many jewellers are 
well aware of this. Their making anticipates this, as pieces such as Walker’s 
duckling necklace and Bielander’s Crown necklace show. Renee Bevan’s 
Absent Presence, made for Handshake 2 in 201437 is a good example of this 
attitude. Two simple strings, exhibited in a classical wooden case, one has 
been blessed, the other cursed as a short accompanying text tells us. Bevan’s 
strings are scary; because of their supposed character, they invite the viewer 
to imagine what they can do. You don’t need to take these strings in your 
hand or wear them to understand what they do, thanks to their materiality and 
form, and the way they are presented as precious things. 

The merit of Handshake is that it gives us an unusual insight into the 
making process of contemporary jewellers, their inspirations, deliberations, 
conversations, trials and (sometimes) errors – a process that may seem 
similar to that of visual artists. However, none of the participants is interested 
in making visual art as such. The process may look similar but the outcome 
is different and reflects a certain self-confidence and pride in being a jeweller. 
The work I’ve written about here derives meaning from its jewelleryness. 
The pieces should be seen on a person, or at least imagined on a person. 
They should be touched and felt because their materiality counts a lot. This 
proximity of jewellery to people is jewellery’s integrity and independence, and 
jewellers today are well aware of that. Handshake also shows that jewellers 
are not afraid to collaborate, to enter other worlds and ways of thinking and 
making. There is nothing autistic in contemporary jewellery. On the contrary, 
jewellery is a social and human activity.

1 Gert Staal, ‘In Celebration of the Street, Manifesto of the New Jewellery’, in Ted Noten: 
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Placing contemporary jewellery within the white-cube setting of a gallery can 
be problematic. A ring too big to wear doesn’t necessarily sit comfortably on a 
plinth; a necklace hung on the wall like a painting won’t always be as powerful 
as when it adorns a person; and an oblique, gimmicky display technique can 
engulf a brooch and detract from its meaning. The consequence of showing 
contemporary jewellery in the gallery context risks the misunderstanding of its 
use and function. How do you exhibit an object that derives its meaning from 
a relationship with the body, yet which – in its most contemporary form – also 
belongs to a self-reflexive practice inflected by social and art historical narratives? 

A project such as Handshake provides insight into the DIY culture that has 
formed in the contemporary jewellery world:  perhaps as a result of the above 
tensions that can’t always be addressed within the museum environment. It 
does not, however, always result in an exhibition that informs its visitors about 
contemporary jewellery. As a public art museum curator who takes pride in 
being fluid and working with a wide range of disciplines, I’m interested in using 
thoughtful installation methods to activate contemporary jewellery within a 
wider art discourse for our audiences. This means continuing to address the 
push and pull between experimental display that may enhance or detract from 
contemporary jewellery’s relationship to the body, and the pristine white cube 
that allows it to exist as an object within its own right.  

Curating Handshake 3: reflect gives me the opportunity to consider these 
matters and tease out their relevance in a project that involves 12 other 
unique voices. This essay lays out my methodology by exploring a small 
group of exhibitions and how they dealt with the installation and interpretation 
of contemporary jewellery. Through it, I consider how to bring the worlds of 
contemporary jewellery and public art galleries closer together. 

Exhibiting formulas
I curated my first contemporary jewellery exhibition The Bold and the Beautiful 
with keenness for subject matter rather than a seasoned understanding 
of its installation. This exhibition of audacious neckpieces told the history 
of contemporary jewellery in Aotearoa New Zealand through its modernist 
influences: the Bone, Stone, Shell movement and the critique of preciousness. 
Responding to the need to curate a cost-effective craft-based exhibition from 
The Dowse collection for our hallway gallery, I organised the works in a loose 
chronological order that also considered materials and aesthetics. They were 
sewn onto black boards and placed vertically into standard wall cases. 

The Bold and the Beautiful fits into a common formula prescribed for displaying 
contemporary jewellery, which harks back to some of the earliest exhibitions 
in the field. Modern Handmade Jewelry at The Museum of Modern Art in 
1946, for instance, investigated the use of mid-century materials to portray 
jewellery as something other than traditional or mass produced. This exhibition 
was created under the mandate that it be aesthetically pleasing but low cost. 
Standard cases were designed and made, and these works were also 
displayed vertically and shown in a marginal space: the foyer of the auditorium.1

Sian van Dyk

The Bold and the Beautiful, installation view, 2015
Courtesy of the Dowse Art Museum
Photo by John Lake
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How does this early, eminent example compare to more contemporary 
exhibitions? At Munich Jewellery Week in 2015, Lux is the Dealer was 
heralded as one of the event’s must-see exhibitions.2 Inside the well-known 
Kunstpavillon, jewellery had been placed on a glistening black Perspex table 
adorned with light bulbs. Entering the room was a surreal experience; the 
pieces echoed themselves on this surface and the reflection was so deep 
the building’s cubed glass ceiling hovered in behind the jewellery. But what 
did it all mean? The artists’ statement was enigmatic at best: ‘The six of us 
have a room with four corners. We’ll exhibit in It! PS: the room is very high 
and is situated in a park. That’s the truth!’3 While Lux is the Dealer was visually 
stunning it had no clear theme, existing simply to bring together a group of 
highly regarded mid-career practitioners and display their work in a beautiful 
way.

Closer to home Wunderruma, curated by Warwick Freeman and Karl Fritsch, 
was recognised as an important statement about contemporary jewellery in 
Aotearoa New Zealand. Wunderruma offered more of a curatorial rationale 
through its title, which brought together the idea of the Wunderkammer 
(cabinet of curiosities) with New Zealand’s own history of being a tourist 
wonderland, and the te reo Maori transliteration of the word ‘room.’4 Reflecting 
the antipodean distance so prominent in our country’s art historical narratives, 
the curators emphasised in their selection process that ‘jewellery can be 
found in many different places and practices.’5 In The Dowse iteration of 
the exhibition, Freeman and Fritsch brought together over 200 objects, 
including unlikely examples from a range of contemporary jewellers and artists 
alongside historical Moana Pacific, taonga Maori and colonial objects from 
New Zealand’s national museum, Te Papa Tongarewa. Instead of presenting 
jewellery in predictable Perspex-cased white plinths, the covers were given 
new life by being piled up on top of each other like transparent boxes through 
the centre of the space, providing a unique way to show objects safely and 
abide by the museum’s eternal wish to preserve and protect. 

While the latter two exhibitions aimed to push display, both inevitably used 
a traditional approach by presenting all the work in a standardised format. 
The reflective table brought the works of Lux is the Dealer together while the 
Perspex covers served this purpose for Wunderruma. With the works grouped 
visually, neither exhibition format explored the richness of the content within for 
the uninitiated – nor did they wish to.

1 Wunderruma installation view, 2014. 
Courtesy of the Dowse Art Museum
Photo by John Lake

2 Lux the Dealer exhibition
Kunstpavillon, Munich Jewellery Week, 2015
Courtesy of Jiro Kamata
Photo by Sian van Dyk

1

2
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Habitual approaches to contemporary jewellery exhibition-making are explored 
further by Kellie Riggs in her essay ‘What is it you do exactly? Categorizing 
contemporary jewelry through exhibitions.’ Too often, she claims, works are 
shown together because of their shared materials, geographical location, 
common training of or awards won by makers. She laments exhibitions that 
are created simply to place ‘things that look good together’, and argues that 
some exhibitions make little attempt to link works to each other, and could just 
as easily be titled ‘friends.’ Riggs makes some astute observations of these 
curatorial approaches, reflecting that:

Conceptual development is fundamental to the field, in which jewellery 
pieces are physical manifestations of long personal investigations. For 
makers with similar conceptual interest, concept-based shows are a 
means to showcase the research elements that supports their – and any 
true – artistic practice. They provide an opportunity to share such thinking 
processes with the public with statements made stronger when a number 
of artists gather to articulate their messages … To do this well through 
exhibition, an apt contextual framework is required. It can be visual or 
verbal, or more interestingly, a combination of the two.6

Time, budget, safety, personal agenda and institutional priorities are 
constraints every curator – whether institutionally bound or not – faces when 
developing an exhibition. It’s worth considering if these constraints and the 
tensions of exhibiting contemporary jewellery have pushed makers to become 
less reliant on public institutions, establishing a DIY culture instead. As a result 
many jewellers have become very self-sufficient: successfully launching their 
own exhibitions and publications, and seeking development opportunities 
while maintaining a strong voice overseas. Handshake is no exception.

Handshaking 
Considering this, what can a curatorial hand bring to this already successful 
exchange?

The first international presentation of Handshake was held at Schmuck 2013. 
It was a big deal and while I couldn’t be there, I found the images of the 
metromap-inspired design alluring. Putting on my curatorial hat, however, 
I was left wondering if I was won over by this approach because it evoked 
the excitement that came from traversing through my OE, rather than its 
strength as exhibition design. The installation didn’t help me understand what 
the jewellery was about and why these pieces had been physically linked. In 
an article published after the exhibition Handshake instigator Peter Deckers 
wrote: 

HANDSHAKE needed to present as a project with a difference, yet 
cohesively pull together 12 individual emerging makers from NZ and 
show their work with both text and images. The design came from the 
combination of ‘mind mapping’ and the Munich ‘metromap.’ Our relatively 
small budget, needing to transport our booth to the other side of the 
world, and minimal German assistance at the other end, made it very 
challenging.7 

This exhibition was a success in that it achieved the tangible outcome of 
introducing emerging New Zealand jewellers to the international scene. 
However, it was less about contemporary jewellery and more about navigating 
through a career.

Handshake 1 presentation at the  
FRAME galleries, Internationale Handwerksmesse, Munich, 2013
Photo by Peter Deckers

‘For makers with similar conceptual interest, concept-based 
shows are a means to showcase the research elements that 
supports their – and any true – artistic practice. They provide 
an opportunity to share such thinking processes with the public 
with statements made stronger when a number of artists gather 
to articulate their messages …’ Kellie Riggs
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HS2 brought a new group of makers together, and I was fortunate to see 
the exhibition at Toi Poneke in Wellington. Here two display techniques 
dominated the space: work that sat on custom-designed shelves hanging 
from the ceiling, and work placed directly on the wall. However, two works 
veered away from the standard display mechanism. Renee Bevan’s work, 
which was about non-material value, consisted of two string necklaces and 
a note that explained one had been cursed and the other blessed. These 
items sat on a mahogany table, sealed under a clear glass case reminiscent 
of a museum cabinet, leaving viewers with the impression that what was 
inside was misunderstood, or taboo, and must be kept at bay (see page 25). 
Similarly, Sarah Walker-Holt, who is interested in the mechanics of objects, 
placed her pieces on a trestle table with a stool. This sat in front of an 
instructional video that invited people to figure out her work by deconstructing 
and reconfiguring it. While all the contemporary jewellers made work of 
merit, these two installations felt the most successful because the artists 
considered how the display of their work could add to visitors’ understanding 
of it. Inviting people to respond emotionally (Bevan) and physically (Walker-
Holt) with everyday cues, these two contemporary jewellers made their work 
accessible by creating a connection between their practice and how jewellery 
might be understood in daily life. Both approaches showed the self-awareness 
described by Damian Skinner in Contemporary Jewellery in Perspective:

Contemporary jewelry is a self-reflexive practice, which means that it’s 
concerned with reflecting on itself and the conditions in which it takes 
place. In general, contemporary jewelers work in a critical or conscious 
relationship to the history of the practice and to the wider field of jewelry 
and adornment. This is what makes contemporary jewelry different 
from other forms of body adornment, and it isn’t found just in the way 
contemporary jewelry objects and practices engage with the history 
of jewelry, or the relationship to the body and wearing. Contemporary 
jewelry is shaped by a distinct awareness of the situation in which it 
exists, meaning that jewelers engaging directly with the spaces in which 
their work circulates – the gallery or museum, for example, or books and 
catalogues.8 

A curatorial methodology 
Up to this point, the Handshake exhibitions have fitted comfortably into 
Rigg’s categorisation. While each maker gets to explore and push their own 
practice further, the resulting exhibitions are essentially about membership and 
participation. To make this iteration less about the platform and more about 
the nature of the work, I have presented participants with two challenges. 

The first is a provocation to consider the context of their own practice 
while allowing me to draw solid connections between each artist. I have 
given them the verb reflect as a springboard for their work. Reflect can 
mean both to mimic and to cast back or respond, a useful metaphor when 
considering the collaborative mantra that has sat alongside the Handshake 
journey so far. Participants have been invited to consider how their practice 
draws connections between the term reflect and the self-reflexive nature of 
contemporary jewellery, which both embraces and counteracts its traditional 
and commercial counterparts. I’ve given them groups of words to help contain 
the project, but also encouraged them to make these words their own. These 
include:

Synonyms of reflect

echo, mirror, reverse, emulate, imitate, rebound, repercussive, reply, 
resonate, resound, return, reverberate, shine, give forth, take after, throw 
back 

Traditional and commercial jewellery trajectory points

cultural, religious or political identification, lineage or whakapapa, wealth, 
status, class, preciousness, intimate, occasion, inheritance , ritual , 
belonging and/or connectedness, memory, token, taste, talisman, symbol, 
timeless, trend, illusion, accessory, fashion, connectionSarah Walker-Holt

Interactive installation, 2014
Mixed media 
Toi Poneke, 2016
Photo by Kelly McDonald
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The second challenge is to do away with the one-size-fits-all approach to 
exhibition design. Instead each jeweller will submit an outline of their work, 
including an artist statement, working images and safety considerations; then 
each will enter into a discussion with me and the exhibition technicians to 
decide how best to display their work. This gives me the opportunity to bring 
all the aspects of the exhibition together to make a statement about the self-
reflective nature of contemporary jewellery. The aim is that at the conclusion 
of the process, each body of work will be installed in a way that reveals more 
about the meaning behind it, and its relationship to the other works in the 
exhibition. 

What will be
The examples discussed in this essay – while only specks in the rich history of 
contemporary jewellery – relay how exhibitions curated by public institutions 
can at times be constrained and unremarkable, while those curated by makers 
can, at times, lack conceptual heft. Combining my curatorial methodology with 
the jewellers’ pragmatism, and individual approaches to the provocation, is an 
attempt to gently sway these tendencies. 

Amelia Pascoe
A Lure of the Elusive, 2012
Pinhole camera + case (neck piece)
Wood, brass, leather, sterling silver, paint
Photo by artist

As I write this essay, Handshake participants are beginning to formulate the 
ideas and outlines that The Dowse team will respond to. There is anticipation 
in the air: this is a new and exciting way to work, and none of us are quite 
sure what the outcome will be. As I wrote in the publication Handshake 3: 
Concept and Conception supporting the group’s 2016 exhibition at Platina in 
Stockholm:

there is a lot of emphasis on pushing boundaries, letting go, forgetting 
rules. Like any good experiment, we can plan as much as we like, but 
there will always be an element of the unknown. Therein lies the true 
potential in Handshake: a challenge to think ourselves out of traditional 
boundaries, trust each other and watch what happens.9 

Since curating The Bold and the Beautiful and becoming more ensconced 
within the world of contemporary jewellery,  I’ve come to realise that public 
galleries supporting projects like Handshake help to bring this sometimes 
inward looking field into a wider curatorial, critical and academic discourse.  
In the spirit of Handshake, collaboration prevails, helping to tease out the 
potential for contemporary jewellery to make relevant, conceptual statements 
and carry on a conversation with the wider world.



56 57Exhibition

The exhibition paradigm definitely shifted in the 21st century. The 20th-century 
kings and queens of the art world sat on the throne of public exposure, while 
everybody else had to wait their turn – if they ever got one. Often an emerging 
artist needed first to be introduced into that world. There were no fast lanes 
or shortcuts. It was all hierarchical and self-regulated. But during the digital 
revolution these stringent structures and regulations came loose. It shifted 
the modernist ideology into a more subdued version of itself that allowed the 
audience and sub-cultures to become engaged, resulting in new platforms for 
representation. Catalogues, books and other forms of publishing are no longer 
the domain of big firm publishers, expensive designers, and highly skilled and 
well-equipped photographers, but are within the scope of the bedroom artist 
having a go on their computer, using their own high-resolution cameras, with 
access to self-publishing platforms and social media as their publicist.1 This 
exploded the diversity of the art world and for better and worse the artist pool. 

Music went through a similar shift in representation, however, musicians 
could stay on their digital launch pad with their digital recordings, but visual 
artists need opportunities and also other avenues for experimentation and 
representation. The few jewellery gallerists in the world became overstocked 
with artists and the few dedicated museums could stage only a few shows a 
year, which often were curated exhibitions with a proven audience. Alternative 
web- and blogsites came to the rescue. Alternative spaces for exhibiting 
also popped up.2 One convincing example comes from the center of the 
jewellery movement bubble: Munich’s annual Schmuck week. Here, we see a 
pilgrimage undertaken by the contemporary jewellery world, visiting 80-plus 
uncurated and a handful of curated exhibitions spread all over Munich. Most 
are by emerging artists and the few top gallery exhibitions are for the more 
established artists. International gallerists travel from afar to present their top 
artists at the Schmuck fair. It attracts international collectors who are willing 
to invest in the odd masterpieces. It also attracts curators, experts, writers, 
educators, artists, students and enthusiasts. 

These week-long celebrations fringed by new-ideas’ exhibitions are important 
events for passionate visitors and those who make a living from contemporary 
jewellery.3 We can detect from all the energy and commitment of the many 
involved or visiting that the contemporary jewellery world is not in decline and 
that it is carving out a bright future. 

In the midst of this revolution the Handshake project originated, with its 
connections between developing ideas, mentor feedback and testing via 
a progressive exhibition programme. Through digital media face-to-face 
workshop meetings were made possible and this new form of communication 
created a new way of learning.
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Kelly McDonald 
Manifesto, 2014 
Rubber, leather, aluminium, paper, copper, 
silver, brass, steel, gold, wood, stone, plastic
Photo by artist
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One digital world, one culture 
The computer age shifted cultural particulars in a centripetal direction. Ideas, 
new work and exhibitions posted online are available instantly among social 
networks. Everybody has access to a large central pool of ideas but this 
access has slowly turned on itself. Contemporary jewellery has fallen victim 
to international sameness. Regional characteristics are abandoned, laid to 
waste by the influence of large amounts of accessible ideas. This swelling 
shift is unstoppable and only cultures with a strong identity might remain true 
to their origins. This internationalisation makes us vulnerable to ever changing 
trends. Neke Moa, however, follows her Maori roots, and this is detectable in 
her work. But even her culture is vulnerable to becoming a celebration, or a 
souvenir. Neke, in a jokey manner, played out these intimidations via a video 
(Legend of the Pounamu fish, 2016) that was exhibited next to her work.  

The international forces that evoke this consolidated mimicry also make 
more traditional cultures retract into their origins. They see their traditions as 
the purpose of their future. These binary opposites are what feed into the 
destructive tension we hear about and experience in the current state of the 
world. A desperate measure to call attention to a cause tells us that something 
more potent is at work than the decision to take somebody’s life for a religious 
reason. To a lesser extent unstoppable ‘passion’ is what artists need to keep 
going against commonality. 

Lisa Walker shows how the New Zealand ‘back shed’ mentality can be 
renewed for the making of jewellery objects. With its non-hierarchic materials, 
Walker’s work displays new values that struck a chord with the New Zealand 
psyche. It inspired younger makers like Karren Dale, Sharon Fitness and 
others, who adopted this low-brow attitude, but not her solutions.

Then there is Karl Fritsch (Neke Moa’s mentor in Handshake), who moved 
from Germany to New Zealand and continued his ongoing journey of 
reinvention. He says, ‘I would have to stop making it if you said you’d seen it 
before.’ 4  

Dialogue Collective
Galerie Hell, pop-up exhibition, Munich 2014
Photos by Peter Deckers

Karren Dale
White Middle Class Punks, 2014
Sterling silver, brass, fine silver, cloth
Photo by artist 
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Karren Dale, exhibition views
1 Awkward, 2015
Mixed media
Pah Homestead, Auckland
Photo by Peter Deckers

2, 3 Stanley Street Gallery, Sydney
Middle: Photo by Peter Deckers; Bottom right: Photo by artist

1 Sharon Fitness and Lisa Walker
Sharon Fitness (left)
The Piece of Broken Padded Chair That I Imagined Lisa Was 
Going To Send To Me But Didn’t, 2011
Vinyl, steel, lacquer, padding, embroidery cotton 
Lisa Walker (right)
Pendant, 2011
Plastic, fabric, padding, embroidery cotton

2  Sharon Fitness and Lisa Walker collaboration
Pendant, 2013 
Plastic, acrylic paint, silicone, pigments, rubber toy, shrink 
wrap, cable ties, cotton
Photos by Peter Deckers

1
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Karl Fritsch
Ring
Silver, sapphire, 2016 
Photo by artist

Neke Moa
Hei toki, pounamu, 2016 
Nephrite, paint
Photo by artist

Opposite page
Northern rata

 
(Metrosideros robusta), Kaitoke Regional Park, Upper Hutt, and Karl Fritsch, January 2017 

Photo by Peter Deckers

The ease and casualness of his work fits well within Kiwi culture. Walker and 
Fritsch are as similar as they are different. Even if Walker grabs the aluminium 
offcuts from Fritsch’s workbench, she still manages to find her voice through a 
personal process of assembling. The work Karl’s Offcuts is made to be worn, 
and comes spectacularly alive on the body – Liesbeth den Besten admits that 
she always feels happy wearing Karl’s Offcuts. 

Fritsch has a personal affinity with a New Zealand native plant that over time 
grows into a giant in its own peculiar way. The northern rata begins life as an 
air plant, high in the branches of a mature host tree. Over centuries the young 
tree sends descending and girdling roots down and around the trunk of its 
host, eventually forming a massive, frequently hollow pseudo-trunk composed 
of fused roots. The host tree dies naturally and the strengthened rata keeps 
growing into a strangely shaped giant. If we look at the work of Fritsch we 
detect all of the classical usage of precious metals and stones and the order 
of standard jewellery techniques. However, how these traditional materials 
find their own processes and evolve into new compositions makes them grow 
around that history. His attitude and sharp artist’s eye turn reality into magic. 
Can we see the air plants Fritsch creates as carving a new structural future 
for the high-street jeweller? Or do we see Fritsch sitting high in the sky and 
creating with his magic a solid, strangely shaped new trunk around the host 
tree of traditional jewellery? The latter is more convincing, because Karl’s 
technique can and has been copied, but without his particular eye and lavish 
attitude the result is totally lifeless.
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Decipher and interpret
The Handshake project has one particular maker, Renee Bevan, who does not 
want to conform to craft rules like routine, schedules, product development, 
exploring shape, form, surface tensions and textures. Bevan is instead 
occupied with the common denominator of ideas that deal with jewellery 
discourse, but her work is not or does not necessarily contain jewellery 
objects. At exhibitions the public only sees the tail end of the intense process, 
in the form of still image(s) or object(s), maybe video. Her work comes alive 
when you know its background, and that takes effort and takes it away from 
what jewellery wants to be: to be worn.

Bevan wrote on her HS2 blog: 

You see, for a couple of years now my thoughts have been consumed 
with this idea of making work that’s alive … I guess this is why I like 
collaboration, performance, shared authorship, exchange, work that can 
be activated. This is also why I enjoy photography as a medium – because 
it documents, captures and freezes life … This too would explain my 
interest in other media like moving image, performance and participatory, 
relational projects – they all capture, document, highlight life …5 

Her mentor Harrell Fletcher is not a stranger to social practice as art. He is a 
key figure in the development of this kind of practice and relational art. And it 
was with him that Bevan stuck to the development of her ‘work that is alive’ 
projects. Bevan began employing the services of psychic mediums (who told 
her what she should make), seeking objects and stories from people working 
in and around her neighbourhood, making work that engaged family, friends, 
strangers, the gallery audience, and even attempted participation with her 
grandmother who had passed away).

Renee Bevan at Specials: a Handshake alumni exhibition, Munich 
Residenz Palace, 25–27 February 2016, Munich Jewellery Week 
Curated by Peter Deckers 
Photo by Kelly McDonald

Liesbeth den Besten wearing Karl’s Offcuts by Lisa Walker
Photo by MisjaB
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Renee Bevan
1 Absent Presence, 2014
Cabinet encasing two strings; one blessed, one cursed
Photo by Peter Deckers

2 History undisclosed, 2016
Gold wedding ring purchased from police auction;   
lot #666, from a 2016 police auction  
Photo by artist 

Her stories and photos became the work, a practice that does not always sit 
well within the makers’ community, who want to see 3D objects that speak 
for themselves. This unspoken rule came from jewellery’s artisan history 
mixed with the modernist approach of reduction, that less is more. There 
is something paradoxical within this: these 3D objects cannot be didactic, 
illustrative or explanatory. They need signs and codes that can be deciphered. 
This contradiction dictates the general paradigm of visual arts. Objects that 
‘speak for themselves’ demand the knowledge of a contextual history and the 
ability to decipher and interpret their signs and codes.6 The more art is studied 
and becomes common knowledge the more integrated and deeper this 
reading can be. New Zealand educational institutes have taken art history off 
their curriculums. This collective reduction of knowledge does not encourage 
the understanding (and future beginnings) of conceptual jewellery makers who 
are sitting on the fringe of the jewellery paradigm – and whose practice is to 
work with the floating signs of meaning.7 They need space where concept and 
practice can meet in unknown territory and, with that, the necessary writing 
that introduces their thinking, so the audience can, as Duchamp once said, 
‘finish’ their artwork.8  

Not many jewellers and commercial galleries are concerned with intellectual 
approaches. Most makers and gallery owners are interested in exploring 
materials to magic up sometimes more decorative concoctions. For years, 
contemporary jewellery tried to integrate itself into the fine arts world but 
finally gave up. The result is that those still teaching and working with 
conceptual platforms have been denied further encouragement. ‘The work 
needs to speak for its self.’ ‘Jewellery is for the sole purpose of wearing.’ 
But jewellery is for the body as well as for display in a museum, and both 
are valid. In these cases the work can be enjoyed and experienced in a 
ritual way. Items of jewellery in a museum display ‘are also more than simple 
autonomous sculptures – in part because of their link and co-dependence 
to the body.’ 9 Jewellery by nature searches for the body and has that ability 
when it is unanimated on display, therefore museums make perfect sense. 
Each museum can explore chronologically their national interests and cultural 
connections. Some of their collecting choices or exhibition themes might 
be questioned,10 but overall a museum collection is a permanent respectful 
resting place where items are conserved and cared for, and where they have 
the future prospect of public access.

1

2
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Jewellery and curators in the display and off the body 
The reason given for exhibiting jewellery is to celebrate the intense 
concentration of the artist’s ideas that have developed through their unique 
making processes. It also sets out an intrinsic connection with a potential 
body. Liesbeth den Besten in her book On Jewellery discusses jewellery as a 
connection between the symbolic and subject of the body.11 Exhibiting work 
in the white cube makes the reading of jewellery physically imaginative. So 
often people buy from a jewellery exhibition without first trying on what they’ve 
bought. The relationship of buyer to artwork explains well how jewellery 
exhibits complete or share the artist’s intent, with buyers wanting to be a part 
of or own the final result of a successful art process. This is not much different 
from the jewellery on display at a high-street store. Except, the shop owner 
needs to bring their customers into a not dissimilar imaginative mode with the 
trickery of shiny surfaces, clever props and elegant salespeople. 

We see exhibitions where the curator is the exhibitor. This might work well 
in a deconstructed construct, but using art to make art is not my sort of 
show. However, this attitude can be successful if it is done thoughtfully. A 
fine example is Karl Fritsch’s curated exhibition at the Danner Rotunda at Die 
Neue Sammlung – The Design Museum in Munich. He created an exhibition 
with jewellery works from the large Danner collection 12 and additional works 
by contemporary artists. The mixtures and differences of attitudes, the 
depositions and reformations of the displayed jewellery collectively made 
a rare statement of how contemporary jewellery is positioned in the 21st 
century, with diversity and creative freedom as the norm. Fritsch casually and 
aesthetically composed and mixed famous and unknown works without a 
hierarchal perspective. Each display read like a visual sentence. The exhibition 
was ambitious, hugely risky, but managed to create a new excitement by its 
well-considered outcome. At the time, this exhibition broke precious museum 
rules; it did not pretend to celebrate the curator, or place the artists on a 
pedestal, but was a space where the attitudes of current and past practices 
were shared – a real handshake.

Objects that speak for themselves
The total package for an artist is the connection between the idea, its making 
and its presentation (and its recognition through sales, etc.). True collectors 
like to be connected to more comprehensive knowledge; therefore they 
often ask the artist about the background of a work. Some makers have an 
explorative attitude towards their materials and processes; for others their 
conceptual ideas infuse the choices of material and processes, and both have 
stories to tell. Postmodern thinking demands that the audience needs to own 
the work; therefore the artist should not give more than the work. But what if 
the work is more mysterious by the absence of information, or when audience 
interpretations add to a richer reading. 

The Danner Rotunda at Die Neue Sammlung, 2011, curated by Karl Fritsch 
Courtesy of Die Neue Sammlung – The Design Museum
Photo by Peter Deckers
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On 9 March 2013, a retrospective exhibition Otto Künzli: Die Ausstellung 
opened at Die Neue Sammlung. Over the years, Künzli operated on a large 
number of conceptual platforms which he explored with his unique almost 
emblematic precision. What Duchamp has done for the fine arts, Künzli has 
done for the craft arts. A retrospective is a rare occasion, and in general has 
the ability to confuse, because the context made by the chronologically placed 
artworks often interferes with the original intentions of the work.13 They act 
more as crowd-pleasers or artist’s souvenirs. Fans of Künzli know that most 
of his work carries a story or has a conceptual connection that adds up to a 
rich reading. However, all the works in this exhibition came without information 
and only played out an aesthetic game in their display. A new museum visitor 
from the street would not have had a clue what the work stood for – or how 
the particular story behind each piece could have added to the understanding 
and context of the work. The rules of reduction did not add value, but instead 
diminished any comprehension of the unique abstract values in Künzli’s work 
and flattened the experience of his amazing work. Only the 969-page tome 
on sale at the exhibition unpacked parts of his work.14 In a review of this 
exhibition, writer Damian Skinner explains that the lack of information nullifies 
the understanding of work that bears a strong authentic concept.15 The only 
time work needs less or no information is when the language that makes 
the work comes from its own materiality and (poetic or design) manipulated 
processes.

Works by Karl Fritsch, David Bielander, Peter Deckers, Klaus Buergel, Peter Deckers, 
Lisa Walker, Gerd Rothmann, D&F (Gabi Dziuba and Karl Fritsch) 
Courtesy of Die Neue Sammlung – The Design Museum 
Photo by Peter Deckers

Adding value is an irrefutable part of the human psyche. Provenance, 
storytelling, falling or being in love, friendship and religious feeling all work 
on the emotions through psychological rituals. As artists we sell perception 
with our work. Artists work Gestalt16 to the max. If we say, Look, there is a 
sheep in the cloud – all we see is the sheep and not the cloud, until the sheep 
dissolves. The more famous artists are the more convincing ‘sheep’ and 
Künzli is one of those bigger artists who has created massive ‘sheep clouds’ 
as part of his end product – but the artist or a curator may have to draw our 
attention to what transforms the cloud into a sheep. The Handshake blog for 
that reason gives a platform to describe their ‘sheep clouds’, making their 
research, ideas and work available to the audience for a deeper involvement 
that builds towards extended appreciation. 

Objects that are created out of strong ideas need language as their 
undercarriage. But this should not be an excuse for explaining bad art. 
Nowadays jewellers who work in an intellectual context are criticised for 
imposing information on viewers that does not connect to the purpose of 
jewellery as an unanimated extension of the body. Künzli’s end-aesthetic 
is strongly connected to the jewellery paradigm and still fits well within that 
discourse, but other conceptual art jewellers who use unrelated intellectual 
contexts and values face little intellectual tolerance of their work and are 
shoveled off as difficult. Exhibiting experimental ideas is important in finding 
ways to activate work that enables new experiences. It needs pigheaded 
willpower to overcome low-brow attitudes from ill-informed enthusiasts. 
A programme like Handshake has a protective umbrella that encourages 
experimental practices with its exhibition programme that gives way to 
discovery in new ‘art holes’ that are not yet plugged. 

Vanessa Arthur
Unmonumental Fever, 2016 
Copper, brass, sterling silver, gold, thermo-set paint
Photo by artist
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1 In response to Jean-Marc Poinsot, ‘Large Exhibitions, A sketch of a typology’, in Thinking about 
Exhibitions, eds Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne (New York and London: 
Routledge, 1996), p. 39.

2 Ibid.

3 Ursula Ilse-Neuman, in ‘Schmuck, Internationale Handwerksmesse, Munich, 1959–present’, 
in Shows and Tales: On Jewelry Exhibition-Making, ed. Benjamin Lignel (California: Art Jewelry 
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vol. 2; and Roland Barthes, Image Music Text, 1977.

7 Claude Lévi-Strauss invented the term Floating Signifiers, which refers to representations that 
have no one specific meaning or value and therefore can be interpreted in multiple ways. 

8 Thinking about Exhibitions, eds Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne (New 
York and London: Routledge, 1996), p. 245.  

9 Anne Dressen, ‘Display Matters: On Presenting Jewelry At Design Miami/Basel And Beyond,’ 
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display-matters.

10 Passionate or biased museum curators can over their career cause timebombs and corrupt the 
historical context of a museum’s collection. 

11 Liesbeth den Besten, On Jewellery: A Compendium of International Contemporary Art Jewellery 
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12 The Danner Foundation (Danner-Stiftung). The collection was established in 1927, and from 
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13 John Millar, ‘The Show you Love to Hate’, in Thinking about Exhibitions, eds Reesa Greenberg, 
Bruce W. Ferguson and Sandy Nairne (New York and London: Routledge, 1996), p. 270.

14 Otto Künzli: The Book, ed. Florian Hufnagl (Stuttgart: Arnoldsche Art Publishers, 2013). 

15 Damian Skinner, Otto Künzli, The Exhibition p. 245,  Shows and Tales: On Jewelry Exhibition-
Making, ed. Benjamin Lignel (California: Art Jewelry Forum, 2015), pp. 198–205.

16 A configuration or pattern of elements so unified as a whole that it cannot be described merely as 
a sum of its parts.

Kristen D’Agostino and Judy Darragh 
Objectspace collaboration, 2013 
Photo by Peter Deckers

1
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‘The twentieth century perverted collaboration in the name of 
solidarity’

Richard Sennett

The nature of collaboration – its scope – must take on board the social 
context that it is responding to: Richard Sennett’s recent publication on the 
subject of cooperation, Together, describes the benefits of sympathy (rather 
than empathy) within the context of Western political history (and history of 
politics).1  

Sennett’s publication was my companion during research for this essay, a fact 
that I’d like to foreground because it exemplifies one type of companionship 
largely ignored by commentators on the subject: an intellectual collaboration 
with someone who is absent from the process (Mr Sennett, in this case). 
I have read his book, and had conversations with it in the margins of the 
text, where it talked to me even as I pushed back against some of its 
premises.2 His thesis touches on questions of technical and social skills, of 
communication, of social and political progress. He suggests that cooperation 
is a remedial template for 21st-century social dead-ends: he attends to this 
complex social question with a foregone ethical conclusion, presuming that 
goodness is on the side of those who ‘share’ and ‘make together.’ I propose 
instead to treat collaboration as a means but also a dissecting tool: the 
logistical and philosophical challenges posed by it are a good lens through 
which to look at the invention of the self as artist.

The question of artistic collaboration, today, concerns the way creative 
professionals are trained, the way they produce things (the economics of 
that production), but also the way these things are shown, consumed and 
documented. Handshake (HS) is notable for attending to all those aspects 
of the question, and for having tested two types of collaboration. I wrote an 
essay in 2013 about the first kind, a mentoring programme that paired recent 
jewellery graduates with creative mentors of their choice and led to a first 
mentee-mentor collaboration, and exhibition project, at Objectspace.3 I would 
now like to take on board the programme’s third iteration, HS3 (2016–17), 
which once again invited past mentors and mentees to produce work in 
collaboration – but this time as ‘equals.’ HS3 participants are all graduates 
from previous editions and, to some extent, they perceive this iteration as 
post-post grad study, ushering in their promotion to ‘peer’ status. Let’s see 
what new cherry this has put on the Handshake cake.

Jhana Millers and Suska Mackert
Display, 2013
Digital image, sandwich board (23ct gold leaf, plywood, fabric) 
Photo by artists 

Display is the first collaborative project between Jhana Millers and 
Suska Mackert, produced as part of HS1.
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‘Assist, don’t direct’

Charlotte Towle 4 

HS1 caught the attention of the field as a pedagogical model: it was brilliant 
because it revived a teaching relationship premised on a form of loose 
tutelage, grounded in one-to-one interaction which quite literally threw 
mentees in at the deep end. I compared it to Socratic dialogue as powered 
by modern connectivity, and highlighted then (as I would now) how useful 
this model is to think through the challenges of teaching contemporary craft. 
This was about learning how to learn, from scratch, and like any experimental 
project, this one questioned the very means through which it hoped to achieve 
success. Quote Warwick Freeman, one of the HS1 mentors, ‘If you learn 
nothing from me, then so be it – it means I had nothing to offer you.’5 

The pedagogical model may have been my point of interest, but HS1 was 
primarily a means to channel specific goals, essentially framed by Handshake 
mastermind Peter Deckers in professional development terms: the mentor-
mentee relationship would provide guidance, feedback and incentive. 
Mentees, meanwhile, would develop ‘international exhibition readiness’6 and 
become competent (competitive?) professionals, practising ‘investigative 
repetition’7 under the gaze of their chosen mentor.

The difference in experience and repute between mentee and mentor 
has played an essential role in the emotional and logistical balance of the 
relationship: ‘Mentees have to learn and work around their busy mentor’s 
schedule while fulfilling their own duties as mentees: finding out ways of 
communication, inspiring the mentor, preparing each mentor session with 
questions and topics.’8 Aware as he is of the importance of hierarchy, Deckers 
is quick to point out its limits: ‘Being purely subservient to a mentor will 
definitely not work in developing a respectful, creative, sparkling relationship. 
They have to develop the professional assertive skills that they will need 
in their own professional practice later on anyhow.’9 If HS1 and HS2 were 
modelled on the journey(wo)man model, HS3 would promote participants to 
masters.10 

1 The HS3 mentees’ group photo, Wellington, February 2016. 
Back row (left to right): Sarah Walker-Holt, Kelly McDonald, 
Amelia Pascoe, Sharon Fitness, Nadene Carr, Neke Moa. 
Front row (standing or seated): Becky Bliss, Debbie Adamson, 
Sarah Read, Renee Bevan, Raewyn Walsh, Kathryn Yeats.
Photo by Kelly McDonald

2 Dialogue Collective group photo, Munich, 16 March 2012.
Back row (from left to right): Ana Simoes, Margot Sevedjian, 
Vicky King, Petra Bishai, Maarit Liukkonen, Sophie Hall, 
Rachel Terry, Elsa Hedberg. 
Front row (kneeling): Timothy Information Limited, Buddug 
Humphreys.
Photo by Dialogue Collective

2

‘HS1 caught the attention of the field as a pedagogical 
model: it was brilliant because it revived a teaching 
relationship premised on a form of loose tutelage, grounded 
in one-to-one interaction which quite literally threw mentees 
in at the deep end.’ Ben Lignel

1

2
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‘To make the mentor into a collaborator, some sort of equality 
needs to happen first.’

Peter Deckers 11 

HS3 was conceived as a natural development of HS1 and HS2, but sought 
to reduce the gap between mentor and mentee: this instalment would let 
the mentees work on their own to begin with, inviting the possibility that 
their former mentor would eventually become their collaborator. Following 
in the footsteps of HS1, that collaboration would lead to an exhibition at 
Objectspace,12 in Auckland, but the focus, in this edition, would be process 
over product. Concurrently, Handshakers would have to negotiate another 
form of collaboration with Dialogue Collective, a London-based group of 15 
makers who have recently asserted themselves as a strong presence during 
Munich Jewellery Week, thanks to the group’s powerful and very humane 
exhibition set-ups.

The move from a hierarchical relationship to one of equality was to some 
extent affirmative. The ‘new’ crop of Handshakers had either completed their 
first HS run one or three years prior to HS3: too short a time, presumably, to 
bridge the distance that separated them from their erstwhile idols, regardless 
of their actual, and very real, accomplishments as artists. This wilful stance 
is reminiscent of the way Roberto Ohrt, co-founder of Akademie Isotrop, 
foregrounds the idea of ‘productive fiction’ in an artist’s development: ‘The 
irony of trying to become a writer or a painter or a musician is that you 
basically have to be a fake first. You have to pretend to be something before 
you can possibly persuade yourself, or anyone else, that you’ve got something 
really interesting to offer.’13 

The reality of equality, ultimately, has everything to do with individual ways of 
ritualising a shared space, a shared experience and managing an imaginary 
ledger of give and take – although, as we shall see, the language of 
‘transaction’ is seldom allowed to enter the conversation. One of the reasons 
for this is that Deckers cleverly makes personal experience, and not physical 
outcomes, the stated focus of both HS3 and of the project with Dialogue 
Collective. The purpose of this collaboration is ‘the process of making instead 
of the object itself’ and of making ‘intellectual connections to experiences.’14  
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‘The string is the outcome.’

Karl Fritsch15 

The question of outcome must be central to a state-funded entity like 
Handshake: while HS1 and HS2’s mentoring format lent them a clear 
educational credibility, with useful exhibition landmarks along the way, HS3 
is different, putting the burden of proof more squarely on the mentees’ 
shoulders. Collaboration is now described as a ‘possible’, and since 
participants are billed as equals, they need to figure out what they want from 
this, and how to implement it. If a collaboration between two artists at the 
onset of HS3 can be informed by, say, collective workshop experiences – 
Sennett makes much in his book of the workshop as ‘model for sustained 
cooperation’ – the collaboration is essentially a dream without a home, 
one that needs to build a platform for engagement from scratch: the 
modus operandi of each participant is different and, in a number of cases, 
collaboration is happening across disciplines and continents. In the case of 
Liesbeth den Besten and Sarah Read the collaboration is between an artist in 
New Zealand and an ‘applied writer’ in Europe.16  

A number of testimonies for HS1, and now HS3, commented on the fact of 
communication: the challenge of erecting a digital house to cohabit, the being-
together and so-far-away. Accounts by Den Besten and Read, unsurprisingly, 
describe their exchanges as a little like soulmates separated by sea and 
storm: ‘Because you are in some sort of rhythm of contact,’ writes Den 
Besten, ‘you become much more aware of the fact that you live in opposite 
parts of the world, her winter was my summer, her night was my day. Every 
morning the first thing I did was check my email. If there was an email from 
Sarah it was mostly energising, a good start to the day.’ That echoes the more 
physical interaction that other collaborators have – going to Mexico, staying 
in dark cabins, finishing one another’s sentences.17 What the collaboration will 
yield, meanwhile, is uncertain at best, and that is actually fine. Den Besten 
explains, ‘In a collaboration process is the most important; I can even imagine 
collaborations that don’t lead to an interesting outcome.’18 

What is celebrated here – in both Sennett’s words and HS3 participants’ 
testimonies – is a  ‘mutual exchange [which] may lead to no result.’19 
This open-endedness stands in contrast to the HS1 collaboration, which 
was framed as outcome-oriented challenge with specific constraints.20 
The outcomes easily lent themselves to being exhibited, while the lack of 
constraints certainly makes for less tangible results in HS3.21 All participants 
shirk from describing their experience in terms of gain, and if they do they 
lodge it in the most mundane, evanescent, and poetic descriptions: a piece of 
string, a video, companionship. Collaboration is not quite an end in itself, but 
it has a lot to do with the exhilaration of partnering up with someone who is so 
good at what they do (a writer, a performance-based artist, a stone carver). 

Karl Fritsch learning to make muka under Neke Moa’s 
supervision, Wellington, 2013.
Photos by Lisa Walker
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Sometimes the other can act as remedy,22 sometimes as a playmate, but there 
is always a pride and a suspicion that the pleasure of working together might 
not translate into (the) work, in other words, that ‘pleasure’ or ‘being-together’ 
are not artistic criteria. 

Should they be? Is collaboration a question that concerns art … or just 
artists? 

One of the specificities of Handshake – what made all of its iterations so 
interesting to watch from the outside – is that it has always attended to both 
the ‘pairs’ and the communities around them: the means through which 
mentees, and later collaborators, have ‘established a dialogue’ and unlearned 
some of the craftsperson’s autarchic behaviour has been broadcasted through 
books, blogs and exhibitions. More than a teaching tool, Handshake presents 
itself as a behavioural template, and by doing so connects with a long history 
of artistic collaboration as a metaphor for social organisation. According to 
that history, the ‘collective’ or ‘multi-authored’ can be an expression of artistic 
intent.

‘Ma tou rourou, ma toku rourou ka ora ai te Iwi!
With your food basket and my food basket we will all be 
sustained!’

Neke Moa 23

Sennett argues that cooperation is shaped by theory of labour and social 
organisation. He culls his historical precedents from the work of community 
and political leaders, both in Europe and America, painting a broad picture of 
how social struggles helped define and refine different methods for mobilising 
groups of people around a single purpose. The scope of his research is 
remarkable, but omits to deal with the issues specific to ‘working together’ in 
the arts.

The notion that collaborative endeavours will somehow teach the rest of 
the world something valuable is premised on belief in the artist as a role 
model, but also as social first-responder (like birds in the mineshaft, artists 
are supposed to react before others to crisis in the social fabric). The media 
fascination artists have been subjected to since the 1960s has established 
their role as cultural leaders, commentators and agitators. Exemplars of 
Western society because they are intensely individualistic beings leading very 
precarious lives, artists are also uniquely gifted to engage with various forms 
of production: they self-produce, outsource, collaborate, assist and co-
direct. They are independent makers with multiple clients (contemporary art 
curator Guillaume Désanges describes this situation as ‘multi-dependent’)24 

engaging with social issues from the vantage point of an ecosystem – the art 
‘world’ – that has the unique privilege of being considered distinct from reality. 
The better, the story goes, to comment on it, and to rebel against the artist’s 
supposed autonomy. 

To complement Sennett’s exposé, I would argue that the ‘collaborative turn’ 
should also be considered as one of several strategies of resistance against 
the modernist definition of the author, and the fixed association between one 
work and one creative mind whose intellectual property it is. These strategies 
span a range of phenomena:

1. The idea of the ‘Open Work’, as championed by Umberto Eco,25 and the 
attendant notion that readers are co-producers of a text,26 both premised 
on Foucault’s attentive deconstruction of the author into several discursive 
entities: one physical person enacting several authorial roles. 

Debbie Adamson and Nichola Shanley, with Aaron Beehre
Proof that we exist (detail), 2016 
Print, paper, pencil and mixed media 
Photo by Debbie Adamson

Working towards an exhibition that is about collaboration, Nichola Shanley and 
Debbie Adamson created a book that charted ‘the space of getting to know and 
work with one another.’ The book’s single copy is shown above, as delivered to 
Adamson in a package marked ‘the One.’
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2. The participative strategies that sought to give audiences more room in 
the implementation of a work, first as voluntary labour (Allan Kaprow’s early 
Happenings provide a good example) or later at every stage of the conception 
and production of a work: these unnamed participants can be students (Tim 
Rollins and K.O.S.), institutional staff (the ‘makers’ of Sol Lewitt’s instructional 
wall pieces) or various hand-picked constituencies: among these, and 
particularly delectable because they acknowledge the weird economics of 
delegated artistic production, are Yuka Oyama’s and Stephanie Syjuco’s 
pretend factory set-ups (respectively ASQ Factory and Money Factory).

3. The ‘guest star’ phenomenon, made popular on 1990s’ tracklists 
(remember the first ‘feat.’?), which has a foot in the surrealists’ Cadavre 
Exquis, which became fashionable in the art world in the 1980s when artists 
started mining the benefits of multiple headliners: Warhol and Basquiat, 
Warhol and Beuys, Warhol and Haring. 

None of these pursuits has been very good at deflecting individual authorship 
as the primary channel for creating value, or even at severing the relationship 
that binds people to bits of intellectual property. Slightly different from these 
are quasi-marital set-ups that make it impossible to know ‘who did what’: 
Abramović and Ulay, Jeanne and Christo, Fischli and Weiss, Gilbert and 
George and, before them, Ray and Charles Eames (this binary arrangement is 
what HS3 is modelled on, minus the longevity).

Marina Abramović and Ulay (Frank Uwe Laysiepen) 
Rest Energy, 1980 
Still photograph documenting a performance from the That Self series, 
Filmstudio Amsterdam

Abramović and Ulay’s work – and life – magnified the existentialist aspects 
of close-range partnership – physical and emotional risk-taking steeped in 
spiritual complicity – via a remarkable series of performances.

‘Collaboration is not quite an end in itself, but it has 
a lot to do with the exhilaration of partnering up with 
someone who is so good at what they do …’  
Ben Lignel
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‘Can you begin a process without knowing where it goes?’

Iris Eichenberg 27 

Of the various crafts (glass, ceramics, fibre), and despite its continuing 
allegiance to the apprenticeship model, jewellery making is the least reliant 
on larger premises, shared tooling, and co-op spaces. The studio jewellery 
movement, in effect, operates as a refinement of the modernist art model (the 
artist, alone in her studio) on craft’s term. For this reason, the field’s actors 
tend not to envisage co-working as a logistical solution, but more like fine 
artists do: as a creative opportunity.

One of the duos I spoke to in the course of researching this essay, 
Conversation Piece (Beatrice Brovia and Nicolas Cheng  est. 2011), explicitly 
frame cooperation as a means to engage with wider social concerns, 
very much on a par with participatory strategies, and Sennett’s vision of 
cooperation as a social and political tool. 

[The] small shift from ‘me/myself/I’ to ‘us/ourselves/we’ radically changes 
the perspective on our work … and alters what we define as ‘studio’ 
practice: it opens it up, it affects the dynamic and thinking of making. 
… Fields that have relied on specific value and distribution systems, 
where the author or the place where the work is consumed, confer a 
certain status and value upon the work. We think that in such contexts, 
collaboration can have a very disruptive power: when it challenges ideas 
such as that of ownership, authorship, and authenticity.28 

1  Nicolas Cheng and Beatrice Brovia
Handshake 3 exhibition, Frame Galleries, Internationale Handwerksmesse, Munich, 2017
Photo by Peter Deckers

2, 3  Dialogue Collective/Handshake 3
It Will All Come Out in the Wash
Gallery LOT62
Munich Jewellery Week, 2017
Top right: Photo by Peter Deckers; bottom right: Photo by Sergei Sapoznikov

1

2

3
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Their social engagement stands in contrast to Handshakers’ – and probably 
bears witness to the fact that they have established that partnership as an 
ongoing, standalone entity, alongside their respective solo careers. They are 
consciously looking at the author construct, and interested in challenging the 
field’s fixation on attribution: 

We never thought of our collaboration in terms of exchange – it is not a 
transaction, you give me something, and you get something back from 
me. … if there has been any exchange of sorts, it’s impossible to quantify 
or measure it, or distinguish whose is what. 29 

The HS3 participants I interviewed – Neke Moa and Karl Fritsch, Liesbeth 
den Besten and Sarah Read – and their Dialogue Collective partners all 
describe their interaction as a win-win exchange.30 They are less concerned 
with deconstructing the author, or tackling social issues than with discovery. 
All avoid, or actively resist, quantifying the terms of the ‘transaction’, framing 
tangible outcomes as a form of surplus. Timothy Information Limited has this 
to say:

Outcomes tend to buckle under the pressure of trying to represent a 
notion that a collection of good individuals should inevitably produce 
something greater than the sum of their parts. 31   

Although cooperation raises the interesting question of the legibility of 
collaborative outcomes, it certainly does not erase the personality of the 
participants. This is one of the fundamental ways in which cooperation differs 
from a slew of participatory projects that tend to unname contributors: its 
most remarkable by-product is that it sharpens your perception of your own 
creative identity. Which implies, as Sennett convincingly argues, threading a 
path away from identification, towards curiosity.

Conversation Piece
Objects of Vertu: Chapter 3 (A4 Mirror), 2012
Fine silver 
Photo by Nicolas Cheng and Beatrice Brovia
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‘Friction is what makes us work together. There is a disturbance – that 
disturbance one experiences when something doesn’t quite make sense, 
or isn’t adding up … something that is keeping you on the edge at all 
times. … Resistance is also what we offer to each other and is thus 
amplified … Maybe that is a good way to describe collaboration: working 
against each other, as a knife against a sharpening tool.’

Conversation Piece 32 

Sennett makes a powerful distinction between sympathy and empathy in 
Together: ‘The one is an embrace, the other an encounter.’ 33 Unwittingly 
echoing some of the concerns of Handshake organiser Peter Deckers at the 
onset of the programme, he warns against too much identification with your 
collaborator, preferring instead situations where ‘differences are exposed in 
the course of the talk.’34 The method is inspired by Mikhail Bakhtin’s definition 
of a dialogic conversation: a discussion that does not resolve itself by finding 
common ground.35 

Collaborations impose a set of constraints on the independent maker – not 
least the necessity to define a protocol for communication. In this particular 
work environment, activated by a ‘want’, not finding common ground might 
seem antithetical to a ‘good’ cooperation. But the words of Handshakers 
and their partners, time and again, describe difference as the main tool 
for achieving a better understanding of themselves and, in turn, that 
understanding as perhaps the most remarkable outcome of cooperation:

The 2 groups are very different spirit-minded: HS focuses a lot on the work 
itself as DC is more an experimental bunch of people who love to have 
fun. … We learn a lot through the different steps: Negotiating, confronting 
ideas, trying to know each other better. And the icing on the cake, trying to 
know the HS members has led us to know ourselves (Dialoguers) better.36 

Know thyself? Is that all, really? 

Naming our skills is one way of presenting ourselves: ‘I want to work with you’ 
inevitably implies ‘What will I bring?’, an arsenal that encompasses technical 
and social skills, and the willingness to consider the self as a work in progress. 
All the testimonies I gathered for this essay circle back to cooperation’s 
communication challenges and eventual promise: working with you means 
telling you who I am, again and again, while making space for who you are. I 
want to call this presentation of the self a form of production, and collaboration 
the artificial testing ground against which you come to inhabit yourself.37 

Like Sennett’s, my essay is framed by scope and focus: I have been looking at 
a specific sliver of Western cultural production – contemporary craft – against 
a singular background: a capitalistic society that swims in surplus even as 
it faces extreme social inequality both within and without, an economy that 
has harnessed collective and crowd-sourced labour (recently, as a means 

to sidestep labour conventions), and a surge in cultural protectionism in 
Western countries.38 These are grim premises to work from, and I have been 
cautious about what I have invoked as context. Collaborative endeavours 
can be political, but don’t have to be. In fact, according to Handshakers, 
collaboration’s best asset is not to fulfil the promise of art without authors, 
or actively resist neoliberal economics: working ‘together’, on a basic level, 
can simply be about the intellectual and sensual pleasure of producing work 
in the company of others, and sharpening your creative voice in the process. 
Does Handshake propose to cure inequality? No. But like other collaborative 
platforms in the arts, it does serve as a lab test for how to be together.39  

Epilogue

‘Handshake? Did we know what they were about before we started, no not 
much, not really.’

Timothy Information Limited 40 

On 10 March 2017, during Munich Jewellery Week, It Will All Come Out in   
the Wash opened in the small LOT62 space on Schleissheimerstraße 62. 
This exhibition delivered a complex three-day coda to many months of 
transcontinental communication between London where all of the DC 
artists reside and New Zealand where all of the Handshake participants live. 
Handshakers and Dialoguists were really meeting for the first time, both in 
person and as makers. Their collaboration had been pointedly focused on 
exhibition making and not on direct, one-to-one creative collaboration.41 Skype 
group discussions, reciprocal image posting  and email exchanges served to 
identify an exhibition theme, fulfil the delicate business of presenting members 
of the respective groups to one another, and later, of designing and producing 
the exhibition.42 Contrary to my expectations, the works on show were not 
conceived collaboratively.

Visitors coming into the space were greeted by a criss-cross of washing lines 
strung at shoulder height between the walls adjacent to the entrance. That 
did not make the space impracticable, but did a nice job of seriously slowing 
down the visitors’ progress, as they ducked their way from aisle to aisle in 
a slow, awkward capoeira. Hanging from the lines were exhibits on bits of 
fabrics, or fabric designed into exhibits, which all seemed to riff on the title of 
the exhibition. 

The ambivalent title is a nice tease: it suggests both problem removal and 
some impending revelation, playing perhaps on my very expectations 
about what ‘collaboration’ would bring out, and how the exhibition would 
navigate the question of authorship. Who or what exactly is being washed 
away? And what did they hope to reveal? The pretend domesticity of the 
washing lines, and the hard work of getting to the pieces themselves, invite 
multiple interpretations: the lines can literally be read as metaphors of lines of 
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communication strung between two very distant ‘houses’ and of the shared 
conviviality that was built around those lines. ‘The “public laundry” theme’, 
explains DC member Sörcha Wharf, ‘emerged from a need to express the 
intimacies the two groups had been sharing, like neighbours exchanging 
stories over the garden fence.’43 

I recognised in the levity of the set-up qualities that I associate with past DC 
shows, and with the work of several members of both groups: a willingness to 
envisage failure, and a low-tech form of spectacle that pokes fun at pomposity 
and refuses to take itself too seriously. The set-up also brought to mind the 
First Papers of Surrealism, the exhibition that introduced French surrealists 
and their works to America, and which curator Marcel Duchamp transformed 
into a giant cat’s cradle.44 The set-up of both shows tends to challenge the 
fetishisation of individuality. In the Handshaker/Dialoguist case, the lines did 
not conceal authorship, but implied that things could always get mixed up 
(lone black sock, anyone?). They acted as a metaphor for the bobbing up and 
down of authorial individuality in the creative pool of collaboration.

I am writing these words a few days before this publication goes to print. 
During a previous exchange with organiser Isabelle Busnel, the exhibition 
was still very much in the works – in that undefined space where things 
could still go wrong, but so far had been propped up by goodwill and a bet 
on things turning out okay in the end.45 It is worth noting that regardless of 
the perceived importance of cooperative skills, they continue to be treated 
as pre-professional, even pre-school, abilities: part of your baggage of 
personality traits, and an extension of your free arbiter. What activates the will 
to cooperate is not unlike love or, to be Greek about this once again, desire: 
for something that might be if everything works out. I would end on this idea: 
collaboration is desire without foreknowledge, or in Socratic terms, desire as 
the principle of knowledge: Let’s decide that we don’t know where this will go.

I would like to thank Debbie Adamson, Isabelle Busnel, Liesbeth den Besten, 
Conversation Piece (Beatrice Brovia and Nicolas Cheng), Peter Deckers, 
Karl Fritsch, Hanna Hedman, Neke Moa, Sarah Read, Timothy Information 
Limited and Sörcha Wharf for kindly answering my questions regarding their 
experience of collaboration, inside or outside of the Handshake programme.

John D. Schiff, installation view of First Papers of Surrealism 
exhibition, showing Marcel Duchamp’s His Twine, 1942
Photo courtesy of the Philadelphia Museum of Art/Art 
Resource/Scala, Florence

An HS3 group’s gathering spot on the occasion of their  
City Gallery Wellington guerilla performance, February 2016 
Photo by Kelly McDonald
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Photos by Maz Hermon
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 Hopkins interprets the children’s presence as a possible stab at the surrealists’ rebuttal of 
productive work. Following his lead, I would argue that the DC/HS show’s numerous references 
to unpaid, domestic labour – and some of the work’s resilience to commodification- comment 
on the economics of collaborative craft: as the production of cultural capital that sits outside of 
productive labour.
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Dialogue Collective/Handshake 3
It Will All Come Out in the Wash
Gallery LOT62
Munich Jewellery Week, 2017

Participating artists:
Handshake: Debbie Adamson, Becky Bliss, Renee Bevan, Nadene Carr, Sharon 
Fitness, Kelly McDonald, Neke Moa, Sarah Read, Sarah Walker-Holt, Kathryn Yeats.
Dialogue Collective: Isabelle Busnel, Petra Bishai, Tim Carson, Ellie Corp, Sophie 
Hall, Mary Hart, Emmeline Hastings, Victoria King, Maarit Liukkonen, Darj Nikitina, 
Natsuki Sawai, Maud Traon, Aneta Wrobel.
Photos by Peter Deckers and Sergei Sapoznikov
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Becky Bliss
It Will All Come Out in the Wash, 2017
Recycled rimu, copper, cord, paint
Photo by Peter Deckers
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Handshake 3, collaboration exhibition, Objectspace, 
Auckland, 2016 (top: exhibition catalogue)
Photos by Peter Deckers

Texts courtesy of Objectspace, Auckland
Selfie of Amelia Pascoe with mentor portrait Ruudt Peters
Photo by Kelly McDonald
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Becky Bliss and Fabrizio Tridenti 
Silent Conversation, 2016 

Using silence and interpretation as a framework, Becky Bliss and Fabrizio Tridenti’s 
Silent Conversation references the inherent difficulties of language. Rather than 
conveying meaning with words, they have made use of silence and other forms of 
communication and interpretation. Taking an image from their shared time together 
in Italy as a starting point, their communication has continued as a means of image 
exchange. Industrial forms, brutalist architecture and concrete feature repeatedly in 
their back and forth, and inspire the work that each has made. Uncanny similarities 
and nuances of material and form are evident in both makers’ works.

Sharon Fitness and Lisa Walker 
Sharon Fitness and Lisa Walker went op-shopping together, 2016

A cursory read of the title for Fitness Walker’s series and we get a good picture 
of the preamble. Strange and unholy unions occur between forms and things 
recognisably second-hand. Forlorn and forgotten knitting, dubious souvenir art, 
preloved clothing and children’s toys with all the markers of years of play and wear 
are reconfigured into jewellery forms. These pendants and brooches are at once 
crazy and outlandish, and yet their unlikely compositions unify materials and forms 
with seemingly nothing in common. The result is funny, playful, resourceful and 
empowering; there is no immutable hierarchy possessed by any given object, it 
ebbs and flows with the care and admiration given to it by its owner.

Becky Bliss and Fabrizio Tridenti
Silent Conversation, 2016
Mild steel, concrete, paint, wood, grosgrain
Photo by Peter Deckers

Sharon Fitness and Lisa Walker
FITNESS WALKER, 2016
1 Brooch, 2016: special stars, possum fur slug, rock mice, shell mouse, brass
2 Pendant, 2016: plastic bag, wooden blocks, cotton cord
Photos by Sharon Fitness

2
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Amelia Pascoe and Ruudt Peters
On the origin of species, 2016

Following a pseudo-scientific methodology that adapts elements of Charles 
Darwin’s evolutionary theory, jeweller and former scientist Amelia Pascoe has 
created a series of test works that transform and change with each iteration.

Having provided an image as a starting point for Pascoe’s material exploration, 
her Amsterdam-based collaborator Ruudt Peters was then invited to influence 
outcomes at certain points in the process by introducing mutation events. These 
mutations took the form of instructions issued to Pascoe, altering the course of the 
making process.

Kelly McDonald and Kirsten Haydon
Tool as a Jewel — The Evolutionary Pinch, 2016

Expanding on previous investigations into notions of utility, economics, the natural 
environment, and the object, Kelly McDonald’s Tool as Jewel explores the human 
connection to tools, which has spanned millions of years. Using the lost wax 
casting method, a process relatively unchanged for over 5700 years, McDonald 
has made 152 sterling silver and steel rings based around the opposable 
finger and thumb — the most useful human adaption in relation to tools. With 
philosopher Sondra Bacharach, writer Kirsten McDougall, jeweller Kirsten Haydon, 
photographer and graphic designer Juliet Black, and editor Mary-Jane Duffy, the 
catalogue Tool as Jewel brings together writing and reflection on McDonald’s area 
of research.

Amelia Pascoe and Ruudt Peters
On the origin of species
#0053 #0054 #0055, 2016
Concrete, aluminium, brass, paper, clay, steel
Photos by Amelia Pascoe

Kelly McDonald and Kirsten Haydon 
Tool as a Jewel – The Evolutionary Pinch, 2016
Macrocarpa, silver
Photo by Peter Deckers
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Debbie Adamson and Nichola Shanley With Aaron Beehre
Proof that we exist, 2016

By opening up the details of their shared process, Debbie Adamson and Nichola 
Shanley affirm the relationship developed through collaboration as constitutive 
in and of itself, a territory neither either/or, not you or me, but a new body of 
practice which emerges through exchange. We. In this work the daily textures of 
the makers’ everyday experience – the slippage of moments, mood and memory 
– move in and out of reflections regarding their making processes. At one point 
Adamson paraphrases the notion of jeweller Kobi Bosshard that there must be 
room remaining in a piece of jewellery for the wearer to inhabit.

In a sense Shanley and Adamson’s development of a diary form mirrors this, 
allowing audiences to come close to the nuance of the work which vibrates at the 
intersection of making and daily life.

Sarah Walker-Holt and Helen Britton
Build it Up/Tear it Down, 2016

Taking shared experiences working with film and mechanics as a starting point, 
Sarah Walker-Holt and Helen Britton’s collaboration reflects a mutual commitment 
to a making process that uses a set of simple rules. Working in recycled materials, 
Sarah in wood from an old radiogram, and Helen in metal from a junk store car 
radio, each constructed book-like casings, almost identical in form. A series 
of films plays inside each digital book, where single take video of industry is 
contrasted with nature, forming slow contemplations of the everyday.

Debbie Adamson and Nichola Shanley, with Aaron Beehre 
Proof that we exist, 2016
1, 2  Book sample pages, paper
Photos by artist
3 Exhibition view
Photo by Peter Deckers

Sarah Walker-Holt and Helen Britton
Build it Up/Tear it Down, 2016
Installation views 
Mixed media
Photos by Peter Deckers

1 2

3
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Nadene Carr and Fran Allison
Things that might one day become jewellery, 2016

A series of tests, soft sculptures and maquettes sit on four long shelves, each 
taking their material form from found T-shirts through acts of deconstruction and 
remaking.

Nadene Carr and Fran Allison’s title for their work alludes to the experimental 
nature of this body of testing, exploring the uncomfortable space that exists 
between jewellery and clothing or textile forms. Choosing a garment as their 
starting point, they have employed a set of strategies and challenges for making, 
thinking and exchanging ideas which guide the process.

Things that might one day become jewellery allude to time spent by the artist or 
maker out of public view, testing, retesting, walking the line that sits close to failure 
but allowing space for resolution and progress.

Neke Moa and Karl Fritsch
The legend of the Pounamu fish, 2016

Stories, myths and legends are at the heart of culture. Passed down through 
generations, legends grow and develop their own nature with each retelling 
and interpretation. Our ancestral connection through whakapapa makes these 
stories more personal and powerful. Neke Moa’s work explores the legend of 
the Pounamu fish. She and collaborator Karl Fritsch have, in documentary style, 
created their own interpretation and story loosely based on several myths that tell 
versions of this legend. This in turn provides Neke a basis on which to respond 
though a series of carved works – specimens and artefacts that contribute to the 
future and longevity of the legend of pounamu.

Nadene Carr and Fran Allison
Things that might one day become jewellery, 2016
Installation view, with work detail
Mixed media
Photos by Peter Deckers

Neke Moa and Karl Fritsch 
The legend of the Pounamu fish, 2016
Pounamu (NZ jade), stone, kauri gum, bronze, antler, video
1 Photo by artist (video still)
2 Photo by Peter Deckers

1

2
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Raewyn Walsh and Henriette Schuster
Gold im Mund (gold in mouth), 2015/16

When Raewyn Walsh first met Henriette Schuster she gave her a rock with the note 
‘I collect rocks’ (a notion borrowed in part from Warwick Freeman). For Handshake 
this small gesture is extrapolated within a theme of silence, allowing room for 
different interpretations to collect around the work.

Raewyn makes rocks, a universal motif which speaks to ancestry, collecting and 
memory, and the long history in New Zealand of using stone as a material. Casting 
them in resin brings a surreal and surprising lightness to the work. Henriette uses 
words to represent silence, writing verse in German accompanied by an English 
translation; Raewyn in turn undertakes her own translation. The three versions of 
the text are all present, highlighting the gaps that exist within language where shifts 
in meaning and understanding might occur.

Sarah Read and Liesbeth Den Besten
On Jewelleryness: Touch, 2016

Sarah Read and Liesbeth den Besten’s collaborative process has focused on 
the discussion and exchange of ideas around notions of jewelleryness. Rather 
than physical jewellery forms, they have explored experiences imbued with 
jewellery-type qualities such as sensory actions of movement and touch, and the 
nature of human connection. Their work invites the viewer to engage in an act of 
jewelleryness – to touch. Rubbing the immaculate black tabletop reveals a rich 
collage of research, ideas and exchange – fragments of the connection that has 
manifested between Read and Den Besten over time.

Raewyn Walsh and Henriette Schuster
Gold im Mund (gold in mouth), 2015/16
Resin, copper, paint

1 Raewyn Walsh and Henriette Schuster, Objectspace view, 2016
Photo by Peter Deckers

2, 3 Raewyn Walsh, Rock brooch, 2016
Photos by artist

1

2

3

Sarah Read and Liesbeth den Besten
On Jewelleryness: Touch, 2016
Touch-activated ink
Digital image by Kate Whitley
Photos by Peter Deckers
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Renee Bevan and Harrell Fletcher
What the moon looked like the morning she was born, 2016

A project that gathers weight and strength based on the back and forth. An idea 
that emerged from conversation and exchange between Renee Bevan and Harrell 
Fletcher relies in time on exchange and contributions from friends and strangers. 
The outcome is left to chance, an accumulated collection of jewellery and objects 
loaned by neighbours from Objectspace’s business community and from further 
afield. Displayed alongside an explanation of an item’s significance, What the  
moon looked liked the morning she was born speaks to the simple humility of an 
object to conjure and maintain emotional connection and meaning beyond its 
material form.

Renee Bevan and Harrell Fletcher
What the moon looked like the morning she was born, 2016
Mixed media with contributed found objects
1 Photo by artist
2 Photo by Peter Deckers

1

2

Kathryn Yeats and Ben Pearce
Transplant, 2016

For Transplant the formula is simple. Two second-hand chairs. Kathryn’s a stuffy 
dated floral number straight from a grandmother’s living room. Ben’s a simple 
stool on wheels, truly tired and worn out. Using only the shared materials from the 
furniture, degrees of deconstruction and rebuild have taken place. For Kathryn 
strange charred grafts suggest negative space bracing the chair in its new 
configuration. Small rock formations teeter on the deconstructed frame of Ben’s 
stool. Both are a revelation of the transformative power of matter in the hands of 
the maker.

Kathryn Yeats and Ben Pearce 
Transplant, 2016
Mixed media
1 Photo by Peter Deckers
2 Photo by David de Castro

1

2
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Handshake 3, exhibition view
Munich Jewellery Week, 2017
Internationale Handwerksmesse, Munich
Frame Galleries
All photos by Handshake
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1 Nadene Carr
2 Amelia Pascoe
3 Sarah Walker-Holt
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1 Kelly McDonald
2 Debbie Adamson
3 Renee Bevan

1 Kathryn Yeats
2 Neke Moa
3 Peter Deckers
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The Handshake project (HS) selects emerging New Zealand jewellery artists and 
allows them to develop ideas and work for a succession of exhibitions with the 
assistance of a chosen or appointed mentor. After two projects, a ‘best of’ from 
the previous Handshakes has the opportunity to develop new work for a number 
of exciting challenges that include collaborations, and national and international 
exhibitions. This programme aims to build independent makers who have an 
innovative and energetic practice.

Handshake is a space where established artists hand over some of their quality 
knowledge to those asking for a ‘hand’; it is a two-way project that encourages 
symbiosis and give and take. 

The project began in February 2011, and was created by Wellington-based artist, 
curator and tutor Peter Deckers. The idea was born out of recognition of the need 
for ongoing support for talented New Zealand graduates after completing their 
jewellery or art study. Handshake reverses the old apprentice model, whereby a 
mentee works for a mentor – here the mentor, through feedback and support in 
the development of ideas and presentation, works more for the mentee. 

Handshake puts on a series of exhibitions for each project. These are unique, 
purpose made and a natural progression of each makers’ work from their former 
exhibition. Each project is recorded and reflected on a dedicated website:  
handshakeproject.com. 
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Liesbeth den Besten
Liesbeth den Besten (Amsterdam) is an independent art historian who is working 
internationally as a writer, curator, advisor, jury member, exhibition maker, teacher 
and lecturer in the field of crafts and design, especially contemporary jewellery. She 
has curated exhibitions for different museums in the Netherlands and abroad, and 
teaches jewellery history at Sint Lucas Academy in Antwerp. Liesbeth is member of 
the Art Jewelry Forum board (www.artjewelryforum.org) and the former chair of the 
Françoise van den Bosch Foundation (www.francoisevandenbosch.nl). She is the 
author of On Jewellery, a compendium of international contemporary art jewellery 
(Arnoldsche, 2011), and has contributed to many other publications. Together with 
Ruudt Peters she recently initiated SSC (the Society of Jewelry Collections), with the 
ultimate aim to create a secure and sustainable place for private jewellery collections 
in the Netherlands.

Peter Deckers
Peter Deckers, a Dutch-born New Zealander, is a jewellery activist, educator, 
organiser, curator, writer, maker and contemporary artist. Peter is the jewellery 
coordinator and a part-time art lecturer and senior tutor at Whitireia NZ, Porirua. 
Ideas that make distinctive conceptual connections with jewellery are the inspiration 
for his practice, which includes his making processes, and is often expressed as 
installation work. He founded and developed the award-winning Handshake project, 
an international mentor and exhibition programme for emerging New Zealand makers 
(2011–present), and which is the subject of this book.

Sian van Dyk
Sian van Dyk has been curator, programmes and events at The Dowse Art Museum 
since 2013. Her recent curatorial projects include Richard Stratton: Living History; 
James Greig: Defying Gravity; Andrew Barber and Jeena Shin: Movement; Seraphine 
Pick: White Noise, Suburban Dreams; Peter Peryer: A Careful Eye; Modern Revivals: 
Contemporary New Zealand Furniture; Cut and Paste: The Practice of Collage; 
Reweti Arapere: Rangimatua; The Bold and the Beautiful; and Man Made. In 2015 
Sian was the inaugural recipient of the Creative New Zealand Craft/Object Art 
Curator to Munich award. She enjoys challenging traditional value judgements placed 
on fine art and craft while exploring the conceptual potential of the latter. 

Benjamin Lignel
Benjamin Lignel is an artist, writer and curator. He was the editor of Art Jewelry 
Forum between January 2013 and December 2016, and edited three books under 
AJF’s imprint, including the first book-length study of jewellery exhibition making. 
Benjamin is guest teacher at the Akademie der Bildende Künste (Nuremberg) and 
Alchimia (Florence), and is currently working with co-editor Namita Wiggers on a 
publication about jewellery and gender. He lives in Montreuil, France. 

Kim Paton
Kim Paton has been the director of Objectspace since 2015. Previously she held 
an academic role as research leader at Wintec’s School of Media Arts, and curator 
and editor for RAMP Gallery and RAMP Press in Hamilton, New Zealand. She has 
held positions on curatorial panels for Urban Dream Brokerage, Wellington; Mesh 
Sculpture, Hamilton; and Auckland Council. Kim holds a first-class honours degree 
in sculpture from Massey University in Wellington and a postgraduate diploma in 
management from Waikato University. She has curated projects for galleries and 
institutions throughout New Zealand, and has written extensively for publications and 
artist’s catalogues.
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The Handshake Project exhibition venues:

Paora Allen and Toi Poneke Arts Centre (Wellington), James Wallace & Nicholas 
Butler and Pah Homestead (Auckland), Merilyn Bailey and Liza Feeney and 
Stanley Street Gallery (Sydney), Frank Neidlein & Wolfgang Loesche and the 
Internationale Handwerksmesse/Frame gallery (Munich), Grant Stevenson & 
Belinda Langford and The New Zealand Jewellery Show (in Auckland and 
Wellington), Kim Paton and Objectspace (Auckland), Sofia Björkman and Platina 
(Sweden), Judith & Peter Carswell and AVID Gallery (Wellington), Caroline 
Billing and The National (Christchurch), Eloise Kitson & Christine Hedlun and 
Masterworks Gallery (Auckland), Peter Deckers and Residenz Palace exhibition 
(Munich), Courtney Johnson & Sian van Dyk and The Dowse Art Museum (Lower 
Hutt), Verena Friedrich & Silvia Katzwinkel LOT62 (Munich), Bridget Kennedy & 
Melanie Ihnen and Studio 20/17 (Sydney), Atty Tantivit and Atta Gallery (Bangkok), 
Kathryn Tsui & Cora-Allan Wickliffe and The Corban Estate Arts Centre (Auckland), 
Mark Hutchins-Pond and Pataka Museum (Porirua).

The Handshake publishing team:

Becky Bliss (design), Peter Deckers and Hilda Gascard (co-editors)

A big thank you to Creative New Zealand for funding the Handshake Project and 
the Arts Faculty of Whitireia New Zealand (Kay Jujnovich, dean of Arts) for their 
support. Without their backing the Handshake Project would not exist.

For more information visit: handshakeproject.com

The Handshake organisers Peter Deckers and Hilda Gascard would like to thank 
all who supported the Handshake projects and publications over the years, in 
particular:

The Handshake Mentees and Mentors

HS 1: selected by Peter Deckers with assistance of Karl Fritsch

Neke Moa & Karl Fritsch, Nadene Carr & Lucy Sarneel, Sarah Read & Iris 
Eichenberg, Jessica Winchcombe & Warwick Freeman, Becky Bliss & Fabrizio 
Tridenti, Lynsay Raine & Andrea Wagner, Debbie Adamson & Hanna Hedman, 
Gillian Deery & Estela Sàez Vilanova, Kristin D’Agostino & Judy Darragh, Jhana 
Millers & Suska Mackert, Sharon Fitness & Lisa Walker, Sam Kelly & Rian de Jong/
Octavia Cook

HS 2: selected by Benjamin Lignel, Vivien Atkinson, Karl Fritsch, Peter 
Deckers

Amelia Pascoe & Ruudt Peters, Julia Middleton & Terhi Tolvanen, Karren Dale 
& Gemma Draper, Kelly McDonald & Kirsten Haydon, Lisa Higgins & Cal Lane, 
Kathryn Yeats & Ben Pearce, Raewyn Walsh & Henriette Schuster, Renee Bevan 
& Harrell Fletcher, Sarah Walker-Holt & Helen Britton, Soo Jeong Lee & Natalia 
Milosz-Piekarska, Suni Hermon & Sally Marsland, Tineke Jansen & Ela Bauer, 
Vanessa Arthur & David Neale

HS3: selected by Sian van Dyk (curator The Dowse Art Museum, Lower 
Hutt, NZ), Andrea Daly (Fingers, Auckland, NZ) and Sofia Björkman 
(Platina, Stockholm, SW)

Artists: Amelia Pascoe, Becky Bliss, Debbie Adamson, Kelly McDonald, Nadene 
Carr, Sarah Walker-Holt, Raewyn Walsh, Neke Moa, Renee Bevan, Sarah Read, 
Kathryn Yeats, Sharon Fitness

And their collaborating artists: Ruudt Peters, Fabrizio Tridenti, Nichola Shanley, 
Kirsten Haydon, Fran Allison, Helen Britton, Henriette Schuster, Karl Fritsch, Harrell 
Fletcher, Liesbeth den Besten, Ben Pearce, Lisa Walker

LOT62, Munich Jewellery Week 2017 and the Dialogue Collective:

Petra Bishai, Isabelle Busnel, Ellie Corp, Velvet Hart, Emmeline Hastings, Victoria 
King, Timothy Information Limited, Maarit Liukkonen, Darja Nikitina, Natsuki Sawai, 
Maud Traon, Sorcha Wharf, Anet Wrobel

HS 4: selected by Ruudt Peters

Vivien Atkinson & Ben Lignel, Mandy Flood & Volker Atrops, Nik Hanton & Vincent 
Pontillo-Verrastro, Brendon Monson & Aaron Decker, Jennifer Laracy & Judy 
Darragh, Caroline Thomas & Nicolas Cheng, Kylie Sinkovich & Ben Lignel, Katie 
Pascoe & Francis Upritchard, Nadine Smith & Regan Gentry, Sandra Schmid 
& Tanel Veenre, Kim Whalen & Beatrice Brovia, Keri-Mei Zagrobelna & Jasmin 
Matzakow
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