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Abstract 

This thesis offers an account of the historical and contemporary 

importance of glass as body adornment, hence concentrating on one sub 

section of the genre of jewellery, the non-precious. The primary focus derives 

from non-Western use of glass as a component of neck jewellery rather than 

attempting to encompass the story of glass as body adornment in its entirety. 

Within specified criteria, the essential characteristics of form, function and 

innovations implemented on both a global and personal level are discussed. 

Whilst acknowledging the vast historical roots of jewellery from the traditional 

aspect of gold and silversmithing, primary focus is placed on the evolution of 

non-traditional and ethnic approaches as opposed to the implications of Euro-

centric preoccupation with precious materials, such as gold and expensive 

gemstones. Even as recently as the nineteenth century, specifically in Africa 

where glass trade beads were exchanged for slaves, ivory and other 

commodities valued by western civilizations, glass was considered to be a 

valuable and precious material that has been continually used as a precious 

material in jewellery for over five thousand years. Although the scope of 

research encompasses 35,000 years of functionality and aesthetics involving 

historical contexts of jewellery the main body of work concentrates on Western 

and cross cultural contexts over seven thousand years from the oldest recorded 

occurrence of glass neck adornment in Neo-lithic Iraq through to the beginning 

of the Modern Movement. Whilst the study is organized via classifications of 

pivotal aesthetic and technical developments there are clearly cross-overs of 

cultural influences over time. 
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The study addresses the question of why the neck has continued to be 

adorned whether fashion decreed its concealment or exposure through probing 

and documenting the complex unwritten language, social, cultural and 

aesthetic, of glass body adornment. The latter part of the thesis explores the 

contemporary artistic potential of glass as a medium for neck adornment and 

discusses artist’s ideological intentions and needs in relation to colour as a 

principal aesthetic tool. It documents the process of the creation of the visual 

work through the stages of methodology, concept, development and maturity of 

a personal iconography of colour. It further documents the development and 

management of the body of visual works for exhibition, analyses outcomes and 

discusses future directions for practice and research. 
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“Colour is the key-board, 
the eyes are the hammers, 

and the soul is the piano with many strings. 
The artist is the hand that plays, 

touching one key or another purposively, to cause vibrations in the soul.” 
(Kandinsky, 1911 :154-155) 



 

Chapter 1 Introduction 

1.1 Functionality versus Adornment 

To adorn or not to adorn. Therein lies a question which vexes many 

humans at some stage of their lives. In Western societies contemporary males 

typically make a decision as to whether they are timepiece only or timepiece 

plus people. For females the gamut of decision making is much wider and, for 

many, constitutes a daily challenge across a spectrum of colour, materials and 

monetary value. The choice of adornment—and the body parts adorned— 

communicate powerful messages about the individual. (Plates 1.1.1, 1.1.2, 

1.1.3). 

 

Plate 1.1.1 John Galliano, (Creach, 2006: 81) 
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Plate 1.1.2 Jenny Kee at 21, (Barker, 2006:96) 
 

 

Plate 1.1.3 Unity, (Barker, 2004:3) 
 

 2

 



In essence, however this is a learned behaviour for we are all born into 

this world naked and defenceless and would surely die if not for the care of 

others. One of the first acts of protection, after the securing of necessary life-

giving bodily functions, is the covering of the body’s nakedness with a nappy 

and a blanket. This simple action ensures warmth and sanitation, both basic 

functional needs of a newborn baby. As the child grows, the choice of clothing 

still reflects basic functional needs (warmth and protection) but also begins to 

reflect aesthetic uniqueness relating to gender, age, cultural background, social 

status and parental and personal choice. Schwarz (1979) argues that the 

historical development of costume (including body adornment) from functional 

to aesthetic can be directly linked to climatic and geographic conditions as well 

as prehistoric humankind’s evolution of physical appearance, intelligence and 

continued sophistication in social organization. The original functional needs for 

clothing slowly changed into broader and more complex social fields. 

A few authors argue for a particularly theory, however, most 
agree that a combination of environmental, psychological, and 
sociocultural factors are involved in the origin and evolution of 
clothing, and that the motives for continued use of an item may 
be rather different from those which led to its adoption. This 
position holds that the origin of clothing (not simply 
ornamentation or decoration) is a human response to 
environmental conditions and the need for protection from 
elements which cause discomfort. (Schwarz, 1979: 25) 

Once clothing became a necessity, issues of nature, styles and 

adornment began to be developed. It was no longer sufficient to drape the body 

to achieve functional warmth. The pure utility of clothing for early humans 

expanded quickly to encompass other more complex social and cultural 

functions. These transformations could be mapped on a continuum with 

functional clothing at one end and costume with all its myriad meanings and 
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messages at the other; embellishments of adornment and style being factors 

that operate along the continuum. Schwarz (1979) argues that anthropologists’ 

analyses of cultures have given less emphasis to the role of clothing and body 

adornment than to issues of kinship, language, population movements and tool 

making as distinguishing characteristics. Ironically, many of these very issues 

are central to the function and meaning of clothing and adornment: 

…people must have dressed in almost the same way in Western 
Europe, in the Mediterranean basin and in Africa, due allowance 
being made for the different demands of climate and way of 
life…. But the appearance of similar costumes in these widely 
separated geographical zones cannot yet be presented as more 
than a hypothesis; the mere fact of formulating it, however, 
allows us to glimpse the important contribution the history of 
costume is liable to receive from the study of migrations and 
primitive economies… (Boucher, 1996: 30) 

A parallel to the development of costume and body adornment is the 

fascinating story/history of personal adornment or jewellery. Why and how we 

adorn our bodies with accessories and ornament not associated with either 

nakedness or functional comfort has also changed and developed across time, 

cultures and individuals, but has followed the same process as clothing from 

utility to multiple and complex purpose. The story of jewellery is closely linked 

to the first manifestations of developing culture in ancient societies and can be 

studied in its material remains. Most material remains (predating 40,000 years 

ago) reflect utilitarian concerns, such as tools, implements and weapons. 

However, during the Aurignacian period (c30,000 BC) ritualistic cave painting 

and carvings were produced by early humans as a conative response to their 

hazardous environment. (Dubin, 1987: 22) This period also produced 

conclusively significant examples of body adornment and jewellery, in the form 

of grooved beads from animal bones: 
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At Grotte du Renne, a cave at Arcy-sur-Cure in France that 
dates to 31,000 BC one of the earliest caches of beads were 
found: a group of fox, hyena, wolf, reindeer, bear and marmot 
teeth clearly grooved and notched for hanging from some sort of 
necklace. (Dubin, 1987: 22) 

As with clothing, utility was the basis for the creation of any early pieces 

of adornment, such as “pin-like clasps, fashioned from bone splinters” (Fitch, 

1992: 11) to close the skins of a cave dweller’s garments. Until recently, the 

earliest examples of personal adornment in the form of grooved animal bone 

and teeth beads worn as pendants were discovered at La Quina in France and 

have been dated to approximately 38,000BC predating the earliest known 

figurative art by 5,000 years. (Dubin, 1987: 21) In 2006 research results 

released by Chris Stringer (Whipps, 2007) relating to ochre coloured shells, 

with signs of having been strung together found in Morocco, pushed this barrier 

back to as early as 100,00 years ago. Beads for similar body adornment and 

attachment to clothing would have been carved from organic materials such as 

soft stone, shell and the bones and teeth of animals and fish killed for food: 

The use of beads for adornment of self or clothing probably 
began in the Neolithic period, but the practice was based on the 
much more ancient use of shells, teeth, and vertebrate of fish, 
reptiles, and mammals, and designs worked in flint or obsidian 
by pressure flaking. Strung on plant fibres or sinews that 
crumbled with time, deliberate arrangements in these media are 
sometimes found in burials and silently indicate the pleasure in 
creating this particular form of adornment. (Pokornowski, 1979: 
103) 

These first valued aesthetic worn body adornments could have been talismanic, 

strung around the neck or sewn onto garments to bring luck, ward off evil and 

sickness or to grant success in the hunt.  

 

Beads were self-conscious expressions of prowess in hunting. 
They also symbolized people’s need for spiritual assistance (and 
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protection) in obtaining resources that they found difficult but 
necessary to have. They were talismanic, made from by-
products of the hunt: bone, teeth, tusks, and shells. (Dubin, 
1987: 22) 

Adornment over time, as an aesthetic experience, has been analysed by 

many fields of research, including anthropology, archaeology, and sociology, 

each bringing to the history of jewellery a unique interpretation. Jewellery 

speaks in many different languages, from the subtle to the simple, of such 

qualities/attributes as: 

• Social role and worth 

• Change in a person’s life 

• Wealth and power 

• Hope and fear, sickness and health 

• Commemoration and sentimentality 

• Spiritual and religious conditions 

• Past history 

• Personal beauty, uniqueness and attraction 

• Aesthetic sensibility 

In essence, jewellery is about communicative symbolism, an unwritten 

language that is as universal as it is provincial, public as well as personal: 

Adorning oneself supports the individual in his endeavours to 
speak as a unique individual and provides him a way of 
expressing, reinforcing, initiating, or camouflaging mood. At the 
same time that adornment offers a way for individual expression 
and for dealing with life aesthetically, it serves a number of 
useful functions within society. It can be used to indicate social 
roles, to establish social worth, as a symbol of economic status, 
as an emblem of political power or ideological inclination, as a 
reflection of magico-religious condition, as a facility in social 
rituals, and as a reinforcement of beliefs, custom, and values. 
(Roach and Eicher, 1979: 20-21) 
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While the jewellery genre has received comprehensive attention (e.g., 

Tait’s (1986) Seven thousand years of jewellery) and the history of glass is well 

documented (e.g., Kampfer’s (1966) Glass- A world history) the sub genre of 

glass as a jewellery medium has received scant acknowledgement or 

documentation. Any insights into the story of glass jewellery must be gleaned 

from the scanning of various general references scattered throughout 

numerous books. (e.g., Fitch’s (1992) The art and craft of jewellery).  

Edwards (1998) argues that the use of glass as an artistic medium for 

personal body adornment, as opposed to its use as a glazing material for the 

decorative arts, probably occurred in Western Asia during the third millennium. 

In this early rudimentary stage of glassmaking, before the invention of the 

blowpipe used in glass blowing, most glass objects produced were small, 

having been cast or worked hot on a rod. Through these methods of 

production, glass beads were first produced, but were not widespread in use or 

distribution until about 1400BC. The initial importance of glass was not as a 

material in its own right, but as a substitute able to mimic the properties and 

looks of semi-precious hard stones. 

The chameleon qualities of glass meant that initially it was manipulated 

into look-alike facsimiles of other materials such as turquoise and lapis lazuli, 

rather than appreciated and developed in its own right. As a raw material, glass 

was valued very highly, and featured prominently as trade goods throughout 

ancient Asia and the Mediterranean. Finished items and cast blocks were 

imported into countries that did not have the expertise to make their own glass, 

and the raw material was shaped and formed into items of great value: 

 7

 



It is clear, too, that glass was a luxury material in its own right, 
produced in major cities for an aristocratic market, generally 
royal or priestly, since most of the excavated pieces have been 
found in the ruins of temples or palaces or tombs, rather in 
private houses…The role of the Levant-…in the trade of raw 
glass and finished products at this time is illustrated both by 
diplomatic correspondence found in the royal archives of the 
new Egyptian capital at el-Amarna in Middle Egypt, which 
mentions consignments of raw glass to be sent by kings of 
Tyre…and by the discovery of blue cobalt glass ingots in the 
wreck of a merchant ship that sank off the coast near Kas in 
south west Turkey in the fourteenth century BC. Analysis of the 
glass has shown that more is in fact of Egyptian than Asiatic 
origin, but its destination is unknown. The find nonetheless 
illustrates how raw glass was circulated in the Late Bronze Age. 
(Tait, 1991: 23-24) 

From this historically significant epoch, glass as jewellery blossomed as 

its own genre, always closely tied to society’s economic stability and 

technological advancements. The following list exemplifies some of the more 

significant eras in the development of glass jewellery: 

• Third millennium BC - West Asia, first glass beads, amulets and hard 

stone facsimiles 

• First Millennium AD - Roman invention of blowpipe led to mass 

production of beads 

• Fourteenth century - Venice develops the drawn process for making 

beads 

• Late eighteenth century (Industrial revolution) - development of cut glass 

beads and paste stones convincingly imitating diamonds and faceted 

precious stones 

• Twentieth century- Louis Comfort Tiffany invents iridised and fumed 

glass, Rene Lalique creates Art Nouveau glass 

The use of glass as jewellery has been widespread across all cultures of the 

world since the discovery of glass in antiquity, and continues unabated in its 

popularity and significance today. 
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1.2 The Lure of Preciousness 

The value and significance of jewellery and body adornment can be 

directly related to the society’s culture in which it is created and utilized, 

although the value judgments of one society may be seen as worthless and/or 

kitsch to another. This has been particularly marked in self-styled hierarchical 

traditional values of Western (Euro-American) civilizations as opposed to 

alternative or ethnic/ folk indigenous societies, which encompasses Eastern 

countries. Kleinert (1992) argues that the understanding and decoding of 

different societies, their customs, arts and artefacts were normally achieved 

through pre-conceptions of a western viewpoint, with the resulting hypotheses 

often misinterpreting the real meanings. For this reason ethnic and indigenous 

arts and artefacts were often perceived as of lesser value and hence given less 

significance than those of the civilized world under the wrongful assumption 

that the simplistic non-figurative and symbolic art was a precursor to the more 

realistic three-dimensional imagery of modern civilizations in Europe: 

By the late nineteenth century when the first ethnographic 
studies of Aboriginal culture were underway, scholars came into 
the field with an expectation that indigenous cultures were 
characterised by two-dimensional visual systems. This 
understanding was countered by the hierarchies imposed by 
Euro American artistic traditions which tended to deny the way in 
which the cultural production of indigenous peoples emerged out 
of a unified system of beliefs and practices…Thus hierarchies 
between the arts contributed to the misunderstanding of early 
scholars like Spencer and Gillen and delayed understanding that 
Aboriginal culture encoded its spiritual beliefs through a non-
figurative, two-dimensional visual system. (Kleinert, 1992: 118-
119) 

As was the case with art, there has always also been a concealed story 

for jewellery. Traditional perceptions of jewellery were usually based on 

western Euro-centric perspectives and values, which translated into the use of 
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precious metals and gemstones. Such jewellery was reserved for royalty and 

the titled classes, who were the only ones able to afford it. With few exceptions, 

jewellery has always been made from these valued materials. Yet technological 

changes have led to the democratization of jewellery. For example the 

production of alloys and the use of iron and steel during the Industrial revolution 

meant that, while the bulk of jewellery was still made from precious materials, 

the general masses had access to poorly made imitations of these pieces, often 

cast in lead, pewter or tin with paste stones. Of course, this was all based on 

the civilized world of Europe, and ignored the rest of the human race and their 

adornment: 

The history of conventional jewellery is a tale of gold, silver and 
precious stones: a succession of collars, crowns, suites and 
tiaras made for kings and nobles. But there is another, parallel 
history of decorative objects worn by a wider cross-section of 
peoples across the globe. Folk, costume, ethnic and modern 
designer jewellery are all part of this alternative history, where 
ornament knows no rules. (Fitch, 1992: 10) 

Unlike traditional jewellery, this alternative stream places no limits on 

material, colour or form and has never abandoned prehistoric traditions of using 

organic substances. African and Asian peoples still use seeds, bone, wood, 

found objects as well as precious metals and stones, but are willing to 

juxtapose all these materials in one piece of jewellery. Feathers are highly 

valued and used extensively by all the tribes of the Americas from the Amazon 

to the North American Indians. To these people, the materials used are highly 

prized and significant to their cultural beliefs and socio-economic existence. In 

most ethnic indigenous cultures, body adornment is more than mere 

decoration, its importance lying in a complicated communication system that 

 10

 



conveys social and marital status, age, gender and rank as well as 

reinforcement of community values: 

Adornment, particularly with beads, communicates cultural 
values in a symbolic language that express rank, religion, 
politics, and artistic attitudes. (Dubin, 1987: 119-121) 

For these people, the monetary worth of the materials used in the 

jewellery is of less importance than the objects created, unlike traditional 

European jewellery. Significance exists in the colour of a glass bead, or the 

rarity of a stone that has significance in their culture, but unavailable locally. 

Vast trade networks were established as far back as 6500BC (Dubin, 1987: 30) 

to exchange treasured items for the creation of body adornment and serve as 

an important economic source for communities. When European explorers like 

Columbus and Marco Polo sailed forth to conquer and discover the riches of 

these the new worlds, they needed trade goods that would be valued by the 

people in these new lands. In the eyes of the explorers these people were 

viewed as savages to whom money would be meaningless, so they employed 

the technological advancement of their homelands and chose mirrors, knives, 

textiles and glass beads. These they exchanged for huge tracts of land, slaves, 

gold and precious stones for little monetary outlay. 

Silks, spices, gems, ivory and indestructible, spellbinding, 
useless gold- these were the contents of the packs in the camel 
caravans plodding the routes connecting Asia, India and Africa, 
and also in the holds of seagoing ships which finally circled the 
globe. These were luxuries that somehow made all the 
difference in men’s lives. But what did civilization of the West 
send out to offer as trade goods, since the coins used as 
currency in those days were of little value outside the lands of 
their origin? We know that Columbus took with him as trade 
’truck’ a large supply of glass beads and that they served him 
well. (Erikson, 1969: 24) 
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Preciousness lies not in the monetary value that makes it a commodity, 

but in the ideas and reason and personal worth that is conferred on it by its 

creator and ultimately its wearer. This is the gulf between East and West, 

civilization and savage, spiritual and secular, value and worth: - the lure of 

preciousness. Who is to say that the Native Americans who traded Manhattan 

Island for a few strings of glass beads did not get the better deal? 

1.3 The Potential of Other Media 

The rich history of non-precious jewellery is testimony to the fact that 

diversification of materials, when used in the creation of jewellery, produces 

stunning results. Whilst western jewellers relied on the use of precious 

materials to produce monetarily valued items, ethnic peoples combined all 

manner of precious and non-precious materials to create aesthetically and 

symbolically significant body adornment. For a long period in the history of 

Western jewellery, gold, silver and precious stones were perceived as the only 

suitable materials to be worn by the élite socio-economic group that patronised 

jewellers, i.e. royalty, the nobility and church leaders.  

Too restrictive a use of materials or media in a discipline has the 

potential to lead to unbalanced or stagnant methodology and missed 

opportunities. Matters that could be compromised and lead to a hiatus include: 

• Colour 

• Form 

• Innovation 

• Experimentation 

• Aesthetic satisfaction and freedom 
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These issues may have hampered development in traditional jewellery design 

but have also contributed to a continual diversification and vibrancy of ethnic, 

folk and later, artist-jewellers. From the times of the so-called Dark Ages until 

the late nineteenth century, a period of some one thousand years, traditional 

jewellery was based predominantly on material value reflecting status and 

wealth rather than any desire for innovation in itself. Anderson (1988) states 

that, by the late fifteen hundreds, there was a virtual internationalism to 

jewellery throughout western Europe, making it impossible to tell whether a 

piece had come from Italy, Spain, France or Germany. Any developments were 

solely based on advancements in the treatment of precious materials, such as 

stonecutting technology, which saw the diamond used as a centrepiece for the 

next three hundred years to the detriment of any artistic innovation: 

This signalled the decline of the ‘jewel’ as a complicated 
miniature artwork which had combined the skills of the 
goldsmith, the gem cutter, the gem setter and the enamellist. 
Designs gradually became mere settings- skeletal frameworks to 
show off cut stones. (Anderson, 199; 13: 1998) 

It was not until two hundred years later, during the Art Nouveau period, that 

French artists such as René Lalique began to treat jewellery as a work of art, 

reinstating ideas and concepts as more central than the preciousness of 

materials. 

 Colour (other than shades of gold or silver) was an element that had to 

be introduced into traditional jewellery via the use of stones and enameling. In 

Ethnic jewellery, the very materials employed; feathers, seeds, shells, bones, 

glass, ceramic, painted wood, copper, bronze and found objects, dictated that 

colour be an integral part of the design process: 
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The enormous vocabulary of materials used in so-called ethnic 
jewellery, dwarfs that of European jewellery and was a massive 
liberating force in 20th-century design…Ethnic jewellery shows a 
far broader use of colour and contrasting materials than was 
dared in Europe before Modernism. Precious stones, glass 
beads, rough-hewn coral, bone and incised silver-work may all 
feature in the same piece, bringing with them clashes of 
turquoise, cream, pink, gleaming silver and other colours. (Fitch, 
1992; 10)  

In traditional jewellery, position and status were conveyed by the value 

of the materials. The properties of materials (i.e., colour, form, size and texture) 

rather than monetary value were more important to ethnic, folk and indigenous 

artisans. This meant they could effortlessly exchange one material for another 

without changing the message (or the value) that the jewellery signified in 

relation to wealth, position, gender and marital status. For centuries artisans in 

East Africa had used beads from local organic materials such as shell, roots 

and seed but willingly replaced them for European trade beads, which better 

suited their purpose. (Dubin, 1987) They had no fear of change or innovation, 

but happily adapted new materials to old ideas, and also developed new 

objects: 

Personal and domestic adornments have long been the 
predominant modes of artistic expression in South Africa, and 
beadwork specifically is an important art form in the region. For 
centuries, small quantities of glass beads originating in India 
were imported into South and East Africa, where they served as 
status symbols. By the end of the nineteenth century, trade in 
the more uniformly shaped and smaller glass seed beads was 
fully established, and much greater quantities of beads were 
now available. 

The Southern African Zulu and Ndebele tribes used these more 
plentiful beads to create distinct and elaborate beadwork. 
Embellishments became more extensive, and the tribes 
developed beading techniques that made unusual use of the 
greater quantities of available beads. (Dubin, 1987: 140) 
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Comparatively, traditional European jewellers were trapped by their own 

material boundaries. The high value of the precious materials being used by 

traditional jewellers would have been a prohibitive influence for any 

experimentation in form. Another barrier would have been any unfavourable 

response to innovations (outside the tightly accepted norms) by very influential 

clients whose reason for wearing jewellery was to display status and position in 

society which, in turn, relied on the monetary value of materials and not 

aesthetic indulgence: 

To understand the allegorical nature of much Renaissance 
jewellery we have only to examine the Phoenix Jewel worn by 
Queen Elizabeth I in a number of her portraits. The legendary 
phoenix lives to a great age and rises from its own ashes- a 
perfect metaphor for resurrection and thus of a national revival 
of England. Like her father, Henry VIII, Elizabeth saw that 
jewellery was a means of fostering a cult of personality. 
(Anderson, 1988; 12) 

 The only true innovations of relevance to glass as a medium for 

jewellery in Europe between the Middle Ages and the Eighteenth centuries 

were in the materials used in costume jewellery. This involved the use of paste 

or glass imitations and non-precious metals which allowed a different approach 

to that which precious gems dictated: 

Each age has invented its own definition of costume jewellery. In 
Europe, the 18th century ushered in an era of cut, glittering 
paste-set jewellery which has lasted until the present day, 
emulating the glitter of rose cut diamonds…Although paste work 
was strongly imitative of real jewels, the material had qualities 
which gave jewellers greater creative freedom than precious 
stones. Because it [glass] was softer, it could be cut into any 
shape, thereby allowing mosaic-style or pave-set arrangements 
which were impossible to achieve at the time with precious 
stones. In addition, much larger stones could be set. (Fitch, 
1992: 14) 
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The artist’s choice of material is one where aesthetic values outweigh monetary 

values. 

It was not until the late nineteenth century that traditional jewellers broke 

away from the barriers of reliance on precious materials to express themselves. 

Artist/jewellers such as René Lalique and Louis Comfort Tiffany dared to 

change the focus of materials used in traditional jewellery from precious to non-

precious. Later, in the nineteen twenties, fashion designers embraced the idea 

of jewellery as fashion accessory rather than status symbol, and icons such as 

Coco Chanel and Elsa Schiaparelli changed the face of jewellery forever; in 

part this was in reaction to a new independence for women but it was also a 

reaction to the stuffy hierarchy that had controlled things for centuries. Thus 

was born the artist-jeweller, the forerunner of today’s studio/artist jeweller. 

Economic and social conditions in society helped to kindle this transition 

with the breaking down of the strict social strata that had existed for centuries. 

Technology also played a major part in this with new materials and processes 

allowing a diversification and expansion of methodology in jewellery. There was 

no longer one class which patronised jewellers, and the expanding middle class 

was now fuelling a growth in modern ideas and consumption. The modern age 

had arrived, along with all its benefits and drawbacks. 

1.4 Rationale and Aims of the Study 

The history of conventional Euro-centric jewellery and body adornment 

with its multiple divisions has been well documented overall, but a 

comprehensive account of one specific sub section of great historical and 

contemporary significance, non-precious glass, has yet to be compiled. The 
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use in jewellery of non-traditional (materials other than gold, silver, diamonds 

and precious gemstones) and non-precious (as in monetary value) was 

discussed in Chapter 1.2. By definition, I place glass in this genre of non-

precious. While the scope of this task would be beyond a single study at 

Masters level, it nevertheless remains a chasm to be filled. Even the most 

cursory analysis of any extant sample of jewellery literature will reveal a primary 

focus on the evolution of traditional European jewellery and its preoccupation 

with precious materials. Yet glass has played a pivotal role in the development 

of jewellery since its discovery over seven thousand years ago, and has been 

the specialty of this writers’ personal art practice for over twenty years. The 

present research stems from recent changes of direction in my own artwork, 

resulting in a nexus between glass as a medium and jewellery as a vehicle for 

the expression and conceptualization of new ideas.  

The intent of the research is to document visually and probe the potential 

of glass in jewellery. While the research will not attempt to cover in total the 

story of glass as body adornment, it will set out to define, within specified 

criteria, essential characteristics of form, function and innovations taken by 

glass on both a global and personal level. Glass jewellery, of course, takes 

many forms—earrings, bracelets, bangles, pendants, necklaces, rings—to 

name but a few. Traditionally each of these is designed to adorn a different part 

of the body. Each potentially constitutes a worthy and rich area for research. 

However the objective of this study is to focus on glass that has been worn on 

one particular part of the anatomy only. While various parts of the anatomy 

have been bared or covered over time, the neck has remained a focal point of 
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bodily adornment throughout history and will constitute the area of focus for the 

current study. 

In order to evaluate the role of glass as a jewellery medium over time, it 

is important to probe the complex unwritten language—social, cultural, 

aesthetic—of glass body adornment. Specifically the research aims: 

• To challenge the notion of preciousness in jewellery by exploring the 

contemporary artistic potential of glass as a medium for neck adornment 

• To coalesce these technical and aesthetic explorations in a body of 

artwork for exhibition 

1.5 Organisation of the Thesis 

In order to contextualize 

• Issues of functionality and aesthetics involving historical contexts of 

jewellery; and 

• Implications in the choice of precious or non-precious materials in 

jewellery, 

Chapters Two and Three trace the development of glass neck adornment 

focusing on pivotal aesthetic and technical developments. Chapter Two 

presents an overview of the development of glass in jewellery in the Ancient 

World from the discovery of glass to the Roman Empire including:  

• Technical developments 

• Aesthetic developments 

• Cultural differences 

Chapter Three investigates pivotal style developments in Western glass neck 

adornment over two thousand years from Imperial Rome through to the 

beginning of the Modern Movement and theorises why the neck has continued 

to be adorned whether fashion decreed its concealment or exposure.  
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Chapter Four discusses the artist’s ideological intentions and needs in relation 

to colour as a principal aesthetic tool: 

• Through its three principal effects for art; Impression (visually), 

Expression (emotionally) and Construction (symbolically) and 

• Colour as the driving force 

• Development of a personal iconography of colour 

Chapter Five presents the methodology for: 

• The visual work that will explore the contemporary artistic potential of 

glass as a medium for neck adornment 

Chapter Six documents the process of the creation of the visual work through 

the stages of: 

• An introduction to the series of works 

• Concept 

• Development 

Chapter Seven describes the development and management of the body of 

visual works for exhibition. Issues addressed include: 

• Exhibition venue 

• Selection process 

• Presentation options 

• Catalogue and images of works 

Chapter Eight analyses outcomes and discusses future directions for both 

research and practice. 
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Chapter 2 Glass Jewellery in the Ancient World 

2.1  The Ambiguity of Glass 

We drink from it, see ourselves reflected in it, magnify the smallest of 

print with it, and value its uniquely beautiful virtuosity through the creativity of 

artists and craftspersons. Today glass is so much an integral part of our lives 

that we tend to overlook its fundamental ambiguity. Given its non-crystalline 

structure, it is, in essence, a super cooled liquid, being neither solid nor liquid 

when cold. The power to resist a reorganisation of its atoms when heated 

allows molten glass to be stretched, inflated, twisted and manipulated with 

fluidity. Through the auspices of fire, the simple elements of silica, soda and 

lime magically transform and create an amazing and versatile material.  

How was glass invented, and by whom? Where did it first appear and 

how was it utilized? There have been many stories relating to the discovery of 

glass, the most famous being the one told by the Roman author, the Elder 

Pliny, in the first century AD: 

There is a story that once a ship belonging to some traders in 
nitrum put in here [the coast of modern Lebanon] and that they 
scattered along the shore to prepare a meal. Since, however, no 
stones for supporting their cauldrons were forthcoming, they 
rested them on lumps of nitrum from their cargo. When these 
became heated and were completely mingled with the sand on 
the beach a strange liquid flowed in streams; and this, it is said, 
was the origin of glass. (Pliny, 77AD: 191-2) 

Although the basics for the making of glass (silica in the form of sand; 

nitrum, a naturally occurring soda also containing lime plus heat) are present in 

Pliny’s report, this story must be considered largely apocryphal as the 

necessary temperatures to melt all the ingredients to form glass could never 
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have been reached on an open fire. The most likely birth-place of glass was in 

the land between the Euphrates and Tigris Rivers around the middle of the third 

millennium BC: 

On the evidence of archaeological finds, that is, ancient furnace 
sites and specimens of excavated glass, the production of glass 
may be traced as far back as the third millennium BC. The 
earliest forays into the manufacture of glass… are now attributed 
to craftsmen working in ancient Mesopotamia or, broadly 
speaking, the region covered by present-day Iraq and the 
northern reaches of Syria. (Edwards, 1988: 38) 

At this early period of glassmaking only small objects such as beads 

could be produced, (Tait, 1991: 22); hence from the beginning, glass was 

manipulated to create aesthetic items, mainly used in jewellery. However, the 

forebears of glass take us even further back into antiquity and trace a much 

older history of glass as a jewellery medium. 

2.2 The Beginnings of Glass- Neolithic to Roman Empire 

 The earliest recorded occurrence of a glass material being used for 

jewellery is in the Halaf period (c. 5000 BC) in Arpachiya, Iraq. This piece, as 

seen in Plate 2.2.1, was a necklace composed of polished pieces of obsidian, a 

naturally rare occurring volcanic glass, normally reserved for the manufacture 

of utilitarian objects such as knives and arrow or spear points. (Dubin, 1987).  
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Plate 2.2.1 Obsidian necklace, c5000BC, (Tait, 1986: 28) 
 
Apart from the rarity of the materials employed in the necklace (it also 

contained cowrie shells traded from the coastal area hundreds of miles away), 

it also incorporated one dark clay bead made to resemble the other pieces of 

obsidian, and obviously used as a filler due to the unavailability of the original 

materials.  

The invention and manufacture of substitute materials, imitating 
scarce and expensive varieties of natural stone, played an 
important part in the story of jewellery in the ancient world just 
as it does today. (Tait, 1989: 23) 

This is an early example of trends towards look-alike substitutes in 

jewellery, a practice that was continued with the invention of faience and glass. 

The next incidence on the continuum of vitreous materials used in jewellery 

occurred in Egypt during the Predynastic Badarian period around 4000BC. 

Steatite, a type of talc also known as soapstone due to its extreme softness 

and soapy feel, was widely available throughout Egypt (Aston, Harrell and 

Shaw, 2000). Its soft property allowed thousands of beads to be made readily; 

these were then glazed producing a lustrous blue-green surface as can be 
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seen in Plate 2.2.2. The glazing technique was thought to be application, and 

was arguably the earliest form of glazing. (Nicholson and Peltenburg, 2000)  

 

Plate 2.2.2 Glazed steatite belt c4000BC, (Tait, 1986: 26) 
 

Dubin (1987), Nicholson and Peltenburg (2000) and Tait (1989) all 

concur that most archaeological research points to the initial function of the 

vitreous industries in antiquity, including glazed steatite, faience and glass, 

being for the production of jewellery or body adornment components. Bianchi 

(1998) suggests that the early Egyptians considered faience to be an artificial 

semiprecious stone equal in brilliance to lapis with both materials having the 

same aesthetic and symbolic properties. Such properties were regarded as 

more important than their actual compositions and secular delineation of 

disciplines between the industries:  

The Egyptians referred to faience as ⇔hnt (Nolte 1977: 138; 
Bianchi 1998: 24) and more rarely as hsbd, the same word that 
they used for lapis lazuli. Both words related to those for the 
properties of ‘shining’, ‘gleaming’ or ‘dazzling’, emphasising the 
role of faience as an artificial gemstone…The word [hsbd] can 
also be used to refer to glass, and surely illustrates the way in 
which Egyptians thought of these materials…rather than for their 
actual composition. (Nicholson and Peltenburg, 2000: 178) 

The important aesthetic and ceremonial function of these materials is further 

supported by the terminology and hieroglyphs-tjehnet, thnt and hsbd used 

alternatively by the early Egyptians to refer to (but not delineate between) 

glass, faience and gemstones in terms of shine, gleam and brilliance. 
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 Faience, the predecessor of early glass, is “a glazed non-clay ceramic 

material” (Nicholson, 2000: 177) made from the common ingredients of quartz, 

ash and lime with the addition of a colourant, often in the form of copper. Once 

combined and fired, these materials resulted in a self-glazing glossy surface, 

typically blue-green, resembling closely the expensive and highly prized 

turquoise.  It was initially considered that faience was exploited as an 

inexpensive substitute for semi-precious stones but, as suggested by Bianchi 

(1988) the material was “employed for its symbolic values” symptomatic of 

much greater significance, being entwined in rich symbolic and ritual contexts 

for the Egyptians. (Bianchi, 1998: 29) This is further upheld by the nature of 

objects created from faience in ancient Egypt, mainly amuletic jewellery 

connected to funerary rituals: 

The earliest objects made from faience (or its counterpart, 
glazed steatite) are beads and small amulets…Although faience 
is often said to be used to imitate more expensive items, graves 
with faience objects often contain far more obvious imitations, 
commonly made from painted wood…All socioeconomic strata, 
including royalty, chose faience for certain pieces of funerary 
equipment. The range of objects is narrow and most can be 
assigned an amuletic function. Faience (or glazed steatite) was 
used not because of its inexpensiveness or easy availability- 
that as an imitation of more precious substances- but because of 
its colour and finish: the choice of faience was integral to the 
function of the finished product…also because of the magical 
quality of the material. (Bianchi, 1998: 42-3) 

In antiquity we have now come to the other end of the continuum of a 

generalized vitreous industry revolving around the making of jewellery 

components. This sixteen hundred year journey (c4000BC - c2400BC) has 

taken us through the various stages of evolution from glazed steatite and frits to 

true glass. The distribution of glass and glass related beads and materials in 
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late antiquity is traced in Figure 2.2.1, corroborating the position of glass as an 

important component in jewellery making.  

 

Figure 2.2.1 Distribution of glass and related jewellery materials and beads, 
c2500BC, (Dubin, 1987: 35) 
 
The widespread distribution of glass as a jewellery component resulted in 

various stylistic and technical adaptations within each society that utilized it. 

The trajectory from the earliest examples of glass beads in antiquity during the 

Akkad dynasty in Mesopotamia c2340BC to the invention of glass blowing in 

the early Roman Empire circa 1AD illustrates a passage of innovation and 
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inspiration that continues today. This journey is mapped in the following 

chapters, 2.2.1 and 2.2.2. 

2.2.1 Technical Developments 

In charting technical developments in jewellery, we are unwittingly 

mirroring the development of humankind, albeit in a micro- environment. The 

development of jewellery can be seen as a reflection of the struggles and 

growth of its human bearers, and has “always been closely related to the 

technological and economic developments of civilization.”(Fitch, 1992: 30) Forty 

thousand years ago homo sapiens first used natural organic items to adorn 

bodies, ward off evil and improve hunting skills. Erikson (1969) speculates that 

the materials used were chosen not only for their symbolic functions, but also 

for their proportions and aesthetic attraction. They could be strung, therefore 

worn on the body making them easily transportable, durable, inheritable so 

highly valued in life and death, often being worn to the grave, providing   

ancestral genealogy.  

 If people in pre-historic times were to be able to wear jewellery, it 

necessitated the chance lucky find of a pretty stone with a natural hole in. 

However, with minimal technological advancements, beads of raw materials 

began to be created as well as found naturally. Dortch (1979) validates that 

discoveries of 12000-year-old beads at Devils Lair, a Western Australian 

archaeological site, are examples of the simplest of materials and manufacture: 

The method of manufacture is as follows, using as tools an 
unretouched quartz flake and a fragment of sandy limestone; 
and as raw material that part of a kangaroo fibula shaft 
containing a narrow cavity. The fibula shaft is first cut deeply 
around its circumference with the quart flake, and then carefully 
snapped in half between the fingers, leaving a clean transverse 
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break. This end of the selected half of the bisected fibula shaft is 
rounded by abrading it against the surface of the limestone 
fragment. The shaft circumference is next cut 20 to 25mm from 
the rounded extremity and snapped off as before. The newly 
detached end of the short length of bone is rounded by abrasion 
as above, and the marrow cavity cleaned out with a sliver of 
wood or bone, so easily creating a perfectly perforated bead.  
(Dortch, 1979: 39) 

Shapes that were easy to perforate, i.e. flat, tubular or barrel such as the 

kangaroo bone, were amongst the first forms, leading to the recognised 

universal shape of a sphere. As a society’s sophistication in manufacturing 

increased, so did the variety of raw materials and methods expand, resulting in 

more complex decorated forms. As shown in Table 2.2.1, (after Dubin, 1987: 

329-41) materials and shapes of beads reflected the technical capacity of 

societies, starting with stone, bones, teeth and shell. In each case the elements 

relating to glass are underlined: 

Table 2.2.1 Technical developments in Antiquity, (after Dubin, 1987: 329-41) 

Dates Developments Region/Civilizations 
38,000 BC 
 

Naturally occurring holes or 
grooved beads of stone, bone, 
teeth, seeds and shell. Flat, 
tubular shapes 

India, Europe -Paleolithic 
Age 

30,000 BC-
10,000 BC 

Bi-conal piercing, abrasive 
materials, definite ground 
shapes, decorative incisions and 
carving 

Jordan Valley, India, China, 
Australia, Europe, Africa 
Nth. America-Mesolithic Age 

6000 BC -
5000 BC 

Rhomboidal, disks, cylinders, 
barrels and lenticular shapes, 
clay beads, glazed steatite, 
obsidian beads  

Turkey, Turkmenistan, Egypt, 
India- Neolithic Age 

4000 BC Metal beads, faience Iran, Egypt- Badarian period 
2600 BC Gold and copper beads Sumeria (Ur), Egypt 
2340 BC Core-formed glass beads Mesopotamia- Akkad dynasty 
1600 BC Folded and ground glass 

pendants/amulets 

Egypt- Middle Kingdom 

1500 BC Mosaic glass invented Mesopotamia 
1400 BC –
1000 BC 

Mold-cast glass relief beads Greece, Mycenaean 
civilization, China- Western 
Zhou dynasty 
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Table 2.2.1 continued 

Dates Developments Region/Civilizations 
800 BC-  
300 BC 

Wound glass stratified eye beads 
with raised spots, composite 
modelled polychrome face and 
shaped beads, folded and 
pressed shaped glass beads, 
gold sandwich glass beads 

Carthage- Phonecians 
China, Warring State 
Greece-Rhodes 
Hellenistic and Roman periods 

200 BC Drawn glass beads, Wound glass 
stratified eye beads with raised 
spots 

India, Japan- Yayoi period 

100 BC Invention of glass blowing, 
superior glass recipes, complex 
mosaic glass beads

Rome 

 

 

There were vast trade networks associated with jewellery items, with 

technologically sophisticated societies trading finished items for raw materials 

from less advanced peoples. This trade in beads provides an insight into inter-

cultural relationships in Antiquity, and the impact of new ideas and technology 

on indigenous decorative styles. Hence tracing the distribution of beads sheds 

light on the broader history of technology. Three river valley civilizations in 

Western Asia influential to the development of glass related jewellery were 

Egypt, Mesopotamia and the Indus Valley. As seen in Figure 2.2.1 and 

confirmed by Dubin (1987), technology from these centres spread via trade 

and/or conquest, initiating cultural cross-fertilization in styles and techniques of 

jewellery in successive civilizations until Roman domination at the end of the 

firstt century BC: 

The products of Sumerian jewellers spread into the less-
developed cultures of western Asia and into Anatolia, the 
probable source of the jewellers’ gold. Sumerian jewellery 
techniques also travelled to southern Greece and Crete…The 
importance of Sumerian and Mesopotamian jewellery and 
beadmaking and its direct influence on the adornment of 
subsequent cultures in western Asia and the Mediterranean 
cannot be overemphasized. Indeed, most techniques practiced 
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by jewellers today were known to the ancient Sumerian 
goldsmiths. (Dubin, 1987: 37-38) 

The period of Roman dominance from 100 BC TO 400AD was 

considered, along with New Kingdom Egypt and Islamic dominance in the 

Mediterranean, to be one of the three great periods of ancient glass making. 

(Dubin, 1987) During this time technological advances in the recipes for glass, 

refinement of furnaces and the invention of the blowpipe (although not directly 

related to the creation of beads) superseded core forming as a creative 

procedure. This resulting new fluidity in the glass afforded fresh designs and 

styles of glass beads, as well as an increase in the quality and quantity of glass 

produced and disseminated throughout the far-flung Roman Empire. Another 

innovation to have positive effects on glass jewellery was the method of 

drawing glass which occurred in quick succession during this period in Roman 

factories and in India. This process which involved stretching fused rods of 

patterned canes, enabled large numbers of glass beads to be produced 

cheaply and quickly, and their abundance was to have effects on the 

demographic distribution of glass jewellery, once the privilege of the wealthy: 

Although the blowpipe was not directly relevant to glass 
beadmaking, since few beads were blown (the great majority 
were still produced by winding and the newly introduced drawn 
techniques), the combined result of all these innovations under 
Roman guidance was the growth of glassmaking into a large-
scale industry. More glass was made in the first century AD than 
in the previous fifteen hundred years. (Dubin, 1987: 57) 

It is also ironic to think that this ancient technique in glass making was only 

rediscovered in Venice one thousand years later, in another of the great eras in 

glass making, once again changing the history of jewellery. 
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2.2.2 Aesthetic Developments 

The evolution of the aesthetics of the necklace was not a straight line, 

but a twisting continuum, which turned and returned throughout the ages, 

spawning revivalism from earlier designs. The very basic evolution from 

pendant to single strands and then to more complex tiered neckpieces does 

seem to be generalized across various cultures, although not concurrent: 

A similar pattern of development from simple strings of beads to 
more elaborate compositions also characterised the evolution of 
the Egyptian necklace, culminating in the elaborate forms of the 
broad collar and of the pectoral. Early neck ornaments of Pre-
dynastic and early Dynastic periods (4th and 3rd millennia BC) 
consisted of simple strands of beads carved in stones such as 
cornelian, alternating with beads of glazed steatite. (Triossi and 
Mascetti, 1997: 19) 

Changes were brought about through the inclusion of new materials, 

different techniques, social order and stability of administrations, as well as a 

progressive departure from religious, talismanic and prophylactic functions 

towards more decorative and status orientated functions. Design change often 

came from absorption of one culture by another, where the styles and motifs 

would merge/morph rather than change dramatically or disappear.  

Several factors which were influential in the stylistic development of 

neckpieces in Antiquity included lifestyle, (nomadic or settled) climate, 

technological advancement and availability of materials.  Climate governed the 

type of attire which, in turn, affected the style of neck adornment worn. Style 

and design were dependent on the availability of materials, which also 

influenced the colours of neckpieces. The choice of colour could also relate to 

symbolic or religious significance. Status and class often determined styles and 

composition whilst votive jewellery would differ from that worn every day. Each 
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of these factors contributed to a broad range of stylistic development in the 

ancient world. 

The most universal form of early neck adornment in all civilizations was 

probably the pendant or amule, which would initially have performed a 

talismanic function, varying across countries. (Anderson, 1988) The early 

Egyptians favoured small statuettes of cobras, falcons and scarabs, portraying 

manifestations of their gods. Likewise, pendants of griffins and lions were worn 

by the Persians, rams and goats by the Mesopotamians whilst the Vikings 

rendered their gods as snarling beasts: 

The amulet and the talisman – consisting of a single bead, a tiny 
figurine or an inscribed plaque – were the most universal forms 
of personal adornment in the ancient world. It is easy to imagine 
the symbolic associations drawn between the colours of such 
materials as gold, carnelian, turquoise and greenstones and the 
elements related to fertility…The belief that animals were 
manifestations of the gods was such a universal assumption that 
most jewellery produced was derived from animals. (Anderson, 
1988: 10) 

One of the earliest stable societies was that of the Egyptians, situated 

along the Nile Valley where the climate was sultry. Both men and women of the 

Badarian era, c4000BC, wore simple, usually draped white linen garments, 

which left the upper body bare. Hence, the neck, which had been a natural 

focal point for body adornment in all climatic conditions since Palaeolithic times, 

continued to be the bodily device for display of Egyptian jewellery: 

It is not surprising that the decorative value of these magnificent 
and brightly coloured neck ornaments was especially 
appreciated in Ancient Egypt, especially when considered in 
relation to contemporary costume. This consisted of fitted white 
linen garments, which finished below the breast… The colours, 
bold shapes and precious materials of neck ornaments provided 
a needed decorative element for styles which left the upper body 
completely exposed in the case of both sexes. (Triossi and 
Mascetti, 1997: 21) 
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The most common element in the single strand necklaces was beads 

made from glazed steatite in blues and greens. The following Naqada 1 culture, 

c 3500 BC, continued the styles of the Badarian era, but added forehead 

elements into body adornment. One innovation in neckpieces was that of the 

introduction of minute faience beads, which were more uniform in shape and 

combined with simple gold components. During the First Dynasty, c3100-2890 

BC, a new rectangular shaped bead became a feature of the single strand 

necklaces. The serekh, as it was named, was created in gold, turquoise and 

faience.  

One of the most characteristic and classical styles of Egyptian neck 

adornment- the wesekh – or broad collar, made its first appearance in the 

Fourth Dynasty, Old Kingdom, c2600 BC. This progression from a single strand 

to multiple strands of beads employed the innovation of the first usage of 

spacers to allow the piece to sit evenly around the neck, which was often a key 

component in the design. With the addition of large terminals, often depicting 

birds or animals, to act as a counter-balance to the heavy frontal strands, the 

wesekh portrayed the level of sophistication in jewellery design during this era. 

The broad collars, consisting of precious and semi-precious beads and 

generally worn only by the privileged classes, did not employ at this stage 

fastenings or clasps but were simply tied together with cord: 

The wesekh- a broad collar with many beaded strands 
separated by spacer beads to keep multilayered necklaces 
hanging properly- was in use by the Fourth Dynasty (2613- 2494 
BC). From the beginning of the Middle Kingdom, the wesekh 
became a characteristic form and almost an essential item of 
dress. Its visually impressive size and large quantities of 
precious materials undoubtedly indicated power and prestige of 
its wearer…At first simple in execution, they later became 
elaborate individual units. (Dubin, 1987: 43) 
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Colour was an important element in Egyptian jewellery with a 

predilection for large blocks of single colours built up through the use of one 

type of stone or faience beads. As well as their visual impact, the popularity of 

certain stones, faience and later glass reflected the importance of the symbolic 

meanings of colour, with only relatively few being favoured out of a large range 

of available elements. The stones’ colours were chosen in the belief of their 

protective and remedial properties, a practice that continued to be directional to 

the design and significance of jewellery throughout the ages. This helps to 

account for the wide spread use of blue and green stones such as turquoise 

and lapis lazuli, as well as their simulacra in faience, Egyptian blue and later 

glass: 

Although numerous stones were available to the Egyptians 
(amethyst became very popular in the middle Kingdom), certain 
metals and stones were favoured, especially gold, carnelian, 
lapis lazuli, and turquoise. A stone’s colour almost certainly had 
particular talismanic value to the Egyptian lapidary and his 
clients and therefore determined its popularity. Green turquoise 
or feldspar symbolized the earth’s fertility and was considered 
the colour of new life: red carnelian was the colour of blood, 
symbolizing life: while lapis lazuli the “heavenly stone,” 
resembled the sky. (Dubin, 1987: 42-43) 

According to Dubin (1987) off-loom beadweaving originated in Egypt 

around 2200 BC, making use of the minute beads, often woven on gold wire, to 

create numerous items including funerary nets, girdles, belts and broad collars. 

Tait (1986) comments on the more common use of silver which, although still 

rare at this time, was more highly regarded than gold. After a period of civil 

unrest between c2181 - 2040BC, when jewellery design suffered a decline, 

Egypt entered her golden age of jewellery. Magnificent collars and pectorals 

were lavishly inlaid with cloisonné of glazed composition and glass. The 

pectoral, which evolved from the simple pendant into lavish open work plaques 
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covering the chest, and supported by elaborate beaded straps, became the 

vehicle for even more sophisticated workmanship by jewellers. Egyptologist 

Howard Carter discovered spectacular examples of these neck ornaments in 

1922 when he unearthed the Pharaoh Tutankhamun’s tomb, whose reign was 

at the end of the New Kingdom’s Eighteenth Dynasty. Guadalupi (1998) 

speculates that the designs employed for the pectorals, such as falcons with 

outspread wings, similar to the pectoral in Plate 2.2.3, may have served a dual 

purpose. As well as portraying religious imagery, they provided artisans with 

the opportunity for dazzling use of colour: 

 

Plate 2.2.3 Falcon pectoral from Tutankhamun’s tomb, c1324BC (Dunn: 1999) 
 

The New Kingdom witnessed the first great epoch of glass making, with 

Egyptian artisans producing deeply coloured opaque glass for inlays as well as 

complex sand core beads to be used in jewellery. With the exception of glass 
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being used in preference to stones in neck ornaments, there was little change 

in style until the Amarna period (c1379 - 1362 BC) when collars were 

composed of delicate flowers, seeds and pods in glass and faience, the 

inspiration being derived from natural garlands of flowers. Dubin (1987) 

speculates that this change of style may have been due to outside influences: 

It has been suggested that the uniquely gay and joyful quality of 
Amarna period art and jewellery reflects the sudden appearance 
of outside influences- possibly attributed to Minoan artists who 
may have fled to Egypt after the fall of Crete. (Dubin, 1987: 41) 

A decline in glass making skills after the fall of the New Kingdom, 

effectively produced an end to glass’s dominance in jewellery in Egypt. It was 

not until Ptolemaic times when Alexander the Great invaded Egypt and during 

the early period of Roman power c300 BC, that beautiful and complex glass 

beads were again created. This era marked the end of purely original Egyptian 

style in their jewellery, which began to conform to Hellenistic designs. (Triossi 

and Mascetti, 1997) 

Many of the changes in jewellery style were brought about in a similar 

way, with conquest resulting in a general integration of different cultural and/or 

artistic styles, or by way of trade. As already discussed, there were well-

established commerce routes between Asia, Egypt and the Mediterranean by 

2000BC , with Minoan glass beads showing a distinct Egyptian influence. 

Minoans were lovers of gold, but also incorporated glass enamels or paste, 

faience, steatite and semi-precious stones in their single strand necklaces and 

pendants. These were often worn in multiples of varying lengths at one time. 

(Triossi and Mascetti, 1997) The predilection of the Mycenaeans for simple 

geometric bead forms of globular, cylindrical, disc, drum and bi-conal shapes 
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crafted from steatite, faience and gemstones in c2200BC changed in the next 

two hundred years to more expressive and elaborate depictions of flowers, sea 

creatures and lotus. The Minoan style survived the fall of Knossos and was 

transposed to mainland Greece, where elements of cast relief glass, often dark 

blue, replaced some of the former gold pieces: 

To the Mycenaeans, glass was an exotic, treasured material. 
Flat, molded blue glass relief beads [like these] were mass-
produced in the region of Mycenae from 1400 to 1150 BC. They 
were identical to gold relief beads that were made in the same 
steatite molds. As gold became scarce, glass was used with 
increasing frequency. In addition to the architectural volute motif 
shown in relief on these beads, countless stylized designs 
inherited from the Minoans were used, including shapes of 
plants, flowers, fish, shells, and animals.  (Dubin, 1987: 46) 

After a series of invasions the Mycenaean culture, along with the 

production of luxury glass items waned. The renaissance of the glass industry 

in the Iron Age was indicative of innovation by craftsmen with core-forming as 

the most prevalent technique.   Between 800- 300BC these brilliant glass 

makers produced some of the most intricate and complex glass beads in 

antiquity, as can be seen in Plate 2.2.4, representing human and animal heads 

and eye beads, similar to the famous eye beads created by artists from the 

Warring States in China (c481-221BC). 
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Plate 2.2.4 Phoenician glass core beads, c700BC, (Dubin, 1987: 48) 
 

 One can only surmise about the occurrence of such similar iconography 

between two such geographically removed societies: 

First reported from princely tombs near Lou-Yang (Henan 
province), and now excavated from other late Zhou burials as 
well, these masterpieces of the beadmaker’s art employ layered 
glass to create protruding eye-like motifs, often in complex 
geometric patterns. While it is possible that these beads were 
inspired by contemporary western Asian or Phoenician 
prototypes, their manufacture and chemical composition (lead-
barium glass rather than the soda-lime glass known in the West) 
strongly suggest they were made in China. (Dubin, 1987: 159) 

With the end of the so-called Dark ages in antiquity around 900BC, 

Greek jewellery was influenced by oriental style through renewed contacts with 

western Asia, the principal influences coming from the Phoenician, Syrian and 

Cypriot artisans whom settled on the Greek mainland. As well as continuing 

traditions of gold-smithing, new techniques of inlaying of stones and glass were 

introduced. According to Triossi and Mascetti (1997), the necklace was a very 
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important component in Greek jewellery evidenced by the many words used to 

describe different necklace constructions. The terms hormos, hormiskos, 

kathema and hypoderis referred to the use of repeated elements, whilst the 

term balysion was for necklaces made of different elements.  The most classic 

and popular form of necklace of the Hellenistic period was the ploikion, 

constructed with a woven strap supporting a pendant fringe. These ranged from 

simple pieces to elaborate creations of tiered fringes of different sized pendants 

representing seeds, flower buds and later, amphora shaped drops, often 

sumptuously ornamented with coloured glass pastes. During the Hellenistic 

period, Rhodes was an important producer of colourful glass beads, which were 

often set between the pendants: 

While the manufacturing and trading of glass beads on a truly 
global scale commenced with the Romans, a major production 
site for Hellenistic glass beads was recently uncovered on the 
island of Rhodes. The discovery of debris from a glass factory 
there proved the island was an important manufacturer of beads 
during the late third or early second century BC. Over ten 
thousand glass beads were excavated. Made by folded, drawn, 
pressed, wound and ground techniques, they included melon, 
heart, biconical, bipyramidal, spherical, and cylindrical shapes 
and pendants… Additionally, there were large quantities of eye 
beads and numerous more unusual varieties, including dolphin 
shapes, spacers, spools, and cubes, in all colours and in 
mosaic, opaque and translucent glass. (Dubin, 1987: 54) 

During the Classic period once again, clothing was instrumental in the 

type of necklaces worn, with “a tunic, the chiton, formed of draped material 

clasped at the shoulders” (Triossi and Mascetti: 26) requiring necklaces to be 

worn high on the neck. These were simply tied with string, often threaded 

through terminals. The first evidence of a dramatic change in the method of 

fastening was not until the rewards of the conquests of Alexander the Great (in 

the form of more abundant supplies of gold) allowed necklaces to be tailor 
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made. This led to hook and eye fastenings so that the method of attachment 

changed and became a decorative element in the design. This method of 

fastening also became popular in Italy with the Etruscans: 

In particular, the ring-and-hook fastening becomes a feature of 
those Hellenistic necklaces designed as chains of gold link and 
beads with zoomorphic terminals which were particularly popular 
in southern Italy. In such examples, the zoomorphic terminals 
and hook-and-eye fastenings became a decorative device 
possibly worn at the front. (Triossi and Mascetti, 1997: 26) 

Initially the Etruscans developed an independent style in their art and 

jewellery but, by the end of the seventh century, came under the influence of 

Greek style. The favoured different styles of necklaces included single strands 

of gold beads supporting glass and faience pendants known as.a bulla. This 

type of ornament was to hold favour in Etruscan necklaces from the eighth 

century BC to the early Roman times, even surviving when Etruscan jewellery 

came under the influence of Hellenistic style in the mid fourth century BC. The 

bulla began with simple geometric motifs on disc shaped pendants and evolved 

to more complex motifs in the seventh century BC embodying Oriental 

influences in the form of zoomorphic and anthropomorphic figures, palmettos 

and sun and moon symbols. Originally worn as a single pendant suspended on 

a cord or chain and thought by Triossi and Mascetti (1997) to have had a 

mainly amuletic function, the necklace developed to include several bullae 

combined with other exotic pendants shaped as flowers, seeds and amphorae 

and hollow female heads which could contain perfumed oils. Prophylactic 

imagery on the bullae could differ, depending on the sex of the wearer, with 

female deities being favoured by women and young boys choosing subjects 

portraying the male pantheon: 
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Several examples of necklaces mounted with three, five or 
seven bullae are known, but the most widespread fashion 
required girls, women and young men to wear one alone on a 
cord or gold chain…The example from Vulci, first half of 4th 
century BC, supports seven bullae embossed with mythological 
scenes. The subject matter of these bullae, all with a heroic 
male theme, suggests that the jewels were made for young men. 
(Triossi and Mascetti, 1997: 34) 

There is much evidence of cross-cultural influence on Etruscan 

jewellery, with an additional popular type of scarab pendant, lavish use of 

brightly coloured glass beads and decorative use of glass pastes being 

introduced by the Phoenicians. The Etruscans similarly employed the pectoral, 

a favoured neck or chest ornament in Egypt during the New Kingdom, as a 

status symbol in the seventh and eighth centuries BC. Triossi and Mascetti 

(1997) argue that this typical Etruscan neck ornament displayed Oriental 

influences in design motifs. By the late fourth century BC, Hellenistic influence 

saw the emergence of an Etruscan style strap necklace. Above all, Etruscan 

men and women loved colour (Tait, 1986) and both sexes wore multiple 

necklaces such as polychrome glass beads supporting bulla, pectorals and 

strap necklaces at the one time. The newly emerging Roman Empire derived 

much of its artistic expression from Etruscan love of colour and the earlier 

Hellenistic period. 

Table 2.2.2 tabulates aesthetic developments in glass jewellery in 

Antiquity. Glass components are highlighted with underlining in the material 

column: 
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Table 2.2.2 Aesthetic developments in neckpieces across Antiquity 
 
DATE REGION/ 

CIVILIZATION 
COLOUR FORM /SHAPE MATERIALS STYLE  FASTENINGS, 

CLASPS & FINDINGS 
38,000-
10,000 BC 

Palaeolithic 
Age 

Au naturel Unformed, natural Stone, bone, shell,  Pendant, amulet, single 
bead then single strands 

Strung on leather, 
animal hair, string and 
tied together 

6000 BC Mesolithic Age Natural, some 
coloured 
pigmentation 

 Carved and incised Stone, bone, shell Pendant, amulet, single 
bead and single strands 

Strung on leather, 
animal hair, string and 
tied together 

5000 BC Arpachiya (modern 
Iraq) 

Au naturel, 
black 

Flat backed ellipsoid, 
polished 

Obsidian, cowrie 
shell, red 
pigmentation 

Single strand Strung on leather, 
animal hair, no 
opening, fitted over 
head 

4000 BC 
 
 
3200 BC 
 
 
2600 BC 
 
 
 
2200 – 
1650 BC 
 
1650-1085 
BC 
 
1379-1362 
BC 
 
1350- 
1085 BC 

Egypt 
- Predynastic 
 
-First dynasty 
 
 
- Middle Kingdom 
 
 
 
-Sixth dynasty 
 
 
- New Kingdom 
 
 
- Amarna period 
 
 
-New Kingdom 

Blue/green 
 
 
Blue/green & 
gold 
 
Polychrome 
 
 
 
Polychrome 
 
 
Polychrome 
 
 
Polychrome 
 
 
Polychrome 
 
 

Irregular 
 
 
Rectangular 
(serekh) 
 
Graduated cylindrical, 
leaf beads  
 
 
Mummiform  & amuletic 
beads 
 
Complex & eye beads, 
inlay and casts 
 
Flowers, seeds, petals 
 
 
Glass inlays 
Kiosk shape pectorals 

Glazed steatite beads 
 
Gold, 
turquoise, faience, 

mus) ivory (hippopota
 
Faience, gold, 
gemstones 
 
 
Faience, gold, 
gemstones 
 
Glass, 
faience, stones, gold 
 
Faience, glass, gold 
 
 
Faience, glass, gold, 
gemstones 

Single bead, figurine or 
plaque. Single strands 
Simple design, single 
strands 
 
 
Broad collar or wesckh, 
multi strands, 
 
 
Off-loom bead woven 
collars 
 
Pectoral, (trapezoid & 
falcons) combining 
beaded necklace  
Collars 
 
 
Pectorals, elaborate 
beaded straps and 
counterpoise 

Spacers used on 
girdles, necklaces tied 
on string 
Tied on string 
 
 
Spacers, terminals –
birds & animals, no 
clasps- tied together 
 
Tied on string 
 
 
Tied with thong 
 
 
Terminals and cord or 
counterpoise elements 
 
Fitted over head and 
rested on chest and 
back-no opening 
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Table 2.2.2 continued 
 
DATE REGION/ 

CIVILIZATION 
COLOUR FORM /SHAPE MATERIALS STYLE  FASTENINGS, 

CLASPS & FINDINGS 
2340 –
2180 BC 

Mesopotamia 
Sumeria, UR 
 

Intense blue & 
gold, reds 

Quadruple spiral  & 
spacer beads, barrel, 
cylindrical, floral. Gold 
capped. 

Faience, gold, 
gemstones, steatite, 
glass 

Single or double strands 
with carefully balanced 
colour separation 
Chokers 

Tied with thong 

2300-1700 
BC 

India- Indus Valley, 
Harrappan culture 

Mainly gold, 
some colour 

Complex floral 
ornaments & shells 

Gold, silver, 
faience gemstones 

Many complex necklaces Tied with thong 

2200 BC 
 
 
2000-1600 
BC 
 
1400 BC 
 
 
 
 
1400-1100 
BC 
 
650 BC 
 
 
400-  
380 BC 
 
 
 
 
340-27 BC  

Greece-Early 
Minoan civilization 
 
Middle Minoan 
 
 
Late Minoan- early 
Mycenaean 
 
 
 
Cypro-Mycenaean 
 
 
Oriental Greek 
 
 
Classic Greek 
 
 
 
 
 
Hellenistic  

Polychrome 
 
 
Gold and some 
colour 
 
Blue enamel 
 
 
 
 
Blue/gold 
 
 
Gold 
 
 
Gold and some 
colour 
 
 
 
 
Polychrome 

Globular, cylindrical, 
disc, drum, biconical 
 
Floral, birds, fish, 
insects, animals 
 
Shallow relief- volutes, 
floral, shells, 
pomegranates, figure 
eights 
 
All as above 
 
 
Embossed rectangular, 
trapezoid 
 
Rosettes, seeds 
palmettes, acorns 
buds, & heads. 
Lenticular, globular, 
melon 
 
3D beads as above 
plus reef knot 
(hercales), crescents 

Gemstones, faience, 
steatite, shell, gold 
 
Gold, glass enamel 
 
 
Gold, glass enamel, 
mainly dark blue 
Glass 
 
 
Gold 
 
 
Gold, enamel, inlaid 
glass 
 
Gold, 
enamel, gemstone
glass

s, 
 

Bead necklaces 
 
 
Cord or simple chain 
supporting beads 
 
As above 
 
 
 
 
As above 
 
 
Plaques on suspension 
cord 
 
Flat elements (rosettes) 
as chain or band plus 3D 
pendants 
 
 
 
Plokion, or strap 
necklace, chains with 
animal head finials, 
beads linked with wired 
elements, not threaded 

Tied with thong 
 
 
Tied with thong 
 
 
Tied with thong 
 
 
 
 
Tied with thong 
 
 
Secured to garment 
with hooks 
 
Tied with thong 
 
 
 
 
 
Hook and eye 
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Table 2.2.2 continued 
 
DATE REGION/ 

CIVILIZATION 
COLOUR FORM /SHAPE MATERIALS STYLE  FASTENINGS, 

CLASPS & FINDINGS 
1100 BC 
 
 
 
 
 
700- 
300 BC 
 
300 BC- 
1AD 

Proto-Celtic 
Urnfeild 
 
 
 
 
Hallstatt 
 
 
La Tene 

Blue/white, 
some yellow, 
gold, bronze 
 
 
 
Polychrome  
gold 
 
polychrome, 
gold   
 

Twisted cuniform 
section, hooked 
terminals, geometric 
ornamentation 
 
 
Stamped decoration, 
stylised scotiae 
 
Eye beads, blue/white 
protruding spirals, red 
coral / glass amulets 

Iron, amber, 
bronze, glass 
 
 
 
 
Gold, silver, 
iron, enamels, glass 
 
Gold, silver, 
iron, enamels, glass, 
oral c

 
 

Torc, rigid neckring,  
hooked or knobbled 
terminals (scotiae), open 
and closed; bead 
necklaces 
 
Enamelled torcs, with 
beads, 
 
Amulets, bead necklaces, 
torcs 
 

Open or hinged 
 
 
 
 
 
As above 
 
 
As above 

700 BC Phoenicia Polychrome Eye beads, complex 3D 
head beads 

Glass, gold Single strands with 
central pendants 

Tied with thong 

700 BC 
 
 
 
00 BC 6

 
 
 
 
 
00 BC 4

 
 
300 BC 

Etruscans Mainly gold, 
ome colour s

 
 
Mainly gold, 
ome colour s

 
 
 

rome  Polych
 gold &

 
 

rome  Polych
& gold 

Disc shaped bulla with 
geometric motifs 

carab pendants S
 
Palmettes, rosettes, 
zoomorphic & 
anthropomorphic, suns 

 moons &
 
Lions, gorgons, satyrs, 
eads h

 
 
Large lenticular, 
embossed 

Gold, silver, electrum, 
amber, glass, glass 
paste, faience 

Single strand beads 
supporting Bulla & 

endants p
 
Pectorals (semi circular 

r rectangular) o
 
 
 
Strap of woven chain 
supporting looped 

lements e
 
Bullae 

Tied with thong 
 
 
 

ied with thong T
 
 
 
 

ied with thong T
 
 
 
Hook & eye 
 

 



2.3 Celtic Europe 

The various barbarian and Bronze Age civilizations of Europe and Asia 

before the Christian era tended to be migratory, accounting for the intermingling 

of jewellery styles and influences through trade and conquest. In the region of 

the Upper Danube around 1100 BC, the Urnfield culture with an advanced 

social structure emerged from the widespread disruption at that time to set 

themselves apart from other nomadic peoples. These people were considered 

proto-Celtic (Tait, 1989) whilst the succeeding Hallstatt culture- c700 - 450BC, 

Europe’s first iron using society, was the true predecessor of the Celts: 

The late Bronze Age peoples of central Europe cremated their 
dead, placing the ashes in pottery vessels that were buried in 
“urnfields.” Out of these communities…emerged Europe’s first 
iron-using culture, the Hallstatt (700-450BC), who are 
recognized as the forerunners of the Celts. (Dubin, 1987: 62) 

 Unlike other civilizations, the Celts were more a culture than a regional nation 

belonging to large family of peoples speaking Indo-European languages 

(Wobrauschek, 2000) and developing a distinct stylistic practice. 

For more than 700 years the Celts expanded their territories throughout 

Europe, Britain and Asia, becoming international traders. Broucher (1987) 

explains that, from c1100BC, they appear to have split into two groups, one of 

which, the Goidels, moved westward to Great Britain and Ireland and the other, 

strangely called the Brittons, south into Gaul and Iberia, and finally c500BC 

eastward towards the Adriatic, as shown in Figure 2.3.1: 
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Figure 2.3.1 Celtic expansion c500BC, (Wobrauschek, 2000) 
 
 During this expansion they adopted many of the technological advances of 

other cultures; one of these was in glass making: 

The art of glass working in eastern Celtica was certainly one of 
the components of a general trend in which the eastern Celtic 
tribes adopted new technologies during the second half of the 
third century BC. This cultural development was an aftermath of 
the retreat movements of the historical Celtic raids on 
Macedonia, Thrace and Greece. (Wobrauschek, 2000: 25) 

 45

 



By 500BC the Celts of the La Tène culture were producing distinctive jewellery 

incorporating glass elements showing influences absorbed from contacts with 

Etruscan and Italic artisans. 

As one of the first civilizations to have occurred outside of the hot 

climates of the Mediterranean, the jewellery of the Celts was more functional 

than decorative. The functionality of the everyday fibulae or brooches however, 

was enhanced by complex construction and lavish ornamentation. (Tait: 1989) 

Celtic craftsmen were using red enamel and cast glass inlays as early as 

400BC and continued to enrich their jewellery by employing the techniques of 

both cloisonné and champlevè enamelling to achieve polychromatic effects. 

The Greek philosopher Phiolstratus described this procedure in the second 

century AD: 

 ‘The barbarians in the ocean pour these colours into bronze 
moulds, that the colours become as hard as stone, preserving 
the designs’ (Tait, 1989: 16) 

Although the pins and brooches were the most common objects worn by the 

Celts, the more distinctive item of Celtic jewellery was the torque or neck ring. 

Opinions differ as to gender use and symbolic function of the torque with Tait 

(1989) speculating that the torque was worn mainly by women, whilst Triossi 

and Mascetti (1997) note classical authors often mention them being worn by 

warriors in battle. Whilst most torques were made from bronze, gold or more 

rarely, silver, early examples often incorporated glass beads in the design: 

[The glass eye bead was] a well-known continental Celtic bead 
type found in Iron Age sites that has a close relationship with the 
torque, a neckring that was the classical item of Celtic jewellery. 
The bead is dark blue with white marvered spirals on protruding 
knobs. (Dubin, 1987: 62) 
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These beads, which were thought to have had tailismanic properties, 

originated in Asia, were produced by the Phoenicians in the eight century BC, 

and were employed by the Celts from six hundred BC. The occurrence of the 

eye bead can be traced back to in the fourth millennium BC, and is believed to 

ward off the evil eye. Cultures as widely dispersed as China, Egypt, Africa and 

Europe created eye beads, firstly in stones like carved carnelian and later with 

the introduction of glass, eye beads were amongst the first glass items made. 

Many of the glass eye beads were in blue and white. The Celts were one of 

many peoples to believe the wearing of an eye bead around the throat would 

cause the viewer to look away from the vulnerable neck area. 

European Celtic workshops in oppida, towns specializing as international 

trading centres for certain products, began producing glass raised spiral eye 

beads c200BC, and many were imported into Britain to cater for the Celtic love 

of glass beads. The new skills for making glass were adopted during the 

second half of the third century BC as an aftermath of the historic raids on 

Macedonia, Thrace and Greece. (Wobrauschek, 2000) Both Dubin (1987) and 

Wobrauschek (2000) are uncertain if earlier glass beads and jewellery were, in 

fact, made from raw materials by the Celts or if they applied their considerable 

technical skills in metal work to produce glass objects from blocks of glass 

acquired from trading partners: 

Glass jewellery was a common product in the Celtic world and it 
seems that it was manufactured in many workshops in different 
places in the large area of the La Tenè Culture. Identification of 
glass workshops is not an easy matter for archaeologists, and 
scholars making a thorough study of the subject still do not 
agree as to whether the Celts produced the basic glass or 
whether they imported raw glass from Mediterranean sources. 
(Wobrauschek, 2000: 25) 
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Most torques were made from locally produced bronze with stylized and 

decorated ends featuring faces, spirals and birds. By the fourth century BC, an 

increasing use of precious materials included gold, silver, coral glass and 

enamels characterized the Celtic neckrings. The strong coloured enamels were 

inlaid on the terminals of the torques in cruciform designs, rosettes and 

chequered patterns. The coral was often worked into lucky amulets and 

“workers even tried to imitate its colour in enamel, a completely Celtic industry”. 

(Boucher, 1987: 139)  

Although generally worn as a decorative or symbolic personal ornament, 

Gonzalez-Ruibal (2004) speculates that they possibly served other non- 

aesthetic functions including being used as a rattle because “some of them had 

tiny stones in their hollow ends, producing a sound when shaken” (Gonzalez-

Ruibal, 2004:138) and as a form of currency for measurable wealth 

accumulation: 

Whether these torque were seen purely as jewellery or not is still 
unclear; there are strong possibilities that their main function 
was that of special-purpose currency, since their weight appears 
to have been a multiple of what has been recently recognized as 
a unit of weight used by the Celts. (Triossi and Mascetti, 1997: 
30) 

The Celtic domination of Europe (see Figure 2.3.1) ended with Caesar’s 

conquest, but their stylistic traditions endured in Europe, including Iberia and 

Great Britain during the Roman period, reappearing throughout the centuries 

until 1200AD. Indications of Celtic influence can still be traced to artwork in 

Scotland and Ireland today, where the Roman dominance was not as strong. 
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2.4 Oriental Antiquity 

Whilst the main accent of early glass making is usually centred on the 

Western cultures of the Mediterranean, there was parallel development in 

Eastern and Far eastern civilizations. The technical skill to manufacture glass 

developed separately in the Far East seventeen hundred years after its initial 

discovery in Mesopotamia due to the isolationist nature of the Far East. In 

Antiquity although geographically close, the cultures of China, Korea and Japan 

developed as separate pre-historic identities, albeit with crossovers of cultural 

influences over time. One instance of this similarity was in language, all 

cultures coming to literacy early in pre-historic times, producing advanced 

civilizations and customs removed from the superstitious tribal cultures. Jade 

and beads were similarly revered, with the character representing the two being 

the same in each of the three languages. (Dubin, 1987: 153) In each of the 

three countries, the advent of the new material glass was equally valued, with 

initial uses generally attributed to ornament in each country. Small pale green 

glass beads imitating jade, discovered by archaeologists excavating the ninth- 

eighth century BC tombs of the western Zhou dynasty, are possibly the earliest 

examples of glass in China. In Korea and Japan the beginnings of glass can 

also be linked to an item of jewellery- a small crescent or comma shaped bead 

called kogok in Korea and magatama in Japan: 

Magatama found in graves of the Japanese Yayoi and Kofun 
(Old Tomb period; 250B.C.- A.D. 552) were molded in glass and 
carved from jade, carnelian, and other semiprecious stones. 
Both kogok and magatama are directly related to the beginnings 
of glass production in each country. The earliest evidence of 
glass manufacturing in Japan is a Yayoi period mold used to 
cast magatama. In Korea, a glass industry was established 
during the Three Kingdoms period (57 B.C –A.D. 668) for the 
sole purpose of making kogok. (Dubin, 1987: 167) 
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The role of jewellery or ornamentation in ancient Far Eastern civilizations 

was vastly different to its use and form in Western culture. The necklace or 

pendant, prominent in Western and tribal societies of the time, was rarely worn 

and generally not related to any talismanic function. Also, the elaborate and 

brightly coloured court dress of the elite allowed no venue for the display of 

neck ornamentation. (Dubin, 1987: 158) Beads were functional and decorative 

and seen as status symbols, with their use controlled by civil, secular and 

religious laws. At the time of the introduction of glass in the ninth – eighth c BC, 

its initial function in Chinese jewellery was as a means of imitation of jade (Tait, 

1991) with little attempt at aesthetic appreciation but, by the fourth century BC, 

this gave way to some of the most beautiful and complex glass beads ever 

made in Antiquity- the Chinese version of the eye bead, more commonly known 

as The Warring State Beads. 

Far Eastern history is punctuated with periods of trade, cultural 

exchange and isolationism. By the sixth century BC, China was influencing 

nearby cultures of Japan and Korea in areas of religion, culture and the 

purpose of jewellery. Imported glass beads from India, Iran and China have 

been found in ancient Korean and Japanese tombs, supporting the fact of trade 

and cultural inter-change. As well as the Chinese influence, Korea absorbed 

and re-interpreted the cultural influences of the nomadic tribes of North Asia, 

developing a distinctive style of beads. In the same way, Japan selectively 

integrated new ideas from cultural influences such as China, Korea and the 

West. During the second century BC when China had an open border policy, 

trades routes such as the Silk Road allowed commerce to be exchanged 

between Western civilizations and the Orient. The brisk trade between all 
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sections of the Orient and, at times, also with Western civilizations during 

antiquity can be clearly seen from Figure 2.4.1: 

 

Figure 2.4.1 The Far East – Distribution of Jewellery Materials, Pre-history to 
Present, (Dubin, 1987: 155) 
 

By the fifth century B.C. glass in China was no longer being used as a 

substitute, with artisans producing secular objects for personal pleasure and 

adornment. Adaptations of technical methods used with previously preferred 

materials but not commonly associated with creating glass objects reinforced 

the importance of the material in jewellery making: 
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Historically, the Chinese preferred to use bronze, lacquer, 
ceramic, and stone; glass was only a substitute for jade and 
precious stones. Nevertheless, by the fifth century B.C. they 
made remarkable glass beads, using lapidary (grinding), 
metallurgical (casting and molding), and ceramic methods 
(glazing and sandcore) – techniques not generally associated 
with glassmaking.  (Dubin, 1987: 158) 

Glass beads of this period included the famous Warring State eye 

beads, and were often manufactured with a faience core over layered with a 

distinctive barium/lead content glass unique to China. Western glass of the time 

was based on a soda/lime/ash composition. (Tait, 1991) These masterpieces 

were similar to Western eye beads, with Liu (1995) speculating they were 

probably derived from Western prototypes, but adapted to Chinese style. This 

adaptation can be seen in Plate 2.4.1 where the centre bead specifically 

demonstrates the addition of horned or raised eye sections, built up drop by 

drop in controlled temperatures to retain the protuberances.  

 

Plate 2.4.1 Warring State beads, c480-220BC, (Dubin, 1987:157) 

  

 52

 



They also created unique square section eye beads, seen in no other 

culture. Mystery surrounds the sudden demise of these remarkable beads in 

the early Hahn period, after several hundred years of production. During the 

Hahn period, casting of glass was mastered (Tait, 1991: 140) with glass once 

again being used as a substitute for jade in the production of bi, a ritual flat ring 

shaped burial object. 
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Chapter 3 Western Glass Neck Adornment: Pivotal Style 

3.1 Rome to Constantinople 

The dawning of the first millennium annô Domini heralded profound 

changes in religion, geo-political boundaries, socio-economic conditions, 

cultural identity and direction in the arts, especially jewellery. The first half of 

the millennium witnessed, along with the rise and fall of the Imperial Roman 

Empire, the founding of the Byzantium Empire, the eruption of Mt. Vesuvius 

and the great migration of the barbarian tribes on the continent and the Outer 

Islands, heralding the so-called Dark Ages. The later half of the millennium saw 

the recognition of both Christianity and Islam as major religions, Britain endured 

successive invasions and kingships—notably the Angles, Saxons and Jutes in 

c400AD, King Alfred in 878AD and William the Conqueror and the Battle of 

Hastings in 1066AD. As the end of the first millennium passed without the world 

ending, life again picked up its frenetic pace of change and adaptation.  

How did jewellery fit into this rapidly changing landscape? Table 3.1.1 

charts the continuation of developments in glass jewellery (begun in Table 

2.1.1) and covers the periods from the Imperial Roman Empire to the later part 

of the twentieth century. In each case the elements relating to glass are 

underlined. 
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Table 3.1.1 Aesthetic Developments in Glass neck Adornment, 27BC- 1960AD 
 
DATE REGION/ 

CIVILIZATION 
COLOUR FORM /SHAPE MATERIALS STYLE  FASTENINGS, 

CLASPS & 
FINDINGS 

27BC- 
330AD 

Roman Polychrome, 
gold 

Wheel, crescent, 
coins, medallions, 
Hercules knot 

Gold, coloured 
Glass-inlay and 
beads, gemstones 

Chain linked elements, 
multiple necklaces 

Animal head finials 

400-
1000AD 

Britain, Celtic, 
Migration period-
Europe 
 
 
 
Byzantium, 
Carolingian, 
Ottonian 

Polychrome, 
gold, silver 
 
 
 
 
Polychrome, 
gold 

Zoomorphic, 
interlaced linear 
design, Celtic 
crosses 
 
 
Uncut cabochons, 
religious icons, 
circular plaques 

Gold, silver, 
bronze, coins, 
garnet, Glass-
beads, millefiore, 
pastes, enamels 
 
Gold, amethyst, 
emerald, sapphire, 
quartz, pearls, 
aquamarines, 
Glass-enamel, 
beads, inlay 

Pendants, bracteats, 
pectorals, strings of 
beads 
 
 
 
Pendants, short 
necklaces, pectorals, 
body chains 

Hook and eye 
 
 
 
 
 
Hook and eye 

1000-
1400AD 

Middle Ages, 
Gothic, 
Romanesque 

Polychrome, 
gold 

Heraldic devices, 
floral and foliate 
elements, cameos, 
intaglios, religious 

Gold, enamel, 
gemstones, velvet 

Minimal neck wear, 
Collars, carcan, 

Ribbons tied in bows 

1400-
1600AD 

Early  
Renaissance 
 
 
High 
Renaissance 

Polychrome, 
gold 

Table cut and en-
cabochon, pearl 
clusters, classical 
mythology, initials 
 
Figurative pendants, 
open work motifs, 
shields 
 

Pearls, diamonds, 
gemstones, 
enamel, gold 

Simple short necklace 
or collar, with pendant, 
worn with 2nd longer, 
parures,  
Longer necklaces over 
ruffs 
 
 

Metal catches 

 55



 

Table 3.1.1 Aesthetic Developments in Glass neck Adornment, 27BC, cont. 
 
DATE REGION/ 

CIVILIZATION 
COLOUR FORM /SHAPE MATERIALS STYLE  FASTENINGS, 

CLASPS & 
FINDINGS 

1600AD Baroque Polychrome, 
gold 

Linear, geometric, 
ribbon/bow, exotic 
flora,  

Faceted 
gemstones, 
polychrome painted 
enamel, pearls, 
fake pearls (glass) 
 

Short with pendant, 
pearls-multi-rowed, 
long 

Ribbon ties, gem set 
clasps 

1700AD Rococo Polychrome, 
gold, silver 

Interlaced ribbons, 
floral and foliate, 
girandole, memento 
mori, brilliant cut 

Diamonds, 
coloured 
gemstones, glass 
paste, gold silver, 
cut steel, ceramic, 
jasperware 
 

Open-work bands with 
pendants, esclavage, 
riviére, parures 

D-loops and ribbons, 
metal clasps 

1780-
1800AD 

Neo-Classicism Polychrome, 
gold 

Geometric, ancient 
Rome 

Enamel, 
gemstones, 
cameos, micro-
mosaic glass 
 

Short with festoons, 
pendants, looped 
chain, riviére 

D-loops and ribbons, 
gem set metal clasps 

1890-
1910AD 

Fin de siecle,  
Art Nouveau 

Polychrome, 
gold, silver, 
“white” 

Hellenistic, classical, 
circular cluster, 
trefoils, lanceolated 
motifs, naturalistic, 
curving lines, foliate, 
floral, ribbons 

Diamonds, pearls 
silver, gold, 
platinum, glass-
pressed, moulded 
pâte de verre, 
gemstones, horn, 
ivory, enamel, 
Bakelite, Celluloid 
 
 

Riviére, choker, collier 
de chien, fringe 
necklaces, résille, 
lavalliére, sautior 

Clasps or looped over 
head 
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Table 3.1.1 Aesthetic Developments in Glass neck Adornment, 27BC, cont. 
 
DATE REGION/ 

CIVILIZATION 
COLOUR FORM /SHAPE MATERIALS STYLE  FASTENINGS, 

CLASPS & 
FINDINGS 

1910-
1930AD 

Art Deco Polychrome, 
gold, “white” 

Pearls, diamonds 
(trapeze, semi-circle, 
darts, triangle), gold 
gemstones-flat, 
enamel, rubies, 
glass-pressed, 
moulded, beads, fake 
stones 

Geometric, 
orientalism, 
Egyptian, Indian, 
machine parts 

Sautior, short 
necklaces  

Clasps or looped over 
head 

1940-
1960AD 

Restrictive 
minimalism, New 
Look 

Polychrome, 
gold, “white” 

Platinum, white gold 
palladium, diamonds, 
gemstones, glass 

Geometric to fluid, 
floral, bows, 
iconoclasm 

Short necklaces with 
back pendant, tubes, 
textile collars and 
scarves, short 
necklaces 

Clasps 

1960-
2008AD 

Art jewellery unlimited unlimited unlimited unlimited unlimited 

 



Jewellery, frequently designated as a minor art, plays an important role 

in the understanding of archaeological contexts for development in ancient 

societies. Ogden (1992) confirms that, even though it may be called minor due 

its scale, its study is invaluable in gaining insight into ancient art, social, 

religious and economic history. Stylistic development in jewellery cannot be 

assessed in isolation nor categorized to specific date frames but must be 

discussed in the context of the aforementioned socio-political changes, 

variation often only becoming evident with the perspective of time: 

The jewellery of the post-Roman period held two main stylistic 
elements: one northern and specifically barbarian,… and one 
southern, ultimately derived from the traditions of higher 
civilizations… Progress in jewel design was achieved by the 
gradual victory of the more civilized of these two elements over 
the more primitive. (Evans, 1970: 40) 

Our knowledge of ancient jewellery has been derived from several 

sources at differing times throughout history depending on cultural customs of 

the era. As with early pre-historic pieces, most of the extant examples of first 

millennium body adornment have been recovered from archaeological 

discoveries. The exhuming of royal tombs and gravesites has delivered a 

graphic picture of the upper classes of society pre Christian era, i.e., kings, 

emperors and high priests, who were buried with their worldly goods to facilitate 

an afterlife similar to that to which they were accustomed on earth. The 

discovery of the occasional burials of hoards of jewellery in ancient times by 

householders, robbers, temple officials and jewellers themselves, sheds light 

on the body adornment of the common classes.  

The custom of votive offerings to pagan gods in holy places such as 

rivers and caves has left us, on their recovery, with further examples of ancient 
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eras. Other sources of jewellery design and style come from shipwrecks, library 

references, epigraphic texts, lapidaries, tomb casket portraits and mosaics.One 

particular event, although cataclysmic for the inhabitants, was fortuitous to the 

understanding and provenance of early Roman jewellery. In 79AD Vesuvius 

erupted, covering the cities of Pompeii and Herculaneum preserving in the 

volcanic ash a frozen violet moment in time. In later times its rediscovery 

enabled the complete reconstruction of daily life and especially the styles and 

manner of wearing of jewellery in context. An example of the complex web of 

jewellery development can be seen in the resurgence of interest in ancient 

classical style jewellery after Pompeii’s rediscovery, along with the excavations 

of the Royal tombs of Ur, Tutankhamun's tomb and Troy. 

3.1.1 Imperial Rome 

The span of the Roman Empire, from its inauguration in 27BC until its 

demise around 400AD, will compartmentalise by date the time span for 

discussions of progressive change in Roman jewellery. Stylistic development 

cannot be fitted neatly into labelled boxes as many influences outside the 

sphere of jewellery and the arts affect the eventual outcomes. Due to the 

detritus carried forward from previous stylistic personifications, and to bring the 

research into perspective, it is necessary to begin in an earlier era and mention 

the exploits of the Greek hero, Alexander the Great. Higgins (1980) argues that 

the vast new territories that were conquered by Alexander absorbed the extant 

Hellenistic style (encompassing Etruscan) in jewellery until it was basically 

homogenous throughout Europe from 300BC until 27BC. His conquests of rich 

nations, particularly Persia, and intensive mining begun by his father Phillip ll, 

delivered large quantities of gold for the use of jewellery making which had 
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been previously restricted as a result of supply problems and sumptuary laws. 

The sudden abundance of gold is without doubt responsible for a greater 

survival of jewellery of this era (Tait, 1989). Unlike silver, which disintegrates 

over time in the earth, gold is unaffected. 

One distinctive feature of glass jewellery made during the cross over 

period of Hellenistic and Roman influences was mosaic beads. Also known as 

millefiore or thousand flowers and requiring skilled expertise in their 

construction, they were created from fused thin coloured bundles of glass rods, 

forming a pattern which was then stretched to miniaturize the design. These 

rods of patterns depicting realistic faces, animals and flowers were extensively 

traded throughout the Roman Empire where, at their destination, they could be 

cut into small sections and made into beads. Occasionally, several different 

patterned slices would be incorporated into a single complex bead to produce a 

minor masterpiece, as seen in Plate 3.1.1, which also shows various beads and 

a section of a mosaic bar from which the slices were cut, but generally similar 

beads would occur throughout the empire, often thousands of miles apart. 

(Dubin, 1987) 
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Plate 3.1.1 Mosaic glass beads and bar section, c100BC - 100AD, 

(Dubin, 1987:61) 

Pre 27BC Roman jewellery displayed many traits of the late Etruscan 

style; filigree, open patterns in gold, inlay, enamelling and the continued 

wearing of the bulla as a pendant. Roman conquest of the Hellenistic world saw 

a general extension of this style with influences filtering in from Asian annexed 

countries. Hence the stylistic changes were gradual and resulted from the 

absorption of all the best qualities of conquered nations: Etruscan, Hellenistic, 

Eastern Oriental and finally Germanic. Necklaces of the period in the first 

century AD were a direct take from Hellenistic hence Etruscan design. They 

were composed of linked bezel set coloured gemstones worn without pendants, 
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in combination with gold chains of graduated lengths. Popular motifs included 

crescents, coins and medallions, with the bulla finally going out of fashion at the 

end of the first century. At this time the wealthy Romans shunned glass jewels 

as they considered them barbaric, being worn by tribal people and the lower 

classes. (Dubin 1987) It was not until the third century that glass set in bezels 

or strung as beads became popular again. In the fourth century AD gold 

became a less dominant element in the design of jewellery, being worked in 

opus interrasile style, resulting in coloured gemstones and glass given 

prominence, framed in settings of pierced sheet gold. These designs were 

forerunners of the more elaborate Byzantium style. Enameling was rarely used 

except in the Outer Islands or Celtic areas of Europe. (Tait, 1989) 

3.1.2 Germanic and Anglo-Saxon jewellery 

The broad expanse of the Roman Empire in the first and second 

centuries AD meant that her borders were often poorly defended and there was 

constant harassment and infringement of Roman territories by the Germanic 

tribes from the north and Asian tribes from the east. By the fourth century AD, 

known as the Migration Period, successive raids by Vikings, Goths, Ostrogoths 

and Visgoths from the north and the Huns from the east resulted in the eventual 

end of the Imperial Roman Empire. The slow decline and collapse of Rome 

coincided with the rise and spread of Christianity, which was officially 

recognized throughout the Empire in 313AD. (Armstrong, 1973) The increasing 

barbaric encroachment prompted Emperor Constantine to move the capital to 

Bosphorus in Byzantium where he founded the city of Constantinople in 323AD. 
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The departure of the Romans to the east expedited the spread of 

generic Germanic fashion and style throughout Western Europe, although 

many smaller regional jewellery workshops resulted in highly localized 

characteristics. (Dubin, 1987) Once again the many new cultures absorbed and 

adapted styles from the vanquished, resulting in a melding of Roman, Greek 

and Oriental influences to eventually develop a distinctive style separate from 

that of the Eastern Byzantium Empire. As nomadic peoples, jewellery was an 

important element to the western tribes, representing portable wealth and an 

indication of status and rank. Although there were many regional variants in 

jewellery style, commonalities of functionality, large bold design and an 

abundance and love of colour forged a homogenous unity. Both men and 

women of all tribes wore necklaces of glass, clay, gemstone and occasionally 

amber beads. By the sixth century AD, complex beads of gold cloisons inlaid 

with garnet, lapis lazuli, enamels and glass—a technique called verroterie 

cloisonné—resembling miniature stained glass windows were a specialty. 

(Dubin 1987) These masterpieces of the jeweller’s craft were precursors to 

even more refined polychromatic ornamental jewellery in abstract designs 

perfected in Britain by Anglo-Saxon jewellers during the seventh century AD. 

Evidence of this expertise was discovered in 1939 when the Sutton Hoo burial 

was uncovered. 

With the withdrawal of Roman legions in the fourth century AD, Britain 

was left to its own defences. At this time the established Romano-British style 

in jewellery had encompassed elements from the Hellenistic and native Celtic 

styles. On the continent the lack of enameling in Roman and early Byzantium 

jewellery was counterpoised to its brilliant utilization by the goldsmiths of the 
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Outer Islands and the advancing Germanic peoples in Western Europe. Phillips 

(1996) notes that “Sophisticated polychrome inlay is a major feature of 

Germanic [jewellery,] worked in precious stones and coloured glass.” (Phillips, 

1996: 44)  The Angles, Saxons and Jutes did not just invade and plunder but 

also settled into Britain, integrating with the local people. They brought with 

them their Scandinavian and Germanic styles of zoomorphic motifs, love of 

colour and inlay techniques. Given that Anglo-Saxon jewellery was functional 

as well as decorative with a predominance of pieces being used to fasten 

clothing before the introduction of buttons, it was worn by all classes, not just 

the nobility. Necklaces, pectoral jewels and pendants were also common items 

of jewellery worn by Anglo-Saxon women. (Jessup, 1974) These took the form 

of strings of beads, with amethyst, glass and occasionally amber or garnet 

being popular. As well as being worn in the traditional manner around the neck, 

they were often pinned to the bodice and draped across the breast. The 

pendants performed a dual purpose as decorative and amuletic charms with 

coins, bracteats in silver and gold (looped coin like discs), moon-shaped jewels, 

mosaic or millefiore glass and jewelled and glass cloisonné being utilized. 

Although some of the jewellery was traded into Britain from the 

continent, both Tait (1989) and Ogden (1992) argue that there is strong 

evidence that much was manufactured locally. Dragonesque enamelled 

designs found mainly in Northern Britain and Scotland and richly coloured inlaid 

rings found in the Thetford hoard support this supposition. The finest and most 

famous repository of Anglo-Saxon jewellery, the Sutton Hoo burial uncovered in 

Suffolk, confirms the refined style and high standard that was achieved by 

British craftsmen in the early seventh century AD: 
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The majority of the gold pieces are decorated with garnets: there 
are, in all, over four thousand individually cut stones, most of 
them backed by patterned gold foil and fitted into gold cells built 
up on a base plate in the cloisonné technique which had been 
brought to a high pitch of craftsmanship by Kentish workers. In 
addition there are decorations of inset chequers of millefiore 
glass—this is the first known example of the use of millefiore in 
Germanic jewellery. The designs are zoomorphic, with the 
interlaced elements showing knotted animals twisting and coiling 
to bite one another’s heads and tails, and the intricate and 
rhythmic patterning which spread all across north-western 
Europe, from Celtic Ireland… (Armstrong, 1973: 33) 

Christianity had little initial impact on Anglo-Saxon jewellery except for 

the inclusion of the cross as an icon, although this was executed in the same 

materials and techniques as before. An associated impact of Christianity was 

the later period from the eighth century onward being poorly represented with 

actual pieces due to the discontinued practice of burying the dead with worldly 

goods, as was the pagan custom. Hence most information regarding later 

Anglo-Saxon jewellery has been derived from written records. 

 During the final phases of the Migration period—the ninth and early 

tenth centuries—seafaring Vikings from Scandinavia established trade routes 

and settlements throughout eastern and western Europe and Britain. Their 

jewellery had, in common with other barbaric work, a dominance of animal 

themes but, due to a lack of precious stones, the glimmering effect of jewels 

was achieved from chip-cutting the surface of the metal. The declining supply of 

Byzantium gold in the eighth century resulted in a dramatic shift from the use of 

gold to silver by Viking and Anglo-Saxon craftsmen. Pieces produced still 

exhibited densely decorated surfaces often inlaid with niello, elaborate 

openwork ornamentation incorporating Christian iconography, and occasional 

glass inlay. These large lavishly decorated brooches and pendants executed in 

the Trewhiddle style were worn as a clear display of wealth and status rather 
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than for functionality. Only that of the Byzantium jewellers of Constantinople 

rivalled the high standard and refinement of this jewellery, albeit from a different 

perspective. 

3.1.3 Byzantium Empire 

In the early fourth century AD Constantinople, the capital of the new 

Byzantium Empire and a nexus for the Occident and Orient cultures, served as 

a major trading centre rich in gold and gemstones, artistic nucleus and religious 

centre for the newly ascribed Christianity.  Byzantium jewellery reflected the 

inherited classic elegance of Roman and Hellenistic influences astutely merged 

with the more full-bodied abstract designs from the Far East and Persia. The 

wearing of jewellery was at times strictly regulated by sumptuary laws i.e., the 

Codex of Justinian reflecting on Constantinople’s reliance on gold as a basis of 

trade and the importance of the hierarchical status of jewellery in Byzantium 

society, and Iconoclasm in the eighth and ninth centuries AD. Imperial 

workshops created pieces for the royal family and the court, presentational 

pieces for foreign and local dignitaries and were responsible for striking awards 

for the militia. 

With the adoption of Christianity, jewellery was banned from inclusion in 

burials, eliminating graves as a source of examples from the third century AD 

onwards, so most of our knowledge has come from the mosaics similar to those 

portraying Theodora and Justinian Ι and their court. (Phillips, 1996) 

Commonalities existed between the jewellery of Eastern and Western Europe 

primarily in the application of colour using gemstones, glass and metals 

although stylistic differences were marked. The mainly sedentary lifestyle of the 
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élite classes in Constantinople permitted far more delicate settings than the 

heavy solid settings used by the barbarians. Smooth polished precious stones 

of alternating colours were drilled and threaded onto gold wire, then joined by 

gold links creating an elegant necklace, secured with hook and eye finials. This 

effect of lightness was emphasized with fine lace-like pierced gold medallions, 

which were used for terminals or incorporated gemstones as pendants. 

Favoured gemstones were sapphires, emeralds, quartz and pearls. Glass 

simulacra were used by lower classes to circumvent the sumptuary laws which 

prohibited all but those of the court to wear gemstones. 

The design of a great deal of Byzantium jewellery was steeped in the 

symbolism of Christianity with the cross predominating. Other religious themes 

encompassed glass drops representing sacred blood, fish, doves and faces of 

Christ portrayed at this time (c600AD)—on embossed gold discs, cameos and 

intaglios—and by the ninth century in enamels. These amulets in the round 

were worn as necklaces, pendants, pectorals and belts. (Dubin, 1987) The 

materialistic Byzantinians surmounted the church’s call not to love stones but 

the sacred by incorporating the Christian symbol of the cross made in precious 

gemstones, and continued to bejewel themselves. Body chains, which were 

worn like harnesses, with large roundels centred on the front and back, were 

composed of pierced lacy gold discs often highlighted with niello in the further 

developed opus interrasile technique. 

The end of Iconoclasm in 843AD presaged the introduction of distinctive 

cloisonné enamelling—already highly developed in Western Europe—in 

Byzantium jewellery. From the ninth century craftsmen utilized the technique on 

crosses, medallions, pendants, earrings and even on crowns for foreign rulers. 
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By the thirteenth century a refinement of the technique allowed the usual 

glowing images of saints and other religious iconography to be silhouetted 

against metal (Senkschmelz) rather than that of a fully enamelled background 

(Vollschmelz). (Tait, 1989) 

By the eleventh century Byzantian influences were widely spread 

throughout all of Europe including Russia, where diplomatic and religious ties 

linked the courts of Kiev and Byzantium. (Tait, 1989) Evidence can also be 

found in examples of Carolingian jewellery, the Talisman of Charlemagne, and 

Ottonian jewellery, remnants of which were found at Mainz in Germany, all of 

which displayed on-going Byzantium influence in both technique and style. 

(Phillips, 1996) 

3.2 The Neck: Concealed or Revealed 

3.2.1 The Middle Ages 

In 800AD Charlemagne, king of the Franks, was crowned Emperor of the 

Romans and moved the capital of the empire to Aachen in Germany, taking 

with him to the Carolingian court the Byzantium craftsmen. He encouraged a 

return to classical culture and worked deliberately towards a Roman 

Renaissance. (Armstrong, 1973) The resultant jewellery, often incorporating 

cameos and intaglios influenced by classic style, was much more decorative 

and unrestrained, with richly patterned andm  gold set closely with gemstones. 

Little is known of jewellery from the Early Middle Ages although limited insight 

was gained from analysis of the collection found in Germany, believed to have 

belonged to Empress Gisela, Byzantine wife of Conrad II who died in 1043AD. 

This included brooches and necklaces: 
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Two long necklaces made of fine chains hung with cameos and 
intaglios were also found. The larger of these is more bodice 
ornament than necklace, and would have covered the entire 
chest with a network of light chains linked at every intersection 
with a colourful engraved gem. (Phillips, 1996: 54) 

The brooch continued to be the principal adornment worn for the next two 

centuries.  

Evans (1970) states that, from the eleventh century, the growing 

influence of the Church impeded the creation and wearing of personal 

adornment as most available gold, gemstones and craftsmen were dedicated to 

the service of the Church. (Evans, 1970) In fact Triossi and Mascetti go so far 

as to state that necklaces in particular disappear almost completely from 

apparel between1100 to 1300AD. (Triossi and Mascetti, 1997) One exception 

was the collar of livery or SS collar, worn exclusively by royal men from as early 

as the eleventh century through to the beginning of the renaissance. This often 

displayed heraldic insignias as a way of showing allegiance to houses. The lack 

of other neck apparel for both sexes of all classes can be directly linked to the 

political unrest of the period leaving little revenue for personal adornment, due 

to feudal wars in France, invasions in England and sackings in Constantinople, 

as well as to jewellery’s inextricable links to dress and costume. With the 

waning of the Byzantium Empire, the free flowing classic robes of the 

Carolingian court so suited to extravagant adornment were replaced with more 

practical wear, leaving little scope for jewels. 

…choice of jewels worn at the highest levels of society both by 
men and women consisted of head ornaments, large brooches, 
girdles and rings, but no necklaces. This lack on the part of 
female adornment is not suprising, since current fashions simply 
did not leave space for neck ornaments. The principal feature of 
the upper part of the dress were the barbette, a linen band 
passing under the chin and drawn up over the temples, and the 
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wimple or gorgette. This was made of linen or silk and covered 
the neck and part of the bosom; it was sometimes tucked into 
the top of the gown. (Triossi and Mascetti, 1997: 52) 

In the thirteenth century heavy woollen clothing, suited to the custom of 

travelling and visiting between castles in that era, also included collars and 

muffs, further inhibiting against the wearing of necklaces. Even noble men and 

women only wore head jewels, and then only on state occasions. (Evans, 1970) 

The choice of stones and colour in medieval jewellery was determined by their 

therapeutic qualities, not their value, rarity or decorative potential. Marbodus, 

Bishop of Rennes, during these times wrote one of the many lapidaries that 

defined the medical and amuletic properties of stones. His writings also warned 

of the existence of fakes, as there were many imitations available utilizing glass 

as a substitute for gemstones:  

Marbodus also warned of convincing imitations made of glass, 
and the original recipes for faking gems have survived…Other 
methods required fine layering of coloured and colourless glass, 
or the setting of a coloured foil behind glass or crystal…Imitation 
pearls were made by mixing powdered glass, egg white and 
snail-slime which was then pressed into moulds, with the beads 
being pierced before they hardened. (Phillips, 1996: 59-60) 

Glass imitations were used legitimately, with stringent rules enacted as 

protection against illegal use, in children’s jewellery, minor pieces and on burial 

robes for royalty. 

The Middle Ages saw the emergence of a new social class, the wealthy 

merchant and, although much of the jewellery created was for the influential 

ecclesiastic and courtly market, the affluent but unranked ordinary people were 

purchasing some. (Armstrong, 1973) As the wearing of fine jewels denoted 

rank, royalty introduced sumptuary laws restricting the wearing of jewellery by 

class, France passing the first in 1283 banning the merchant class from 
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wearing precious stones. By 1363 it was forbidden for English yeomen to wear 

gold or silver jewellery. 

By the late fourteenth century fashion again changed, costume revealing 

not only the neck once again but also the bodice or décolletage, the change 

facilitating a return to the wearing of neck adornment. The new style necklaces 

were worn at the base of the throat or as a collar or choker, and initially 

consisted of gemstones sewn onto ribbon that tied at the back. Phillips states 

that later necklaces were made from joined sections of metal, often enameled, 

also studded with precious jewels, usually rubies, sapphires, and pearls and 

often supported a pendant. (Phillips, 1996)  There were less elaborate 

adornments consisting of a simple chain supporting a pendant—if of a religious 

nature, i.e., a reliquary, a characteristic style of medieval jewel sold at shrines—

would be displayed over the clothing, if of talismanic value it was worn next to 

the skin. The later types were often appended in inventories with the words ad 

pendenum circa collum to differentiate them from the great chains of Orders, 

which were worn dramatically shoulder to shoulder. (Armstrong, 1973) In the 

late Gothic period there was a shift from patterning made with clusters of 

stones to figurative designs executed in the new émail en ronde bosse 

enameling technique: 

They echo themes from courtly love, depicting ladies and lilies, 
as well as showing fanciful and noble animals such as unicorns, 
stags, camels and swans—all modeled with an elegant and 
romanticized naturalism. The pieces are often complex, with 
elements supported on gold stalks to give greater depth of 
design. (Phillips, 1996: 65) 

 71

 



3.2.2 The Renaissance 

The Renaissance, reflecting a renewed interest in the arts and culture of 

ancient Greece and Rome, began in Italy at the beginning of the fifteenth 

century and its effects gradually influenced a change of style throughout 

Europe and England by the end of that century. From the fifteenth century 

through to the Industrial Revolution, glass and beads were to play a minor role 

in jewellery due to the ostentatious wealth of gemstones and precious metals 

available, although glass did feature in the lavish enameling on beads and 

settings. (Dubin, 1987) As in the Middle Ages, there was a thriving industry in 

imitations using glass, especially in the manufacture of fake pearls. The 

Renaissance also witnessed technical advances in glass making which allowed 

large panes of glass to be produced, transforming previously dark interiors to 

light filled spaces forming a perfect stage for the lavish sparking jewels worn by 

both men and women. 

 During this period the neck once again became a focal point for the 

wearing of jewellery, being alternatively revealed or concealed due to the 

vagaries of fashion. The early Renaissance witnessed much division and 

change including the Protestant reformation, a gender reversal resulting in the 

emphasis of adornment from male to female, technical development in printing 

and a European expansion into new territories, all of which influenced trends in 

jewellery. It was a time of questing for scientific knowledge which was sought 

from the classical texts of Roman and Greek literature, leading to an awareness 

of an individualistic vision, unencumbered by Church doctrine. (Dubin, 1987) 

This, in turn, brought the realization for a brief interlude that jewellery could be 
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an important and harmonious component of costume rather than simply a 

ranking, heraldic or devotional artifice. 

Although there was a renewed interest in all thing classical, there was 

little known of the jewellery of that time and craftsmen’s inspiration came mainly 

from the fine arts and sculpture, reflecting ideas of noble simplicity and a 

severe, almost architectural style, portrayed especially in the framing of 

pendants. This was a period of internationalism in style, rendering the origin of 

jewels difficult to pinpoint, due to the wide dispersion of printed catalogues of 

design throughout Europe and England. This, in turn, led to a division between 

the craftsman and designer, until then the provenance of one person. The 

concept of Crown jewels as opposed to personal jewels was the basis of many 

Royal treasuries being formed in the early 1500s, securing the continuity of 

great gemstones, but not the settings. Later in this century, there was a further 

division in the type of jewellery worn during the day as opposed to evening. 

Armstrong also identifies this period as generating a stylistic division in 

gem setting and cutting and the rise in popularity of the diamond as a 

gemstone. (Armstrong, 1973) Initially the stones were table cut imparting a 

distinctive darkness that was a feature of Renaissance diamond jewellery but, 

as the technical virtuosity of the craftsmen improved, they began to release the 

light entrapped within the gemstone with the rose cut (circa 1623). Discoveries 

of the New Worlds by the Dutch, Spanish and Portuguese delivered an 

abundance of a hitherto rare supply of precious gemstones and metals. 

Diamonds came from India, rubies from Burma and sapphires and emeralds 

from South America. This oversupply of materials was disadvantageous to the 

harmonious designs of jewellery in the mid-fifteenth century with a focus less 
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on form than show. This non-integrated profusion of stones relegated the 

setting to a functional role only—that was primarily to emphasize the value of 

the jewels and status of the wearer. 

At the beginning of the fifteenth century the necklines of female costume 

were low and squared, usually of dark heavy fabrics. Jewellery was still unisex 

in design and both men and women wore sets of matching jewellery, known as 

parures. The exposed neck would be encircled with a jewelled choker collar 

called a caranet combined with a longer necklace often with a pendant, called a 

cotiere. (Armstrong, 1973) The longer necklaces were not always worn hanging 

from the neck, and were often stitched to the bodice arranged across the 

shoulders. Men often wore large gold chains in a similar manner. Classical or 

newly cut cameos set in enameled gold frames were also favoured. By 1550 

the square necklines were replaced with high collars paving the way for the full 

neck ruff and another change in style for jewellery. Longer necklaces displayed 

over clothing now replaced chokers and collars. 

Pendants, a favourite among Renaissance jewels, could also be pinned 

to a sleeve or used as a hair ornament. Some, in fact, were never worn but kept 

in special jewel cases to be brought out and admired by friends as the pieces of 

fine art that they were. (Armstrong, 1973) Function ranged from secular to 

devotional and they were often mini sculptures, with similar motifs used all over 

Europe and England. Themes from classical mythology formed the basis of 

fanciful and sometime frivolous secular wear and depicted sea creatures and 

monsters, mermaids and men, mythological beasts and birds—Elizabeth I wore 

a phoenix pendant—and sometimes garlands of fruit. Larger and more 
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expensive Baroque pearls were used as drops or became the central part of 

the jewel, turned into fantastic animals: 

They were set in gold, which was often textured, and with other 
smaller gems set individually in the [enameled] metal. Such 
jewels are shaped like humans, or birds, or insects, with the 
pearl forming the body…The back of the jewel is as lovely as the 
front, being superbly [enameled.] (Armstrong, 1973: 82) 

Initial or monogram pendants as seen in Plate 3.2.1, reflected the 

importance to the Renaissance man of individualism, with devotional 

equivalents using IHS from the Greek word for Jesus.  

 

Plate 3.2.1 Initial pendant, enameled, front and back view, c1620, (Evans,1970: 
128) 
 

Designs for pendants by Erasmus Hornick in the 1560s depicting 

interchangeable central figurative scenes surrounded by architectural gold 

frames influenced pendant design until the end of the sixteenth century. 

(Phillips, 1996)   

During the reign of Elizabeth I, in the latter half of the sixteenth century 

there was a shift of emphasis from male to female jewellery. Pendants of all 

types including portrait, sculptural, emblematic and amuletic were worn, 
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particularly towards the end of the century. It was customary for the Queen to 

reward distinguished service with pendants, often in the form of portrait lockets. 

One of the most famous of these surviving jewels, the Armada Jewel, 

evidences the detail, complexity and richness of jewellery of this period: 

The Armada Jewel typifies English pendants of the late sixteenth 
century. Every part of it is beautifully decorated and every part 
has its meaning; the beauty and significance of the front, for 
example, are equal in importance with the reverse, each being 
splendidly decorated. It is small…and colourful, being made of 
gold and adorned with brilliant enamels; and it opens up to show 
the surprise that lies inside…technically it is of very high 
standard and extremely disciplined. It has, in fact, all the 
especial attributes one searches for in the best High 
Renaissance jewellery. (Armstrong, 1973: 101) 

A new technique of enameling on glass, known as émail en résille sur verre, 

seen in Plate 3.2.2, so difficult that it was only practised for ten years or so 

around 1620, produced luminous vivid colours often on cases for miniature 

portraits. (Evans, 1970) 

 

Plate 3.2.2 Lockets in émail en résille sur verre, c1620, (Evans, 1970: 136) 
 

The beginning of the seventeenth century saw some departure from 

formal design and a return in fashion to the exposed neck and bodice. The 

darker stiffly embroidered costumes of the previous century were replaced with 
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looser less constricting garments often made from silk. The low décollétes that 

persisted for the next one hundred years promoted the wearing of neck 

adornment, albeit in a more restrained manner that once again enhanced the 

female form. (Triossi and Mascetti, 1997) The art of faceting gemstones had 

advanced with cut gems replacing rounded cabochons.  A distinctive feature of 

seventeenth century jewellery was the prominence given to massed patterned 

stonework, which acted to the detriment of enameling and relegated the gold 

surrounds to a functional framing role only. The new softer style in clothing was 

sympathetic to the wearing of pearls, however these were often faked using 

glass: 

As in earlier centuries, false pearls were used as a more 
affordable means of achieving a more luxuriant effect. An 
important patent for a method of producing them was taken out 
in the seventeenth century by a Parisian bead maker called 
Jaquin: it involved coating the inside of blown glass spheres with 
a mixture of ground fish scales and varnish, then filling them with 
wax for strength. (Phillips, 1996: 98) 

The pearl necklaces often supported a faceted gemstone pendant and were 

secured at the back with ribbons. 

In the early decades of the century Jean Toutin and his sons developed 

the technique of painting with coloured enamels on gold. Fine brushstrokes 

rendered realistic blended colours of exotic flowers that were in vogue at this 

time due to an interest in botany. The enameling was applied to pendants and 

beads and often covered the backs of gem set necklaces. Other themes 

depicted by this technique were miniature landscapes, mythological and 

allegorical figures and battle scenes, as seen in Plate 3.2.3. (Tait, 1989)  
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Plate 3.2.3 Painted enamel necklace, c1630-40, (Tait, 1989: 165) 
 
The middle of the century heralded the emergence of the bow as a motif, which 

was to remain popular until 1780. This enduring design was probably 

developed from the ribbons that tied the necklaces together and the bows that 

were used to secure pendants. They took the form of short necklaces made 

from looped enameled gold bows, or as pendants set with pearls and 

gemstones usually with enameled floral images on the backs, as seen in Plate 

3.2.4.  
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Plate 3.2.4 Enameled bow necklace, c1660, (Phillips, 1996: 106) 
 
Phillips describes one version known as Sévignés as a bow having long 

downward-curving loops. (Phillips, 1996) 

Death, a constant preoccupation due to plagues and wars, spawned its 

own style of grandiose jewellery in the forms of amuletic, preventive and 

memorial paraphernalia. During the seventeenth century the trend, specifically 

in England, was towards memento mori jewellery worn as a memorial to 

specific deaths as an alternative to a more generic talismanic attribute. Such 

commemorative jewellery was worn by Royalist supporters after the death of 

Charles I and became more common as a memorial to a loved one’s passing. 

Jewellery experienced no great changes in style in the latter part of the century 
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but demonstrated a trend towards increased lightness in design. Mounts on 

jewellery became more delicate giving prominence to the closely packed 

stones. During this transitional period massed gemstones were interspersed 

with floral motifs but with less emphasis on enameling: 

These jewels, too, were beginning to be set without any visible 
enamel and with backs of matted or slightly engraved gold. The 
Renaissance had inherited the mediaeval tradition of enameling 
and had enriched it anew; but at last the potentialities of the 
tradition had been exhausted, and a new age demanded jewels 
of another kind. (Evans, 1970: 148) 

In the early decades of the eighteenth century, designers universally adopted 

the flowing line, replacing opulence and excess with a lighter more elegant 

style. 

3.3 Revivalism - Into the Nineteenth Century 

From the latter part of the eighteenth century through to the end of the 

nineteenth century, there was political and social upheaval resulting in 

recognition of new classes in society which, in turn, brought a sharp division 

between formal evening and daytime apparel and jewellery. The French 

revolution interrupted the headlong lavish lifestyles of the aristocracy hence the 

resultant new regime and consequential diminished raw materials gave birth to 

fresh styles in jewellery. As the nineteenth century sped towards modernity, 

styles were influenced by discoveries of the past resulting in nostalgic 

revivalism, souvenir jewellery and faddish novelties. The industrial age 

spawned new mechanized processes, new materials and eventually mass 

production of cheap jewellery. Glass jewellery features significantly in these two 

centuries. 
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The cluster settings of gemstones of the previous century were replaced 

with flowing naturalism that highlighted the ever-popular bow motifs, 

asymmetrical arrangements of flowers, ribbons and leaves. In keeping with the 

Rococo style of elegance, necklaces were worn short and high on the neck to 

emphasis its length and the grace of the wearer. Deep necklines of the paler 

monochromatic costumes, especially those for evening wear, were perfect for 

the display of favoured diamonds set in lacy open-worked gold bands. These 

were worn on the skin or on a coloured velvet band to match the gown and tied 

at the back with an elaborate bow. The more elaborate version, known as 

esclavage, would support decorative pear shaped pendants, gem set bows, 

crosses or girandole, a pendant arranged like a chandelier. (Triossi and 

Mascetti, 1997) Girandole or festoon necklaces remained popular throughout 

the eighteenth century with coloured brilliant cut gemstones becoming more 

favoured toward the end of the century. The extravagance of the famous but ill-

fated diamond festoon necklace linked to the hapless, and soon to be headless, 

Marie Antoinette helped fuel revolutionary discontent in the days before the 

French Revolution. (Fregnac, 1973) 

The art of making paste or imitation jewellery had improved to the point 

where it was even acceptable in court circles. Although paste had been made 

with lead crystal glass since the late sixteen hundreds, an improved recipe for 

flint glass and a method of colouring foils discovered by Georges-Frédéric 

Strass in the mid seventeen hundreds meant that skilfully cut and set paste 

would glitter as diamonds. Whilst paste, also known as Strass or French, 

initially functioned as a substitute for diamonds, it was not long before jewellers 
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were imitating and often improving upon nature’s renditions of numerous other 

gems, including aventurine and opal, as seen in Plate 3.3.1 (Evans, 1973) 

 

Plate 3.3.1 Jewels in opal paste, mid 18thC, (Evans, 1970: 168) 
 
The genre of paste, at last recognised in its own right, was also instrumental in 

interpretations of jewellery styles of the time, as it was a Slavic imitator of more 

precious sets of jewellery. These were usually reset to follow fashion; so few 

examples have survived, whilst paste parures with less monetary value have 

remained intact: 

With paste the designer had fewer constraints than…  if setting 
real diamonds, as a wider range of sizes and shapes was 
possible and affordable. Other stones too, were imitated in 
glass, for a variety of colours could be made depending on the 
metal oxide added. Imitation opals were achieved by setting 
unfaceted milky blue glass over a pink foil. Paste parures have a 
particular interest as records of settings: the regular remounting 
of family gems has meant that most examples of real diamond 
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[jewellery] from the 18th century have not survived, whereas 
these, with low intrinsic value, were less likely to be altered or 
broken up when fashions changed. (Phillips, 1996: 116) 

From 1760, non-precious materials such as cut steel, marcasite, ceramic 

jasperware and cast glass, along with coloured semi-precious stones set in 

gold—garnets, agate, yellow chrystoberyls and pink topaz, were sought for day 

wear while diamonds in silver open settings closed with metal clasps still 

dominated evening wear. Other forms of neck adornment towards the end of 

the century consisted of unisex amatory lockets of enameled gold or cast glass 

framed in pearls, as well as portrait or silhouette lockets. Phillips (1996) states 

that there was evidence of emerging neo-classic elements in design as early as 

1760; jewellery still incorporated floral garlands but with more order and 

delicacy than profusion. (Phillips, 1996) There was also a trend toward looser 

fitting necklaces of lighter single cosseted gems or floral clusters, which pointed 

toward the simpler geometric designs of the approaching Neo-Classicism.  

3.3.1 Neo-Classicism 

The years between the French Revolution in 1789 and the founding of 

the First Empire inaugurated by Napoleon in 1804 saw jewellery in a period of 

abeyance after which it rebounded with remarkable swiftness, supported by the 

patronage of Josephine. On his ascension to the throne, Napoleon’s resetting 

of the remaining crown jewels in a way that reinterpreted the ethics and style of 

ancient imperial Greece and Rome, reintroduced the wearing of opulent jewels, 

thus replacing the austere reign of Marat and the Revolutionaries. Costume 

reflected the classic sensibilities with court ladies wearing lighter high-waisted 

satin, cotton or silk tunics with deep necklines. Jewellery also espoused elegant 
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restrained lines with inspiration drawn from ancient architectural details, as the 

actual jewellery worn in Imperial Rome and Greece was still unknown. 

Necklaces were worn short at the base of the neck and consisted of 

either graduated single set coloured stones or joined clusters. Equally popular 

in the early nineteenth century were cameos of hard stone, glass, enamels and 

Wedgwood jasper-wear as central motif features joined with multiple festoons 

of gold chains. (Triossi and Mascetti, 1997) 

 

Plate 3.3.2 Micromosaic necklace with chain links, c1820, (Triossi and Mascetti, 
1997: 102) 
 
Of particular interest were the micro glass mosaic plaques, (See Plate 3.3.2) 

made in Italy and depicting scenes from ancient Rome or birds, flowers and 

animals; these were mounted on thin sheet gold joined with gold chains: 

The mosaics were extremely laborious to produce, made from 
hundreds of subtly coloured tesserae cut from thin rods of 
opaque glass; these were arranged using tweezers on a panel 
of glass or copper that had been coated with mastic or cement, 
the gaps were filled with coloured wax, and then the surface was 
polished. (Phillips, 1196: 130) 
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By 1820 new polychrome effects were achieved by setting contrasting 

coloured stones in mounts of cannetille or grainti—fine spirals or grains of gold 

wire. Mechanical presses used to replace these hand-made settings with 

stamped repoussé, often enhanced with polychrome enamels, were able to 

provide jewellery in volume that could now be purchased by the increasingly 

wealthy middle classes. The English upper classes, not having suffered 

financially from the Revolution in France, were still able to commission diamond 

jewellery, and these pieces were now mounted in silver foiled settings to add 

subtle colour. In 1840 articulated gold scaled and gem set snake or serpent 

necklaces were briefly worn, along with motifs of flowers, butterflies and vines 

revived from Baroque and Rococo styles, presaging eclectic revivalism in 

jewellery.  

The beginning of the second Empire in 1850 signalled an unprecedented 

period of restoration of old styles in jewellery. Tait (1989) comments on the mid-

nineteenth craze for archeological style jewellery, “provoked by the discoveries 

at Pompeii, Herculaneum and, in the 1830s, in the environs of Rome, where a 

number of Etruscan tombs were uncovered, yielding a profusion of gold finely 

decorated with granulation and filigree work”. (Tait, 1989: 183) This triggered a 

reaction against the use of coloured stones and naturalism, in favour of gold 

granulation and woven gold wire bands with fringes of rosettes, coins, cameos 

and fruiting vines with glass grapes. This fashion was quickly followed by 

Egyptian and pharonic fringed gold necklaces supporting falcon, scarab, lotus 

and papyrus motifs. Further influences came from ancient cultures as diverse 

as Assyrian and Celtic as well as the more recent Gothic and Renaissance 

styles. 
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Phillips (1996) notes that the eclecticism of nineteenth century design 

borrowed not only from the past but also from exotic cultures such as Africa 

and Japan. (Phillips, 1996) The French jeweller Lucien Falize was particularly 

drawn to the Oriental art of cloisonné enameling and the new vocabulary of 

designs from Japan such as the necklace shown in Plate 3.3.3. 

 

Plate 3.3.3 Details, gold and cloisonné enameled necklace by Falize, c 1867, 
(Purcell, 1999: 55) 
 
By the 1860s he had mastered the difficult technique and was able to produce 

brilliantly coloured enamel lockets, pendants and necklaces with Japanese 

stylistic features: 

Gold wires formed the cells in which the powdered enamel was 
deposited, and many firings were required to achieve the 
desired intensity of colours. These works were often reversible, 
with entirely different colour schemes on the other side. The 
decorative motifs applied to these jewels consisted of 
adaptations of Japanese themes and designs. Alexis Falize 
owned many of the small cardboard-bound volumes of 
Japanese woodblocks which flooded into Paris at the time, but it 
was not the gentle, subdued palette used in Japanese art that 
he chose for these works. He sought instead the vibrant 
coloured enamels derived from Chinese ornament. (Purcell, 
1999: 57) 
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The increased pace of the nineteenth century was reflected in the myriad 

of directions and variety, old and new, that gave rise to experimentation by 

jewellers. The Industrial age was represented by humorous novelties such as 

wheelbarrows, steam engines and motor vehicles. Triossi and Mascetti (1997) 

comment that “a certain frivolousness invaded jewellery design in the 1860s, 

the typical fringed necklace of the time being an ideal form of support for 

pendants in unusual shapes.” (Triossi and Mascetti, 1997: 95) 

The eccentricity of styles ranged from the sublime to the ridiculous, 

some reflecting the interest in natural history themes—birds sitting on eggs in a 

nest rendered in semi-precious gems, real humming birds heads mounted on 

gold plaques complete with gold beaks, dried South American iridescent 

beetles, tiger claws in chased gold mounts and exotic shells treated as 

gemstones—whilst others impinged upon established conventions such as 

mourning jewellery. Jet, a black fossilized wood, was perfectly suited for use in 

mourning jewellery and was specifically favoured by Queen Victoria after the 

death of her husband. Advances in technology meant that imitations of this 

material, known as French jet, were also manufactured using flecks of dark 

glass glued to a metal frame. (Phillips, 1996) Even the imitators were overtaken 

by imitations, with early versions of plastics mimicking glass. 

All the technical and mechanical advances of the late nineteenth century 

that replaced individual human input—in chain making, electro-gilding of 

metals, steam power for stamping machines and the introduction of patenting—

portended mass production of costume jewellery, paving the way to affordable 

versions within reach of the lower class majority as distinct  from the exclusivity 

of the wearing of jewellery by an élite wealthy minority. The end of the 1800s 
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witnessed the return of extravagance in privileged circles, with gems being set 

into jewellery to display only their opulence and value, with three or more 

rivieres, chokers and fringe necklaces being worn at the same time, all 

encrusted with pearls, diamonds and precious gemstones. It is of interest to 

note in the chronicling of glass jewellery even Australia features in discussions 

of this period. The gold rushes and discovery of opals were noted by the rest of 

the world and attracted an interest from jewellers in the old and new worlds in 

colonial style novelty jewellery:  

With the discovery of gold and consequent gold rush of the 
1850s and 1860s this was to change, and European jewellers 
were attracted to the major cities. Australian themes, particularly 
connected to mining, were speciallity, and ‘gold-field’ brooches 
depicting miners’ tools were amongst the most characteristic 
novelties produced. Distinctively Australian animals, particularly 
kangaroos and emus, were also featured, while the Victorian 
interest in botany was reflected in [jewellery] made from 
quandong seeds and myall wood. Grander, more formal pieces 
continued to be imported from Europe. (Phillips, 1996: 154) 

 

Previously, most jewellery was made on the continent, but other sources came 

on line during this century, amongst them America and Australia stimulated by 

the interest of the time in souvenir jewellery, some of which were also created 

with glass components, mirroring the trends in the old world.  

Australian jewellery of the 1850s and 1860s also reflected interest in the 

naturalistic style so popular with Victorian jewellers, albeit with colonial motifs, 

as seen in Plate 3.3.4. 
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Plate 3.3.4 Malachite and gold pendant, Artist unknown, c1870, (Schofield and 
Fahy, 1990: 59) 

 

 Local gemstones and materials—such as New Zealand greenstone, 

malachite, opal and quartz (considered by European standards to be non-

precious)—were used, with one of the strangest materials used being jewel 

beetles from Western Australia. (Schofield and Fahy, 1990) This eccentricity in 

all levels of jewellery production plus the many mechanised processes that 

replaced previously handmade components (chains etc) led to a reduced input 

of artistic merit in design. This would only be addressed in the early twentieth 

century when jewellery design once again became the task of the 

artist/designer injecting much needed originality and a return to individual 

human participation. 

3.4 Modernity - the Twentieth Century 

By the year 1900, the world still looked to Europe for fashion directions 

but there were fresh strands of ideas being investigated in the former colonies 
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of America and Australia. A new market had emerged, fuelled by the buying 

power of wealthy industrialists and entrepreneurs at a time when aristocratic 

families, traditionally the clientele for jeweller’s commissions, found their 

fortunes declining. Wealthy Americans still preferred to shop for their jewellery 

in Paris, but also patronized Tiffany And Co. in New York whose international 

reputation was growing. Before the Russian Revolution in 1917, Fabergé, whilst 

retained as court jeweller, also catered to the rich with delicate works in 

diamonds and translucent enameling, representative of the firm’s signature 

style. 

On the other side of the world Australian made still took second place to 

imported jewellery given the cultural cringe which relegated the locally made to 

a position of lesser status. Themes strongly reflected the short and often violent 

social history—convicts, gold rushes, Federation and later the opening of the 

Sydney Harbour Bridge— perpetrated in kitsch souvenir style jewellery. 

Attempts were made by European trained jewellers attracted by the gold rush 

to develop a distinctive Australian style using local materials and designs. While 

residents generally regarded these pieces as novelties to be sent home, they 

nevertheless found a ready market with European tourists who appreciated the 

distinctiveness of Australian motifs and materials. (Schofield and Fahy, 1990) 

3.4.1 Art Nouveau and Art Deco - Glass Resurgence 

The early years of the twentieth century witnessed a gap opening 

between art and industry, a general lack of design and a growing reaction 

against late nineteenth century mass production. There was still an upper class 

market for white jewellery, so called because mainly pearls and diamonds were 
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used. However a burgeoning interest in the pursuit of new directions by local 

artists and jewellers could also be discerned. Outside the mainstream a number 

of jewellers influenced by the Arts and Crafts Movement experimented with 

non-traditional methods and non-precious materials in an effort to transcend 

intrinsic value through artistic merit and a return to handmade pieces: 

The Arts and Crafts movement, started in England by William 
Morris and John Ruskin, was a reaction against late nineteenth 
century mass production in the decorative arts, and advocated a 
return to the medieval idea of the designer craftsman, where the 
same artist would design and make the piece entirely by himself. 
(Schofield and Fahy, 1990: 83) 

Although these endeavours were based on a romanticized version of 

artisan life in the Middle Ages and resulted in pieces that, due to the man-hours 

involved, were beyond the reach of the general public, the movement paved the 

way to an ingenious use of new materials with a strong sculptural element and 

relaxation of the strict dogma associated with correctness. Artists looked to 

nature for ideas, recanting the constant rehashing of revived styles. This new 

awareness led to parallel new schools of thought across the world including Art 

Nouveau in France, Jugendstil in Germany, Wiener Werkstatte in Austria, an 

Arts and Craft style in Australia and an adapted style from Art Nouveau by 

Tiffany in America, all espousing radical tenets in art, architecture and 

jewellery. 

Art Nouveau took its name from the Paris shop of Siegfied Bing’s, La 

Maison de L’Art Nouveau where much of the new work was displayed. (Phillips, 

1996) The new art movement, which was the foundation of modern art, strove 

to create pieces of beautiful design, craftsmanship married with functionality, 

approaching the ideal without expensive materials. The essence of Art 
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Nouveau was to shock in both imagery and materials, with glass once again 

admired, for its intrinsic properties. Characteristic imagery of Art Nouveau 

included the female nude both sensuous and sexless, as well as wild nature 

represented frequently by insects, peacocks and iridescent butterflies and 

elongated sinuous curves and tendrils. (Mortimer, 1989) One of the greatest 

exponents of Art Nouveau and glass was French artist Rene Lalique, 1860-

1945, whose formative years were influenced by the Arts and Craft movement 

in England. By far his most original pieces were created before 1900, most 

considered as bijouterie rather than joaillerie —a subtle difference in the French 

pertaining to styles of jewellery—even though the glass for which he was 

famous was not then part of his jewellery oeuvre. Undoubtedly the practice of 

wearing fake jewellery, even in the highest circles, contributed to the 

acceptance of costume jewellery and the success of Art Nouveau and Art Deco 

jewellery: 

At the time such [jewellery] was termed bijou artistique, and 
appeared prominently in the coverage of fashion magazines 
such as L’Art et la Mode. In the constant search for the novel 
and unexpected, costume [jewellery] can always outdo work in 
authentic gemstones. This meant that people looked approvingly 
on the work of artists such as Falize and Lalique, “who bestow 
nobility on even the most humble of objects.” (Müller, 1998: 103) 

Lalique’s education, which covered fine art, drawing, draftsmanship, 

ornamental composition, sculpture and photography, provided a 

comprehensive background for the execution of his imaginative designs in 

jewellery. Coupled with his extensive studies of nature and two years of 

learning at Sydenham Art College in London where the Art and Craft movement 

influenced him, Lalique began an illustrious career, which would take jewellery 

from academic revivalist ornament to original expressive freedom of the 

 92

 



modern talisman. Khan (1905) speculated on jewellery prior to Lalique,” 

Obviously ornament, but a crude kind of luxury…The old jewel was based upon 

the idea of wealth; the new is built upon an artistic idea.” (Khan, 1905: 147)  

Besides the Art and Craft movement other influences during his 

formative years from 1870-85 came from Japanese art and Symbolism. This 

pervaded Lalique’s works with sinister swirling lines and images such as bats or 

snakes, as seen in Plate 3.4.1, and a dreamy melancholy decadence, which 

suited the notion of analogy of fin-de-siecle. (Briot, 1998) 

 

Plate 3.4.1 Snakes, enamelled gold, René Lalique, 1898-99 (Brunhammer, 
1998: 59) 
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 Müller (1988) also comments that the few women who were audacious enough 

to wear his jewellery remained partial to “the solemn profundity of his 

symbolism”. (Müller, 1998: 105) 

In his work, Lalique sought to attain the ideal without expensive 

materials. The resources he drew upon did include precious materials, 

particularly gold and diamonds, but these were used in the context of the idea, 

rather than for their face value. He had a preference for blues and greens in 

gemstones—sapphires, emeralds but also lesser semi-precious stones such as 

aquamarine, opal and peridot—which generated a dreamlike effect and hinted 

at the nocturnal. Typically the stones would be polished and shaped as a 

cabochon, often carved and then further enameled. Most of Lalique’s pieces 

containedenamelled sections, always colour matched to the other materials 

used. Initially he employed the champlevé method, which he used on gold, 

carved stones, and later on glass, but became renowned for the mastery of 

plique-à-jour, (See Plate 3.4.2) which endowed his works with the radiance and 

delicacy redolent of a stained glass window. (Barten, 1998)  
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Plate 3.4.2 Pansies, (detail) cast glass, plique-à-jour , Lalique, 1903 
(Brunhammer, 1998: 89) 
 
Other favourite non-precious materials were horn, ivory and glass, with carved 

ivory cameos being replaced with cast glass around 1905: 

The materials selected and the unconventional ways of 
combining them reflected the fact that Lalique was concerned 
not simply with their value, but rather with the effect they would 
produce and their power of expression in relation to one another. 
For the first time in the history of jewellery, we find glass relief 
next to polished diamonds. (Barten, 1998: 123) 

Lalique’s close study of nature in the field was not dissimilar to the 

approach of the Impressionist painters. However, where they took a wide-

angled view of the world, Lalique’s gaze was concentrated. His works 

contained a dichotomy of messages and imagery—with both beauty and 

cruelty, dark and light, the exotic and decadent—all coalescing in his creations. 

His concern for detail was not merely to copy slavishly, but involved the quest 

for the spirit within botanical imagery, especially in his studies of insects. (See 

Plate 3.4.3).  
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Plate 3.4.3 Wasps, Lalique, 1899, (Mortimer, 1989: 22) 
 
Mortimer (1989) attests to his success in this elucidation through the comments 

attributed to critics of his works in 1887 at the Exposition Nationale des Arts 

Industriels in Paris. Although recognised as outstanding works of art, the forms 

were considered “decadent and too fantastic, visually disturbing” and 

frighteningly realistic. (Mortimer, 1989: 13) Favourite imagery other than insects 

employed by Lalique in his jewellery included women of fatal beauty, more 

common botanical motifs such as the humble pinecone, thistle and convulsing 

lianas, dragonflies with female torsos, (See Plate 3.4.4), peacocks, bats and 

butterflies. (Fregnac, 1973)  
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Plate 3.4.4 Dragonfly, Lalique, 1897, (Mortimer, 1989: 33) 
 
The most potent symbol used was the serpent, applied either as a central motif, 

or as a swirling border. Briot (1988) positions the snake as “the living 

abstraction of the line which Art Nouveau would see as the underlying 

‘biomorphic’ structure of form.” (Briot, 1998: 58) 

Although he toyed with the dark side and the occult, he also appreciated 

and recognised the effect of light in his works. The material that enabled him to 

materialize and encapsulate the two-fold drama of light—day and night—into 

his motifs, was glass. His intimate knowledge of glass allowed him to coax a 

myriad of feelings from this most plastic and enigmatic material. Even though 
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glass and enamel were similar in chemical composition, Lalique’s enamels 

provided colour whilst glass endowed form and light. (Barten, 1998): 

It was clear to Lalique that light does not destroy forms so much 
as it crisscrosses with them, depending on how dense a screen 
their substance presents. His genius resides in turning 
[jewellery], the art of light into a passage through matter itself 
and in being able to use, even more than [colour], the grain, the 
opaque, the transparent, and the clear…(Briot, 1998: 77-78) 

Glass brought the addition of dimension to his pieces, especially when 

embossed in relief on one side and carved in intaglio on the other as seen in 

Plate 3.4.5, “The kiss”, c.1904-06 

 

 

Plate 3.4.5 The kiss, Lalique, 1904 (Brunhammer, 1998: 76) 
 

Various techniques in glassmaking were employed in the creation of 

Lalique’s jewellery including casting, molding and pressing in coloured, opaque 

and translucent glasses, often from sculptured plaques executed by Lalique 
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himself. He did not always rely on the glass itself to impart colour, but employed 

devices such as enameled backing, gold leaf and surface iridescence. His use 

of colour had defined the mood of his pieces but, by 1905, his increased 

preference for colourless glass was consequential in an intensification of form 

through reverse engraving and various textural devices. A shift to mass 

production of pressed glass brooches, pendants and hatpins in 1908, albeit 

mounted in gold, signalled a waning interest in jewellery for Lalique, who began 

to focus solely on his glass. (Barten, 1998) 

In America during the early twentieth century, Louis Comfort Tiffany, one 

of the country’s most innovative jewellers of the time, was compared to Lalique 

and often found wanting by critics. This was possibly an unfair comparison, as 

Tiffany, an innovative glass artist in his own right, would go on to found one of 

the twentieth century’s great jewellery dynasties, whilst Lalique would find his 

zenith in the production of unique glass art: 

Naturally, Lalique was readily compared with Tiffany, another 
major exhibitor in St. Louis. The perceived rivalry between these 
two designers was exacerbated by the American press. In an 
article published in The Craftsman in 1904, the writer stressed 
that ‘Louis Tiffany [the work] resembles M. René Lalique, but is 
much less radical, less original and far more conventional than 
the distinguished French artist.’ The author used Lalique as a 
model worthy of emulation, noting that Tiffany often found 
himself ‘a competitor of M. Lalique,’ although when it came to 
producing ‘jewels’, the American was only a ‘brilliant amateur’. 
The article did acknowledge several of Tiffany’s innovations and 
endorsed his presence at the exposition in St. Louis, yet 
Lalique’s work demonstrated a level of quality and creativity that 
was seemingly unattainable for the American designer. 
(Weisberg, 1998: 86) 

The comparison, influence and breadth of both artists are too broad to detail 

here as this would be a separate research project. Suffice it to say that both 

were artists in their own right and worthy of a singular place in the chronicle of 
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glass jewellery. Although embraced by a select clientele for only a brief time 

between 1890 and 1905, the Art Nouveau style influenced traditional jewellery 

design with a legacy of lightness and swirling lines. (Triossi and Mascetti, 1997) 

By 1900 mass production of Art Nouveau jewellery in silver sheet, which 

resulted in its general popularity, also led to its decline as artists were already 

seeking new motifs and directions. 

By 1910 the stranglehold of the corset was finally over, and women 

welcomed the unrestrictive softly draped tunics of courtiers like Paul Poiret. 

Orientalism rendered in the exotic, bright and bold costumes for the ballet, 

Scheherazade, was one of the inspirations for these new fashions. The long 

lineal lines of the dresses required long necklaces or sautoirs, still mainly of 

diamonds and pearls, at the bottom of which hung tassels or geometric 

pendants, presaging the Art Deco period. (Triossi and Mascetti, 1997) The end 

of World War 1, which brought an abrupt halt to the frivolous first decade of the 

century, saw a more emancipated woman emerge, complete with simplified 

clothing. 

The war years had necessitated more practical attire for the now working 

woman, an approach which was transferred to fashion in the 1920s. Straight 

tunic style dresses, often sleeveless and shorter in length, concealing the body 

form to achieve an androgynous look, were worn with shorter hair. Without 

emphasis on the bust, necklaces were worn long and the sautoirs that 

continued to be worn were shorter to complement the hemline. They differed 

from the delicate long Art Nouveau necklaces, and contained linear, hard-

edged geometric components. (Triossi and Mascetti, 1997)  
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The fashions of the twenties were influenced by a wide range of subject 

matter resulting in an eclectic range of motifs and colour combinations. Bright 

contrasting colours were drawn from the paintings of the Fauves and Cubism, 

Moghul jewellery and the Orient, represented by tightly packed stones of coral, 

turquoise, jade and lapis. In the mid twenties, black and white became 

fashionable with black onyx, often teamed with pave set diamonds or paste, in 

demand for geometric set pendants. (Phillips, 1996) Following the discovery of 

the tomb of Tutankhamun in 1922, Egyptian style motifs such as seen in Plate 

3.4.6 were incorporated into jewellery design as the flat, two-dimensional 

quality and bright chromatic contrasts made it an ideal vehicle for the 

aspirations of Art Deco designers. (Triossi and Mascetti, 1997) 

 

Plate 3.4.6 Egyptian-design sautoir, Van Cleef and Arpels, Paris, 1924, (Triossi 
and Mascetti, 1997: 167) 
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The well-defined lines and geometric harmony of pieces were also highlighted 

in minimally decorated, highly polished metal surfaces—platinum and silver gilt 

components were often hinged— referencing machine parts and technology. 

Costume jewellery was readily available in marcasite, semi-precious 

stones, glass, Bakelite and brightly coloured celluloid, often combined with 

chrome. (Phillips, 1996)  Lalique continued to produce moulded beads for 

necklaces and pressed glass pendants, which now incorporated more abstract 

Art deco designs. A contemporary of Lalique, Argy-Rousseau, produced pâte 

de verre pendants, as seen in Plate 3.4.7: 

Made from a paste of finely ground glass coloured with metallic 
oxides, it could be sculpted or pressed into shape while cold, 
before being fired and then cooled very slowly. It was an 
arduous process but allowed more variety than moulded glass. It 
was principally used for circular floral pendants which were worn 
on long silk cords, usually with silk tassels hanging below. 
(Phillips, 1996: 182) 

 

 

Plate 3.4.7 Flower pendant, pâte de verre, Argy-Rousseau, c1920, (Ripley, 
2009, 1) 

 102

 



In Australia, although much Art Deco jewellery was imported from 

Europe and England, a core group of local jewellers trained in the Arts and 

Craft tradition, produced hand wrought pieces using local materials and motifs. 

Some were designed in Australia and created in England, such as this Sturt 

desert pea motif in Plate 3.4.8, executed in baisse taille enamel for Flavelle 

Bros Ltd of Sydney.  

 

Plate 3.4.8 Sturt desert peas, baisse taille enamel, Flavelle Bros Ltd, 1915, 
(Schofield and Fahy, 1990: 75) 
 

One of the most prolific local jewellers, Rhoda Wager, created over 

12,000 pieces of jewellery between 1921 and 1946 using motifs of Australian 

flora rendered in Australian materials, her favourites being silver, opals, yellow 

sapphires and pearls, as well as glass paste, as seen in Plate 3.4.9. (Schofield 

and Fahy, 1990) 
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Plate 3.4.9 Suite of jewellery in silver set with cherry amber and paste, Wager, 
1925, (Schofield and Fahy, 1990: 89) 
 

 James Linton, another Australian jeweller used local motifs and 

materials as well as enameling to pay passing homage to prevailing styles with 

angular lines in some of his pendants. For those unable to afford gem-set 

jewellery, craft jewellers used imagination, skill and inexpensive materials to 

create locally made stylish pieces from pottery, leather, porcelain and pewter. 

Schofield and Fahy (1990) cite Hoard’s (1929) comment in the Australian 

Woman’s Mirror on 17 September extolling the virtues of this work: 

…much Australian jewellery, such as the original designs 
worked up by the members of a body like the Society of Arts and 
Crafts of N.S.W., has an artistic appeal that lifts it above mere 
display and ostentation—one little flannel flower beautifully 
worked into a brooch by a woman can be a finer thing than a 
large solitaire. (Schofield and Fahy, 1990: 107) 
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3.4.2 1930 to the Contemporary Movements in Jewellery 

The juxtaposition of striking chromatic opposites and unusual 

combinations of the precious and semi-precious gave way temporarily to 

monochromatic neckpieces in the 1930s. Prominence was once again given to 

the bust, which relegated long necklaces obsolete and to be replaced with 

collar styles. Due to the fashion of very low backs on dresses, jewellers 

exploited the opportunity with the addition of a suspended element at the back 

to the necklace, reminiscent of counterpoised Egyptian collars. (Triossi and 

Mascetti, 1997) Initially the designs continued with static geometric elements, 

mainly in diamonds, but by the mid 1930s, colour in the form of rubies, and 

definite fluidity, had returned. The gems were mounted in the new invisible 

settings, creating mosaic type blocks of colour, often copied in costume 

jewellery. (Phillips, 1996) 

The thirties was the age of influential couturiers, notably Coco Chanel 

(1883-1971) and Elsa Schiaparelli (1890-1973) who approached fashion with a 

holistic methodology. For years jewellery had been considered as applied 

decoration, a reflection of social status rather than part of an overall canon. 

Chanel and couturiers like her began to create ensembles which encompassed 

not only costume but also accessories such as handbags, jewellery, toiletries 

and sometimes footwear. It was their particular approach to jewellery that 

elevated costume jewellery from the fake to works of art recognised in their own 

right: 

[Chanel and Schiaparelli encouraged] their wealthy clients to 
wear extravagant and theatrical ‘bijoux de fantaisie’. They were 
catering not for those aspired to wealth but for those who 
already owned genuine jewels, and this gave them greater 
freedom to create imaginative and exciting pieces. Chanel 
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challenged conventions by mixing genuine and fake, and 
evening [jewellery] with daytime clothes. She often used 
imitation pearls, usually large baroque ones, strung with a 
variety of coloured glass stones. (Phillips, 1996: 188) 

The 1940s were a time of restrictions especially given that platinum, 

which had been the preferred metal for many years, was needed for the 

armaments industry. Yellow gold replaced platinum and reset gemstones, fakes 

or larger semi-precious stones replaced diamonds and rubies, which were also 

difficult to obtain. (Triossi and Mascetti, 1997) The more austere military style 

costume was complemented by yellow gold gas-pipe necklaces that looped 

around the neck tied or secured with a decorative clasp of flowers or bows. By 

the end of World War II, a new feminine look in costume—narrow waisted, low 

necklines and large full skirts in luxurious materials—replaced the more 

masculine attire after years of shortages and sacrifice. The renewed accent on 

the bust meant that short necklaces were once again displayed to advantage: 

Short necklaces lavishly set with diamonds were the ultimate 
neck ornament for evening wear during the 1950s; they 
complemented perfectly the deep décolleté of ‘New Look’ silk, 
lace and brocade evening gowns. All designs are characterized 
by a distinctively fluid and asymmetrical outline, achieved largely 
through ‘channel’ setting. (Triossi and Mascetti, 1997: 180) 

Daytime necklaces of the 1950s were created in gold, worked in fabric-like 

patterns, studded with diamonds, and often resembled cravats or scarves. As a 

parallel to precious jewellery, high quality costume jewellery was produced, 

especially in America. Phillips (1996) comments that one of the most successful 

costume jewellers was Miriam Haskell, whose works were inspired by 

Byzantian and Indian jewellery. (Phillips, 1996) Towards the end of the 1950s 

alternative artistic pieces began to come on the market from emerging 

artist/designers. Notable amongst these was Alexander Calder, a sculptor best 
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known for his mobiles. Typically he worked with copper or brass wire and pliers 

in simple spiral forms, reminiscent of ancient techniques, as seen in Plate 

3.4.10. (Phillips, 1996) 

 

Plate 3.4.10 Coiled brass wire necklace, Calder, 1938, (Phillips, 1996: 193) 
 

Another aspect of the 1950s style in jewellery emanated from Scandinavia—

simple sculptured silver, highly polished and set with unfaceted semi-precious 

stones—and this was to be influential on jewellers in the 1960s which was a 

time of questioning jewellery’s position in society and the role of 

experimentation with new materials. It was the first time since Art Nouveau that 

jewellery announced itself as an art form concerned with ideas. (Anderson, 

1988) Contemporary art jewellery was distinct from manufactured retail 

jewellery due to the one-off piece’s embodiment of original ideas and the 

aesthetic of the artist rather than the market place. Unlike mainstream 
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jewellery, which strove to place the wearer of for example, an engagement ring, 

as a person of envy in the eyes of her peers due to the size and material value 

of the piece rather than its design and aesthetic it did not allude to intrinsic 

value or importance of occasion. It was also different from costume jewellery 

which, in the past, had provided affordable imitations of precious originals, even 

though art jewellery could often be created from challenging non-precious 

materials: 

While it is true to say that much of today’s costume jewellery is 
witty, exuberant and has an interesting mix of materials, it has a 
bland and uncommitted quality about it, quite in opposition to the 
distilled and serious intention of art jewellery. Much costume 
jewellery has a throwaway casualness and there is no sign of 
the vision or the hand of the maker. It is made in multiples and 
uses techniques which allow for rapid production. It can be quite 
promiscuous in its turnover of historical styles, and its use of 
materials not for their own qualities, but to make them resemble 
something they are not. When you get close to a piece of 
costume jewellery the illusion of something substantial 
vanishes—rather like leaning forward to sniff a plastic flower. 
(Anderson, 1998: 10) 

The new jewellers of the twenty first century work within the parameters 

of art’s contextual idiom, reinvesting jewellery with meaning beyond the 

ornamental, as well as redefining and stretching the boundaries of materials 

and technique unconstrained by convention. This does not mean to say they 

work in isolation or zeitgeist. Although the art jewellery movement is of its time, 

their pieces embrace and radiate the long history, rites and mysticism of 

jewellery—infused with colour, texture, form and meaning—to shine in today’s 

throwaway world as icons of condensed meaning that speak a new fluent 

language of jewellery: 

Since the1960s American jewellers and metalsmiths have been 
re-evaluating notions of scale, preciousness and story-telling 
through objects related to the human body and the built 
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environment, creating works which, in many cases, have 
become icons of the period…their new work…provides a link to 
the field’s recent past and joins with the work of other, more 
recently trained artists in expressing an international resonance 
in American jewellery and metalwork. (Bell, 1992: 12-13) 

 One such American jeweller is Arline Fisch whose command of 

materials and technique challenge traditional values of both form and function 

in jewellery and the time-honoured vernacular of American metalsmithing 

placing her as an innovator in her field. Her hybrid forms of metal manipulated 

through textile techniques (See Plate 3.4.11) break many of jewellery’s past 

tenants relating to scale, material preciousness and traditional affiliations with 

class and status, place her as one of the new breed of jewellers of the twenty 

first century. 

 

Plate 3.4.11 Bracelet and Glove Arm Ornament, Arline Fisch, 1999 (San Diego 
Historical Society, 1999: 1) 
 
Calder’s use of simple and non-precious materials such as brass wire and 

Finch’s unusual application of similar wire materials encouraged my own visual 
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research as discussed in Chapter 6 Process and Practice. American artist 

William Harper, born in 1944, was also part of the emerging studio craft 

movement. Whilst receiving his degrees in education, he also studied advanced 

enamelling, before embarking on a career as a painter. (Wikipedia, 09) In the 

early 1960’s, he began creating jewellery including cloisonné relating to mainly 

mythological and ritual themes, as seen in Plate 3.4.12. 

 

Plate 3.4.12 #10 Nefertiti Neck Piece, William Harper, 2005 (Wikipedia, 2009, 

1) 

This breaking of new ground in technique, materials and concept by artists is 

not a matter of waking up one morning and saying I am going to approach my 

art differently. Change and innovation is often initiated from serendipitous 

melding of disciplines as was the case with Australian artist Helen Atken-

Kuhnen. Her initial training was in gold and metalsmithing but an interest in 

glass was to forge a new direction in her practice. After completion of further 

studies in glass she began to combine both skills into large scale cast glass 
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and metal lighting fixtures before redefining the scope of her pieces to once 

again accommodate the more intimate spaces of the body (See Plate 3.4.13).  

 

Plate 3.4.13 Glass neckpiece, Helen Aitken-Kuhnen, 2007 (Kuhnen, unknown: 

2) 

Other contemporary Australian artists that use glass as a primary focus in their 

body adornment include Giselle Courtney, Carolyn Delzoppo and Kathryn 

Wardill. Of the three, Courtney’s interpreations in glass stretch the boundaries 

of traditional manipulation at the torch, producing lyrical flowing shapes (See 

Plate 3.4.14) relating to water patterns; which seperated her works from the 

normally spherical creations of glass in the nineteen eighties. Recent works 

have undergone a change in scale with the creation of what Courtney calls 

“jewellery for buildings“. (Courtney, 2009) 
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Plate 3.4.14  “Water“ Glass neckpiece  Giselle Courtney (Courtney, 2009: 1) 

Delzoppo,an enamellist of twenty years experience, has chosen the difficult and 

time consuming technique of cloisonné to create glass body adornment in 

vibrant colours often portraying the fine detail of foliage and flora: 

I am a miniaturist. I believe that small is beautiful, and that 
details are important. These ideas I express with the traditional 
technique of cloissoné enamel on metal. Most recently my work, 
both minatures and jewellery, has been a commentary on 
environmental issues, or has been inspired from observations in 
a small patch of the planet, my garden in northern New South 
Wales. (Delzoppo, 2004: 1) 

 
Often the journey of discovery that can encompass the more common 

artistic investigations into scale, material, technique, form and function, will 

come full circle and involve illumination into overlooked and perhaps more 
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subtle aspects of practice. Colour, one piece of this multi-faceted conundrum 

that artists skilfully use to weave their artworks, wields the power to alter 

perceptions visually, emotionally and symbolically and can be a powerful tool in 

the hands of the consummate artist. As a driver, it can be a stringent 

taskmaster or vehicle for exquisite expression. Often, taking a step back, 

whether it be into your genre or personal practice, can instigate a new way 

forward. 
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Chapter 4 Colour and the Artist 

4.1 Introduction: Colour Consciousness 

My first conscious considerations of colour came from nature. I grew up 

on a small farm and vineyard in the Clare Valley, South Australia in the 

nineteen fifties and sixties, an ideal environment for a questioning and 

energetic young mind. The farmhouse was nestled in a gently sloping valley, 

surrounded by acres of cultivated and virgin countryside. In spring, one of the 

paddocks on the farm used to graze sheep, the Top Paddock, would erupt in a 

riot of reds and oranges produced from a weed like onion. Many an hour was 

spent rolling in this vast natural canvas of colour, absorbing the emotions and 

dodging bees that were also drawn to this abundant display of nature. The 

paradox of this abundance was that the weed and flowers were poisonous, so 

could not be put to any use except in delighting the visual senses, especially in 

the awakening perceptions of a young girl whose father had other priorities and 

designs on the paddock, mainly his sheep.  Lying on my back immersed in 

colour, completely surrounded by tones of red and orange with a brilliant dome 

of sky blue above, always resulted in a joyous lifting of the spirit, and 

transportation from the everyday to a magical inner world. 

 Now I am no longer a young and fanciful girl but a practising artist, I can 

begin to relate to this experience of the power of colours and why I have always 

been strongly drawn to the genius of the Impressionist artists, especially the 

visions of Monet: 

In short, Monet gradually abandoned the principal tenet of 
Impressionism-the accurate and quasi-scientific transcription of 
the observed phenomena-in favour of increasing emphasis on 
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tonal harmonies and an interest in [colour] that depended more 
on the exigencies of painting than on fact…Simultaneously the 
point of view was elevated, leaving the observer suspended 
above the ambiguities of translucence and reflection, deprived of 
a horizon line from which to plot his location. (Moffett & Wood, 
1978: 13) 

As the crisp days of spring slowly turned to the somnolence and heat of 

summer, so did nature change her clothes. Not to be outdone by the 

passionate reds, Nature would shrug off her glorious coat of spring and don the 

paddock in the regal purple of Salvation Jane flowers in summer. However this 

was a gradual transformation, just like the turning of the seasons and, at a half-

way point, the red paddock would be sprinkled with little jewels of purple as the 

Salvation Jane slowly replaced the dying onion weeds. In a few weeks, the 

order had been reversed, with the reds acting as but a counterpoint to the rich 

purple. Summer was not a time to be lying on your back in a purple paddock in 

the full sun, and the Salvation Jane was prickly, unlike the forgiving but smelly 

onions. Mysteriously my mother could always tell when I had been in the Top 

Paddock. Summer was the time to seek out the cool dark shelter of the woods 

in the next paddock, and seek the refreshing green waters of the forbidden 

dam. 

These were my first conscious connections with colour, and always 

associated with nature. I use the term connections in relation to the use of 

colour purposely as it describes the necessary deliberation and reflection that is 

brought to bear whenever colour is used in art. Time has not dulled the 

memories of those early bucolic years or the colour associations that trigger 

them, but time has generated the knowledge to express the emotions invoked 

by colour in our collective psyche. For me, colour triggers memories and incites 

emotions whereas, for another person, it may be sound or taste that acts as the 
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catalyst. My primary sensory faculty is vision, but colour brings to the fore my 

sixth sense and inter- relationships with the metaphysical, much in the manner 

identified by Itten (1970): 

[Colours] are forces, radiant energies that affect us positively or 
negatively, whether we are aware of it or not. The artists in 
stained glass used [colour] to create a supramundane, mystical 
atmosphere which would transport the meditations of the 
worshipper to a spiritual plane. The effects of [colour] should be 
experienced and understood, not only visually, but also 
psychologically and symbolically. (Itten 1970) 

Many years would pass before I was able to apply this most powerful artistic 

tool; colour. 

4.2 Colour Connections  

A world without colour would be akin to living out your days in a 

continuous succession of grey tonal variants. Colour in all its guises lifts the 

heart and elevates the soul. What effect would a rainbow have without colour? 

[Colour] is life; for a world without [colour] appears to us as 
dead…As flame begets light, so light engenders [colours]. 
[Colours] are the children of light, and light is their mother. Light, 
that first phenomenon of the world, reveals to us the spirit and 
living soul of the world through [colours]. (Itten 1970, p. 8) 

To begin to understand the many facets of, and relationships between, 

colour and our consciousness, we must first comprehend colour. Separate 

definable colours are visually recognisable when white light passes through a 

prism, producing a spectrum by refraction. Each of the colours defined as red, 

orange, yellow, green, blue, indigo and violet resonate with an individual 

electromagnetic energy frequency of their own.(Itten 1970) The human eye can 

detect light from wavelengths between four hundred and seven hundred 

millimicron, which allows us to see colours rather than ultra violet light. The light 
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itself is not coloured. What we perceive when we view a green leaf is the 

absorption of all other light rays except the green which the surface of the leaf 

reflects. This derives from the scientific arm of the study of colour, pursued by 

chemists and physicists who measure and classify at a molecular level. 

There are diverse ways to understand colour apart from scientific 

explanations. It is of course, one of the principal aesthetic tools of the artist. 

Other professions to utilize colour in various ways include physiology, 

psychology, architecture, fashion design, photography and interior design. 

Table 4.2.1 broadly outlines the areas of colour study that are effective in each 

profession: 

Table 4.2.1 Different perspectives on colour 

Discipline Methodology Uses and Effects  
Chemistry Scientific Molecular research and development of 

dyes and pigments 

Physics Scientific Measurements, classification of 
frequencies and wavelengths 

Physiology Scientific Study of light and colour on visual 
senses, the brain and the eye 

Psychology Scientific Perceptions of the mind and mental 
state from colour radiation; ethico-
aesthetics 

Architecture 

Interior design 

Scientific, 
aesthetic 

Decorative treatment, created 
environments 

Fashion design Aesthetic Visual impression 

Photography Aesthetic Realistic visual reproduction 

Art Aesthetic Impression (visually)  
Expression (emotionally) 
Construction (symbolically) 

 

Table 4.2.1 demonstrates that colour is examined both scientifically and 

aesthetically. In the latter case the primary concern emanates from the artist’s 
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intentions and needs in relation to colour, but cannot be considered in isolation. 

To be truly proficient in the use of colour the artist must also be aware of its 

psychological and symbolic impacts:  

The artist, finally, is interested in [colour] effects from their 
aesthetic aspect, and needs both physiological and 
psychological information. Discovery of relationships, mediated 
by the eye and brain, between [colour] agents and [colour] 
effects in man, is a major concern of the artist. Visual, mental 
and spiritual phenomena are multiply, interrelated in the realm of 
[colour] and the [colour] arts. (Itten 1970, p. 12) 

The importance and influence of colour in my own practice will be discussed in 

terms of its three principal consequences for art (See Table 4.2.1): 

• Impression (visually) 

• Expression (emotionally) 

• Construction (symbolically) 

in order to allow a thorough investigation not only of the aesthetic 

considerations but also the symbolic and emotional associations. 

4.2.1 Visual Connections: Colour 

.  From an artist's point of view, idiosyncratic relationships with colour, 

include affective and cognitive personal associations beyond its physical 

scientific base.  Each artist takes a unique approach to colour that involves 

individual aesthetics and interpretations; colour is used to develop a message 

and a language. As opposed to traditional colour theory where it is possible to 

replicate experiments in the study of colour design principles, this personal 

approach usually eschews the scientific, while also encompassing sound colour 

principles. The artist sends messages encrypted in colour so that the message 

can be received and understood and/or felt by others. As the artist’s language 
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of colour is often intensely personal, there must be some commonalities of 

language of colour between artist and viewer for the message to be effective. 

Whilst realistically most artists do not have the time or resources to 

invent colours, each artist can certainly invent systems in their own aesthetic 

combinations of colours, just as composers conceive variations of musical 

notes in creating a new score. This developed spectrum of colours which, when 

refined, creates and communicates a visual experience, translates into 

sensation, perception and implication, all common aesthetic human 

experiences. Although this can also be communicated with texture or line, 

especially in painting, three-dimensional artists access their stylistic gestalt of 

language through a combination of colour and form. The visual impression 

received from a flat two-dimensional surface, i.e., a canvas of a painting, is 

different to that of the presence of a three-dimensional plastic form. 

The phenomenon of colour being perceived by the eye as only reflected 

colour due to the opacity of surfaces such as canvas, clay, metal or wood has 

been referred to in 4.2. Glass can be transparent, translucent or opaque. 

However I choose to work with the first two of these properties and combine 

them with my personal colour aesthetics and the bonus of transmitted light.  

Colour impressions are defined by available light, including intensity, source 

(natural or artificial) and associated surroundings, which may change its 

integrity. Hence the positioning of objects will play an important role in the 

visual experience of the viewer. Colour can only be appreciated in all its 

luminosity through the combination of form, translucency and light. 

So how do we decode the personal message of an artist? The ancient 

art of chromotherapy, which dates back thousands of years to ancient Egypt 
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and China and assumes that we all emanate a coloured aura affecting the state 

of each person's health and behaviour, is still used today in environmental 

design for its effect on well-being and behaviour. As few people have the ability 

to read another’s aura, we have to rely firstly on personal colour preferences. 

Unfortunately, we all respond in individual ways to colours because they carry 

separate personal meanings and inherited cultural associations. 

 Theory relating to harmony of colour refers to an arrangement of colours 

that pleases the eye. The juxtaposition of colours is a physiological technique 

used by artists to convey the essence of their message by manipulating our 

private colour sensibilities. A colour scheme based on harmony could be said to 

use analogous colours, that is any three colours which sit side by side on the 

twelve-part colour wheel, i.e., blue-green, blue, and blue-purple. Replacing 

these with complementary colours (i.e., opposites on the colour wheel such as 

red and green) would imply tension or disharmony. Colour harmony is used to 

place the viewer into a preconceived sense of order or balance where 

disruption to it will produce an experience that is unsettling. Using this 

technique, an artist’s use of colour can project a visual experience fluctuating 

from the extremes of chaos to quietude according to intention. Particular use of 

colour that plays on preconceived notions of the fear of colour—

chromophobia—can produce a visual experience that repels the viewer through 

chaotic, unsettled and disordered connotations. 

In 2004 Studio Ingot (Fitzroy, Victoria) hosted an exhibition called 

Chromophobia- fear of colour in which twenty jewellery artists were asked to 

respond to a particular colour chosen at random by the gallery for the show. By 

restricting their palette to a single predetermined colour the artists were placed 
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outside their comfort zone and needed to create a new personal language. 

Some approached this with trepidation, which was reflected in their works whilst 

others linked their colours to cultural constructs—some contemporary, others 

ancient—to produce coded messages. Often the response came from personal 

impressions and memories of interaction with the colour, or an intuitive gut 

feeling. The titles given to the works provided some insight into the influence of 

colour: 

Red- Way Past Red, Julie Gibbons, Blood Red Fear, Mirian 
Gribble; Purple- Salvation Jane, Brendan Adair-Smith, Purple 
Coral Pea, Rush lily, long purple flog, Vicki Mason; Orange- The 
colour orange, the word orange, the smell orange, Belinda 
Newick; Black- www. Wicked Witch of the West, Fiona Kwang; 
White- Leaf Bones, Kath Inglis, Holy bauble, White flower, Made 
in heaven, Sugar, White pointer, Barbara Heath.  (Studio Ingot 
2004) 

A powerful tool in the hands of artists, colour is sometimes used to 

generate meanings beyond mere impression. Monet began painting in the 

Impressionist style, the principal tenet of which was accurate representation of 

observed natural phenomena. Between 1888 and 1891 he began to create 

series of works on haystacks over time which he felt should be viewed as a 

totality rather than individually. (Moffett & Wood, 1978) In Plates 4.2.1 and 

4.2.2, it can be observed that the noon haystack has been painted in yellow-

brown and violet reflecting that time of day whilst he has used reds at sunset to 

show the colours of that time of day:  
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Plate 4.2.1 Haystacks at noon, Claude Monet, 1890, (The Metropolitan 
Museum of Art, 1978: 54) 
 

 

Plate 4.2.2 Haystacks at sunset, Claude Monet, 1891, (The Metropolitan 
Museum of Art, 1978: 57) 
The paintings began to become less representational and more akin to his 

expressive response to the subject, as reflected in his choice of colours and 

lack of detail in the backgrounds. In 1895, when Kandinsky failed to recognise 

the subject as a haystack whilst visiting his studio, he “…realised that the 

incredible power of the image lay in its evocative and expressive qualities, not 

in its representational ones.”  (Moffett & Wood, 1978: 12) 
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4.2.2 Emotional Expression 

An artist who uses colour expressively or instinctively, rather than 

entirely realistically imparts a sense of emotion and mood. Emotive response to 

the subject, rather than the reality of it, can be expressed through the choice of 

colours. The representation of a model with blue skin does not necessarily 

mean she was cold, but more probably represents the mood of the painter at 

the time or her context in the composition. The interpretation of an artist's 

expressive colour system composition remains highly idiosyncratic. Colour 

plays on our emotions and we are all used to a specific object being portrayed 

in a particular colour, for example bananas are usually depicted realistically as 

yellow. If the same banana is rendered in blue, our rational senses are 

disrupted and we thus have to balance this rendition beyond reality to our 

perceptions through an emotional response, as the artist’s colour language 

lacks cognitive or affective meaning. 

The lyrical power of colour connections can be expressed verbally in 

association with reality, i.e., flaming vermilion conjures a hot burning inferno 

because red is the colour of flame but, when there are no words for an emotion, 

expressive colour can bridge the gap. Kandinsky, a synaesthesiac, believed 

that colour could awaken corresponding physical sensations of taste, smell and 

touch in sensitive people.(Selz, 1968) Colours can be warm or cool, soft or 

hard, bright or dark, additive or reductive, calming or unsettling. As a colourist, 

an artist communicates impressionistic colour working with available light 

reflected from the subject matter in-situ. These same impressions expressed by 

the artist can be made more apparent to a viewer in a gallery, through a 
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replication of said light and/or through a conceptualization of the works to place 

the viewer in the landscape of creation.  

The matching of colour choice to subject is demonstrated in Van Gogh’s 

early palette of dark and gloomy earth colours such as raw umber, raw sienna, 

and olive green to portray images of the hard existence of miners, weavers, 

and peasant farm labourers. The darkness of his palette in Plate 4.2.3 

highlights the emotions of the occupants around the table, eating a humble 

meal of potatoes: 

 

Plate 4.2.3 The potato eaters, Vincent Van Gogh, 1885, (Vincent Van Gogh 
Gallery, 2008)  
 
After exposure to the work of the Impressionists, be began to introduce brighter 

colours although his use of them differed markedly from that of his 

contemporaries. His technique tendered to emulate that of the pointillists who 

rendered a division of the spectrum through small strokes of primary colour. 

However he took this a step further with his use of heavily textured emotional 

application of paint. Where they used colour to depict reality in different lighting, 

Van Gogh painted with instantaneous gestures and a sense of urgency, using 
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the paint straight from the tube in thick, hard, flat and expressive brush strokes, 

imbuing his images with emotive energy. He is renowned for his use of strong 

pure colours such as chrome yellow, chrome orange, vermilion, Prussian blue, 

ultramarine, lead white, emerald green, and black which resonate with tension 

as seen in Plate 4.2.4: 

 

Plate 4.2.4 Night café, Vincent Van Gogh, 1888, (Vincent Van Gogh Gallery, 
2008)  
 
 Influenced by prints from Japan, he was aware that the utilization of arbitrarily 

juxtaposed complementary colours, whilst allowing him to express emotive 

responses forcibly, unconsciously engendered a comparable response from the 

viewer. He was very conversant with the language of expressive colour: 

I should like to paint the portrait of an artist friend, a man who 
dreams great dreams, who works as the nightingale sings, 
because it is his nature. He'll be a blond man. I want to put my 
appreciation, the love I have for him into the picture. So I paint 
him as he is, as faithfully as I can, to begin with. But the picture 
is not yet finished. To finish it I am now going to be the arbitrary 
[colourist]. I exaggerate the fairness of the hair, I even get to 
orange tones, chromes and pale citron-yellow. Behind the head, 
instead of painting the ordinary wall of the mean room, I paint 
infinity, a plain background of the richest, intensest blue that I 
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can contrive, and by this simple combination of the bright head 
against the rich blue background, I get a mysterious effect, like a 
star in the depths of an azure sky. (Chipp, 1968: 34-35) 

Expressive colour is not restricted to painting, but also employed within 

jewellery and, more specifically, glass jewellery. Although Louis Comfort 

Tiffany, America’s foremost exponent of avant-garde jewellery and glass in the 

late nineteenth century has been referred to in a previous chapter, his individual 

application of colour is worthy of additional comment. He travelled extensively 

throughout the Far and Near East where the exotic colours and atmosphere 

influenced his art. It was not common at the time to produce impressions in 

pure colour but, just as Van Gogh and his contemporaries in Europe were 

influenced by Japanese art, so Tiffany’s art became imbued with the spirit of 

the Near East. (Zapata 1993) Although much of his jewellery can be traced to 

influences of naturalism and historicism, some were definitely a result of his 

expressive colour: 

…Louis would select a stone not for its intrinsic value, but for its 
colouristic qualities. According to Munson again, ‘Our idea was 
to take an inexpensive stone and bring out its natural beauty and 
[lustre] by echoing its feeling in its treatment. Each piece has a 
name and a personality’. (Zapata 1993) 

Tiffany’s palette did not scream with the angst of Van Gogh, but rather 

used suitably restrained analogous and Impressionistic coloured stones as his 

materials—moonstones, opal, jade and carnelian—replacing the cold 

irrelevancy of the white jewellery of diamonds and pearls with the powerful 

contribution of emotive colour. However, there is a third reading of colour- 

symbolism - to complete its understanding, as used by Lalique. 
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4.2.3 Symbolic Connections 

Itten (1970) postulates that the communicative properties of a colour fall 

into three categories eliciting natural, emotional and psychological associations. 

People are comfortable when colours remind them of familiar things and have 

an awareness of how and why colours communicate meaning. For example, a 

soft blue would probably trigger associations to the sky on a sunny day or the 

ocean, both colours redolent of a universal meaning and feelings of well-being. 

When a familiar palette is applied with a different language, meanings may be 

more complex and not universal particularly when determined by individual 

artists working outside a rigid set of pre-existing rules. The artist looking 

inwards, away from reality, or applying traditional religious or literary symbolism 

may draw on an indeterminate colour language. 

To decode the sometimes contradictory symbolic meanings of colours 

there are some helpful associative connections:  

• . Political and historical– the colour purple was associated with royalty. 

Lapidaries throughout history have defined the colour of stones for their 

amuletic and medical properties, often conflicting 

• Cultural– White, the colour of weddings, symbolizes purity in Western 

civilizations yet is a sign of mourning in the East. 

• Religious and mythical - Lalique often used blues and greens in his glass 

and choice of gemstones to imply they belonged to the dream or 

nocturnal state (See Plate 4.2.5). 
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Plate 4.2.5 Salaome, cast glass, enamel, Lalique, 1904, (Brunhammer, 1998: 
65) 
 

 Egyptians used stones by colour, red to satisfy Isis’s need for blood, red 

carnelian symbolized life, turquoise or green feldspar symbolized the earth’s 

fertility and was considered the colour of new life, while blue lapis lazuli was 

called the heavenly stone, resembling the sky. 

• Contemporary - red is used to signify danger or warning (road signs) 

Green symbolizes ecological awareness- the greenies. Orange indicates 

a need for caution. 

Colour symbolism becomes more complex when shades/intensity etc. 

are considered. Dark or light shades of a particular colour can convey opposite 

meanings, and may convey positive and negative symbolism. Where a bright 

clear red resonates with energy and warmth, a dull turgid red is the colour of 
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dried blood, sending an entirely different message. The specific placement of 

colour and its proportion to other surrounding colours can influence meaning. 

Edvard Munch, in his painting The Scream, 1863 (Dillen, 2008: 1) paints his sky 

in reds, symbolizing the heavy weight of psychological pain he was carrying. He 

commented, “I sense a scream passing through nature. I painted ... the clouds 

as actual blood. The colour shrieked.” (Genn, 2008: 1)  

When colour is contained within a basic shape the meaning can be 

changed. For example, Itten (1970) theorizes that particular shapes should be 

given particular colours with the three primary colours associated with the three 

basic forms- square/red, circle/blue and triangle/yellow although these 

meanings may be altered through cultural aesthetics. (Itten 1970) Finally, the 

juxtaposition of colours can intimate emotion i.e., complementary pairing of 

yellow/violet as used by early Romanesque and Gothic artists in their murals to 

symbolise knowledge, but this can alter again when the weight of the colours is 

taken into account. Colour symbolism can be decoded through the 

interpretation of general guidelines, but its reading often varies with the 

subjectivity of its application by individual artists. 

The subjectivity with which individual artist’s approach the use of colour 

in their work varies enormously and often encompasses more than one of its 

three consequences for art. Although professional tuition may determine the 

initial direction of colour interpretation in an individual’s art, its uses are often 

sequential throughout the career of an artist. Many other factors, including 

chosen medium and personal experiences, can affect colour use. 
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4.3 A Life of Colour 

Glass as a medium has fascinated me since I was a child and admired 

my parent’s prized collection of delicate coloured drinking glasses which were 

proudly displayed in the glass cabinet. The magic interaction of light with 

coloured glass remained with me for many years and later, as a young woman, 

I experimented with leadlighting as a diversion from the mundane tasks of 

motherhood. As my children became more independent, I was able to commit 

more time to my glass art and expanded my knowledge with workshops in 

Darwin. From these initial steps, I was to develop my artistic career in glass and 

an interrelated love of colour. This journey would take me from one end of 

Australia to the other, and then later back again in a search for the ultimate 

expressions in glass. Table 4.3.1 charts an overview of this quest, with detailed 

outcomes documented in Table A.1.1(See Appendix A) 

Table 4.3.1 Overview of 20 years of professional artistic development 

Timeline Development 
Stages 

Content/ 
Results 

Aesthetic Values 
& Techniques 

Outcomes      
(See 4.3.2  Details of 
Outcomes) 

1984-85 Beginnings 
• Leadlighting  
• Copper-foil 

• Glass panels 
windows       

• Boxes    
• Planters        

• Colour- (visual)        
• Texture                     
• Initial interest in 

form 

• First glass 
business;  

• Exhibition 

1986-89 Learning    
• Technical & 

aesthetic skills, 
Canberra 
School of Art 

• Cold work  
• Casting          
• Blowing         
• Fusing             
• Páte de verre 

• Colour- (visual & 
emotional) 

• Texture                     
• Form                         
• Material (glass) 

properties 
manipulation   

• Degree          
• Exhibitions     
• Acquisition 

1990 Growth 
• Public art 
• Lecturing 
• Workshops      

• Pâte de verre 
jewellery & 
vessels  

• Colour- (visual & 
emotional, 
subjective 
symbology)  

• Form                         
• Texture                     

• Exhibitions     
• Lectures 
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Table 4.3.1 continued 

Timeline Development 
Stages 

Content/ 
Results 

Aesthetic Values 
& Techniques 

Outcomes      
(See 4.3.2  Details of 
Outcomes) 

1991-92 Time-out     
• Residency  
•  Workshop    
• Reflection/trav

el  

• Pâte de verre • Colour-(visual & 
emotional) 

•  Form                        
• Texture                     
• Scale-(jewellery) 

• Exhibitions     
• Lectures        
• Residency     
• New 

directions 
1993-98 Production   

• Business skills 
 

• Fused 
/slumped:  

• Plates/platters  
•  Bowls                
• Architectural       
• Interior design    
• Landscape art    
• Corporate gifts   
• MICE market      
• Awards & 

trophies 

• Colour- (visual & 
emotional)  

•  Form                        
• Scale                        
• Specific theming 

• Financial 
security     

• Artistic 
"block" 

 

1999 Timeout    
• Residency 
• Workshop    
• Reflection & 

travel 

• Professional 
development 

• Colour (visual) 
• Experimentation 
• Mould making 

• Education 
• Lectures 
• Travel 

2000-02 Change of 
Direction 
• Post-graduate   

research 
• Bead-making 
• Jewellery  

• Renewing 
practice 

• Colour (visual & 
emotional, 
subjective 
symbology) 

• Exhibition 
• Education 
• Lectures 
• Travel 

2003-2008 Redefining practice
• Further post-

grad research 
• Glass 

workshops 

• Renewing 
practice 

• Colour (visual & 
emotional, 
subjective 
symbology) 

• Exhibition 
• Education 
• Lectures 
• Relocation 

 

After completing tertiary training in glass, I arrived in Cairns in 1992 

aboard our yacht, Phalarope, after a three-month voyage up the coastline of 

Queensland from Brisbane. The oceans had been a part of my life for several 

years whilst sailing the South Pacific and were now to become a foundation for 

inspiration in my new glass art practice. If I sought to reproduce in my glass the 

infinite shades, tones and moods of the sea, for example, I would need a very 

broad palette of blues and greens from the deepest, darkest indigo to the 
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brightest and lightest lime green. But the sea is not just water; it is also home to 

a huge ecosystem of plants and creatures, resplendent in all colours of the 

rainbow. Before arriving in Cairns I had worked with the subtle variations of 

colour and mood using the technique of pâte de verre. This new environment, 

manner of working in glass and change of palette would take me from the 

subtle impressionistic style of my pâte de verre into a vibrant naturalistic 

expression of colour. The initial resultant pieces were prompted from the 

creatures on the reef, portrayed in vibrant primary colours as exemplified by 

Plate 4.3.1: 

 

Plate 4.3.1 Reef colours, 1994 
 

For the next four years I was to pursue this experimentation into the 

expressive use of colour until, in 1996, I was asked to participate in an 

exhibition themed on Mossman Gorge. The canopied cathedral-like rainforest 

presented a chance for introspection and interpretation beyond its obvious 

natural beauty. My usual bright and bold complementary colours would not 

convey the timeless quality, nor adequately communicate the particularity of 

place; hence I needed to adjust my existing palette. The pieces created using 
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analogous shades, predominantly in blues, aquas and violets, represented a 

return to my earlier impressionist style and conveyed the contemplative 

atmosphere experienced in the forest. Plate 4.3.2 alludes to the misty 

dreamlike atmosphere in the rainforest after tropical rain: 

 

Plate 4.3.2 Mossman Gorge, 1996 
 

Being a colourist as well as a glass artist gives one an advantage over 

other practitioners using different media. Colour refracts from light and, as a 

material, glass exists within the same genealogy. When co-joined, they form 

the perfect vehicle for expression, with light operating as a silent partner. Glass 

is normally a hard brittle material but can be transformed into a medium of 

subtleness and tactility through the device of crushing. When used in this form 

it is possible to communicate the subtlest of messages through graduations of 

blended colour. Depth and perspective, along with texture, are achieved from 

the transmission of inner light and layered colour. As can be seen from Table 

4.3.1, my work has continued to vacillate between the bold and the subtle with 
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an increasing interest in the use of crushed in combination with sheet glass to 

refine my message. By 2002 my focus was shifting from the overall images of 

reef and rainforest and I became interested in the more concentrated 

expression and thus the scale of my work decreased. I chose jewellery as an 

appropriate vehicle of expression because of its long association with emotion, 

and its ability to articulate directly to and interact with the wearer. Such a 

personal item could be deeply imbued with meaning. Colour and glass 

continued to be the tools of my craft but, without context, they were just pretty 

baubles. The opportunity to create a meaningful series of works presented itself 

in the form of changed personal circumstances in 2004, which also led to a 

redefining of my individual palette. 
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Chapter 5 A New Direction- Methodology 

5.1 Synthesis of Directions from the Literature 

The literature review has explored three main fields of research to 

foreground the development of a body of work featuring glass as a flexible but 

essentially non- precious form of neck adornment: 

 1. The neck  

• Symbolic importance of the neck 

• Body adornment relating to the neck 

2. Jewellery 

• Relevant historical literature relating to the development of 

jewellery as personal adornment, with emphasis on 

communicative symbolism.  

• Different stylistic and technical approaches employed by Western 

and Ethnic societies.  

• Clothing, costume and climatic variations affecting neck 

adornment 

3. Glass 

• Technical developments impacting upon jewellery 

• Aesthetic developments impacting upon jewellery 

It is argued that the neck is focal because, whilst various parts of the 

anatomy have been bared or covered over time, the neck’s position in the 

landscape of the body has been particularly critical to the dialogue between the 

heart and the brain, and often a place where amulets have been worn to ward 

off the evil eye. The issue of functionality versus adornment was raised in 1.1 
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and the symbolic nature of early neck adornment noted in agreement with the 

estimation of Dubin (1987), who argued that “These first valued aesthetic worn 

body adornments could have been talismanic, strung around the neck or sewn 

onto garments to bring luck, ward off evil and sickness or to grant success in 

the hunt.” (Dubin, 1987: 22)  It was noted in 2.2.2 that, while various parts of 

the anatomy have been bared or covered over time, the neck has remained a 

focal point of bodily adornment throughout history. The significance of 

preciousness in jewellery has been analysed in terms of: 

• Western culture’s preoccupation with the precious and 

• Other ethnic cultures’ eclectic and evolving approach to body adornment 

Nevertheless it is clear that there has been no systematic investigation of the 

nexus between the neck and the non-precious especially in relation to the 

potential of glass. 

5.2 Actioning the Aims 

The overarching aim of the study—‘to challenge the notion of 

preciousness in jewellery by exploring the contemporary artistic potential of 

glass as a medium for neck adornment’—involves a number of inter-related 

explorations and experiments (both technical and aesthetic): 

• What dimensions, chameleon qualities and potential directions for neck 

adornment can be identified in relation to glass across both cultural 

boundaries and eras? 

• What might be its contemporary iconic and creative possibilities? 

• What visual continuities might be possible/desirable between past and 

contemporary neck adornment? 

• What technical/aesthetic experimentation is needed to achieve the aim? 
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• How might the personal trajectory of the artist be encompassed in a 

meaningful and constructive way? 

 
At the outset, I was drawn to the ancient African form of off loom bead 

weaving, as seen in Plate 5.2.1; as this method of creating neckpieces and all 

forms of body adornment required no specialised tools or techniques, and 

produced sinuous pieces rich in colour and meaning. 

 

Plate 5.2.1 African body corsets-seed beads, Dubin, 1987:130 
 
As a glass artist rather than a jeweller it was important that the palette was not 

corralled by traditional gold and silver smithing techniques; glass as a jewellery 

medium required freedom rather than tradition and restriction. Cogitation came 

unexpectedly in steamy modern Singapore in 2002 as I entered the elevator 

lobby en route to the Equinox Bar of the Stamford Hotel on the 60th floor. 

Confronting me was a darkened space with spot lit niches containing large 

woven sculptural artworks that appeared to have a life of their own. I was 

looking at The Glass Sarong Series created by Aseem Percira, 2001 (See Plate 
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5.2.2). It was not a piece of jewellery that opened my eyes to the potential of 

wire in my work, but an enlarged and scaled up version of a piece of bead 

weaving displayed in all of its three metre glory.  

 

Plate 5.2.2 Twisted Selendang 1, the Glass Sarong series, Aseem Percira, 
2002 
 

The technique was very similar to African off loom bead weaving, but 

with a couple of twists in its tail. This contemporary eastern interpretation 

combining enormous glass beads woven together with wire and almost creating 

a frozen moment of movement captivated me, both with its free standing 

sculptural form and its reversal of scale, from the miniature to the immense. I 

perceived the intensity of recognition invoked in the manipulation of scale and 

what might be possible if I incorporated wire into my pieces. My investigation 

into wire techniques that could be combined with my glass led to Alexander 

Calder whose work included free form kinetic wire sculptures and jewellery. 
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During this period of research, I realized Australia had its own rich history of 

folk art wirework. 

The visual research has been both informed and directed by the 

literature search and hence utilises historical and contemporary images. In 

tracing the evolution of jewellery through 70,000 years from talismanic 

pendants to glass pieces by artist/jewellers like Lalique of the late 19thC, issues 

that hampered development for traditional jewellery design but contributed to a 

continual diversification and vibrancy of ethnic, folk and later, artist-jewellers 

were identified:  

The enormous vocabulary of materials used in so-called ethnic 
jewellery, dwarfs that of European jewellery and was a massive 
liberating force in twentieth-century design…Ethnic jewellery 
shows a far broader use of colour and contrasting materials than 
was dared in Europe before Modernism (Fitch, 1992:10)  

This observation prompted the new question of how to locate contemporary 

jewellery’s latest iteration and what its implications for my own practice would 

reveal. 

5.3     Technical Considerations 

On my return to Australia from Singapore I began immediately 

experimenting with recycled copper electrical wire, making my own clasps, coil 

spacer beads, connectors, wrapped wire elements and bead and wire beads 

(beaded beads). The need to use beads with large enough holes to 

accommodate the wire led me to the next step in my journey which was the 

making of custom lamp worked beads. This new dimension of originality and 

control in my glass components led to a rethinking of the emphasis that had 

developed in the research. I began to discern that I was allowing technique to 
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override content, so refocused on the glass. I realised I could make fused glass 

jewellery pieces as well, incorporating the same techniques I had learnt from 

fusing, slumping, casting and pâte de verre. 

My preoccupation with the past had blinded me to the realization of a 

need for a contemporary—and a personal—interpretation in my work; I needed 

to look forward not backwards. Once I mentally returned from pre history, I 

began seeing potential in all manner of modern equivalents to traditional and 

ethnic materials. I quickly added dichroic glass, stainless steel, brass and 

precious metal clay (PMC) to my inventory. All that was needed now was to 

fuse these disparate elements into my own visual language, but this would 

require extensive experimentation. 

Technical investigation, resulting in experimental pieces was conducted in: 

• off-loom beadweaving i.e., colour swatches, different stiches, flat and 

three-dimensional techniques and bezel applications; 

• lamp-worked bead making i.e., sculptural beads, dichroic applications, 

addition of wire to beads and páte de verre bead experimentation in the 

flame; 

• kiln formed glass jewellery elements i.e., three-dimensional páte de verre, 

dichroic elements, slumping, incorporating wire into fused elements and 

mould making; 

• precious metal clay as an alternative to soldering for bezels and 

components; 

• wire and metal work  i.e., wire crochet, wire wrapping (as bezel and 

decorative element and handmade metal findings), applications with 

stainless steel wires. 
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Concurrently, exploration of the potential of non-precious objects and 

materials, particularly glass, from the point of view of a non-ethnic Western 

practitioner was undertaken through: 

• Use of synergies derived from ethnic ideas and notions of material, 

technique and modus operandi in colour to merge the non-precious with 

the precious. 

• Application of theoretical principles for colour/form relationships and the 

iconography of colour into glass. 

• Formulation of creative solutions to problems, i.e., fabricating 

components in non-precious materials of proportionate size, significance 

and appearance to subvert the precious alternative. 

• Ongoing experimentation with materials and methods to define 

appropriate vehicle for expression for final works will focus on glass 

components including dichroic glass (kiln-formed and flame worked) 

combined with the application of wire techniques (wrapping, hand forged 

findings and clasps). 

 

5.4    Pilot Experimentation     

5.4.1 Early Experiments  

My early experimentation was driven by the pre-historical research, 

especially that of the Egyptian period from 5000bc to 3000bc and was 

particularly evident in pieces produced in 2003 - 04 exhibitions in Cairns No 

Boundaries and Brisbane To be or Not to Be Jewelled. The two main reasons 

for this were my fascination with the era and the relationship between Egyptian 

glass jewellery and the technique of glass making I employ called pâte de 

verre. These pieces were investigating the communicative symbolism of 
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jewellery, but failed to present in a contemporary manner as they derived from 

the head rather than the heart; they were speaking from without and not from 

within. It was at this stage the direction of my research changed, as I began to 

confront the issues in my practice, which had stimulated the initial decision to 

undertake supervised research. I began to reappraise my personal use of 

materials and aesthetics in my practice:  

• fused jewellery components containing dichroic glass and wire with a 

predominately Egyptian theme 

• wire coiled beads as an entity 

• PMC components and bezels 

• Colours used in the glass 

• Beadwoven elements 

 

5.4.2 Experiments with Beads 

 
I began with seed beads, commercially made glass beads called seed, 

because of their size. These come in many different shapes, sizes and colours, 

thus giving an endless palette with which to work. Common shapes include 

cylinders, round, hexagonal, charlottes and bugles which, though not 

technically a seed bead, are often used in conjunction with them.  The hole 

size, which can vary from miniscule to quite large and may be round or square, 

is an important element in the choice of beads for weaving as the needle and 

thread have to pass through the beads and may need to accommodate several 

passes of thread and needle. The wide palette of colours encompasses 

transparent and opaque, frosted, matte, colour or silver lined, iridised and 

lustred. Sizes range from 15°, the smallest, to 6° the largest: 
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Years ago when mass production of beads was in its infancy, 
manufactures chose the most common bead they produced as 
the “null bead” and [labelled] its size 0. Larger beads were given 
increasingly larger numbers: 2, 3, 4, etc. When manufacturers 
began to make smaller beads that resembled seeds, they 
[labelled] the next size smaller than the null bead as size 00; the 
next smaller 000; the next smaller 0000. Obviously, such a 
system became cumbersome fairly quickly, so a shorthand was 
developed to specify the number of 0’s: 6/0, 11/0, etc- which 
evolved into the current 6° and 11°. (Wilcox Wells, 1996: 8) 

The strange symbol to denote size, which looks like a degree sign, has its roots 

in the early days of mass production of glass beads. 

Since antiquity, many cultures have used beads to create jewellery and 

body adornment rich in cultural context, either by stringing or weaving the 

beads together. Weaving beads gives them an additional dimension and 

quality, which derives from the power of multiples. One bead by itself is just a 

sentence in a paragraph, not the whole story, so the combining of many beads 

became important to me. I had previously always just strung the beads making 

strands and felt that bead weaving would bring a more powerful dimension to 

my work. 

Research showed that there were two basic types of weaving, one using 

a loom and the other off-loom weaving. The loom weaving was similar to textile 

weaving and produced strips of woven beads restricted to the initial weft and 

warp threads, where as the off loom was a much more fluid creation of a fabric 

of woven beads. It is possible to create three-dimensional pieces, form tubes, 

work in a circular fashion, and incorporate crochet and knitting. It allows 

spontaneity of process that I find particularly appealing and so I decided to 

teach myself this form of bead weaving. I started with old instructional cuttings I 

had collected over the years going back to the late 1980s, which I had used to 
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create my first pâte de verre beaded pieces. On re-reading this material, I 

realised there were numerous patterns for bead weaving that could be used 

although many were for loom work, which did not interest me or were simply 

variations of stringing beads. I needed to find a book which specifically could 

instruct me on off-loom work, and I found exactly that in Wilcox Wells’s (1996) 

marvellous book “Creative Bead Weaving”- A Contemporary Guide to Classic 

Off-Loom Stitches. 

I had already accumulated numerous seed beads but, until this time, had 

been unaware of the differences between them- beads were not just beads! 

After my initial foray into bead weaving using these old beads, I soon realised 

that size and shape were very important to the end result. Size determined the 

overall dimension of the piece—the smaller the beads the finer the ultimate 

work—so when working to a pattern that needed to be a certain length with an 

overall symmetrical pattern, I would end up with too short a piece. The shape of 

the bead was equally important, as certain types of stitches needed the beads 

to sit snugly together for ease of work and appearance. My initial choice of 

stitches (the manner in which the beads are woven together) was flat peyote—

originally used by the ancient Egyptians in 2200 BC to weave belts, collars and 

aprons. Once again there are many variations of peyote; flat (odd-count and 

even-count), tubular (both odd and even count), two-drop, circular, ruffles, 

spikes and combinations of two or more basic types. 

There are two different approaches to weaving peyote. You can just pick 

up beads of any colour and stitch away, increasing or decreasing where ever 

you want, or you can follow a graph to a predetermined pattern of colour and 

design of your own or someone else’s. I began with random sized and shaped 
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beads in any colour to familiarize myself with the technique, learn how to 

tension and just to end up with my first sensuous, rich piece of beaded fabric. I 

also soon learnt that the correct needles and thread were equally important. 

Peyote stitch results in a vertical brick pattern with even count peyote finishing 

in an uneven outer edge and, strangely, odd count peyote in an even edge 

(See Plate 5.4.1). 

 

Plate 5.4.1 Peyote stitch, odd count left, even count right: 2002 
 

 The graph is read diagonally and, in even count peyote, it is not 

possible to have a centred pattern. I soon discovered that it was much easier to 

use larger beads that were cylindrical in shape (as opposed to round) as they 

sat together beautifully. My choice of beads was Japanese Miyuki size 9°, 

which I sourced whilst in Singapore in 2002. The appropriate beads made a 

huge difference to my progress. At the same time I purchased specialised 

needle and thread (waxed) to improve my technique. 

My first task was to create sample strips using specific colours and set 

geometric patterns as seen in Plate 5.4.2. 
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Plate 5.4.2 Sample strip: 2002 
 

The results did not provide the impact I was seeking to generate and also 

confirmed my theory of multiples in that blocks of colour needed to be used to 

gain impact. Single differently coloured beads did not stand out from the 

background at all. It also started me thinking about the way colour works in 

bead weaving. You can use sharp definition juxtaposing contrasting colours or 

create subtle changes in hues as I had done with my pâté de verre, which was 

strongly influenced by Monet’s Givenchy garden paintings. I felt that beads 

would also provide a wonderful medium to portray the emotions evoked by 

these glorious panoramas of colour that swirl across the canvases, images 

moving into and just out of focus  (See Plate 5.4.3) 

 

Plate 5.4.3 Graduated colour: 2002 
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I continued to create several pieces in flat peyote to familiarize myself 

with the technique, using prepared patterns until I felt confident enough to 

design my own. Once I had gained the freedom of using my own designs, I 

began to bend the rules for bead weaving, using various sized and styles of 

beads in one piece and even inventing a new stitch type combining peyote and 

brick stitch as demonstrated in Plate 5.4.4. 

 

Plate 5.4.4 Adaptation of peyote and brick stitch using bugles: 2003 
 

 I had found a medium that I was able to manipulate in various ways to achieve 

my own ideas. I had already realised I did not wish to use bead weaving as the 

sole element in my pieces. Even though it was very relaxing adding one bead 

at a time to form the fabric, I knew it would take far too long to complete a 

series as well as lacking the particular aspects of glass as jewellery that I 

wished to portray. 

What was now needed was to examine various aspects of the technique 

that would provide the necessary tools to create my visions. As a linking 

component, tubular bead weaving was ideal, so the next step from flat peyote 

was to construct components in tubular peyote that would be used to link 

feature glass pieces. There were also other types of tubular bead weaving 
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which yielded a looser fabric and I began to experiment with these as seen in 

Plate 5.4.5.  

 

Plate 5.4.5 Beaded rope, tubular peyote, various bead sizes and colour 
combos: 2003. 
 
Brick stitch could be used to create tubes, but was restrictive in design aspects. 

The stitch I found most appealing was African Helix as it could be used in a 

non-traditional way and was highly adaptable—the number and size of the 

beads in the initial ring determining the diameter and contours of the tube. 

I next turned my attention to the feature dichroic glass pieces that I was 

creating at the time. I was to examine several methods of attaching these 

elements, but at this time I began to surround them with a woven bezel that in 

turn could be attached to the tubular sections as seen in Plate 5.4.6. 

 

Plate 5.4.6 Seed bead woven bezels: 2004 
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Another avenue I investigated at this time was Woven Beads. This was a 

technique where a wooden bead would be covered with woven seed beads, or 

alternatively created hollow. I did not pursue this avenue for the exhibition. 

Interest in making my own beads by lampworking was stimulated in 

1995 when a friend returned from a bead-making workshop in Japan with 

samples of beads she had made. As a result I enrolled in a bead-making 

course in Cairns and purchased a “hot-head” burner and attached this to an 

LPG bottle. Due to my inexperience, the resulting beads—as well as having 

unusual shapes—were also grey in colour due to a reduction atmosphere in the 

flame. LPG by itself does not produce the correct flame environment or 

temperature to create beads with clear colour successfully within a short period 

of time. The solution was to purchase a surface mix minor bench burner and a 

bottle of oxygen. This combination produced a hotter flame within which the 

oxygen to gas ratio could be controlled, allowing for a much wider range in 

colour and size of beads to be made. 

However my interest was not in making commercially available beads 

but in purpose made individual components to contribute to a necklace of my 

own design. Subsequently I taught myself to make sculptural beads: fish, 

flowers, leaves, frogs, bears—in short, any form that my designs required in 

specific colours which I dubbed Critters.  I did not make beads for the sake of 

making beads, but to meet specific needs as seen in the cat-head bead in Plate 

5.4.7 
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Plate 5.4.7 Detail, Alice Goes Down to the Sea, sculptural bead: 2002 
 
As can be seen in Plate 5.4.7, the beads were often further embellished with 

the addition of wire work, in this case as a surround for the cat’s head, which 

will be discussed in more detail in 5.4.4 Wire and Precious Metals. Over the 

course of the research, many of the traditional methods I was using would be 

combined to achieve unique personal and contemporary interpretations. 

My next experimentation with lampworking was to incorporate dichroic 

glass into the beads to complement the fused dichroic pieces I was making 

(see 5.4.5). The use of dichroic glass in lampworking is technically difficult and 

requires the correct equipment and necessary expertise to control temperature 

and atmosphere in the flame. To achieve the desired aesthetic outcome many 

hours of experimentation were required to avoid burning off the dichroic coating 

on the glass strips. Due to time restraints, I decided ultimately to pursue fused 

dichroic elements, as opposed to lamp worked dichroic elements in my work, 

as this method allowed greater scope in design, scale and a higher success 

rate of finished components. 

Making pâte de verre beads and components is an exacting task from 

selection of material through to the firing but the rewards are great—
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magnificent forms, awesome colour control, wonderful texture, and great tactile 

quality. I have been enamoured with pâte de verre in all its myriad forms since 

1986 and it only seemed right to revisit this ancient technique in glass forming 

to incorporate in my jewellery pieces. In the past, I had made sheet pâte de 

verre to use as feet on my vessels and, on reflection, realised the enormous 

potential for it in jewellery applications. I had already made beads in pâte de 

verre, but now began to experiment with other applications. 

To make pâte de verre beads (See Plate 5.4.8) requires finely crushed 

grains of glass smaller than 100-mesh size. This can be crushed by hand or 

machine, or purchased ready to use. The powder must be free of metal 

contamination and also washed to remove any dirt that would result in muddy 

colours. In the past I had machine crushed lead crystal, but now I chose to use 

pre crushed and cleaned Bullseye glass powder. This is available in many 

colours and the existing colours can also be blended to achieve further shades 

and hues. The other ingredient necessary to make the beads is wallpaper 

paste. Detailed description of processes, including multi-colour, (See Plate 

5.4.9) gold leaf (See Plate 5.4.10) and further additions (See Plate 5.4.11)to the 

pâte de verre beads is included in Appendix B.  

 

Plate 5.4.8 Single colour pâte de verre beads: 2004 
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Plate 5.4.9 Multi colour páte de verre beads: 2006 
 

 

Plate 5.4.10 Gold leaf pâte de verre bead: 2004 
 

 

Plate 5.4.11 Wire inclusion in pâte de verre beads: 2006    
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5.4.3 Fused Dichroic Glass Elements 

Much of the impact of my finished jewellery pieces derives from the 

judicious manipulation of dichroic glass. I have briefly discussed its use in 

lampworking, but feel greater appreciation of the research will be accomplished 

with a more thorough understanding of the material and the rationale for my 

choice of this unique glass. Firstly, what is dichroic glass? Put simply, it is a 

highly reflective as well as refractive coating applied to a base glass in a 

vacuum. The coating is reminiscent of some of nature’s most beautiful effects, 

such as butterfly wings, birds’ feathers and opals, all displaying intense 

iridisation and a shifting of transmitted and reflected colours. The actual 

technical application of the coating is a lot more complex as explained below: 

Dichroic Glass is a multi layer coating placed on glass by using 
a highly technical vacuum deposition process. Quartz Crystal 
and Metal Oxides are [Vapourized] with an electron beam gun in 
an airless vacuum chamber and the [vapor] then floats upward 
and attaches then condenses on the surface of the glass in the 
form of a crystal structure. Our [colours] have as many as 30 
layers of these materials yet the thickness of the total coating is 
approximately 35 millionths of an inch. The coating that is 
created is very similar to a gemstone and by careful control in 
thickness, different [colours] are obtained. Thus, all our coatings 
are created using the same exact materials. Originally created 
for the Aerospace industry, Dichroic Glass is now made 
available to the artist community through Coatings By Sandberg, 
Inc. CBS Dichroic Glass is specifically designed to be hotworked 
in any way but can also be used in its raw form. The main 
characteristic of Dichroic Glass is that it has a transmitted 
[colour] and a completely different reflective [colour]. 
Furthermore, these two [colours] shift depending on angle of 
view. With the play of light together with its vibrant [colour], 
Dichroic Glass is a prime tool used to add interest to any piece 
of work or project. With over 45 [Colours] of Dichroic Coatings 
available to be placed on “any” substrate (ie glass), artists have 
unlimited freedom of expression. (CBS, 2007: 1) 

Its origins are comparatively recent with a reference in research papers 

published by NASA (Erikson, 1988) discussing the technical application on 
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mirrors of the coating for satellites. From this original use twenty odd years ago, 

it was adapted for use by glass artists. The coating can be applied to clear, 

black backed or textured sheet glass as well as rods for lamp working, and is 

available in over twenty colour combinations i.e., blue/gold, indicating 

transmitted and reflected colours as seen in the fired samples in Plate 5.4.12.  

 

Plate 5.4.12 Samples of different dichroic glasses: 2006 
 

With coatings on clear glass, the transmitted colour is that which you see 

with light passing through it whilst the reflected colour shows with the light 

bouncing off it as on a solid surface. Black backed coatings show only a 

reflected colour unless the glass is rainbowed. An endless variety of effects can 

be achieved with consideration of certain factors other than those already 

mentioned: 

• Choice of colour of base glass combined with colour of dichroic glass 

• Dichroic coated side of the glass up, will produce a ‘metallic’ solid colour 

effect, especially using black backed dichroic glass 

• Dichroic coated side of glass down, produces a prismatic effect as well as 

depth and intensity 
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The first pieces created using dichroic glass in 1996 were plates for an 

exhibition at Cairns Regional gallery “Mossman Gorge - A Special Place”. The 

piece incorporated very small drops of clear backed dichroic, as seen in Plate 

5.4.13. 

 

Plate 5.4.13 Detail, Gorgeous twilight, 1996 
 

Many of the fused dichroic pieces used in the final pieces needed holes 

drilled to take the wire attachments. Drilling glass must be done with a diamond 

tipped drill attached to a hand piece in water, to reduce glass dust hazard and 

cool the glass. 

5.4.4 Wire and Precious Metals 

More recent research stemmed from changes of direction in my own 

artwork in the early 2000s, which resulted in a nexus between glass as a 

medium and jewellery as a vehicle for the expression and conceptualization of 

new ideas. Well before this, I had been using the plastic qualities of wire as a 

means of expression in my work. In 1986, I was incorporating wire into fused 

sculptural glass pieces manipulating its fluid qualities to add lineal traits to the 

work, even then choosing copper over gold or silver wires. This has continued 
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to be a very important element in my work, both for its practicality and 

manipulative qualities, as well as its aesthetic appeal. 

In the early 1990s, I incorporated wire in the form of findings, earring 

wires and supports and clasps on necklaces in pâte de verre jewellery. Ten 

years later when I revisited jewellery as a method of expression in glass, wire 

became an important element in the make-up of the pieces. It was now being 

used as an aesthetic as well as functional element of the neckpieces.  Evolving 

designs included wire as a central structural element in the pieces and 

eventually became an integral design factor as well. The design example in 

Plate 5.4.14 shows the use of square brass wire as a structural feature: 

 

Plate 5.4.14 Design, 2002 
 
The exhibition To Be, Or Not to Be….Jewelled, in Brisbane in 2003 became a 

turning point in the use of wire as both design and functional feature. The first 

piece in this exhibition Pharaoh’s Flowers incorporated wire loops fused into the 

main glass component to enable linking of the whole without being an entire 

design element. The wire loops can be seen in Plate 5.4.15 whilst the 
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corresponding full image in Plate 5.4.16 indicates functional role of wire as a 

design element: 

 

Plate 5.4.15 Pharaoh’s Flowers, detail of wired components: 2002 
 

 

Plate 5.4.16 Pharaoh’s Flowers, 2002 
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The subsequent pieces of this exhibition embraced wire in the form of bezels, 

connectors and design element as an essential element—aesthetic as well as 

functional—in the work, second only to the glass. This is demonstrated in Plate 

5.4.17 Detail, Purple Rain, exhibited in the exhibition showing the wire acting as 

bezel and connector for the glass components, whilst at the same time 

contributing central decorative elements (See Plate 5.4.18 Purple Rain) 

essential to the overall design of the piece.  

 

 

Plate 5.4.17 Detail, Purple rain, 2003 
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Plate 5.4.18 Purple rain, 2003 
A further development that more closely incorporated wire as an 

essential element into the design of my jewellery is evident in Diana’s Piece, 

2003, commissioned as a private piece during the exhibition. This piece now 

includes actual wire beads to complement the whole and a specially designed 

clasp, both aesthetically complementary and specifically functional. The design 

of this piece went one step further, incorporating holistic considerations for the 

client including colour, aesthetics, function, (in the form of the client’s bad 

arthritis) which made it difficult to use traditional clasps normally on jewellery. 

Hence, the client’s needs alerted me to another consideration when making 

jewellery, the functionality of the design including the end user’s special 

requirements; in this case it was a simple catch as seen in Plate 5.4.19. 
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Plate 5.4.19 Hand made wire and bead clasp: 2003 
 

Consequential research into wire techniques covered many months of 

the research. I tried art colour coated wires, stripped back electrical wire, both 

plain copper and plastic coated, as well as brass, sterling silver and rolled gold. 

I experimented with different wire profiles, round, square, half round and filigree 

and gauges or sizes of wire.  My main choice of wire was to be round brass in 2 

sizes, 1.2mm for structural work and 0.7mm for finer wrapping, often over the 

1.2mm, with one piece incorporating 4mm square brass wire. The brass was 

chosen because of its manipulability, being termed soft subtle, antique 

colouring and its connection with ethnic techniques. It impersonated the 

preciousness of gold but, because of its low cost, allowed for extensive 

experimentation without the fear of failure or disappointment. Samples of 

experimental pieces are included in Plate 5.4.20 
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Plate 5.4.20 Wire experiments: 2000 – 06  
 

I was aware as a glass artist, as distinct from a jeweller, that I would 

have to find my own path, concepts, techniques and context for my work. My 

intent was to incorporate glass into body adornment rather than to become a 

jeweller. Hence the rationale for the use of wire was not only for its aesthetic 

qualities, but also as a means of bringing all components together. The 

technique of soldering, for example was not relevant to the primary material 

with which I was experimenting, namely glass. The literature research alerted 

me to the historic use of wire as a means of connecting such as for beads, 

bezels and bails and sympathetic to my own visions for the body adornment. A 

“Building Ideas” workshop by Japanese artist, Harumi Yukutake attended at the 

University of South Australia, Adelaide in 2005 further encouraged my 

unconventional approach to jewellery making using non-precious wire. It was 

here I began to combine some of the techniques I was using, specifically 
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lampworking and wire work. Using copper wire, I heated the tip of the wire and 

a glass rod in the torch, and deposited molten glass onto the wire, the result of 

this experiment was to become a key component in the execution of the final 

pieces. 

The final choice of wire came after research into methods of jewellery 

making that did not require traditional skills such as soldering and stone setting. 

One avenue I pursued early in the research was Precious Metal Clay or PMC 

which, at the time, appeared to offer an answer to all my problems. PMC has 

the consistency of clay but is, in fact, silver, gold or platinum particles held in a 

matrix of water and binders. When fired the piece is 99% pure metal, with the 

binders and water burning off. There was no need for traditional working of the 

metal only skills in clay modelling and firing in a kiln or with a torch, both of 

which were in my current repertoire. After initial experimentation in my studio, I 

attended a workshop in Melbourne offered by Fred Woell from USA in 2004 as 

part of the Jewellers and Metalsmiths Group Biannual Conference. This 

increased my knowledge of the material as well as giving me an insight into 

what other jewellers were practising. The actual silver clay and finished 

components from the workshop are seen in Plate 5.4.21. 
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Plate 5.4.21 PMC workshop components, Melbourne: 2004 
 

It was an ideal material from which to construct bezels and rings, 

removing the need for soldering but, after further trialling the PMC, the results 

were judged to be too heavy, visually and physically, to achieve the effect for 

which I was striving. An example of dichroic glass encased and fired in PMC 

demonstrates the reasons for putting it aside (See Plate 5.4.22) for another day 

and I continued to refine my wire techniques.  

 

Plate 5.4.22 PMC silver bezels, connectors on dichroic glass: 2005 
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5.4.4.1 Catches and Connectors 
  

           The use of unique handmade clasps for my pieces developed over the 

period of research and became a fundamental consideration in the overall 

design of the finished pieces. Initially I began to create my own clasps to fill the 

void of unsuitable commercially made ones as seen in Plate 5.4.23. 

 

Plate 5.4.23 Commercial clasp, Wrapped in Red Square, 2002 
 
The style, materials and functionality of commercially made clasps were 

incompatible with my own work so I began designing each piece with the clasp 

or connector as an integral component. My initial foray into handmade clasps 

focused on variations of wire hook and eye style clasps, often with the curves 

hammered to give character and add strength. It soon became apparent that 

the addition of a lampworked bead in the centre of the hook section, as seen in 

Plate 5.4.19 previously provided a much more integrated solution. Each catch 

was then designed using similar components and style from individual pieces 

adding sophistication to the design. Plate 5.4.24 shows a different approach to 

the common toggle clasp: 
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Plate 5.4.24 Toggle catch, leaf and beads, Azure rocks my world, 2007 
 

At times, a clasp would appear to be intrusive, interrupting the fluidity or 

continuity of a piece leading me to rethink the methods of closure. On some 

pieces I was able to relinquish the catch completely due to the rigidity of the 

design. Thick brass wire could be twisted to conform to the shape of the neck in 

the style of Celtic torques and could be slipped on and off without the need for 

a clasp as seen in Plate 5.4.25: 

 

Plate 5.4.25 No catch, Landscape in bronze, 2006 
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Continuous pieces that were large enough to fit over the head eliminated the 

need for a catch. This also applied to very long multiple strands that just 

wrapped around the neck, the end lengths resting equally on the front and back 

of the body. 

 For shorter pieces that could not be fitted over the head, I began 

experimenting with hidden catches. I pursued two avenues with hidden 

catches: 

• Completely hidden catches and 

• A catch designed as a component identical to another in the neckpiece. 

Hidden catches are usually concealed as part of the design near the front focal 

point of the neckpiece as opposed to the normal back of the neck. I 

experimented with press-studs and hook and eye methods of attachment, 

finding the press-stud to be the more functional and less intrusive as it sat flat in 

the design. The catch is hidden behind the green beadworking to the right of 

the pink central motif in Plate 5.4.26 below: 

 

Plate 5.4.26 Press-stud hidden catch, Rose Coloured Looking Glass, 2007 
 
The latter approach of similar components which needed more fore thought in 

design and implementation, usually involved a hook and eye or toggle 
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apparatus in the form of a large bead and small seed bead loop. Both methods 

worked well when beaded components were involved. In Plate 5.4.27 below the 

beaded component on the left is fixed whilst the similar bead on the right acts 

as a catch: 

 

Plate 5.4.27 Catch hidden as similar component, Jeepers, Jet Black with 
Creepers, 2007 

5.5 Planning the Process 

• A visual diary of ongoing experimentation and development was kept to 

ascertain appropriate procedures. 

• Field trips to site near Chillagoe 

• Photographic documentation of place and climate changes as basis for 

pieces 

• Creating themes for exhibition based on place 

• Choice of colour palette for glass derived from place 

• The pilot experimental works were used to develop and finalise works for 

the exhibition. The body of works developed were mixed media jewellery 

pieces, designed for the neck, and predominately featured glass with the 

inclusion of precious and non precious metals and gemstones. 
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5.6   Exhibition Options 

The exhibition options implemented included: 

• Final exhibition details including presentation, display and installation 

• Application for Masters exhibition at Cairns Regional Gallery, early 2007  

• Themes, naming of show and installation planning  

• Catalogue format and content including approaches to individuals for 

written content 

• Invitation design  

• Approaches made to preferred individuals to perform the opening of the 

exhibition 
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Chapter 6 Process and Practice 

6.1 Concept Development 

Most people who live in Australia rarely venture from its verdant coastal 

fringes whose spectrums are dominated by greens and blues. Living on the 

coast in one of Australia’s most lush and tropical areas for many years, my 

artistic inspirations have been shaped by these seascapes echoing gorgeously 

evocative colours of tropical images portrayed in my commercial work. The 

intense focus that was necessary to sustain a viable commercial practice 

successfully took its toll on the ability to express myself artistically without 

restraint. In the early 2000s I experienced a hiatus in my practice that resulted 

in a reappraisal of my priorities under its current structure. The resultant change 

of direction began a quest for the expression and conceptualization of new 

ideas, and a more balanced appropriation of time and effort in my professional 

life. 

This shift occurred during period of personal darkness necessitating a 

re-connection with place and a forging of a new artistic identity, beyond that 

which I had sought originally. I was suffering from a massive dose of artistic 

block compounded by personal dilemma. Hence I decided to broaden my 

horizons, awaken dead brain cells and readjust a shattered personal life by 

pursing a long repressed desire to research into the history of glass, and more 

specifically, glass jewellery. I consequently enrolled in post-graduate study for 

my Masters at James Cook University in 2002. The ensuing literature research 

drew my attention to the potential in the colours, textures and types of glass for 
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human personal adornment, setting in motion thoughts about its possibilities in 

the typically precious area of jewellery. 

After a lifetime of experimentation and unorthodox directions in my 

practice, where I was unwilling to accept the traditional constraints of glass as a 

medium—or its accepted applications—the nebulous hypothesis that the many 

dimensions of glass offered enormous potential for experimentation in the 

milieu of jewellery seemed a natural avenue to pursue. The rigid confines of the 

fine gold and silver smithing traditions held no lure—I did not aspire to be a 

jeweller. However I wanted to be a maker of glass jewellery. The consequent 

research into ancient and more contemporary antecedents of jewellery found, 

in the process, evidence of both the precious and the non-precious. In the latter 

I saw much more diverse evidence of experimentation with colour than in the 

former which relied primarily on the quality and lustre of precious stones. It was 

also evident from the literature that glass, in the appropriate context, could be 

construed as precious. 

The resultant catalyst for context occurred at a place of retreat and 

healing, three hours inland from Cairns, between Petford and Chillagoe. 

Unbeknownst to me, this was to become a special nexus for my own cultural 

landscape and epiphany in glass. It was a place that inspired different 

possibilities from those stimulated by the familiar coastal landscape and 

ultimately it held me in thrall as one of Australia’s ancient landscapes  

The use of colour in my work had been an initial driving force in the 

research with one of my original objectives being to chart the use and effect of 

colour in contemporary jewellery, visually (Impression), emotionally 

(Expression) and symbolically (Construction), but as the focus of research 
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shifted from the objective whole genre of jewellery to the subjective questing for 

personal interpretations, the element of colour in glass body adornment 

morphed into a study of the colour and form of personal place in this hinterland. 

My initial interaction with the hinterland savannah, this vastly different 

landscape than the ones I had experienced on the coast in Cairns, involved 

looking through different eyes and, more importantly, seeing and feeling the 

particularity of this special place. Initially there appeared to be a lack of colour, 

my senses having been tuned to the vibrant blues and greens of the reef and 

rainforest for many years. In this place there was a softer palette of ochres, 

rusty reds, greys, soft greens and brooding blues as seen in Plate 6.1.1.  

  

Plate 6.1.1 Different colours of the savannah, 2005 
 
These came from the landscape, the trees and grasses, the rocks and the 

distant hills, as well as from man’s footprint made many years ago and evident 

in the rusting old machinery, crumbling corrugated iron structures and the 

detritus of lives past. In this savannah bush terrain, glimpses of the harsh 

contest of wills between man and nature over many years prompted a re-

examination of my personal palette and notions of preciousness. 
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6.2 The Series  

The geographical and personal isolation of the old mining site afforded a 

rare chance for introspection presenting a space in time to absorb the 

particularity of this new environment. For once, there were no pressures of time 

restraints, budgets or clients to consider, allowing the artist, as opposed to the 

business person, to come to the fore. As I wandered amongst the old 

structures, the numerous reminders of past inhabitants sparked my initial 

interest. Although this would have been worthy to chronicle, as I looked closer, I 

perceived a much older narrative that was writing itself over the top of the 

human footprint. 

With dogged tenacity Mother Nature was reasserting her eternal cyclical 

progression, patiently, relentlessly; regardless of intrusion. The trees had grown 

through the floors of the buildings; the vines covered the machinery, rain 

brought seeds and flowers to prorogation whilst slowly rusting man made 

embellishments. Nature concentrated on the truly precious, not material wealth 

such as gold and diamonds hidden in her bowels, but the perpetuation of life. 

This is what I decided to encapsulate. 

 My heightened insight allowed comprehension of the story to unfold like 

chapters in a book. The prompts were all around me, in the long narrow leaves 

shaped to conserve moisture, in the seed cases, with hard outer coatings 

protecting their treasure within, fleshing out chapters one and two. Three and 

four came from the ingenuity of the eternally seeking vines, straggly but strong, 

and the tiny splashes of precious colour in the ephemeral flowers. Five came 

from within and disclosed the overreaching concept of my own altered 
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perceptions, from the discovery that there is more than one way to look at 

things. 

These identified prompts gave rise to the concept of five series which 

evolved as discussed below.: 

• Frondescents 

• Pods 

• Between a Rock and a Hard Place 

• Botanical Sculptures 

• Alternative Perspectives 

            6.3 Frondescents 

 6.3.1 Concept 

Early one morning when the entire dry landscape had undergone a 

fairyland transformation, I experienced an epiphany of landscape/space.  Every 

leaf, blade of grass and spider web had been coated in tiny diamond like 

droplets of dew. This unexpected experience of finding moisture/preciousness 

in a hitherto harsh environment, and the realisation of the minute detail I was 

observing/seeing, awakened in me the urge to communicate this inchoate 

sense of the preciousness inherent in nature. The first piece that emerged from 

that transforming experience- Taxonomy of a Ghosting Gum- was the 

beginning of a thematic series of works that became the focus for the 

exhibition. Form comes from the ghost gum leaves, hence Frondescents, with 

the tiny glass droplets suspended on the leaf reflecting the moment of my 

changed perceptions and my long held concept of preciousness, vis à vis glass. 

In Taxonomy of a Ghosting Gum, the use of repeated elements is redolent of 
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musical composition in which all combine to create the score. The whole is the 

sum of the parts with all sections contributing to the symmetry of the piece as 

well as existing individually. 

The second and third pieces in this series, Rose Coloured Looking Glass 

and Celadon Amethyst Blush flowed from my observations of the different 

varieties of Eucalyptus growing in the savannah, some of which had beautiful 

shades of pinks and purples in their foliage, following my awakened sensitivity 

to the overall subtleness of colours in this landscape. Crystal Forget Me Knot 

as well as a reference to the method of construction (knotted leather supporting 

drops of vivid red punctuations amongst the colourless leaves) pertained to the 

unforgettable splashes of red berries on dead vines. As the last of The 

Frondescents, Azure Rocks My World was a hybrid nexus between this series 

and Between a Rock and a Hard Place, containing as it did elements relevant 

to both series. 

6.3.2 Development 

The Frondescents series came to fruition through the processes of kiln 

forming, bead weaving and wirework. Specifically with Taxonomy of a Ghosting 

Gum (See Plate 6.3.1) these pieces were cut from black-backed graduated 

dichroic glass, with the addition of pre-made dichroic drops, fused then gently 

slumped to add dimension. 
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Plate 6.3.1 Fused leaves for Taxonomy of a Ghosting Gum in kiln, 2007 
 
The leaves were wrapped in silver wire, which also formed the bail for 

connecting the pieces. Three focal groupings of the fused and wired leaves 

surrounded by lampworked butterfly, leaf and flower beads, were linked with 

multi-stranded glass and gemstones ropes. The use of hand made wire and 

bead connectors (Refer to 5.4.4.1) allowed the option for the piece to be worn 

as a whole, wrapped around the neck and torso for maximum impact, or any of 

the three pieces to be worn singularly to suit a lesser occasion. The sculptural 

beads or Critters, evolved over the research period (refer to Chapter 5, 5.4, 

Pilot Experimentation) to become specific components in The Taxonomy of a 

Ghosting Gum which became the inaugural piece in the exhibition, as shown in 

Plate 6.3.2 and 6.3.3. 
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Plate 6.3.2 Sculptural lampworked beads, 2002 

 

Plate 6.3.3 Detail of lamp worked beads—Taxonomy of a Ghosting Gum,2007  
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Azure Rocks my World and Rose Coloured Looking Glass both 

employed extensive beadwork with each having the main elements contained 

in woven seed bead bezels.  In the case of Azure Rocks my World, a backing 

of suede leather was glued to the main pieces, (see Plate 6.3.4) and then 

stitched around with seed beads to form a bezel. 

 

Plate 6.3.4 Suede leather backings, 2007 
 
The excess leather was then trimmed off. The two central motifs were then 

joined with strings of seed beads, a fringe added to the bottom and the two 

pieces stitched directly to the five-stranded beaded choker. The clasp was 
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constructed in the form of a toggle using a slumped leaf and circle of seed 

beads as parts. 

 The leaf sections employed a controlled tack-fuse and slump (refer 

6.4.2 Development), each piece being further embellished by wire wrapping in 

fine brass wire, which also acted as a connector to other pieces. A similar 

process was used to construct the leaves for Rose Coloured Looking Glass 

with Plate 6.3.5 showing the unembellished slumped leaves. 

 

Plate 6.3.5 Slumped dichroic glass leaves, Rose Coloured Looking Glass, 2007 

6.4 Pods 

6.4.1 Concept 

In the Pods series, form became more refined allegories of seedpods or 

boat shapes, vehicles for both journeying and containment. As a vessel with its 

bland outer casing flaunting an iridescent splash of dichroic glass, Like Pearls 
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in a Pod- Aqua carried and contained the precious seeds of propagation, in this 

case freshwater pearls. Lost in a Chartreuse Haze represents the true 

beginning of my new palette of bush colours, reflecting the diffusion of light 

through the trees at dusk. This led to Landscape in Bronze combining all the 

elements of my new directions encompassing material, form and colour. The 

piece evolved from study of the landscape and a realization that I was reading 

my place from bottom to top, not in the conventional side-to-side manner. This 

is expressed through the horizontal ribbing contained in the vertical format of 

the pod reinforced by the curving brass wire bisecting the horizontal from top to 

bottom. The transposition of the landscape from the traditional horizontal format 

to the vertical (utilised by Ian Burn (Piper, 1997) as a method of disentangling 

the viewers’ perception from cognition) challenges a new reading of landscape. 

6.4.2 Development 

The dichroic pieces in the Pod series were the result of experimentation 

into temperature control in different processes of kiln forming. The joining of two 

pieces of glass is normally achieved by fusing, heating the glass until the 

pieces meld together (for Bullseye glass around 800°) but in certain 

circumstances it is possible to tack-fuse glass in a slower controlled lower 

temperature firing. This enabled the combination of the fusing and slumping 

firing to be accomplished at the same time, saving an extra firing. (See 

Appendix C for firing schedule) A tack-fused piece of glass also retains the 

texture of the individual pieces, instead of becoming a flat fused section. 
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.  

Plate 6.4.1 Tack-fused glass, Lost in a Chartreuse Haze, 2007 
 

In a normal slump, the glass is placed on a convex mould and slowly 

falls into it to take the form. It is not possible to achieve the effect in the pods, 

with textured glass on the inside of the piece as opposed to the back of the 

piece, without first doing a separate tack-fuse firing. Another problem is the 

possible angle of slump able to be obtained with a convex mould. In the Pod 

series a nearly vertical angle has been achieved in the pieces (See Plate 6.4.2) 

which would be impossible to do in the conventional manner.  

 

Plate 6.4.2 Vertical angled components in Pods and Frondescents series, 2007 
 
The desired results were obtained with the help of gravity and an adjusted firing 

slump schedule using a concave mould. 
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6.5 Between a Rock and a Hard Place 

6.5.1 Concept 

The Between A Rock And A Hard Place series speaks of the struggle 

and hardships of the human interaction with this site and the relentlessness of 

nature with its ability to bury, erase and recover the paltry endeavours of 

intrusion. The vines entwine and seek to entrap the very rocks of worth so 

sought after by the humans who had exhausted themselves to obtain the riches 

within. The four pieces in this theme underline the effectiveness of the inclusion 

of non-precious materials and the continuum of paring down to basic form and 

minimal colour.  

6.5.2 Development 

In the Rock series, the wire became bezels as well as connector for the 

glass, being finished with a handmade wire clasp. The wire was often 

hammered to give strength and additional character. By this stage, each piece 

was to have a uniquely designed method of attachment to the body, either in 

the form of specially made clasp or connector(See Plate 6.5.1), a hidden catch 

or no catch at all (Refer 5.4.4.1) 

 

 

Plate 6.5.1 Detail Wired Rocks showing wire connectors and clasp, 2007 
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The method of connection in Clearly Rainbows Rocks and Wired Rocks is dual 

fine brass wires continuously woven through the holes in the round glass 

components. Once all components are joined, the wires are twisted a quarter to 

half turn with pliers to tighten the wire and ensure the pieces stay in place. This 

also adds a decorative lineal effect to the finished piece. Instead of wire, seed 

beads have been used to join the pieces in Jeepers, Jet Black with Creepers. 

Two methods have been employed in the piece, firstly singular threaded beads 

interwoven between the glass circles and secondly tubular bead weaving for 

the rope. (See 5.4.2.1) The catch for this piece, as for Rose Coloured Looking 

Glass, is integrated into the overall design, giving the appearance of a 

continuous woven bead rope. 

6.6 Botanical Sculptures 

6.6.1 Concept 

The Botanicals were the fifth and final series. In this series, the body 

became a metaphor for the landscape, with the jewellery rambling over the 

form from a tethering point on the neck. The pieces had transcended the 

traditional role of body enhancement and entered the realm of sculpture. The 

singularity of the neck no longer needed to be a stumbling block to the 

furthering of parameters of body adornment. The literature review had provided 

numerous examples of change of focus from the neck to the upper torso over 

different periods. Both Boucher, (1987) and Triossi and Mascetti, (1997) argue 

that climate and costume were both historically integral in this missing link that I 

was probing. 
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As the visual research progressed, more prompts became apparent for 

the use of wire. The old mine to which I often retreated as a source of 

inspiration revealed many inventive uses of wire by past inhabitants including 

kitchen forks and racks, beautiful pieces of Australian folk art. The wire was 

often twisted in these pieces giving it another dimension as well as strength. I 

began experimenting with different techniques of wire twisting to incorporate as 

a structural support for the glass components in the Botanicals series. The first 

of this series, Green with Envy, plays with the notion of multiples and repeated 

elements similar to the approach used in Taxonomy of a Ghosting Gum. The 

numerous blooms or mini vessels are connected with twining brass wire, 

mimicking the properties of the rapidly growing vines after rain, sculpting the 

piece to the upper body. In the savannah, flowers are special, rare and usually 

very small. They appear overnight and may only last the day, just long enough 

to sow precious seed for the next opportune shower of rain to propagate the 

species. The delicate, almost ephemeral nature of the petals suggested their 

portrayal in the medium of glass, specifically pâte de verre for its affinity with 

light, the properties of which would perfectly capture their almost transparent 

delicacy. Undoubtedly, Botanicals had taken me back to the roots of my 

practice whilst also thrusting me toward new and exciting possibilities for 

jewellery. There are three different techniques of pâte de verre employed in 

Green with Envy; moulded, slumped sheet and beads, once again repeated 

elements. 
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In the second and third pieces, Heliotrope Verticil and Longing for Lilly, 

the notion of layering of place is further investigated1, with the flowers being 

made of interlocking sections joined with the stamens (See Plate 6.6.1), the 

results of pilot experimentation (Refer to 5.4.4). 

 

Plate 6.6.1 Glass tipped wire stamens, Heliotrope Verticil, 2005 
 
 The spiralling whorl of twisted wire in Heliotrope Verticil hints at a possible 

polemic reading of the piece, sitting as it does near the heart of the wearer. 

Whilst toying with the notion of subjugation of the body the whorl’s 

interpretation can be read more literally as a reference to nature’s relentless 

regeneration. While the early series concentrated solely on the neck, Botanicals 

venture to sculpt to the contours of the upper body and are viewable from all 

angles. 

                                            

1 The spelling of “Lilly” is intentional as it refers to a person. 
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6.6.2 Development 

The key element in the success of The Botanicals series was the use of 

pâte de verre components utilising various techniques of the genre to actualize 

the experience engendered by the graceful transient blooms of the savannah. 

After my success with the revised slumping for the Pod series (6.4.2), I thought 

I could take another short cut with the pâte de verre components in the 

Botanicals series. I decided to experiment with flat pâte de verre, which I had 

used successfully in the past, then attempt to slump the sheets into three-

dimensional forms. Unfortunately, there are no short cuts with pâte de verre, 

and the slumps were totally inadequate. Some of the glass pieces broke off and 

the general shape was unsuitable for use as a flower component. Once the 

sheet pâte de verre was made, I used kiln posts as slumping moulds, the 

theory being that the glass circle would fold with gravity, creating petal like 

pieces. The temperature was too hot and the glass became attached to the 

posts as well as stretching out of shape. The results can be seen in Plates 

6.6.2 and 6.6.3 which had to be broken to remove them from the mould. 

However, the experiment was not a complete loss, as the adapted result could 

be used in another project, unrelated to Botanicals. 
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Plate 6.6.2 Failed pâte de verre slumps, 2007 
 

 

Plate 6.6.3 Pâte de verre sheets after slumping, 2007 
The pâte de verre three-dimensional components in the Botanicals 

series were made in the traditional manner in moulds. As with the beads, the 

main materials are crushed glass, a binder mixed with water with the addition of 
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plaster moulds. The process, which is long and complicated, begins with the 

making of a model in the desired shape. For small pieces this can be clay, 

rolled paper (which I used for Green with Envy) or actual flowers. In the case of 

multiple pieces it is necessary to make a negative of the model enabling 

several similar wax replicas of the original to be produced. (See Appendix B) 

The glass paste is then layered on to the sides of the mould and allowed to dry 

slowly before being fired in the kiln. Once fired, the mould has to be broken off 

and destroyed to retrieve the glass resulting in lost wax casting as each mould 

is an individual piece. The fired glass piece (See Plate 6.6.4) is then cleaned, 

ground, drilled and ready to be assembled. 

 

Plate 6.6.4 Mould filled with fired glass paste and cleaned pâte de verre 
components, 2007 
 
The main structural lengths which defined the shaping of the pieces were 

twisted for strength and visual appeal as seen in Plate 6.6.5 
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Plate 6.6.5 Twisted brass wire on model, 2007 
 
Two or more lengths were cut and looped together at one end which was 

placed over a nail or in a vice, whilst the other end was looped around a piece 

of dowel. This is then twisted until the desired tension and concentration of 

twists is achieved.  

The glass blooms in all three pieces in the Botanical Sculptures series 

were joined to the structural wires with glass tipped brass wire stamens in their 

centres (Refer to 5.4.4). Heliotrope Verticil used these same glass tipped wires 

on the front central whorl which, along with the smaller spirals, used 

lampworked beads as finales. A close up of the assembled flower with stamens 

and the central whorl of Heliotrope Verticil can be seen in Plates 6.6.6 and 

6.6.7. The main sculptural piece was attached to the body with long strings of 

seed beads looped around the neck and falling down the back. 
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Plate 6.6.6 Assembled pâte de verre components, Heliotrope Verticil, 2007 

 

Plate 6.6.7 Central and lesser spirals, Heliotrope Verticil, 2007 
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Wire was also used as the basis for connectors in Longing for Lilly (Plate 6.6.8) 

but here they were threaded with seed beads and twisted gently into shape, 

forming tendrils and thicker ropes/vines. The piece was secured around the 

neck with a string of pâte de verre beads, secured with a hidden catch. 

 

Plate 6.6.8 Twisted seed bead covered wire, back view, Longing for Lilly, 2007 
 

6.7 Alternative Perspectives 

 Alternative Perspectives represented a bold departure for a jewellery 

exhibition as it was based on the scaling up of elements of particular pieces to 

encourage a re-examination of the original. For most people looking precedes 
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seeing with the preciousness of much jewellery exacerbating this tendency. 

Hence, a focus on the non-precious has enabled the scaling up of elements of 

particular pieces in the Alternative Perspective Series. American artist Georgia 

O’Keeffe utilized the scaling up of her flower paintings to give viewers a 

different genre of their commonly perceived context. Enlarged and interpreted 

in oil on canvas the flower becomes a vehicle of alternate expression rather 

than an example of botanical illustration. (Cowart, 1987) Writ large, these 

pieces also have an independent life and reflect back to the miniatures from 

whence they come to enhance and concentrate the seeing of the audience.  

6.7.1 Concept 

Ghost Gum- Life Cycle consisting of three sculptural elements which 

track the life of the tree (constructed from old fencing wire from the site, glass 

elements, digitally coloured and woven rice paper) originates from a singular 

leaf within Taxonomy of a Ghosting Gum. Crystal Shower- Falling like Leaves 

which can be depicted as a much-enlarged pendant, whilst referencing the leaf 

components in the series, pertains to The Frondescents series in general. The 

piece functioned on additional levels to scale, becoming a prismatic kinetic 

musical instrument with addition of light and wind/movement adding these new 

dimensions. With the addition of light, the enlarged pâte de verre blooms in The 

Night Life of a Lilly commented on the translucent nature of the flowers’ petals 

as well as drawing attention to its short life span of only one day and one night. 

The found springs on which the blooms are mounted, that trembled when 

touched, replicated the dancing motion of the flower in the wind. 
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6.7.2 Development 

The processes used in making the Giant Jewels or Alternative 

Perspectives series were just scaled up versions of jewellery techniques. The 

three pieces in the series predominately utilised kiln forming and wire work, 

albeit on a larger scale. In Ghost Gum - Life Cycle the main structure of the 

leaves was old fencing wire found at the farm. This was joined with brass wire 

whipping or wrapping, similar to rope work, as seen in Plate 6.7.1. 

 

Plate 6.7.1 Detail of brass wire whipping on giant leaves 
 
The wire was coated in white glue to retain the rustic effect whilst sealing the 

surface. Two of the leaves are skeletal, one with small lamp worked insects 

wired onto the frame representing parts of the life cycle. The third leaf is 

covered with digitally coloured rice paper which is woven in a manner 

reminiscent to bead weaving. The rice paper’s graduated colour (See Plate 

6.7.2) resembling the graduations in the focal dichroic leaf in Taxonomy of a 

Ghosting Gum rendering the colour of a dying leaf, utilized the printer and 

computer’s technology to achieve the effect. 
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Plate 6.7.2 Graduated colour for rice paper, 2007 
 
Once printed, the A4 sheets of rice paper were cut into strips, leaving a border 

to be wrapped and glued around the wire edges. Further strips were then 

woven horizontally through this sheet and glued in place with more being 

joined, where necessary, to span the width of the leaf. The horizontal strips 

needed to be left longer than the vertical sheet to join seamlessly with the next 

sheet. The further edge was trimmed then turned under and glued in place. 

Once the leaf was completely covered, I cut out small squares of the rice paper 

from several places and glued in their place appropriately coloured squares of 

dichroic glass. The weaving in progress and detail of the applied dichroic glass 

squares can be seen in Plates 6.7.3 and 6.7.4. 
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Plate 6.7.3 Construction of woven leaf, 2007 
 

 

Plate 6.7.4 Dichroic glass squares, 2007 
 

Crystal Shower- Falling like Leaves was the most complex piece of the 

Giant Gems, with over one hundred slumped leaf components created in the 
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workshop, then the whole assembled in the gallery for hanging. Once again the 

main processes used were kiln forming and wire work. The large number of 

realistic leaf components were moulded from actual mango and smaller gum 

leaves as models gathered from the farm. These were dipped in melted wax to 

coat and harden them for the application of plaster directly to the leaves (See 

Plate 6.7.5)  

 

Plate 6.7.5 Waxed real leaves coated in plaster, 2007 
 
Once set, the leaves were peeled off, the plaster turned over and the glass 

placed on top of the moulds. In all around twenty actual leaves were used to 

form the glass leaves. 

 Due to the number of moulds necessary to slump the glass into leaves  

gelflex moulds were made of the original plasters and poured new ones as they 

broke down in the kiln after repeated firings (See Plate 6.7.6). The new moulds 

were replicas of the original leaf. 
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Plate 6.7.6 Gelflex mould, 2007 
 

The leaves were cut from specially textured iridised glass, mainly clear 

with some bronze and amber, and the addition of three dichroic pieces. To 

indicate the life cycle of the leaves I also cut into some of them using a 

diamond band saw, to resemble aging. The cut glass leaves were then linished 

to smooth their edges before being placed on the moulds in the kiln for 

slumping as seen in Plate 6.7.7.  

 

Plate 6.7.7 Glass leaves in kiln after slumping, 2007 
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Once the leaves were removed from the moulds and washed they needed to be 

drilled at the top of each leaf to provide an attachment point. The leaves were 

immersed separately in water so the holes could be made using a hand held 

drill fitted with a 1.5mm diamond drill bit. This entire process extended over two 

months, the process and practice over six years. 

Process and practice, alongside research of theoretical related matter, 

became an integral part of the results of this research project, forming a 

technical roadmap to achievement. In isolation, neither scholarly knowledge nor 

technical expertise could successfully complete the vision of this artist. The 

benefit of a concentrated period of experimentation of process is an invaluable 

tool and, in fact, is a necessity for the advancement of professional practice. If 

this can be accomplished without the intervention of normal practical 

considerations, all-the-better. In my own case, this was not to be, but I feel the 

unexpected encumbrances of everyday life, emotional and physical, have 

enriched the outcomes of this process. The resultant pieces are infused with a 

strength and perception, which would not have been possible without the 

heightened emotional state in which I found myself when I first encountered My 

Place. 
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Chapter 7 The Exhibition 

7.1 Installing the Exhibition: Concept and Realization 

The exhibition, Parred Down, as part fulfilment towards my Masters, 

documents the resultant journey of discovery of a new preciousness in glass 

and connection with place. The definition of pared down, analogous to the title 

Parred Down which teases with my own surname, is to reduce or remove, little 

by little, an outer coating or layer. Here, it refers to the trimming and cutting out 

all but the quintessential in colour, form and presentation, with ultimately form 

subjugating colour. In Parred Down, the strategies used to help the viewer track 

through the exhibition were in the form of banners, images and contextualized 

display. The ephemeral mask of translucent materials used in the banners, 

images and catalogue, whilst gently guiding the viewer, hints unobtrusively at 

the complex layering of place as well as assisting in the contextualization of the 

exhibition pieces. It also subtlety alludes to the translucency of the glass. 

In the 1980s, conceptual artist Ian Burn curated an exhibition entitled 

Working Art (Burn, 1988), which employed the devices of banners and posters 

to redirect thinking and disentangle it cognitively from conventional 

presuppositions. Burn’s own work involved presentations of altered perceptions 

of the landscape, with the paintings presented for viewing through perspex or 

glass often covered in text; forcing a broadening of cognitive and perceptual 

limitations of traditional readings of the landscape. Unlike Ian Burn, the aim of 

the banners in Parred Down was to bring about the integration of the works 

without excessive use of text; hence the three main banners plotted the axis of 
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the exhibition and the large format images acted as a guide through my 

methodology and the landscape. 

 

 

Plate 7.1.1 Banners in-situ, April - May, 2007 
 

All were printed on translucent map paper with the banners able to be 

viewed from both sides. The banners pertained to Place, Nexus of Necks and 

The Language of Body Adornment, in which scaling up was used to reappraise 

the viewing of the actual objects. All the images were in shades of grey as they 

were designated to act only as guides, rather than as objects in their own right 

and were able to do so through lack of colour. The banners stabilized top and 
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bottom with aluminium strips, were suspended by bead wire from the apex of 

the gallery roof to within 400mm of the floor, slightly offset to allow a view of all 

banners simultaneously from any angle. They were purposely not secured to 

the floor, which allowed the gentle breeze of the air-conditioning to undulate 

them recreating an essence of the outdoors. The large format images, 

displayed on the wall coming up the ramp, were similarly secured by aluminium 

strips and mounted to the wall with double-sided tape. The impression intended 

was one of faded old photographs showing glimpses into the other time and 

place, which provided the link to jewellery displays. However, without the use of 

modern technology to pare down the message, the effectiveness of the 

banners and images could not have been achieved.  

Innovative methods of display for a jewellery exhibition also helped place 

the viewer closer to the roots of the works. This was achieved by using found 

objects from the site as plinths, which positioned the jewellery firmly as objects 

in context, not merely as body adornment. The jewellery in the context of its 

display operated with dual purpose, metamorphosing from body adornment 

usually contained and hidden within boxes into displayable artwork as 

sculptural objects, and back again to adorn the body at will. 

Display objects included old cupboards and medicine cabinets, rusted 

mining paraphernalia, period newspapers and memorabilia from the site as well 

as natural elements in the form of rocks and core samples. The cupboards, 

lined with old newspaper and additional memorabilia, were attached to the wall 

at eye level to display several of the pieces. Two pieces were mounted on the 

freestanding rusted framework of molten metal scoops, supported in old jacks 

filled with crushed glass. On entrance to the gallery from the stairs a series of 
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rusted iron grids supported three pieces on one wall whilst opposite was a 

solitary piece tied to an old vertical frame, a suggestion at a different reading of 

the landscape. Other found objects, rocks and core samples supported pieces 

on low plinths whist buggy springs, old fencing wire and rusted coils became 

part of the Alternative Perspective series. 

Crystal Shower—Falling Like Leaves was the most complex piece in the 

exhibition. The choice of material with which to attach the leaves from the 

buggy spring was vital to the success of the piece. I considered: 

• Fishing line—too flexible, i.e. it would stretch over time but initially not 

hang straight—difficult to tie off, the colour was distracting and was not 

contemporary in this application, with connotations of the 1960’s. 

• Bead cord—the one I had available was white, once again a problem with 

the securing neatly and hanging straight. 

• Fine bead wire—perfect. 

• Fuse wire—close but unable to be purchased in lengths suitable 

The bead wire was made from stainless steel, so was very strong, and able to 

hold the weight of several leaves on a single thin strand. Due to its fineness, it 

balanced the weight of the leaves beautifully and the finishing of the attachment 

was similar to the wire wrapping techniques I had already employed in the other 

pieces. 
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Plate 7.1.2 Detail, attachment of leaves, Crystal Shower- Falling like Leaves, 
2007 
 

The leaves were laid out on the floor in the desired configuration with the 

buggy spring in position. The wire was cut to length and attached to each 

strand of leaves, with twists at the separate leaves and finally twisted into 

position on the buggy spring. Once all the leaves were attached, the entire 

piece was carefully lifted from the floor and positioned on the coat hooks 

already attached to the wall on blocks. This allowed the piece to be suspended 

off the wall, allowing the spotlights to cast shadows of the leaves onto the wall, 

which added a second dimension to the work. A serendipitous third element 

came into play when the air-conditioning supplied a gentle breeze. This slowly 

moved the glass pieces against one another and created a gentle 

tintinnabulation. If you ran your hand over the fine wire supports, a strings 

rendition added to the whole.  

As detailed in Chapter 6, Parred Down explored five thematic series of 

works: 

• The Frondescents 
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• Pods 

• Between a Rock and a Hard Place 

• The Botanicals 

• Alternative Perspectives 

7.2 The Exhibition  

As presaged in Chapter 6, the exhibition, Parred Down, was held in the 

Loft space at Cairns Regional Gallery from 14 April – 13 May 2007 and was 

opened by Dr Sasi Victoire. The Opening was preceded by the artist’s floor talk 

of thirty minutes, guiding the audience from inception through display and 

discussion of the main series of works in the exhibition. Invitations to the 

exhibition were designed to comply with Cairns Regional Gallery policy and 

were distributed to over five hundred people by the artist and gallery. Printed 

documentation for the exhibition was available in the form of an artist’s 

statement, price list and description of works displayed and two gallery copies 

of a comprehensive catalogue produced by the artist as a limited edition. The 

Catalogue in A5 format contained a Foreword by Jandy Pannell, an Essay by 

Professor Diana Davis, and an Artist’s Statement, Acknowledgements and 

images of selected works were interleaved with text on translucent mapping 

paper. (Appendix E) Copies were available for purchase in the Gallery shop. 

7.3 The Exhibition Series 

Each piece created by the artist is displayed as is and then in the context 

of the exhibition space.  

*All measurements in this and in subsequent plates are in centimetres. 
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7.3.1 The Frondescents 

 

Plate 7.3.1 Azure Rocks my World, L38 x D24*, fused & slumped dichroic 
glass, seed beads silver plate & leather, 2007  
 

 

Plate 7.3.2 Azure Rocks my World—in situ, April – May, 2007 
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Plate 7.3.3 Celadon Amethyst Blush, L55 x D18, slumped iridised glass, agate, 
fluorite, silver, 2007 
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Plate 7.3.4 Celadon Amethyst Blush— in situ, April – May, 2007 
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Plate 7.3.5 Taxonomy of a Ghosting Gum, L164 slumped dichroic glass, silver, 
pâte de verre, beads, lampworked beads, copper & brass beads freshwater 
pearls, malachite, lapis lazuli, turquoise, citrine, iolite & lime jade, 2007 
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Plate 7.3.6 Taxonomy of a Ghosting Gum—in situ, April – May, 2007 
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Plate 7.3.7 Rose Coloured Looking Glass, L53 x D20 fused & slumped dichroic 
glass, seed beads, copper wire, 2007 
 

 

Plate 7.3.8 Rose Coloured Looking Glass— in situ, April – May, 2007 
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Plate 7.3.9 Crystal Forget me Knot, L56 x D10, slumped iridised glass, silver 
wire & beads, hematite, coral & leather, 2007 
 

 

Plate 7.3.10 Crystal Forget me Knot— in situ, April – May, 2007 
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Plate 7.3.11 Grouping- Crystal Forget me Knot and Taxonomy of a Ghosting 
Gum— in situ, April – May, 2007 
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7.3.2 Pods 

 

Plate 7.3.12 Like Pearls in a Pod-Aqua, L44 x D10 slumped dichroic glass, 
freshwater pearls, gold wire, seed beads, 2007 
 

  

Plate 7.3.13 Like Pearls in a Pod-Aqua— in situ, April – May, 2007 
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Plate 7.3.14 Lost in a Chartreuse Haze, L46 x D10, slumped dichroic glass, 
agate, brass beads & wire, lamp worked & seed beads, 2007 
 

 

Plate 7.3.15 Lost in a Chartreuse Haze— in situ, April – May, 2007 
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Plate 7.3.16 Landscape in Bronze, L40 x D14, slumped iridised glass, brass 
wire & beads, freshwater pearls & rubber, 2007 
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Plate 7.3.17 Landscape in Bronze— in situ, April – May, 2007 
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7.3.3 Between a Rock and a Hard Place 

 

Plate 7.3.18 Jeepers, Jet Black with Creepers,L53 x D23, fused dichroic glass, 
seed beads & hematite, 2007 
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Plate 7.3.19 Jeepers, Jet Black with Creepers— in situ, April – May, 2007 
 

 

Plate 7.3.20 Clearly Rainbows Rocks, L42-47 x D4, fused dichroic glass, 
tigertail & silver beads, 2007 
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Plate 7.3.21 Clearly Rainbows Rocks— in situ, April – May, 2007 
 

 

Plate 7.3.22 Wired Rocks, L44 x D5, fused dichroic glass & brass wire, 2007 
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Plate 7.3.23 Wired Rocks— in situ, April – May, 2007 
 

 

Plate 7.3.24 Spiralling Rocks, L48 x D15, fused iridised glass, silver & 
carnelian, 2007 
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Plate 7.3.25 Spiralling Rocks- detail— in situ, April – May, 2007 
 

 

Plate 7.3.26 Spiralling Rocks— in situ, April – May, 2007 
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7.3.4 The Botanicals 

 

Plate 7.3.27 Heliotrope Verticil, Front 22 x Back 16, cast pâte de verre, brass 
wire, seed beads & lamp worked dichroic glass beads, 2007 
 

 

Plate 7.3.28 Heliotrope Verticil— in situ, April – May, 2007 
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Plate 7.3.29 Green with Envy, Front 33 x Back 30, pâte de verre-cast & beads, 
brass wire, seed, 2007 
 

 

Plate 7.3.30 Green with Envy— in situ, April – May, 2007 
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Plate 7.3.31 Longing for Lilly, Front 33 x Back 23, pâte de verre-cast, fused & 
beads, brass wire, seed beads, agate & lamp worked dichroic glass beads, 
2007 
 

 

Plate 7.3.32 Longing for Lilly— in situ, April – May, 2007 
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Plate 7.3.33 Group, The Botanicals— in situ, April – May, 2007 
  

7.3.5 Alternative Perspectives 

 

Plate 7.3.34 Ghost Gum - Life Cycle, L 450 x Drop 200, place specific aged #8 
fencing wire, brass wire, lamp worked dichroic glass beads & glass squares & 
digitally coloured woven rice paper, 2007 
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Plate 7.3.35 Ghost Gum - Life Cycle— in situ, April – May, 2007 
 

 

Plate 7.3.36 Crystal Shower- Falling like Leaves, L 200 x Drop 150, place 
specific metal buggy spring & coat hooks, slumped iridised & dichroic glass, 
silver-plated beading wire, 2007 
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Plate 7.3.37 Crystal Shower- Falling like Leaves— in situ, April – May, 2007 
 

 

Plate 7.3.38 The Night Life of a Lilly, H 30 x Diam 40, place specific metal 
springs, pâte de verre-cast, brass wire & electrical components — in situ, April 
– May, 2007   
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Plate 7.3.39 Necks banner, H 210 x W 61, translucent mapping paper, ink, 
2007 
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Plate 7.3.40 Place banner, H 210 x W 61, translucent mapping paper, ink, 2007 
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Plate 3.3.41 Language of adornment, H 210 x W 61, translucent mapping 
paper, ink, 2007 
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Plate 7.3.42 Banners in situ, April – May, 2007 
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Plate 7.3.43 Single image 1, H 65 x W 61, translucent mapping paper, ink, 
2007 
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Plate 7.3.44 Single image 2, H 65 x W 61, translucent mapping paper, ink, 
2007 
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Plate 7.3.45 Single image 3, H 65 x W 61, translucent mapping paper, ink, 
2007 
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Plate 7.3.46 Single image 4, H 65 x W 61, translucent mapping paper, ink, 
2007 

 234

 



 

Plate 7.3.47 Single image 5, H 65 x W 61, translucent mapping paper, ink, 
2007 
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Plate 7.3.48 Images in situ, April – May, 2007 
 

7.4 Endnote 

In my search for the quintessence of colour, form, tradition and 

technique, I discovered that the beginning and the end are inextricably linked. 

The shattering of my glass ceilings in colour consciousness, sense of the 

precious as well as experimentation with up-scaled elements and re-location of 

my locus have moved me light years from my comfort zone but, in so doing, 

have returned me to my roots in glass—pâte de verre—from whence I have a 

new artistic launching pad into the future. All forms of pâte de verre have 

proven to be of importance and new avenues have opened in this method of 

making glass that are discussed in the following chapter. 
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Chapter 8 Reflections, Implications and Directions 

8.1 Reflections on Process and Product 

The early experimentation for the exhibition was driven by the 

antediluvian research, especially that of the Egyptian period from 5000BC to 

3000BC and was particularly evident in pieces produced in 2003 - 04 

exhibitions in Cairns; No Boundaries and Brisbane, To Be or Not to Be 

Jewelled. The two main reasons for this were my fascination with the era and 

the relationship between Egyptian glass jewellery and the pâte de verre 

technique of glass making. Although successful in technique, they lacked an 

underlying context for presentation as contemporary works which thus 

promoted me to begin to reappraise my personal use of materials, procedures 

and aesthetics in creative practice. 

The documentation of the literature research into technical and aesthetic 

developments in glass jewellery, in particular the study of different stylistic and 

technical approaches employed by Western and Ethnic societies, indicated the 

need for a different approach to my work. My chosen materials, non-precious in 

the traditional sense, glass, brass and copper wire, leather and beads, were all 

sympathetic to a sensitive interpretation of stories. Wire would prove to be an 

integral part of process in all its myriad forms. Of the many processes 

investigated in the course of the research, several became fundamental to the 

successful completion of the exhibition pieces as well as forming a basis for 

future practice. Other procedures indicated helpful directions for future study, 

particularly the use of Precious Metal Clay, although it proved inappropriate for 

that time and place.  
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The importance of functional as well as aesthetic designs, especially in 

the case of clasps, is of ongoing importance. Experience with many techniques 

allowed me to bring to fruition my concepts for Parred Down, especially in 

mould making and I will thus continue to pursue methods of jewellery 

construction without the need to rely on traditional techniques. Although the 

exhibition title Parred Down refers to trimming and cutting out all but the 

quintessential, the processes necessary to create the banners, images and Life 

Cycle of a Ghosting Gum required high-tech and complex methods. Hence it 

was possible to look into past eras for inspiration and technique whilst applying 

contemporary methods of execution. 

8.1.1 Personal 

On a personal level, the research was instrumental in breaking the 

drought of creativity caused by the commercial aspects of my practice. The 

literature research awakened interest, providing, along the way, a concise 

history of glass neck adornment. The subsequent close examination of my own 

practice during the research and the epiphany of place, redirected my efforts 

towards awareness of my cognitive abilities, which resulted in meaningful 

objects created from an overarching concept. The methodology employed in 

my commercial practice, which focuses on marketability, material costs and 

public perceptions of conventional jewellery, was readdressed with the urge to 

objectify my story. This shift occurred during a period of personal darkness that 

became pivotal to my research and rekindled creativity.  

The research has changed my approach to practice as objects in the 

past had to be perfect with no crooked edges, unconventional shapes or 
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colours. My work is no longer about perceived correctness but embodies a 

holistic approach ensuring objects are not made in a vacuum. This new 

methodology enabled me to delve beneath the surface or face value and 

allowed the objects to resonate with meaning. This was evident in viewers’ 

attitudes and approach to my works pre and post exhibition, exemplified in such 

comments as “I didn’t know you did real work, I thought you just made glass” 

through to their enjoyment of being able to experience the story through my 

eyes, not just admire beautiful objects with no obvious origin or connection as a 

whole. It was obvious the research had wrought this change in my practice and 

people’s perception of my glass. The completion of a degree will not 

automatically make a poor artist into a great one, but being able to 

contextualise has improved my practice and stimulated genuine problem 

solving whilst I compiled this body of works. 

8.1.2 Public 

The act of creation is a personal one but, having objectified the idea and 

voluntarily positioned it to the direct gaze of public scrutiny, presupposed an 

expectation of dialogue—between the works and the audience—and more 

personally between the artist and the audience. With the works on show, it is 

truly the moment of vulnerability for the artist. Interest in the work can be 

gauged from attendance, but success is generally perceived from anecdotal 

and written comments in the Visitors’ book. Below are some of the 

overwhelmingly positive comments received from the public over the duration of 

the exhibition: 

“We both really enjoyed the Exhibition Opening (shame Baz 
didn't have his specs) - all very well presented (despite the 
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lighting). REALLY impressed with your work - absolutely 
stunning and VERY inspiring (made me want to rush home & cut 
up all my symmetrical/'formal' necklaces & hang twigs & dew 
drops off everything)…. Also spoke to a Carol – She was very 
inspired & talking about doing your workshop.” Love Maggie 
(personal email, 16 April 2007) 

 

I have just come back from visiting your exhibition at the Cairns 
Gallery and I must congratulate you - it was all superb - such a 
mix of colours and glass textures - a pleasure to view 
everything. Regards Mark & Lisa Levy (personal email, April 20 
2007) 

 

Congratulations on the successful completion of your Art 
Exhibition! Phew! YOU DID IT! And how! Absolutely loved the 
magnificent creations that resulted from thinking outside the 
square - so unique, rich in character, intriguing and special - just 
like you! Fantastic achievement! Loved the leafy, pearly, dichroic 
and iridescent effects as well as the story behind each piece and 
the theme source links. Loved the lilly lamps and hanging 
leaves! Favourite is the blue leaves in pearly glass - absolutely 
gorgeous! Cheers! Rosie (personal email, September 4 2007) 

 

Below are selected excerpts from the Visitors’ Book that contained over 

one hundred and twenty predominately positive responses. The viewers were 

of diverse nationalities including people from Australia, New Zealand, USA, UK 

Taiwan, France, Japan, Guam, Scotland, Switzerland, Canada, Germany, 

Tahiti, Ireland, Norway and Holland. 

Absolutely gorgeous colours and shapes—but they are so well 
displayed here, I can’t imagine wearing them. I love the use of 
materials & found objects. (Clark, R: April 30 2007) 

 

Magical! A great transition & maturing into new areas. (Eager,T : 
April 14 2007) 
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The beauty of this jewellery using natural(not inflated precious 
materials, gold/diamond) exposes some of our foolish concepts 
of worth. (Dentry, J: April 18 2007) 

 

Wonderful—Parred right Down. (Bailey, D: April 21 2007) 

 

Great inspiration of the nature feature. Impressive “know how” of 
the techniques which emphasises the very creative ideas. 
Thanks for making me dreaming for awhile! (Tusuka, M: May 13 
2007) 

The few negative comments were not of a constructive nature on the exhibition, 

but more related to the entry charge to the gallery: 

$5.00!! You’ve got to be joking!!!! Seen better at kindergarten. 
(Burns, K: April 30 2007) 

Pointless. (Martin, L: April 16 2007) 

I paid $5 to see this “crap” on the second floor. (Royce, May 11 
2007) 

 

8.1.3 Critical 

There were several articles published as a lead up to the exhibition 

including: 

• 'Parred Down', 2007, Cairns Life, April, p. 12.. 

• 'Art of Glass', 2007, The Cairns Post, 13 April, p. 37. 

• ‘What’s On’ 2007, Art Dekko, vol.30, p. 8. 

• ’12 Great Events for April’ 2007, City Life, April, p. 12. 

Bohm-Parr has a long and successful history of working with the 
vessel form using an ancient technique called pâte de verre 
(paste of glass). Her current fascination arose from using the 
waste powdered crystal to create sensuous and tactile pate de 
verre beads which took on a life of their own. (The Cairns Post, 
13 April 2007:  p 13) 
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Moods are created, personalities subtly changed, status is 
flaunted all through the auspices of glass jewellery. Bohm-Parr 
has chosen the neck, being the conjunction of the upper and 
lower body, and symbolically of the head and the heart, to act as 
a conduit for her jewellery. (Cairns Life, April 2007:  p 12) 

There were also two critical reviews after the exhibition as well as two journal 

articles as a direct result of the exhibition: 

• Eager,T 2007, ‘Parred Down’, Arts Nexus, April-June, ed 62, p. 34. 

• Harskamp, KV 2007, 'Art Glass', The Cairns Post, April 19, p. 14. 

• Sedorkin, G. 2007 ‘Precious Gems’, Cairns Eye, November 7-13, p. 18-

19. 

• Ogg, L. 2007, ‘Heart of Glass’, Queensland Homes, Vol. 22, Edn. 95, pp 

56-57 

In Crystal Showers- Falling Like Leaves we see Judith take the 
form of the neckpiece and expand the dimensions out to the wall 
in an almost ephemeral shower of clear glass leaves, with subtle 
variations of iridescence reminiscent of the patina of found 
glass. There is an organic reference to the decomposition of the 
leaf with fungal textures and the decay of the skeleton leaf, till it 
is a mere shadow of its origin. The play of light and shadows 
formed on the wall and unexpected ‘tinkle’ of movement, 
enhance the ephemeral nature of the leaf. (Eager, 2007: p34) 

 

For glass artist Judith Bohm-Parr, sparkling drops clinging to 
Spinifex after a heavy dew inspired a series of almost 
translucent pieces…”It’s often a ‘place-based’ experience with a 
particular environment that inspires the special pieces.” In this 
case, the environment was a rural hideaway near Chillagoe and 
the collection from this experience was produced using the 
special ‘pate de verre’ technique she has researched and 
developed over many years. (Sedorkin, 2007: 18) 
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8.2 From Aims to Exhibition - The Realisation 

The exhibition Parred Down documented the artist’s special affinity with 

place which, in turn, incited a change of palette and challenged notions of 

preciousness. This transformation resulted in a complex body of works pared 

back to the quintessential. The five series of works that explored the theme of 

place, Pods, Frondescents, Rocks, Botanicals, and Alternative Perspectives all 

referred to elements, seasonal change and layering of occupation in the 

landscape. Insight came from the flora, geology and geography, as well as from 

man’s footprint made many years ago.  

As I had adhered to the fundamental principles of jewellery in the form of 

beauty, colour, style, symmetry and bodily enhancement but applied them to 

the ordinary that imbued the pieces with accessibility, the nature of the display 

had to generate the essence of preciousness. My intention was to turn the large 

and impersonal gallery space into a reading of the personal landscape and 

place that had inspired the pieces. The palpable lingering presences that I had 

sensed whilst amongst the rusting old machinery, crumbling corrugated iron 

structures and discarded detritus of those lives past, were an essence I wanted 

to express as part of the display. 

The traditional method of displaying jewellery in locked glass topped 

cases would have borne little relevance to the context in which they were 

created and the fifteen pieces would have been lost in the vast reaches of the 

white room. To overcome this problem I employed devices to humanize the 

space: 
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• Display – found contextulised display pieces used as plinths, οld 

newspaper in the cupboards and memorabilia in the form of old 

shoes, lamps, tool cases etc. 

• Lighting – With the lighting in the gallery purposefully dark, islands 

of light revealed each piece in its own intimate space and focused 

the audience’s attention. The concentrated spot lighting plus the 

spacing between the displays also accentuated their individual 

preciousness. Secondly, the shadow play created by the lighting 

on the walls added yet another layer to the pieces 

• Alternative Perspectives – By adding the scaled-up series I 

achieved two aims, a more harmonious use of the space and a 

redirection of gaze. The isolating of small elements of the totality 

from some of the pieces of jewellery, and up-scaling them as an 

individual entity, redirects the gaze to the original, bringing a 

clearer perception of the whole. 

• Banners and images – visual maps acted as an axis and 

compass to the exhibition without the use of text 

 I chose translucent mapping paper, a material with obvious similarities to 

the properties of glass, as a basis for the banners and images. The effects 

achieved were: 

•  Unobtrusive and ephemeral, a gentle guide 

•  Black and white did not distract from the colour in the displays 

•  No text only images, 
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•  Gazing through for different perspectives, the works could be seen 

through the paper images, which highlighted their origins. 

I wanted the viewer to experience the exhibition with percipience; hence the 

images placed coming up the ramp before the main display. These large format 

grainy black and white images projected the viewer into the time, space and 

speciality of the landscape that held the origins of the pieces in the exhibition. 

The same mapping paper was used in the catalogue to achieve a similar effect 

as well as continuity.  Setting up contemporary work on found objects from the 

sight came dangerously close to being kitsch—instead the 

juxtaposition/dichotomy of the richness to the rustic-ness underlined the true 

preciousness of the jewellery.   

8.2.1 How Research Advanced Aims 

The overarching aims of the research: 

To challenge the notion of preciousness in jewellery by exploring the 

contemporary artistic potential of glass as a medium for neck adornment was 

accomplished through: 

• The vast and complex history of glass body adornment researched 

positioned my own contemporary work in scope and prompted serious 

questioning of my practice and methodology which in turn, was 

redirected. 

• The research into different glass jewellery styles, colours and symbolism 

over five thousands years underlined my need to view work in context 

and objectify my thoughts/concepts, rather than the other way round. 
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• The research that focused on the historical and ethnic use of the non-

precious in jewellery validated my developed concept of non-precious 

materials and was pivotal in shaping the final exhibition concept. 

• Research that investigated contemporary creative possibilities of glass 

prompted a need to look inside myself, to find my own Australian context 

of iconography and personal colour. 

• Research into cognitive responses to landscape and colour were a 

catalyst for the recognition and interpretation of personal place.  

• Research into ancient jewellery construction, especially the role of wire, 

revealed technical solutions to dilemmas encountered in process. 

8.2.2 Reflections in hindsight - Hung but not forgotten 

Display  

• Life Cycle of a Ghosting Gum - leaf placement could have been 

closer to imply the passing of time of the group 

• Botanicals - the use of models was not consistent with other displays 

on found pieces and the attempt to minimize the presence of the 

models by draping them in white to blend with the background was a 

provisional solution. (it was mentioned they resembled ghosts, which 

was quite fitting) The pieces were sculptured to the body, and 

needed to be viewed from all angles, so body forms were used 

lacking the time to produce an alternative. A more sympathetic 

solution is needed for their display, possibly on dead tree branches 
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suspended from the ceiling or positioned at eye level on plinths to 

blend with the found objects in the other displays. 

• Lost in a Chartreuse Haze - the line between context and kitsch is a 

thin one; the shovel used was too literal and the piece tended to 

blend into the shovel colour 

• The use of museum gel to secure some of the pieces was a failure as 

it was not strong enough and ended up dripping in a very unpleasant 

manner 

• Taxonomy of a Ghosting Gum and Crystal Forget Me Knot - the 

sculptural forms of the old handles nearly overpowered the jewellery 

instead of highlighting it. Positioned separately, the handles were too 

strong, but together they played off one another. The unintentional 

spilt crushed glass on base blended into the plinth. 

Lighting  

• Do not rely on technical assistants to position lighting; if 

necessary, hire a lighting specialist. The atmosphere of the entire 

display was compromised by uniform instead of spot lighting, 

albeit perhaps only in my eyes, as visitors were unaware of my 

original intentions, Check safety regulations as to the minimal 

level of lighting allowed for the venue. 

General Observations  

• The success of The Botanicals, the last of the series, prompted a 

desire to have included more pâte de verre style sculptural 
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pieces. Time did not permit and the other more conventional 

pieces served to chart the important journey to these end pieces. 

• Crystal Shower - Falling Like Leaves alleviated my concern for 

correctness. My worry was that the method of tying the wire to the 

buggy spring was untidy, but the wrapping was in fact very 

organic and reminiscent of vines. The shadows cast onto the wall 

from the wire and strings strengthened the piece, adding another 

dimension 

• The large format images should have been mounted off the wall 

to allow light to shine through them. Once again, I worried 

unnecessarily about the imperfect printing on the map paper that 

produced random creases, but in fact they enhanced the overall 

aged appearance. 

• The necessity for photography in situ recording the true context of 

the pieces, i.e., shadows being part of the image, was noted. 

8.4 Directions for Practice 

The research and exhibition have opened many avenues to pursue in 

my practice: 

• Initially the exhibition will tour to Umbrella Studios in Townsville in 

late 2009, and I will be seeking representation at other venues to 

display my art work in capital cities and overseas. 

• The exhibition inspired people to attend the workshop I conducted 

concurrently over the duration of the showing. I will continue to 
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• The research has instilled in me the importance of works in 

context 

• The myriad possibilities that emerged from Parred Down will be 

followed up, including; 

o Pâte de verre sculptural jewellery - requests from outlets 

including the Cairns Regional Gallery shop have indicated 

an interest in this style of jewellery due to its uniqueness  

o The exciting possibilities within the combinations of 

dichroic glass and pâte de verre 

o The interesting combination of textiles and glass including 

the incorporation of woven supports for the glass 

o Continuing to investigate the time consuming but stunning 

art of freeform beadweaving combined with glass elements 

o To follow up the notion of layering (as seen in The 

Botanicals) or nesting pieces of glass to form the whole 

8.3 Implications for Further Research 

The completion of any degree can be likened to a plateau; you are able 

to look backwards from whence you came as well as forwards to the future. 

Endings often turn into new beginnings, as has been the situation in my own 

case. Will I build on the strength gained from the years of process and practice 

and implement exciting new designs, and/or continue to amplify my research 
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into the multifaceted chronicle of glass body adornment? Perhaps there is room 

for both. I feel there is another story to be told closer to home, of the account of 

glass in our close South East Asian neighbours and the Pacific Rim countries 

as it interacted with Australia over the centuries, before and after white 

settlement. What I have discovered is that my practice is not driven by others’ 

contemporary jewellery sensibilities but derives its impetus from my own 

interests and insight. This research has firmly drawn the line between 

commercial and artistic output and re-ignited the waning flame of one artist’s 

creativity. Advantage can be forged from injustice; and this experience has 

confirmed that bridges uncrossed are opportunities lost. 
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Appendix  

Appendix A Overview of Career Trajectory 

 Table A.1.1 Career Development and Outcomes 

Year Education Related Professional 
Experience 

Awards & 
Publications 

Exhibitions & 
Commissions & 

Collections 
 

1984 Commenced BA, Darwin 
Institute of Technology 

First business,  "Touch of 
Glass", Darwin, NT 

 "A Touch of Glass", 
Esplanade Gallery, 
Darwin, NT 

1986-89        BA, Visual, Canberra 
School of Art 
 
Venetian Hot Glass 
workshop, Danté Marioni  

 Technical Assistant, 
International Masters Glass 
Symposium 

ANU Emerging Artist's 
Award  
 
Magazines;           
Neues Glas 3/9, p55 

1988         
"Made in Canberra", 
Contemporary Art Space, 
Canberra, ACT                 
 
 1989                                  
"Spitten Chips", CTA, 
Canberra, ACT  
 
 "Old, New and What's 
Next", Craft Council, 
Canberra, ACT      
 
"Capital Art", CTA, 
Canberra, ACT      "Le  
 
Salon Du Succes Fou", 
“Graduation Exhibition”, 
CSA, Canberra, ACT 
 
Collection of Australian 
National University

1990  Artistic Co-ordinator, Bate-
mans Bay Carnivale, NSW    
Part-time lecturer, Sydney 
College of the Arts, NSW 

 "Skulpturales Gefab", 
Galerie 'L", Hamburg, 
Germany                            
 
"Pâte de verre", Glass 
Artists Gallery, Sydney, 
NSW (vessels & jewellery) 
 
 "Glass", Kingston Gallery, 
Canberra,  "Members 
Exhibition",Crafts Council, 
ACT                                    
 
Studio Alternburg, 
Braidwood, NSW    
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Table A.1.1 Continued 

Year Education Related Professional 
Experience 

Awards & 
Publications 

Exhibitions & 
Commissions & 

Collections 
 

1991-92  Lecturer and workshops, 
Gateway TAFE, Griffith 
University, Qld Potters 
Association, Brisbane, QLD 
  
Arts Assistant, Fusions 
Gallery, Brisbane, QLD 
Artist in Residence, QPA, 
Brisbane, QLD  

Caloundra Arts & 
Craft Festival;- Glass 
Award 
 
Catalogues/Books 
 
Contemporary Kiln-
Formed Glass, 
Bullseye Glass, USA, 
P18        
 
Design Visions, Art 
Gallery of WA, p57       
Craft Arts 
International, No 24, 
p100 
 Newspapers :             
Brisbane Review;  
Feb. 13, p5, May 14, 
p7, June 11, p4             
QPA Newsletter, Vol. 
25, No. 11, p10-11 

1991                                 
“Edibles and Drinkables", 
The Potters Gallery, 
Brisbane, QLD                  
 
"Quotes from Spring" 
,Craft Council of QLD 
Gallery, Brisbane         
 
"Selected Solo- Pâte de 
verre", McWhirters Art 
Space, Brisbane        
 
 "10th Anniversary 
Australian Glass 
Triennial", City Art 
Gallery, Wagga Wagga, 
NSW                                 
 
"Challenging the 
Medium", Blaxland 
Gallery, Sydney, NSW      
 
"Pâte de verre and Cast 
Glass”, 
Kurland/ Sumners Gallery, 
Los Angeles, USA              
 1992                                 
"The Third Dimension and 
More", Metro Arts Gallery, 
Brisbane, QLD     
 
 "Pâte de verre",Margret 
Francey Gallery, 
Brisbane, QLD                  
 
"International Directions in 
glass", Art Gallery of WA, 
Perth, WA                  
"Contemporary Kiln-
Formed Glass", 
Contemporary Craft 
Gallery, Portland, Oregon, 
USA 
 
Collections of  
-WA Art Gallery, Perth  
-Wagga Wagga City Art 
Gallery, NSW  
-Queensland Art Gallery     
-Donald & Carol Wilken 
Collection, Chicago, USA  

 

 

 

 

 257

 



Table A.1.1 Continued 

Year Education Related Professional 
Experience 

Awards & 
Publications 

Exhibitions & 
Commissions & 

Collections 
 

1993-98 Creative Design, C.C.Q., 
Cairns  
 
Instructional Skills; 
CN404, TAFE, Cairns 
       
Hot Glass workshop- Lino 
Tagliapetra, Jam Factory, 
Adelaide, SA 

Established 2nd business: 
‘STUDIO 8 GLASSWORKS’
 
 San Francisco Gift Fair  
 
 Speaker, workshops 
QPA Conference-'Scope',  
Cairns, QLD, 
 
TAFE, Cairns, QLD    
 
 Ausglass Conference,  
Adelaide, SA   
 
 Curtin University, Perth, 
WA 
 
 Glass & Clay Assoc., Perth, 
WA  
                       
Member, Australia Council 
Craft Development 
Seminar, Melbourne, VIC  
 
Commission; glass 
Merchandise to accompany 
"Renoir Exhibition", QLD, 
NSW, VIC Art Galleries  

Professional 
Development Grant, 
Arts QLD    
                
The Australian Gift 
Award, Glassware, 
Reed Exhibition 
 
 
Newspapers-               
Cairns Post::  
1993:June 3, p5, June 
19, p36, 
 1994: Feb. 11, 'Time 
Out', 1995: Oct. 29, 
p34            
1996: Feb. 27, p12       
1997: May 2, p38, 
May 16, p46, Oct. 30, 
p40       
     
The Tablelander, 
1994,Feb 15, p11 
 Port Douglas & 
Mossman Gazette, 
1997, May 8, p3  
 
Magazines:          
Oz Arts:: 
 1993,Issue 5, p52-55 
, 
 1994, Issue 9, p52-52  
 Home Beautiful: 
  1996: Sept., p96   
 
  Books:                       
 1993, Artfile, p 483      
 1995, Australian 
Studio Glass, p57, 68, 
74, 87, 88, 90, 99-
101, 112, 187 
 National Art Glass 
Collection, p11, 
54,73,76 
 

1993                                  
"The Donald and Carol 
Wilken Collection", 
University of Michigan, 
USA     
 
"Diamond Valley Art 
Awards", VIC      "Far 
North QLD”, Raddison 
Palms, Pt. Douglas, QLD   
 
"Poolside Glass”, 
Sheraton Mirage, Pt. 
Douglas, QLD                    
1994                                   
"Glass and Clay", 
Homestead Gallery, 
Tolga, QLD                        
 
 "Butterflies at the Reef”, 
David Jones; Cairns, 
Townsville, Brisbane, 
QLD  
 
 "Out on a Limb", 
Radisson Palms, Pt. 
Douglas, QLD 
 
 “Out of Canberra", Jam 
Factory & SA Crafts 
Council, Canberra, ACT  
     
1995  
"Glass in Australia”, Meat 
Markets, Melbourne, VIC    
 "Within a Rainbowed 
World", Mowbray Gallery, 
Pt. Douglas, QLD     
 
 1996                                 
"Mossman Gorge; A 
Special Place”, Regional 
Gallery, Cairns,   
 
1997 
 "Long. 146E, Lat. 165S", 
Mowbray Gallery, Pt. 
Douglas, QLD   
 
 "Form and Fusions", 
Fusions Gallery, Brisbane, 
QLD                                    

 

 

 

 

 258

 



Table A.1.1 Continued 

Year Education Related Professional 
Experience 

Awards & 
Publications 

Exhibitions & 
Commissions & 

Collections 
 

1999  Residency - Bullseye Glass, 
Portland, Oregon, USA 
Workshop -tutor, Bullseye 
Connections, Portland, 
Oregon, USA 
Business- Munich Gift Fair 
 

Professional 
Development Grant, 
Arts QLD 
 
Magazines 
Craft Arts 
International, issue 
46;P 18 & 22 

 

2000-02 Commenced Masters of 
Creative Arts, JCU, Cairns 
Campus 

Member - CRAFTMARK 
accreditation panel 
Lecturer-  Craft Connect, 
Cairns 

Finalist, Year 2000 
TTNQ Tourism 
Awards – Arts 
Tourism 
 
Newspapers 
Cairns Sun, Wed. 
April 17, P 3. 
Cairns Post, Aug. 27, 
P 7 
“8 Days in Cairns”, 
Aug. 2002, 
(MediaCorp), 
Singapore, p 29 
. 
Television 
“Where’s Judy?”, 
Singapore TV (Media 
Corp.) Channel U, 
Aug. 27 

2002 
“Craft Connect 
Showcase", Cairns Hilton, 
Cairns, QLD 
 
Raffles Plaza, supported 
by Qld Tourism & 
Australian Airlines, 
Singapore 

2003-08 Masters of Creative Arts, 
JCU, Bead making 
workshop- Lynda White 
Precious Metal Clay 
workshop- Fred Woell, 
USA 
Mentor workshops for 
small business (9 months) 
Qld Tourism Industry 
Council & TRAC 
Consulting, Cairns, 
Building Ideas workshop- 
Harumi Yukutake- 
University SA, 
Architectural Glass 
Workshop with Amber 
Hiscott- UK- Holmesglen 
TAFE, Melbourne, Victoria 
 
 
 
 

Lecturer and workshops  
Glass workshops, Cairns 
Potters Club 
Glass workshops, The Art 
House, Port Douglas 
Glass jewellery workshop, 
Cairns Regional Gallery 
2007 &2008 
Conferences- JMGA 
Conference, Melbourne 
GAS/Ausglass Conference, 
Adelaide 
Business- 
Move Studio 8 to Fishery 
Falls 
Opens Glass Gallery at 
Fishery Falls 

Newspapers 
Cairns Post, 
Thursday, February 
27, Time Out, p 8 
The (Brisbane) 
Sunday Mail, Sunday, 
June 29, Homefront 2, 
p98 
Cairns Post, April 19, 
P 14 Timeout 
Cairns Eye, 
Novemeber 7- 13, 
2007, pp.18-19 
 
Magazines 
Arts Nexus, edition 
62, P 34 
Queensland Homes, 
Vol 22, No. 95, pp 56-
57 

2003 
“No Boundaries”, 
Collaboration JCU & 
Cairns Regional Gallery 
 
2004 
“To be or Not to be 
Jewelled”, Fusions 
Gallery, Brisbane, Qld 
 
2006 
“Expeditions ‘06”, Metalab 
Gallery, Sydney NSW 
“Postcard Show,” Cairns 
Regional gallery, Cairns, 
Qld 
 
2007 
“Melting Pot”, Cairns 
Regional Gallery, Qld 
“Parred Down”, Cairns 
Regional Gallery, Qld 
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Appendix B- Pâte de Verre  

B.1 Beads - Introduction 

The wallpaper paste must be mixed to a thick consistency and kept in 

the fridge to retain its turgidity. It is best to prepare the binder the day before, as 

the water absorbs the glue particles and swells to an even consistency over a 

number of hours. The ratio of water to wallpaper past is roughly 50:1 with the 

paste sprinkled into the water and the mix agitated each hour until the mix 

becomes clear.  

The beads are made like a dough mix—only small amounts should be 

made at one time as the mix dries out and is then not useable. It is possible to 

cover the saucer with glad wrap to retain moisture if you have made too much. 

Once formed, the beads need to be dried before firing. Any shapes can be 

made—square, round, triangular, drops, cross shapes etc.—as well as larger or 

smaller sizes. It is even possible to use small biscuit cutters to form shapes. 

Embellishments can be added to the beads as long as the materials are 

compatible with the glass and will not burn out during the firing, i.e., -gold and 

silver foil, wire, larger grains of glass. 

B.2 Equipment: 

• Small saucers or bowls 

• Small spatula 

• 2 spoons—one desert spoon, 1 teaspoon 

• Glad wrap 

• Flexible plastic sheet or foil over metal tray 

• Satay stick 
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• Powdered compatible glass 

• Thick wallpaper mix (in lidded jar) 

B.3 Method for Single Colour Beads: 

1. Place one heaped desert spoon of powder into a saucer and add 
½ teaspoon of glue. 

2. Begin mixing with the spatula- the mix will appear too dry but 
keep mixing. 

3. The glass starts to absorb the glue randomly and needs to be 
“kneaded’ to even out the mix. 

4. If the glass does not all adhere together in a smooth ball, add 
another drop of glue off the end of the spoon until the ball is 
smooth and slightly shiny on the surface. 

5. Pick the glass ball up and place into the palm of your hand and 
roll with your other palm. If the glass sticks to your skin, it is too 
wet, if it falls apart it is too dry. Replace in the bowl and add either 
more powder or glue until correct consistency is achieved. 

6. Roll the glass into a sausage and pinch off a small amount with 
your fingers. To form a flat disc bead, manipulate the dough with 
your fingers into a ball, then place on the plastic sheet and gently 
squash to form a disc with finger tip or spatula. 

7. Use the satay stick to gently force a hole in the middle of the 
bead. 

8. Allow to dry in the sun or in a warm kiln and then slide the spatula 
under the bead whilst slightly bending the plastic sheet to release 
from the sheet. Check that the hole is even, if not insert the satay 
stick and gently rotate to clear the hole. The beads are now ready 
to fire in a kiln. 

B4  Method for Multi Colour Beads: 

• Follow steps 1 through 4, but mix up 2 or 3 different colours in separate 

saucers, covering the glass until ready to use with gladwrap. 

 
B.4.1 Marbled - 

• Take a pinch from each colour and roll together in palm, form bead shape 

as before. 
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B.4.2 Millefiore -  
• Take pinches of different colours and roll into tubes, lay 3 side by side, 

then 3 more on top to form a block (or as many as you require) and 

gently press together to join. This can be made round or square. Cut 

slices to form multi-colour beads. 

 
B.4.3 Banded or striped - 

• Form a 25mm long x 4-5mm thick roll for main body of bead in one 

colour. Use second colour to form a 50mm long x 2mm thick roll. Apply 

the thin strip onto the main bead as a spiral, bands or stripes down the 

body. Gently apply pressure by rolling or with a spatula to integrate the 

two colours. 

 
 
Continue with steps 7, 8 and firing. Once the beads are dry and the holes are 

even through the bead, they are ready to be fired in the kiln. They should be 

placed onto a kiln washed shelf in the middle of the kiln just below the 

pyrometer. A finger space should be left between each bead so as they do not 

fuse together in the firing. The firing can be controlled to achieve different 

textures on the beads, smooth and fire polished or textured and matte. 

The following kiln schedule is for smooth fire polished beads. 

B.5 Kiln schedule: 

• Increase kiln temperature 250°/hr to 725° 

• Hold at 725° for 10 minutes. 

• Reduce temperature rapidly to 516° 

• Hold at 516° for 40 minutes 

• Switch kiln off and let cool naturally to 100° 

• Crack kiln open to cool to room temperature, remove beads. 
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B.6 Additions to beads: 

• Follow steps 1 through 4 to make dough. Embellishment must be done 

bead by bead. 

 
B.6.1 Gold or silver foil - 
 

•  Form the bead. Tear or cut a thin strip of foil to match edge of bead (or 

all of) and lay on draft free surface.(Gold leaf is very fine and will blow 

away if you breathe on it) Roll the wet bead onto the foil to pick it up, 

making sure it has adhered. Reshape bead if necessary and dry as 

before. 

 
B.6.2 Wire inclusions - 
 

•  Form bead. Copper, brass, silver or gold wire can be used in small 

gauges (upto 18#). Cut a short length and form an eye on one end, poke 

the other into the bead. Repeat on opposite side. Spirals could also be 

added. 

 
B.6.3 Chips-  
 

• As for step 2 except roll bead in small chips of glass. 

B.7 Three dimensional pâte de verre components 

1. Remove model from negative plaster mould 
2. Soak plaster mould in water—acts as a release for the wax 
3. Heat wax gently and fill the plaster mould 
4. Allow the wax to form a 5mm skin in the mould and pour out 

excess wax. Place mould with wax into water to set and help 
release the wax 

5. Repeat these steps until the required amount of models are 
made. At this stage the waxes can be added to or carved into to 
individualise each one. 

6. Set them upside-down on a sheet of Perspex allowing sufficient 
space between them to allow pouring the refractory mould over 
each without them joining. 
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7. The refractory mould—one that will be kiln fired—is made from 
plaster with the edition of silica to strengthen the plaster that 
would break down if used alone. The plaster/silica mix consists of 
by volume—50% plaster, 50% silica—two to one of wet to dry, 
with the dry added to the wet. It is not necessary to premix the 
two dry ingredients 

8.  Once sprinkled into the water, allow the plaster to absorb then 
stir without adding bubbles with a spatula—the mix should be the 
consistency of pouring cream. 

9. Pour the mould mix over the waxes, slowly building up an even 
walled mould of approximately 15 – 20mm thickness. 

10. When the plaster mix has set, the wax can be removed using a 
steamer. The moulds are now ready to be filled with the glass 
paste. Moulds must be wet to be packed. 

11. Mix sieved and washed crushed glass with binder to form a paste. 
12. Using a spatula, apply a thin layer of paste to the sides of the 

mould to desired thickness. 
13. Compact the glass by gently tapping with the back of a spoon. 
14. Dry out moulds in a warm vented kiln and fire slowly. 

Appendix C Tack-fusing firing schedule 

1. Dry out moulds in vented kiln, 100°/Hr to 500°C (This only 
needs to be done for the first firing) 

2. 200°/Hr to 700°C 
3. Hold at 700°C for 15 mins 
4. Reduce temp. to 516°C and hold for 45 mins. 
5. Turn kiln off and allow to cool to room temp. 
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Appendix D Exhibition Invitation 

 

Appendix E CD Disk of Exhibition Catalogue and Works 
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