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ABSTRACT 
 
 

Places undergoing transition where the built environment, changing economic value, and 

uncontrolled nature intersect are often rich in decay and growth. Predominantly fallow, 

ignored or discarded sites, they are contested locations. Edges, walls and fences in such 

places (with their associated openings and closed-off paths) are expressions of the 

marginal and are true ‘edgelands’. 

 
These places embody histories, and stories are implied when one takes an archaeologist’s 

eye to their details and traces. The ideas, marks, qualities, and relationships discovered in 

these locations are the subject matter for my work and are translated into the material 

form of the small wearable object. The visual outcomes of this research are expressed as 

collections of wearable objects that draw on a series of places in transition. 

 
This project also considers the function and role of wearable objects. The small crafted 

forms I have made are miniature works of art and also inherit the history of jewellery. As 

such, they are viewed in the studio or gallery and when worn, draw focus to a person. As 

static objects they embody ideas and feelings of a place, implying stories, but, on the 

body, are conceptually re-formed in a new set of relationships in time and space. 
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CHAPTER 1: INTRODUCTION 
 
 

After early explorations as a metal-smith, I followed a career in Visual Arts education 

from 1980 to 2001, focusing on the potential of the arts to give a voice to the 

disempowered in the Australian communities in which I found myself working. My 

vocation was informed by the writings of Paulo Freire1 and the practices of Cockpit Arts2 

in Greater London during the early 1980s. 

 
Consequently, I bring to my current research an ongoing commitment to the idea that art 

may challenge perspectives by provoking emotional responses, perceptions, and 

connections. However, my art is not subservient to a specific cause; rather, it explores 

possibilities that emerge from the close examination of particular sites and the 

manipulation of ideas and materials. 

 
The wearable object can be a vehicle for this purpose. My works poetically explore 

transitional sites where nature and culture intersect. This is apt because a wearable object 

marks the place where the body intersects with the world. The visual outcomes of this 

study reference edges, walls, and fences that form material and/or symbolic boundaries. 

These boundaries form part of transitional sites that are often publicly contested but they 

are also areas in which structures, decay, and growth quietly compete for occupation and 

control. 

 
Each of my pieces is a mobile landscape. This exegesis focuses on the works I have made 

for my solo and group exhibitions from 2015 to 2019. These are the Ruby Street Wall 

Project, a project based on a retaining wall in Marrickville, NSW; Watermarks, which 

referenced mangroves on the edge of the Brisbane River, West End, Queensland; Worn 

and Weathered, which was developed from observations of Georgian and modernist ruins 

found in sites in NSW and Queensland; Headland, which drew on the cliff walk between 
 

1 Paulo Freire, Pedagogy of the Oppressed (New York: Abe Books, 1970). Freire wrote about 
how the liberation of people from oppression needed to be led by the oppressed group itself 
and also be a process informed by reflection and action. 
2 Andrew Dewdney and Martin Lister, Youth, Culture and Photography (London: Macmillan 
International Higher Education, 1988). This was a project based at the Cockpit 
Arts Workshop of the Inner London Education Authority between 1979 and 1985, 
documenting a youth empowerment project using photography. 
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Bronte Beach and Waverley Cemetery in Sydney, NSW; Thresholds and Use, which 

were based on the White Bay Power Station, Sydney; and I Walk the Line, which focused 

on Newcastle Harbour, NSW. 

 
My research has brought a bricolage of frames to my practice. Some are frames that have 

focused my reading and thoughts about places in transition, which will be discussed in 

Chapter 2; others have provided an insight into the nature of the art object itself and what 

it does, which is explored in Chapters 3 and 4. I have also referenced frames that describe 

the nature of ‘narrative’ in jewellery, which will be explored in Chapter 5. I consider the 

work of artists as well as theorists, describing the work of specific artists who have been 

formative for my research. After elucidating these various frames, I relate them to the 

bricolage that is my practice in Chapter 6. 
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CHAPTER 2: PLACES IN TRANSITION 
 
 

In this chapter, I consider the cultural constructions of place through implied or 

articulated narratives; surfaces and marks that are often overlooked; and borders and 

boundaries that define spaces and yet are porous. I also explore the idea that histories are 

layered and multiple. 

 
Creating Narratives of Place 

In Seven Tales of an Australian Badland, Ross Gibson describes the social construction 

of landscape: 

Between the physical geography and the 'cultural' settings that get created in 

imaginative tale-telling and picture-making, there always lies a landscape—a place 

where nature and culture contend and combine in history. As soon as you 

experience thoughts, emotions or actions in a tract of land, you find you're in a 

landscape.3 

Gibson’s interest in untended, neglected spaces found between nature and habitation— 

‘badlands’—resonates with the landscapes I have chosen as the subject matter for this 

project. 
 

Simon Schama also explores the social construction of landscape, by examining 

landscape inscribed by grand narratives.4 In one such interpretation of landscape, he 

references how the awe-inspiring giant trees in Lithuanian old growth forests were 

represented in the heaven-invoking pillars of Gothic cathedrals in twelfth-century Europe. 

To worshippers at that time, these pillars bore testament to evidence of God on earth in 

their natural and cultural forms. 

 
Locally, I have found myself drawn to the grand architectural façade of the White Bay 

Power Station in Sydney, which is perched on a cliff top dominating an ancient 

landscape. Today, it appears to embody a now-hollow modernist faith in technology that 

no longer delivers here (coal-fired power) and it no longer serves (a tramway system). 

However, landscapes can be inscribed with narratives that are less grand but still potent. 
 

3 Ross Gibson, Seven Tales of an Australian Badland (St Lucia, Brisbane: University of 
Queensland Press, 2002), 2. 
4 Simon Schama, Landscape and Memory (New York: Harper Collins 1996), 228–29. 
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Academic lawyer Professor David Brown writes about how criminal activities are 

inscribed on now infamous locations along the coastline of Sydney.5 He sees what others 

do not as he takes readers on a walk along a cliff’s edge, describing the narratives 

connected with each way-station. My Headland works are also the result of a cliff walk, 

although mine is a walk between Bronte Beach and Waverley cemetery. Each work I 

have produced in response to this walk interprets various points of this short journey.6 

 
Brown belongs to an informal group that is interested in psychogeography7 or ‘deep 

topography’. Other members include British writer Iain Sinclair8 and visual artist Effie 

Paleologou,9 who both use the idea of a walk through contested urban landscape as 

subject matter for their art. Sinclair walks around London’s highways, documenting them 

in his writing, while Paleogolou photographs details and marks to develop her installation 

pieces around those same London edgelands. 

 
I take inspiration from their method of finding richness and tension in places that they 

encounter yet remain unseen to most. The locations we privilege are often the subject of 

imminent transformation. Other artists I have studied who turn to banal, industrial, 

abandoned, unloved scapes as the subject matter for their art include Dennis McCart10 in 

Brisbane (paintings of electricity pylons, and canals); Bernd and Hilla Becher11 in 

Germany (photographs of water towers and signal boxes); and Mandy Martin in Sydney 

(a series of works in 2008 titled Wanderings in the Desert of the Real on the tailings dam 
 
 
 

5 David Brown, “Strolling the Coastline: Criminology in Everyday Life: Through a 
‘Landscape’ from Gaol to ‘Badlands,” Law Text Culture 13 (2009): 311–338. 
6 Some of my early work was in fact a commission for David Brown that interpreted key 
landmarks around Bermagui, a treasured holiday place for David and his wife. See Chapter 6. 
7 Psychogeography “focuses on our psychological experiences of the city and reveals or 
illuminates forgotten, discarded or marginalized aspects of the urban environment”. Siobhan 
Lyons, “Psychogeography: A Way to Delve into the Soul of a City,” The Conversation, 19 
June 2017, accessed September 2017, https://theconversation.com/psychogeography-a-way- 
to-delve-into-the-soul-of-a-city-78032. 
8 Iain Sinclair, London Orbital: A Walk around the M25 (London: Penguin, 2003). 
9 Iain Sinclair, “On Effie Paleologou’s Microcosms”. Photo Monitor Essays, September 2015, 
accessed September 2017, https://www.photomonitor.co.uk/the-cosmological-eye/. 
10 Dennis McCart, “Edgelands,” MVA exegesis, Queensland College of Art, Griffith 
University, 2014. 
11 “B & H Becher,” https://www.moma.org/collection/works/49624, accessed 20 December 
2018. 

http://www.photomonitor.co.uk/the-cosmological-eye/
http://www.moma.org/collection/works/49624
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at Cadia gold Mine, NSW).12 Each artist foregrounds unloved structures in their desolate 

or ignored settings. McCart argues that this subject matter is a form of the sublime in 

post-industrial environments.13 

 
Borders as Ambiguity and Layered Histories 

My interest in these places has led me to visually documenting structures that define, 

dominate, imply, create vistas and allow passage. Writing on craft, Richard Sennett also 

considers the nature of edges, walls and borders, citing the border “as an example of both 

resistance and ambiguity—an active edge”.14 He suggests that a wall is erected to shut 

out/exclude; a border is something through which elements can pass or defy and is 

porous. A border is a space in process and potentially ambiguous.15 

 
Sennett describes planned ambiguity in Aldo van Eyck’s local park designs for post-war 

Amsterdam.16 His example illustrates the momentary disorientation and the learning 

opportunities available where conscious and careful thought leads to spaces in which 

ambiguity provides for curiosity and generates challenge.17 

 
Walls and fences might define areas, but in my chosen sites, culture and nature are 

renegotiating their functions over time. In drawing on the qualities and relationships in 

these places, my objects reveal uneasy juxtapositions (ambiguity)18 associated with 

ecological impacts, encroachment, loss, waste, and capital. My aim is that these pieces 

will provoke curiosity and challenge perspectives. 

 
I am also intrigued by the layering of histories enmeshed with complex intersections such 

as those revealed in Tom Nicholson’s Drawings and Correspondence. In his exhibition at 

the Institute of Modern Art in Brisbane, which I reviewed in April 2018 for ArtsHub,19 

 
12 William L. Fox, Aereality On the World from Above (Berkley, California: Counterpoint, 
2009), plate 8. 
13 McCart, “Edgelands,” 11. 
14 Richard Sennett, The Craftsman (London: Penguin, 2008), 227. 
15 Ibid., 227–8. 
16  Ibid., 233. 
17  Ibid., 232. 
18 McCart, “Edgelands,” 36. 
19 Helen Wyatt, “Review: Drawings and Correspondence,” ArtsHub, 7 May 2018, 
https://visual.artshub.com.au/news-article/reviews/visual-arts/helen-wyatt/review-drawings- 
and-correspondence-by-tom-nicholson-at-ima-brisbane-255605. 
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Nicholson highlighted unknown stories and misinterpretations revealed in nineteenth- 

century engagements with place.20 His work was visual but supported by text. 

 
In exhibitions of my own work, wearable objects are displayed in a gallery setting and are 

sometimes accompanied by photographs; at other times, by text. In this way, the objects 

stand alone when outside the exhibition space, but as objects on display there is the 

opportunity for an information-rich engagement with them. 

 
My pieces from the Ruby Street Wall Project: A History in Brooches were developed as a 

series of circular and rectangular layered miniatures, revealing the plants and stone that 

are part of a retaining wall in a particular Sydney street. Through form, image and text, 

the series as a whole suggested the indigenous, settler, and immigrant histories of 

Sydney. 

 
This chapter has touched on the idea of place as being culturally constructed and how 

elements of particular places can contribute to cultural narratives. I have also identified 

some artists who have taken transitional places as subject matter for their work and how 

the concept of border/ barrier/ wall/ and layered histories can be considered and used in 

design and art. 

 
In the next chapter, I will shift focus away from my subject matter and consider the 

nature of objects. I will touch on some ways in which valued objects figure in relation to 

subjectivity and identity. 
 
 
 
 
 
 
 
 
 
 

20 Tom Nicholson, “Drawings and Correspondence,” documentation as part of exhibition at 
the Institute of Modern Art, Brisbane, April 2018. Tom Nicholson engaged with the site of 
the Royal Park Zoo in Melbourne: ‘Corroboree’ images were ‘created’ by the management as 
a display for the visiting public. Painted on the inside of a staged housing structure at the zoo, 
they misrepresent the interactions of the colonists and the local Aboriginal people at that time. 
Nicholson has re-created this display piece as a dark charcoal drawing. He challenges us to 
look hard and to reflect on misinterpretation as political thinking. Nicholson has provided 
extensive accompanying texts that tell the various stories of this image. 
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CHAPTER 3: OBJECTS CONNECTING LIVES AND PLACE 
 
 

In this chapter, I present the work of some thinkers who provide relevant insights into the 

complex relationships that humans have with their valued objects. Theorists W.J.T. 

Mitchell, James Elkins, and Peter Schwenger explore the subjective experience 

associated with objects. Social anthropologist Daniel Miller highlights the role that 

objects play in forming connections and identity. Artists Renee Bevan, Kirsten Haydon, 

Dale Harding and Catherine Large have made works with an awareness of the power of 

objects. 

 
Theoretical Insights 

Mitchell writes about the task of the art object to provoke a response.21 He is concerned 

with finding a way of talking about pictures (a category in which he includes art objects 

as well as photographs and paintings) that is somewhere between a semiotic 

deconstruction, as per Roland Barthes,22 and non-critical mystical engagement. Mitchell 

references Friedrich Nietzsche’s strategy of “sounding the idols with the ‘tuning fork’ of 

critical or philosophical language”.23 Mitchell writes, “Strike to resonate not to smash”,24 

which he interprets as a kind of double consciousness.25 Here I believe he is talking of art 

objects as forms of designed ambiguity. 

 
Elkins writes about the dynamic relationship we have with objects, arguing that they are 

not just inert or passive, but have a role in staring back at us.26 Elkins points to a gift: 

“whenever I see the box, it works like a little mirror returning to me a small part of my 

image of myself”.27Schwenger also references ‘melancholy’ as being an inherent part of 

our relationship to material objects: “their long association with us seems to make them 

custodians of our memories so that sometimes, as in Proust, things reveal us to ourselves 
 
 
 

21 W.J.T. Mitchell, What Do Pictures Want? The Lives and Loves of Images 
(Chicago: University of Chicago Press, 2005). 

22 Roland Barthes, Mythologies, trans. Annette Lavers, rev. ed. (London: Vintage Classics, 
2009). 
23 Friedrich Nietzsche, cited in Mitchell, What Do Pictures Want?, 8. 
24 Mitchell, What Do Pictures Want?, 9. 
25 Ibid., 11. 
26 James Elkins, The Object That Stares Back (San Diego: Brace Harcourt, 1997). 
27 Ibid., 72. 
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in profound and unexpected ways”.28 He asserts that melancholy opens new vistas 

beyond man’s authoritative word. 

 
Art can do this through the senses. Schwenger continues, “Art exists that one may 

recover the sensation of life; it exists to make one feel things and to make the stone stony 

… [it] tells us it is now time to leave home and it evokes the usual sensations that 

accompany that archetypal departure: a sense of loss, a sense of anxiety, but also a sense 

of new possibilities.”29 

 
Applying a different approach to people and their relationship to objects and place, Miller 

asserts that people exist for us in and through the material presence (or absence) of the 

objects they hold dear.30 

 
These thinkers have relevance to my work in two ways: one is in relation to artworks 

having a dynamic and evocative relationship to our subjectivity (ideas, emotion, loss, 

memory) and that hold within them stories to be uncovered; the other is in reference to 

the power of the object to bind people to a place or to others (identity). 

 
In my own work, places in transition are subject to time and to memory. The poetic 

nature of the work can provoke resonance in the viewer. Other artists who have 

recognised the evocative and dynamic power of objects are Dale Harding, Renee Bevan, 

Catherine Large, and Kirsten Haydon. Their art practice is discussed in the following 

section. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

28 Peter Schwenger, The Tears of Things (Minneapolis: University of Minneapolis Press, 
2005), 3. 
29 Ibid., 23–24. 
30 Daniel Miller, Stuff (UK: Polity Press, 2010). 
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Insights from Practitioners 

Australian artist Dale Harding’s work is driven by his family’s tragic experiences of the 

colonising process and he exploits the power of symbolism. His wall work at the 

Queensland Art Gallery plays with location (Carnarvon Gorge, a site of cultural 

engagement and personal history), traditional Indigenous art practices, and settler- 

imposed culture (Fig.1). My reading of his work is that he deliberately reframes sites, 

cultural symbols and histories using materials and objects: the blue bag (Reckitt’s Blue)31 

becomes both the symbol of and the medium for highlighting domestic servitude; 

traditional markings on rock have been reinterpreted using contemporary tools and 

materials. His work provokes reflections on disorientation, loss, sadness, reclamation and 

assertion. 
 
 

Figure 1 Dale Harding Wall Composition in Reckitt’s Blue 2017, Queensland Art Gallery. 
Reckitt’s Blue laundry powder, charcoal and Grevillea robusta resin, incision into wall. 

Detail view. Photo: Queensland Art Gallery - Chloe Calistemon 
 
 
 

New Zealand jewellery artist Renee Bevan presents ‘the imbued object’. At the 2018 

Unpacking the Language of Things symposium,32 she talked about creating space around 

an artwork for an audience to complete meaning through their reflections and 
 

31 Blue bags—synthetic ultramarine and baking soda—were used in laundering fabric to 
whiten whites. A popular product in Australia was Reckitt’s blue. See 
http://www.oldandinteresting.com/laundry-blue.aspx; 
https://collection.maas.museum/object/263295. 
32 Renee Bevan, “Unpacking the Language of Things,” presentation delivered at the Dowse 
Museum, Lower Hutt, Wellington, 2018. 

http://www.oldandinteresting.com/laundry-blue.aspx%3B
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associations. Her focus is on what jewellery (an object) does rather than what it is. She 

brings to her work the concept of the object as a repository of us. In the Language of 

Things exhibition, Bevan mounted a crypt-like side-lit space that contained a 160cm long 

burial necklace, laid in clay from a cemetery (Fig.2). Protocols were indicated for the 

audience to engage appropriately with this object. The necklace was imbued with a range 

of significant cultural, spiritual and ritual meanings realised in conjunction with those of 

people observing within that space. Consequently, Bevan would not define (delimit) 

those meanings.32 
 
 

 
Figure 2 Renee Bevan, Burial Necklace, natural clay, fibre. 2018. 

Image courtesy of The Dowse Art Museum. Photo: John Lake 

 
Australian jewellery artist Catherine Large makes work that is beautifully crafted and 

subtle. Her pieces illustrate Miller’s ideas about objects creating connection and 

identity.33 Her work is a reimagining of the ordinary and is deeply personal in evoking a 
 

32 Kevin Murray, “Us versus Them in the Contemporary Jewelry World,” Art Jewelry Forum, 
18 June 2018, accessed 3 July 2018, https://artjewelryforum.org/us-versus-them-in-the- 
contemporary-jewelry-world. 
33 Anat Hecht, “Home Sweet Home: Tangible Memories of an Uprooted Childhood,” in 
Home Possessions: Material Culture behind Closed Doors, ed. Daniel Miller (Oxford: Berg, 
2001), 123. 
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sense of loss. It is an archival study of her world—of objects remembered that are re- 

formed into new objects that are wearable, held, or even used. There is quiet and 

discovery in the work. 

 
In the catalogue essay accompanying Large’s exhibition Strange Objects (2016), Faith 

Valencia-Forrester wrote that Large’s work spoke to her ‘softly’ and that the 

juxtapositions drew her to want to hold and feel the work: to engage with the “surface 

textures and form” and to know more about those memories.34 
 
 

Figure 3 Catherine Large Small Portrait of a Domestic Life 2014, 
925 Silver, mother of pearl button, waxed linen thread. Photo: Michelle Bowden. 

 
 

in Catherine Large, “Inheritance, Use and Dis-use” MVA diss., Griffith University, 2015 
34 Faith Valencia-Forrester, “Strange Objects,” in Strange Objects: A Personal Exploration of 
the Nature of Inheritance in Jewellery and Domestic Objects, exhibition catalogue (Brisbane: 
Queensland College of Art, 2016), https://issuu.com/qcagriffith/docs/catherine_large_- 
_strange_objects. 
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For her practice-led PhD dissertation, New Zealand/Australian jewellery artist Kirsten 

Haydon undertook research related to Antarctica.35 She documented the history of 

McMurdo Station and used personal and historic photographic images, drawings and 

written insights to develop her own responses. Her processes capture the natural and 

industrial dimensions of this place. They are enigmatic and evocative rather than explicit, 

giving room for the audience to fill out the meaning and bring their personal insights to 

bear on the work. 
 
 

Figure 4 Kirsten Haydon Ice Store Brooch 2008, enamel, photo transfer, reflector beads, 
copper, silver, steel. Photo: Jeremy Dillon 

 
Similarly, my wearable objects are intended to be evocative. A number of visitors to the 

Headland and Thresholds exhibitions recounted their personal connections to the places 

evoked through these pieces. Train house brooch (fig.36) and Tanked brooch (fig. 46) 

were purchased because of these connections. 

 
As an artist engaged with place, I aspire to provoke the ‘double take’, new insights, and 

just a little discomfort in the hearts of viewers who encounter my work. The intention is 

to stimulate a shifted relationship they may have to the subject matter I reference. My 

practice processes my gaze into material form. The objects formed are then ‘sensed’ and 

incorporated into people’s lives. 

 
35 Kirsten Haydon, “Antarctic Landscapes in the Souvenir and Jewellery,” PhD diss., Royal 
Melbourne Institute of Technology, 2008. 
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CHAPTER 4: THE WEARABLE OBJECT AS JEWELLERY 
 
 

Engagement with a wearable object can be public, personal, and often unexpected. The 

wearable object can sit in a gallery space or it can be fixed to the body, firmly or loosely. 

In this chapter, I will briefly discuss some aspects of what defines the wearable object as 

jewellery. I will touch on its public and personal roles; its nature as both craft and art; its 

scale and wearability; and its history as a vehicle for challenging the existing culture. 

 
In its public role, “Jewellery draws attention to the wearer and makes the wearer 

significant.”36 For example, jewels used as statements of status and power are evident in 

the collection of religious vestments housed in the Naples Cathedral museum.37 The 

impressively large jewels are encrusted on the religious clothing, making powerful public 

statements for the Catholic church. It is hard not to be emotionally impacted by seeing 

this display of wealth and power. 

 
In contrast, Susan Cummins—former gallerist and collector of contemporary jewellery— 

will not wear her collected pieces because she does not want to draw attention to herself. 

Her collection is housed and displayed as static artworks rather than wearable art. She 

displays the works as a curator. Despite her desire not to draw personal attention, the 

collection speaks of her taste and her private status. Visitors to her house enjoy the visual 

thrills of seeing the work and learning about its context.38 Her selection endows cultural 

significance on the particular pieces she has chosen. 

 
However, when not primarily used to underline status or to educate, jewellery is highly 

personal to the wearer and viewer. Traditionally, precious jewellery is given, received, or 

acquired to mark moments in life. It also individualises people or identifies them as part 

of a group. Audiences bring their own perceptions to jewellery that may defy those 
 
 
 

36 Pravu Mazumdar, “Wishful Thinking,” Alchimiablog, 5 May 2016, accessed 20 December 
2018, https://alchimiablog.com/2016/05/23/pravu-mazumdar-wishful-thinking/. 
37 AFP, “San Gennaro: Saint’s Treasure Worth More than the British Crown Jewels’ Sparks 
Church Battle” published by Australian Broadcasting Corporation 6 March 2016 accessed 1 July 
2016 https://www.abc.net.au/news/2016-03-06/san-gennaro-treasure-sparks-catholic-church- 
battle/7224196 
38 Unpublished interview with Susan Cummins Dowse at the Unpacking the Language of 
Things Symposium, Museum, Wellington, New Zealand, 2018. 

http://www.abc.net.au/news/2016-03-06/san-gennaro-treasure-sparks-catholic-church-
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intended by the artist. For example, the Ruby Street Wall Bicycle brooch is an emotional 

reminder for friends who honoured their mother with the purchase of this piece (fig.23). 

 
Another element important to jewellery is that it usually privileges craftsmanship. 

Because jewellery is worn in the world—defying gravity in some way and being 

touched—it generally has some degree of permanence and needs to be well made. Taking 

cues from Sennett’s insights into the nature of the craft/craftsman/craftsmanship, my 

study has been enriched by the development of my own hand working and its associated 

tacit knowledge, failures, successes, and revisions—what Sennett calls “knowing through 

the hand”.39 

 
Sennett identifies the inherent role of thinking within the repetition of actions and the 

refinement of a material object. He also cites the continuum between the craftsman-maker 

and the artist-maker, illustrated in the work of Benvenuto Cellini, whose saltcellar40 

defies practical application and is marked overtly with the skilled maker’s hand. 

 
However, in being wearable, jewellery needs to be made with awareness of the body. The 

success and failure of a piece partly rests on the relationship an object has with the human 

body that wears it. For example, some of the Ruby Street Wall Project brooches devised 

to depict place were inscribed as small framed pieces, but they were found to be 

unsatisfying to both the viewer and the wearer when worn. Similarly, two brooches made 

for the exhibition Worn and Weathered were unsuccessful because they challenged the 

human form with their rigid geometry. 

 
While jewellery is wearable, is it also a form of miniature. John Mack describes how 

small objects (miniatures) have their own traditions and have often been used as a highly 

portable means to record or represent events, practices, and places across time.41 The 

scale of a miniaturised ‘documentary’ work invites close looking and can be highly 

suggestive while at the same time being an object of value. This narrative capability and 

the precious nature of jewellery were dimensions that came to be exploited and 

challenged by some wearable object makers during twentieth century. 
 

39 Sennett, The Craftsman, 7-9. 
40 Ibid., 67. Cellini’s saltcellar is exhibited at the Kunshistorischesmuseum in Vienna. 
41 John Mack, The Art of Small Things (Cambridge, MA: Harvard University Press, 2007). 
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Through the last century, artist jewellers were challenging the limits of the field that came 

to be part of a radical cultural project. Susan Cohn in reflecting on her own work writes 

about the Contemporary Jewellery Movement (1975–1995): 

My work continually resonates with the challenges … that harnessed the potential 
of jewellery’s social inscription and opened new doors to questioning and 
reinventing ‘intrinsic’ jewellery values. 42 

 
Helen Drutt adds to this account, providing a panoramic view of contemporary jewellery 

before, during, and after the Contemporary Jewellery Movement.43 She describes artists 

who focus on preciousness and challenges to it; who create work as pieces of still life 

worn on the body; who are the inheritors of modernity who are simultaneously skeptical 

of contemporary jewellery’s orthodoxies; who are jewellers as painters; who explore art, 

identity and the narcissism of jewellery; and who use jewellery as an opportunity for 

poetic truth.44 

 
Into the twenty-first century, the public nature of jewellery allows it to continue to 

challenge and redefine its roles; to make valued objects accessible and democratic; and to 

challenge ideas. The cultural project begun a century ago has continued to develop its 

political and sustainable dimensions. 

 
It is with an awareness of these aspects of jewellery that the works that form part of this 

thesis have been made. My pieces are large (for exhibition) but are also wearable and 

durable. They draw attention to the wearer; they are miniatures responding to time and 

place; they are sometimes painterly, but more often sculptural. They are crafted using the 

skill set of the jeweller but are not repeatable. 

 
The subject matter is challenging in that it references human impacts on nature and it also 

privileges the unbeautiful in the choice of industrial strips in transition. The materials are 

somewhat precious, but they describe that which is not. Close looking and in some cases 

written or photographic context help to provoke discussion and conversation, but there is 
 

42 Susan Cohn, “Recoding Jewellery: Identity, Body, Survival” (PhD diss., University of 
NSW, 2009) 2, 4. 
43 Helen Drutt and Peter Dormer, Jewellery in Our Time (London: Thames and Hudson, 
1995). 
44 Ibid. 
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space for individuals to form personal connections with the work – to create meaning that 

has not been fully prescribed. In the next chapter, I will explore the potential of the 

wearable object to suggest stories and note the difficulties with the concept of narrative in 

jewellery. 
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CHAPTER 5: NARRATIVE IN JEWELLERY 
 
 

In this chapter, I reflect on the idea that jewellery can be a vehicle for story-telling. I 

identify the concept of narrative in jewellery as problematic but go on to describe how 

wearable objects have been used to support ideas and to challenge perspectives by 

looking at historical and contemporary examples. The examples I have chosen provide 

insights about time and place. 

 
Narrative jewellery emerged as a genre during the twentieth century, particularly in the 

USA and Britain. In a Tumblr blog post devoted to the discussion of narrative in 

Jewellery, Professor Jack Cunningham from The Glasgow School of Art is quoted as 

describing narrative jewellery as being: 

small objects that have the potential to speak of large issues, make bold 
statements and question accepted values. Like a piece of poetry, this is the art of 
condensing, of distilling thoughts and ideas into a reduced visual 
representation.45 

In commenting on Cunningham’s writing, the Tumblr post interprets the intention of the 

genre not to tell the story but to use the story.46 

 
I find the term ‘narrative jewellery’ to be contestable and problematic for two reasons. 

Firstly, the nature of ‘narrative’ in the object only sometimes conforms to the common 

understanding of the term. British artist and writer Jo Pond observes, “some artists tacitly 

or explicitly convey a story”, leaving the wearer/viewer to complete the story, but, like 

Cunningham, she recognises that “the very nature of narrative in jewellery is different in 

structure and form—it is open-ended, to what we expect of narrative in other forms— 

[such as] film text”.47 Secondly, narrative includes a very diverse range of art practices. 

 
Narrative jewellery is considered in this study as a subset of contemporary jewellery. It 

can be set in opposition to purely aesthetic pieces or works that focus on the material 

itself.48 However, I see the relationship as a continuum where the choice of the material 

and form itself can be a social comment. 

 
45Jack Cunningham, quoted in http://narrativejewellery.tumblr.com/post/102545827883/what- 
is-narrative-jewellery-part-one, accessed 15 March 2019. 
46 Ibid 
47 Jo Pond, cited in Mark Fenn, Narrative Jewelry (Atglen, PA: Schiffer, 2017), 8. 
48 Ibid. 

http://narrativejewellery.tumblr.com/post/102545827883/what-
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Despite the problematic nature of the ‘genre’, in this chapter I describe historical objects 

and the work of artists whose pieces could loosely be clustered under the narrative 

umbrella. These artists provide a professional context for the development of my own 

practice. 

 
My proposal is that art objects can provide elements that represent or evoke stories. They 

can do this by incorporating visual reference, offering the experience of surface touch, 

and potentially evoking memory, emotion and curiosity. It is worth exploring whether 

art objects as jewellery can create alternatives, or effectively challenge dominant stories, 

insights and myths. The following examples propose some ways in which this can 

happen. 

 
Goldfields Jewellery 

Colonial Australia had its own unique and powerful form of ‘narrative’ jewellery arising 

from the Australian goldfields of the 1850s. The explicit symbolism associated with the 

forging of an emerging Australian identity led goldsmiths at that time to represent the 

working lives of miners, and the indigenous flora and fauna of the goldfields. To the eyes 

of some of the migrants, they were strange, prosaic and sometimes beautiful forms. 

 
The Powerhouse Museum (Museum of Applied Arts and Sciences, Sydney) houses 

several goldfields brooches. Among them is a massive framed open work brooch, the 

Austin Brooch (fig. 5), designed to celebrate the find of an enormous gold nugget at 

Bathurst in 1851. 
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Figure 5 Austin Brooch Goldfields brooch commissioned by Edward Austin c.1855 gold. 
Collection: Museum of Applied Arts & Sciences, Gift of Una and Winifred Lane 1953. 

Photo: Sotha Bourn. 
 

Large pieces such as this brooch are cited by Linda Young in her journal article on an 

emerging Australian identity as examples of the material expression of subversion.49 In 

Young’s account, the miners arrived in Australia as equals, defying class stratification, 

and were able to ‘make good’ through luck and hard work. The successful miners were 

the nouveau riche of their day who, through their real or imagined success, undermined 

the hierarchies of the old country. Their wealth was publicly paraded on the bodies of 

their women. It can be argued that these pieces in some way represent the early 

Australian democracy movement.50 

 
The Austin Brooch features a miner in the foreground with a top hat and a bare chest, 

surrounded by a winch, spade, bucket, picks. A symmetrical design framed by foliage, it 

is picturesque in composition, scale and figurative representation and it documents the 

work that left the landscape scarred with dangerous holes and the eyesore of mining 
 
 

49 Linda Young, “Subversive Jewellery.” reCollections 7, no. 1, 
http://recollections.nma.gov.au/issues/volume_7_number_1/papers/subversive_jewellery/.     
50 Ibid. 

http://recollections.nma.gov.au/issues/volume_7_number_1/papers/subversive_jewellery/
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detritus. Indigenous Australians would have encountered a site completely transformed 

from what they knew; it had become an edgeland. 

 
This brooch was made shortly after Edward Hargreave’s gold discovery sparked the 

NSW gold rush. It was designed and commissioned by a merchant from the Bathurst 

goldfield, a former convict who had been granted a ticket of leave. This historical context 

illustrates the fluidity of social position possible in Australia at that time, as noted by 

Young.51 The piece is not only decorative but also documents an industrious working life. 

 
Another brooch held at the Museum of Arts and Sciences from this period is one by by 

French goldsmith Sylla Denis, who worked in Melbourne from 1857. This finely crafted 

brooch (fig.6) depicts a native pear in the middle of a popular European motif of 

European foliage, ribbon and birds. Even today, the native pear is described as having 

“untidy form”.52 Australian flora, with its strange untidy beauty, has continued to hold 

fascination for contemporary jewellery artists such as Vicki Mason (fig.14), Marian 

Hosking and Julie Blyfield. 
 
 

Figure 6 Sylla Denis Brooch with flower and leaf 1860. gold and quartz 
Collection: Museum of Arts and Sciences, Sydney NSW Gift: Kevin Fahy 1986. 

 
 
 

51 Ibid. 
52 See Forest Products Commission Western Australia, http://www.fpc.wa.gov.au/node/1021 
Accessed 24 March 2019. 

http://www.fpc.wa.gov.au/node/1021
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Recycled Narratives 
 

Figure 7 Elizabeth Shaw Fixed Dog Ring, 2014 
broken ceramic, reused and recycled sterling silver 

Photo: Michelle Bowden. 

 
Elizabeth Shaw’s work fits under the broad umbrella of narrative jewellery, as she looks 

carefully and collects material while foraging in or walking through her local area. Her 

pieces are grounded in discovery. Through her acts of exploration, Shaw finds the objects 

that stimulate her practice. Many of these discarded or lost objects have had working 

lives: old nails, broken toys, small pieces of china. 

 
Shaw ‘fixes’ broken or unfinished items, often with rivets and bands. As she does, she 

creates new forms that carry with them multiple narratives: their original stories that we 

may never know; those reinvented by the artist’s hand; and those that emerge from the 

interaction between the objects and the people who engage with them. Consequently, the 

work has a strong conceptual dimension, but it is rooted in the materials that are found 

and the craftsmanship that it takes to bring these found objects alive. They embody a 

sense of history, challenge, play, reflection and contemplation. 

 
In 2018, Shaw exhibited her work in a show titled Recycled Narratives. Writing in the 

exhibition catalogue, Ross Woodrow identifies a strong political dimension in Shaw’s 

work: 

But the radical strategy that Shaw has adopted for most of the work shown in this 
exhibition is to take discarded consumer items and fragments, rich in the patina and 
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registers of use, as the primary material for her pieces. The magical encounters she 
creates are made all the more astonishing since this is also a political act.53 

 
In his essay, Woodrow sets up the dichotomy between the re-worked constructions by 

Shaw and the opulent display of elite consumption in the Cartier exhibition held at the 

National Gallery of Art, Canberra, that opened at the same time. He foregrounds the 

ongoing debate about the nature of preciousness that began last century. Cohn’s account 

of the Contemporary Jewellery Movement in 1970s also references this debate.54 

 
I identify with the craftsmanship of Shaw’s work and its ‘constructed’ nature—the rivets 

and movement are echoed in my own cold joining processes and the use of suspension. 

Her subjects evolve from the crafted reimagining of the ordinary in ways that can be quite 

confronting; mine take the ordinary and transform it through representation and re- 

invention that make strange. In hers, there is surprising juxtaposition and poetry; in mine, 

there is an implied ominous quality/beauty in ugliness. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

53 Ross Woodrow, “Something Precious from Nothing Special,” Elizabeth Shaw: Recycled 
Narratives, exh. cat. (Brisbane: Woolloongabba Art Gallery, 2018) 
http://wag.com.au/files/1715/2028/6405/RecycledNarratives-catalogue.pdf. 
54 Cohn, “Recoding Jewellery: Identity, Body, Survival,” 4. 

http://wag.com.au/files/1715/2028/6405/RecycledNarratives-catalogue.pdf
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Vanishing Cities 
 
 

Figure 8 Rohan Nicol Brooch (1 of 3) part of Marion and Walter Burley Griffin Reverbatory 
Incinerator Series 2004/5 Bone, 925 silver. 

Collection: Museum of Applied Arts and Sciences, Sydney. 
Purchased with funds from the Yasuko Myer Bequest 2005. Photo: Nitsa Yioupros 

 

Australian jewellery artist Rohan Nicol shares with me an interest in the industrial 

architectural form. His 2004/5 cow bone and silver brooches series celebrated the 

architecture of Eric Nicholls, Marion Mahoney Griffin and Walter Burleigh Griffin 

(Fig.8). The Griffins had designed the city plan for Canberra, and Nicholls and the 

Griffins designed domestic and industrial structures in NSW, Victoria, South Australia, 

and the ACT. The Pyrmont Incinerator (which was demolished in the 1980s) was a 

building of cultural importance and, with similar works, it revolutionised the efficient 

processing of waste. It was part of the industrial heartland of Sydney. 

 
In brooches, Nicol subtly captures the unique sculptural surface and form of this structure 

in cow bone, inviting reflection on the purpose and fate of the building. 
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Figure 9 Alex Kinsley-Vey Ring 2017 Steel. Photo: courtesy of the artist. 
 

Canadian artist Alex Kinsley-Vey constructs almost unwearable steel pieces that evoke 

the industrial history of Toronto. With their block-like forms, his dark rings and brooches 

are rough-hewn and visually powerful. His industrial works from 2018 are made from 

steel to focus thinking about his local terrain (fig.9). 

 
Like Nicol and Kinsley-Vey, I have directly referenced the industrial architectural history 

of my local area, attempting to draw attention to the White Bay Power Station in Sydney. 

I have used details of what is a massive structure in an edgeland with an uncertain future. 

Like the Pyrmont incinerator before it, the power station has been a defining form 

visually and geographically for Sydney-siders throughout the twentieth century, 

underpinning what was, in its day, the revolutionary train and tram network. 
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CHAPTER 6: STUDIO PRACTICE 
 
 

This chapter describes the material manifestation of my research over the last four years. 

Here I outline the content, my methodologies, and some of the artists I have referenced. I 

then describe the studio works developed for exhibition through a dialectic of reading, 

looking, thinking, writing and making. 

 
A Personal Exploration of Local Terrain 

A walk around any city’s edge reveals places in transition. With camera and pencil in 

hand, I have recorded the details and marks revealed in walls, fences, and openings, 

discovering their aesthetic qualities, contradictions, and disruptions. In applying the 

technologies and materials of the jeweller, I create objects that reference these edgelands 

(both literally and metaphorically) and embody my personal insights. 

 
The series of works I have made in response to these sites are as follows: the Ruby Street 

Wall Project, based on a retaining wall in Ruby Street, Marrickville, NSW; Watermarks, 

based on mangroves on the edge of the Brisbane River, West End, Queensland; Worn and 

Weathered, based on Georgian and modernist ruins drawn from sites in Queensland; 

Headland, based on the cliff walk between Bronte Beach and Waverley Cemetery in 

Sydney, NSW; Thresholds and Use, based on the White Bay Power Station site, Sydney; 

and I Walk the Line, Newcastle Harbour, NSW. 

 
Studio Methodology 

My studio methodology has led me to focus on places that are part of my various local 

areas. Marrickville is where I discovered the retaining wall that seemed to me to 

encapsulate so many stories about the history of this city. West End edges the Brisbane 

River, a conduit that was relevant for me to explore as a new resident to that city. 

 
The Bronte to Waverley Cemetery walking track embodies key visual elements of 

Sydney—its ocean, cliffs, and cultural overlays. I lived in Sydney for many years under 

the shadow of the White Bay Power Station in Rozelle. Having recently moved to 

Newcastle, I have now had the opportunity to discover the edgeland that exists there. 
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In order to become more familiar with these places, I walk through them and try to record 

the panorama as well as particular details, developing a reflective relationship with what I 

am seeing. I then use this documentation to imagine possibilities for the wearable object. 

Each of these places requires knowing through the eye and the hand but also through 

verbal accounts or library research. 

 
Each place has Indigenous history, some of which is readily known, some of which is 

scarce in documentation. Where possible, I have made efforts to learn the stories of 

colonisation and its effects on the original custodians. I have felt obliged to learn as much 

as possible, but I do not intend to speak on behalf of the local Indigenous people. 

 
I have also made it a central task to remain engaged with the wide world of contemporary 

art practice, including that of contemporary jewellery. With this in mind, I have been 

writing reviews of exhibitions in Sydney and Brisbane for Paillon, ArtsHub, Klimt02, and 

Garland magazine.55 

 
The photographic and hand-drawn images I choose to work from are processed through 

selection, collage and visual experiments. These experiments are then pushed further as I 

explore ideas in metal and associated construction techniques. I do not work from a fixed 

design but allow the final work to emerge. This open-ended process is, however, 

tempered by the sequencing required to construct a wearable object. 
 
 
 
 

55 Helen Wyatt, “Recycled Narratives Interview with Dr Elizabeth Shaw,” Klimt02, April 
2018, https://klimt02.net/forum/interviews/recycled-narratives-interview-elizabeth-shaw- 
helen-wyatt; Helen Wyatt, “Researching in the Powerhouse Museum,” JMGQ Paillon, 2017; 
Helen Wyatt, “Review: Drawings and Correspondence by Tom Nicholson at IMA Brisbane,” 
ArtsHub, 7 May 2018, https://visual.artshub.com.au/news-article/reviews/visual-arts/helen- 
wyatt/review-drawings-and-correspondence-by-tom-nicholson-at-ima-brisbane-255605; 
Helen Wyatt, “Review: Mostyn Bramley-Moore: Short Stories,” ArtsHub, 9 February 2018, 
https://visual.artshub.com.au/news-article/reviews/visual-arts/helen-wyatt/mostyn-bramley- 
moore-short-stories-255185; Helen Wyatt, “Review: Robert Smithson’s Time Crystals,” 
ArtsHub, 20 March 2018, https://visual.artshub.com.au/news-article/reviews/visual- 
arts/helen-wyatt/review-robert-smithsons-time-crystals-255402; Helen Wyatt, “Review: 
Steel: Art, Design, Architecture,” ArtsHub, 15 March 2018, 
https://design.artshub.com.au/news-article/reviews/design/helen-wyatt/review-steel-art- 
design-architecture-255377; Helen Wyatt, “The Story behind Wellington’s Handshake.” 
Garland, 31 May 2018, https://garlandmag.com/article/the-story-behind-wellingtons- 
handshake/. 
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While I draw on the skills of jewellery making, I apply them for their expressive effect 

and structural soundness rather than to meet the high standards of an artisan jeweller. I 

am aware that the use of firescale, a naturally forming surface colouration, causes some 

jewelers discomfort. However, in some cases, firescale is intentionally left to add a raw 

finish to my work. The techniques I choose (see Appendix 1) are used either to parallel 

industrial processes or to communicate ideas. 
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Artists as Reference 

In undertaking this research, I have referenced many contemporary artists whose own 

practices are relevant to my own. Several that relate to the framing of this project were 

included in the Chapters 2 and 3. In this section I include other artists whose practice 

resonates with mine in terms of their construction methods, use of tools, conceptual 

thinking, and a sense of playfulness. Each artist references time and place, but each does 

so with diverse interpretations. 
 
 
 

Figure 10 Barbara Heath Fox – Lover’s Token Ring 1991. 
18k gold, enameled button, diamonds. Photo: M. Enright 

 
As ‘Jeweller to the Lost’,56 Brisbane artist Barbara Heath has developed a practice 

embedded in collaboration with clients, which has led to a richness and diversity in her 

work. In an interview on Radio National, Heath recounted how she creates objects that 

are evocative for her clients; she also uses metalsmithing techniques that have long 

traditions.57 

 
I have also used a collaborative approach in my own practice, as seen in Bermagui 

Dreaming (fig. 20), which was a collaboration with Professor David Brown. I revisited 

this approach in the Water and Land 1 brooch (fig. 51) for I Walk the Line. 
 
 
 
 

56 “Barbara Heath – Making New Jewellery from Old Stories” Conversations with Richard 
Fidler, 3 November 2015, ABC Radio National, accessed August 2018. 
http://www.abc.net.au/local/stories/2015/11/03/4344246.htm 
57 Ibid. 

http://www.abc.net.au/local/stories/2015/11/03/4344246.htm
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Figure 11 Bettina Speckner Brooch 2010. photoetching in zinc, silver, diamonds. 

Photo: courtesy of the artist. 
 
 

The work of German artist Bettina Speckner has a strong sense of ambiguity: faces, times 

and references are obscured, and gemstones disturb the photographic imagery of the 

brooch. The gems distract the focus of the image and are enigmatic. 

 
Art historian and author Lisbeth den Besten writes that Speckner’s work 

affirms the difficult balance between the subjective and the objective. A pioneer in 
utilizing the photograph itself as raw material for jewelry, Speckner’s use of 
nineteenth century tintype (or ferrotype) portraits has been noted for evoking the 
idea of narrative without indulging any one particular story.58 

 
Her strongly two-dimensional works, her photographic imagery, and her use of gems to 

highlight and obscure share strong parallels with The Ruby St Wall Project, Watermarks 

and several pieces from I Walk the Line. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

58 “Bettina Speckner | The Things of This World Keeping Their Difficult Balance,” press 
release, 
https://www.artsy.net/show/sienna-patti-contemporary-bettina-speckner-the-things-of-this- 
world-keeping-their-difficult-balance, accessed 13 January 2019. This is also discussed in 
Liesbeth den Besten, On Jewellery (Stuttgart: Arnoldische 2012), 43–45. 

http://www.artsy.net/show/sienna-patti-contemporary-bettina-speckner-the-things-of-this-
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Figure 12 Peter Bauhuis Orifice Brooch 2010 18K gold. Photo: courtesy of the artist 
 
 

In July 2015, I attended a five-day workshop with Peter Bauhuis (Germany) at the 

Sydney College of the Arts (University of Sydney), where he was also exhibiting. His 

jewellery invites the viewer to look around, behind and underneath the work to explore 

places surprising and mystifying. Bauhuis also manipulates the concept of 

‘wunderkammer’ as a means for display by inserting photos, video and other objects into 

the viewing space. In so doing, he challenges the expectations and understandings of the 

viewer. 

 
In several of my own pieces, specifically Use and I Walk the Line, I invite the 

viewer/wearer to explore its underside. As wearers, they may be the only ones to know 

what is there but unseen to others. 
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Figure 13 Helen Britton Bird brooch 2018, glass, silver, diamonds. Photo: Dirk Eisel. 
 
 

Helen Britton (Australia/Germany) draws on personal memories, dream-like associations 

and fantasies. She uses unexpected combinations of materials and experiments with form 

and weight in ways that provoke in the viewer/ wearer a ‘double take’ or a psychological 

response. 

 
The artist has described her works as “collisions of design, baroque, reduction-resistant 

assemblages”.59 Her forms celebrate complex construction and the tensions between 

precious and non-precious metals. By blackening surfaces and juxtaposing materials, she 

challenges what the viewer may expect of metal and the gemstones she sets. As with 

several of my pieces in Thresholds and I Walk the Line, Britton uses the hydraulic press 

to form three-dimensional pieces that also manipulate surface texture. 

 
Her current research emerging from a three-week residency in Newcastle in 2018 is re- 

connecting her with the industrial landscape she has found disappearing in her former 

home. Coincidentally, she is now dealing with subject matter in which we both share an 

interest. 
 
 
 
 
 
 
 
 
 
 
 

59 Cited in Eva Czernis-Ryl, “Diamond Machine' Brooch by Helen Britton,” 2016, Museum 
of Applied Arts & Sciences, accessed 1 June 2017, https://ma.as/414047. 
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Fig. 14 Vicki Mason Composite Bouquet brooch 2011, 
powder-coated brass, 925 silver, hand-dyed PVC/polyester/rayon and viscose thread. 

Collection: Museum of Applied Arts and Sciences, Sydney. 
Purchased with funds from the Yasuko Myer Bequest, 2013. Photo: Sotha Bourn. 

 

As with my own work, the botanical has been an ongoing visual element for Melbourne 

artist Vicki Mason: 

Making jewellery fulfils a need I have to create objects that can be wearable, that 
hold special meanings and can potentially provoke in the wearer and viewer a need 
for a response or interaction of some kind. A dialogue is opened up – jewellery then 
acts as a portable tool for the communication of ideas. My work references my 
passion for plants allowing me to explore notions of place, belonging and the life 
cycle. 60 

 
Mason continues Sylla Denis’s nineteenth-century interest in native flora. She uses 

Australian native flora as subject matter, but she applies industrial and contemporary 

manufacturing processes to its form. In his brooch, Denis (fig. 6) presented the 

unexpected. He combined European motifs with a representation of a native pear. Both 

Denis and Mason show the clash of cultures in their work. It is the intersection (clash) of 

nature and industry that intrigues me as an artist. 
 
 
 
 
 
 
 
 
 
 
 
 
 

60Vicki Mason quoted in https://klimt02.net/jewellers/vicki-mason most recently reproduced 12 June, 
2019 accessed June 2019 
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Figure 15 Aurelie Guillaume Le Chat Pff BROOCH 2016, 
enamel on copper, fine silver, sterling silver, powdercoat, stainless steel. 

Photo: Anthony McLean. 
 

Aurelie Guillaume (Canada) creates playful forms and applies strong, colourful graphics 

to her three-dimensional works. They are smooth, hand-sized works that beg to be 

examined for their detail. They have a strongly implied narrative as though they are each 

a frame in an ongoing cartoon. 

 
The playfulness of her forms, her graphic style and her privileging of both obvious and 

hidden sides of her pieces parallel my own.61 The shapes she creates are not unlike shapes 

that have emerged in the foliage, water and coal series of I Walk the Line. My shapes 

(unconsciously) often seem to reference maps of continents (often, Australia). As artists, 

we both create mini-worlds that, in their form, want to be held. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

61 For a selection of her works and description of her interests, see the artist’s website, 
http://aurelieguillaume.com, accessed October 2018. 

http://aurelieguillaume.com/
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Visual Outcomes 

This section chronologically documents the material formation of my research, noting the 

early work Bermagui Dreaming, and culminating in the visual outcomes exhibited in I 

Walk the Line. 
 
 

Figure 16 Helen Wyatt, Bermagui Dreaming brooch 2015. 
925 silver, brass, Madagascar sapphires, stainless steel. Photo: Helen Wyatt. 

 

As noted previously, Bermagui Dreaming was developed from ideas formulated from a 

collaborative discussion with Professor David Brown, Criminologist, UNSW. The brooch 

references the memorable landforms of a small South Coast NSW fishing village. The 

work was also an early exploration of visual markers; in this case, those referencing 

popular visitor sites and important Aboriginal places. 

 
The Ruby Street Wall Project: A History in Brooches 

Solo Exhibition SquarePeg Studios, Sydney October 2015 
 

Figure 17 Ruby St Wall. Photo: Helen Wyatt. 
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This ‘history’ comprises twenty brooches based on the materiality of a retaining wall in 

an ordinary street. They reveal stories of desecration, industrial change, and migration, 

each of which has left its marks directly on the wall. Consequently, the wall reflects the 

bigger story of the colonisation of Sydney. 

 
As a street barrier, the wall embodies traces of generations past. The stone itself provided 

shelter to the earliest inhabitants. The material was quarried for use in mansions built for 

wealthy loggers in the 1840s. In turn, the stone from these houses was recycled into 

retaining walls as a Depression project during the 1930s. In the mid-century, workers 

used the street to reach the brick pits or wool yards. 

 
Waves of migrants over 250 years left weeds, fruit trees and palms growing out of or near 

the wall. Services – power, water and gas - have since been threaded through or been 

attached to the stone. Gentrification encouraged the growth of native plants that are now 

found in the wall’s cracks and surfaces. 

 
The wearable objects I created for the exhibition talked back to the viewer (after 

Schwenger62) if the viewer took the time to reflect. In turn, they inscribe their own 

narratives. As in Speckner’s work, the gemstones in my work also draw in the viewer, 

picking up the various colours of the wall itself and adding ‘preciousness’, subverting the 

deceptive ordinariness of Ruby Street. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

62 Elkins, The Object That Stares Back, 49. 
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Figure 18 Helen Wyatt Maiden Hair brooch (from the Ruby Street Wall project) 2015, 

925 silver, brass, enamel paint on acetate, acrylic, garnet, stainless steel, text. 
Photo: Jingjing Ma. 

 

Figure 19 Helen Wyatt Pteridium brooch (from the Ruby Street Wall project) 2015, 
925 silver, brass, acrylic, garnet, stainless steel, text. Photo: Jingjing Ma. 
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Figure 20 Helen Wyatt Cyathera brooch (from the Ruby Street Wall project) 2015, 

925 silver, brass etched silver, acrylic, zircon, stainless steel, text. Photo: Jingjing Ma. 
 
 

Figure 21 Helen Wyatt Wall brooch (from the Ruby Street Wall project) 2015, 
925 silver, brass, photo image on acetate, acrylic, zircon, stainless steel, text. 

Photo: Jingjing Ma. 
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Figure 22 Helen Wyatt Gas brooch (from the Ruby Street Wall project) 2015, 925 silver, brass, 

enamel paint on etched silver, acrylic, garnet, stainless steel, text. 
Photo: Jingjing Ma. 

 

Figure 23 Helen Wyatt Bicycle brooch (from the Ruby Street Wall project) 2015, 
925 silver, brass, photo image on acetate, acrylic, zircon, stainless steel, text. 

Photo: Jingjing Ma. 
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In Figs.18, 21 and 23, highly polished silver sandwiched with transparent black-and- 

white photos creates a three-dimensional effect that accommodates the reflected image of 

the viewer. The viewer becomes part of the present story of the wall. 
 
 
 
 
 
 
 

Figure 24 Visitors engaging with the Ruby St Wall Project using magnifiers, 2015. 
Photo: Helen Wyatt. 

 
 

Visitors to the exhibition were asked to describe in writing what engaged them and to 

indicate if they had suggestions and other comments. People saw the works as 

‘miniatures’ and, for many of them, the forms suggested portholes or windows into 

another world.63 
 
 
 
 
 
 
 
 
 
 
 

63 See Appendix 2 for a summary of responses. 
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Watermarks 

Group Show Webb Gallery QCA, March 2016 

Nicola Hooper, Svetlana Trefilova, Anastasia Tyurina and Helen Wyatt 
 
 

This exhibition showcased work that responded to the idea of water, providing an 

opportunity for me to explore the edge of the Brisbane River at West End as a boundary 

and point of tension. Mangroves cross this boundary and are the content of my 

Watermarks work. 

 
Mangroves are often the subject of heated debate in sites where nature and urban 

development collide. Seen as potential places for landfill on the edge of rivers, they can 

be smelly, ugly and insect-filled. In more recent times, they have become recognised for 

their ecological value; i.e., for the purifying role they play in relation to mud, water and 

air, to fish stocks, and to coastal protection. 
 
 
 

Figure 25 Photographic references for Watermarks 2016. Photo: Helen Wyatt. 
 

Figure 26 Process drawings for Watermarks 2016. Photo: Helen Wyatt. 
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In the exhibited work, I exploited the harsh lines, colours and shapes in those mud-soaked 

riverbanks. Text (explained in the glossary attached to the show) was stamped into the 

contrasting polished surface. The non-serif font used added a ‘scientific’ authority to the 

work. The necklaces were made from stainless steel cable, which captured an aspect of 

the industrial world alongside which mangroves are often found.64 

 
By using mangroves as the subject matter for these wearable pieces and by providing 

some associated information on these kinds of trees, I became an advocate for their 

protection, stimulating interest in viewers, who spoke to me about wanting more 

knowledge. 
 
 

 
 
 

Figure 27 Helen Wyatt Coastal Filter necklace (from the Watermarks series) 2016, 
925 silver, brass, peridot, stainless steel. Photo: Helen Wyatt. 

 
 
 
 

64 The stainless steel cable had been used along the edge of the Brisbane River to form part of 
a river walk. Much of that cable was stolen for private use. 
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Figure 28 Helen Wyatt Pneumataphore brooch (from the Watermarks series) 2016, 
925 silver, brass, lemon quartz, stainless steel. Photo: Helen Wyatt. 
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Figure 29 Helen Wyatt Carbon Scrubber necklace (from the Watermarks series) 2016, 
925 silver, brass, citrine, stainless steel. Photo: Helen Wyatt. 
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Worn And Weathered 

JMGQ curated group exhibition Webb Gallery Brisbane July 2016 
 
 

My four Worn and Weathered brooches draw on built environments in decay—colonial 

times and those from the 1970s. Both environments weathered the impacts of intense 

nature and cyclical development. For me, they held a strong aesthetic engagement and I 

identified visual tensions that informed the architectural objects that I created. 

 
Two of these forms exploit the circle, drawing on colonial towers built with gravitas to 

watch and to warn; namely, the lighthouse on Fraser Island and the Old Mill in Spring 

Hill. The other two forms draw on twentieth-century factory complexes, with their long 

beams, electrical and barbed wires. In decay, they express the end of a utopian vision 

based in the hope of modernist planning. These forms might be seen in any former 

industrial suburbs of Brisbane or Sydney. Debates about environmental change challenge 

us to consider whether they are material for heritage preservation or demolition. 

 
Strong lines, direction, light, surfaces, structures—vibrant, reflective, shadowed—were 

incorporated into these works. Their construction parallels the industrial techniques 

applied in the building themselves. 
 
 
 
 

Figure 30 Worn and Weathered 2016. Photos: Helen Wyatt 
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Figure 31 Helen Wyatt Worn and Weathered Brooch 1 2016, 
925 silver, grass, copper, stainless steel. Photo: Helen Wyatt. 

 
Figure 32 Helen Wyatt Worn and Weathered Brooch 2 2016, 
925 silver, grass, copper, stainless steel. Photo: Helen Wyatt. 
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Headland 

Gallery East, Sydney, September 2016 

Helen Wyatt (Wearable Objects) Mark Stiles (Drawings), Phil Bull (Photography) 
 
 

Along with the other two artists, I responded to a striking piece of land that defines the 

coastal edge of Australia in Sydney. My wearable objects in Headland reference a 

walking track between Bronte Beach and Waverley Cemetery that is itself a man-made 

barrier imposed on wild nature. 

 
The tract starts with a playground featuring a miniature train. Following the headland, 

development and settler culture are pitched against powerful winds and tides. A tall rock 

cutting takes pedestrians and cars through a wall of sandstone. At the end, the Waverley 

Cemetery memorialises the lives of mostly Christian and Jewish Sydney-siders. 

 
When the city wants to sell its natural beauty and the associated luxurious lifestyle in the 

sun, promotional images of headlands in Sydney are displayed to tourists and home- 

buyers. However, these places also hold a dark side: nature carved out by wild elements, 

invasion, decimation and loss. These colliding narratives impact the rocky outcrops and 

their weathered surfaces. 

 
Fences are a key visual element of the walk. They contain the little train track; they 

protect walkers and joggers from the dangerous cliffs; and they restrict damage to nature 

along the way. Fences also delineate the graveyards and denote grave boundaries or areas 

of subsidence. 

 
Figure 33 Photo process for Headland 2016. Photo: Helen Wyatt. 



Draft Exegesis March 2019 

47 

 

 

The warmly coloured sandstone cliffs edging the ocean are beautifully etched by winds 

and storms. Pillars prop up some sections while, in others, the walking platform itself is 

propped up. Warnings are provided about the crumbling stone and weathering is a 

constant sight. 

 
The Cemetery invokes permanence by imposing ancient Greek structures and 

Renaissance figuration on family plots—forms that face down death. The graves of others 

are denoted by simple blocks of stone that are partially hewn. The materials of marble, 

granite and iron are all in degrees of decay. 

 
The wearable pieces made for the exhibition Headland were presented in their own 

wunderkammer alongside small-scale photographs developed as takeaway pendants. The 

techniques I’ve used reference weathering and decay. 
 
 

Figure 34 Helen Wyatt Train Track brooch (from Headland series) 2016, 
925 silver, brass, copper, stainless steel. Photo: Jingjing Ma. 
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Figure 35 Helen Wyatt Train Track brooch (from Headland series) 2016, 
925 silver, brass, synthetic sapphire, stainless steel. Photo: Jingjing Ma. 

 
 
 
 
 
 
 

 
 
 

Figure 36 Helen Wyatt Trainhouse brooch 2016, 
925 silver, brass, stainless steel. Photo: Jingjing Ma. 



Draft Exegesis March 2019 

49 

 

 

 

 
Figure 37 Helen Wyatt Fence brooch (from Headland series) 2016, 

925 silver, brass, copper, stainless steel. Photo: Helen Wyatt. 
 
 
 
 
 

 
 
 

Figure 38 Helen Wyatt Walkway necklace (from Headland series) 2016, 2016 
925 silver, brass, stainless steel. Photo: Helen Wyatt. 
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Thresholds – A Purpose Other Than Beauty 
Helen Wyatt and Paola Raggo 

Studio 2017 Project Space, Ridge St, North Sydney, May 2017 
 

. 
Figure 39 Advertising for Thresholds 2017 Design Studio 20/17 Project Space. 

 

The focus for Thresholds was The White Bay Power Station in Sydney, an Edwardian 

construction erected on a cliff’s edge, which is the subject of government policy on the 

waterfront, of infrastructure development, and of local activism. Nature intrudes in this 

space—rust, moth vine, privet and asthma weed—covering up the stories that the walls 

imply and that remnant marks on the ground suggest. The structure, literally and 

metaphorically, is on the threshold of inevitable change. 

 
My works in Thresholds experimented with the complexity, tensions, beauty and 

strangeness of this place and its overlapping physical boundaries that include or exclude 

the horizon delineated by built forms, and liminal spaces around walls and fences. 
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Figure 40. Photo collage of White Bay Power Station 2017. Photo: Helen Wyatt. 
 
 

In its time, the power station embodied the concept of progress: it provided power to the 

new railway and tramway system and the expansion of the city depended on its existence. 

Its location underlined its mythological status; even Google recently considered restoring 

and occupying this noble site.65 

 
In my wearable objects, the powerful built form of the power station is broken down into 

parts, processed and manipulated. The objects invite the wearer and the viewer to grasp 

the less obvious messages suggested by the power station and to reflect on its human 

impacts. For example, the strange negative shapes created by the building’s massive 

structures disrupt our expectations. Monumental shapes become frames that reveal a 

complex vista through metal layers, fragments and rivets. 

 
The sixteen works I made for this exhibition drew mostly on these details. The layering 

of materials and forms emphasized the ‘looking through’ quality of this set of structures. 
 

65 The Bays Precinct, Sydney, NSW, “Statement on Google and White Power Bay Station,” 
12 April 2017, https://thebayssydney.nsw.gov.au/latest-updates/media/statement-on-google- 
and-white-bay-power-station/, accessed 14 March 2019. 
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The pipes, ground and wall textures were themselves subject matter, alongside markings 

and signs. 

 
Echoing Elkins,66 the works ‘talked back to’ or resonated with visitors to the show and 

several were bought for this reason. The necklace Tanked (fig. 46) has become an aide de 

memoire for its new owner. 
 
 
 

Figure 41 Helen Wyatt Surface brooch (from the Thresholds series) 2017, 
925 silver, copper, stainless steel. Photo: Jingjing Ma. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

66 Elkins, The Object That Stares Back, 72. 
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Figure 42 Helen Wyatt Barricade brooch (from the Thresholds series) 2017, 

925 silver, brass, copper, stainless steel. Photo: Jingjing Ma. 

 
 

Figure 43 Helen Wyatt Broken Window brooch (from the Thresholds series) 2017, 
925 silver, brass, copper, aluminium fly mesh, stainless steel. Photo: Jingjing Ma. 
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Figure 44 Helen Wyatt Stacks brooch (from the Thresholds series) 2017, 
925 silver, brass, copper, stainless steel. Photo: Jingjing Ma. 

 
 

 
Figure 45 Helen Wyatt Moth-Vine necklace (from the Thresholds series) 2017, 

925 silver, brass, copper. Photo: Helen Wyatt. 
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Figure 46 Helen Wyatt Tanked White Bay necklace (from the Thresholds series) 2016, 

925 silver, brass, stainless steel. Photos: Helen Wyatt. 
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Broken Windows 
 

JMGQ USE Curated by Lisa Bryan-Brown 
POP Gallery Logan Road Woolloongabba, Brisbane 
January 2018 (Australian Tour 2019-2021) 
Two series of works have developed out of the broken glass of the White Bay Power 

Station. One series is travelling with Use;67 the second was exhibited in a ten-year 

anniversary exhibition at Studio2017 Project Space, Sydney December 2017. 

 
The Use series references broken windows and natural invaders: 

 

Figure 47 Helen Wyatt Broken Window 1 brooch (from the USE series) 2017, 
925 silver, brass. Photo: Helen Wyatt. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

67 Professional Association: Jewellery and Metalsmiths Group of Queensland. 
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Figure 48 Helen Wyatt Broken Window 2 necklace back (from the USE series) 2017, 

925 silver, brass. Photo: Helen Wyatt. 
 

The second series of small brooches (fig.50) has taken the flat surfaces and sharp 
edges into three-dimensional modernist forms. They are worn as a group of two or 
three pieces. The series was inspired by the wearability and simplicity of Entry 
(fig.49) and I wanted to capture the sharp-edged quality of broken glass to see how 
that settled with what had been mostly layered and complex forms. 

 
Figure 49 Helen Wyatt Entry brooch (from the Thresholds series) 2017, 

925 silver, stainless steel. Photo: Jingjing Ma. 
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Figure 50 Helen Wyatt Broken Series brooches 2017, 

925 silver, stainless steel pin. Photo: Jingjing Ma. 
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I Walk the Line Solo Exhibition 
 
 

This exhibition, to be held at Artisan, Brisbane in May 2019, is predominantly focused on 

Newcastle’s industrial edgeland. As a visual culmination of this MVA research, it also 

includes earlier pieces. 

 
Newcastle Harbour is a working heartland of Australia’s coal export industry and 

formerly a hub for BHP steel. The steel has gone, but coal remains. It is contested, as the 

nation continues to assess impacts of climate change and works to reduce the world’s 

dependence on coal. 

 
The infrastructure associated with these industries defines an edge of Newcastle Harbour. 

For the previous millennia, the harbour has sustained life for the Awakabal and Worimi 

people. Indigenous communities would have felt the arrival of the European overseers, 

their convicts and settlers profoundly. 

 
Conservationists visit Kooragang Island Nature Reserve to encounter the rich bird life 

that gathers there despite the settlers’ impact while others come to study the mangroves. 

This place is an environmental mecca that ironically contains massive coal loaders. 

 
The Federal Government invokes the narrative of the Big Australian—the biggest coal 

port in the world—as well as the big impact that ‘quality’ coal has on saving third-world 

communities from poverty. 

 
It is impossible to move north through Newcastle around the harbour and not be in awe of 

the massive black coal hills and loading structures that operate over and alongside the 

road and the water. Mangroves and scrubby forest also thrive next to, and through, the 

structures in ways that makes nature appear to collude with industry. Nature maintains its 

ground and threatens to reclaim. 

 
Decaying structures form silhouettes along the edge of the harbour by day, while the 

towers and coal conveyances define the skyline from twilight into night. 
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Newcastle is a city to which many locals or ‘expats’ feel strongly connected; the steel city 

image and its beaches contribute to that strong identity. Objects that feed nostalgia 

abound in the local museum, including a massive steel industry installation. 

 
Local government promotes a vibrant ‘new’ Newcastle.68 To this end, investment has 

occurred to support the sustainable, cultural, culinary and natural attributes of the city and 

to revitalise what was a declining central retail area. The skyline around the new rail 

interchange and along the new light rail corridor has been radically altered during the past 

five years, with the construction of a significant number of new apartment blocks.69 

 
Despite the emerging character of Newcastle itself, its industrial edge remains a true 

edgeland and is rich in complex imagery, huge forms and message. This land is a porous 

border in many ways—physically, economically, and culturally. 

 
The visual elements in this place are strong. The support structures, towers and bridge- 

like spans, built to convey coal, cast shadows on themselves and on the land around. 

They provide vistas into, through and beyond. The industrial lighting illuminates the 

forms at dusk and makes a wonderland at night. 

 
The wearable objects in I Walk the Line reference these elements and together suggest a 

time and place where vegetation may overtake and towers may crumble. It has been 

challenging to try to capture aspects of this landscape because the scale of its forms is 

awesome. 

 
Translated into the intimacy and wearability of small objects, forms are pierced, overlaid 

and compressed, offering surprising vistas, shadows and frames. My intention is to create 

ambiguity and curiosity. 

 
The exhibition is arranged in several clusters of works that complement and extend each 

other. The clusters reference water and land, coal, lights, foliage, structure and jigsaw. 
 
 

68 http://www.newcastle.nsw.gov.au/Council/News/Latest-News/New-logo-for-a-new-city 
accessed 27 March 2019 

69 https://www.theherald.com.au/story/4750232/the-unprecedented-building-boom-changing- 
newcastle/ accessed 27 March 2019 

http://www.newcastle.nsw.gov.au/Council/News/Latest-News/New-logo-for-a-new-city
http://www.theherald.com.au/story/4750232/the-unprecedented-building-boom-changing-
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Three pieces developed for this show were included in the Shanghai Contemporary 

Jewellery Biennial: Triple Parade October–February 2018–19. Other pieces were 

exhibited in Inhabiting Space at Port Macquarie Regional Gallery, The Glasshouse, 

October–December 2018. 
 
 

Figure 51 Helen Wyatt Water and Land brooch 1 (from I Walk the Line series) 2018, 
925 silver, 24k gold, peridot, stainless steel. Photo: Jingjing Ma. 
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Figure 52 Helen Wyatt Water and Land brooch (from I Walk the Line series) 2018, 

925 silver, 24k gold, ruby, stainless steel. Photo: Jingjing Ma. 
 

Fig. 53 Helen Wyatt Foliage and Structure necklace (from I Walk the Line series) 2018, 
925 silver, brass, stainless steel. Photo: Jingjng Ma. 
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Fig. 54 Helen Wyatt Foliage and Structure necklace back (from I Walk the Line series) 2018, 

925 silver, brass, stainless steel. Photo: Jingjng Ma. 
 

Fig. 55 Helen Wyatt Broken Structure brooch 1 (from I Walk the Line series) 2018, 
925 silver, citrine, stainless steel. Photo: Jingjng Ma. 
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Figure 56 Helen Wyatt Broken Structure brooch 2 (from I Walk the Line series) 2018, 
925 silver, peridot, stainless steel. Photo: Jingjng Ma. 

 

 
 

Figure 57 Helen Wyatt Jigsaw brooch 2 (from I Walk the Line series) 2018, 
925 silver, stainless steel. Photo: Jingjng Ma. 

 
 
 
 

In summary, this chapter has described the development of my research over the last four 

years. I have outlined the nature of my subject matter, how I have gone about engaging 
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with it, and referenced some of the artists whose works have resonated with my practice. 

Finally, I have described works developed for exhibition that have contributed to the 

visual outcomes of this research. 



Draft Exegesis March 2019 

66 

 

 

CHAPTER 7:CONCLUSION 
 

As practice-led research, this investigation has centred on the development of wearable 

objects, drawing on theoretical insights collected through the course of four years. The 

research has been informed by reading and encounters with contemporary art. 

 
The theoretical investigation has problematised the nature of transitional places in 

landscape as a source of ideas for the development of artistic practice. It has facilitated 

my reflections on the nature of the object—most particularly, the wearable object, and its 

implications for form. 

 
My research into jewellery as a form of storytelling has led to my view that ‘narrative 

jewellery’ is conceptually problematic because of expectations most commonly held of 

narrative structure. In jewellery, stories may be referenced or may be implied through 

sight and touch, but wearable objects rarely tell stories. 

 
I have drawn on a broad canon of artists, not all referenced in this paper, who have 

explored theoretical, formal and technical research of relevance to my own. 

 
The visual outcomes of this research are expressed as collections of wearable objects that 

draw on observations of and reactions to places in transition. I have tested the relevance 

of this research through public forums as exhibitions and in writing. The research has 

culminated in a survey exhibition, I Walk the Line, to be held at artisan in Brisbane. 

 
The Ruby St Wall Project: A History in Brooches suffered from a bias towards 

thoroughness at the expense of art. As the reverse can be true, part of the challenge for 

my research has been in finding a balance between practice-led research (prioritising the 

visual outcomes) and research-led practice (prioritising the theoretical or historical 

dimensions of the research in the pursuit of thoroughness). 

 
I also found that there was a need to maintain a relationship with the body rather than to 

develop works that stand alone without it. Once again, the Ruby Street Wall Project 

pieces suffered in the name of consistency of form and concept. Pieces that are more 
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organic (such as those in I Walk the Line) work much more harmoniously with the human 

form. 

 
The research suggests opportunities for further development. One is the extent to which 

wearable objects prompt conscious reflections and conversations. This is an area that is 

rich for academic research and could form research-led practice (as distinct from 

practice-led research) for the future.70 

 
However, most powerfully, my research has strengthened my interest in boundaries – 

walls, fences, barriers – and what they say about people on either side. At this point, I see 

four main areas for future development. These are - how the brooch or necklace works on 

the boundary line between the body and the world. Secondly, the idea that a wall, fence 

or barrier is something behind which people live – people are kept out or kept in; there is 

commitment to its maintenance and there is always the potential for porosity or 

circumvention. Thirdly, barriers personify the person or people who have installed (or 

wear) them by expressing something of their value systems. Lastly, aphorisms capture 

ideas about boundaries in perhaps wise but often provocative ways: walls have ears; good 

fences make good neighbours. These sayings are a rich source of ideas for the 

development of imagery in wearable form. 

 
It is with these thoughts in mind that further practice-led research into the ideas and forms 

associated with boundaries may touch on the contemporary zeitgeist. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

70 Vicki Mason, “Broaching Change: The Social Brooch,” paper presented at Borders Edges 
Gaps JMGA NSW conference July 2015; Laura Bradshaw-Heap, KLIMT02, June 2018, 
https://klimt02.net/jewellers/laura-bradshaw-heap, accessed July 2018. 
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APPENDIX 1 

GLOSSARY 

 
Finishing – is the process in which the final surface of a piece is achieved. In the 

wearable objects developed for this exhibition there is some evidence of the construction 

process. Firescale, the oxidation of copper in silver alloy when heated, has been left on 

some pieces to reference an expression of industry. 

 
Forming – metal is compressed, stretched or bent for particular purposes. Several pieces 

in the exhibition have been formed – stretch into 3D forms - by the application of 

pressure from an hydraulic press (a modified carjack). 

 
Gem-setting – Stones are secured by metal on the surface of a work. In the exhibited 

works, gems have provided colour highlights and an opportunity to play with the concept 

of preciousness. 

 
Keum-boo – a Korean gilding technique. In the water pieces (figs. 51 and 52), small 

circles of thinly rolled gold have been used to symbolize habitation. 

 
Patination – metals can change colour with the application of chemicals or through 

oxidation. In the exhibited works, the industrial and natural worlds occupying edgelands 

are weathered. Patination techniques (liver of Sulphur and cold chemicals) can reference 

colours and emphasise textural qualities. The contrasts of patinated and finished metal 

can also draw attention to the forms. 

 
Rivetting – a pin of metal secured through a drilled hole can be used to unite different 

elements. It is an industrial technique for building structures that is also used in jewellery. 

In the works for this exhibition riveting both references the industrial practices found in 

the various sites, and it facilitates the combining of diverse materials and ideas. The use 

of tube rivets that separate the combined elements while keeping them secure, allows for 

looking through, under and behind other elements in a piece. 
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Rolling texture – a rolling mill that stretches metal also can press textures into its 

surface. In some pieces, rolled textures have been used to simulate the surfaces of coal 

hills or corrugated iron. 

 
Saw-piercing – a small fine-bladed saw is used by jewelers to cut out small pieces of 

metal. Graphic qualities can also be created by the use of the saw as a drawing tool. 

 
Soldering – metals are combined using an alloy in the form of silver solder that is melted 

to flow into a joint. It is an industrial process also used in jewellery. In the exhibited 

work, soldering has been used extensively in the construction of wearable pieces that 

reference edges, borders and fences. 

 
Steel attachments – steel pins and steel cables. Steel is inherent to the industrial 

structures encountered in edgelands, but it has a practical use in the hanging and pinning 

of work to the body. 
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APPENDIX 2 

Ruby Street Wall Project 

Short Questionnaire 
What was interesting for you about the work (if anything)? 
What suggestions might you have for making the work more effective for you? (this 
could relate to the installation, any questions you have about the work or anything 
else you wished to mention) 

 
Any information I gather for writing up about this project will not be attributed to any 
individuals - it will remain confidential. 

 
 

Feedback 
- I found this a very satisfying piece. It worked for me in several ways not the 
least as brooches that would be nice to wear being so aesthetically attractive and 
nicely crafted in soft silver. 

 
Brooches are items I associate mostly with women and as a legacy of Victorian times 
as items of held memories. It is your use of the brooch form that I find most 
interesting and fresh. 

 
The circle form I found to be stronger than the square as it most invited reflection, 
memory and loving of something or someone lost. Like hands around something one 
wants to keep the circle is strong and inescapable. The Ruby Street brooches, like 
their Victorian antecedents, are beautiful, poetic and elegiac. They not only are about 
a narrative they, individually and collectively, tell a narrative belonging to a 
particular wall. If the wall could speak what would it tell us? This seems to be the 
question you have tried to answer. The images in the brooches are stones stacked by 
man, cracks, lichen, flora, fauna. What’s left to us today. A wall I doubt few people 
notice though they may pass it each day. By putting fragments of this wall, photos, 
found remnants into a brooch you have asked us to go back and look again at the wall 
and look for more. You then see there are several walls some high some not some 
winding down a street and some interrupted by time. 

 
I think this is an important work taking jewellery from being something visually 
pleasing and having value in materials used and returning it to an older higher 
purpose: a holder of memories. 

 
B. 
- The nuances of colour/monochrome, shape, relief/texture; the miniatureness 
of the pieces, I love small detailed representations. Would like to gaze at them some 
more. 
Their connection to time, place, people; a depth of history 
Their encapsulation of a depth of mystery and meaning but are accessible and can be 
enjoyed for themselves without having to know the background 
The idea of treasure that is conveyed – silver, jewels – they themselves are treasures 
(as jewellery with semi-precious stones) and equally the memories they portray or 
hint at are treasures as are the people, places and past times that they 
represent/commemorate 
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They are magic looking glasses – framed images of light and dark that invite me in 
and hint of there being more than what I first see. Remind me of magic lanterns – old 
cinema. I know there is a limit to the images but I can imagine what is behind, further 
on from them. They have a ‘retro’ feel – tarnished silver, silhouettes, hints of sepia. 
That they invite the intensity/concentration (small focused objects) that is also 
involved in seeking some understanding of the mysteries in old photographs; of using 
focused energy to read/absorb what these small objects say about the 
time/place/people. 
The swirling mystery of one piece; the slanted, part image of bicycle in another – 
convey the idea of the imprecision of memory, that we construct them and they are 
there for us to interpret like images/sequences/feelings of dreams. As are the pieces. 
I love commemoration in representations that hint at a range of realities (not just 
one/mine/the artist’s), reminding us to remember that we/our time/our place are 
layered/constructed from pasts/past memory/memories, differing realities. Like a 
many textured, layered wall! (sorry, had to say it …..) 

 
- Dare I say that the subject itself (the wall and neighbourhood), the photos, 
and of course especially the pieces, do lend themselves to a video installation creation 
that might be exhibited with them – as a piece in itself like the photos etc, but also 
representing the pieces/aspects of them, in larger scale in moving pictures. 

 
- Further to our recent conversation, I find myself thinking how unusual it is 
that jewellery should tell a story. You don’t normally think of narrative and craftwork 
in the same way, other than in folk art, and mostly not even then. That you are 
blending these two modes in your work is really interesting because (once you bring 
up narrative) it suggests untold numbers of ideas to do with series – complete, 
incomplete, rank order or not, multiple, parallel and so on – and from there to the 
ideas the critique of narrative brings with it. Alain Robbe-Grillet has some good 
things to say about this somewhere. 

 
On the other hand it could be that what you are really doing is more to do with 
science, a different kind of cross-fertilization. Science also deals in series, but then 
the associations are with taxonomies, classification, induction, evidence, materiality 
and so on. 

 
- The taking of real life and transforming into art works, especially wearable 
artworks. I note we all are inclined to ask more about the background to the piece/s 
and their relationship to every day settings, every day events. Also, I find the 
relationship of certain pieces to each other intriguing. Love making the mental 
connections in terms of from where do ideas come, why and what is the connection to 
the pieces. 

 
 

- I loved the variety within the basic format ... The different textures really 
appeal to me, and I was fascinated by your mixing of techniques e.g. silverwork and 
painting. To me, the lettering on the outer circle somehow ‘aged’ the piece, which 
seemed so appropriate given the theme of Ruby St. The stones added texture to the 
framing circle, but my eye was drawn more to the inner circle for colour rather than 
to the stones. I love that the use of the stones from Madagascar may be helping 
women there however. 
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- I thought the works were very beautiful and I really connected with the nature 
and environment theme. I especially enjoyed examining the works with more complex 
backgrounds and the magnifying glass enhanced the texture in close up. I also 
enjoyed driving past the wall after leaving the studio as this gave a real feeling of 
connectedness. The use of different metals and gems with their own story enhanced 
my enjoyment. Framing the works with the silver made each one more like an art 
work as well as giving the impression of a porthole or window inviting me to look 
through to the natural elements “beyond.” 
Displaying the brooches as art miniatures rather than a wearable item was an 
interesting choice. 

 
- What was interesting to me was how I was transported back to my childhood – 
peering down microscopes and looking at things in minute detail. I have spent my 
adult life seeking out the wide horizon, always wanting to look out and up. Your 
pieces reminded me of the joys of the narrow focus. They reminded me of those 
detailed botanical drawings of the naturalists on the early Pacific exploration which I 
loved. They drew me in to the small. 

 
- It is a bit of a voyage of discovery linking the jewellery to stories of place. 
The rectangular pieces suggested …portraits of the world. To me these are more 
practical – bikes, maps, photos. They have a window perspective. 
… liked transition from inner world to outer world; from one exhibition to the other. 
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APPENDIX 3 

Curriculum Vitae 
 

International Projects 
October 2018 TRIPLE PARADE – Jewellery Biennale 
-February 2019 HOW Museum Shanghai 

one of twelve Australian Contemporary Jewellery Artists 
 

October 2017 Artwork published in Narrative Jewellery by Mark Fenn 
UK publication 

 
October 2016 Contemporary Jewellery Exchange Online publication 

Partnered with French jeweler, Marseilles 
 

August 2015, 2016, So Fresh So Clean Ethical Metalsmiths International Digital 
2017 Exhibition 

Student Finalist 
 

Recent Exhibitions 
January 2019 Prospect 

Early Higher Degree Researchers Queensland College of Art 
POP Gallery, Brisbane 

 
October-December Inhabiting Space 
2018 The Glasshouse, Port Macquarie Regional Gallery 

 
February 2018 USE independently Judged/ curated 
Touring 2019-20 Jewellery and Metalsmiths Group of Queensland (JMGQ) 

 
December 2017 Ten Year Anniversary Exhibition 

Studio 2017 Project Space North Sydney NSW 
 

September 2017  Earring Obsession Studio 2017 Project Space North Sydney 
NSW 

 
September 2017 Profile Jewellery and Metalsmiths Group of Australia (NSW) 

Curated Exhibition 
Highly Commended Gauge Gallery, Glebe, Sydney NSW 

 
May/June 2017 Thresholds Joint show with Paola Raggo 

Studio 2017Project Space, North Sydney, NSW 
Reviewed in Garland Online Magazine August 2017 

 
 

Exhibitions 2015-2017 
May/June 2017 Loop JMGQ Window exhibition 

Pine Rivers Gallery Strathpine, Queensland 
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November/December Trace Ethical Metalsmiths International Digital Exhibition 
2016  Woolloongabba Gallery, Brisbane, Queensland 

 
November 2016 SquarePeg/Airspace Exhibition Group Show 

Marrickville, Sydney NSW 
 

September 2016 Headland Group Show – 3 artists (solo wearable objects) 
Gallery East, Clovelly, Sydney NSW 

 
July 2016 Art Meets Science 

Dutton Park Eco-Science Centre, Brisbane, Queensland 
 

July 2016 Worn and Weathered JMGQ 
Webb Gallery QCA Galleries, Brisbane, Queensland 

 
March 2016 Watermarks QCA Research Students (solo wearable objects) 

Webb Gallery QCA Galleries, Brisbane, Queensland 
 

December 2015 Pendulum JMGQ 
Woolloongabba Gallery, Brisbane, Queensland 

 
October 2015 Ruby Street: a History in Brooches Solo Show 

SquareSpace Gallery, Marrickville Sydney NSW 
 

August-September The Lure of Skill QCA exhibition curated by Ross Woodrow 
2015 Bosz Gallery, Brisbane, Queensland 

 
July 2015 Lux Lumens JMGQ 

Gaffa Gallery,Sydney, NSW 
 

Publications as Writer 
2017-19 Metalsnips Editor, JMGQ 
February- Reviews in ArtsHub include - 
November 2018 Mostyn Bramley-Moore:Short Stories; 

Australian Architects, Designers and Artists:Steel; 
Mona Ryder at Artisan 

 
March 2018 Interview with Peter Deckers 

HANDSHAKE – NZ Jewellery Artists, Stanley St Gallery, 
Sydney, NSW 

 
April 2018 Interview with Elizabeth Shaw 

Garland Online Magazine, Melbourne 
Klimt02 Online Magazine, Barcelona 

 
 

Education 
2015-current Master of Visual Arts by Research candidate 

QCA Griffith University Anticipated completion: 2019 
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2001 Diploma Management Macquarie University 

 
1976 Diploma Education (Visual Arts Education) 

Sydney Teachers College 
 

1974 Bachelor Arts (Hons.) 
majors in Fine Arts (Art History) and Education 
University of Sydney 

Other 
2013-2018 Jewellery Commissions 

 
1977-2013 Positions as Visual Arts educator, Educational leader 

1977-80 JMW. Photographics – Small Business 



Draft Exegesis March 2019 

76 

 

 

BIBLIOGRAPHY 

 
AFP. “San Gennaro: Saint’s Treasure ‘Worth More Than the British Crown Jewels’ 

Sparks Church Battle.” ABC News, 6 March 2016. 
https://www.abc.net.au/news/2016-03-06/san-gennaro-treasure-sparks- 
catholic-church-battle/7224196. 

 

“B & H Becher.” Museum of Modern Art, New York. 
https://www.moma.org/collection/works/49624. 

 

“Barbara Heath – Making New Jewellery from Old Stories.” Conversations with 
Richard Fidler, 3 November 2015, ABC Radio National. 
http://www.abc.net.au/local/stories/2015/11/03/4344246.htm. 

 

Barthes, Roland. Mythologies. Translated by Annette Lavers, rev. ed. London: 
Vintage Classics, 2009. 

 
The Bays Precinct, Sydney, NSW. “Statement on Google and White Power Bay 

Station,” 12 April 2017. https://thebayssydney.nsw.gov.au/latest- 
updates/media/statement-on-google-and-white-bay-power-station/. 

 

“Bettina Speckner | The Things of This World Keeping Their Difficult Balance.” 
Press release. https://www.artsy.net/show/sienna-patti-contemporary-bettina- 
speckner-the-things-of-this-world-keeping-their-difficult-balance. 

Bevan, Renee. “Unpacking the Language of Things.” Presentation delivered at the 
Dowse Museum, Lower Hutt, Wellington, 2018. 

 
Bolt, Barbara. Contemporary Thinkers Reframed: Heidegger Reframed: Interpreting 

Key Thinks for the Arts. UK: IB Taurus, 2010. 
 

Chamberlain, Lesley. A Shoe Story: Van Gogh, the Philosophers and the West 
UK: Harbour, 2014. 

 
Cohn, Susan. “Recoding Jewellery: Identity, Body, Survival.” PhD diss., University 

of NSW, 2009. 
 

Cohn, Susan, ed. Unexpected Pleasures: The Art and Design of Contemporary 
Jewellery. New York: Rizzoli International, 2012. 

 
Cunninham, Jack. “Maker, Wearer, Viewer.” PhD diss., Glasgow School of Art, 

2007. http://radar.gsa.ac.uk/4948/1/2008_Cunningham_Jack_PhD.pdf. 
 

Czernis-Ryl, Eva. “Diamond Machine' Brooch by Helen Britton.” Museum of 
Applied Arts & Sciences, 2016. https://ma.as/414047. 

 
Den Besten, Liesbeth. On Jewellery: A Compendium of International Contemporary 

Art Jewellery. Germany: Arnoldische, 2012. 
 

Dormer, Peter. The Art of the Maker: Skill and Its Meaning in Art, Craft and Design. 
London: Thames and Hudson, 1994. 

http://www.abc.net.au/news/2016-03-06/san-gennaro-treasure-sparks-
http://www.moma.org/collection/works/49624
http://www.abc.net.au/local/stories/2015/11/03/4344246.htm
http://www.artsy.net/show/sienna-patti-contemporary-bettina-
http://radar.gsa.ac.uk/4948/1/2008_Cunningham_Jack_PhD.pdf


Draft Exegesis March 2019 

77 

 

 

 
Drutt-English, Helen, & Peter Dormer. Jewellery in Our Time: Art Ornament and 

Obsession London: Thames and Hudson, 1995. 

Elkins, James. The Object That Stares Back. San Diego: Harcourt Brace, 1997. 

Enwezor, Okwui. All the World’s Futures. Exhibition catalogue. Venice: Venice 
Biennale, 2015. 

 
Fenn, Mark. Narrative Jewelry. Atgen, PA: Schiffer Publishing, 2017. 

 
Fox, William L. Aereality On the World from Above. Berkley, California: 

Counterpoint, 2009. 
 

Freire, Paolo. Pedagogy of the Oppressed. New York: Abe Books, 1970. 
 

Frye, David Walls – A History of Civilization in Blood and Brick. London: Faber & 
Faber, 2018. 

 
Gaspar, Monica, and Prayu Mazumdar. Peter Bauhuis: ABECEDARIUM. 

Germany: Arnoldische, 2012. 
 

Gibson, Ross. Seven Tales of an Australian Badland. St Lucia, Brisbane: University 
of Queensland Press, 2002. 

 
Gundelach, Amelia et al. Barbara Heath: Jeweller to the Lost. Brisbane: Queensland 

Art Gallery, 2005. 
 

Haydon, Kirsten. “Antarctic Landscapes in the Souvenir and Jewellery.” PhD diss., 
Royal Melbourne Institute of Technology, 2008. 

 
Hecht, Anat. “Home Sweet Home: Tangible Memories of an Uprooted Childhood.” In 

Home Possessions: Material Culture behind Closed Doors, edited by Daniel 
Miller, Oxford: Berg, 2001. 

 
Heidegger, Martin. Poetry, Language, Thought. Translated by Albert Hofstadter. New 

York: Harper and Row Harper, 1975. 
 

“I Curate, Make, and Advocate for Feminist Issues. Laura Bradshaw-Heap 
Interviewed by Klimt02.” KLIMT02, July 2018. 
https://klimt02.net/forum/interviews/i-curate-make-and-advocate-feminist- 
issues-laura-bradshaw-heap-interviewed-klimt02. 

Kelly, Lynne. The Memory Code. Crows Nest, Australia: Allen & Unwin, 2016. 

Lignel, Benjamin, ed. Shows and Tales on Jewelry Exhibition-Making Art Jewelry 
USA: Forum Mill Valley, 2015. 

 
Lyons, Siobhan. “Psychogeography: A Way to Delve into the Soul of a City.” The 

Conversation, 19 June 2017. https://theconversation.com/psychogeography-a- 
way-to-delve-into-the-soul-of-a-city-78032. 



Draft Exegesis March 2019 

78 

 

 

Macfarlane, Robert. “Edgelands by Paul Farley and Michael Symmons Roberts – 
Review.” The Guardian, 19 February 2011. 
https://www.theguardian.com/books/2011/feb/19/edgelands-farley-symmons- 
roberts-review. 

 

Mack, John. The Art of Small Things. Cambridge, MA: Harvard University Press, 
2007. 

 
Mason, Vicki. KLIMT02, 7 November 2017. https://klimt02.net/jewellers/vicki- 

mason. 
 

Mazumdar, Pravu. “Wishful Thinking.” Alchimiablog, 5 May 2016. 
https://alchimiablog.com/2016/05/23/pravu-mazumdar-wishful-thinking/. 

 

McCart, Dennis. “Edgelands.” Master of Visual Arts diss., Queensland College of 
Art, Griffith University, Brisbane, 2014. 

 
Miller, Daniel. The Comfort of Things UK: Polity Press, 2008. 

 
Miller, Daniel. Materiality. Durham, NC: Duke University Press, 2005. 

Miller, Daniel. Stuff. London: Polity Press, 2010. 

Mitchell, W. J. T. What Do Pictures Want? Chicago: University of Chicago Press, 
2005. 

 
Mason, Vicki. “Broaching Change: The Social Brooch.” Paper presented at Paper 

Edges Borders Gaps JMGA conference, NSW, 2015. 
 

Murray, Kevin. Poor Craft – Art of the Ordinary Australia: Craft Unbound 
Making the Common Precious. Melbourne: Thames and Hudson, 2005. 

 
Murray, Kevin. “Us Versus Them in the Contemporary Jewelry World.” Art Jewelry 

Forum, 18 June 2018, https://artjewelryforum.org/us-versus-them-in-the- 
contemporary-jewelry-world. 

 

Nicolai, O. and Wenzel, J. Labyrinth Leipzig: Spector Books, 2012. 
 

Nietzsche, Friedrich. The Twilight of the Idols and the Anti-Christ London: Penguin 
Random House, 1990. 

 
Plate, Liedeke and Annee Smelik, eds. Technologies of Memory in the Arts: An 

Introduction. UK: Palgrave MacMillan, 2009. 
 

Saines, Chris. “Director’s Foreword.” The 8th Asia Pacific Triennial (APT) of 
Contemporary Art. Exhibition catalogue. Brisbane: QAGOMA, 2015. 

 
Schama, Simon. Landscape and Memory. New York: Vintage, 1996. 

 
Schilo, Ann. “Intrigue, Lucky Charms and Painful Longing: The Art of Helen 

Britton.” The Conversation, 22 February 2017. 

http://www.theguardian.com/books/2011/feb/19/edgelands-farley-symmons-


Draft Exegesis March 2019 

79 

 

 

https://theconversation.com/intrigue-lucky-charms-and-painful-longing-the- 
art-of-helen-britton-73133. 

 

“Schooling and Culture. Cockpit Arts Workshop 1978-84.” 
http://discovery.ucl.ac.uk/1542230/1/Davey_S%26C_vol2issue1_extracted.pd 
f. 

 

Schwenger, Peter. The Tears of Things. Minneapolis: University of Minnesota Press, 
2005. 

 
Sennett, Richard. The Craftsman. New Haven: Yale University Press, 2008. 

 
Shih, Olivia. Interview: Bettina Speckner: Foto-Jóias. Art Jewelry Forum, 28 October 

2014. https://artjewelryforum.org/artists/bettina-speckner-foto-jóias. 
 

Sinclair, Iain. London Orbital: A Walk around the M25. London: Penguin, 2003. 
 

Sinclair, Iain. “On Effie Paleologou’s Microcosms.” Photo Monitor Essays, 
September 2015. https://www.photomonitor.co.uk/the-cosmological-eye/. 

Skinner, Damian, and Kevin Murray. Place and Adornment – A History of 
Contemporary Jewellery in Australia and New Zealand. New Zealand: David 
Bateman Ltd, 2014. 

Speckner, Bettina. A Rose Is A Rose Is A Rose. Lennox, MA: Sienna Gallery, 2010. 

Stewart, Susan. On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, 
the Collection. Durham, NC: Duke University Press, 1992. 

 
Stiles, Mark. “Life Is Revealed through Layers: Interview with Helen Wyatt.” 

Garland, 16 September 2017. https://garlandmag.com/article/helen-wyatt/. 
 

Symmons Roberts, Michael, and Paul Farley. Edgelands. London: Vintage 
Publishing, 2012. 

 
Valencia-Forester, Faith. Catherine Large: Strange Objects. Exhibition catalogue. 

Brisbane: Artisan Gallery, 2016. 
https://issuu.com/qcagriffith/docs/catherine_large_-_strange_objects. 

 

Woodrow, Ross. “Something Precious from Nothing Special.” Elizabeth Shaw: 
Recycled Narratives. Exhibition catalogue. Brisbane: Woolloongabba Art 
Gallery, 2018. http://wag.com.au/files/1715/2028/6405/RecycledNarratives- 
catalogue.pdf. 

 
Wyatt, Helen. “Recycled Narratives Interview with Dr Elizabeth Shaw.” Klimt02, 

April 2018. https://klimt02.net/forum/interviews/recycled-narratives- 
interview-elizabeth-shaw-helen-wyatt. 

 

Wyatt, Helen. “Researching in the Powerhouse Museum.” JMGQ Paillon, 2017. 

http://discovery.ucl.ac.uk/1542230/1/Davey_S%26C_vol2issue1_extracted.pd
http://www.photomonitor.co.uk/the-cosmological-eye/
http://wag.com.au/files/1715/2028/6405/RecycledNarratives-


Draft Exegesis March 2019 

80 

 

 

Wyatt, Helen. “Review: Drawings and Correspondence by Tom Nicholson at IMA 
Brisbane.” ArtsHub, 7 May 2018. https://visual.artshub.com.au/news- 
article/reviews/visual-arts/helen-wyatt/review-drawings-and-correspondence- 
by-tom-nicholson-at-ima-brisbane-255605. 

 

Wyatt, Helen. “Review: Mostyn Bramley-Moore: Short Stories.” ArtsHub, 9 February 
2018. https://visual.artshub.com.au/news-article/reviews/visual-arts/helen- 
wyatt/mostyn-bramley-moore-short-stories-255185. 

 

Wyatt, Helen. “Review: Robert Smithson’s Time Crystals.” ArtsHub, 20 March 2018. 
https://visual.artshub.com.au/news-article/reviews/visual-arts/helen- 
wyatt/review-robert-smithsons-time-crystals-255402. 

 

Wyatt, Helen. “Review: Steel: Art, Design, Architecture.” ArtsHub, 15 March 2018. 
https://design.artshub.com.au/news-article/reviews/design/helen-wyatt/review- 
steel-art-design-architecture-255377. 

 

Wyatt, Helen. “The Story behind Wellington’s Handshake.” Garland, 
31 May 2018. https://garlandmag.com/article/the-story-behind-wellingtons- 
handshake/. 

 

Young, Linda. “Subversive Jewellery.” ReCollections 7, no. 1, 2012. 
http://recollections.nma.gov.au/issues/volume_7_number_1/papers/subversive 
_jewellery. 

http://recollections.nma.gov.au/issues/volume_7_number_1/papers/subversive

	WEARING THE MARKS OF PLACE:
	STATEMENT OF ORIGINALITY
	(signed) Name
	CHAPTER 1: INTRODUCTION
	CHAPTER 2: PLACES IN TRANSITION
	Creating Narratives of Place
	Borders as Ambiguity and Layered Histories
	CHAPTER 3: OBJECTS CONNECTING LIVES AND PLACE
	Theoretical Insights
	Insights from Practitioners
	CHAPTER 4: THE WEARABLE OBJECT AS JEWELLERY
	CHAPTER 5: NARRATIVE IN JEWELLERY
	Goldfields Jewellery
	Recycled Narratives
	Vanishing Cities
	CHAPTER 6: STUDIO PRACTICE
	A Personal Exploration of Local Terrain
	Studio Methodology
	Artists as Reference
	Visual Outcomes
	The Ruby Street Wall Project: A History in Brooches
	Watermarks
	Worn And Weathered
	Headland
	Thresholds – A Purpose Other Than Beauty
	Broken Windows
	I Walk the Line Solo Exhibition
	CHAPTER 7:CONCLUSION
	APPENDIX 1 GLOSSARY
	APPENDIX 2
	Short Questionnaire
	Feedback
	APPENDIX 3
	1976 Diploma Education (Visual Arts Education)
	1974 Bachelor Arts (Hons.)
	BIBLIOGRAPHY

