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This book unpacks the creative jewellery paradigm into 
its widest context. Five international writers draw a fasci-
nating and comprehensive picture of contemporary jew-
ellery in the twenty-first century. Through a rich palette 
of themes, works, reports and concepts from current art 
practices, they illuminate the conditions and intercon-
nections of education, making, presentation, marketing 
and networking in design and art using the example of 
the New Zealand Handshake project. This book will en-
rich and bring pleasure to all who are interested in the 
visual arts in their broadest sense!

The Handshake project supports emerging New Zealand 
jewellery artists, allowing them to develop ideas and 
artworks for a succession of exhibitions with the assis-
tance of a chosen mentor. The Handshake recipients are 
presented with opportunities to develop work for a num-
ber of exciting challenges, including collaborations and 
national and international exhibitions. The progressive 
nature of the programme aims to develop independent 
makers with an innovative and energetic practice.

A fascinating picture of contemporary jewellery in 
the twenty-first century, illuminating the conditions 
and interconnections of education, making, pres-
entation, marketing and networking in design and 
art, using the example of the New Zealand Hand-
shake project

Featuring essays about education, making, curating, 
exhibiting and collaborating

EXHIBITION: The Dowse Art Museum, Lower Hutt (NZ), 
5.8.−3.12.2017

5

Education: The Conditions for Learning by Kim Paton

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

Making: Jewellery Making by Liesbeth den Besten

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

Curation: Reflect and Respond by Sian van Dyk                            

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

Exhibition: Show it All by Peter Deckers 

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

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

Using Richard Sennett’s Together as a point of departure, Ben’s essay looks at 
the social and creative precedents that inform the idea of collaboration in the 
arts today and at the way the Handshake project has channelled the promises 
it holds.
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Warwick Freeman
Story of the Hook, 2013
Oxidised silver, 750 gold, nephrite, fine gold, whalebone
Photo by Roy Tremain
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In a recent conversation with New Zealand jeweller Warwick Freeman, he gave 
away a piece of advice that I immediately regretted not learning in my first 
years of art school. He said something like, ‘Ideas belong to you only if you 
are able to execute them.’ Freeman was referring to the craftsperson or maker 
needing to understand the kinds of work that are available to them, given the 
set of attributes they possess. The specific balance of knowledge, experience, 
technical ability and temperament that is unique to each of us will lend itself 
to different kinds of outcomes and success. We can imagine the possibilities 
of an idea all we like, but if our will and expertise don’t allow us to bring it into 
being, then it isn’t ours to keep. It is a germane and useful comment, opposite 
to the notion of someone who is an expert at what they do applying their skill 
freely in whichever way they choose. It establishes that, with the benefit of 
time, the expert has learnt the extent of his or her own limitations. 

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

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

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

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

Kim Paton
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Amelia Pascoe
1 #0047, 2016
Concrete, paper, steel

2 Installation at Objectspace, 2016
Concrete, aluminium, brass, paper, clay, steel
Photos by Amelia Pascoe
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1 Kathryn Yeats and Ben Pearce 
Transplant, 2016
Installation at Objectspace
Photo by Peter Deckers

2 Ben Pearce 
Photo by artist

3 Kathryn Yeats
Photo by artist
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Raewyn Walsh and Henriette Schuster
Gold im Mund (gold in mouth), 2015/16

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

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

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

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

2, 3 Raewyn Walsh, Rock brooch, 2016
Photos by artist
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Sarah Read and Liesbeth Den Besten
On Jewelleryness: Touch, 2016

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

Sarah Read and Liesbeth den Besten
On Jewelleryness: Touch, 2016
Touch-activated ink
Digital image by Kate Whitley
Photos by Peter Deckers
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Education: The Conditions for Learning by Kim Paton
Situated within the shifting and unstable landscape of 
formal education for craft-based practice in New Zealand, 
this chapter uses Handshake as a lens with which to ex-
amine the principles that might encourage the optimal 
conditions for learning. Tracing the major period of devel-
opment of contemporary jewellery in New Zealand, Kim 
discusses Handshake’s reinterpretation of mentor- and 
apprentice-based models of learning within a broader 
framework that encourages experimentation and embrac-
es the increasing fluidity of the parameters of contempo-
rary craft.

Making: Jewellery Making by Liesbeth den Besten
By recognising the invigorating role of the wearer, jewel-
lers have changed their making process. Liesbeth’s chap-
ter shows that today’s contemporary jewellery is as much 
a social and human activity and endeavor as it is an
artistic accomplishment. 

Curation: Reflect and Respond by Sian van Dyk
Sian’s curatorial methodology for the exhibition Hand-
shake 3: reflect at The Dowse Art Museum explores how 
contemporary jewellery can be displayed and interpreted 
by asking HS3 participants to respond to a provocation
about the self-reflexive nature of contemporary jewellery, 
both in content and installation. Sian also considers how 
this field can be brought to a wider audience.

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

Collaboration: Je t’aime, moi non plus by Benjamin Lignel
Using Richard Sennett’s Together as a point of departure, 
Ben’s essay looks at the social and creative precedents 
that inform the idea of collaboration in the arts today and 
at the way the Handshake project has channelled the 
promises it holds.
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ABOUT THE HANDSHAKE PROJECT

The Handshake project (HS) selects emerging New Zea-
land jewellery artists and allows them to develop ideas 
and work for a succession of exhibitions with the assis-
tance of a chosen or appointed mentor. After two projects, 
a ‘best of’ from the previous Handshakes has the oppor-
tunity to develop new work for a number of exciting chal-
lenges that include collaborations, and national and inter-
national exhibitions. This programme aims to build 
independent makers who have an innovative and ener-
getic practice. 

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

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

Handshake puts on a series of exhibitions for each project. 
These are unique, purpose made and a natural progres-
sion of each makers’ work from their former exhibition. 
Each project is recorded and reflected on a dedicated 
website: 
www.handshakeproject.com.
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Placing contemporary jewellery within the white-cube setting of a gallery can 
be problematic. A ring too big to wear doesn’t necessarily sit comfortably on a 
plinth; a necklace hung on the wall like a painting won’t always be as powerful 
as when it adorns a person; and an oblique, gimmicky display technique can 
engulf a brooch and detract from its meaning. The consequence of showing 
contemporary jewellery in the gallery context risks the misunderstanding of its 
use and function. How do you exhibit an object that derives its meaning from 
a relationship with the body, yet which – in its most contemporary form – also 
belongs to a self-reflexive practice inflected by social and art historical narratives? 

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

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

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

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

Sian van Dyk

56 Exhibition

Kelly McDonald 
Manifesto, 2014 
Rubber, leather, aluminium, paper, copper, 
silver, brass, steel, gold, wood, stone, plastic
Photo by artist
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The exhibition paradigm definitely shifted in the 21st century. The 20th-century 
kings and queens of the art world sat on the throne of public exposure, while 
everybody else had to wait their turn – if they ever got one. Often an emerging 
artist needed first to be introduced into that world. There were no fast lanes 
or shortcuts. It was all hierarchical and self-regulated. But during the digital 
revolution these stringent structures and regulations came loose. It shifted 
the modernist ideology into a more subdued version of itself that allowed the 
audience and sub-cultures to become engaged, resulting in new platforms for 
representation. Catalogues, books and other forms of publishing are no longer 
the domain of big firm publishers, expensive designers, and highly skilled and 
well-equipped photographers, but are within the scope of the bedroom artist 
having a go on their computer, using their own high-resolution cameras, with 
access to self-publishing platforms and social media as their publicist.1 This 
exploded the diversity of the art world and for better and worse the artist pool. 

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

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

In the midst of this revolution the Handshake project originated, with its 
connections between developing ideas, mentor feedback and testing via 
a progressive exhibition programme. Through digital media face-to-face 
workshop meetings were made possible and this new form of communication 
created a new way of learning.
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Nadene Carr and Fran Allison
Things that might one day become jewellery, 2016

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

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

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

Nadene Carr and Fran Allison
Things that might one day become jewellery, 2016
Installation view, with work detail
Mixed media
Photos by Peter Deckers
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Neke Moa and Karl Fritsch
The legend of the Pounamu fish, 2016

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

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