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INTRODUCTION:  
SAN W GALLERY/STUDIO
Yiwei Wu, Executive Director and Founder, 
San W Gallery/Studio, Shanghai, China

The motivation to open San W Gallery/Studio is very 
simple and a completely natural process. A few 
years ago when I was living in Australia I knew a 
few handcraft artists through a friend. Their work 
always moved me and made me feel excited. The 
artists had a low profile, but it wasn’t important.  
I felt their hearts were pure and this was reflected 
in their work, both through their techniques 
and creativity. They were artists, designers and 
craftspeople all at the same time. Previously, I had 
regarded these roles as separate.

This is the reason why I cannot help myself 
compare the current situation of Australian and 
Chinese artists. Australia is a country with 200 
years of non-indigenous history. Perhaps because 
it is new and not just one country with one cultural 
influence that the artists are free of limitations 
during their creative process, making them bold 
and unrestrained.

On the contrary, China has a long history: more 
than 5000 years of developing techniques and 
styles. Under a lot of circumstances, the artists 
are bound by their history, which, over the past 
100 years, includes war, crises, politics and global 
connections. Thus, many of the traditional Chinese 
techniques and craftsmanship are dying out and,  
in some cases, no longer exist. 

Through making these comparisons between 
arts and crafts in China and Australia, I gradually 
formed the idea of getting craft artists from both 
countries to come together to communicate in a 
way that would be meaningful to both.

I began discussions with Guildhouse as to how best 
this could be done. They were very helpful and we 
started our partnership. During our discussions 
we had many ideas. For example, what if we build 
a workshop and let traditional and contemporary 
craftspeople work together? That would certainly 
be great for both. 

We felt there was a necessity to set up an 
organisation in China that would allow for artists 
to communicate, explore, invent, innovate and 
collaborate, and that is how we came to develop 
San W Gallery/Studio. 

The name ‘San W’ comes from the Chinese 
classic text Tao De Ching: ‘The three begets all 
things of the world, and discusses the evolution 
of things’. One becomes two, two becomes three, 
three becomes everything. We see San W Gallery/
Studio as allowing that, ‘one change in the natural 
environment will beget others’. We can achieve it 
together. 

San W Gallery/Studio is located in Shanghai and we 
hope this dynamic international setting can provide 
us with more opportunities and possibilities. This 
is a creative space and an opportunity to present 
work through exhibitions of high-quality craft and 
design from Chinese and international artists. 

My passion in doing this is supported by a 
professional arts team and a professional business 
team. We believe we can bring prosperity to artists 
and the San W Gallery/Studio.

简介：三W工作室
吴亦韪 
创始人

成立三W艺术机构的动机其实很单纯，完全源于一个自
然而然产生的过程。

前几年居住在澳洲时通过朋友的介绍，认识了一些南
澳的手工艺术家，他们的作品有种打动人，甚至是让人
兴奋的力量。几乎每个艺术家都很朴素，感觉特别接近
自然。每个作品都是艺术家亲自制作出来的，融合了他
们自己的技术与创意。这些艺术家既是设计师又是匠
人，而原本在我的观念里，这三个角色一直是分开的。

这让我忍不住把澳洲的艺术家和中国的进行比较。澳
洲是一个只有两百多年非土著历史的国家，也许正是
因为新，他们在创作上好象没有什么顾忌，更加自由
和大胆。

中国的情况刚好相反，有着五千年悠久的历史，有令人
赞叹的工艺传统，但在很多情况下艺术家似乎被历史
束缚住了，近百年因为战争、动乱、政治等原因中国的
传统手工艺、工匠精神支离破碎，甚至失传了。

通过这样的比较认知，我逐渐产生让双方的艺术家、工
匠互相交流的想法，觉得这样对双方艺术家都有意义。
所以后来就以Gouldhouse为起点，做些松散的艺术
交流工作。

交流的过程给我们带来了很多想法和问题，比如，如
果建一个Workshop，让传统手工匠人和艺术家一起
工作会产生怎样的结果呢？怎样让展览更好玩，更有趣
等等。我觉得有必要在中国设立一个机构，为交流、创
新、探索提供一个更好的场域。三W艺术机构就这么来
了。San W 的名字来源于这么两句话：三生万物，We（
我们）一起实现它。

将工作室选址在上海，是希望这个充满活力的国际化
城市能为我们提供更多探索的可能性。除了艺术家的
创作空间之外，我们机构还有手工艺术画廊，作为一个
交流的空间，展示来自国内外的高品质手工艺术作品。

这当然不只是我的个人爱好而已，我们有专业的艺术
团队之外，还有专业的商业团队，在这样的一个时机，
加上中国的市场，我们相信可以为艺术家，三W艺术机
构都带来商业上的价值。

ART AND NATURE
Christopher Zhu

Adornment is one of the most ancient of art  
forms, and could be regarded as an innate  
desire of humans. A flower or a couple of leaves 
or feathers pinned in the hair, or stones strung 
around the neck . . . each marks a primal pursuit  
of beauty, which also creates a way of 
communicating with nature or the divinities. 
Jewellery at its most primitive. 

As civilisation evolved and as technology developed, 
humans discovered metallic materials, such as 
gold, silver, copper and iron. They mastered hot-
cast, refinery and cold-processing techniques, 
and became familiar with white jade, amber, 
agate and emerald as well as how to cut, polish 
and inlay. They became more agile and accurate 
with their hands, and their creativity grew in effect 
and complexity. Adornment started to come into 
existence as a mature art.

Adornment was originally closely connected with 
nature. But over time, as world population growth 
increased so did the demand for accessories, 
which rendered the early hand-made techniques 
as inadequate. This changed the practices of 
artists and gave rise to a large number of machine-
processing workshops. And, later, industrialised 
mass production. From then on, the art of 
adornment gradually moved away from nature, 
becoming more socialised and commercialised 
as jewellery. The spiritual carriers that were used 
to communicate with nature were alienated and 
turned into symbols of fortune. The preciousness 
of material and the complexity of workmanship 
became the priority, while artistic temperament 
and creativity were no longer cherished. The 
subject of the works became secular and symbolic, 
and art forms formulised and homogenised. 
Essentially, conservative and mediocre, which, 
in Chinese, translates as ‘kitschy’. The Chinese 
clearly distinguish between art and craft, between 
artist and artisan. The status between the two is 
a great disparity historically and has never been 
equal, which is why the making of jewellery has 
long been classified as ‘craft’ and not ‘art’.

But in this big world a great many true artists 
exist. They insist on calling upon the return of the 
artistic nature, starting from the source of art – 
‘nature’. In this, they seek to position nature as 
the home of humans in the universe. They devise 
different interpretations using their own artworks 
and personalised language and, at the same 
time, fulfill the mission to ‘create’, with which 
everyone is endowed. To our delight, the works on 
display, made by 11 Australian artists, reflect the 
ideas above, making them excellent examples of 
jewellery being ‘the return to art’.

Generally speaking, to a Chinese audience 
Australia is almost synonymous with nature. It 
is a country where the air blows freshly, where 
the waves of the ocean are a luminous blue, and 
where lush vegetation flourishes. The picturesque 
scenery and the natural ecological environment are 
well conserved – a unique gift to Australian artists 
and a backdrop for the creation of their works. The 
origin of inspiration is clearly evident in the works 
of these 11 Australian artists, which range from 
marine life, through to trees and flowers. They are 
works of creation, not replicas.

The Chinese language used to link ‘creation’ and 
‘invention’ in one phrase, assuming that they bear 
the same meaning, but, in fact, they are entirely 
different concepts.

The word ‘creation’ carries with it a specific 
meaning in western theology, which holds as a core 
belief that God created everything before humans 
came into existence. Thus, the word ‘creation’ is 
attributable to God only. Essentially, human beings 
merely ‘discover’ what God created and shed light 
on its mystery for their own use. This is especially 
reflected in the scientific world, where the word 
‘creation’ is used instead of ‘discovery’.

However, it is in the world of ‘art’ that people and 
God share the word ‘creation’. Because, just as 
God created the universe (which we call ‘nature’), 
human beings have created another new species 
– art, which was nowhere to be seen until humans 
came into existence. Therefore, just as Mozart is 
to birds singing, the Pyramid is to Mount Everest, 
these artworks have timeless value, coexisting 
forever with the mountains and the river, with the 
sun and the moon.

It is for us to wonder if this is the reason why God 
created humans after he had created the universe. 

艺术与自然
朱旭初

首饰是一门最为古老的艺术，几乎和人类与生俱来。头
上插一枝花，胸前佩几片树叶、几根羽毛，或者挂一颗（
一串）石头，开始了人类最初的美的追求，同时也建立
起与大自然或者神灵交流的通道。那是最原始的首饰。

随着文明的演进、技术的发展，人类有了金银铜铁等金
属材料，掌握了热铸、提炼和冷加工技术，知道了白玉、
琥珀、玛瑙、翡翠以及怎样切割、抛光和镶嵌，人的手变
得越来越灵巧精准，人类的创造力变得越来越强大和
复杂。首饰作为一门成熟的艺术开始形成。

那时的首饰还是与自然紧密相连的。但随着人类繁衍、
人口剧增，首饰的需求量越来越大，原先的作为艺术
家个人行为的手工制作已经不够用了，于是机器加工
的作坊开始大量涌现，后来还发展成为工业化规模的
大批量生产。从那时开始，首饰艺术渐渐离开了自然，
变得日益社会化和商业化了。原来是用于和自然沟通
的灵物，慢慢异化成为财富的象征。材料的贵重和做工
的繁复变成了第一位的需要，艺术家的个性和创造力
不再被人重视。内容主题开始世俗化，符号化，艺术形
式变得公式化和类同化，日显保守和平庸，用中国话
来讲，变得“匠气十足”了。中国人从来把“艺术”和“工
艺”分得特别清楚，“艺术家”和“工匠”在历史上的地
位悬殊分明，不可相提并论。这就是为什么首饰在很长
一个历史阶段被归为“工艺”而无法登入“艺术”殿堂
的原因。

但世界之大，毕竟还是有不少纯粹的艺术家。他们一直
坚持呼唤艺术本质的回归，从艺术的本源——“自然”
出发，寻觅个人在造化宇宙中的位置和归宿。他们用
自己的作品、个性化的语言表现了各自对前者的不同
的解读，同时完成每个人被赋予的“创造”的使命。令
人感到欣慰的是，这里展出的十一位澳洲艺术家的作
品，正好体现了上述艺术理念，是首饰“重返艺术”的优
秀范例。

澳大利亚对一般中国观众来讲，几乎是“天然／自然”
的代名词，那里空气清新，海水澄碧，植物丰茂，景色如
画，自然生态保护得最为完好。这是澳洲艺术家创作的
得天独厚之处。我们可以明显看到，这些作品在造型设
计上有当地的海洋生物、花草树木的影子，但它们不是
自然物外形的简单复制，而是一种创造。

中国人习惯将“创造发明”联在一起，当一个词用，以为
是同一个意思，其实完全是两个概念。

“创造”这个词在西方神学里一向具有特定的含义，
指上帝创造万物。英语中，以creat 为词根的一系列单
词，如Creator (造物主)，Creature（造化），Create (创
造)，都是用来解释上帝行为的。属于人类专用的同义
词是Discovery ，(中文意为“发明”或者“发现”），因为
在有人类之前上帝已经创造了一切，人类只是“发现”

（Discover）它们以及其中的奥秘并为人类所用而已。
所以严格说来，在知识和科学领域里人们不用“创造”

（Creation）这个词，而只用“发明”（Discovery）。

但是，唯独在“艺术”的世界里，人类和上帝却共享了“
创造”这个词。因为就像上帝创造了宇宙万物（我们称
之为“天然／自然”）那样，人类创造了另一个全新的
物种——艺术，它是人类发生之前，这个世界从未有过
的。那是上帝未曾做过、也做不了的事情。于是，就像莫
扎特之于林中百鸟齐鸣，金字塔之于喜马拉雅山峰那
样，那些具有永恒价值的艺术作品便成为另一种客体
的物质存在，和江河日月一起永世共存。

我常常想，恐怕这就是上帝在万物之外又创造了人的
原因吧。

INTRODUCTION: GUILDHOUSE
Rae O’Connell, Executive Director 
Guildhouse, South Australia

Guildhouse has been quietly working behind some 
of Australia’s leading visual artists, craftspeople and 
designers for 50 years. We support the creative and 
professional development of creative professionals. 

Guildhouse initiates opportunities, collaborates with 
creative organisations, institutions, businesses and 
the broader community to promote contemporary 
visual artists, craftspeople and designers. We 
coordinate innovative projects that take artists 
outside their traditional studio practice and place 
them in an environment where they can research, 
collaborate and develop new work, which is 
presented to new and diverse audiences. We 
present professional development programs that 
support business and creative skills expansion.

Nature 天然 is the first major exhibition to be held at 
San W Gallery /Studio in Shanghai. This is an exciting 
project that has evolved from the partnership between 
the Yiwei Art Foundation and Guildhouse.

Guildhouse started working with Yiwei in 2013 
when she invited our organisation to curate a glass 
exhibition to be featured at Art Shanghai 2014. This 
collection of 15 glass works by 7 Australian artists 
was a great success. Following the exhibition, 
the Yiwei Art Foundation proposed a 5-year 
collaboration between our organisations.

Since then we have worked with Yiwei to establish an 
Artist in Residence program bringing South Australian 
artists to China and Chinese artists to Adelaide. In 
2015 jeweller Jess Dare was the first recipient of this 
residency opportunity and the first artist to work in the 
new San W Gallery/Studio established by Yiwei. Over 
the past 8 months Guildhouse has engaged 5 artists 
to help design the studio, Sue Lorraine, Christian Hall, 
Jess Dare, Kirsten Coelho and Deb Jones, along with 
expert advice on lighting from Geoffrey Cobham. The 
studio is fitted with specialised jewellery equipment 
and has a dedicated studio for glass flameworking 
and soldering. There are also facilities for small-scale 
glass casting and small-scale ceramics, for making 
components to be used in jewellery.

This partnership with San W Gallery/Studio will 
encourage critical dialogue between artists, foster 
cultural exchange and understanding and bring 
together artists from all over the world to share 
skills, techniques and ideas that will allow for 
further personal projects.

We are thrilled to bring this work by 11 
contemporary Australian jewellers to San W Gallery. 
These leading jewellers were invited to exhibit here 
because of their exceptional creativity, innovative 
design and excellent craftsmanship.

Thank you to our creative writers Christopher Zhu 
and Rebecca Evans for your contribution to the 
exhibition catalogue and your thoughtful insights into 
contemporary jewellery. Our thanks also go to Drew 
Joyce and Frances Whitehead at Working Images for 
their fantastic creative work on the catalogue and 
exhibition collateral.

A very special thank you goes to Yiwei Wu.  
Her commitment to supporting the professional 
development and practice of artists is both generous 
and honourable and we look forward to working with 
her and her team throughout this and many more 
projects. Thank you to everyone at San W Gallery/
Studio for their commitment to this project especially 
Ann Lai, Grace Fang and Rachel Zhou.

Guildhouse is dedicated to supporting and 
promoting contemporary practice and cultural life 
for both makers and their audiences.

简介：GUILDHOUSE
雷·欧科内尔 
南澳大利亚，Guildhouse执行董事长

在澳大利亚一些顶尖的视觉艺术家、工匠和设计师背
后，Guildhouse一直默默工作了50年。我们支持专业
创意人士在创新性和专业性方面的发展。

Guildhouse创造了新的机会，与创意组织、机构、企业
和更广泛的群体合作，以此推动当代视觉艺术家、手工
艺者和设计师的发展。

我们整合创意项目，将艺术家与传统的工作室脱离，把
他们带到一个既可以研究、合作、又能开发新项目的环
境中，并且面向全新的多元的受众。我们还推出既有益
于业务发展又拓展创新技能的职业发展项目。

“天然”是上海三W艺术机构举办的第一个大型展览。
这是亦韪艺术基金会和Guildhouse之间的合作演化而
来的激动人心的项目。

Guildhouse于2013年开始与亦韪艺术基金会合作，那
时我们刚开始讨论双方该如何合作，以使当代中国和
澳大利亚的艺术家能够增强对彼此的理解。我们有众
多的项目。亦韪艺术基金会曾邀请我们为2014年上海
艺术博览会策划一个玻璃艺术展。此次展览中精选的
由7位澳大利亚艺术家创作的15个琉璃作品获得了巨
大成功。展会之后，亦韪艺术基金会提出了与我们之间
长达五年的合作提议。

从那时起，我们与亦韪艺术基金会合作开展了驻地艺
术家项目，把南澳大利亚艺术家带到中国，也将中国艺
术家带到阿德莱德。

2015年，首饰艺术家Jess Dare成为该驻地项目的首
位获得者，并成为三W艺术机构合作的第一位艺术家。
在过去的八个月中，Guildhouse输送了5位艺术家帮
助设计工作室：Sue Lorraine, Christian Hall, Jess 
Dare, Kirsten Coelho 和 Deb Jones, 还从Geoffrey 
Cobham那里得到照明方面的专业建议。

该工作室配备了专用的珠宝首饰设备，并设有灯工玻
璃和焊接专用工作室，以及小规模玻璃铸造和小规模
陶瓷设备，用来做珠宝部件。澳大利亚珠宝老师将开设
针对初学者的研讨会以及大师班，也提供设计珠宝首
饰系列进行生产。

与三W艺术机构之间的合作将激励艺术家开展促进文
化交流和理解的关键性对话，并将来自世界各地的艺
术家汇集起来，分享技能、技巧和思想，然后应用到各
自的项目中去。

我们很高兴将这些由11个澳大利亚当代首饰艺术家完
成的作品带到三W艺术机构展出，因为这些艺术家们拥
有的超凡的创意、新颖的设计和精良的制作工艺。 

我们要感谢各位艺术家来三W艺术机构参加这一历史
性的展览，与中国新一代观众分享他们的作品。我们
也感谢吴亦韪为开发这样一个充满创新的地方、建设
一个国际创意社区所作出的贡献。她为艺术家的职业
发展和实践练习提供的支持慷慨而值得尊敬，我们期
待与她以及她的团队在这一项目和未来更多的项目继
续合作。

Nature
天然

源于自然的高品质艺术首饰展  
由11位澳洲当代艺术家创作

三W艺术机构及Guildhouse荣幸承办 

A collection of nature-inspired jewellery  
by 11 leading Australian jewellers

Curated by San W Gallery/Studio and Guildhouse

风景的遗产
丽贝卡·埃文斯
欧洲及澳大利亚装饰艺术／南澳美术馆 策展人

“我被开放的空间、光线、空气和自然的细节所吸引。”                               
                                                     —朱莉·布里菲尔德

澳大利亚是一个庞大、辽阔的国家。

虽然只有24万人口，但它也是世界上人口密度最高的
国家之一。它是世界上最干燥的大陆，同时也拥有着令
人难以置信的多样化的景观。其东北部有热带雨林，中
心有绵延不绝的沙漠。东部高地海拔从300到2100多
米，从东北端一直延伸到塔斯马尼亚岛。这种多样性激
发了那些在这片土地上生活了至少4万年的人从事创
意和文化工作。许多如今在澳大利亚工作的当代艺术
家和手工艺人仍然以澳洲的自然风光作为创作来源。
展出的作品见证了当代南澳大利亚工艺的活力，以及
其居民从澳洲风景中获得的激情，关怀和灵感。

传统的自然风景

澳大利亚土著艺术是世界上最古老的最具有持续性
的艺术传统，距今至少有4万年。从 19世纪初，非土著
澳大利亚人也用艺术来理解和表达对国家的敬畏与
热爱。

在朱莉·布里菲尔德的作品中，澳大利亚动物群对于朱
莉的意义也是显而易见的。

从南澳大利亚多样的生态系统采集植物，对其拍照以
及描绘植物是她工作的核心要素。通过仔细记录和观
察，她使用了银与细钢进行了金属追编技术，为这次展
会创作出了胸针。布里菲尔德从她收集的标本中得到
灵感，不停地在小范围进行重复工作，制作出了精致的
混合的植物状首饰。

“生命的本质”体现在马修斯的作品中。马修斯的作品
展现出不常见的自然，她的“午夜领饰”和“绽放的容
器”是在坚硬的金属上微妙绘制出花的造型。在银器制
作工艺上，她将无纺布的纹理印到作品的金属表面上。
这种工艺给印制的图案带来一种规则中的随意感，这
是对自然世界中经常见到的情景的再现。

澳大利亚人的童年往往充满了探索和在灌木丛玩耍
的回忆。在新南威尔士州长大的经历极大地影响了劳
伦.西姆尼的作品。 西姆尼说，她的祖父母很喜欢自然，
从小他们就教了她很多关于南澳自然景观的知识，以
及让她深深的喜爱和欣赏上了自然。

跟布里菲尔德一样，西姆尼也是个收藏家。她从二手商
店、车库特卖和折扣商店收集人造植物和花卉。然后她
将这些花拆分，参照亚洲太平洋地区文化传统的花环
状领饰重新把它们布置成一次性的花环。

捕捉自然风光
18世纪在启蒙运动的推动下，欧洲对记录、建立秩序和
理解自然世界的痴迷持续了数百年。在后启蒙时期的
1836年，英国殖民者在南澳大利亚定居下来，正式把南
澳大利亚确立为一个州。

仅仅过了10年，南澳大利亚研究所成立，其中包括公共
图书馆和博物馆，现在被统称为南澳大利亚博物馆。该
研究所保护自19世纪中期收集了超过400万例植物和
动物标本 。

自然历史博物馆很久以来一直吸引着身为当代艺术家
和首饰设计者苏·洛林的关注，她特别认同这些机构奉
行的一个准则——自然是可定制和策划的。为了这一
系列作品，洛林已经使用了3个iPhone3手机壳来制作
蝴蝶造型。 “蝴蝶”系列作品抨击了人类的过度收集强
迫症，以及当代社会的内在过时性（Iphone3是已经过
时了的科技）。

利用其生物科学的背景，凯瑟琳·巴德尔用古董细针距
金属螺纹和钩针技术创作出蚕茧状的作品。这些作品
的造型有延展性，有些包括金属线的喷雾剂或者外部
饰有亮片，与海葵这种水栖生物产生了对比。在她的工
作中，巴德尔探索态变和包容的观念；她设计的造型引
人入胜、如贝壳一般具有自我保护性。

像西姆尼一样，杰斯·戴尔童年记忆中也是在花园玩
耍。收集花草，摘花，做雏菊花环，做泥饼这些活动使戴
尔对自然世界的“微小细节”产生了敬畏和惊奇。这种
惊奇启发她创作出异想天开的、梦幻的“聚合花”系列
作品。这个系列看上去既人工元素又有自然之态，深深
的吸引着了观众。

爱丽丝·波特的11个戒指系列采用了众多库伯佩迪澳
铂。自20世纪初，这片区域就已经开始工业化开采这
些被称为世界蛋白石之本的宝石。在爱丽丝·波特的
作品中，她研究了以前制作以及佩戴戒指的传统，以及
近百年来，这些材料和工艺的细微变化。波特并没有对
这些石头和金属进行明显地切割或打磨，因此每个戒
指都像几世纪前做的，在地下被封藏了数年后被发现
了一样。

1993年雷吉娜·施瓦泽从德国搬到南澳大利亚，在那里
她发现了自然之间丰富的岩石和矿物。施瓦泽采用粗
切矿石，半宝石、宝石和金属，制作出看起来既像被精
雕细琢过的作品，又像刚刚从地上挖掘出来的一样。

自然风景的脆弱

据报道，2016年初，悉尼湾以发现因为海水升温而引起
的珊瑚白化现象。此次参展的很多艺术家都对自然资
源的过度消耗和全球环境恶化深深的担忧。澳大利亚
生态系统的脆弱性、以及资源的有限性，是澳大利亚人
要日益面临的问题。

克莱尔·布鲁克斯最近的作品关注了人们丢弃在海洋
中的废旧塑料产生的环境影响。 海洋生物误吃废弃塑
料，或者被它们缠绕住后往往会导致死亡或外观形变，
这在澳大利亚是非常普遍的问题。

布鲁克斯的作品以南澳海滩上发现的废弃塑料为原材
料，将它们封装在小培养皿状容器中。她是想通过作品
鼓励观众仔细关注一下澳大利亚海滩上废弃塑料的数
量和类型。

或许，聚氯乙烯（PVC）、合成塑料聚合物看起来并不像
是用来表达对自然之爱的方式，但凯丝·英格利斯的
PVC却是一个“平淡无奇却充满潜力”的材料。通过手工
雕刻工艺、热融合层、以及色彩的应用，英格利斯用直
觉创作出酷似宝石的作品。她2009年的作品“河领饰”
就是对澳大利亚严重的旱灾期间，农民非法消耗水资
源这一现象的回应。作品中的刻槽代表农民从墨累河
至自己的农场挖出的非法渠道，传达出水是澳大利亚
最宝贵的资源之一。

克里斯蒂安·豪尔的作品着眼于人性和人与人之间沟
通的无形网络。正如街道地图，我们日常生活中的行为

（通过设备与别人发生虚拟联系、使用智能手机等）为
我们构建出新的地图。豪尔用不锈钢制作卫星状造型，
尽管不锈钢是一个很难操控的材料，但是这种材料一
旦定型了就不会改变。他的作品中包含移动的连接，这
也反映了在居住的环境中产生的联系网络。

南澳大利亚美术馆的藏品中有一个1860年代的手镯，
所有人是朱利叶斯·舒伯克。这个手镯由殖民金制成，
特点是有个颇具风格的花环，中间有个圆形浮雕图案，
树丛山石之间有两只袋鼠。舒伯克1850从普鲁士移民
到南澳，成为著名的银匠和设计师。他的作品主要以澳
大利亚的动植物、土著人为原型，这次参展的作品也延
续了这一传统，设计缜密、做工精致，体现了南澳工艺
界长盛不衰的活力。

正逢Guidhouse成立50周年之际，在多个机构的支持
下，此次参展的艺术家展示了澳大利亚工艺届高超的
工艺和鲜活的创意。

尽管澳大利亚面积大，人口少，但南澳工艺届肯定不会
缺少活力。

THE LEGACY OF LANDSCAPE
Rebecca Evans  
Curator of European and Australian 
Decorative Arts, Art Gallery of South 
Australia

‘I am drawn to the open spaces, the light and the open 
air, and the detail captured within nature.’  
Julie Blyfield 

Australia is a large, vast country. 

And with a population of only 24 million people,  
it is also one of the least densely populated 
countries in the world. It is the driest continent in 
the world and has an incredibly diverse landscape. 
It boasts tropical rainforests in the north east, and 
seemingly limitless uninhabited expanses of desert 
in its centre. The eastern highlands range from 
300 to more than 2,100 metres, extending from the 
north-eastern tip through to the island of Tasmania. 
This diversity has inspired the creative and cultural 
practice of those who have the inhabited this land 
for at least 40,000 years. The legacy of capturing 
the Australian landscape is present in the work 
of many contemporary artists and crafts people 
working in Australia today. 

‘Nature 天然’ presents the work of 11  
contemporary South Australian jewellers working 
in a wide range of traditional and non-traditional 
materials and techniques as varied as polyvinyl 
chloride, steel, carving and crochet. The works 
on display bear witness to the vibrancy of 
contemporary craft in South Australia, and the 
passion, caring and inspiration its inhabitants  
find in the Australian landscape.

The tradition of landscape

Australian Aboriginal art is the oldest continuous 
artistic tradition in the world, dating back at 
least 40,000 years. Since the early 19th Century 
generations of non-Indigenous Australians have 
also used art to understand, express awe and 
proclaim love of country. 

The significance of Australian fauna is evident in 
the work of Julie Blyfield. Collecting, photographing 
and drawing plant specimens from diverse 
ecosystems in South Australia are core elements of 
her work. Careful documentation and observation 
is translated into brooches for this exhibition 
through the technique of metal chasing with 
fine steel stools and the use of silver. Working 
repetitively and on a small scale, Blyfield creates 
exquisite amalgamated and ambiguous flora-like 
forms inspired by her collected plant specimens.

‘The essence of something living’ is expressed 
in the work of Leslie Matthews. Matthews’ 
works appear unnaturally natural, her ‘Midnight 
Neckpiece’ and ‘Bloom Vessels’ delicately drawn 
on the flower form in hard metal. Also working 
in silver, Matthews’ uses woven cloth to imprint 
texture onto the metal surface of her work. This 
technique brings a sense of both randomness and 
order in the imprinted patterns, mirroring those 
often found in the natural world. 

Australian childhoods are often imbued with 
memories of exploring and playing in the bush.  
Growing up in country New South Wales has 
greatly influenced the work of Lauren Simeoni. 
Simeoni says she grew up with ‘greenie’ parents 
who gave her a deep appreciation and knowledge 
of the Australian landscape. Simeoni, like Blyfield, 
is also a collector, gathering artificial plants and 
flowers from second-hand stores, garage sales 
and discount stores. These are then stripped and 
rearranged into one-off garlands; wreath-like 
neckpieces referencing the cultural traditions of 
adornment of the Asia Pacific region. 

Capturing the landscape

Spurred on by the Enlightenment of the 18th 
Century, documenting, creating order and 
understanding the natural world has been a 
European obsession for centuries. South Australia 
was officially settled and proclaimed a state by 
British settlers in 1836 in the post-Enlightenment 
period. Just over 10 years later the South 
Australian Institute was formed, including a public 
library and museum. Now known as the South 
Australian Museum, this organisation cares for over 
4 million plant and animal specimens and objects 
collected since the mid-19th Century. 

Natural history museums have long drawn the 
attention of contemporary artist and jeweller Sue 
Lorraine, particularly the way ‘nature is ordered 
and curated’ in these institutions. For this body 
of work Lorraine has used iPhone 3 cases to 
make butterfly forms. ‘iButterflies’ comment on 
humanity’s obsessive compulsion to collect, and the 
inbuilt obsolescence of contemporary society (the 
iPhone 3 is now old technology). 

With a background in biological science, Catherine 
Buddle creates cocoon-like works using antique 
fine gauge metal thread and the technique of 
crochet. These vessel-forms are malleable and 
some include sprays of metal thread and sequins 
over the exterior, drawing comparisons to water-
dwelling sea anemone creatures. In her work, 
Buddle explores ideas of metamorphism and 
containment; her forms are inviting and protective, 
resembling seashells.

Like Simeoni, Jess Dare also draws upon early 
childhood memories of playing in and collecting 
from gardens. Picking flowers, making daisy 
chains and forming mudpies as a child gave Dare 
a sense of awe and wonder for the ‘small minute 
details’ in the natural world. This continued sense 
of wonderment has inspired the organic, whimsical 
and illusionary forms of her ‘Etaerio’ series. 
Concurrently artificial and natural in appearance, 
her works on display in this exhibition enchant the 
viewer. 

Coober Pedy opals feature in the series of 11 
rings by Alice Potter in this exhibition. Known as 
the opal capital of the world, these gemstones 
have been industrially mined in the area since the 
early 20th Century. In her work, Potter explores 
the prehistoric traditions of making and wearing 
rings, and how the materials and techniques used 
have changed little over centuries. The stones and 
metals Potter utilises are not overly cut or polished, 
and each ring seems as though it has been created 
in centuries past, having been discovered under the 
earth after years of hiding.

In 1993 Regine Schwarzer moved from Germany 
to South Australia where she found an abundance 
of rocks and minerals embedded in the landscape. 
Schwarzer works with roughly cut minerals, semi-
precious and precious stones, and metals to create 
works that appear finely crafted and at the same 
time, as though they have just been plucked from 
the ground.

The fragility of the landscape

Coral bleaching, a result of rising sea 
temperatures, was reported to have been found in 
Sydney Harbour in early 2016. The consumption 
of natural resources and global environmental 
change is of great concern to many of the artists 
on display in this exhibition. Both the fragility of the 
ecosystems of Australia, and the finite nature of the 
country’s resources, are issues Australians deal 
with daily. 

In her most recent body of work, Claire Brooks 
looks at the environmental effects of the large 
quantities of plastic discarded by humans that 
are circulating in our oceans. Marine life often 
consumes or becomes entangled in the discarded 
plastic, often resulting in death and disfigurement. 
This is a widespread problem in Australia.  Brooks’ 
work uses discarded plastic found on local South 
Australian beaches, which she encapsulates in 
small petri dish-like forms. Her work encourages 
the viewer to take a detailed look at the sheer 
quantity and types of plastic, which are discarded 
and wash up on Australian beaches.  

Polyvinyl chloride (PVC), a synthetic plastic 
polymer, may not seem a likely material to use 
as a means of expressing love of nature, but for 
Kath Inglis’ PVC is a ‘prosaic material loaded with 
potential’. Using hand-carving techniques, heat to 
fuse layers, and the application of colour, Inglis 
works intuitively to create pieces that imitate the 
look of precious gems. Her 2009 ‘River neckpiece’ 
was made in response to illegal consumption 
of water by farmers during a period of severe 
drought in Australia. The carved grooves of the 
work represent unlawfully dug channels made by 
farmers from the Murray River to their farms, and 
communicate the preciousness of one of Australia’s 
most valuable resources. 

The work of Christian Hall looks at human nature 
and the invisible network of human communication. 
Like a street map, we create new maps through our 
day-to-day movements, the virtual connections we 
make to others, and the use of smart phones. Hall 
makes satellite-like forms from stainless steel – a 
difficult material to manipulate, although once set 
in place it does not move. His work includes moving 
joins, which reflect the networks we make in the 
landscapes we inhabit. 

In the collection of the Art Gallery of South 
Australia is a circa-1860 bracelet attributed to 
Julius Schomburgk. Made from colonial gold, it 
features a wreath of stylised flowers and at the 
centre, a medallion image depicting two kangaroos 
in a scene of trees and rocks. Schomburgk 
immigrated to South Australia from Prussia in 1850 
and established a reputation as a silversmith and 
designer. He made designs featuring Australian 
flora and fauna, and Indigenous Australians. The 
works on display in this exhibition continue this 
tradition through intriguing design and exquisite 
manufacture, and are evidence of the energy of the 
South Australian craft industry. 

Supported by a number of organisations, 
including Guildhouse which is celebrating it’s 50th 
anniversary this year, the artists featured in this 
exhibition show the outstanding and highly refined 
creative expression of the local industry. 

Australia may be a large country with a small 
population, but the local South Australian arts 
community is certainly not lacking vibrancy.
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