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This written thesis is accompanied by four artwork&ese artworks comprise
half of this PhD submission. The author wishedisouss these artworks with the
examiners during the viva in the form of a prestota The artworks are

illustrated and discussed throughout the writtesith
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GEMS

Fig. 1. REGARD:LOVE ME. Page layout for artist’s book spelling ‘regard’.

Inkjet print on Somerset Velvet Enhanced paper, 12"x14” each page.
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Fig. 2. REGARD:LOVE ME. Page layout for artist’s book spelling ‘love me’.

Inkjet print on Somerset Velvet Enhanced paper, 12”x14” each page.!

! Addendum. Following examination of the thesig, #luthor acknowledges incorrect attribution
of the gem ‘opal’ which should be captioned ‘onyx’.

2



HAIRWORKING

Fig. 3. Plocacosmos. From series of hairworking trials, cotton twine.

2 Creer (1886).essons in Hairdressing o knot.
Collins Gem French:English Dictionary: To estahlish
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EMBLEMS

Fig. 4. The Cyanotypes: Taizez Vous

One from series, variable sizes, cyanotype on Arches Aquarelle.

The complete series of prints are illustrated on page 196.

WORDS
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Abstract

This practice-led research project explores Englisth French sentimental
jewellery of the Victorian period. ‘Sentimentalellery’ or ‘message jewellery’
denotes jewellery created to function as a tangkf@ession of feeling between
donor and recipient, mediated through complex tiags relating to its exchange.
These artefacts codify emotion through use of cempisual languages,
employing the symbolic and coded use of gems, humanemblems, words and
wordplay. The research has expanded to encompas®nal garments known

as ‘widows weeds’.

The aims of the research have been threefoldtyfitst add to understanding and
interpretation of aspects of Victorian sentimefgalellery and associated craft
practices; secondly, to explore the metaphors anctives inherent within them;
thirdly, to test the visual and technical possiig$i of knowledge thus gained to

address human feeling through art.

Outcomes take the form of a body of new artwork amdtitten thesis, which are
designed to be mutually informing. Together, theyculate my response to the
project’s central question: can consideration ef‘grammar of sentiment’ at
work in Victorian sentimental jewellery yield newgsibilities, through fine art
practice, for communicating love and loss in th& @dntury?

The four artworks that are a main output of theaesh take the forms of:
REGARD:LOVEMEan artist’s book exploring gem codes and wordplay
Plocacosmaogsa set of hairworking trial§;he Cyanotypesyhich reflect upon the
materiality and aesthetic of the amatory locket] Whidows Weeds large format
photographic installation, which considers the mali¢y and lineage of
mourning cloth. Collectively, they explore the tygpgy of the sentimental
artefact through development of text/image vocaiesahat are conceived as
providing a ‘grammar of sentiment’ through whichatdiculate aspects of human

feeling. Itis this exploration that constituteg main contribution to knowledge.



Fig. 6. Hairworked jewellery. ©Dawes and Davidov (1991)Victorian Jewelry, Unexplored Treasures.



1. Chapter one: Introduction
1.1. Theresearch, its aims, objectives and outcomes

The project explores elements of the material celof the 19 century, primarily
English and some French sentimental jewelleryatsd extending to mourning
dress® The prism through which these artefacts are viewefracted and
analysed is provided by contemporary fine art pcactMy own creative output
over the past fifteen years - particularly its cenmcwith remembrance, and with
exploring memory through the material and the a&th provides the primary
point of focus within this broad field. My resehraf historical jewellery does not
propose the production of new jewellery but, rathemw artworks which
reference sentimental jewellery and its themekeethrough its materiality,

contexts or processes of production or consumption.

Thus, my intention has been to bring the perspestiknowledge and approaches
of an artist to bear upon the study of objects aferial culture’ The written

thesis and the artworks are designed to be muturdilyming, with research for
both being conducted in parallel. The historiemlearch has fed production of the
artworks and development of the artworks has, fin, tnformed my thinking and

understanding of the jewellery that | have studied.

The project has three aims: firstly, to add to ustding and interpretation of
aspects of late Georgian and Victorian sentimgatetllery and associated craft
practices (such as hairworking, lapidary, and emidesigny; secondly, to
explore and test the potential of metaphors anditiees produced by coded use
of precious gems, hair, emblems and cloth to crextémage vocabularies with
which to reflect upon historical, material artefatlating to remembrance;
thirdly, to explore the visual and technical poignof these artefacts to provide a
source of allusion, metaphor and symbol for atisimunication and exploration

of aspects of felt experience, today.

% In my abstract | have used the generic term ‘\fiatt to describe my date parameters. For
further discussion see 2.2. ‘Parameters of thearehe

* 1 discuss the significance of the artist's apptoan the following page.

®> My project explores largely British and some Fiej@wellery and has been conducted through
museum-based and archival study of collectiongifpdarly taking advantage of privileged
access to the jewellery collections of the V&A).
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¥ LIVE BBC News 24

Last Updated: Wednesday, 14 February 2007, 0B:37 GMT
B E-mall this to a friend = Printable version

Secret of an historic love token

History experts in Dorset
have unveiled the secret of
an 18th Century love token
found in a family archive.

Rebecca Donnan, principal
conservator at the Dorset
History Centre in Dorchester,
came across the love token.

pl|:a of the 18th Century love

The token was badly damaged | “©0= 5“0

so the history centre made a
replica to show how it was folded to read the poem.

When folded correctly into a square it reads as a poem
proposal of marriage written by John Abbott to "SW". No-one
is sure if SW accepted the proposal.

The original token had been repaired over the years with
waste material from stamp books.

The poem reads on all faces of the token, which has gone on
display at the history centre.

B E-mall this to a friend &= Printable version

Fig. 7. An amatory artefact. ©BBC News 24 website.
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The project’s central question — can consideradioime ‘grammar of sentiment’

at work in sentimental jewellery yield new posstigk, through fine art practice,
for communicating aspects of felt experience iff @dntury culture? — is

embodied within these aifisMy enquiry has been structured by two, secondary

guestions:

1. Using my experience as an artist, how can | expemtrstanding and
interpretative insight within the field of sentintahjewellery studies?

2. Through exploitation of Victorian and contemporart/craft techniques, how
can | draw upon the metaphor and narratives o&ttefacts under
consideration, for the purposes of facilitating'2&ntury expression of love

and loss?

Sentimental jewellery (sometimes known as ‘mesgagellery’) was neither
costume nor decorative jewellery, although it ekbibsome of the characteristics
of both. It is what contemporary jewellers deserds ‘narrative jewellery’ in that
it went beyond technique: it marked events, toddies, and bore testament to
love, loss and other deep human feelihgghe term ‘sentimental jewellery’ thus
denotes a type of artefact created to functiomadangible expression of feeling,
mediated through a complex set of narratives rejat its exchange. Feelings
and emotions were shared and expressed, and meraudked, by the giving

and receiving of tokens including rings, broochmacelets and lockets.

My study has been prompted by a common charadteoisall such jewellery —
the codification of emotion through poetic deviaaften involving incorporation
of human hair, the symbolic use of gems and usaniflems. | have explored
how jewels express sentiment through metaphor, playd borrowing and
word/picture relationships, and examined their egngnt reading — and often

misreading — as messages of love and loss.

® | discuss what | mean by ‘grammar of sentiment &ter point in this subsection.

"Narrative jewellery’ is a contemporary term usediescribe jewellery that purports to convey
messages and meaning through the conventionsaddiss, its contexts and the materials
employed. Conversation on 23.02.05 with Dr. Jidatfalck, MA Course Director for Jewellery,
Silversmithing and Related Products, School of Jewe UCE/BIAD Birmingham.
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Smaris s s ST

Fig. 8. Typical page from hair jewellery catalogue of the Victorian period.
Bernhard & Co. Catalogue, 1870 Manufacturers of Diamond Work & Ornamental Hair Jewelry.
©Jane H Clarke, Morning Glory Antiques, USA.
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| have taken, as my starting point, four materfe@momena of the fcentury
that were all intended to convey messages andsktelesigned to be worn on
the body as expressions of feeling. These arécREBARD jewel, which
employed the ‘Language of Stones’; the hairworlexde], fabricated from a
complex alphanumeric pattern; the emblematic anpabaket, which employed
neoclassical symbols and words; and the symbolimon@l garment, known as

‘widows weeds’.

My research questions, as outlined on the prepage, are addressed within the
thesis chapters and/or their corresponding artworiksese are as follows:

« Chapter three, ‘The Language of Stoneartwork, REGARD:LOVEME

| explore how ‘regard’ artefacts employ gem codes wordplay and what

happens when their codes are broken.

* Chapter four, ‘Hairworking= artwork_Plocacosmas

| examine how and why hairworked jewellery was made how its
construction ‘speaks of its makiny'.

+ Chapter five, ‘Amatory Lockets’ — artworkhe Cyanotypes

| explore how amatory lockets communicate theirsagss, not only through
their employment of emblematic symbolism, but meszpthrough the
symbolism of their materiality.

* Chapter six, ‘Mourning Cloth’ — artworkVidows Weeds.

| explore my experiences of mourning cloth, as amseof ‘redefining’ its
materiality and examining how its ‘journeying’ imbodied in its

nomenclature.

The ‘thesis’ in its entirety is designed both tpamnd possibilities for
contemporary interpretation and understanding @tilstorical material and to
communicate my felt experience of love and [8sThis experience is

fundamentally embodied within my practice andlissirated, by elliptical means,

8 REGARD:LOVEME- There is no space, intentionally, in the titlehis work; my reasoning is
discussed in its respective chapter.

® The expression ‘speak of its making’, in its widentexts, is discussed in 1.2. ‘Analytical and
intellectual frameworks’.

19 By ‘thesis’ | mean both artworks and writing.
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Fig. 9. The Grammar of Ornament. Owen



throughout the thesis. | supply contextual clueecting my research on how
jewels ‘spoke’ the unspoken, with which the sensg tre completed. These
clues derive from broad cultural contexts suchires drt, science, literature,

medicine and the vernacular.

The written thesis has been overtly structureduochsa way as to provide a
‘grammar’ for interpreting the artworks. The méiie of my thesisA Grammar
of Sentimentalludes to the visual and verbal codes, systemdaagiages at
work in the expression of feeling within the obgetitat | have studied; it makes
knowing and, | propose, pertinent reference to Oda@res’ design manual of
1856,The Grammar of OrnamenfThe Oxford English Dictionary’s definition of
‘grammar’ refers to structural concepts: “inflexiohforms”, “relations of words
in a sentence” and “rules for employing these toagance with established
usage”. The ‘grammar’ of my title concerns theitiodtion of emotion, the
variety of ways in which such codification was mawi@nifest, the material,
visual and verbal elements that constituted thetesy of sentimental expression,
and the impact upon the ‘lexicon’ of sentimentalgélery of the ‘journeying’ of
its various components (precious stones, hairjdaetc.)! Owen Jones clearly
saw potential for clever appropriation of the tégrmammar’ to describe the basic
principles of desig? My own appropriation of it is to describe the garof

taxonomies at work in the commemorative artefact.

Understandings of classification and taxonomy hehagped my thinking.
Classification is defined as “the action of clagsif) or arranging in classes,
according to common characteristics or affiniti&s Classification theories have
applications in all branches of knowledge, espscialthe biological and social

sciences? As my study is rooted in the human manufactuneaf materials

1 By Yjourneying’ | mean an exploration of the joeys of these components from their countries
of origin to their final destination upon the ptoaibody, and how this narrative is embodied
within its name through the vernacular.

12 See hisGeneral Principles in the Arrangement of Form armldDr, in Architecture and the
Decorative Arts, which are Advocated Throughout ivork’in (2001)The Grammar of
Ornament.London, Dorling Kindersley, p. 15-28.

'3 Def. “classification” OED.

14 Systems within various branches of knowledge t@kwhrefer are: librarianship — Dewey
Decimal Classification; astronomy — Harvard Cldsation System (assigning stars to types
according to their temperatures); and biology -naieus.
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(hair, stones, precious metals, cloth), notionslassification (ordering),
systematics (biological relationships) and taxongngmenclature) have been
particularly useful to understanding their selattimansformation and how words

have come to describe them.

Where classification is focused upsimilarities and differencelsetween types,
and taxonomy theimaming,my approach as an artist in interpreting historical
data has also focused upon similarities, differsrazed naming. Consideration of
the four artefacts of my research, particularlyilattes relating to classification,
schematic arrangement, grading and pattern, hasdeathe source material and
inspiration for my making new art. | expand on hitng knowledge has informed

my interpretation on the following page.

My interest in taxonomies, reflected by the range breadth of my bibliography,
has focused upon: the intricate structures of rakimg derived from written
formulaic patterns; the lyrical and idiosyncratanmes of these patterns and also
of hairstyles of the period (for examp@guche double manoeuvrandcoroney;
the cleaning and ordering of human hair from ‘rmotip’ before being sold;
mineralogy, lapidary and how gems were named; gamdbre and its
relationship to the human body (sympathetic magg3tems of grading,
classifying and faceting gems known, respectivadythe ‘Mohs Scale of
Hardness’, ‘the 4Cs’, and the 57 facets of thdlibrit cut’;"® the blueness of
enamel within amatory lockets; the whiteness oflg@acommon metaphor for

tears); and the dullness of mourning cloth.

Within the context of the sentimental jewelleryave studied, | have interpreted
grammar and taxonomy as closely related terms: ewpermmar is about its

languages and codes, taxonomy relates to how tleey \spoken’, how they were

!> The Mohs Scale was devised in 1812 by the Gerninaralogist Frederich Mohs (1773-1839)
to test mineral hardness. From a scale of 1-16jddhe softest at 1 and diamond, the hardest
known mineral at 10. The 4Cs refers to a standgstem of grading diamonds which considers
their Clarity, Cut, Colour and Carat. The brilfaut was introduced in the middle of the
seventeenth century by Cardinal Mazarin of the &meDourt, with further refinements attributed
to Venetian polisher, Vincent Peruzzi. The modiay ‘round brilliant cut’ was developed by
PhD student Marcel Tolkowsky in 1919 who calculatselideal shape to return and scatter light
when a diamond is viewed from above.
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Fig. 11. Panel of hairwork 1879-1890

©V&A Images/Victoria and Albert Museum 2007BL8801. Museum number T.81-1949
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named and arranged, and consequently how theywnelerstood. This
knowledge has been transmuted within my ‘thesis’.

My intention to bring the perspective of the artesthis project is significant; by
adopting an interdisciplinary framework to expang knowledge of my

historical artefacts (popular and material cults@gial history, fashion) | have
attempted to reflect the interdisciplinary asp@tsy own fine art

methodology® Consequently, this framework has given me a riche
interpretation of the agency of sentimental jewsg|l¢éhat is, a deeper
understanding of its complex languages that a ttsticaccount alone would not
have provided. My practice-led approach to theaesh has thus interrogated the
typology of the artefadieyondconnoisseurship and utilized the perspectives of
an artist-researcher. The consequent interactbmden historical research and
research through practice has provided me with kedge — knowledge that has
allowed me to formulate a text/image vocabulargtigh which | can
communicate my findings. | have described thia aodified taxonomical

dialogue’ and | perceive it as one of the main otgmf the project’

In order to support the project’s aspired dialogatveen historical research of
the objects under examination and their functioe@msce material for art
practice, | have employed Oxford English Dictiondgfinitions throughout the
written thesis as a counterpart to the body otéleand the images. The primary
function of the definitions is to complement theimizxt by providing insights

into the manifold associations and subtleties chmmey attached to, or provoked
by, the subject under discussion, especially inéopgrocesses of acculturation at
work in objects’ manufacture, aesthetics and furmctiTheir secondary function

Is to provide a window onto the creative, assoagathought processes informing
my approach, as an artist, to exploration of theaib of my analysis. | discuss

this in section 1.3. ‘Methodology’.

181 list in detail what interdisciplinary sourcebave consulted in Appendix B, ‘B. Research
Strategies, Research SkillsThe interdisciplinary aspects of my own fine adgiice are evident
throughout the thesis.

7| continue this discussion on pages 48 and 102.
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How words function in sentimental jewellery is g/lespect of the research:
words play an important role in objects’ ‘meaningven when there appear to be
none present, and | consider them, therefore, migtas visible language, but also
their operation in artefacts without any ostensitigten inscription. Exploration
of how they function has been influential in deytent of the project’s practice
outputs: the names and naming of objects and af¢bastituent parts, for
example, have provided the stimulus for making waiskut love and
preciousnessl have also considered — especially through mgystaf amatory
lockets, for example — how the tacit or actual pneg of words relates to the

perceived purpose of an artefatt.

A related aspect of the project has been explaratichow the international trade
involved in production of sentimental jewellery am@urning cloth (its raw
materials, its components etc) informed the nanhéisecartefacts themselves.
Consideration of the origins of these names, aadrtetaphorical and lyrical
potential afforded by words’ ‘journeying’ as pafttbe multiple trading processes
associated with the production and manufactureaienal artefacts, has played
an important role in my development of artworkstsas the hairworked trial

piecesPlocacosmosand the photographic triptych Widows Weéds.

Given that my research is focused upon EnglishFaedch sentimental jewellery,
my investigations necessarily acknowledge Frang@stal position in both the
jewellery and hairworking industries, and how cansidesign exchanges across
the Channel impacted on English tastes. To this emave examined both
French and English jewellers’ catalogues, fashaamrjals and hairworking
manuals and treatises. The extent to which Fresrahs pervaded English
jewellery terminology can be seen in diamond cgttechniques,cabochona
half-spherical gem), in enamelling processes (siscfoisonng, and in head

ornaments (which includg@rronniéresandaigretteg. French was the

18 Amatory jewels contained messages such as, ‘Tigefal fly... the faster we tye’ or ‘a vous
dedié’ either by means of inscribed ‘tags’ or byliwation, through their visual symbols.

9 The research has thus stretched and built on ngstanding interests, as an artist, in words and
their relationship to things, and, in processeaazllturation as they are played out through the
geographical transit of material artefacts wittiia economy of the British Empire.
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ubiquitous language of love, as evinced in thesdftiinscriptions in amatory
jewels that allude to love, constancy and remendaramitié sans fir(friendship
without end);n’oubliez jamaignever forget)percés du méme trajpierced by
the same darff’> French influence was also strongly at work inuke of human
hair in jewellery, in the hairworking industry, amdhairstyles of the period(a
guillotine, and thechignonfor example).

Hairworking is the craft of fashioning designs &decorative purpose, usually to
make jewellery but also embroidety.My research of it has necessarily paid
some attention to contemporary cultural conceptafrisir and to 18 century

hair fashion, which, in turn, has led me to constie economies of hair (human
and ‘other’). Fashionable hairstyles of the perggch aplicaturasandcoronets
required copious amounts of hair, which could rephbovided by the client’s
head alone. There is little extant research onrdde in hair as it relates to hair
jewellery, and my own researches into the sociakatand cultural implications
of it have informed my approach to the manufactiréne trial hairworked
pieces. Furthermore, an early English hair treatistittedPlocacosmoswritten

by hairdresser James Stewart in 1782, has proadedcial spur to my thinking
about hair and deceit. This text, and especi#dlyitie (plokos— hair;cosmos-
universe), has captured my imagination: the etygyluf the wordPlocacosmos
encompasses not only hair, but also notions oftiteppe emphasis and deception
through the act of interweaving something. Thiexplored in detail in Chapter

four, ‘Hairworking'.

The historical artefacts of my study were madedominatelyoy men and were

worn by women. Their manufacture and design wasrided in trade journals
of the time and, subsequently, in popular Victohamen's fashion magazinés.
Their selection for my research project was gowvetmetheir potential for poetic

response to commemoration through language andriatimer than whether they

2 For a discussion of the influence of French aadenwith France upon jewellery and associated
craft practices of the period, see Bury (199 International Era.

L For the latter, see Rozsika Parker (19B4¢ Subversive Stitamn ‘printwork’ hair pictures.
Another type of hairworking was also known as ‘pdiasse’, a fine knit or lacework with hair.

An excellent example of ‘hair lace’ survives in ttwlection of the V&A (Mus. No. T150.1963).

22 Trade journals such &e Hairdressers’ Chronicle and Trade Journfaishion magazines such
as thelLadies’ CabinendThe Young Ladies’ Journal.
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Fig. 14. A hairworking table. Mark Campbell (1867) Self-Instructor in the Art of Hair Work reproduced in
Kliot eds. (1989) The Art of Hair Work. Hair Braiding and Jewelry of Sentiment with Catalog of Hair Jewelry.



were made by men or women; this understanding beegparent subsequent to
their detailed research. In my discussion of iocatelevant literature on
Victorian sentimental jewellery, | have written albbtvow much of it was
perceived as maudlin and overwrought, largely beediwas confined to the
margins of art and design histdty.My study does, however, touch on certain
aspects of gender, and becomes most pertineng isetttions of my thesis which
deal with the cutting of women'’s hair, its tradelats working. Here, | discuss
the alleged malpractice of hair substitution byerjaivellers/hairworkers
prompting the DIY women’s hairworking phenomerforChapter five, ‘Widows
Weeds’ explores women’s mourning garments. Asitlhrean body is central to
the understanding of sentimental jewellery and mimgy dress, | discuss artists in
2.3. ‘Contemporary art practice as context’ whosthodologies have helped
shaped the direction of my own practice. Thegstarare predominately women
and include, for example, Christine Borland, DoyoBiross and Verdi Yahooda.
My historical artefacts were made over a century, agwever, my own
experience and interpretation of them, throughattteorks | have made, is
situated in the present. This interpretation issoented, respectively in each
chapter subheading, ‘Artwork’.

% See 2.1. ‘Reviewing the existing literature’ farther details on its ‘sentimental’ perception.
Also see 2.2 ‘Parameters of the research’ for detcoction of, and literature on, the term
‘sentimental’.

4 Seefig. 14 0pp., Mark Campbell (186Belf-Instructor in the Art of Hair WorkThese DIY
manuals were published my men for the consumptiavomen (with the exception of Alexanna
Speight’'s (1871Yhe Lock of Halx. | discuss this at length in Chapter four: ‘Hairkiag’.

® Discussion of Verdi Yahooda’s work is located inater six: ‘Mourning Cloth’.
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Fig. 15. Mineral properties from popular field guide. © Bauer (1990) A Field Guide to Minerals, Rocks and Precious Stones.

1.2. Analytical and intellectual frameworks

30



My focus, in this section of the Introduction, i3 the visual, haptic and emotional
experience of researching my chosen historicalabdjen the knowledge | have
thus gained, and on how | have interpreted andnéigured that knowledge
within my artworks. My primary objective, here tsexplore the nature of the
connections that | have fashioned between the gtiand their referents and,
thereby, to make apparent the analytical and etgllal frameworks that have

informed the research.

In order to reflect on the knowledge | have gaineis, useful firstly, to explore
the inherent nature of creative practice and thegyf knowledge | have dealt
with in my study of sentimental jewellery and igdated crafts. In my
interdisciplinary approach to studying artefactisave encountered several types
of knowledge, three of which are particularly sfgrant: ‘popular’, ‘scientific’

and ‘artistic knowledge’. In my study of REGARDwels, for example, | explore
gem lore and superstition (what | call ‘popular Wiedge’) in relation medieval
lapidary regarding the naming of gems, their ‘spaf’ qualities and their
associative power upon the human body. In thetarthookREGARD:LOVEME,

| counterpoise my interpretatiari this knowledge with Zicentury empirically-

derived mineralogical facts (scientific knowledg®).

‘Artistic’ knowledge is somewhat harder to defingeveral texts in the field of
epistemology, knowledge and the creative arts halged to formulate my
thinking around how | have interpretkdowledge through the practice of
reflection. In thinking about music compositionyHiggs, an eminent writer in
practice knowledge (specifically in healthcare)tesiabout expertise and how
artists make decisions: “... the act of composit®one of conceptualizatipof

creating something from nothing. Practice andrnexi expertise is only a
vehicle, a tool for creation which, or itself, issufficient.”” The philosopher A.J.

Ayer also articulates the difficulties in concepiziag and communicating artistic

% Seefigs. 1and2 and Chapter three: ‘The Language of Stones’ in vhiexplore these modes of
knowledge.

%" Joy Higgs and Angie Titchen (200mEveloping Creative Arts ExpertigeProfessional

Practice in Health, Education and the Creative Apts241.
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Fig. 16. Plocacosmos. Hairworking trial: ‘boucler’.

knowledge. He writes ifthe Problem of Knowledge&Certainly, when people

%8 Creer (1886).essons in Hairdressing o loop.



possess skills, even intellectual skilike the ability to act or teach, they are not
always consciously aware of the procedures whiel tbllow. They use the
appropriate means to attain their ends, but thietiiat these means are
appropriate may never be made expligitthem even to themselves."Michael
Jarvis of Northumbria Universityiscusses the challenges of making such means
explicit in Articulating the Tacit Dimension in Artmakingreflecting on Donald
Schon’s work on reflective practice, Jarvis writ&3ften, an outstanding
practitioner in any field is defined not by the et of their explicit, professional

knowledge, but by qualities of wisdom, talent, itian and artistry.*

Through these preliminary enquiries into reflectractice — particularly thinking
about the key words underlined above (‘interpretéti‘conceptualization’,

‘skills’, ‘explicit’ and ‘intuition’), 1 have foundthe theoretical viewpoints that |
describe to resonate usefully with my own thinkgngcesses during the course of
the research. As an artist-researcher, the gtedtaklenge has been to find
‘languages’ to discuss art and historical objelaéd tspeak of their making’ and
that articulate a type of “knowledge in act’ whiblg-passes thought” (an
expression used by crafts writer Pennina Barndiemanalysis of why she is
drawn to a particular kind of work and how tacibkriedge may be used in its

conception)*

My theoretical precepts are rooted in the notiofskills as knowledge’: each
artwork that | make “speaks of the process ofdtgifre.®* Writing in The
Craftsmangsociologist Richard Sennett points out thatietticeandpractical
share a root in languagé® This has prompted me to think about the rolemcit

knowledge and implicit learning within my researithyhich the primary modes

29 A.J. Ayer (1956/1990The Problem of Knowledgp, 13.

%0 Michael Jarvis (2007Articulating the Tacit Dimension in ArtmakitigJournal of Visual Arts
Practice Vol. 3, No. 6, pp. 201-213. Schon’s premiseatiéhtiated between ‘reflection in action
and ‘reflection on action’, in which “the formerasmore spontaneous or intuitive response to a
problematic situation (characteristic of artistraqtice) where the knowing is in the action. The
latter is a more retrospective response in whiclhights and choices between actions are
considered with a view to improving effectivenasguture situations.” Ibid. p. 205.

31 pennina Barnett (1998)aking, Materiality and Memorin Pamela Johnson (Eddeas in the
Making. Practice in TheoryConference Papers, UEA, Crafts Council, pp. 141-148

%2 Barnett uses this expression in discussing thé wbartist Chohreh Feyzdjou. Op. cit. p. 143.
% Richard Sennett (2008he Craftsmanp. 46.
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Fig. 17. Notes on how the word ‘hand’ is used in the English language.
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of investigation and communication have been vianal tactile. Furthermore, it
has prompted me to reflect upon the role of thedhand language to define it
and its work within the art and craft practiceshivitmy researcf This |

consider to be at the nexus of my enquiry, andplae it later in detail.

Scientist and philosopher, Michael Polanyi (1897d)developed notions of
tacit forms of knowing, famously declaring that “Weow more than we can
tell.”>®> Polanyi argued that knowledge existed in fornas tould not necessarily
be stated in formal or propositional terms. Tmswledge, held by the
individual, constituted intuition, informed guessksnches, awareness, ways of
doing things and skilled performance that couldmeatessarily be written down

or verbalized®

The acquisition of tacit knowledge as a concepfaahe for ‘making’ is much
discussed, most recently through current debatesuswding contemporary
craft3’ Kathy M'Closky, in her essajjowards a Language of Crafisserts that
craft-making involves primarily ‘non-verbal’ langge, and that it is grounded in
the sensuous. M’Closky suggests that many senancwho privilege language
as the primary form of communication, remain corgraus of the tacit ‘feeling’

required in making®

3 particularly in hairworking; for example, the hareh make patterns called ‘manoeuvre’,
‘gauche’ or ‘mauvais’.

% Michael Polanyi (19677 he Tacit Dimensigrp.4.

% Related to tacit knowledge is the concept of igiplearning, described as “the inherent ability

to learn from a task without rational and conscideduction.” Alison Shreeve Material Girls —
Tacit Knowledge in Textile Craftg, 42, citing D.C Berrymplicit Learning — 25 years on — a
Tutorial, Journal of Attention and Performandégl. 15, pp. 755-82, 1994.

37 At the recenPushing Boundaries Symposi8taffordshire University, 20073he overriding
agenda for makers was on the urgency of develapipertinent critical framework for

interrogation of craft practices now; many stateat they felt alienated from theoretical

discourses that had been borrowed from fine aticar studies, psychoanalysis and elsewhere and
which did not necessarily provide appropriate cptual tools for consideration of craft practices.
Pushing BoundariesSaturday1® June 2007 at Staffordshire University. Internadicspeakers
included practitioners and theorists in the fieldm@aft such as James Evans (writer, educator),
Maxine Bristow (textiles), Lesley Millar (writer aiextiles) and Lin Cheung and Carl Fritsch
(jewellers). Maxine Bristow raised the point tbampared to contemporary art galleries, there are
very few quality contemporary crafts gallerieshie UK, and none dedicated to textiles.

% part of the published conference proceedinddaiing and Metaphor: A Discussion of

Meaning in Contemporary Crafit994) p. 63.
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Fig. 18. Plocacosmos. Hairworking trial: ‘snake plait’.

¥ oepsnake, v. 1. trans. To twist or wind (hair) into the form of a snake.
2, trans. To get or obtain (a thing) furtively or surreptitiously; to
steal or pilfer; to cheat (a person) out of something. Also, to cheat
(someone) at cards.
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Canadian writer on crafts, Margaret Visser hastediout,in The Language of
Things that the original meaning of ‘craft’ was ‘cunnipgwer’, and that it is
intimately linked with notions of innate knowledgmtency and uniquene$s.
Visser's reflections upon artefacts made by thedi@ve resonated deeply with

my own struggle to articulate the findings of mgearch'*

Kristina Niedderer’s recent research on the deding, meanings and format of
knowledge, as they relate to design research, sepltistinctions between
‘propositional knowledge’ and ‘tacit knowledg®’.She echoes the concerns of
M’Closky and others suggesting that “...because eflimnguage-based mode of
propositional knowledge, the implicit prioritisati@f propositional knowledge
seems to exclude certain kinds of formats of kndg#eassociated with practice,
which are often called practical, experiential qoeal, or tacit knowledge and
which evade verbal articulatioi>”

She proposes that “it would be desirable for futeearch to analyse and
synthesise existing approaches in terms of veebal/al and non-verbal
communication (e.g. description/narrative, exampiesdels, prototypes, case
studies (video)...)* | position my research as making a contributtbrgugh its
methodology, format and outcomes, to the analysilssgnthesis that Niedderer

calls for.

As a consequence of the above, | have been direxgdethodological framing
of my research that embraces tacit knowledge aactipes of reflective inquiry.
Its structure draws on literature on heuristic rodtilogies, specifically Clark

Moustakas’ book on phenomenological research metlitelristic Research:

40 visser (1994)The Language of Thinds Making and Metaphor: A Discussion of Meaning in
Contemporary Craftp. 13.

“I Her description of a simple raku bowl epitomisgsaonception of my own endeavour: “A
beautiful raku tea bowl, is a simple, irregularexttj as much like something found in nature...
you rejoice in the imperfections, love the bumpsphles and cracks. You use the object with
appreciation, with intensity, even with fervourpaidng it, balancing it in your hands, noting the
comfort from which you sip tea from its lipIbid. p. 16.

2 See for example, Niedderer (20@Mlapping the Meaning of Knowledge in Design Resear
Design Research Quarterly, v.2.2, April, and Niegdd€2007p A Discourse on the Meaning of
Knowledge in Art and Design ResearEluropean Academy of Design.

3 Ibid. (20073, p. 1.

“ Ibid. (20073, p. 12.
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Design, Methodology and Applicatio(t990). Used by social scientists for
studying human relations and their products, ththous that Moustakas
describes have supported conception of my ownipeatd enquiry:

“The focus in a heuristic quest is on recreatibthe lived experience; full and
complete depictions of the experience from the &afhreference of the
experiencing person. The challenge is fulfillecbtigh examples, narrative
descriptions, dialogues, stories, poems, artwork;njals and diaries,

autobiographical logs, and other personal docuniénts

A heuristic process is a method for attemptingsthletion of a problem. Within

its paradigm it encompasses the following processpsoduce reflection, self-
knowledge and knowledge itself: identifying witretfocus of inquiry; self-
dialogue; tacit knowing; intuition; and focusingarpthe internal frame of
reference. The following six phases form what Makas describes as a research
project: initial engagement; immersion; incubatitiymination; explication and
creative synthesis. The methodological structunaypfirtworks and written thesis
effectively provide an explication and demonstratd the process that
Moustakas describes.

(i) Initial engagement

“Within each researcher exists a topic, theme, lerabor question that represents
a critical interest and area of search. The taskeinitial engagement is to
discover an intense interest, a passionate comlcatcalls out to the researcher,
one that holds important social meanings and paisoampelling implication.

The initial engagement invites self-dialogue, ameinsearch to discover the topic
and question. During this process one encourtterself, one’s autobiography,
and significant relationships within a social conf&®

(ii) Immersion
“The immersion process enables the researchemte ¢o be on intimate terms
with the question — to live it and grow in knowledand understanding of it™

> Op. cit. Moustakas (1990) p. 28.
“% bid. p. 27
7 Ibid. p. 27.
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Fig. 20. Plocacosmos. From hairworking trials series.

48 OED manoeuvre. v, L. Senses relating to physical movement.
n. 2. A carefully planned scheme or action, especially one involving deception.



Sources such as people, readings and places @arpofsibilities for connecting
with the task in hand, and the concept for fadihigit includes self-dialogue,

intuitive clues or hunches.

(i) Incubation

The period of incubation enables the inner tactnatision to reach its full
possibilities: for example, the house key thatlheesn misplaced often evades
one’s recall of its location while one is totallepccupied with finding it.
Almost as soon as one is absorbed with someths®gg Rbwever, the key
suddenly appears in consciousness and draws itsrdwit... incubating the
...[problem] while being involved with something elsien brings it into

awareness?®

(iv) Hlumination

“The illumination opens the door to a new awarepasaodification of an old
understanding, a synthesis of fragmented knowleaigan altogether new
discovery of something that has been present fmesone yet beyond immediate

awareness™®

(v) Explication

“The researcher brings together discoveries of imgaand organizes them into a
comprehensive depicting of the essences of theriexge. The researcher
explicates the major components of the phenomeandatetail, and is now ready
to put them together into a whole experiente.”

(vi) Creative synthesis

“The researcher entering into this process isaighnly familiar with all the data
in its major constituents, qualities, and themesiarthe explication of the
meanings and details of the experience as a whdl&He researcher must then

achieve creative synthesis of all these componehish “ usually takes the form

9 1bid. p. 28.
%0 |bid. p. 28.
*! |bid. p. 31.
*2 |bid. p. 31
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Discussion about final chapter, Widows Weeds and general overview, AP describes all
writing as *bearifil and interesting miscellany’ but must write a st rong introcuction 1o
anchor this work, so that it is focussed and is about my practice as an arist and how
historical material culture is of interest to me. There is not enough emphasis upon
artwork, too much on historical, This must be addressed by the introduction which
should set out the argument.

to write an introduction,

A Whar an introduction dees.
1. Itsets up the argument,

B, Whar is my subject?
Describe these artefacts.

2. What is known about them? Nothing much in this field up uniil recently.
Which writers have provided a frame through which I have engaged in
meaningful dialogue with my practice as an artist? (Batchen, Stewart,
Pointon, Barnett, Kwint & Breward),

3. What is the prablem with this current knowledge?

4. How is what [ am doing new?

C. What kas prompred this research?
{. Secret Viciorians, C ontemporary Artists and a Nineteenth Century Vision,
2. Long-term interest in the following themes: see G3,
4. The relationship between body, object and remembrance.

D. The challenges studly of these objects proposes 1o the artisi? Why this stuey is
interesting. (ie, research uestions),
. How to speak about these jewels in the 21" century? These objects were made
and worn at a time of the greatest cultural codification (visual literacy of
I8the) but their significance extends beyond their time, MRl et AT
2. Bodily contact, processes of Iransaction, processes of evocation. How these I
objeets have meaning beyond cultural codes, Clothes, stones, rings words, nal b ol o
symbols, hair - how can certain historieal material artefacts that came Mo 77T
] HY contact with the body be of interest? Bfgf!a_usre it feeds my interest about Flow ped s fiin
__—  aspects of contemporary experience. — bl e fFeri e doan T Lonpts
Interest in secrets and potential of jewellery 1o hold secrcts - jewellery js ideal 2 @ ol iy
re: Stewart and secret recesses of the body. i
#. How did the worn material object mediate the process of grieving, i.c. whar [~ it
was their function? (1o stop grieving, articulate/moderate/enhance feeling?) Ak ;
3. The potential for these artefacis to yield new possibilitics for expressing baaer
aspects of contemparary expericnce (love and loss).

— 3

S Phenlial = terd I oty —

Fig. 21. Page from reflective journal.
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of a narrative utilizing verbatim material and exaes, but it may be expressed as
a... story, drawing... or some other creative forth.”

The outcomes of my research — the written thesiscampanion artworks — are
the products of my ‘creative synthesis’. | havavan on the work of Polanyi,
Moustakas and the other writers and researcheraned above because they
provide methodological and theoretical frameworksmy own research that

most closely mirror my thinking processes as aistart

In the next section, | discuss the structure ofwhiéen thesis and the dynamics

of its dialogical relationship with the artworks.

%3 |bid. p. 31.
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1.3. Methodology

My project has employed some research methodgitmaalily associated with
humanities research methodologies; others, byeviofuitheir purposeful
employment of tacit knowledge systems, are pectdiart and to the production

of interpretative knowledge through art.

Evidence gathering.
Through my literature search and review, initiabewce was gathered to enable
me to test the broad proposition that exploratibh8' - 19" century sentimental

jewellery might open up new possibilities for ardw, to address love and loss.

Early formulations of the project’s historical raseh focused upon the
relationship between photography, sentiment and enémmori, then upon the
expression of sentiment in jewellery and embroides@mplers of the Victorian
period, and then upon the uses of hair within théy. ultimately disappointing
researches in India (see page 91), coupled witheled further to refine my study
overall, ultimately led to definition of the projgscparameters as set out in section

2.2. ‘Parameters of the research’.

Consequently, my research encompassed primaryemotdary source material
addressing sentimental jewellery and also relatedsaof hair, lapidary, mourning
clothes, ritual and etiquette. It included theselstudy of artefacts and objects in
museum collections in addition to manuscripts,t;gournals and newspapers

spanning the period 1672 to the presentday.

Systems of documentation.

The research was recorded and reflected upon thrjougnal entries. One of my
most important research tools has been mainteraraceerie®f journals.
Operating as a daily diary, journals have chrodiclk text and archive-based
work; they have functioned as an essential infolnatesource and provided a
mechanism for reviewing the research. They hase played a crucial role in

enabling me effectively and systematically to oigamy project.

* The earliest being Robert Boylesn Essay about the Origine & Virtues of Gems
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The second tool has been a collection of artisitelmooks. These have facilitated
the documentation and testing of visual ideas awe Iproved invaluable. They
are expected to have a life beyond the projectdithahal notebooks in which
interviews with museum personnel, diagrammatic tirmtsof museum collections
and analysis of primary source material have tagtece, have supported the

collection of data.

Technical trials informed by the study of historicd manuals and artefacts.
These have involved testing the potential of osbépnsbsolete photographic and
hairworking techniques, alongside contemporaryretdygies and processes
including bookbinding, large format photography aligital imaging. In March
2004, | was invited to participate in the internatill Light WorkArtist in
Residence Program in Syracuse, NY, USA for one mdnfThe Residency
afforded an opportunity to consolidate studio aspetthe research, resulting in
completion of the majority of the artworkkight Workprovided access to
industry standard computer technologies, wet agctkemistry and professional
image outputting and printing facilities. Triats the following artworks were

conducted:

« REGARD: LOVEMEHfig. 1): experimentation with artist's book structures,
computer layout trials, colour tests, typefacestesid bookbinding
technologies.

» Plocacosmogfig. 2): hairworking trials in twine and hair, the desigina
hairworking table as illustrated by F.L.SThe Art of Ornamental Hair Work
and experimentation with different weights, tensiand diameters of twine to
produce different effects.

e Cyanotypegfig. 3): cyanotype exposure times, paper technologigsetiing
and the introduction of typefaces and texts usietheds employed by Anna
Atkins.

* Widows Weed§ig. 4): selection of words and reflection on formal aspetts
the artwork (colour scheme, scale, relationshigvben the three constituent

parts of the image).

%5 My residency was supported Butograph ABP (Association of Black Photographerendon.
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Fig. 24. Designing structures with two parts.

Top: Artist’s books ©Clare Bryan in Sue Doggett (1998) Bookworks, bottom: artist’s book layouts.
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Strategies towards writing.

During the course of the research, | became awaryagning debates within
practice-led doctoral fine art research concertiregrelationship of research to
practice. One particular aspect of this debatéresmpon the functions of a
written text. Katy Macleod and Lin Holdridge hadene pioneering work in this
area>® their contributions to the debate have assistetbrfiermulate a model of
structuring the project and to reflect upon théedént purposes of my written
text. Similarly, James Elkins’ observations onéTtractice-Based” PhD’, in
The New PhD in Studio A{2005), in which he defines standard researchgerm
such as ‘research question’, ‘programme of reséaanod ‘methodology’, and
their application within a practice-based reseanchlel, have been particularly

enlightening’’

Development of my model.

Study of examples of practice-based models of reeeaombined with reflection
upon my own art practice, has revealed a set offreat themes and
preoccupations that have had significant beariranupy structural approach to

my written text.

I have identified my overriding concerns as beihgracterised by interrelated
‘paired’ elements such as remembering/loss, worjerand the
material/ethereal. The ‘codified taxonomic dialegbetween the artworks and
the written thesis has been constructed by meaadedf/right dialogue in which
a ‘mirroring’ or reflection of ideas takes placéhroughout the project, it has
emerged that many of the objects researched ceuletad’ in terms of their
containing twin meanings, echoes and corresponrtahges. This mirroring has
thus become a component of all my artworks: thistatook
REGARD:LOVEMHas double facets or sets of double pages that are
purposeful dialogue with each other, thus echdmegdouble meaning of the term
‘regard’ (to ‘bestow attention’ and to ‘look’Rlocacosmosairworking trials may
be woven in a reverse formation to that of the gnibed formula to produce a

*% Macleod and Holdridge (200Zhe Functions of the Written Text in Practice BaBa®
Submissiong2002)Practice Based Research. A New Culture in DoctBiaé Art Practice
(2006) Thinking Through Art: Reflections on Art as Resharc

®" See chapter ‘The “Practice-Based” PhD’, pp. 27-31.
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Fig. 25. Reflective journal. Discussion of how to structure the research.
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surprisingly different pattern; cyanotype is a @s€in which a positive image is
produced from a negative film; and the photograptiptych Widows Weeds

which fabric reflects itself on either side of tlverds that define it.

Left/right pairings have particular connotationgny of which relate to the hand
and the work that it does. The OED defines thiehand as ‘ill-omened’ or
‘sinister’, and the right as the ‘hand which ismaily the stronger of the two’;
left/right are heraldic concepts (Sinister/Dext&grtrude Jobes, in her
Dictionary of Mythologyreminds us that “In the East, to accept anythiitp the
left hand is an affront, as it is considered vildie ‘right hand’ is however
associated with the Deity and “laid on a persorvega authority, blessings,
power, strength® the Bible refers to the hand in its instructiorthe poor in

alms giving: “do not let your left hand know whatwy right hand is doing”; the
artist Douglas Gordon notably uses the hand amaid¢gft mirroring as a constant
motif in his works, for example in the filfhe Left Hand Doesn’t Care What the

Right Hand Isn’t Doing2004).

In my written thesis, | have adopted a double-riemeanethodology using a
double-page layout with historical research presgton the right page and
analysis of, and reflection upon it, on the leftis structure, in turn, echoes the
two-stranded methodological approach of the pr@sa whole in which
historical research and art practice have conglgtariormed and ‘spoken to each
other’. By implementing a double-narrative methlody, a device used often by
novelists, writers and filmmakers, | attempt toiagk a discursive exploration of

metaphors within my chosen artefacts.

Chapter structure.
The intention of the written thesis is to providgtual and visual documentation
an exploration of the interaction between histdnieaearch of sentimental

jewellery and research through art practice, theosimstructing a ‘codified

%8 Gertrude Jobes (196B)jctionary of Mythology, Folklore and Symbplgnd symbolism is
covered on pp. 716-721.
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Fig. 26. Plocacosmos. Weights used for hairworking trials.
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taxonomical dialogue’ between them. Implementatbmy left/right page
sequence throughout the thesis is intended toree things:

(i) To narrate my experiences of researching hisabobjects, knowledge thus
gained and my contextual evaluation of it (chaptation headinglhe Artefact
(ii) To critically interpret the former through @stription of the making of the
artworks (chapter section headifdne Artwork)

(iif) To examine the nature of the connections twtnect artefacts and artworks
by reflecting upon the classes of symbolic langsagmerating within them
(chapter section headin§axonomies)

The left page works in parallel with the right ftiooing, in some respects, as a
visual analogue, or, to use a grammatical expressigimile. It mirrors the
contextual research of the right-hand page, pragidny reflections upon it and
my unfolding discoveries. Primarily, it echoes tys in which the data

unearthed have resonated through the studio work.

The written thesis is interspersed with studio saemy own personal narratives
in Courier typeface to distinguish them from other text. yhee included
because they provide insights into how | have thbagout problems and

attempted to solve them.

At the end of chapters which relate specificallytte objects of my study
(chapters three to six) | present summaries iridima of a bullet-pointed grid. Its
function is to reflect upon my historical researctihe classes of languages within
my chosen artefacts — and how these classes havead my thinking and
making. This strategy of presentation is consomattt the project’s taxonomical

approach and with its preoccupation with the taxoies of jewels and cloth.

Ancillary aspects of my methodology, which | coresigeripheral to the actual
making and writing processes of the research, ispeissed in Appendix B

‘Research Strategies.’
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In the next chapter (Chapter two), | outline vas@spects of the contexts of my
research. These include a review of relevantditee, the parameters of my

research and how art practice has provided a cbftermy enquiry.
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2. Chapter two: Research contexts

2.1. Reviewing the existing literature

The primary focus of my literature search and newieas upon the ways in which
sentimental jewellery and its components function€dis, and the subsequent
research of primary sources that it prompted, sipgany thesis, at the outset of
my project, that such jewellery was occasioned tar greater variety of life
changes, feelings and emotional nuances than isncoiy acknowledged. My
review encompassed the literature on sentimentadliery and also related areas
of hair, lapidary, mourning clothes, ritual andjettte. More broadly, | have
selectively reviewed relevant literature relatingtie main contexts of the project,
namely: contemporary fine art practice@ntury material culture; words and
etymology; approaches to thinking about the handmiadir and hairworking;

and historical and contemporary fashion.

The prominence of sentimental jewellery in Victarimourning culture has led to
its being overwhelmingly associated with death gnelff. Apart from death,
sentimental jewellery was made and worn to betokany other significant rites
of passage (birth, betrothal, matrimony), as welpeofound love for children and
spouses, intense friendships, passionate love batmen and women, and
eternity. Perhaps more than anything else, tsiase of hair that has come to
epitomise popular conception of much sentimentaéjery as maudlin and
overwrought (as ‘sentimental’ in the pejorative seof that term), and that has
rendered it peripheral to S@nd 21 century academic interests. This view is
exemplified by author Ernle Bradford, who writesEnglish Victorian Jewellery
“When an aspect of jewellery has struck me as beartgcularly worthy of the
student’s and collector’s attention — such as deded filigree gold-work — | have
devoted space to an analysis of both its techaitdlaesthetic aspects. On the
other hand, what seem to me aberrations of takéshuman hair jewellery, |
have been content to dismiss in a sentetice

%9 Op. cit. Bradford (1959) pp. 11-12.



FIG. 57— dunerel of His Royal Highwesr ihe Pravece Lt of Windsor, December 23, 1561

Fig. 29. Funeral of His Royal Highness the Prince Consort.
Davey (1889) A History of Mourning. London, Jay’s.



Because of its marginal status in art historicahte sentimental jewellery has
hitherto received little serious academic scrutiiijrere are only three books
dedicated to it, two of which are no more than papsurveys for the amateur
collector®® Mourning jewellery, a sub-section of the genaee$ slightly better
and, although no book is devoted it, it is docurednh a number of general

cultural works on Victorian deafth.

Sentimental jewellery is an aspect and materialifestation of Victorian
remembrance. Although not all the artefacts undgrussion are of a funereal
nature, the research therefore acknowledges tlieeata literature on western
attitudes to death and commemoration. Introdubisgheories on grief, the

author Neil Small defines its categories:

“Grief is the pain and suffering experienced alitsis; mourning is a period of
time during which signs of grief are made visildad bereavement is the process

of losing a close relationshify”

There exists much research, from the perspectitieec$ocial sciences that
examines death’s outward material expression arat pgopledo when someone
dies, rather than what thégel®® My project focuses upon what Small has
described as the “signs of grief made visible”iomther words, the
institutionalisation of sorrow through its manifasbn in garments and social
codes. Philippe Ariés, who has been at the fon¢fod contemporary critiques of
death and its consequences, has written expansiadipth western death as a

collective experience and on the ritualization @fuming. Ariés describes how

80 Luthi (1998)Sentimental Jewellegnd Cooper and Battershill (1972ictorian Sentimental
Jewelleryare aimed at the hobbyist market; Shirley Buryiier Keeper of Metalwork at the
V&A, producedAn Introduction to Sentimental Jewelleny1985. Finger rings, including
mourning rings, appear to form a separate categfosgntimental jewellery and are well
documented by Evans (193&hglish Posies and Posy Ringinz (1917)Rings for the Finger
Oman (1974PBritish Rings 800-1914nd Scarisbrick (199&ings: Symbols of wealth, power and
affection

®1 See Stevens Curl (2000he Victorian Celebration of Deadnd especially Llewellyn'$he Art
of Death(1991). Also, see Marcia Pointon’s work discusisdelr.

%2 Small in Hockey, Katz and Small (200&)ief, Mourning and Death Rituap. 20.

% The major international conference in the fieldlefith studiedeath, Dying and Disposais
held annually in Bath; key journals in the fiel@ dortality andDeath Studieskey texts in the
field of death and bereavement include Tony W4t60©9)On Bereavement, The Culture of
Grief, Colin Murray Parkes (199Death and Bereavement Across Cultused Ralph
Houlbrooke (1989peath, Ritual and Bereavement.
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The Vicarage Prl'cjﬂl

Doversley Road
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fia— Kings Heath 5
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Birmingham Bia BNN Crpasioelld 4

Dear Bharti,

Blease find enclosed my lacture plan far the Curator Talk, The Otherness of Childhood in 'A
Show af Emattom: Victerian Sentiment in Prints & Drawings' that | was due to presenton 3
May. | am sorry that Iwas absent from the VE:A due to illness that day and that you were
unable to hear my talk, | hope the enclosed nates are of interest to you. Thie talk would have
referenced objects from the temparary display A Show of Emoticn: Victorlan Sentiment in
Prints & Drawings that is on show at the V&A 7 Decernber 2005 - 10 September 2007. There

e is some more Information about the display on the V&A website and examples of some of
the works that we would have discussed during the talk. The direct link to the webpage Is:
higp:/ fwrwvs vam ac.ukicollections/prints_boaks/victerian_sentim ent/index.htm|

Yours sincerely

Fig. 30. Reflective journal. Discussion of exhibition with V&A Museum curator.
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his notion of a ‘tamed death’ (or the medieval ‘dateath’) was superseded by
the rise of Romanticism in the late™&9" centuries, which promoted the idea of
the ‘romantic’ or ‘beautiful’ death, characteridegldramatic shows of emotion
and its paraphernalia. Aries’ works on death r&@and how they serve to
reinforce collective experience have been highljpential upon writers on death

and material culturg&®

With its unprecedentedly high mortality rate, deiatthe Victorian period was

not remote, but an ever-present redityin the exhibitiorA Show of Emotion:
Victorian Sentiment in Prints and Drawingsld last year at the V&A, exhibits of
paintings and popular prints spanned the grandékesfilove, the passing of
time, childhood, urban tragedy and death and remamele. Sentimental subjects
of the period, however, extended to genres ofteréxpression beyond those of
the prints and drawings contained in the exhibiaiad included, for example,
sheet music, love letters, funeral stationery, Maes, keepsakes and, later,
photography (life and mortality portraits). Deattought people together, and
19" century British society encouraged public exp@ssir a suitable
‘sentimental response’ to grief. The artists amdlens who created these objects
repeated recognisable languages and motifs whidified death, making them
instantly recognizable to the audience that theyesk thereby “creating an
exchange of emotional supply and demand, and fogtarsense of communal
feeling”.?® Thus, artefacts such as epitaphs, embroideregleesmpopular prints,
and especially worn items like jewellery and mongnclothes, served as poignant

yet visible reminders of death’s inevitabilft{.

% Philippe Ariés’ discussion of death rituals in {9 Western Attitudes towards Death from the
Middle Ages to the PresenHis work is cited by the following authors: Llellyn (ibid) and
Stevens Curl (ibid)Patricia Jalland (199&)eath in the Victorian Familgnd (1999)ictorian
Death and its DeclineJohn Morley (1970Death, Heaven and the Victorigniuilian Litten (1991)
The English Way of Degtand David Cannadine (198@jar and Death, Grief and Mourning in
Modern Britain

%% In the latter half of the 1Bcentury, the death rate of infants under one géage was
approximately 153 for every thousand live birtisevor May (1996)he Victorian Undertaker,
p. 4.

% Statement from display panels fréxrfShow of EmotiarVictorian Sentiment in Prints &
Drawings 7 December 2006 — 10 September 2007, V&A Musdumgon. Visited 3/5/07.

®7| have seen a fascinating sampler made by a ygith@harlotte Waite, which commemorates
her cheating death — her survival of a leg ampantatit simply statesChloroform June The 9.
1848. Hunterian Museum (Royal College of Surgeons)
http://www.rcseng.ac.uk/museums/surgicat.hial RCShM/Z 67.




Fig. 31. Musings on memory and material culture.
“Metaphors of memory often highlight the notion of containment and so their ability to remember is frequently

represented as the act of storing something in a vessel or structure [beehive, storehouse, encyclopaedia, relic’].”s3

®8 Hallam and Hockey (200Death, Memory and Material Culture. 27.



Historians are in general agreement that the aliagifunction of mourning
jewellery was to evoke sentiment for the purpogemmemoration. The
primary objective of such jewellery seems to hagerbto increase public
visibility of the occurrence of death through arfyphig the processes of
mourning. The funerary historian, Nigel Llewellymhose studies have focused
upon the period 1500-1800, has pointed out thatithel culture of the English
death ritual was aimed at the bereaved and whotlyhie living, and did not
concern itself with the fate of the dead. Thistgesformation view extends to
the commemorative material culture of the Victonpamiod, a time widely
understood to be the heyday of sentimental jewependuction and use. In her
discerning examination of Victorian customs anddfg] historian Patricia Jalland
proposes that external symbols of remembrance, asiamourning dress, helped
to identify the mourner, and thus assisted in mhong a helpful rite of passage for

the bereavef®

Recent relevant work has begun to emerge in tie dfememory and material
studies’® The writings of cultural historians Elizabeth Hah, Jennifer Hockey,
the American writer on photography Geoffrey Batched art historian, Marcia
Pointon have all proved relevant to my study: tinark has provided provocative
and stimulating contexts for development for my avmderstanding of historical
artefacts and their contemporary contexts, andifoating this understanding as,

and through, art practice.

The works of Hallam and Hockey Death, Memory and Material Cultu@001)
have proved useful to me for their discussion efilearing of symbolic and
ritual attire as an ‘embodied practice’. As itahwed jewellery, embodied
practice typically meant the wearing of mourninggs, brooches and lockets,
often containing the hair of the commemorated petsapped behind glass. The
forms and types of pieces containing hair wereesnély varied, with their
contents skilfully fashioned to resemble plumegeathers or bunches of flowers,
for example. A lock of hair which, as dead matéxists as both a part and a

%9 Op. cit. Jalland (1999). See chaptersThe Consolations of Memory: The Role of Memory in
the Grieving Procesand 15 Rituals of Sorrow: Mourning Dress and Condolencttdra James
Stevens Curl shares this viewpoint in footnote 261.

"0 By this, | mean explorations of memory through ineterial objects of death and remembrance.
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Fig. 32. Triple knot hair brooch, ¢.1880.

“This is an unusual design, and may have been done by siblings in a family.”

©Jane H Clarke, Morning Glory Antiques, USA.
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product of the body, was readily linked by the grzans with death and
remembrance, and jewellery encompassing or madef datir therefore

constituted a potent, symbolic embodiment of theedsed.

Hallam’s and Hockey’s investigations of how theariiy maintain ongoing
relationships with the dead, especially througlr ttesidual bodily belongings,
have also helped to position my study. Given ttiesis that embodied practices
(as manifest in material fragments, relics andesaplay a central role in the
mediation of memory, their questioning of the dbady’s function in sustaining
memory for the living is germane. They track difiet historical approaches to
the corpse: the sculpted corpse in stone as funeranument; embalmers’
refashioning of the corpse into visual likenessest the redeployment of the
corpse through the uses of blood, bone and haichndre regarded as powerful
memory objecté! Their discussions of embodied practices and®f th
significance of the visual in shaping memory hak@vgled me with historical
insight into anthropological approaches to deaththe role of material culture
within it, and have thus complemented my readingrids’ and Llewellyn’s
work. In ways that have also been of value to esgarch, Hallam and Hockey
extend their engagement with the physical bodyxpfaing the role of touch in
forging relationships between visual images ancenwdity. They explore the
material dimensions of post-mortem photographyraecorial photographs
(such as card, frame and album) and consider, edlgephotographs juxtaposed

with a lock of hair.

Touch is also a focus of study for Geoffrey Batch&vhile my project does not
consider photography within jewellery (photograploickets, post-mortem
photography and suchlike), the making of one seud¢omes — a photographic
suite of prints;The Cyanotypes has benefited greatly from insights gained from
Batchen’s worK? Batchen’s primary concern is the materialitytu t

photograph. (Although photographs are images, éineyalso objects).

" Op. cit. Hallam and Hockey (2001) p. 132.
2 My reasons for not exploring photography withiwgdlery are outlined in the next section, 2.2.
‘Parameters of the Research’.



" apart from its exclusivity and its associations with wealth, vanity and exploitation, it operates at
transitional points where economic and aesthetic dynamics merge, it is designed for show but often
hidden, it depends upon imported minerals which require superlative human skill for their
transformation into a socially meaningful artefact. Jewellery is an extension to the body and is without
apparent use value. At the same time the very preciousness of the materials with which it is
constructed constantly threatens it with destruction: gemstones can be re-set, and gold can be melted

down and used again.""®

Fig. 33. Marcia Pointon explores the ambiguities of jewellery.

3 Pointon (1999 Public and Private: Jewellery in Eighteenth CewtEngland in Consumers
and Luxury Berg and Clifford p. 123.



In his book,Forget Me Naothe explores photography and remembrance, and
implicitly the locket and its relation to the boffy| have made photographic
representations of lockets using a historical pgea# the Victorian period
(cyanotype), the determining characteristic of whgphysical contact. The
dominant motif of both the photograph and the loakéouch; for the locket, as
Batchen reminds us, is designed to be touchedtetithes back, casually grazing
the pores of my skin with its textured surfat&s The photograph, too, affords
potential to express correspondences and physealary through the materiality

of its printing processes in which image is prodlbg ‘contact’ with its negative.

As | have already noted, there is little dedicateldolarly work on sentimental
jewellery. Lack of attention to it is also evindeyglthe limited and dated range of
information contained in wider jewellery surveystioé period, produced largely
by jewellery historians or amateur collectors ia i970s. Such surveys are
almost exclusively confined to historical and myogirveys of the form,
recording stylistic development, commercial valueyw and by whom jewellery
was made, and to whom it belonged; consequenty, ldtk of scope and cultural
analysis’® Shirley Bury’s significant contribution to theefd —Jewellery, The
International Era(1991) — is regarded as the definitive work oérehce’”

Despite its technical detail and historical accyrdowever, this and others of

Bury's books are nonetheless limited in their catial scope.

Overtly theoretically and culturally grounded acadteresearch has only started
to emerge relatively recently, through the publstverk of Marcia Pointon. Her
work of the last decade has begun to revolutionisierstanding of the

significance of sentimental jewellery, and hassiesi my reflection upon its

™ The bookForget Me No(2004) is a catalogue for the exhibition of the same na®ee
footnote 102.

"5 Batchen (2004 Ere the Substance Fade, Photography and Hair Dewyén Edwards and Hart
(eds.)Photographs Objects Histories: On the Materialifimages.Batchen discusses a small
locket containing a photograph of an anonymous amhhuman hair purchased on an Internet
auction site.

® With the exception of Bury, (see footnote 46)dadlthe major extant published works on
jewellery of the period under consideration addeesgimental jewellery as a small sub-category
of Victorian jewellery. Authors of such works inde Becker, Bradford, Flower, Gere, Munn,
O’Day, and Scarisbrick (see bibliography for dedail

" Her other two books arn Introduction to Sentimental Jewellg#985) andAn Introduction to
Rings(1984).



Fig. 34. Fools gold.



paradoxes, or ‘ambiguitie®. Pointon points out that, while such jewellery sloe
not especially interest the jewellery historianggibly because of its inelegance
and mass produced nature), it is of immense intévebe writer or artist because
it is atextual artefactdifferent from other texts in that it is threevdinsional and
bears a peculiar relationship to the bddyRecently, Pointon has focussed on
jewellery as commaodity, exploring its problematndlaften contradictory status
within the economics of the wider material cultofehe 18" and 18" and

centuries.

Although Pointon’s interests lie predominately witlourning jewellery rather
than with other forms of sentimental jewellery,tmadar aspects of her analysis
have helped formulate my critical evaluation of #inefacts that form the focus of
my study. Firstly, she talks at length about thle of jewels in the cultural and
temporal mediation of the physical body. Hair ditmonds are a case in point:
locks of hair are culturally recognized as memesntfehe dead because they are
“physical objects that function socially as dedianmas of loss and triggers to
memory” and “the human body decays and rots (@fitecycled) but the
diamonds it wears outlive it by thousands of y&&¥s.

Secondly, she discusses jewels in terms of theitradictory status —

small/costly, portable/loss, hidden/ostentatious r@me/melt down. Thirdly, she
observes of the etymology of ‘jewel’ thgbaille derives fromjoie (joy) or,

perhaps, fronjeu (game).®! Revelation of this etymology has been tremendousl
exciting to formulation of my own conception of jellery as the transaction of
emotion through processes of wordplay, games alutes. Fourthly, Pointon
describes eruditely the transformative potentiahefjewel gem [...] suggests a
raw mineralogical elemengwelimplies a complex intertwining of nature and

artifice, the absorption of the geological into thdtural.®> Her ideas about

"8 She refers to the term ‘ambiguities’ several tinse® essay¥aluing the Visual and Visualizing
the Valuablg1999): Jewellery and its AmbiguitiesdJewellery in Eighteenth-century England
(1999)
¥ Marcia Pointon (199@)Wearing Memory: Mourning, Jewellery and the Baufrauer Tragen
— Trauer Zeigen. Inszenier Rungen der Geschlechper65-66. My research, as discussed in 2.2.
‘Parameters of the Research’, does not encompass-pnaduced jewellery.
8 |bid. Pointon (199%)Wearing Memoryp. 73 and p. 8.
Z; Op. cit. Pointon (1999)Valuing the Visual and Visualizing the Valualpe 2.

Ibid. p. 2.



Fig. 35. Enamelled gold and woven hair rings under rock crystal panels.

©V&A Images/Victoria and Albert Museum PH.60-19852006 AN8700-2



transformation extend to the quality of gems: tigtothe invention of faceting,
diamonds are transformed from ugly, opaque lumpsak to ‘reflect’, ‘glitter’
and display their characteristic ‘play of fire’.h& potential for metaphorical
‘play’ through words and terms associated with jésve has emerged as an
important aspect of my research and its outcomayg m ‘reflect’, especially so)
and has provided for the methodological structudgfithe written thesi&®

A final influential aspect of Pointon’s researcls lieen her discussion of the
potential of hair in jewellery to evolve and tramsh. She observes how, in the
17" century, hair was recognizable for what it wake-physical presence of the
absent body; in the faentury, however (arguably the height of sentirmlent
jewellery), hair wasngeniously disguiself. In other words, it was: hidden in
compartments that lay close to the wearer; recandidjinto flowers or plumes of
feathers; formed as the entire body of the jewar{egs, bracelets); chopped or
ground into the pigment to make tableaux in locR&t¥he notion of
‘transformation’ became an important motif of mgearch, especially as it
relates to hair and hairworking. Pointon’s intéiasentimental jewellery is
focussed upon the economies of'18late 19 century jewellery and, to some
extent, my project has sought to build upon wogk #he has achieved through
bringing perspectives afforded by practice-led aede and attendant fine art

methodologies.

In addition to hairworked artefacts, my researahsters codified messages
conveyed by means of emblems or ‘devices’ contamiddn amatory lockets.
Such devices evolved from those within memento fewvellery of the 1%
century, which overtly denoted mortality (skullsffins, angels). Emblems and
devices form the basis of all sentimental jewelféryThe 18 and early 19
centuries saw mourning and sentimental artefattsatad with more allegorical
devices such as hymeneal torches, butterfliess@h, padlocks (I have the key

to your heart), true-lovers knots (eternal devatimaving no beginning or end),

8 ‘Reflection’ is discussed in detail in 1.3. ‘Methmogy’.

8 Op. cit. Pointon (1998)Wearing Memoryp. 74.

% Ibid. p. 74.

8 Seventeenth century mourning jewels featured hdeahblems fashioned out of gold wire and
placed upon a ground of plaited hair and incorpogatiphers of the deceased — all of which were
encased behind a transparent crystal plaque. Bexxtiellent collection of the V&A.
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Fig. 36. Plocacosmos. Hairworking trial: limagon’.

87 Creer (1886).essons in Hairdressing\ coil.
Collins Gem French:English Dictionary: A snail.
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and French ‘corruptions’ such as pansies (denatiad-renctpensée- (penser

to think of)). Much literature exists on the sudtjef emblematic devices such as
these, but very little tracks their development aigghificance within sentimental
jewellery® To date, | have been unable to identify any iptdepublished
research that discusses jewels of the period cdusreny research that contain
conundrums, conceits or codes specifically intertdeald seduction or to express

love.

With one of my aims having been to test the poédwti sentimental jewellery
and associated craft practices to provide a safradusion, metaphor and
symbolism for examining human feeling (love ands)atrough contemporary
fine art practice, | conducted preliminary reseantb metaphors and how they
work. In this regard, Zoltan Kdvecses’s writingldarary devices and the
language of emotion in literature has aided my wstdading of their operation
within material artefacts relating to love and log#s The Language of Love: The
Semantics of Passion in Conversational Englisivecses investigates language-
based models of love (linguistic expressions negato love in everyday English)
in order to shed light upon conceptual models véf§ He explores a range of
metaphors and their respective idiomatic expressiowe as fire (he walsurning
with passion); love as food (she’s m#getheart); love as unity, of two
complementary parts (we werfde for each other); love as valuable object (you
are myprecious/treasure). Kovecses’ work has supported my exploratiorhef t
various text and image components in some of tieljery that | have studied,

particularly those within amatory lockets.

Very recent research within fields relating to sedy of sentimental and
mourning jewellery includes Helen Sheumaker’'s Ph&sisA Token that Love

8 Only Bury’sIntroduction to Sentimental Jewellgf985) has a short introduction to emblems.
Other key works dedicated to the field of emblemnes Blario Praz (1964%tudies in Seventeenth
Century ImageryRosemary Freeman (197Bhglish Emblem Bookand Philip Ayresed (1969)
Emblemata Amatoria 1683Articles on emblems consulted in specialist jewgller hobbyist
magazines include Geoffrey Munn (1994)e Jewelry of LoyéAntiques (USA) and Davida
Tenenbaum Deutsch (1998welry for Mourning, Love and Fancy 1770-18Blagazines
Antiques.

89 Kovecses (1988Fhe Language of Love: The Semantics of Passiomivé&sational English.
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Fig. 37. Receipts (recipes) for hairworking patterns from The Art of Ornamental Hair Work (1856) by F.L.S.



Entwines® Sheumaker’s project is important and alludes tat®n’s work:
concerned exclusively with American hairworking girees within the context of
white middle class domesticity, it is the only extdoctoral work on the subject
of hairworking (both hair in jewellery and as domiesraft) that | have been able
to identify® | have been unable to trace any published ddotare that
specifically addresses 1&nd 18' century hairworking as it relates to jewellery
production in Europ€® My own consideration of hairworking speaks to my
underlying concern with jewellery as a site of syhidexchange and with the
material manifestation and expression of sentimad{ unlike Sheumaker’s, my
research is practice-led and its findings a prodfithe practice-led methods of a

fine art research methodology.

Tracey Fletcher’s fascinating MPhil research orrlsend gem lore has provided
useful background information for my project, bistdate parameters place it
outside the timeframe of my reseaf¢hAnother PhD thesislewellery: Memory
and Mortality in Contemporary Britairhy Clare Barratt, is nearing completion at
the time of writing and explores specifically thgewf hair, bones and cremated
remains in contemporary jewelle?y. Thus far, | have not found any published
work that elaborates upon, or analyses at lengtivéinious contexts of
sentimental jewellery, and | suggest that it remditie understood. By placing
renewed focus upon what has come to be a largstgghrded phenomenon of
the Victorian period, | intend my research to anl@merging, expanded

% Nineteenth Century Hairwork and the American Whitddle Class University of Kansas,

USA, (1999).

1 Sheumaker (2007) University of Pennsylvania PléS#. Aspects of the thesis have
subsequently been published.iove Entwined, The Curious History of Hairwork imérica

(2007).

2| am, however, aware of an MA study by Pompi P#rat also examines hairworking, but from
a different perspectivé&trands of hair: jewellery and lace made from huraad horsehairA

study of the makers, their tools and technigugsuthampton University.

% Tracey Fletcher (1994)he Symbolism of the Pearl and other Precious Gemreation to the
Ideology of the Middle AgedvPhil Thesis, Birmingham University.

% Clare Barratt is a PhD candidate at Central Sdantins College of Art (now LCC). In an

email dated 10.02.05 she outlines her project .m‘1Boking at the relationship between form and
function with reference to historical relics andmanto mori pieces. My broader PhD topic is
object-based, looking at contemporary jewelleryakitieferences historical ideas of mourning and
Memento Mori in design or use. | have a theoréicademic background, sociology/cultural
studies/design history but have drawn heavily @wibrk of various practitioners for my sources
of study but am not a visual artist or jeweller elf:§



Fig. 38. Plocacosmos. Hairworking trial: ‘suspension’.

understanding of the cultural role and significantée jewelled artefact of the

time.



As the research involves interrogation of histdreraft objects, | have taken note
of debates surrounding the usefulness of applyiegretical frameworks to
consideration of the conception, production andsaomption of contemporary
craft. (These are discussed in detail in secti@n‘Analytical and intellectual

frameworks’).

My understanding of contemporary critiques of th#ural and social meanings
of craft, especially jewellery, has been enhangedaious exhibitions and
accompanying texts, includiniylaker, Wearer, Vieweturated by jeweller Jack
Cunningham, who explores themes of narrative anteng Process Workand
Then and Nowcurated by Caroline Broadhead, which exploregyeetvely,
jewellers’ thought processes (i.e. as opposeddditished objects that they
produce) and the meaning of jewellery beyond tlsthatic; andNew Directions
in Jewelleryl andll (influential texts exploring the extended pracide

contemporary jewellery}

Some of the most innovative work questioning theaoalue of jewellery has
emerged from writer and jeweller Jivan Astfalck,ondiscusses jewellery as a

fine art methodology.

“It is not necessarily the ‘art-full’ [sic] craftingf the object or an obvious radical
aesthetic which defines some jewellery as a fih@ractice; but, more
interestingly, it is the integrity of enquiry, kntedge of contemporary cultural
issues, confidence in using artistic strategiestaadhought processes which
inform the making practice and thus push the bouesl@af the discipline. These
artistic methodologies differ from a ‘classical’siign process insofar as they take

% Cunningham (2009ylaker Wearer ViewerProcess Works: an exploration of the creative
inspiration and developmental works of 5 contempojewellersat Unit 2 Gallery, London
Metropolitan University, 2007 (exhibition and bopkhen and Noweurated by Caroline
Broadhead at Barrett Marsden Gallery, London, 2@&fibition and book)New Directions in
Jewellery landll (2005 and 2006) (book), which document key devalepts in the field
including essays by prominent jewellers. See bishphy for further details.



silver, n. anda.

IV. 21. Special combs.: silver-balli (see quot.); silver band, a brass band with silver-coloured
instruments; silver bar (see quot.); silver bath, a solution, esp. of silver nitrate, used for sensitizing
photographic plates and printing paper; a dish to contain this; silver-beggar, -black (see quots.);
silver blond(e) a., of hair: of a very light, silvery colour, esp. as the result of bleaching (cf. platinum
blond(e) s.v. PLATINUM 2c); silver bridal = silver marriage; silver bronze (see quot.); silver
caustic, lunar caustic; silver collection, a collection of ‘silver’ coins (or of money of no denomination
lower than these) made at a meeting, etc.; silver cord, (a) used in phr. the silver cord is loosed and
varr. (in allusion to Eccl. xii. 6) to signify the dissolution of life at death; (b) a symbol of excessive
devotion between mother and child; silver doctor , an artificial fishing fly having a body of tinsel;
silver-eyed a., wall-eyed; silver-feast = silver wedding below; silver-fizz, an effervescing drink based
on gin and egg-white (cf. FIZZ, FIZ n. 3); silver-foam, litharge; silver-fork, used attrib. to designate a
school of novelists about 1830 distinguished by an affectation of gentility; also applied to later novelists
displaying similar characteristics; silver glass (see quots.); silver-glet, litharge; silver handshake, a
gratuity given on retirement or as compensation for dismissal from one's occupation (of less value than a
golden handshake); silver hell slang, a low-class gambling saloon (cf. HELL n. 8) (obs.); silver-hider,
a miser; silver jubilee: see JUBILEE n. 3a; Silver Lady, an epithet applied to Miss Elizabeth Baxter (d.
1972), philanthropist, from her custom of giving silver coins to the down-and-outs of the Embankment in
London, used attrib. to describe a charitable organization (and its appurtenances) which distributes food
and hot drinks to vagrants; silver lustre, a composition used for silvering potter's ware; silver-
marriage (in Sc. form siller), a marriage at which each guest contributed a money-offering; silver
medal, a medal made of or resembling silver, awarded as the second prize in a contest, esp. in the
Olympic Games; hence silver medallist; silver oar (see quot. 1867); Silver Office, an office formerly
attached to the Court of Common Pleas; silver piece (see the quotation for silver bar); silver-pill (see
quot.); silver-point, (a) the process of making a drawing with a silver pencil on specially prepared
paper; a drawing made in this way; (b) the freezing point of silver under normal atmospheric pressure
(about 962°C), as a thermometric fixed point; silver-pointed a., coloured or tinged in the manner of a
silver-point drawing; hence, as a back-formation, silver-point v. trans., to cause to appear so; silver
polish, a polish used for cleaning and brightening silver; silver-powder, a preparation of bismuth, tin,
and mercury, used by japanners, etc. (Knight, 1875); silver print, a photograph produced by silver-
printing; silver-printing, (a) the process of producing a photograph on paper sensitized with a silver
salt; (b) printing in which the letters, etc., have a silver colour; silver quinsy = silver sickness; silver
rain (see RAIN n.1 4¢); silver ring Racing (see quot. 1921) (cf. TATTERSALL 1b); also attrib.; silver
sand, a fine white sand used in horticulture, etc.; silver screen, a cinematographic projection screen
covered with metallic paint to produce a highly reflective silver-coloured surface; usu. transf., the cinema
generically, considered as a medium for such film projection; silver service (see quot. 1970); Silver
Shirts U.S., the name applied to the Silver Legion, an American fascist, anti-Semitic paramilitary group
founded in 1933 and disbanded in 1940 (cf. BLACKSHIRT); silver-sick a., avaricious; silver sickness
(see quot. 1706 and cf. silver quinsy above); silver-side, the upper and choicer part of a round of beef;
silver-skin, (a) a variety of potato; (b) an inner skin on coffee-beans; silver solder, a solder partly
composed of silver; hence silver-solder v. and silver-soldering vbl. n.; silver-spat, a silver-bearing
rock; silver-spoonism (see quot.); silver squinsy, = silver sickness above; Silver Star, a decoration
for gallantry awarded to members of the U.S. Army and Navy (see quot. 1941); also Silver Star medal,
silver state U.S., a state producing silver, or advocating free coinage of silver; spec. (with initial capitals)
Nevada or, less freq., Colorado; silver steel, a fine steel containing a small amount of silver; silver-
stick (see quot.); silver stone, a variety of granite; silver streak, the English Channel; also attrib.;
silver string (see quot.); silver table, (a) a table made of or plated with silver; (b) a table used for the
display of silverware, freq. with raised edges (and a glass lid); silver-tail, -tailed a. (see quots.); silver
tea N. Amer., a tea-party at which the guests make contributions (typically, of ‘silver’ coin) to charity;
silver thaw, the phenomenon of rain freezing as it falls and forming a glassy coating on the ground,
trees, etc.; (see also quot. 1867); silver thread, used attrib. to denote a variety of ironstone; silver top
U.S., a disease in grasses which whitens the upper part of the stalk; silver web, a kind of confection in
sugar; silver wedding, the twenty-fifth anniversary of a wedding (cf. silver-feast above); (see also
WEDDING vbl. n. 2b); silver weight, (a) the weight used for silver; (b) the equivalent weight in silver;
silver-worm, a glow-worm; silver wreck, a wrecked silver-ship.

Fig. 39. ‘Silver’, OED online, http://dictionary.oed.com/




their dynamic from a content-based enquiry rathantfrom a purely formal,
material-based or skill-driven approach

These recent conference papers and exhibition®darticulate new dilemmas:
similar issues were interrogated ten years agoserias of influential Crafts
Council conferences, entitlédaking and Metaphotthe published proceedings of
which have proved a valuable resource for shaping myoagprto conducting
my own research’ Making and Metaphoand subsequently published material
begins, collectively, to map a course towards dedrand articulating a new
language in which ‘making’ can be meaningfully dissed. It has proved
invaluable to my practice-led analysis of Victor@njects and their
interpretatior’™® Seven essays have provided particularly pertipeintts of
referencePerceptions of Value: The Role of Silverware ini&ga which the
author, Helen Clifford, explores language and migbajin maxims about silver;
Out of Touch: The Meaning of Making in the Digikajeby Pamela Johnson,
who discusses practitioners’ frustrations in thealation of their preoccupations
with materials and process@®xtiles, Text and TechaadFolding and
Unfolding the Textile Membrane: Between Bodies Arathitectures py Victoria
Mitchell, Senior Lecturer in Critical Studies at Mach School of Art and
Design, in which she discusses the relationshiwédxen textiles, words and
etymology;Significant Work: Towards a Framework for the Urgtanding of
Craft Practicesn which James Evans discusses the absenceioéklinguages
for the making and reception of craft; and, mogtemantly, essays that discuss
the notion of ‘tacit knowledge’ in making, suchAlgson Shreeve’sMaterial

Girls — Tacit Knowledge in Textile Crafésmd Mary Butcher'sPersonal Practice

% Astfalck (2005)New Directions in Jewellery. 19.

7 A series of conferences in the late 1990aking and Metaphoaddressed the lack of critical
frameworks for talking about craft practice. Psbéd proceeding included Tanya Harrod (ed.)
(1997)Obscure Objects of Desire: Reviewing the CraftthenTwentieth CenturyPamela
Johnson (ed.) (1997/199R)eas in the Making: Practice in Theodulian Stair (ed.) (1998/1999)
The Body Politic: The Role of the Body and ConteanycCraft. | am grateful to Dr. Jivan
Astfalk of the School of Jewellery, UCE Birminghdan bringing these texts to my attention.

% Essays by Clifford, Johnson and Mitchdlektiles, Text and Technean be found i©bscure
Objects of Desire: Reviewing the Crafts in the Tiegin Century(1997); by Evans and Shreeve in
Ideas in the Making: Practice in Theof%¥997/1998); and by MitchelFplding and Unfolding the
Textile Membrane: Between Bodies and Architecjusad Butler inThe Body Politic: The Role of
the Body and Contemporary Crdf998/1999.
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WEEKDAYS 10-11AM, SATURDAYS 4-5FM ﬂlﬂd

woman’s hour

society archive

[«)] Listen to this item|

The etiquette of
mourning in Victorian
times.

In the Victorian era, a
woman was expected to
wear mourning clothes for
two and a half years after the death of her husband. He,
meanwhile, had to wear a black ribbon round his hat for just
three months. Mourning became a huge industry in the age of
Queen Victoria with vast emporiums opening up around the
country to supply appropriate clothes and accessories - vital
at a time when you could easily become a social outcast by
wearing the wrong thing. Lesley Hilton went to meet Mairead
Mahon, an historian at Trinity and All Saints College in Leeds
and Rosemary Hawthorne, a social historian who has a
private collection of Victorian mourning clothes and fabrics.

Fig. 40. Mourning Clothes, Woman’s Hour. BBC Radio 4 website.

http://www.bbc.co.uk/radio4/womanshour/04/2007_ 45 wed.shtml

80



and the Expression of Theoretical Principles indit@nal and Modern

Basketmaking.

Like jewellery, mourning dress in the Victorian éras received patchy academic
scrutiny. Jewellery and mourning clothes are tyedosely linked, as both were
worn for their potential to stimulate memory. Skene who have written about
mourning dress have spoken largely from perspectiwéhe social sciences, and
have reviewed dress in relation to its strict, falized codes and to wider social
and cultural attitudes to death and grief. Sompales of mourning are complex
and are well documented by social and funerarytiats. There are two major
books on mourning fashion: Lou Taylor’'s (1988)urning Dress, A Costume
and Social Historyand Cunnington’s and Lucas’s (197)stumes for Births,
Marriages and DeathsBoth are now dated, and both survey mourningucost
of the Victorian period as small subsections witi@ context of other historical

periods.

As on material culture and memory, some very irstiang work has been
conducted on the subject of cloth and memory. ifukides Pennina Barnett’s
and Pamela Johnson’s influential bodkxtures of Memorg999), and work by
Victoria Mitchell and Kitty Hauset® The potential of cloth and clothing both to
evoke memory, and to possess an innate memorgamplex subject. By
memory, | imply not only memory of the deceased,dboth’s capacity to stir a
wider range of memories through its materialitygd #s capacity to ‘hold’ a real
physical trace — through the shape of a worn stiothie feeling of a glove, or the
potential for elastic to resist and return. Thestntialities have informed my
development of artworks, in particular the hairwogktrials in which the
sculptural form holds the memory of its mould. M&lugh | acknowledge the

significance of others’ work on cloth and memohg focus of my own research

% |n the catalogu@extures of Memory: The Poetics of CI¢899) accompanying the exhibition
of the same name, Barnett and Johnson begin bydémgi us of how our bodies are always in
contact with cloth and how cloth is potentiallyragtaphor for the layer between ourselves and
others”. See also Victoria Mitchell (1997Mextiles, Text and TechimeHarrod (1997), an#olding
and Unfolding the Textile Membrane: Between Bodieb Architecturegn Stair (2000) in which
the etymological strand is explored within the eoatof ‘the fold’. Kitty Hauser's article (2004)
A Garment in the Dock; or, how the FBI llluminatibeé Prehistory of a Pair of Denim Jeans
examines memory and cloth in relation to its forepstential:Journal of Material Culture (UK),
vol. 9, no. 3, pp. 293-313.
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Fig. 41. Bolt of mourning cloth.
©V&A Images/Victoria and Albert Museum T.115:1-1998
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has been primarily on exploring the impact of cl®teographical journeying
upon its visual lexicon, metaphors and narratif&s.

Gen Doy’s writings on cloth have given me confideihe explore a traditionally
marginal area of scholarly concéfli. Her description of scholars’ (and artists’)
growing interest in drapery has helped me to ehtei@nd position my own

research:

“The recent interest in drapery as related foldgigacies and details in cloth
owes much [...] to the postmodern interest in thgrfrant, the detail, and the
localised, as opposed to the supposedly totalisiagter narratives of human
culture and society produced by such modernistristscand practitioners as

Marx and Freud®? | explore this further in Chapter six, ‘Mournitoth’.

Sentimental artefacts, such as mourning cloth, izteeested me because they
are obsolete products of a previous society’s lamé etiquette, possessing
beautiful, lyrical names no longer in common packanMourning cloth’s dour
function often belied its ‘exotic’ origins, and mames frequently reflect its
geographical history, as paramatta, cachemirandpadusoy (or ‘peau du soie’-

skin of silk - originating from Padua).

Thus, in dialogue with the photographic installatiWidows Weedsny written
thesis seeks to foreground rich aspects of falich sis the metaphorical
‘textures’ that are produced by its naming andrjeying — aspects previously
ignored by academic enquiry, especially as thegtedb nineteenth century
mourning fabric. By ‘naming’, | refer to the ralaiship of words to their
referent, their inherent lyricism, and consequetitsir potential to stimulate new

artworks. By ‘journeying’, | mean an exploratiohtbe physical migration of

190 am aware of the works of British-based artisird@line Broadhead, whose art engages with
cloth, materiality and memory in her ongoing cogadrinvestigations, firstly through jewellery
and, recently, cloth.

%1 Doy has written two texts on cloth and its langsthat | am aware of: (20@2fold. Drapery
in Contemporary Visual Culturexhibition and catalogue at Leicester City Galletgyeloped
from the larger text, (200@Drapery. Classicism and Barbarism in Visual Culture

192 1hid. (2002p p. 8.
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MOURNING DRESSES.

Black Cobourgs... ... 63d., 72d., 83d., odd., 1odd,, 1/}, 1/2, 14, 1/6
Black French Twill® ... 93d., 103d., 1/~ t/s, 1/6, 110, 2/, 2/4, 2/6
Black Alpacas ... 64d, 7id., 8id., 9id, 10}d., 1/ 1/z, 1/4, 1/6, 1/8, 1/10, 2/-, 2[4, 2/6, 2/8
Black Persian Cords ... 84d., 94d,, 103d,, 1/, 1/2, 1/4, 1/6, 1/8, 1/10, 2/, 2/2, 2/4, 2/6, 2/10
Black Russell Cords 74d., 8id., o}d., rold,, 1/, 1/2, 1/4, 1/6, 18, 1[0, 2/-, 2/2, 2/4, 2/6, 2/8

Black Grecian Cords ... 1/-, 1/4, 16, 1/8, 1/10, 2/-, 2/2, 2/6, 2/30, 3/, 3/6
Black Janus Cords .., 1/8, /10, 2/~ 2/6, 3/-, 3/6, 4~ 4/6
Black Cable Cords ..., ... 1/8, 1/x0, 2/, 2/6, 2/8, 2f10, 3/~ 3/6, 4/-
Black Metz Cords ... .. oo e 1/10, 2fy 2/6, 3] 3/65 4f- 46

Black Balmoral Crape Cloths  8}d., 10}d., 1/, 1/2, 1/4, 1/6, 1/8, 1/9, 1/1x0, 2/-, 212, 2/4, 2/6

3/8’ 3:"‘! 3/6, 4/" 4!6: 5/'
Black Baratheas ... 10kd, 1/, 1/8, 2/-, 2/6, 3/ 3/6, 4/-, 4/6, 5/-, 5/6, 6/-

Black Brilliantines ..., .. veo wdf10, 2/f 2/4, 2/8, 3/~ 3/8, 4/ 4/9
Black Mayo Serges ... ceon .- 103d, 1/, 1/6, 2/, 2/6, 3/-, 3/6
Black Wool Serges ... oo 18, 2/~ 2/6, 3/-, 3/6, 4/ 4/6, 5/-
Black Imperial Cloths .. ... we e e 1f2, 14, 16, 1/8, 1]10, 3/-, 2/6, 3/-, 3/6

Black Paramattas .. ... .. 1/1o, 2/ 2/4, 2/6, 3/~ 3/6, 4/~ 4/6, 5/- 5/6, 6/-, 6/6
Black French Merino ... - 1113, 2/2, 2/4, 2/6, 2/10, 3/~ 3/3, 3/6, 4/~ 4/6, 5/~ 5/6
Black and White Mourning Prints k

BLACK SILKS.

Black Irish Popliﬁs 5% R,

_ Black Glacies ... e . 1f104, 2/-, 2/4, 2/6, 3/-, 3/6, 4/~ 4/6, 5/-, 5/6, 6/ 6/6, 7/~ 7/6
Black Gro Grains 2/-'2/6, 3/, 3/6, 4/-, 4/6, 5/-, 5/6, 6/-, 6/6, 7/, 7/6
Black Cashmere Silks ... - 3/8, 4/~ 4/6, 5}, 5/6, 6/, 6/6, 7/-, 7/6, 8/-, 8[6, 9f-, 9/6.

‘ ® ‘ 10/-, 10/6, 11/6, 12/6
| Black Silk Velvets ... ... ves - 3/6, 4/6, 5/6, 6/5, 7/6, 8/6, 10/6, 12,6

Black Patent Velvets ... .. .. .. .. .. 1/11, 2/6, 3/6, 4/6, 5/6, 6/6

Fig. 42. List of prices of mourning fabrics.

Thomas Lloyd (1876) The Derby Mourning and Funeral Warehouse, Derby. p. 20.
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fabric from its country of origin to its final désation upon the grieving physical
body, and how this narrative is embodied withimésne through the
vernacular® The essay on philologyyho Says Manchester Says Cotton,
Patrick Leech informs my research in this df8al.eech examines historical
textiles and their origins in the context of terological innovation through
borrowings from other languages. Albeit writteegwminately for those in the
field of terminology studies, his essay draws upamde range of
interdisciplinary sources, including history and gociology of knowledge. This

interdisciplinary approach reflects aspects of mw dine art methodology.

193 yernacular in the sense of the phraseology ofricpéar profession and how that is
acculturated within common speech.

1041 eech (1999)Who Says Manchester Says Cotton.’ Textile Testogy in the Oxford English
Dictionary (1000-1960).



From: Parmar, Bharti B.Parmar@wlv.ac.uk
18.08

To: c.phillips@vam.ac.uk
Cc:

Subject: Academic queries
Attachments:

Dear Clare,

Would you be able to shed light on the following 2

1. When was the term ‘sentimental jewellery’ coined?
contemporaneously as such, or did, perhaps, the ide

Bury and Scarisbrick make reference to Rousseau’s n

and Sterne’s ‘Sentimental Journey’, but what | am p
is the shifting of meaning of the term ‘sentimental
moving from ideas about ‘reason’ and ‘thought’ to *
‘emotion’.

2. |l am also aware that jewellery of this period is fe
however, | wondered if changes in ‘sentiment’ had a
‘sentimental jewellery’ or whether, as | suspect, i
to describe a classification of jewel, which was oc
than by reason. Any ideas?

In Joan Evan'’s ‘A History of Jewellery 1100-1870" (
Victoria possessing a ‘bracelet set with the first

(p. 179). Do you know of this wondrous object, and
it?

Many thanks in advance.

Bharti Parmar

Visual Artist

School of Art & Design
University of Wolverhampton
United Kingdom
B.Parmar@wlv.ac.uk

From: Clare Phillips &phillips@vam.ac.uk
12.05

To: B.Parmar@wlv.ac.uk

Cc:

Subject: Re: Academic queries
Attachments:

Dear Bharti,

I'm afraid | have been able to find little on the o
jewellery’, and — from Bury, Scarisbrick, Hinks ‘Vi

I can find no contemporary use of the term. On gol
century they seem to list specifics such as ‘Motto,
‘Lockets’ (see Heal), and nor does it appear to be
trade literature. | cannot remember ever having se
term in letters or writing of the period — perhaps

of jewellery and the recognized iconography, descri
specific. This leads me to suspect thatitis a la

hard evidence to substantiate this view. As a retr
(see ‘Sentimental Jewellery’) has used it to includ

a century the debate/semantic shift that you are in
because the emotions are so often involved with jew
used much more widely that the years you are partic
rather rambling, but basically is agreeing with you
teeth, | have left a message for a colleague at the
you know what | discover from him.

Best wishes,

Clare.
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2.2. Parameters of theresearch



My project explores jewellery (largely British, serrench), and mourning dress.
The historical research has been conducted througieum and archive-based
study of collections, particularly taking advantajerivileged access to the
jewellery collections of the V&A. It has been com&d largely to the Victorian
period (1837-1901) but, in keeping with much scHglavork on sentimental
jewellery, | have occasionally extended beyondhi¢ (period between 1789-1861
being widely understood as the heyday of sentinhgatgellery’s production and
use)!® A category of jewellery that | have explored -efich amatory lockets —
was manufactured and worn ¢.1800, with its poptyl@ontinuing into the
Victorian period. My generic use of the term “\Gagn jewellery’ for the
purposes of my research thus incorporates thiee&wtrm. The research
culminates with the death of the Prince Consolfid61 - the point at which the
accoutrements of personal sentiment became mostywitanufactured and

distributed and, indisputably, play their greatesé in mass cultural expression.

Complexities and contradictions surrounding uselwaraerstanding of the terms,
‘sentiment’ and ‘sentimental’ necessarily informyamitique of the aesthetics of
material forms of the period defined. Sentimefealellery was both stimulated
by, and featured in, 18and 18' century novels, and there have been numerous

analyses of ‘sentiment’ in literature (most notabyyErik Erametsa)®®

105 1hig period is bound, approximately, at one endhayonset of the French Revolution and, at

the other, by the death of the Prince Consort,deribert. The years of the French Revolution
exerted an immense effect on the design, manufaetnun distribution of jewellery and also
generally mark the point from which jewellery hiséms start to define the influences of French-
English design interchanges. For example, the 57@%ng point is reflected Bury’s text (1991)
Jewellery 1789-1910: The International Hif&rst volume) and in Scarisbrick’s chap®Richness
and Eclecticism, 1789-18710 Jewellery(1984).

196 Erik Erametséa (19514 Study of the Word ‘Sentimental’ and other Linai€haracteristics of
18" Century Sentimentalism in Englartdelsinki. Other critiques of sentimental litena include
Mark JeffersonWhat is wrong with Sentimentality?983) and the most celebrated writer in this
field, Michael Bell,Sentimentalism, Ethics and the Culture of Fee(2@00).
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Fig. 44. An unused ‘C-No-Net’ hair net still wrapped in tissue. Handmade c.1920s,

“c-no-net hair nets are guaranteed perfect & full size. Made of genuine sterilized human hair.”
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Contemporary scholarly works of jewellery histolyde to connections between
literature and jewellery, but none elaborate an #ny useful way®’

Application of the word ‘sentimental’ to descriteellery remains apparently
unresearched. It seems that the term ‘sentimgwallery’ was coined simply to
define a type of jewelled artefact that was madkwaorn overtly to signal or
express feeling and emotid®. Given that this project’s interests in sentimesret
only as it relates to material artefacts, | haveaxtended my research to address

wider, changing cultural notions of sentiment amel sentimentai®®

The research has paid particular attention todheeaf human hair within
jewellery of the identified period. Hair as fetishs been widely discussed by
writers and psychologists and has been a subjesiairy for a range of artists,
from the Surrealists to contemporary artists incilgdlordan Baseman, Tania
Kovats, Alice Maher, Sonia Boyce amongst otherair’sicapacity to act as a
semiotic device has been systematically documenetriters such as
Hiltebeiltel and Miller (1998Hair, its Power and Meaning in Asian Cultuaiad
Obeyesekere (198Medusa’s Hair: an Essay on Personal Symbols andyiRek
Experienceé'® Elizabeth Gitter, iThe Power of Women’s Hair in the Victorian
Imagination,examines the symbolism of golden hair in Victoneavels and
paintings, and the recently published PM2d Hair: Representations of Hair in
Victorian Literature and Culture 1850-191y Galia Ofekcovers similar
territory ! Marina Warner writes about hair in western mythd folk-culture,
and its 18 and 19' century cultural contexts are chronicled in bastdrical and

contemporary novels such as Thomas Hardiie Woodlander<. Henry's

1971t has been suggested by Scarisbrick (1984) teatonial jewellery, which was already an
important category in the £Zentury, became even more fashionable after thégation of
Rousseau’s novel,a Nouvelle Helois¢1761), that exalted sentiment and virtue in csitto the
artificiality of the world of the salon and the e¢buThe image of the sorrowing heroine Maria
seated dejectedly under a weeping willow with hey 8ilvio, in Laurence SterneThe
Sentimental Journefl 768) became the subject of Wedgwood medalliehi$o clasps and shoe
buckles.

19 Thijs conclusion was arrived at following correspence with Clare Phillips, Curator of
Jewellery at the V&A. Sefig. 43.

199 Although this, nonetheless, provides one of a remalb acknowledged, interesting backdrops
to the study.

110 5ee also FreudBetishismin On SexualityPenguin (1991) and also Millert$air Jewelry as
Fetishin Browne (1982).

1 Gitter (1984)The Power of Women’s Hair in the Victorian Imagdioa (PMLA) (USA), vol.

99, pp. 936-954. Galia Ofek (2005) DPhil, Oxford.
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Abstracts: Ingrid von Rosenberg (Dresden)

Female Views: Cultural Identity as a Key Issue in the Work of Black and
Asian British Women Artists

Cultural identity has always been a prominent issue in the work of black and Asian
British artists, both male and female, ever since they began exhibiting in the UK in the
1970s and 1980s. While most techniques from painting to photography, printing
processes, collage and video installations are used by both men and women, gendered
differences occur not only in the thematic approaches of women (e.g. a preference for
the use of family portraits, the absence of images of violence) and signifying objects
presented (e.g. handbags and long gloves as signifiers of South-Africa’s colonial rule in
Joy Gregory’s work; the play with hairstyles in Sonya Boyce’s work), but also sometimes
in the materials used (e.g. hair stitching in Bharti Parmar’s work). In my paper | would
like to investigate exemplary works of some women artists (the Asian British artists
Bharti Parmar, Chila Kumar Burman, Jannine Al-Ani, the black artists Joy Gregory, Sonya
Boyce, Ingrid Pollard). Attention would be given to the aspects of cultural identity
focused (history, family connections, the body, clothes, etc.) as well as the attitude
expressed, i.e. the wish for integration or pride in cultural separateness (as in Al-Ani’s

images of veiled women). Techniques used will also play a part in the analysis.

Fig. 45. Discussion of my work in relation to other artists by Professor Ingrid von Rosenberg
(Technische Universitit Dresden) at Multi-Ethnic Britain 2000+

http://www.unituebingen.de/angl/reinfandt/reinfandt/web/englsem

/Multi%20E thnic%20Britain%202000%20Plus/meb2000plus.html




famous moral tal@he Gift of the Magand Catherine Chidgey’s bodke
Transformation?

For the purposes of my research, discussion ofyeftettion upon, hair takes
place firmly within the context of examination oflafined period of western
jewellery, and of the objectives | have outlinéiche broader field of study in hair
has, nonetheless, informed my thinking in two wdiystly, through my long-
standing interest in artists’ expression of cultigantity through hair and,
secondly, through my interest in the lingering ictpaf colonialism and
postcolonial migration upon contemporary experientkis prompted, early in
the research, some examination of cross-cultusagdenterchanges during The
British Raj (1757-1947), particularly in the fiedd textiles (stylistically and
etymologically signalled in muslin, paisley andlua®re for example). At a very
early point in the project, when | had begun tolesgthe role of hair specifically
within English mourning culture (jewellery and eroiglered samplers), |
tentatively proposed that the™ 8entury English craft of embroidering samplers
with hair may have been exported to colonial IfdidEnglish women, and may
consequently have been informed by this cross-s@llencounter. However,
preliminary enquiries, subsequently followed-upabyisit to the world-renowned
Calico Museum of Textiles in Ahmedabad, Gujaradjdrsuggested that, although
the phenomenon may have existed, evidence of inbadurvived:®* Despite

this early setback, subsequent development ofribjeqi was enriched by this

112 Marina Warner's works on hair include (1996your and Vileness, Fur and FleereThe
Language of Hair. Feminin/Masculin: Le Sexe det,Aompidou Centre, October 95 — Feb 96.
Ex. Cat., Warner, et al. (200Bjpare; Obsession und Kunst [Hair; obsession and.aurich:
Museum Bellerive (7 March-21 May). Ex. Cat. an@91)Bush Natural Parkett (Switzerland),
no. 27, March, pp. 6-77. The novels | refer toudel, Thomas Hardy (188The WoodlanderA

S Byatt (1991 PossessionJeanette Winterson (1998Jritten on the Bodgnd Catherine Chidgey
(2003)The Transformation.

13| initially contacted the sculptor Juginder Lamb,critic Partha Mitter (author éuch
Maligned Monsters, A History of European Reactimbdian Art(1997, 1992)) and Rosemary
Crill, Curator of Indian Textiles at the V&A. | maiith Aminesh Sen Gupta, the Director of the
Calico Museum on 05.01.04 who expressed his dduhtsapractice and suggested that, had it
existed, no evidence of its legacy would survivengo either climatic conditions of the
subcontinent or the distaste that such hairworklvengender in Indians. Personnel at the
Carrow House Museum and Textile Resource Centioimvich, which holds an extensive
collection of English textiles (much from the Caurds’ legacy) showed me a fascinating
Hindustani Sampler depicting parts of the Hindhalpet, embroidered by an English woman with
silks rather than hair. This indicates that irtiteg, colonial encounters did indeed occur but,
again, | have found no evidence of hair in Indienbeoidered textiles made by English women.
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Fig. 46. Advertisement for Henry Rushton, Artist in Hair. Illustrated London News, 16" February 1861.
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line of investigation, prompting my explorationaspects of acculturation that
resulted from the journeying and economies of Wainin sentimental jewellery.

My main interest has been hairworking, specificétly craft of making jewellery
from or containing hair (the literal body reworkietb artistic form for the
purposes of stimulating remembrance). In the 1808is of the deceased and/or
beloved was entrusted to the jeweller to be fagfdanto complex pieces such as
Prince of Wales plumes within lockets, or to be wminto entire objects like
watch chains, brooches and earrings. The sobdistgvery by clients that hair
jewellers fraudulently substituted ‘the wrong hdin other words, coarser more
workable hair, such as animal, cadaver, convichaap foreign hair from Asia)
prompted the DIY hairworking manuals of the mid-Mitan period. These
enabled women to make their own motifs whilst kegmontrol over the
provenance of the hair, bypassing the wiles ofeheller. Contemporaneous
evidence for the use of false hair within jewellesyanecdotal and there exists
little published information on the subject; howewao 20" century sources
associate false hair in jewellery with bulk haorfr European convents! While
20" century writers on fashion and hair, such as @@edCox and James Stevens
Cox, fleetingly mention this fraudulent practicdydve been unable to identify
any research that expands upon the economic, swaaltural implications of
it.'*® Articles in historical journals (e.he Hairdressers’ Chronicle and Trade
Journal,1873) and hair manuals (Edwin Cre&rPopular Treatise on the Human
Hair, 1865 and Alexander Rowlantihe Human Hair1853) touch upon the
phenomenon of hair ‘harvests’, but | have been len@mbuncover any detailed
information about it. My practice-led work withih&as caused me to reflect
upon hair botton andoff the head, and upon its geographical journeyingitand

various taxonomical distinctions.

My project does not address the incorporation at@dgraphy within jewellery.
Although clearly of great significance to developrmef the expression of

sentiment in the Victorian period, photography’s usthin jewellery became

114 Op. cit. Bury (1985p. 41 and Irene Guggenheim Navarro (20@4&jrwork of the Nineteenth
Centurypp. 484-93. | discuss this issue in greater tet&hapter four, ‘Hairworking'.

15 Caroline Cox (1999%00d Hair Days; a History of British Hairstylingnd James Stevens Cox
(1984)An lllustrated Dictionary of Hairdressing and Wigking.
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common only post 1860. A rich and complex tergitmorthy of detailed
investigation in its own right, it is already wedisearched from a variety of
academic perspectives, with the latest contributimming from Geoffrey
Batchen in his book and exhibitioRgrget Me Not: Photography and

Remembranct®

Similarly, because the research does not proceeth tmeyond the middle of the
19" century, it does not address momentous changes ttesign, production and
distribution of all jewellery, including the sentamtal kind, which resulted from
industrialisation in the late 1800s. The latteargeof the century introduced
wholesale production of cheap, poor quality, masshpced sentimental jewellery
known as keepsakes, often made of die-stamped.sisemplifying a crude
distillation of the complex rules of T&entury sentimental syntax, these are
generally considered clumsy from a design perspeciind remain largely the

domain of amateur jewellery writers and collectdfs.

In addition to the four forms of sentimental artgfautlined (REGARD jewels,
hair jewellery, amatory lockets and mourning dreas)early incarnation of my
project proposed study of a fifthoesy(poetry) rings. The exchange of rings
with messages engraved ‘withinside’ was a popudaias practice in the f7and
18" centuries (and continued into thé™@ntury). A proposal for an artwork, in
which twenty engraved rings in cabinets ‘spokeladdo each other’, was
devised. However, reflecting further upon poestesitexts, it became evident
that they were no longer at their height of fashiothe Victorian period and this,
in addition to the paucity of extant academic redean them, led me to decide to

discard my chapter addressing them and to confynevniting up to jewellery

116 Geoffrey Batchen (2008)Forget Me Not: Photography and Remembrariénceton
Architectural Press, USA. This book accompani@abgor exhibition of the same name held at
the Van Gogh Museum, Amsterdam, 2004. Photographgrs who have discussed themes
relevant to my project include: Paul Edwards (199@ainst the Photograph as Memento Mori
Jay Ruby (1995%ecure the ShadoWeath and Photography in Ameri€¢a995). Exhibitions and
anthologies of artists’ works include: Brown andhdon’sIntimations of Mortality(1995), and
Hobson and William3he Dead presented at the Bradford Museum of Film, Phaplgy and
Television (1995), amongst several others.

117 See for example, Flower (195¢ictorian Jewellery Flower’s book and others’ provide
general introductions to the subject rather thamoksely works, as exemplified by the description
on the inside cover of the dust jacket in Flowdniclh describes the book as being “...of value to
those who are interested in curiosities or in thetents of the old family box...”
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forms of more central relevance to the researcly.stddy of poesy rings,
however, has fed my thinking about the operatiowafds in sentimental
jewellery, its languages and syntax — and hasgbpported the findings that |

present.
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2.3. Contemporary art practice as context

My research, overall, has taken place firmly witthie context of contemporary
visual art, especially work that addresses thehgtation of culture and its
material artefacts. For a number of prominentalisutists of my generation,
these concerns have not only operated as theiedujatter, but have also
prompted and informed material and technical apgres to their interrogation
and expression. Alongside my awareness of otlistsipractices, seminal to the
shaping of my own, decade-long interest was th& E3®@ibitionSecret
Victorians: Contemporary Artists and a"1@entury Visiort*® The works that it
presented challenged notions of modernity by sugggsontinuities rather than
breaks with Victorian social and cultural tenetsg sought to illuminate a 19
century sensibility current within British and Anean contemporary art.
Organized around the interdependent them&rpament & Sexuality,
Photography & Death, Collecting & ColonialisendScience & Crimeit
encapsulated the terrain of my own interests irerabrance, material culture,
memento mori and photography and how they contiolee pertinent through
artists’ recasting of them in the modern period.

The works of four artists from the exhibition stomat: the photographer Steven
Pippin produces ‘anti-photography’ fhe Continued Saga of an Amateur
Photographei(1993) by converting a toilet on a moving trairoiit pinhole
camera using the bowl to serve as camera and gmrell the time videoing the
vaudevillian performance for the benefit of his @nde’*® In Monster(1996/7),
Douglas Gordon presents a photographic diptgrhprising an everyday portrait
of Gordon on the left, and a transformed, grotesgarlon with face contorted
by strips of cellotape on the right, bringing tonehithe story of Jekyll and Hyde.
Yinka Shonibare explores identity and acculturatimoughThe Victorian

Philanthropist’'s Parlour(1996/7) in which sculptural representations aft¥fiian

118 A National Touring Exhibition organised by the kerd Gallery, London. It toured to various
venues beginning with Firstsite, The Minories Adll@ry, Colchester in 1998 and ending with the
Armand Hammer Museum of Art and Cultural Center,Ll4Gn 2000.

119«Anti-photography’, a term used in the exhibitioatalogue introduction, by curators Melissa E.
Feldman and Ingrid Schaffner, refers to a negatifathe nature of the technologies that
photography deploys. Schaffner writes, “Pippinsrkvdegrades those qualities of photography
touted by modernism — its lucidity, objectivity apcecision — in favour of a flagrantly subjective
vision of the medium looking back on itself andimatbscurity”. Secret Victoriansp. 33.



Fig. 50. Kunst und Wunderkammer von Michele Mercati Bibliotheca Apostolica Vaticana
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china and costumes upholstered in African Dutch pranted cloth are installed
as though in a National Trust stately home, “tugrtime colonizers, with their
bizarre customs, into the subjects of scrutiny twpdf museum display**® And
in Unnatural Selectiorf1996), comprising enlarged photographs of feii
human eggs at the earliest stage of division, HEleadwick turns her
engagement with science and technology into gigapgetic, jewelled
memorials: elegies to the potentiality of life. efmethodologies of these artists
have provided not only conceptual, but technicapsuting contexts for my
making of both the artworks presented as part oflragis and of previous works:
Pippin’s subversion of photography that speaksseifi Gordon’s mirroring and
double-screen format; Shonibare’s preoccupatioh euttural identity through
the material artefact; and the poignancy and hutypahiChadwick’s response to

biological phenomena.

Reflection upon the concerns of this exhibition imisrmed my view that the
visual outcomes of my project may, arguably, beagéd within the Surrealist-
derived engagement of the ‘overlooked’ — once papaiftforms or amateur art
practices. The work of several artists fr&ecret Victoriangit within this
category: Kara Walker’s black silhouettes; SimontBe’s intricately hand-cut
paper doilies; and the aforementioned Steven Ppf@mateur’ photography.
These artists’ interest in reworking the populaineeular has led me to the work
of contemporary American artist, Mark Dion. Hisnds interesting to me for
two reasons: for its methodology (association, Isinty and connection) and for
its system of display (museum display systems)miRiscent ofFlux Boxef

the 1960s, ovWunderkammefMarvel or Curiosity Cabinets) of the I 6entury,
the artist’s cabinets of curiosities comment osgllication systems used by
curators to exhibit artefacts in museum collectifhsin Bureau of the Centre for
the Study of Surrealism and its Leg&2005), an installation and book, Dion ‘re-
presented’ an eclectic selection of discarded ard@oked items found in

Manchester Museum'’s stores, such as butterfly aysplAfrican masks and a six-

120|bid. p. 53.
121 The expression ‘Marvel or Curiosity Cabinets’nigerpreted by the Tate Gallery
http://www.tate.org.uk/learning/thamesdig/flash.htAccessed 05.06.09.
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legged guinea pilf? As an antithesis to post-Enlightenment distimibetween

122 Exhibited at Manchester Museum in 2005. Instalfaaccompanied by an artist's bookwork of
the same name, published by Bookworks, also 2005.
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categories — distinctions that are central to coptrary western museology —
Dion states that he “was drawn to things that virrgmented, to things that were
anomalies, to curiosities?® In this way “he thoroughly upsets the categoiries
which the museum organizes knowledge about thedvaortl thereby shapes our
perception of it.*** “Renaissance Wunderkammer were private spacestect
and formed around a deeply held belief that atighiwere linked to one another
through [...] similarities between object&® It is such ‘similarities’, or
associations between things which defy categodmdtiat | am profoundly
interested in as an artist. Where Dion has adadpiedVunderkammer approach
to thinking about associations, | have formulatgdtext/image vocabulary (the
codified taxonomical dialogue) to better understassbciations between
material, emotional and formal aspects of Victosantimental jewellery and
mourning cloth. As the messages of these artefemts beyond the scope of
words, this approach to thinking about similaritiesnnections and categories
between objects has enabled a richer interpretafianchival objects. This

interpretation has informed the artworks | have enad

Taxonomy is also a concern of Caroline Broadhetakenomies of preciousness
and the materiality of handmade objects. Broadluwsad materials in her
jewellery which are neutral, new, and value freg.(eylon filament).

Conversely, materials employed in the objects ofresgarch, and within my own
art practice, are metaphorically loaded and burdevith historical association
(cloth-sensuougjold-value,heartlove, gemmagic andlack-death).

Broadhead’s writings have been particularly useduhe because she employs
fleeting, and often paired groupings of thougbtslescribe visual ideas, such as
absence/presence, substance/image and object/sh&dswwilar form of paired
grouping of concepts has informed all of my ownvarks, as outlined in section
1.3 ‘Methodology’ (Development of my Model).

123 hitp://www.surrealismcentre.ac.uk/papersofsurredsurnal4/acrobat%20files/Dioninterview
3pdf

?Marion Endt (2007Beyond institutional critique: Mark Dion’s surreativunderkammeat the
Manchester Museum.

125 Mark Dion, Tate Thames Di¢2000), Wunderkammern and Mark Dion
http://www.tate.org.uk/learning/thamesdig/flash.htm
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PreservesChristine Borland’s exhibition at the Fruitmarkaallery, Edinburgh,
appealed to my research interests and project oy heaels*?® In Bullet Proof
Breath(2001), a treelike glass lung, she wraps inteisestof the bronchia with
spider silk, having discovered that this produdtaoted from the golden orb
weaver spider is, according to the American myitgotentially

bullet-proof material. Dualities such as breath#adragility/strength and
protection/destruction resonate throughout her wiorBlanket Used on Police
Firing Range, Berlin: Repaire(ll993), an emotive object, used to protect and
provide warmth, is recuperated by darning — a paknsg act in itselfSupported
(1990/1999), comprises a ghostly trace of a skelatade from dust on a glass
shelf high up above my head; aRceserve42006), displays thirty jars of apple
jelly made from the apples of Isaac Newton’s treeall Borland’s work, as in
mine, the performative action of its making is tavcomponent of its narrative. |
discuss narrative as it relates to my practicesagtien 1.2 ‘Analytical and

Intellectual Frameworks.’

Although contemporary jewellery designers appraaethuman body both as site
of display and as subject, few fine artists intexésn ‘the body’ have alluded to,
or exploited, the meaning and function of jewellang its use of precious
materials. Notable exceptions include Chadwickn@€ba Parker, Dorothy Cross,
and Susan Collis who, through employing metaphdrausion, have
contributed to an understanding of the body anckitgionship with the

functions, manufacturing processes and potentigveéllery. Relevant works
include Chadwick’svlonstrancephotographic series of ‘pre-embryos’ (1996),
Parker'sWedding Ring Drawing (circumference of a living-noq1996), a gold
ring extruded into fine wire to a length which alés domesticity, and Cross’s
Cuttlefish Ringg1995) in which rings have been cast in soft efigh shells. In
the exhibitionOut of the Ordinary: Spectacular Cradt the V&A in 2008,
sculptor Susan Collis presented furniture (whiahiself, evokes the body) such
as a ladder F¥he Oyster’s Our Worl@2007), and a wooden tableCursed with a
Soul(2007). These inanimate ‘workmen’s’ objects, seghy splattered with

paint and left behind from a previous exhibitiore,an fact, meticulously worked

126 Christine BorlandPreservesvas shown at the Fruitmarket Gallery, Edinburfhzcember
2006-28" January 2007.
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EXT FRIDAY a rare Victorian book will be

auctioned at Bonhams and is expected to sell

for more than £100,000. Phorographs Of British
Algae is not, perhaps, a title to make the heart skip
a beat, but it is nonetheless a remarkable document.
Comprising 424 ethereally beautiful pictures of
seaweeds printed in the signature dark blue of
the cyanotype process (what we recognise as
architectural blueprints), the book — the first ever to
be illustrated with photographs - was a personal
project begun in 1843 as a gift for friends by Anna
Atkins, the unsung, pioneering female photographer.

Atkins was born in 1799, Her mother died when

she was a baby and her father “a member of the
Royal Society who was keeper of the Department Of
Natural History And Modern Curiosities and laterly,
the Zoological Department at the British Museum —
imbued in her a lifelong love of science, particularly
botany, and technology. Atkins was an accomplished
illustrator and collaborated with her father on

several of his own books. In 1841 Anna bought
herselfa camera after learning of experiments in the
new medium by her father’s friends William Fox
Talbot (the father of photography) and Sir John
Herschel (inventer of the cyanotype, the man

who coined the verb ‘to photograph' and son

of astronomer Sir William, who discovered the
planet Uranus).

Anna's chief fascination with photography lay in
its potential to capture the minute detail of her plant
collection, which was often difficult to illustrate.

A handful of copies of the book were published
by Anna over the course of a decade and, of these,
six remain in institutions, This last copy was recently
unearthed in the Eton College Natural History
Museum. Its sale will be the final opportunity
for collectors to acquire a quiet landmark in
photography, while the inclusion of Anna's letters
to her friends sheds further light on the pioneering
pastimes of a single-minded Victorian ladys >

Fig. 53. Article about Anna Atkins’ Photographs Of British Algae. Observer Life, 2374 June 1996.

106



by hand: the furniture’s ‘splatters’ are intricgt@layed into the wood using
mother of pearl, opal, agate and diamonds. Cslbséathtaking skill in
manipulating materials (predominately white gerhsgy,allusion to “hidden
labour, craft and value” and her clever use of yatag have contributed to my
reflection upon my own works, especially as | explthem in Chapter five,

‘Amatory Lockets:**’

Exploration of how words function within sentimej@awellery has been a
central aspect of the research. Contemporarysawiso have used words and
text to memorialise either themselves or eventiside; Simryn Gill Pooja Loot,
1992), Brighid Lowe l(Saw Two England€Breakaway,1996-97) andouglas
Gordon [ist of Names, since 1998@jnongst many others. Works such as these
have provided models through which to think aboytawn use of words and

wordplay.

During myLight WorkResidency (see page 47) a major breakthrough in my
research was achieved through chance discoveryctdrian botanist Anna
Atkins’ original edition ofPhotographs of British Algae 185& The Drawing

Center, New York?®

The cyanotype process, originally developed byl8im Herschel in 1842, and
intended for use by engineers, was appropriateditkipns (1799-1871). Her
cyanotypes of botanical species and her taxonoraaloach to captioning have
provided the inspiration for my productionfie Cyanotypefphotographic
images of blue amatory lockets). Atkins promptesltmreflect upon
photographic exposure timings, scale, Victoriameitjng techniques,
incorporation of text, typefaces, paper technolegied the nature of blueness.

Some living artists who are also exploiting histatiprocesses have further

127 Collis’s personal statement in the catalogueafttextiles3, The Third Major Survey of British
Artists Referencing Textilén which | exhibitedThe Lord’s Prayediscussed later in footnote 195;
also illustrated irffig. 50. In this exhibition, she showd®0% Cotton(2004), a blue workman’s
overall, again seemingly soiled and splattered wéimt, but the splatters were intricately hand
embroidered with coloured threads.

128 Shown as part of the exhibition of Victorian phgraphy and botanical illustratioBcean
Flowers, Impressions from Natyr26" March — 22 May 2004.
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Frayer Webimall service: Miesigge Display oI

Ly Change 10
% @ % EE }NEC;I—-. = -=1 ‘
He

Message | Mailbox | Folders | Compose | Addressbook | Manage (o)

Reminder: Logout when you have finished. User currently logged into Pray
4 P | Copy | Delete | Reply | Forward —Message: 332 out of 332 Show Hdrs | Downloa
Reply-To: B Parmar@wlv.ac.uk

From; i i dr qriye]v g ==
To: i i o line.co. k=
Date: L0 Jul 2005 20:32:07 +0100

Subject: Sentiment

e ——— — S

WIME structure of this message, including any attachments:
1. (text/plain), 33 lines

2, 0L icati LWL ]

Dear Lin,

Further to cur recent correspondence, please find attached a 1list of
questions which I would be most grateful if you could respond to as fully
as passible. 1 have come across an article by Bard in Crafts about your
wark so anything over and above this that you can offer is appreciated. The
majority of guestions are about the work 'Reasons to Wear Jewellary',

These responses will conatitute research findings which inform a
practice-based Doctoral Project I am completing which re-examines the
languages of sentiment in 18=19th Buropean jewellery. I am a fine artist
working in the avea of photography, Znstallation and textiles and not a
jewaller, but I am wery interested in current debate in the erafts arocund
‘feewling and embodiment”®.

&ny insights you can give me will be grately appreciated. Some of the
guestionnaire may be edited and published in the PhD thesis and dee credirt
will be given. I would be grateful alsg if I could have your permission to
use the image "Reascns for Wearing Jewellery' which is in the
aforementioned article. If you could send me a TIFF or & colour photograph,
that would be ewven bettar.

I lock forward to hearing from vou very much. Please contact me if you
cannot open the attachment.

Regards,

Bharti Farmar

B.Parmardwlv, as.uk

School of Art & Design
University of Wolverhampton
United Kingdom

Fig. 54. Correspondence with Lin Cheung.
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informed development of my own thinking and, intgatar, Joy Gregory
through her experimentations with non-silver phoapdpic processes in works
such asGirl Thing (2002), The Handbag Projedt1998) and her serié¢sanguage
of Flowers(1986-2004)°

In my researches to date, | have identified ontgelcontemporary jewellers who
have explored sentimental jewellery in any sigaifitway — Mah Rana, Lin
Cheung and Roseanne Bartley. Rana, nominatetidardrwood Applied Arts
Prize in 2007, examines loss and exchange by neanterventions in
readymade antique jewellery. @ut of the Dar2001/2) a series of black and
gold mourning brooches, golden discs are paintdidl ack pigment with the
colour rubbing off as the grief diminishes, thusstoucting “an analogue of the
actual process of loss and grievirg®” Lin Cheung has fabricated a set of
engraved rings calleldeason$1998) in which silver bands are engraved with
platitudes such as ‘wish me luck’ or ‘Christmassam@’. Correspondence with
Cheung established that she was unaware thatrthéreason’ originally referred

to the tradition of ‘poesy’ or message rings.

In herCulturing the Bodyproject, the Australian jeweller Roseanne Bartlag
conducted some fascinating documentary researchlatielling’.*** In a project
that explored “craft’s ability to unite people inased experience”, the general
public of Melbourne were invited to wear a silvageaved label for a week with
charged statements such as ‘aussie’, ‘digger’, éstdp’ and ‘sorry™** The
project coincided with the 2002 Australia Day cetgions and engaged cleverly
with the stereotypes of Australian cultural idgnthlirough the worn object. The

methodological approaches of these artists to trgasg jewellery and its

129\Works viewed aThe Language of Flowe(2004), Zelda Cheatle Gallery, London and
Accessory2005), Angel Row Gallery, Nottingham. These vgoake also represented in the
monographQbjects of Beauty2004) published by Autograph (ABP), London.

130Mah Rana: Inconvenient Trutha series of interviews with Augustus Casely-Hayf@006.
131 Culturing the Body: A Social Experienc€atalogue, Arts Victoria 2002. See also Craft
Victoria websitehttp://www.craftculture.org/archive/bartleyl.hthecessed 20.04.07.

32 pid. website.
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Fig. 55. The Lord’s Prayer, 2000-2004. Hand stitching/hair on cotton fabric. 30x30cm. ©Bharti Parmar.

Exhibited in arttextiles 3, The Third major survey of British artists working with textiles.
Bury St. Edmunds Art Gallery and tour, 2004 (see footnote 214).
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materiality, and sentiment and the body, have pleyifurther important contexts
for my own practice-led researtH.

Of greatest import to my research is my own praciis an artist over the past
fifteen years, which has provided the principalical contextual frame for its
findings. Reflection upon my past work during iteject has established and
revealed recurrent themes and preoccupationssesssied in 1.2. ‘Analytical and

intellectual frameworks’ and in 1.3. ‘Methodology’.

133 Other contemporary jewellers, whose work touchEmithemes relevant to my project,
include Monika Brugger, Cassandra Chilton and JDéaille. Brugger makes jewellery which
‘interacts’ with clothing in the form of “shirts [mich] are stitched with the shape of a missing
brooch, or a dictionary definition of ‘brooch”; Qtuin reworks the 18century cameo brooch in
acrylic sheets, describing her work as ‘VictoriapP and Deville, a trained taxidermist, “casts
organic mater in gold and silver, transforming tiiwgs into delicate pieces of wearable

jewellery.” Cheung et al (2008ew Directions in Jewellery IBrugger p. 102 and Deville p.
164.
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Beethoven lives on as a diamond

by Chris Dawson

Genunie auction or publicity stunt? That was my first
thought when I stumbled upon a diamond created from a
lock of Ludwig van Beethoven’s hair.

LifeGGem, a company that
will manufacture a
diamond from anything
from the carbon of a lock
of hair or cremated
remains has made three
diamonds from a lock of
Beethovens hair, one of
which is up for sale on
eBay. The starting price is
$50k (with a reserve) and a Buy It Now price of $1m, with
100% of the proceeds going to “help underprivileged
children around the world”. Sadly they aren’t using eBay for
charity which would have ensured 100% of the eBay fees
would also go to charity.

Not too many bidders will have pockets deep enough to bid
on this auction, but the organisers hope a high profile
musician such as Sir Elton John or Sir Paul McCartney will
buy it.

Share This

Fig. 56. “Beethoven lives on as a diamond”. www.tamebay.com/ category/money-cant-buy
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Chapter three: ‘The Language of Stones’

Contents

3.1. Artefact
3.2. Artwork
3.3. Taxonomies

3.4. Summary



Fig. 57. Padlock-shaped locket set with stones spelling the endearment ‘Regard’

©Clare Phillips (2000) Jewels and Jewellery, V&A Museum.



3.1. Artefact

All sentimental jewellery employs an underlying syotic language to aid its
allusive potential; none more so than the ‘REGARIWel. During the early
stages of my research, which involved discursiteringation of a wide variety
of objects of sentiment (jewels, clothes, ephema)eral REGARD artefacts in
the collections of the British Museum and the V&Ais&um captured my

intellectual curiosity*

These items are small, gold and variously shaeil, tnost striking

characteristic being the coloured gems embeddachdrtheir bezel or shartk®
Usually rings, but occasionally brooches or pensiagdch REGARD jewel
contains encrypted messages of love through th#tings of polychromatic

gems, with the first letter of each gem spellingy @mu acrostic endearment or
yearning, such as ‘regard’, ‘love me’, ‘hope’, ‘dest’, ‘souvenir’ or ‘amitié’.
‘Regard’, the most common of these acrostics, speotively became the generic

term to describe such jewels anduld be spelled out thus:

R uby

E merald
G arnet
A methyst
R uby

D iamond

REGARD jewels provide an exceptional model of hbe tnaterial world can be
fashioned to describe the experience of love. Thiige precious and semi-
precious gems to create wordplay, and for theilingand associative powers.
While the medicinal and magical properties of génad become little more than

134 Jewels located in the British Museum, Gallery Biirope and Prehistory, and the V&A
Museum (3 items in case 19 spelling ‘regard’ angel).
135 Bezel’ refers to the groove which holds gemsatski refers to the plain band part of a ring.
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Fig. 58. Table of cutting forms for gems. Placide Boué (1832) T'raité d’orfévrerie, bijouterie et joaillerie; contenant la
description détaillée des caractéres physiques et chimiques des métaux et des pierres précieuses qui constituent les matiéres premiéres de

cette belle branche de Uindustrie frangaise, etc. ..
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the stuff of popular lore by the tT@entury, their use in these terms was rooted in

medieval medicine and alchemy.

These two characteristics of REGARD jewellery -witsdplay and its
exploitation of the associative properties of gentan be seen to embody two
modes of meaning rooted in two branches of knovwdedgrtistic knowledge and

‘scientific’ knowledge'*®

These two modes, which | discuss later, haveigeov
the inspiration and context of enquiry for my liedtedition artwork
REGARD:LOVEMEwhich employs an art/science dialectic as an el¢wifeis
conceptual and material structure. This chaptergely a reflection upon my
development of that enquiry: | will discuss thenfigrof wordplay within jewels
and the role of lapidaries’ texts and™@ntury cultural writings in forming

popular Victorian gem lor&’’

My analysis of the taxonomy of the REGARD jeweldais subsequent synthesis
within my artwork, has focused upon how emotion wedified — upon the
material, visual and textual elements that constitihe syntax of Victorian
‘sentimental expression’ and the ways in which thveye made manifest. | will
therefore discuss, here, my exploration of thergjue potential of gems and of
aspects of their nomenclature, how these infornogulijar views of the virtues of
gems, and how aspects of my scholarly research lieee@ incorporated within
my artist’s book. | will discuss the related pherama that have informed my
practice-led research: systems of gem classificaich as ‘carats’ and tivdohs
Scale of Hardnessnethods of faceting stones; and fantastic genrmaties such
as impurities and enclosures. | will also refemiodern taxonomies of gems and
stones as seen in post-war scientific field guideshe amateur geologist, whose
visual and technical formats of arranging schengsta | have exploited. | will
reflect especially on the meanings and symbolisth@term ‘regard’ and how

these have informed the formal composition of tieark.

130 use the term ‘scientific’ judiciously as my latdiscussion of this reflects upon popular
knowledge derived from medieval lapidaries’ trezgisand also upon contemporary empirically-
based mineralogy. In section 3.3. ‘Taxonomieghis chapter, | discuss Tracey Fletcher’'s
research on the interface between medieval scizmtdore.

137 apidaries’ texts are treatises on symbolic actinial aspects of precious stones.
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ENG. GER. FR. ITAL.
Ruby Rubin Rubis Rubino
Emerald Smaragd Emeraude Smeraldo
Garnet Granat Grenat Granato
Amethyst Amethyst Amethyst Amethyst
Ruby Rubin Rubis Rubino

Fig. 59. The acrostic regard’ spelled out in its vernacular.
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As already described, words play a significant pathe operation of sentimental
jewellery, even when there appear to be none preJdre REGARD jewel
employs a taxonomical form known as ‘The Langudgstones’, which captured
the popular imagination, largely in Britain, bus@lwithin Europe (especially
France) in the earlier part of the 19th centtifylt is unclear whether REGARD
jewels are French or English in origin. The jewsflhistorian, Diana Scarisbrick
cites a reference to the Parisian jewdllimilerio as the first to use stones in a
schematic way in Francd&? Shirley Bury, former Keeper of Jewellery at the
V&A Museum, attributes English use of the term aedj as having been adapted
from the French, and states that this ‘game’ ofdsawas played in other
languages, but does not specify whith Marcia Pointon notes that the word
‘jewel’ derives from the French ‘joaillerie’, whiglin turn, has its root in ‘joie’
(joy).*** She suggests, consistent with the OED’s idemiifyi as a matter of
dispute, that ‘jewel’ perhaps derives from ‘jou@o play) — a persuasive
proposition in relation to the participatory furastiof the REGARD jewel.

The REGARD jewel was exchanged between loverspéted friends and family,
and some historical sources suggest that suchgemerke often given on the birth
of the first child**? Apart from endearments, codes and messages ofe m
personal nature, such as names of the beloved; dakerthdays and other

significant and private events, were made and wbrn.

138 | his text,The Symbolism of Gems and PreciSusnes (1900), Arthur Giraud Browning
describes ‘The Language of Stones’ as ‘The Blossufitise Rock’ and ‘Sermons in Stone’ and
likens it to its symbolic botanical equivalent, & hanguage of Flowers’, in which, for example, a
forget-me-not symbolises true love and ivy symltedifidelity. This form of symbolism has been
revisited by contemporary artist Joy Gregory whs imade a series of work that record all the
weeds in her locale of London in the taxonomic neairof botanist and photographer Anna
Atkins.

139 Mellerio, a dynasty of Parisian jewellers datingmi 1613. Op. cit. Scarisbrick (1993) p. 157.
10 Bury (1984)Ringsand also in Bury (1991he International Era.

141 Op. cit. Pointon (1999)Valuing the Visual and Visualising the Valualge?.

142 0p. cit. Gere (1975). 61. However, it is not clear whether the REGAIREn was given to

the mother or the child.

143 As evidenced by the REGARD bracelet made for ReadEugenie of Hohenzollern-Hechingen
in 1845, in which each stone corresponded alphzdditito the names of her husband and
siblings. Hence: malachite fiMaximilian; aguamarineAmelie amethystAugustusemerald,
Eugenie chrysopraseConstantingjacinth,Josephingtopaz,Teolinde and amethys#uguste
Amelie

Grahame Clark (1988ymbols of Excellence: Precious Materials as Esgions of Statyg. 83.



An Irishman, who owned such a ring, noted one Haythe lapis lazuli had fallen
out, and took the ring to a jeweller in Cork, tovieathe missing stone replaced.
When the work was completed, the owner, seeindtibgéweller had set a topaz
in place of a lapis lazuli, protested against thdstitution; but the jeweller
induced him to accept the ring as it was, by thigyweixplanation that it now read
‘repeat’ and that if the agitation were often enbugpeated, the repeal would

come of itself**

Fig. 60. An example of gem codes in 19" century culture.

144 Kunz, George Frederick (191R)ngs for the Finger: from the earliest times, he present,
with full descriptions of the origin, early makingaterials, the archaeology, history, for affection
for love, for engagement, for wedding, commemagativourning, etcp. 50.



There is little published scholarship on ‘The Laage of Stones’, most probably
because jewellery occupies a marginal positioresigh history and because this
Discussion of the REGARD jewel itself is limitedhdef descriptions of its form
and novelty by contemporary jewellery historianstsas Scarisbrick and
Charlotte Gerd® | have only been able to find one subjective @atibn of such
artefacts — by the jewellery historian Geoffrey Muwho describes them as a
‘charming conceit’ (a comment which may be perceige downplaying their
social and cultural role and impotff. Bury provides some information about
REGARD jewellery in her texiewellery 1789-1910: The International Etaut
her discussion focuses largely on its connoissgurskther than upon providing

any in-depth analysis of its contexts, symboliskthange value or wordplay.

The game of codes in jewellery reached its highpaithe 1820s and 1830s and
was revived again in the 1880s and later agaihérEdwardian erd.” As the
REGARD jewel employs a game in which gems are gubesd for words, it
appears to have been the province of an educatkenme. Although there exists
little scholarly discussion of the REGARD jeweliin the available evidence, as
cited earlier, such jewels were clearly exchangaded and worn by royalty, and
the precious materials and artistry involved inrtheaking initially confined them

to the rich'*®

My practice-led research has been driven by myesten the REGARD jewel as
a token of love: lovers, friends, family and jeveed all subscribed to its playful
language. It encapsulates Victorian ingenuity ordplay, with jewellers often
having to resort to old names of gems in ordeptl svords for which no gem
existed (as in V vermeil— garnet, to spell the word ‘love’). An amusing
anecdote (opposite) suggesting the widespreadmresd REGARD jewels and

gem codes in T®century culture is provided by George FrederickKin his

45 Op. cit. Scarisbrick (1993) p. 157, op.cit. Ger875).

146 Geoffrey Munn (1993Y he Triumph of Love: Jewellery 1530-19p057.

147 Op. cit. Bury (1991yol. 1. p. 145. Sources suggest that it was faremopular in England
than on the Continent; on the rare occasions whendh firms manufactured REGARD jewels,
English words were preferred to French. Op. cite3&975) p. 61.

18 As a result of the onset of mass production, h@ngvis also probable that they gradually
filtered through the social strata, like many otfeems of the material culture of sentiment (such
as mourning wear and embroidered samplers).
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I S =)

[LOVES
' GARLAND:

Posies for Rings, Hand-ker-
chers, & Gloves: And such pretty To-
Lens that Lovers send their Loves

1
Fondon, Printed by Ardrery Clark, and are
to be sold by The Passenger at the Thyee
Biblesupon Londw-Lridge, 1674,
. .1— - r

Fig. 61. James Roberts Brown (1883) Love’s Garland: or posies for rings, hand-kerchers, & gloves,
and such pretty tokens that lovers send their loves... concerning the efforts of the early Alchemists

to transmute the baser metals into gold... A reprint.
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Rings for the Finge(1917), in which he notes an instance of the wogdard’ in
a ring of 1830 being disturbed by a jeweller replgone stone by another. As
this example suggests, jewellers who were not fartlye word games that were
in play often unwittingly ruined messages by replgdost stones with others,
consequently breaking the code. These aspectE GAIRD jewellery spurred
my development of an artwork that makes particoéenparison between the
object, its symbols, its symbolic ‘language’ and ttuman body upon which it is

destined to be situated.

One of the two modes of meaning that | identifypéoat work within the
REGARD jewel is a product of artistic knowledge aalhtes to its strategies of
communication. This is best considered withinwlhger context of popular 19
century cultural forms of conceits, wordplay, riglslland acrostics. My studio
notes (below) refer to how a research visit toBh@sh Library revealed a host of
material in this territory including conundrum bagkalentine writers, love
garlands (garland meaning a ‘string’ of words) atfter such paraphernalia of
parlour games. | wanted to ascertain if populaostecs suggest links to
REGARD jewellery**?

A tiny gold-edged pink pamphlet of 1866, measuring a diminutive

7x8 centimetres and entitled Coopers Two Hundred Love Acrostic

Verses on Ladies’ & Gentlemen’s Christian Names catches my eye. 190
On examining its overwhelmingly mawkish content, it appears to be

an excellent example of the acrostic’s popular succ ess. The

book’s function is clearly defined by its title and it contains

the most popular men’s and women’s names of the tim e, for example
Alfred, Jane, Herbert, etc. These names are arrang ed vertically,

with the poem spilling out of each letter. Endearm ents such as
dearest and regard appear regularly, as in the poem for ANDREW:-

149 As previously discussed, the studio notes of mg personal narratives are@ourier
typeface to distinguish them from other text.
39 Thomas Cooper, engraver.
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From: VICTORIA 18'c British Culture & Society on behalf of Parmar,ah ~ Sent: Thu 20 Sep 07 8.04pm
To: VICTORIA@LISTERSERV.INDIANA.EDU

Cc:

Subject: girls named after gems

Attachments:

| am researching the Language of Stones, a 19th cen tury codified language used in jewellery
whereby polychromatic gems formed an acrostic spell ing out endearments such as REGARD (R ruby;
E emerald; G garnet; A amethyst; R ruby; D diamond) . A parallel, codified language was the
Language of Flowers. Does anyone know why girls ar e named after gems such as ruby, beryl,
amber, coral, pearl but not diamond, jet or onyx? | am aware of notions of sympathetic magic
and symbolic values of gems widely held in the Vict orian period. These are names in existence
now - were these, or others, popular in the Victori an period and why? Could anyone help me

shed light on this enquiry?

Bharti Parmar

Visual Artist

School of Art & Design
University of Wolverhampton
United Kingdom
B.Parmar@wlv.ac.uk

From: VICTORIA 18'c British Culture & Society on behalf of Searsmiiglly ~ Sent: Fri 21 Sep 07 8.35am
To: VICTORIA@LISTERSERV.INDIANA.EDU

Cc:

Subject: girls named after gems

Attachments:

Bharti,»«An interesting question. | would imagine girls weren't named after stoneseassociated

with mourning (jet, onyx). Itis likely that many Victorian folkeassociations with particular
gemstones were inherited from classical (Greek,sRom an, Egyptian) sources, although there are

no doubt more local folkesources for regional stone s.

Kelly Searsmith, Ph.D.esearsmith@yahoo.come

From: VICTORIA 18'c British Culture & Society on behalf of Rose, Diwvi Sent: Fri 21 Sep 07 1.35pm
To: VICTORIA@LISTERSERV.INDIANA.EDU

Cc:

Subject: girls named after gems

Attachments:

Dear Ms (I guess Ms?) Bharti,

| was very interested to learn of your research, as | am curious about the role of gemstones
as a trope in aestheticism and decadent literature, sometimes just the recitation of their
names, but often obviously for their symbolic value . This is particularly true in The Picture
of Dorian Gray, but it crops up even in Kipling and Conan Doyle.

If you would like to submit something about this to THE OSCHOLARS (see www.oscholars.com ),
either as a short article (not too short) or simply as an abstract of your research theme, |
would look on it very favourably for publication.

On your wider question about their selection as nam es, | fear | am less use, even though my
mother was called Ruby (b.1914) and her sister was called Lily (b.19107?), although spelling
these as Rubie and Lillie. You probably already kn ow that Olive Custance (Lady Alfred
Douglas) adopted the name Opal, and Maud, Lady Cuna rd adopted the name Emerald.

Yours sincerely,

D C Rose

Fig. 62. Correspondence on VICTORIA online forum about how and why girls might be named after gems.

A midst the endearments that lie close to my heart,
N earest and dearest, ever foremost thou art,

D irecting, subduing each minor delight-

R egard then for ever thy primary right:
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E ach other endearment may prove empty wind,
W ith thee, love, alone, heart — bliss do | find.

Some poems feature material tokens of affection suc h as rings, as
in a poem to CATHERINE Come, what shall | send thee as a token of

love? A ring, or a locket, or a fleecy kid glove... ! Another
example makes direct reference to gems and jeweller y, both inits

content and in the woman’s name, MINA: **

My heart is set in costly gems .
I t's jewelled round with rarest treasures ,

N ear it glitters thy pearly smiles,
A nd all thy charms in dazzling clusters.

Acrostic name jewellery also recalls other popMatorian acrostic poems such
as Edgar Allan Poe’s homage to ‘Elizabeth’ (1829) hewis Carroll’'s poem
spelling Alice Pleasance Liddell ffhrough the Looking-Glagd871)**® Thus,
the date ofCooper’s Acrosticand other works like it, indicate that the acrosti
form was popular not only when the fashion for REEGARD ring was at its

height, but long afterwards.

51 bid. p. 44.
1%2‘Mina’ has its origins in enamelled blue glasshie East, particularly in Persia, and was
evidently a girl's name in Victorian times.
133 Elizabeth’ is read in the following way:
E lizabeth it is in vain you say
“L ove not” — thou sayest in so sweet a way:
| n vain those words from thee or L. E. L.
Z antippe’s talents had enforced so well:
A h! If that language from your heart arise, (cont...
B reathe it less gently forth — and veil thine eyes
E ndymion, recollect, when Luna tried
T o cure his love — was cured of all beside —
H is folly — pride — and passion — for he died.
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Famous Diamonds (Natural Size). Plate ¥,

1s, by o Oxkofl, 2. Crest Mogul Sa b, Bhah, 42, b Kebeiesoor, Indian suf,
Gy B ¢ Kob-i-nodr, pew form & Stewart (from Seuth Afries)
Thy = Mr. Dresdee’s: {from Bearil).

Fig. 63. Famous Diamonds. ©Max Bauer, Precious Stones, 1904.

The second mode of meaning operating within the RED jewel is rooted in
‘scientific’ (or popular) knowledge and relategeavels’ incorporation of the
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material, symbolic and associative qualities of g&th Apart from the REGARD
jewel's capacity to communicate private messagesidgih its sentimental lexicon,
the gems that it employed were, themselves, sepasgess unique qualities

through their role in sympathetic magic.

There are many superstitions relating to the ptaseof gems: the opal brings
bad luck; gems should not be mentioned in theditle book; amethyst protects
against nightmares. Their rarity, durability amsthetic appearance marks them
out not only as precious, but also ‘special’. Trignordial special-ness was
believed to enable them to exert action on the lasdiymind in two ways: either

as a prophylactic (ingested) or talisman (worn @gfathe body).

Belief in gems’ power to act through the body oa thind was based on the
principle that cognition takes place via bodily ggeses or through the senses -
for instance through ingestion, as in the legendayth of Cleopatra’s drink of
pearl dissolved in vinegar® Belief in their symptomatological power postuthte
the precious gem as talismanic — as having thectsda repel negative forces
directed towards the physical self by nullifyingth through electrical emissions,
and thereby providing protectidf® It was also believed that the colour of a stone
could effect a curative function in relation to #iflicted part of the physical

body of the same colour: thus, a ruby was beli¢ggetire disorders of the blood,
emerald the eye and so bi.

134 Scarisbrick suggests that the Fre@eimaingor ‘days of the week’ stone, introduced in 1827
in Paris, is a development of the REGARD jewel; gémthis type of jewellery did not form an
acrostic, but borrowed from medieval lapidariegt$an the belief that precious stones were
connected with the stars and thus influenced huiatan Sunday (sun) was represented by a
yellow stone (topaz), Monday (moon) by a pearl bitevstone, Tuesday (Mars) by a red stone
(garnet or ruby), and so forth. Scarisbrick (1983)57. Semaines are also discussed in Bury
(1991), Vol, 1, p. 144.

135 gee discussion of this in Chapter five, ‘Amatoockets’.

136 ‘symptomatological’: the study of disease (OED).

157 patrickVoillot (1998) Diamonds and Precious Stones
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THE MOONSTONE
WILKIE COLLINS

Fig. 64. The Moonstone. Wilkie Collins, 1868.

Interest in sympathetic magic was revived in thetdfian era, its contemporary
characteristics having been informed by medieyatiaries’ treatises and later
works, such as Robert Boyle’s celebraEssay about the Origine and Virtues of
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Gems(1672). This renewed popular interest continued into the Edwardian
era according to American t”l‘&entury fiction scholar, Kurt Tetzeli von Rosador
in his essagsems and Jewellery in Victorian Fictidff The place of the lapidary
in polite society is attested to by variou$"I@ntury treatises and fashion journals
which carry articles about the history, science fatklore of gems. Examples
include the Englislhadies’ Cabinet of Fashio(iL860), the FrencBiamonds and
Precious Stones, a Popular Account of Géb&54) by Louis Dieulafait and one
of the most popular texts on precious gem Idfes Curious Lore of Precious
Stones - Being A Description of Their SentimentsFalk Lore, Superstitions,
Symbolism, Mysticism, Use in Medicine, Protectlmrevention, Religion, and
Divination, Crystal Gazing, Birthstones, Lucky $&smnd Talismans, Astral,
Zodiacal, and Planetarpublished as late as 1913 by prolific gemmolo@itb

Kunz .

The influence of gem symbolism on society and caltn the 18 century is
reflected in fiction of the periot?? The opal, for example, is said to have
acquired its stigma through its role in the ploSaf Walter Scott’sAnne of
Geierstein (The Maiden of the Mig1)829) in which the heroine owns an opal
that burns fiery red when angry and turns ashey gpen her death. The myth of
this curse impacted deeply upon the public imagnaintil Queen Victoria

finally dispelled it by giving opal jewellery wedwdj presents to her relatives.
Another Victorian novel that contributed to attribsi popularly ascribed to gems,
arguably shaping tastes in jewellery fashion, idekiWilkie Collins'The
Moonstong1868)1%° Literary works such as these fuelled the Victofiervour

for symbols to codify meaninty*

18 Tetzeli Von Rosador (198@ems and Jewellery in Victorian Fictioviol. 2.

139 For instance, the opening scenes of George ENitisllemarch(1871) describe Dorothea
dividing her mother’s jewels with her sister.

1010 The Moonstonean expensive diamond with qualities of ill-luskstolen and brings
misfortunes to those in its wake.

161y/on Rosador proposes that influences cannot bifibel by “chapter and verse [... moreover]
it seems rather to have worked by indirection, egngeating the general climate of ideas.” Op. cit.
VVon Rosador (1984) p. 303.
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Fig. 65. Page from studio notebook showing classification charts complete with data for letters

R, E and G which spell out the first few letters of ‘regard’.

3.2. Artwork

130



The artist's boolREGARD:LOVEMEHs the result of my setting out to create an
artefact that possesses the qualities of a REGARIRIj- involving fine craft,
exchange, words and codes — and that is intimateta human scale. | wanted
to make an artwork with a loose but linear struetwhich could be ‘read’ like the
gems of a REGARD jewel in a sequence, but could la¢sjumbled to make
nonsense, thereby embodying the problem of misstmmt messages. A limited
edition fine art book appeared to offer an appwetpriormat: it possesses a solid
authority and can be seen to be enduring like aljate artistry and material
value means that it will survive the transiencéhef emotion that produced'f2
The structure of the book was informed by play uffnmultiple meanings of the

term ‘regard’ which is both verb and noun.

‘Regard’ has two chief forms: the verb ‘to regaftd 1ook), and the noun ‘regard’
(as in ‘I haveregardfor you’). Both derive from the Frenchgarder. |
interpreted the first ‘regard’ as the action of gaze, i.elooking outand the
second as amward-lookingaction of reflection. These co-responding, twin
meanings informed both the technical structure,ranck significantly, the
content of my book: its double-edged ‘mirror’ desmpmprises sets of double-
pages that speak to each other or ‘co-respondé pHges correspond in the true

sense of the word in that they answer to each atheltaracter and functiofi®

Of the various acrostics in use in amatory andétihip jewellery in the 19
century, | chose ‘regard’ and ‘love me’ to commuaténotions of love and
intimacy, and titled my booREGARD:LOVEME The colon inserted between
the two verbs introduces a physical breath or spat&een them; it also

metaphorically signifies or mimics a reflective &rddisruptive space introduced

%2The ARLIS/UK & Eire Committee on Cataloguing anthsification 1987-8 defines an
Artist’'s Book in four major ways: a book or bookdi object in which an artist has had a major
input beyond illustration or authorship; where fimal appearance of the book owes much to an
artist’s interference/participation; where the bi®khe manifestation of the artist’s creativity;
where the book is a work of art in itself. Adapfeaim Simon Ford (1993rtists’ Books in UK &
Eire Libraries.

183 This is a précis of the definition of ‘correspora'the OED.



2 % bax —beels.

_ o -
[ ‘_"n-.,‘/'
« £ 2 r
| 4
' _— a . s i f:f'lru-
r.f'r‘_'urf
'l'-‘ﬂl.l.p'rl 'ﬁi"(.- “r-f.l".,a,...
Foo 4t farnid £izea Aee eneloted Muscds
— #

!t Cellation  Shaats so Sled e w*’/c;r: (10 2t )
s ﬁ"‘jdlf_)fa. :f*{' A 4 B L gd,,f 'l"c" Ll o Aesy &7
& v

fapers

Fig. 66. Studio notebook. Design of outer casing of book REGARD:LOVEME

by the act of page turning, and an emotional spateeen the gentle, reflective
enticement of REGARD and the insistent command@¥E ME. Elision of the



physical space in the single word LOVEME forms arariof its six letter
opposite, REGARD. The title’s capitalisation makésyful reference to its

function as an acrostic.

REGARD:LOVEMEwvas conceived as a book because a book lendstasel
notions of sequential order, narrative, repetittang/space structures, ‘reading’
in the sense of the seriality of page turning, iamichacy. A conventional book
consists of a series of pages attached to eachiatkeme way and is generally a
medium for the sequential dissemination of texdusai or verbal.
REGARD:LOVEMES not presented in the conventional codex boonuhét,
however, but is constructed by means of two slipggsined together at the spine,

each containing a series of loose, full-coloumiarl leaves.

Structuring of the book as a process of correspaorelbetween two halves is
reinforced by the contents of the pages, whichr&sgond’ in pairs. When ‘read’
pair by pair, sequentially, pages collectively spat the words REGARD:
LOVEME. They are housed in corresponding boxedpgamments, the left box
(a) containing the image pages, and the right bpx¢ntaining the text pages.
The stone on pageof a pair is understatedly ‘described’ by its stic or

poetic name printed beneath its image. Ragkthe pair provides data that
indexes and classifies the visual image on @agdfering scientific data at the
top, and ‘quasi-scientific’ data (listing the gerkisy virtues) below. The two
kinds of data on padeare bisected by the initial letter of the namehef $tone,
which is printed in the middle of the page and iegpthe presence of a code.
Pageb is conceived as providing an analysis of the seglyicontradictory
relationship between the emotional and rationapertees of the gemstone:
emotional by virtue of its lore, rational by itdesatific properties. When two
pages, together, are read from left to right areklagain, they provide a reflexive
interpretation oscillating between image, objea taxonomies of knowledge,

understanding and meaning.
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Fig. 67. Two corresponding pages are placed side by side. An early stage draft of the ‘emerald’ page.

My thinking about the book’s layout was informedthg style of popular field
guides aimed at the amateur geologist, which adteploy a double-paged
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schema with chart and corresponding image. Thandisre and dated
photographic illustrations of stones in these gsiige unique in their ‘out of this
world’, fantastic quality, in which the preciousngdoecomes simultaneously
aspirational and unattainable. Deeply colouredkdaps further enhance gems’
exquisiteness, and | came to understand that mgcttn to these images rested
on their ability to provide sentimental remindefsinfinished fossil collections
from my childhood. It was from these mineralogsidiguides, that | devised a
generic classification chart for each gem, sectainghich were then placed at
the top and bottom of each right hand page (jpdgé he initial letter of the gem,
in the central section of the page, was printea cursive typeface. These are
standard, yet descriptive fonts and were chosethér shape, their feel and their
historically evocative (albeit constructed) soumdirames — for example,

S (Coronet) ande vardian e (Edwardian Script); they are nearest

equivalent to a generic ‘Victorian’ typeface.

Consideration of the colour of the page, the texid included and typographic
style was made at this stage, with a view to reprisg the ‘essential quality’ of
each gem. Subsequently, | made a mock-up of aag@hpage representing a
simulation of a scintillating gem so that it thatiesponded with the text page.
This methodological approach informed the layouhefentire book. The
binding of REGARD:LOVEME:is conceived to foreground the intervention @& th
viewer in its ‘reading’: it can be read sequenyiat in any other order. Its
construction thus playfully encourages multipleagtangs’ and its initialized
letters hint at the presence of a code at plagujin a sequential reading, the
word(s) at the heart of the artefact is revealeayever, through a non-sequential
reading in which the logical sequence of the pagsrupted, the code enshrined

within the book is ‘broken’.



A Grammar of Sentiment Chaptee¢: ‘The Language of Stones’ Bhartinfar

diamond and graphite are allied
diamond is hard, graphite (pencil lead) is soft
diamond is transparent and light, graphite is opaque and dark
diamonds at the surface of the earth are transforming into graphite
Indian diamonds are males, Arabic ones females
diamonds are an effective poison when pulverised
diamonds are responsible for developing nations and creating wealth
although the hardest natural substance, is possible to crush a diamond with a hammer
Pliny the Elder tells us that diamond cannot be smashed with a hammer
diamonds came from the falling stars that tipped the arrows of Eros
‘diamonds’ are found in libraries
diamonds phosphoresce
‘blood’
‘canary’
‘silver cape’
‘cinnamon’
a ‘brilliant” has a table and a girdle
the cut displays ‘hearts and arrows’
it displays a fish-eye effect
it displays the qualities of ‘glare’, fire’, ‘brilliance” and ‘scintillation’
‘diamond’ is derived from the Greek ‘adamas’ meaning untameable or invincible
they are romantic
a person is called ‘a rough diamond’
it is a suit in playing cards
April
they were a Holocaust asset
they are a girl’s best friend
human ashes into diamonds

they are forever

Fig. 68. The lore of the diamond.

3.3. Taxonomies

REGARD:LOVEMBEvas made in response to my historical researtheof
REGARD jewel and its Language of Stones, and wiasnded to embody and
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reflect upon REGARD jewels’ function as instrumentggames’ of love and as
codified systems of organising and forming meanimgis concluding section
reflects further upon how particular taxonomies aadabularies associated with
gems and jewellery have shaped my developmeneddriefact and my approach
towards my practice-led research. These taxonoamds/ocabularies relate to:
the naming of gems and descriptions of their pcaver rarity; gems’ material
properties (hardness, shape and colour); and stamastical anomalies. Marcia
Pointon would perhaps describe such anomaliesnalsicaities’, and these have

provided a motif throughout my researéh.

Whilst researching the content and layout of thekhthe discovery of gems with
different names, colours and powers that yet shifiedame chemical formula,
prompted me to reflect further upon their nomenckat Sapphire is a case in
point: its other name is ruby. Both derive frora torundum family and they
share the same chemical formula of@, but their colours and properties are
distinct. Ormonde Dalton, Assistant Keeper of Bfepartment of British and
Medieval Antiquities of the British Museum writas,his text of 1912, that the
sapphire is the colour of the Virgin and of theess; it preserves the chastity of
the wearer. He goes on to note thatstmevirtue is attributed to the emerald
and the green jasper, and that similar beliefeatended to other gem®
Common virtues attached to gems included ‘deferanea harm’ (sapphire) and
‘reconciler of disputes’ (ruby); where several wés are attached to the same
stone, they sometimes seem to be at variance wéhanother, for example

‘controls amorous desires’ (ruby).

Tracey Fletcher sheds some light on these appar@mnisistencies, as well as on
gems’ naming in her MPhil thesis of 199he Symbolism of the Pearl and other

Precious Gems in Relation to the Ideology of thddiéi Ages.She argues that

164 Seefig. 33in which Marcia Pointon explores jewellery’s amibities.
185 Dalton (1912)Catalogue of the Finger Rings in the British Musepnxliii.



Margaret Atwood writes iThe Blind Assassjn

He [Alex] left behind one of the cheap exercise books we’d given him. Of course
we opened it immediately to see if he’d written anything in it. What were we
hoping for? A farewell note, expressing undying gratitude? Kind sentiments

about ourselves? Something of that sort. This is what we found:

anchoryne nacrod
berel onyxor
carhineal porphyrial
diamite quartzephyr
ebornort rhint
fulgor sapphryion
glutz tristok
hortz ulinth
iridis vorver
jocynth wotanite
kalkil xenor
lazaris yorula
malachont zycron

“Precious stones?” said Laura.
“No. They don’t sound right,” I said.

“Is it a foreign language?”*®

Fig. 69. Excerpt from Margaret Atwood (2000) The Blind Assassin.

the naming of gems was informed largely by placetigs and their mythical
attributes rather than by science, especially anémes of most of the well-
known gems were established before mineralogy @e@sgnized as a science.
Furthermore, scientific systems of gem classifaraivere of practical use only to

166 Atwood (2000) p. 219.



the mineralogist, and had very little impact on jeageller, lapidary and the
general public, for whom the ancient ‘characterstaines resonated long after the
introduction of chemical formulae to classify th&th.Marcus Baerwald (1960)

in The Story of Jewelnguggests that the pre-scientific names of wellwkmo

gems were so well established that no-one wisheen@me them with more
scientific description$®® Tetzeli von Rosador notes that it was not neci#gsa
how thefactsof gems were communicated which was of interetti¢o

Victorians, but more importantly it was “... the moalethinking that informs
lapidaries. It is a mode which is analogical degdrical in structure and relies on
a world of correspondences or on a universe in kvaicphenomena are but

traces..."®®

The relationship between the intrinsic quality ehgs and their names continues
to inspire artists and writers in contemporary smes in the works of authors
Margaret Atwood (2000) he Blind Assassiand Tobias Hill (2001Yhe Love of
Stones.In Atwood’s clever inventions opposite, her namestkath mesmerising
and evocative and | was perplexed by their strdagiarity. |1 was immediately
drawn into the mysterious world of the author, Aldurther reflection revealed
to me that there were 26 words, each for a leftérealphabet, and each a
pseudo-stone to represent that letter. Each wiaokures the soul’ of the stone to
which it alludes:"

187 As argued by Fletcher.

188 Baerwald and Mahoney (1960he Story of Jewellery. A Popular Account of theel.Lore,
Science and Value of Gems and Noble Metals in thaekh World p. 20.

189 Op. cit. Von Rosador (1984) p. 301.

170 By ‘captures the soul’ | mean that although eachdweads as ‘nonsense’, it reveals within it,
the essential quality of the thing that it descsibe
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BOTTOM VIEW

CULET

CULET

Fig. 70. A ‘brilliant’ cut. Kunz (1918) The Curious Lore of Precious Stones.

Ebornort.. ebony? My spell check suggested either ‘ebbaitéburnout’.
Jocynth.. jacinth?
Lazaris.. lapis lazuli surely, or Lazarus?

Nacrod.. sacred, nacre or acrid?



Quartzephyr. mineral or breeze?

Like Atwood, | find systems of classification contipgy and my scientific
ignorance places me in a privileged position toveutoreceived knowledge of
such systems for the purposes of creating new mganiobias Hill’s writings
about the animate nature of gems argue that coésaéoe dead, insomuch as they
have been removed from their life source, are giedrof the potential of further
development and have been transformed by humarshdnadonder why, then,

do stones (particularly diamonds) confound us leyrtfire’ — their ‘life-giving
essence?’! On the paradoxical nature of the diamond, Hiites:

“There is no other stone like diamond. It hasipalar qualities of purity, self-
possession and weakness. On the Mohs scale afdsarthe diamond is ten, the
maximum from which all the rest are measured; bistis deceptive. For one
thing, diamond is the only gem which will combusiyning with a clear, quick
white flame. It leaves no ash [...] And diamosdbrittle as bone. Drop a
brilliant and it will shatter like glass along amgernal flaw. There is a hardness

but no flexibility, and brittleness is an unforgigi quality”’2

Hill goes on to say that diamonds can only surgembustion in intense heat, if

protected by some other form of carbon, such asxadpocket ... or a hand.

Diamond is the hardest substance found in natutesaiour times harder than the
next hardest natural mineral, corundum (sapphideraby). The virtues of

fearlessness and invincibility ascribed to it amenost cases, traceable to its

"1 See my discussion on the next page about the didmiod its relation to light. This is what |
mean by my expression, ‘life-giving force’. A kefliwidely held in the middle ages was that the
diamond was alive and able to self-produce. Riet@ved that gems were “veritable living
beings, produced by a sort of fermentation detegthioy the action of a vivifying spirit
descending from the stars”. See Leo Kendall (2@&jmnonds, Famous and Fatal, 21.

Y2 Hill (2001) p. 127
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Hardness Mineral
10 Diamond 10
9 Corundum 9 ; )
8 Topaz 8 - wpdy A - éMG
7 Quartz 7 — -t ?/{,QSQ
6 Orthoclase 6 = BS haipe Iotade
5 Apatite 5 ,
i M
: s A i
2 Gypsum 2 g3
| Talc 1

Fig. 71. Mohs Scale of Hardness.

hardness, transparency and putifyMedieval and Eastern lapidarists promoted

its quality of invincibility, believed to be trarested to the wearer through skin

173 M.S. Shukla (2000Panorama of Gems and Jewellery in Indian Historigatting p. 109
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contact (talisman)’* The diamond’s strength, which so captured thdipub
imagination finds its expression in its various eamnd derivations — adamant,
adamantis, almas, adamantine. The meaning ofiineothd as ‘unconquerable’
gradually shifted to become ‘enduring’ and, in thisy, was conceivably

appropriated within the context of jewellery symbui.

In 1812, a hardness scale was devised by Germasratogist Frederich Mohs
(1773-1839), determined by the ability of hardenenals to scratch softer ones.
As Hill states above, the diamond occupies numbBeoriithe Mohs Scale of
Hardness. Yet, | have been struck, during my rebeay the minute increments
of measurement involved in distinguishing one mah&om another: half a unit
on the Mohs scale is equivalent to the differemceardness between a fingernail
and gold'"®

| have also been fascinated by light, and how theng of a gem affects the light
it emits. A diamond will only display its lateneéauty when cut and polished into
shapes which facilitate the release of its charestie fire and brilliance - shapes
with evocative names such as cushion, marquise, bagjuette, heart and
princess. The techniques for shaping diamonds taveloped over hundreds of
years, with perhaps the greatest achievements haaethematician Marcel
Tolkowsky and recorded in his 1919 doctoral disgenh. His ‘round brilliant

cut’ was developed by calculating the ideal shapeturn and scatter light when
a diamond is viewed from above, enabling the réfra@ction of ‘scintillation’ to

occur.

As Joan Evans, the eminent jewellery historian $idtee 18th century is
described as the age of light and lightness irddeorative arts and it is in this

% bid. p. 109.
5 Data supplied by the American Federation of Mitagizal Societies, Inc.
http://www.amfed.org/t mohs.htmAccessed 14.12.07.
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Fig. 72. Enclosures in gems.

context that scintillation, or brilliance in motigis seen at its finest® The
significance of artificial light in domestic interns to the diamond and its effects

176 Joan Evang History of Jewellery 100-187ted in Munn (1993) p. 47

144



should not be underestimatéd.The modern round brilliant has 57 facets
(polished faces), 33 on the crown (the top halfvalihe middle or girdle of the
stone), and 24 on the pavilion (the lower half betbe girdle). Each of these
facets is assigned an allegorical name; for exask®e, skill, bezel, quoin, kite

and table

Convention dictates that the beauty of the diamsnuhsurpassable. Once
brought out of the ground, each one is subjedgtrous evaluation to determine
its quality. The diamond industry terms this assent as “the four Cs"— its Cut,
its Clarity, its Colour and its Carat. The casaaistandardized unit of
measurement of precious gems and metals. Pritatmardization in the 17
century, however, vague metaphorical descriptioeewsed to describe
diamonds’ size, and terms such as ‘large as a waintbig as a goose egg’ were
common, largely because several different caraglwtgiwere in use
simultaneously in Europe and Asi&. The current term for the smallest diamonds

is salt grains,andsolitairesare the largest.

Any discussion of the properties and potentialpretious stones, as they have
informed my research, is incomplete without refeeeto flaws, blemishes and
imperfections. The bane of jewellers and lapidsyisnpurities are either
disguised through the cutting of a stone or throwgghoving the affected portion
entirely. In the context of my research, howetleg, notion of impurity,
particularly in the context of mineralogical nomkatare, has provided a rich vein
of enquiry and metaphor for articulating emotidn.diamonds, the presence of
foreign matter isnown as an ‘enclosuré’® Despite jewellers’ dislike of them,

enclosures have been assigned the most enigmatjocgtic names which go to

17 candlelight, for example, prompted the creatiotawish interiors such as painted ceilings,
damask hangings and the Chinoiserie and silkseop#niod, including Chinese patterned
wallpapers. Items incorporating diamonds sucthashoe buckle and the aigrette (a hair
ornament that wobbles like its namesake’s tuftedt¢iwere expertly designed to both reflect and
refract this limited evening light. Ibid, Munn, #7.

178 Op. cit. Kendall (2002) p. 42.

9 0Or an ‘inclusion’.



Fig. 78. Detail of A (Amethyst) page, REGARD:LOVEME.

the heart of describing the visual attributes efplollutant. These include, sand,

dust, feathers, needles, clouds, icy flakes angglaEmeralds exhibit



characteristic enclosures known as ‘gardens’ odiijgs’, and garnets ‘horsetails’,
which resemble scenic foliage when viewed undeicaascope. The generic
name for such faults is the equally evocativek&it®™® Occasionally a stone
contains fluid-filled enclosures, invisible to thaked eye, comprising water or
liquid carbon dioxide. Very occasionally, a diardas enclosed within a larger
one, either trapped, or spinning freely within‘jgarent’. Such a condition, like

all other enclosures, is considered a fault, ngbader, by the gem trade.

Marcia Pointon talks of stones’ (especially diamgihd/onder when she writes
“the human body decays and rots (is itself recyded the diamonds it wears
outlive it by thousands of year§* Pointon’s and Hill's musings are confined to
mineral products and do not encompass the probiestatus of gems derived
from the animal or vegetable kingdoms. | wondeent how amber, jet and coral
might fit into Pointon’s and Hill's observations thfe in/animate quality of gems.
Amber, the product of vital processes of plantsgroentraps and immortalises
living creatures in its fatal journey towards sdlahtion. Jet, ubiquitously
appropriated by the Victorians to symbolise deatls often faceted and polished
to provide a highly mirrored surface in which tdleet life and simultaneously to

display grief.

80 The term ‘silk’ is also used in relation to théyu It describes its characteristic reflective
quality caused by fine parallel lines known asiteuneedles’.
181 Op. cit. Pointon (199®)Valuing the Visualp. 8 and (199%) Wearing Memoryp. 73.
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Fig. 74. A lexicon of stones used within REGARD jewels.
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My research findings established that there is little published scholarship on the REGARD
jewel and on its system of communication, ‘The Language of Stones’. My study focused upon
its strategies of wordplay through gem codes and what happens when its codes are broken.

e This was achieved, through art practice, by means of creating a conversation between
the jewel and its ‘grammar’ (its words, shape, feel, colour, popular lore, science and its
systems of ordering and naming).

e That conversation resulted in this written chapter and the artist’s book
REGARD:LOVE ME. My perception of dichotomous aspects of the REGARD jewel
inspired the artwork’s making. The most significant of these is what I describe as the
contrasting types of knowledge that are embodied in REGARD jewels’ meanings and
modes of communication: artistic knowledge (wordplay) and scientific knowledge (the
healing and associative powers of its gems). The artist’s book employs an art/science
dialectic as a means to explore how languages of science and art may co-exist in a way
that has meaning in the 215t century.

e The companion meanings of the term ‘regard’ informed the formal composition of
REGARD:LOVEME through repetition of my motif of two corresponding parts or
mirrored halves.

e The book as a form for exploring these ideas was chosen for its traditional
characteristics of repetition, sequential ordering and narrative. My strategy of
making an ‘unbound’ book was developed to imply scope for alternative orders of
‘reading’.

e My knowledge of this form of jewel was deepened through an understanding of certain
historical contexts of its gems: their perceived associative and sympathetic qualities
and how their ‘characters’ informed their names. Within my book, I have conceptually
and aesthetically counterpoised this understanding with 21st century taxonomic
understandings of geology and mineralogy.

+  The intrinsic qualities and perceived dualities of gems (in/animate, strength/emotion)
inspire 215t century writers and novelists as they inspired the Victorians. I considered
such dualities within my context of exploring gems’ ‘ambiguities’. Parallels may be
drawn between the inanimate qualities of gems and those of hair, as discussed in the
next chapter.

e I came to understand the REGARD jewel as providing an exceptional model of how
the material world can be fashioned to describe the experience of love. The artwork
REGARD:LOVEME s an artefact of as many paradoxes as gems: it looks like a book
yet its pages are free; it has a linear structure but is open to multiple restructuring; it
reflects on an outmoded word, which is no longer in use; it is a book of poetry without
poems; it looks to scientific explanation but ultimately resorts to mystical belief; its
‘readers’ are invited to make meaning by disrupting meaning. It reflects upon and
plays with words, emphasising them in the wrong places and contemplating and
celebrating their subtleties. It is both a literal and metaphorical container of secret
spaces, akin to those in lockets that provide for meditation upon the hair of the
beloved. The book, like the jewel, endures, is witness to, and survives the love that it
articulates.
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Fig. 75. 19t century table-worked hair jewellery.

http://www.vintagetextile.com/new_page 169.htm ©Linda Ames.
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Acorn Braid
Acorn Tight Braid
Banded Bracelet Braid
Basket Tight Braid
Bracelet Braid
Bracelet Tight Braid
Chinchilla Open Braid
Diamond Tight Braid Diamond
Shaped Chain Braid
Double Elastic Bracelet Braid
Double Loop Chain Braid
Double Rib Chain Braid
Elastic Bracelet Braid
Express Tight Braid
Fancy Chain Braid
Fancy Lace Braid
Fancy Square Chain Braid
Fancy Tight Bracelet Braid
Fancy Tight Braid
Fancy Twist Braid
Flat Chain Braid
Fob Chain Braid
Half Open Braid
Half Tight Braid
Knot Chain Braid
Neapolitan Tight Braid
Necklace or Edging Braid
Necklace or Head Dress Braid
Necklace Pattern
Open Braid
Open Check Braid
Open Fine Braid
Open Lace Braid
Open Striped Braid
Overshot Braid
Plain Open Braid
Plain Tight Braid
Reverse Braid
Reverse Tight Bracelet Braid
Rib Ring Braid
Ring Braid
Chain Braid
Tight Braid



Ring Pattern

Rope Chain Braid

Scotch Plaid Braid

Spiral Striped Braid

Square Cable Chain Braid

Square Ribbed Chain Braid
Square Striped Elastic Braid

Wide Striped Braid

Fig. 76. Index of hairworking braids from Mark Campbell (1875) The Art of Hair Work.

4.1. Artefact

This chapter deals with symbolic languages of j&xglmade entirely of, or
incorporating, the hair of a loved one. The Vi@arcraft of *hairworking’
involved making a jewel or object through reworkangart of the body of the
beloved into artistic form. Hairworked jewellerftbe 18" and 19 centuries

may be categorised as follows:

* Alock of hair, or woven hair in, or backing a l@tlor portrait miniature
(evolving from 17" century mourning slides with death’s head imad&s).

« Plaited hair around, or contained within, mournimgs.

» Hair fashioned as a highly decorative floral ordtaal motif (e.g. Prince of
Wales feathers). This was known as palette-wodkadten backed onto small
oval-shaped ivory tablets.

* Snipped hair, with sepia, forming images of langsesaand garden scenes
(often mourning scenes with symbolic urns) in ldeke

e Articles fashioned entirely from hair (braceletarrengs, watch chains) known

as ‘table-work’.

The purpose of hair within jewellery was to stintaleemembrance, and to act as

a powerful instrument of evocation. As a mategigbression of emotion, hair has

been a longstanding preoccupation of my artiséciice — dead, but

simultaneously “the vital surrogate of the livingrpon” it appears to embody a

182 For a comprehensive study of hairwork that baghertrait miniatures in lockets from 1780s —
1820s see Helen Sheumaker’s PhD thesis as citkerear



curious paradox®® When worn against the living body as jewellety function
is to conjure up the presence of the absent btidynateriality associates it with
remembrance and mourning practices because it “agejg) the body (and
hence, the self) of the deceased, as it [doesh®living, into an object of

possession*®*

183 Charles Berg (195IJhe Unconscious Significance of Hair,37.
'8 Helen Sheumaker (199This Lock you See, 1.



A Grammar of Sentiment Chapter four: Hairworking Bharti Parmar
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Fig. 77. Plocacosmos. Hairworking trial: Tigature’.

In this chapter, | address hair’'s use in jewelleith reference to its beauty,
materiality and availability. Regardless of its@sations with death and the
consequent distaste that it has subsequently eybkegue that hair in jewellery
represented the ‘life force’ to the culture of gfexiod; hair’s status as woman’s

185 Creer (1886).essons in Hairdressing\ tie of hair.
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supreme adornment rendered it synonymous with fpeand this predisposed it
for jewellery!®® Hair is a product of the body that is amenable¢aving
processes and can thus be readily transformedkeJsiin, it is removed without
injury, and its re-growth leaves no scars. Itimasetary value but is also truly
available to all. As the ‘crowning glory’ of thel§and the beloved it is

‘precious’.

Why hair became so central a material for jewellaasy, itself, been surprisingly
little discussed. Hair is material matter. Sightl smell of it provokes physical
and emotional reaction. It serves memory throwgich and through handling.
Hair’s look and feel is transformed when fashioimgd jewellery, becoming crisp
and rigid, yet strangely yielding due to the elastiin its weave. A hair jewel is
an incredibly fragile article; almost weightlesseels like a tiny creature
prickling the palm. Its structure is compellingis beautifully complex, with

each strand separate and disciplined.

For Geoffrey Batchen, hair has the potential tonetonymic, to stand in for the
thing that it represents. HEre the Memory Fadean essay on photography and
hair jewellery, he writes that hair & the body and stands far the body of the
absent subject. It was what he describes as dvamaterial of memory” in the
19" century®®” Despite the emphasis within existing scholarsiipn hair as
memorial, much hair jewellery appears to have lzeproduct of love and
friendship rather than grief. Mictorian JewelleryDeirdre O’'Day acknowledges
that “the hair of a loved one was enthusiasticalghanged by the mid-Victorians
to celebrate such important personal events asthats, weddings...” as well as

death'®® Diana Scarisbrick has observed that hair in jEmekcommemorated

18 For my meaning of ‘life force’, see my discussinrihe previous paragraph of the paradoxes of
hair.

187 Op. cit. Batchen (2004) pp. 32-46. Batchen’s observations are aboutihaihotographic
lockets as it relates to American hairworking pices.

188 O'Day (1974)Victorian Jewelleryp. 36.



TOOPING of the SHOULDERS has been REMOVED in
many Thousand Cazes the last Twelve Years by the Patent Chest Expander. Full
mnlm ht:rwdul tmnrmlpt of postage-stamps by ALFRED BIH‘I(ET‘: 4, Great

TESTIMONIALB D ed and Emblazon ed on Vellum

and Caskets for ditto, for Presentations, Monumental Brasses , Ecclesiastic, Notaria
Beals, Dies Presses, Book Plates, &:.—H.- BALT, Heraldic Office, Turnstils, Lineoln's-inn,

o o g & Bl
con| com n Arm on

Jewellers, Engravers, and others, t Bachelors are represented Married, mnﬁ
Bachelo1s, the Maiden Wido : the for their own protection, sud to prevent
being censured, are solicited to consult her Maj Heralds, or fh. I.tnoofn'l-l.nn eraldle
Office, who now execute Engraving, &, THE LINCOLN'S INN MANUAL oF HERALDRY,
deccriptive of the Science, Js., or ps. H.BALT (Observe), Great Turnstile, Lincoln's-iun,

OR FAMILY ARMS, send to the LINCOLN’S-INN
HERALDIC OFFICE Name and County, Arms Palnted, Empa and Quartered
Bketch, 8s. 6d.,or riamps. Pedigrees of Families, 21s.—H. BALT, Great Turnstile, Lincoln's-inn,

INCOLN'S INN HERALDIC OFFICE.—The established
office for anthority in Fngland, which for years has furnished Arms, Or;tl, &c.,
ug

with that authenticity knwnl:gm out Europe.—H. SALT, Great I'urnstile, Lincoln’s-inn,

IMMEL’S RIFLE VOLUNTEERS BOUQUET is the

fachionahble Perfume for this 6d. Entered at Stationers’ Hall. Sold
by all Perfumers “—Rimnel, 96, Strand ; 271, s and Cuystal Palace.

LER'S PLICATURA FRIZETTES, for Dresijng

Ladies” Hair in the new style, £1 1s. and 153, per set, sent free to any part of
ingdem, wirh inatructions for dreesing, on receipt of amount in stamns, and exact colour o
bair.—JEAN D'ARC FRIZETI'ES, 2. 0d. and 3s, 6d, each. W. Waller, Coiffour, 90, Great

College-street, Camden New Town.

HE PLICATURA NEW FRISSETTE
for DRES3ING LADIES' HATR

in the New Btyle, designed and mads only by

W. WINTER, 205, Oxford-strest, W.

ANCING.—Mr, BLAND an HTERS give LESSONS

DAILY to Adults in the Valse Galep, Laucers, &c., tha Misscs Bland officlatiug as
parloers, 33, Brewer-slreet, Regont-street, V7,

Fig. 78. The fashion for false hair is exemplified in this advertisement for plicatura frizettes.!s?

Hllustrated London News, 315t March 1869.

friendship, love and marriage, with fashion magegiof the period, such ase
Ladies’ Cabineplaying their part in keeping Victorian women apdiate with the
latest jewellery style§ Reflecting this broader profile of use, my chapte

189 . . .
OEDplicature, n. Aplace in the body where there is a bend.
impI icate, v. To intertwine; to wreathe, twist, or knit together; to entwine, to entangle.

190 0Op. cit. Scarisbrick (1984) p. 44.



focuses upon the table-worked hair jewel, an artgfapular from c¢1840-1880s

made and worn both as a memorial and as an antatay.

Decorative use of hair in jewellery developed fritsruse in mourning jewellery.
Its popularity became widespread; as sentimenaaljery, it was not only the
visible sign of a gift of love, but also a high & genre, boosted by royal
patronage. Shirley Bury writes, “Queen Victoridtbwore and gave jewellery
set with hair, a practice inculcated in her earltes/s by her mother [... she] also
scattered her own hair among her family, and bestiotvon others as a mark of
special favour®* But with hair jewellery’s popularity came doulaisout the
probity of the hairworkers and the provenance eftthir that they used. Bury
writes that “the hairworking concerns prosperedr@ss-production [...] by
cutting costs to the point at which they attracddige popular market, they
incurred suspicion that they had long since givemsing the hair entrusted to

them by their clients*?

It is Bury’s linking of wrong hair with hair in jegllery that has provided a crucial
spur to my own thinking. She proposes that “it wasnuch easier for the
[hairworking] trade to obtain hair in bulk from ognts on the Continent or other
sources of supply that the suspicion [that otharwas substituted for entrusted
hair] was probably justified™®® This hypothesis is supported by Irene
Guggenheim Navarro, the American jewellery writdrowvrites that “hair was
routinely purchased from convents and from womediria straits, usually in

small towns and villages* My enquiry into hair substitution has been given

191 0p. cit. Bury (1984) pp. 44-45. She cites FreBdglish interchange when Empress Eugénie
of France (1826-1920) was moved to tears on rawgi@ipresent of Queen Victoria’'s hair as a
bracelet.

192|bid. p. 41. Navarro supports this view stating thae‘flopularity of hair jewelry in the mid-
nineteenth century sometimes led professional laik@rs to overlook the sentimental jewellery
aspects of the genre.” Ibid. Navarro (2001) pp.-284

193 bid. p. 41.

194 Op. cit. Navarro (2001) pp. 484-93.
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Those Ladies and Gentlemen who will be kind
L enough to favor C. OLIFiERs with a visit, will find at
I his Establishment, Partemss v Haim of the most
novel and beautiful designs, arranged on C. O.'s new
prineiples.

Having been seven years Working Artist in London,
he ean promise to return any bair entrusted to him,
for it never leaves his possession until worked into

the ornament required. |

As there is no secresy of working at his Establish-
ment, Ladies and Gentlemen may see their own hair
made into any Souvenir they may require.

Any Article required will be promptly executed,
if the Hair sent be accompanied by Post-office order,
or reference in Town.

Every Article above 20s. will be registered, at Six-
pence charge.

Payments made by Post-office Order to be addressed
to ChmisTIAN OuiFiens, Post-office, No. 1, Coventry
| Street, London.

¥
35, OLD COMPTON STREET, SOHO.

A

Fig. 79. A page from Christian Olifier’s Album of Ornamental Hair-Work (1850) testifying that he is an honest tradesman.

further credence by Margaret Hunter’s researchtingrin Costume; The Journal

of the Costume Societjuntersheds light on the fascinating practice of

‘recycling’ hair rings:®®> She states that rings continued to be distribtgted

195 The tradition of bequeathing memorial rings inlsvis known in English funereal culture from
the 16" century. William Shakespeare (d. 1616) made aéstcpf rings, each valued at 26
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mourners at funerals until the 1870s; these weuallysmade of plain gold with a
band of black/white enamel (depending on the geafigre deceasedy with
plaited hair around the shank. She writes, “...rnimdte’s Catalogue of 1877 hair
braids for rings were being advertised at twopezazh or one shilling and
threepence the dozen, from which it will be seext tair had lost some of its
appeal as a personal and treasured souvenir, a@noelcame purely a symbol of

mourning, not necessarily connected with the demk#g°

Thus, scholars’ assertions that ‘the wrong hairs wametimes used in jewellery,
in conjunction with hairworking authority Helen Simeaker’s description of the
use of genuine hair as faliable embodiment of the individual”, have provided
the spur for my exploration, through practice,hs timplications of hair
substitution, pursued in the form of hairworkinigis®” Notions of deception
implied by substitution were central to these sriahd my understanding of them

is discussed at length later in this chapter.

My objectives for studying hair jewellery have beew-fold: firstly, | sought to
develop an understanding of the work of the hamdlired in manufacturing a
labour of love. In his aforementioned essay, Baiathescribes the objective of
19" century hairworking from a perspective not onlytteé materiality and
symbolism of hair, but also of the position of thaker. His analyses have
provided the incentive for my own enquiry. Batclofiserves that the amateur
practices of hairworking “turned the natural haiioi a cultural sign, while
allowing the braider to involve herself physicaijth the body of the other as

well as with the act of remembrance that braidingiéed” **® My second

shillings, to his actor friends, and Samuel Peggs1703) detailed legacy of the recipients of
mourning rings is documented in his Diary. Margatenter (1993Mourning Costume: A
Collectors Account. Costume, The Journal of thet@ue Societyno. 27, pp. 9-25.
196 i

Ibid. p. 20.
197 Op. cit. Sheumaker (1999) p. 7.
198 Op. cit. Batchen (2004)pp. 32-46.



p I O C y n. A mixture of hair and tar used to waterproof
the undersides of wooden ships

p I O Ce y n . Constant repetition for the sake of emphasis

p I O ke y n . Anything twisted, plaited or interwoven, a

complication in a plot, or a web of deceit

p I O kOS y n . A lock of hair, braid, curl

The latter two derive from the Greek verb pleko — to plait, twine, twist,
weave, braid with the further metaphorical extension — to plan, devise,

plot, contrive.199

Fig. 80. Exploring the definition and etymology of ‘plocacosmos’.

objective has been to explore the relationship @fds to the hairworked object —
metaphors and secret spaces within its structuddaam. | have carried out my
enquiry in two ways: through analysis of latd"#d 19' century British and

French hairworking manuals, and through practicels’ to explore hairworking

199 Definitions 1 and 2 from th®ED; definitions 3 and 4 from Henry George Liddell,tRot
Scott,A Greek-English Lexicomnttp://www.perseus.tufts.edu/lexica.htmAccessed 16.07.05.
All definitions abridged.




techniques, following step-by-step instructionsrirmanuals to reproduce the
patterns that they describe. The research findinggprise this chapter and the

artworks themselves.

In order to develop a better understanding of theexts of hairworking manuals,
| extended my enquiries to their precursor, the tiaatise — a health and moral
wellbeing advice book dating from the™8&entury. The term ‘plocacosmos’ was
conceived in 1782 by London hairdresser James 8téovantitle what was to
become one of the most influential English treatise hairPlocacosmos: or, the
whole art of hair dressing, wherein is containechpe rules for the young
artisan, more patrticularly for ladies, women, valetc. etc. As well as directions
for persons to dress their own hair; also ample artlesome rules to preserve
the hair.

A neologism combininglocos(hair) andcosmogthe universe), ‘plocacosmos’
perfectly encapsulates how worlds are reflectadlards about hair. Hair
‘speaks’ about the world through its metaphoricaénsions and subversions
(bigwig, hair's breadthbarnet fai). Moreover, the etymology of ‘plocacosmos’
encompasses not only hair, but also notions oftiteppe emphasis and deception
through the act of interweaving something. Stewareatise and others like it
have prompted me to explore the rich potentialraftespecific vocabularies to
develop linguistic ‘play’ by means of which to adds some of the underlying
themes of my research. Specifically, they havenmted development of the
companion artworlPlocacosmasa series of woven, table-worked hair pieces
illustrated throughout the left pages of this cleapthat speak about deceit in
terms of manoeuvres through the actions of the hand
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THE YOUNG LADIES' JOURNAL.

o i
FASHIONS AND FANCY WORK. |g
S ci

. | TrenE are two distinct styles of coiffure adopted | 4
' | by fashion this winter, one for the daytime and |y
one for the evening. With onr pressui 5111311 el
| bonnets it is necessary to draw off the hair 1r.:11.'n | of
y | the head as much as possible, and arrange it abihe | o
back in a heavy chignon; but with an eveuing or | je

8 | ball dress this is quite different. The hair can be | m
¥ | pqised above the forehead and more of the neck | s
® | jeft uncovered at the back. One of the prettiest | la
5 | coiffures we have seen is composed of a thick plait | e;
arranged in a coronet above the f orehead. From this
1= | eoromet droops & row of short, frizzled carls, which
= | come down over the forehead ; the thick plait is
'8 | continued on gaplesidesiyeh ha ear, and mixes
. 3@ hair, forming a chigiPmegf several

#6ps of plaited hair. :
o new Eugenie coiffure is arranged tilgg:
fl the front hair is first waved, then thrown baC
away [rom the forehead on very thick frisottes]
the ends of the raised bandesux are plaited and
arranged in loops behind the ear. The chignon ia
od of two rows of long curls, placed one

above the other. A small puff of flowers is p}:xca-rl
in front, between the raised bandeausx, with o
delicate sprig on either side, and a hmnni} of tho
ano is fastened across the top of the chignon

putterfly eniffure is more cccontris
; j op of the head is dispoes® in two
‘enormons bows hatmmas ML hang three
‘thick, short curls, which come down over the |
“forehead. The hair on each side is arranged in £
waved bandoaux, which leave the ear quite free.
‘Nexb come two small ronleanx, or curls, behind |
L=
w

FEETUE

|'the ear, and the chignon is formed of two large
drooping bows, fastened at the top with a small
ornamental comb. A butterfly of gold and enamel
or precious stones is placed in front belween the
two bows on the top of the head.

The wreath or crown of flowers is no longer | ¥
seen mow in its perfect state as a head-dress; de-
tached flowers or delicate sprigs, small birds,
butterflies and bees—tho latter beautifully imi-
tated in gold and tinted mother-o’-pearl; small
shells, sprigs of coral, long reeds and grasses fall-
ing down in the neck, compose the most fancifnl | &
ﬁi and coquetish mi[fumn. Bi

b

FSENFET B

Fig. 81. The new ‘Eugenie’ coiffure advertised in a popular ladies’ journal December 1865.

To make hair into jewellery Victorian customersrasted hair to a ‘*hairworker’,

a hairdresser with special skills in weaving arghfaning hai® The process

200 professional hairworkers were usually men, or siorally women under male supervision.
Ibid. Bury (1985) p. 41. Helen Sheumaker elabaratetheir status describing some as jewellers:
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involved plaiting and weaving hair into complexustiures according to trade
‘recipes’. Hair was divided into ‘strands’ and ‘#grking’ involved using
equipment such as threads, weights, bobbins atabk* — essentially a tall
round surface with a central hole — marked out wéttern directions, along
which the hair would be guided. The hair couldisthbe woven into long
cylindrical lengths to be dispatched to a jewel&io specialised in finishing off

the work.

Some hairworking manuals make a direct link betwssnjewellery and
hairstyles, exhibiting examples of both alongsideheothef’* Reflecting this
approach, my research has consequently placeddraing within the wider
context of hair fashions. Journals of the 1860ehsad adies’ CabineandThe
Young Ladies’ Journabdvocated the latest hairstyles, includiolis, bags
plicaturas coronetsandfronts— all of which required copious amounts of hair fo
their manufacture and often more hair than theniiatewearer possessét.

Such fashions, coupled with the burgeoning vogué&ir jewellery, fuelled use
of what was known in the trade as ‘false hair’al§e hair’ (a misnomer) is a
generic term, and is defined as supplementaryjtiaied to augment the original,
in the form of switches, fringes, padding or pdstie (hairpieces). The category
‘false’ is further subdivided into ‘imitation’, ‘wete’ and ‘foreign’, all of which
are discussed at a later point in this chaffteSeveral writers on hairdressing of
the 19" century, such as Caroline Cox (1999%5iaod Hair Days: A History of
British Hairstylingand James Stevens Cox (1984Amlllustrated Dictionary of
Hairdressing and Wigmakingttest to ‘false’ hair being used in large amoumts

hairdressing, much of it originating from the Edbts is borne out by

“whether one was a jeweller, miniature artist, airlvorker was determined by the breadth of
one’s training, abilities, inclinations and mongtegsources.” Op. cit. (1997) p. 47.

21 As in Mark Campbell’s (18673 elf-Instructor in the Art of Hairworkadapted for the American
journal Civil War Ladies: Fashions and Needle-Arts of Hegly 1860s.

292 refer to theYoung Ladies’ Journadf December 1865, which describes how to emulse t
New Eugenie Coiffureand styles requiring ‘chignons’, ‘coronets’ affiizettes’, p. 599.

203 Newspaper advertisements refer to ‘imitation’rasrfeathers and mohair.
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Fig. 82. Front page of The Hairdressers’ Chronicle and Trade Journal, 4" January 1873, p. i. Note the middle column in
which the first advertisement refers to “prepared Chinese hair” available from a Birmingham supplier. Clearly regarded
by both manufacturers and potential buyers as an inferior product, suitable only for padding work where it is hidden
under European hair, the word ‘cheap’ is repeated three times. Conversely Van Volen makes a great statement of his
Dutch hair as being “the finest and purest in Europe”. Imitation hair, fashioned from mohair is also available. One would

assume that this would be for those who could not even afford postiches made from ‘false’ or ‘waste’ hair.

advertisements in the contemporaneous press subkldastrated London News
and theHairdressers’ Chronicle and Trade Jourrfaf

204 Advertisements for false hair appear regularlysBues of théllustrated London Newgl881)
and theHairdressing Chronicland Trade Journa1873).
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In 1871, Alexanna Speight, a professional hairwonké.ondon wrote:

“Now to the lasting disgrace of those who practicthere are persons whose
greed of gain leaves them no regard for the fiaelifigs of the living; no respect
for the dead. The hair of a departed friend ietalo a tradesman to be worked
up into some little device, and what is frequeniiye is this — the hair may either
be too short or not of sufficient quantity for fxerpose intended — the tradesman
knowing this, does not as he ought to do, suggeshar design, but dishonestly
matches the hair with other hair perhaps alreadkeebup, and the unhappy
dupe lives on in the delusion that he possessdsaihef a friend whose memory
he cherishes, whilst he in fact has that of somneguewhom he has never seen or

heard of.2%°

This statement by a hairworker (and others likeénonstrates the general
distrust that had formed amongst clients of hefgasion. A consequence was
the introduction of the DIY hairworking instructionanual, providing the public
with access to patterns previously known only ®ttlade. Produced largely by
professional jewellers with hairworking enterprisesny of these manuals
doubled as catalogues advertising mounts and sasiddiewellery scholars who
discuss hair jewellery (e.g. Bury, Luthi, Corsoengrally identify Speight'She
Lock of Hair: Its History, Ancient and Modern, Nedliand Atrtistic: with the Art
of Working in Hairas the most popul&?®

How to Arrange the Hair, or, Golden Rules for thaérFgex, by One of the Ladies’ Committee of Almacks

295 gpeight (1871 he Lock of Hairp. 84. Prefacing his 1852 editionTe Hair Workers

Manual, William Martin of Brighton,'Artiste en Cheveux'testifies that he would not dare to take
advantage of the public’s incredulity: “On usherinto the world this simple Manual, as an
instrument of a polite and gratifying acquiremétnimnay be well to explain, that the first idea of
writing it, originated in the suggestions of sonfieghe author’s patronesses, who having entrusted
to the hands of artistes their ‘Symbols of Affeatichad, on their pretended return, detected the
substitution of “shades of other htie.

28 gpeight’s popularity, | surmise, was due to her s®men amateur ‘makers’ would consider a
female more trustworthy. Her text is acknowledbgdop. cit.) Bury (1985), (op. cit.) Luthi

(1998) andCorson (1965Fashions in Hair.
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The Human hair, why it falls off or turns grey. 35th edition.
The human hair and on the means which may reasonably be expected to prolong and favour its existence.

A treatise on the principles of hair-dressing, imah the deformities of modern hair are pointed ent an
elegant and natural plan recommended, upon Hogartimortal system of beauty.

Self-Instructor in the Art of Hairwork, dressing hair, making curls, switches, braids and hair jewelry of
every description. Compiled from original designs.

Treatise on the hair, in a healthy and diseased state, containing hints and remedies for its
restoration and preservation.
THEORIF DE LART DU COIFFEUR, OU MF THODE A SUIVRE POUR APPROPRIFR [A COIFFURE AUX
TRAITS LAGE FT LA STATURE
ENCYLOPEDIF DES OUVRAGES DF DAMES.
Essai sur la Culture des Cheveux, suivi de quelques Réflexions sur L’art de la Coiffure.
A Popular Treatise on the Human Hair.

Dissertation sur les Cheveu.

The Jeweller’s Book of Patterns in Hair Work, containing a great variety of Copper-Plate Engravings of Devices
and Patterns in Hair: suitable for Mourning jewellery, Brooches, Rings, Guards, Alberts, Necklets, Locklets,
Bracelets, Miniatures, Studs, Links, Earrings, &c...

The Hair Workers Manual, William Matrtin, Artiste €heveux.

A treatise on the nature and preservation of thie.haauses of its different colours and diseases...
also means of promoting its growth...

Album of Urnamental Hair-Work for 18501
Athenian wiggery, no. 19, Bishopsgate Street within, three doors from the London Tavem, and at no. 29, High Street,
Margate. Ross, by great labour and at vast expense, has exerted all the genius and abilities of the first artists in Europe to
complete his exhibition of ornamental hair...

The Lock of Hair: Its History, Ancient and Modern, Natural and Artistic: with the Art of Working in Hair.

The art of hairdressin 0 or the Gentleman’s director; bre‘i/mgf a concise set of rules tor dme‘§§/i‘ngr Gentlemen’s
hair.

Art de se Coiffer Soi-Méme Enseigné aux Dames; 8uidManuel du Coiffure...

Fig. 83. A selection of the most popular late 18 — 19t century

English and French hair treatises and hairworking manuals.

This text, and four others, have been centraldingimy understanding of the
codified languages of hairworking:

» Edwin Creer (1886l essons in Hairdressing... to which is added a

glossary containing... French words and phrases usdide business.
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The appendix contains a list of words sucletesvelu(hairy), dénatter(to
unplait the hair)hérisser(to bristle up), andndé(undulating).

* James Stevens Cox (19840 lllustrated Dictionary of Hairdressing and
Wigmaking a text comprising a comprehensive terminolodisalof hair-
related trades from the T Zentury to the present.

e Mark Campbell (1867%elf-Instructor in the Art of Hairwork, dressing
hair, making curls, switches, braids and hair jenyedf every descriptian
A very popular American text which appears, ostagsto be similar in
detail toThe Art of Ornamental Hair Workelow.

* F.L.S (1856)The Art of Ornamental Hair Work.

With these references | devised a strategy for nggkairworked artefacts that |
conceived as constituting propositions for how\waiking can speak about
repetition, emphasis and deception through thefacterweaving weblike
structures?’

In the section that follows, | discuss and anatysepractice-led strategies, using
observations extracted from my research and stuatiebooks. | test the
appropriateness of the term ‘Plocacosmos’ to desc¢he objects | made and the
ways in which | made them. The processes of theistee methodology outlined
at the beginning of the thesis are in evidenceutinout this descriptive analysis.
| explore the potential sources of ‘false’ haimfravhich original artefacts may
have been fabricated in the third section of myptdaTaxonomies'.

297 view my trials as ‘proposals’ to speak of thead conditions. | have been inspired by
Caroline Broadhead in my use of this term, who idner artefacts as ‘sensuous proposals’.
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SELF-INSTRUCTOI

ART OF HAIR WORK,

DREBSING HATR,

MAKING CURLS, SWITCHES, BRAIDS,

HAIR JEWELRY OF EVERY DESCRIPTION,

Famplit frem Brigisal Bruges e the Fasesh Parisbon Jattaras

MARK CAMIBEELIL

—

KEW YORK:
AL CANMPIELL, 7 BIROADWAY.

CHTITAGD
81 BOTUTH OLARKE SUHITET,

WOCTELE VT,
o

e
C

Fig. 84. Mark Campbell (1867) Self~Instructor in the Art of Hair Work.

4.2. Artwork

The text for this section of the chapter has besmstribed from my studio notes.

Beginning the research...
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I have identified several items of hair jewellery f rom the

collection of the V&A Museum. Following detailed h istorical
research of these objects, including research trips to study, draw
and photograph them, and conversations with museum personnel about
their use, materiality and contexts, | am directed to particular
primary written sources describing how these artefa cts are made.
These sources are instruction books by English or F rench
individuals, most of whom are jewellers with hairwo rking concerns.
| select two manuals and two trade dictionaries to direct my

practice-based research:
« Creer (1886) Lessons in Hairdressing...

» Stevens Cox (1984) An lllustrated Dictionary of
Hairdressing and Wigmaking

e Campbell (1867) Self-Instructor in the Art of Hairwork.
* F.L.S(1856) The Art of Ornamental Hair Work.

Reflections upon these texts...

This final book - a diminutive volume, ornately emb ossed in blue
and gold — proves to be particularly inspirational: the author
draws me into the text by his (or her) opening plea of wishing
“not to frighten the fair reader with a long list o f expensive
machinery and tools but suggests creative applicati on of a band-
box, some thread, a pair of scissors, a few knittin g needles of
different sizes, or a cedar-pencil, a few pennies o r half-pennies,
and some little bags about 2 inches square, which ¢ an be made out
of any old pieces of stuff; these, with a bunch or tress of hair,
are sufficient to do almost any kind of hair work.” | am
immediately excited by the prospect of making somet hing so
breathtakingly complex from quotidian household mat erials. lam
also instinctively aware of the ‘uniqueness’ of the text: | have
not encountered any scholarly citing of it, and fur ther research
subsequently confirms its rarity — | find only thre e copies in

208

existence in UK research libraries. The Art of Ornamental Hair

2% To my knowledge, four libraries have holdingshistbook: National Art Library; Bodleian
Library and National Library of Scotland; the BshiLibrary has a microfiche copy.
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Fig. 85. Plocacosmos. Hairworking trial: ‘gauche’.

Work is reminiscent of a cookery recipe book; it contai ns written

instructions and illustrations, comprising engravin gs of both

ready-worked hair items and complex, arcane circula r discs of

alphanumeric codes. On page IV of the preface, F.L S asserts

OED gauche Lacking ease or grace, unsophisticated or socially
awkward.

Creer (1886).essons in Hairdressing:  Left hand, clumsy, awkward.



his/her moral rights as the author, stating that s/
any other book on the subject of hairworking in any
beyond a few descriptions of plaits in the

the Lady's Magazine  for 1851.

Making a word list...

| devise a personal glossary of hair terms, informe
by Creer’s Lessons in Hairdressing,
of recurrent patterns or manoeuvres in hairworking
as ‘whip chain’, ‘close’ and ‘open chain’, ‘gauche’
‘double rib’. o
Cox’s dictionary relating primarily to the hand and
such as, ‘inter-weave’, 'hitch’, ‘manoeuvre’, ‘darn
‘mould’, ‘overshot’ and ‘tension’. | choose words
they are meant for trade initiates but my ignorance
sense is an asset, rather than a liability, to my e
practice. My capacity to draw meaning from them is
technicality. Words’ appeal rests with their assoc
aspects of the human body, and also with their pote
describe the ‘sentimental fraud’ of hair substituti
taxonomies of hair’s unruly tendencies.

Meditation upon the task...

French hairdressing terms play upon my mind like a
marvel at how such intricate objects, made from hai
derived from a combination of mystifying patterns,
alphabet and dexterity of the hand; they are an exq
‘magic’. | consider the hand, its centrality in cr
double-meaning: Margaret Visser points out that the
originally meant “cunning power — skill, strength a
all rolled into one.” | reflect upon the suffixes ‘work’ and
‘make’, and their occurrence in many of the practic
am interested: ‘bookworks’, ‘printmaking’, ‘needlew
‘hairworking’; | reflect upon the implication of th

the manufacture of a ‘labour of love’...

2191 hote how most of these terms function both assand as verbs.

Lady’s Newspaper

he cannot find
language,
and

d principally

and supplement it with names

manuals, such
, ‘'snake’ and

To these, | add terms (mainly verbs) from Stevens

to making,

', ‘suture’,

as an artist;

of their true
nquiry through
not clouded by
iation with

ntial to

on, and the

mantra. |

r, can be
letters of the
uisite form of
aft and craft’s
word craft

nd intelligence

es in which |
ork’,
e hand within

2Visser (1994)The Language of Things Hickey, Making and Metaphor: a discussion of
meaning in contemporary craft, 39 See page 37 for discussion of term ‘cunning’.
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—

DIRECTIONS

FOR WORKING THE HAIR. I

o

AYING given every requisite information

i

for the preparation of the hair, we now |

place before our readers a Table, and the

I arrangement of the strands,
The accompanying cut will plainy eshibit

the directions we are about to give.

Fig. 86. Directions for working the Hair, William Martin, ‘Artiste en Cheveux’ (1852). A hairworking table.

Collating all the technical equipment requiredtfoe operation...

Hairworking patterns comprise alphanumeric codes in which strands
are directed, teased and woven, resulting in beauti ful and complex
worked bands of hair. By cross-referencing, primar ily F.L.S’s and
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Campbell’'s manuals, | begin to obtain the materials
carrying out my trials. The first requisite isa *

table,” it being for Mark Campbell “a most simple ¢
and the cost of it very trifling. The principal th

is, that every part of it be quite smooth, as the |

might tear the hair and prove destructive to the ex
beauty of the work. The “Ladies’ Table Stand” is a
inches high, and is made to be placed on the work t
recommends constructing a makeshift hairworking tab
‘band-box’ or a top hat (I use a small waste bin wi

the lid). | assemble and organise other equipment
the job: hairworking templates (I make paper discs
guidelines); bobbins and weights, preferably lead o
different sizes: half-ounce, one ounce, two ounces
ounces respectively (I use a variety of metal and g
balance... which draws the work down through the hole
progresses (a heavy weight); pieces of brass, each
inches long, varying in size from the finest wire u
tubing of half-inch bore (copper rods and knitting
threads for tying (string).

Choosing a pattern...

Given that these are trials (implying further devel
choose to work largely with cotton twine rather tha
former being easier to handle and more readily avai
‘Twine’ as a verb, appeals to my desire for hairwor
about webs, weaving and intricacy. My past experim
(and artificial hair) have taught me that it is an
complicated material to use and that making artefac

required for
braiding
onstruction,

ing required
east roughness
actness and
bout seventeen
able.” ** F.L.S
le from a

th a hole in
required for
marked with

f four

and three

lass beads); a
as it

about twelve

p to a piece of
needles); and

opment), |

n hair (the
lable). **°

king to speak
ents with human
extremely

ts fromitis

time consuming — The Lord’s Prayer , a hair embroidery, took four

years to complete. 2% Hair in large quantities is required for

212 campbell (1867%elf-Instructor in the Art of Hairworlp. 7.

13| used twine, with some exceptions, cf. figs. (serssion’, ‘ligature’, ‘suture’, ‘tension’ and ‘the
origins of false hair’.

#“The Lord’s Praye(2000-2004), an embroidery in the style of a i@ sampler, using my
own and ‘found’ hair. Exhibited #rt Textiles 3n 2004 at Bury St Edmunds Art Gallery and
national tour. It, and the time it took to makeliscussed by Jennifer Greitschug\istitch in
Time... Works by Molly Tufnefi the catalogue for this exhibition. Sfg 55.



No. 3.

TWISTED CHAIN PLAIT.

Aand B < C, take C and D back ; > ;
Eand ¥ < G, take C and H back ; <= %J‘"HM
Cand D < B, take A and B back ; - :

¥

G and H < F, take E and F back.

Fig. 87. Hairworking pattern for twisted chain plait with annotations. The Art of Ornamental
Hairwork (1856) F.L.S.

hairworking: Campbell’s simplest pattern for beginn ers, the
‘Square Chain Braid’, recommends “sixteen strands, eighty hairs in
a strand”, with numerous double, or triple, strands often required

215

to complete a small artefact. Additionally, one piece of

hairwork is half the length of the hairs that make it, so, for
example, to make a finger ring of 2 v

of the hair must be at least 5 inches...

inches, the working length

215 square Chain Braidylark Campbell (1867) p. 25.



Instructions...

“Patience, neatness and a systematic method of proc
indispensable”, begins F.L.S under ‘General Directi
begin with ‘No. 2. Square Chain Plait’ from this ma
codified as:
“A and B > C and D, which take back; E and F > G an
which take back.”
and explained in full as:
“Take up the strands A and B, the former in the lef
the latter in the right; pass them over the table,
each side of the mould; lay them down between C and
bring C and D back similarly, one on each side of t
laying them down where A and B were. It goeson... N
return to A and B; and so work A and B, and E and F
alternately, until the hair is exhausted. By keepi
a little to left of you there will be no occasion t
the table.” o

My hand interprets the instructions...

Tie, knot, half-hitch, REPEAT, left hand pass over
heavy, lift, speed, keep the rhythm, slow crossing,
cross over, adjust, REPEAT, tie, knot, right hand p
hand, REPEAT, pass the loop of doubled thread down
catch the loop in the hook, pull the weight, thread
REPEAT, readjust, tie balance-weight to the thread,
hang below the tube, must not twist the balance-thr
together, take C in the right hand and D in the lef

over A, A round over C, B to the place left vacant
work two plaits alternately, and REPEAT.
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216p 18.
2A7p 21.

18 Description of hairworking terminology from my kedtive journals.

eeding are
ons’. *° 1

nual, which is

dH,

t hand,
one on

D, and
he mould,
ext

ng the X
0 move

right hand,
quick, drop,
ass over left
the table hole,

S Cross,
REPEAT, let it
ead, knot

t, move C round
by D, REPEAT,
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IN THE ART OF HAIR-WORK

HAIR DREBESING.

i@’”"

g’ —x

COURT HEAD.DRESS.
A vich leald-Dress, having o great stamp of distinction, and
for that rexsen will be adapted for a Court Head-Dress, or Grand
Evening Partics.

Expraxatiox: Make a parting ovee the hoad from ear to ear,
two inches from front, and form a row of nine small pufs over
the forchead, Comb the remaining bair back, and divide into
four partings around the head, and form each parting in & large
puff, as in cut.  Add a few small friz curls and crange blossoes

between the puffs,

~

B

Fig. 88. Campbell (1867) Self-Instructor in the Art of Hairwork.

Verbal and non-verbal vocabularies...

As basket maker, Hisako Sekijima has written of the vocabulary
that she formulated for her ‘taxonomy of basket str uctures’,
“planes folded... accommodating spaces into a larger whole;
enclosing; contained; taking out cores; removing mo ulds...
curiosity... stuffed”, | contemplate the action vocabulary that |

have unwittingly devised for describing the muscle memory of my
hands. *° | am struck by the revelation that, like all manu al

19 sekijima discussed in Mary Butcher (19%8rsonal Practice and the Expression of
Theoretical Principles in Traditional and Modern &e@tmakingn Stair (Ed.) (2000The Body
Politic. The Role of the Body and Contemporary Ciab. 57-66.
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work, this work also possesses a technical vocabula
which the “dynamics of each component are visible.
work quickly, constantly repeating actions by movin
across the hairworking table, | begin to associate

with words from my glossary of hairdressing and hai
My practical researches with hair off the head make
its inextricable connection with hair on the head,

aptness of Creer’s French words ( ligature
dextrous, trop -overdone,
describe its transformation into jewellery.

Discoveries and obstacles...

| find the archaic language of the instructions, co
circular diagrams, mystifying. | steadily work thr
instructions using thread, with unsatisfactory resu
them several times. | am astounded when, eventuall
like form ‘growing’ around the mould as | take the
the diagram. Enthused by this success, | continue
pattern, fantasising about a myriad of shapes and o
could be made from hair itself. Whereas ‘Square Ch
comprises only eight strands (A - H), | am daunted
that as the book progresses, its patterns increase
consisting of numbers, letters, italics, arrows for

‘U’ and ‘0’, indicating ‘under’ and’ over’. Patter
Twisted Chain Plait’ (fig.87) is twice as complex a
Plait’.

-binding,

ry, one in

?° As my hands
g threads
emerging shapes
rworking terms.
me mindful of
and of the

subtil -

modele -pattern, boucler-to loop) to

mbined with the
ough the

Its, repeating

y, | see a web-
threads across
onto the next
bjects, which
ain Plait’

to discover

in complexity,
directions and
n ‘No 3.

s ‘Square Chain

“I am full of excitement today. ..I have been hard at work on Marion Unger’s bracelet.

Once I had supplemented her husband’s hair with her own it was obvious that there

would be quite enough for the design she had in mind, but something made me add a

20 Hisako Sekijima personal statement frbtip://www.browngrotta.com/Pages/sekijima.html

Accessed 23.11.07.



little extra_from a third source — and one readily to hand. Perhaps it was when I noticed
that the late Mr. Unger’s hair was close to my shade of brown; anyhow, I arranged my
mirrors so I could see the back of my head, and then, from the nape, I cut a_few strands.
These I have woven into the spine of the bracelet, placing myself dead between Jack
Unger and his widow so that all three of us are bound together and it is impossible to tell
which is the husband and which is the Artist in Hair.”

Fig. 89. The narrator Monsieur Lucien Goulet III perruqier, musing on his desire to be entangled with

the young widow, Marion Unger in Catherine Chidgey’s novel, The Transformation (2005) Picador.

Resuming work, | use both hands simultaneously for different

tasks, but my clumsiness thwarts my endeavours and my work grinds
to a halt...

Believing the problem to be lack of accuracy and co ncentration on
my part, | cross reference F.L.S’s manual with Camp bell's Self-
Instructor in the Art of Hairwork that also contains a pattern for
‘Twisted Chain Plait’. | examine this pattern thor oughly and
implement it with twine, but with the same inaccura te results; no
definable shape will form. On realising that there is an error at
the same point in both patterns, | scrutinize all p atterns in
Campbell’'s manual and am confounded by the revelati on that they
are verbatim copies of patterns from F.L.S’s The Art of Ornamental
Hairwork. Identifying various anomalies, | establish the

following: Campbell’'s book was published in 1867, w ith F.L.S’s
dating from 1856 — an 11 year difference; Campbell used showman
techniques to advertise his work; F.L.S’s endeavour was modest;
Campbell’s text was America’s best known work on ha irworking, and
has been subsequently cited by several jewellery sc holars; F.L.S’s

work remains unacknowledged. | therefore surmise t hat either,



incredibly, Campbell and F.L.S were the same indivi dual, working
under different names on two continents, or that Ca mpbell profited
unscrupulously from F.L.S’s works.

Using my experiential knowledge developed so far, | correct the
hairworking mistake thereby effecting production of a perfectly
formed artefact. | observe that one false manoeuvr e can lead to
formation of a completely different shape from that prescribed. |
reflect upon the hairdressing term ‘transformation’ , meaning ‘a
woman’s hairpiece’, but also meaning ‘the action of changing
shape.’

Researching these objects through ‘doing’ brings th em alive, and
opens me up to the outlook of the Victorian hairwor ker, his/her
frustrations when weaving inferior and insufficient hair, and the
temptations of introducing ‘better’ hair. Sobered by the
discovery of the unattributed text, from which | st eadily work, |
find metaphors of duplicity in what my hands are do ing, and
reflect upon the appropriateness of ‘Plocacosmos’ t o describe the

products of my actions.
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Fig. 90. Plocacosmos. Hairworking trial: ‘inexpérimenté’.

4.3. Taxonomies

2L Creer (1886).essons in Hairdressindnexperienced.
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For the hairworker to achieve successful resulth hair, it had to be of a certain
length, quality, weight and thickness. Occasignlatiwever, as records suggest,
it fell short of these requirements, necessitapiragurement of hair from ‘other’
sources. In this final section, | address aspafatsy research into the 19
century trade in hair which stimulated and infornneg pursuit of the trials. All
false hair constitutes a deception, whether woumtupe head, or within
jewellery. Through reflections on the symbolic dexituallanguages operating
within taxonomies of hair | have sought to arriv@@eeper understanding of
hair’'s value within this context of its alleged @gpropriation. My research into
hair’s various taxonomies has included considenadioclassification by source
(human and other), type (false, waste and foremym, by other factors. | have
also considered the terminology used to descridedende both hair and its

owners.

My practice-led research has stimulated reflectipon how hair can be organised
by means of codified patterns, and upon the teclgies of hairworking’'s
peripheral aspects: its systems of organisationtgkand tying), and its chemistry
(borax, soda, water for boiling hair). Within teggchnologies, | have discovered
beauty in the poetic nomenclature of unfamiliarenats that were once common
household namesvhite Holland threacandboar’s head cottoffor tying), in the
language of knotsh@lf-hitch), and in chemical and natural substantesgxand
goldbeaters'skin) that were central to the processes of tamingfham its

natural disorderlines®?

Discussing the latest displays in hairdressersthams of 1853, Alexander
Rowland writes, “Whence come those magnificent ker@dses which the waxen
dummies slowly display as they revolve? From vdmatrce issue those pendant

22 |n The Lock of Hair Speight suggests the use of goldbeaters’ skiditionally the outer layer
of the caecum of a cow (but now synthetic) as #eelfor attaching hair in palette work. Op. cit.
(1871) p.102. My knowledge of goldbeaters’ skithiat it is a fragile papery substance, rather
like onion skin. | am grateful to Habberley Meado Gold Leaf Manufacturers of Birmingham
for supplying me with a sample.
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HUMAN HAIR MARXET N ALSACE

Fig. 91. Print of Human Hair Market in Alsace (1871) from The Graphic c.1850-1899.
©Bharti Parmar.

tresses gleaming in the back-ground, with whichloeming belle, aptly

entangling their snaky coil with her own, tempts eligible Adams? Who are

183




they that denude themselves of coal-black locksgha who can afford a price
may shore up her tottering beauty? Alas! Foritigu@&England, even for her

artificial hair she has to depend upon the foreigfe

Unlike fraudulent substitution of the ‘wrong haim jewels, there was no veil of
secrecy surrounding the practice of employing falsie within hairpieces, with
such products openly advertised in hair journats mewspapers* A few
treatises and hairdressing journals, publishedifsgegdty for the profession,
incorporate appendices on the hair trade, providetgils of its more unsavoury
practices, as discussed latér.Caroline Cox (1999) refers to a hair market at
Morlans (in the Pyrenees) as a famous source forvakich is also referred to in
The Hairdressers’ Journag 19" century trade periodicalTte Journaprovides
a useful gauge of contemporaneous attitudes te Fas and its use within
hairstyles and products between 1860 and 1&70).

The Journaktates that hair was regularly sold (or bartebgt)easant women on
the continent, either at large markets or fairs;allected locally by pedlars
employed by Parisian hair-merchants. Povertygenss, was the biggest motive
for selling hair, though French and English soupmepose that donors preferred
to receive gifts rather than monetary payment. I8i&l engraving opposite,
‘Human Hair Market in Alsace’, in which a womansisduced by printed fabrics,
apparently confirms this practice. Villaret, a faums French hairdresser, writes in

the early hair treatise of 1828st de se Coiffer, Soi-Menfe. Jamais elles ne

223 pAlexander Rowland (1853Jhe Human Hair, Popularly and Physiologically Catesied, with
Special reference to its Preservation, Improvenagit Adornment and the Various modes of its
Decoration in all Countriesp. 157.

224 As in The Hair, by Miss. M A Youat inThe Ladies’ Companioaf 1851, who describes in
language suitably moderated to the curiosity otgeiHadies, the activities of hair merchants on
the continent. This essay is also re-printedbidfiRowland(1853) p. 182.

25| have found regular articles and other substtingj@vidence of the existence of false hair in
copies ofThe Hairdressers’ JourndlL863-1864), thélairdressers’ Chronicle and Trade Journal
(1873) and thélairdressers’ Weekly Journ§l 882).

28 Encarta online atlas has no entry under ‘Morldms’this town could have been confused with
Morlaas in the Pyrenees. | worked on the basisTtha Hairdressers’ Journas the major

journal of the trade as Alexanna Speight adverti@eproducts in it. | examined this ten-year
period initially as most of my references discuadtyles requiring false hair in the mid-laté"19
century.
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Fig. 92. The origins of false hair.

remportent d’argent; une crainte superstitieuseppose a ce que ces sortes de
marchés s’effectuent autrement que par un troe.confirming that, owing to

superstitious beliefs, women never asked for mopesferring to barter for items
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such as dichu (scarf), a bonnet ortablier (apron). Another source reports that,
in return “for a cut out of the back hair of [a] IG&n peasant maiden, the
following are exchanged: a pair of Brummagem egs;i@ yard or two of

flowered chintz, or a pair of shoe-bucki&s.

Hair was collected in the summer months “when gised can best afford to miss
it” and, having eventually been transported todiussroads of the operation in
Paris, it was subsequently prepaf&dThe trade was so lucrative that it spawned
the phenomenon of ‘hair thieve€® Britain did not have a ‘hair harvest’ on the
scale of those on the continent, but there exigtieace of ‘hair collectors’ who
purchased hair in bulk from hairdressers. Nindteeantury English hair tracts
are replete with woeful stories of working clasgdsgand women having to sell
their hair as a desperate meastfeThere is also evidence that English false hair

originated from convents and less salubrious seusiech as prisorfs:

Hair's economic value was determined by a numbéacibrs: its condition, its
length, and most notably, its colour. The hair meslemand in 1863 was pale
golden, this taste being attributed to the inflleeatthe current French Empress
Eugénie, also known as the Czarina of Fashion.t Bloprisingly, perhaps, is the
fact thatgrey or white hair attracted the highest price. The Human Hair Market

(1874) the Victorian journalist James Greenwoodesged his incredulity at the

227 James Greenwood (187B)e Human Hair Markein JacksonThe Victorian Dictionary
http://www.victorianlondon.org/publications4/straméi4.htm Accessed 16.07.08Brummagem
earringsrefers to something cheap, showy and countedeit,derives from the fZcentury
dialect form of ‘Birmingham’ with reference to cdaenfeit coins and plated goods once made in
the city.

228 Quotation fromrhe Hairdressers’ Journa{No. 1. March 1863, Vol. 1).

229 An example of the profits made in trading haipiievided in the treatis§&he Human Hair,
which states that “a peruke [wig] is often sold dmuble its weight in silver”, op. cit. Rowland
(1853) p. 154.

2% The opening scenes of Thomas Hardif'® Woodlander&l887) in which Marty South
contemplates the sale of her locks for cash, &fer@nce to such a circumstance in literature.
1| have found evidence that some originate fromhiseds of male and female convicts, from
whom, “it is forcibly removed on entering the prisb The Hairdresser's Journaho. 4, June
1863.




Fig. 93. Plocacosmos. Hairworking trial: ‘open plait’.



cultural and monetary value of what he describeéshashair of grandmotherg®?
On spotting a grey ‘head’ in amongst bales of caddhair in a warehouse, he

writes:

“You don’t care much about that article | imaginleremarked to my guide.
‘What! That grey hair — not care for it!" he reteih with a pitying smile at my
ignorance. ‘I wish that we could get a great deatarof it, sir; it is one of the
most valuable articles that comes into our harktiderly ladies will have
chignons as well as the young ones; and a chignmt match the hair, whatever
may be its colour.” It was unreasonable, perhbps;for the first time in my life,
as | gazed on the venerable pile, | felt ashameptenf hair. It seemed so

monstrously out of placé®

Of particular interest to me has been the phenomehtwaste hair’ made from
combings. Alphonse Bouchard provides an accouit$ gfathering, sorting and
purification in a Victorian hairdressing periodiéa! A by-product of the toilette
of French and English women, ‘waste’ hair was llgo a ball, wrapped into a
piece of paper to prevent it from flying away, ahscarded into the household
sweepings. Having been collected by the hair ctdleor ‘chiffonier’ (Fr.
chiffonfag) it was subsequently sold and re-sold to thelegale dealer and small
manufacturer, respectively, where it was ‘workéwrn sold on to small
hairdressers in England and overseas. Duringuisigy, it underwent various
stages of preparationleaning involving its “rolling and twisting in sawdust to
cleanse it from dust and grease, then opening’if oambing cleansing with
‘black soap’ and combed in cardsrning, collating hair into ‘root-to-point’
order;classing the sorting of hair into three length categosesable for plaits,
chignons and men’s wigs; apetking the colourinvolving the division of hair
into seven principal colours (white, grey, blactgwn, chestnut, blond and red)

and three lengths (ranging from between 20-70 cwites).

zz; Op. cit. Greenwood (1874itp://www.victorianlondon.org/publications4/stranf4.htm
Ibid.
2% Bouchard (1873Hairdressers’ Chronicle and Trade Journal” July, p. 86
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Fig. 94. The Hairdressers’ Chronicle and Trade Journal, 4™ January 1873, p. 2. An advertisement for G. R. McDonald, hair
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foreign hair is ‘English Prepared’, implying a lack of faith in Continental techniques. One curious item is described as

Club Madras Hair originati

ng from the Empire.



Unlike ‘false hair’, waste hair applications wemaited to cheap postiches — their
irony being that they were the only form of haigaeaffordable to the poor, while
containing the discarded hair of all classes of womFalse hair was considered a
suitable wedding present, but artefacts fashiorau fvaste hair were not; the

latter were “worth a third less as a marketablilarthanlive hair.”>%°

Victorian notions of ‘live’ and ‘dead’ hair, in theontext of its trade, have
informed my research in that, as discussed by Bwjithey potentially constitute
an ‘ambiguity’?*® In his eyewitness account of hair warehouseseGveod
writes of his being shown dead hair “torn out bg thots, violently” from
ltaly.?®” Horrified by the prospect of encountering cadéar, he realises that
‘dead’ refers to hair complete with its roots, maybeen, “torn from the head
with gentle violence... with weapons no more formidahan the brush and the
comb.”3® Thus, ‘dead hair’ constitutes hair removed ireitsirety from its life-
force; ‘live hair’, on the other hand, is definesicait hair, with no root. The
significance of hair’s ‘cutting’ is developed by @&tiane Holm, who proposes
that the absent body is recollected specificaltguigh thecut endof the hair.
Cutting thus pre-empts death so that the “presesstgmce of the body is
anticipated as a future absené®& "These definitions bring to mind contrasting
understandings of the cutting of hair as the afatibn of power, energy and

vitality in western mythical culture.

Of the categories of hair discussed, the groupmayk as ‘foreign’ is especially
pertinent to the concerns of my art practice. Megpe possibilities of obtaining
hair from ‘false’ and ‘waste’ sources, there renadisufficient European hair to
satisfy demand for the elaborate styles of the mm@teenth century. (One
journal article charged themronet the prevalent hairstyle of the time, by itself as

235 0p. cit. Greenwood (1874itp://www.victorianlondon.org/publications4/strangi4.htm
236 Seefig. 33and page 68 for further discussion on ‘ambiguity’.

237 0Op. cit. Greenwood (1874).

2% |pid.

239 Holm (2004)Sentimental Cuts; Eighteenth Century Mourning Jewvelth Hair, p. 140.
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THE price of golden-coloured hair in Paris ia
bl. an ounce, so much is that hair cstecmned and
coveted by ladies. It is growing dearerand rarar
every day, and it is said will soon be sold at 5.
| the carrof, or, more correcily, the carat.

Fig. 95. “The price of golden-coloured hair is high”. Young Ladies Journal, March 1865.
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being responsible for the thriving hair markéf). The only option, if customer
demand were to be met, was to look further afidichde journals provide
evidence that false hair was purchased from outsidepe, namely from Asia
and the Far East. Some accounts considered theeoeas of ‘foreign hair’ as
making it particularly workable for intricate desgy others described it
(specifically Japanese hair) as “too much like Bbasr for the delicate purposes
to which human hair is applied® Its quality, however, was deemed poor for
postiches and the biggest problem was its coldlack. A journal of the period

explained the predicament, and solution, to itsleest

“The actual supply of false hair for the Europeaarket is now for the most part
imported via Marseilles from Asia Minor, India, @laiand Japan. But hair
imported from these countries is almost invarididgck, and fails to utterly
harmonize with the auburn and golden tints thatislb befit a northern
complexion. It has therefore been found necedsdaopil the hair in diluted nitric
acid to deprive it of its original colour, and @rcbe dyed to the tint most in

vogue.”*?

Such hair was imported into Britain, dyed to remalil@race of its original
blackness, and then used chiefly for padding, dis@ted by many advertisements
of hair merchants’ wares. In her survey of Britigirstyling, Caroline Cox
argues that public resistance to ‘foreign’ hairjechhwas regarded as problematic
and uncivilised, exemplified the racism of Britiglctorian society. She supports

this view by an anecdote from thiairdresser’'s Weekly Journalf 1882:

“The woolly hair of the Negro is perhaps to be asted for by the extreme
dryness of the air, which, operating through sewb@sand years, has in the
interior of Africa changed the hair into a kindaafarse wool. There is a story of
a man whoseeard, while in Europe, was soft and almost stiaight

immediately on his arrival at Alexandria began wol,co grow crisp and coarse,

240The Hairdressers’ Journa(No. 1. March 1863, Vol. 1)
241 Many advertisements in newspapers and Greenwqnd:ito)
222 Hairdressers’ Weekly Journaluly 8" 1882, p. 151.
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HOW TO ARRANGE THE HAIR.

Fig. 96. Nlustration from Examples of Mistakes, Ladies Commattee of Almanacks [sic’, London, 1857.
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and before he reached Es-Souan resembled theflsarabbit to the touch, and
was disposed in ringlets about the cHif”

Accounts such as these supported the mythologmsafidfrica as distant and
exotic, as a “dangerous place, a harbinger of daatidisease... and
subsequently any product emanating from its shwessto be treated with
caution.”* Such views of the hair of ‘the other may be casted with accounts
of the procurement of European hair, which skilffidbught to win the reader’s
sympathy. The Hairdressers’ Journaf 1863, for example, portrays the
sacrificial plight of the beautiful white Europegml and her beautiful long hair:

“How many tears have been shed at the parting théhmass of the dearest loved
ornament of the woman'’s heart? Think of it for ament. Only such pinching,
griping poverty, as is possibly seldom felt in Eargd, will tempt the poor German
or French girl to part with her hair, and yet thare a 100 tons imported into
Paris yearly. Itis a sad subject for contempigttbe passage of that hair from
poverty, tears and parting kisses, to riches alieddams, and the gaieties most
people indulge in who take to wigs, or add lockthtuse bestowed on them by

nature.?*

A hierarchy of ‘foreign’ hair even extended to sm@mal kingdom. The entry
under ‘hair’ in the 186Zyclopaedia of Useful Artstates that horse and animal
hair was suitable only for furniture stuffings ahet, “foreign hair, and that of

wild cattle, is inferior to English on account b&tlower feeding abroad*®

23 0p. cit. Cox (1999) p. 26.

244 bid. p. 27.

245 The Hairdressers’ Journaho. 2, April, 1863, Vol. 1, p 22

246 Tomlinson (ed.) (1862Fyclopaedia of Useful Arts; Mechanical and Chemibnufactures,
Mining and Engineeringyol. 1.



Fig. 97. Illustration of a ‘half-hitch’ knot tied to a bobbin.
The Art of Ornamental Artwork (1856) F. L. S.



4.4. Summary

e Hair as a material expression of emotion, culture and identity has been a
longstanding preoccupation of my artistic practice.

¢ I explored hair within, and as, jewellery because, like gems and mourning cloth, it
exhibits ‘animate/inanimate’ paradoxes that sit at odds with its perceived function.

e Hair’s purpose within jewellery was to stimulate remembrance. My research focussed
specifically on hairworking and metaphors associated with this craft.

e Two types of publication dedicated to hair informed my preliminary research into
hair’s use in, and as, jewellery in the 19t century:

0 Health treatises and advice books gave me a deeper understanding how hair’s
treatment was located within the context of health and moral wellbeing. An
appropriate example of holistic approaches is embodied in the title of James
Stewart’s treatise (1792), Plocacosmos- or, the whole art of hair dressing,
wherein 1s contained, ample rules for the young artisan, more particularly for
ladies, women, valets etc. etc. As well as directions for persons to dress their
own hair; also ample and wholesome rules to preserve the hair. Hair
treatises provided a background to my consideration of the symbolic and
cultural languages of hair.

0 The ‘languages’ of hair of particular interest to my research were found in
DIY hairworking manuals of the mid-Victorian period in which intricate
articles such as watch chains, earrings and bracelets could be made by
following alphanumeric coded patterns.

* My research built on limited research available in this field, extending possibilities for
thinking and understanding, specifically through its practice-led approach. Thereby, I
attempted to recreate the physical and emotional experience of making hairworked
artefacts: how their construction speaks of their making; how their making can be a
‘labour of love’; and how the maker can be ‘lost’ in a craft activity by “involv[ing]
herself physically with the body of the other as well as with the act of remembrance
that braiding entailed.”247

e Three discoveries that were crystallized though the tacit knowledge processes of
making these artefacts had a radical impact on my thinking: unscrupulous jewellers
violated the memory of the beloved by substituting ‘wrong hair’ for donated hair; the
etymology of the word ‘plocacosmos’ encompasses hair, notions of repetition, emphasis,
and deception through the act of interweaving something; some hairworking patterns
contain metaphors of duplicity through their use of terms such as ‘stitch up’, ‘gauche’
and ‘double manoeuvre’. I sought to make an artwork that drew upon these various
allusions to, and processes of, deceit.

* My research also considered the possible sources of ‘wrong’” hair in jewellery, which
involved examination of various taxonomical distinctions of ‘falseness’, encompassing
‘imitation’, ‘waste’ and ‘foreign’ hair.

*  The chapter ‘Plocacosmos’ reflected on a theme relevant to several of my objects of
study — that of journeying - as evinced through words (the naming of hair pieces
influenced by French and English design interchanges) and trade (foreign hair, often
Asian, being imported and passed off either as European, or hidden underneath
‘superior’ European hair to provide padding). These factors interested me because I
am interested in words and their relationship to things and hair’s journeying’
complemented my long-term interest in the geographical journeying of material
artefacts within the Imperialist context.

247 Op. cit. Batchen (2004) pp. 32-46.
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Fig. 98. The Cyanotypes. A suite of five non-silver photographic prints.
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Fig. 99. Amatory lockets in the collection of the V&A Museum.

Photography of lockets 1-4 ©Bharti Parmar, locket 5 ©V&A Museum.
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5.1. Artefact

This chapter examines five small, blue and whitatamny lockets in the collection
of the V&A Museum, in part through a discussiomuof development of he
Cyanotypes.These lockets will fit neatly into my palm. Thegre made either

in England or France from the last decade of tHecEitury to the first of the 19
century. Fashioned out of gold, they contain whgerative elements of mother
of pearl set within a background of deep blue wireenamel, and symbols of
flora and fauna; occasionally they display wortigytoften contain diamonds and

are typically surrounded by pearls.

The aims and outcomes ©he Cyanotypeand this chapter are complementary
and, collectively explore how amatory lockets cominate their messages, not
only through their employment of emblematic symémlj but through the
symbolism of their materiality.

Through the artworks, my intention has been toebethderstand operation of the
codified lexicon inherent within the lockets (synfibm, colour, captioning and
word/picture relationship). This chapter conceetsaipon a more focused set of
issues relating, largely, to artefacts’ technicad anaterial properties. In
‘Artwork’ | explore ‘blueness’ and words, and howy mnderstanding of these

aspects of the lockets has been transmut@thénCyanotypes'

% n

‘Taxonomies’ | focus upon the symbolism of a majaterial constituent of this
form of locket - the pearl. A gem whose symboligravides rich terrain for
reflection upon metaphor, corporeality and sympathmagic, my research
explores the operation of these elements withitireemtal jewellery — especially

with respect to pearls’ association with tears.

An amatory jewel of 1790-1810 (typically a locketntained a variety of motifs,

or ‘devices’, chosen from stock images in jewellpedtern books. The

248 At a very early stage of the research, an inteitesponse to the colour of these lockets
informed development of a working title ‘blue andites’. This persisted, determining my choice
of technical process (cyanotype) to ‘interpret’ abjects of study (the lockets).
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Fig. 100. Samuel Fletcher (1810) Emblematic Devices with Appropriate Mottos.

©Birmingham University.
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emotional condition of love was represented asaardrama through use of
arcane neoclassical symbols such as hearts, uimbispand weeping willows.
Usually associated with death and mourning, sualbsys embodied the
bittersweet nature of love. Pictorial devices wieeguently matched with written
endearments or ‘tags’ withthe locket; though similarly chosen from stock
phrases in catalogues, these were carefully seléaterovide a fitting
complement to the visual tableau. Such messagesemelearments or promises
written in French or English, for exammans changefconstancy)a vous dedié
(dedicated to you) amour pour amou¢love for love). These texts were used
within different emblematic devices and other formhgewellery as well as
lockets such as rings, bracelets etcetera. Likalévices, texts were generalized
and often ambiguous thus lending themselves tala véinge of nineteenth

century experiences of love and hope.

My first encounter with these extraordinary locketsmpted me to question the
origin of their imagery and the relationship ofttiraagery to the words that they
contained. Emblem books have conventionally bdeded to in discussion of
historical jewellery to aid pictorial understandiofydecorative ornamentation.
But emblems were not simply ornamental: they weeamhto be ‘read’ alongside
their corresponding poems, with meaning dependeon the interrelationship of
the two components. In what is generally considl@®the most authoritative
research in this field, Rosemary Freemargmglish Emblem Book4948),
discusses how the two became complementary, watikdmponents of ‘picture’
and textual ‘interpretation’ speaking to each otlnad the resultant device often
providing a moral lesson. Emblem books formed puper means of education
and their ‘readers’ ranged from scholars, gentng, @ergy to children.
Translations of the meanings of emblems were ptimtgopular books of the
period such akKnight's Gems or Device Bo@k830),Lockington’s Book of
Ornamented Crestd 812) andEmblematic Devices with Appropriate Mottos
Samuel Fletcher (1810) — all of which | have coased in the course of my
research.

Intellectually, | have been drawn to amatory loskatcause, unlike modern

lockets, they are open pendants, their contentsated for all to see; yet the
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meaning of their contents remains ‘hidden’ throtigd codified operation of
devices?*® The subtle difference in meaning between the npendant- ‘a

thing by which something is hung’ and its adjedtieam, pending— ‘a pending

or unsettled matter’ prompted me to make connestimiween the suspended
material form of the object and its anticipatedgmse in communicating tentative
feeling?®® On a sensual and visceral level, my thinkingtheen driven by the
urge to represent or allude to their aestheticraaterial properties: their size

(portability), shape (vignettes), colour (blue) andterials (pearl and enamel).

Cyanotype — the process that | chose to explosettteemes — provided a
technical sensitivity that supported my aspirat@make art ‘objects’ as beautiful
as the objects that they represented. It provaatedpt formal means by which to
pursue my reflections upon blueness, pearls andrtfeaphorical application as
emotional expression. It is a Victorian craft prss, which makes sensitive and
accurate renderings of the physical world in twmeisions. In making the
artworks, | drew upon the methodological and plujdgcal approaches to
material culture of particular artists: the Victriartist/botanist, Anna Atkins
(1799-1871) and Christine Borland (1965-). Atkinganotypes of botanical
species and her taxonomical approach to captianfogned the format and
composition of my works, and also my understanainipe potential of
‘blueness’; Borland’s examinations of human sulyggtthrough her responses
to solid objects (bones, glass, blankets), herdadujuxtaposition of materials
(e.g. spider’s web/bullet), and her exploitatioritedir attendant fleeting
metaphors, continues to shape my thinkitgl share her interest in breathing
new life into historical object&? Joy Gregory is the only significant
contemporary artist that | have identified to haged the cyanotype process
whose approach is relevant to my concériis.

49 They are ‘open’ insomuch as they are not madevofdosed halves, but are glazed, allowing
their contents to be seen.

20 Def: ‘pendant’ OED.

%1 The impact of Borland’s responses to materialsgrthinking is evident in works such @ke
Lord’s Prayerin which a sampler was painstakingly stitched with hair over a period of four
years. See discussion of this work by Susan Hilter Sarat Maharagrttextiles3, The Third
Major Survey of British Artists Referencing Textiseiry St Edmunds Art Gallery, (2004), p. 18.
%2 ps, for example, in Borland§he History of Plants According to Women, Childagwl
Student£2002/6), in which 18 century etchings are reproduced and hand-colaaredrding to
historic convention.

253 See discussion on Gregory’s works on page 108antdotes 138 and 236.
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Fig. 102. Robert Boyle (1672) Essay about the Origine and Virtues of Gems.
Copy of original in British Library.
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5.2. Artwork

As outlined in the introductory chapter of my tisgsny research is, in part,
concerned with what Marcia Pointon has describedrabiguities’ in worn
sentimental artefacts. My perception of its owmbaguities’ suggested
cyanotype, a 1®century camera-less photographic process, astafmedium
for recording the miniature narratives within anmgtiockets: as a ‘blueprint’
cyanotype provides a copy of a drawing which cafdbeoded’ by those who
know how to ‘read’ it; in this sense, it contairEets. Itis a process involving
chemistry that permanently records fleeting impess it is at once ‘fixed’ and
mutable, like love. Its visual ‘feel’ is one ohetreality and transience yet, as a
photographic process, the image that it capturesrbes infinitely reproducible.

In this respect it is like the stock images of jageller’s pattern book.

| became engrossed by my perception of the cyap&ydfinity to precious
stones: though reproducible, each photographic capyes minute
individualities, with differences between copiesedmined by faults or
‘inclusions’ in the paper. And though derived fregmthetic chemicals, the
cyanotype is ‘organic’— its blueness fades in contath the sun, and
‘regenerates’ when returned to a dark drawer. Saiareonds, it is said, are
photosensitive angdhosphoresceln his celebrated treatise on crystal structure,
Robert Boyle (1627-1691) talks of a diamond “I @bhting to shine in the
dark.”?** An example of this phenomenon of phosphoresceacde seen in the
Aurora Collection of Diamondat London’s Natural History Museum, in which
296 naturally coloured diamonds are arranged iprarpid in glass casing. When
subjected to UV light, they ‘glow’ eerily (predonaitely in blue hues) appearing
very different from the colours that they presenhormal daylight.

Many writers, artists and musicians have meditafezh the metaphorical,
cultural and linguistic resonance of ‘bluenesspatmeates our finances (‘blue

chip’), our sex lives (‘blue movie’) and our exparce of pain (‘black and blue’)

%4 Boyle’s Essay on Gen($672).
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Fig. 103. Anna Atkins’ British and Foreign Flowering Plants and Ferns c.1854.

©V&A Images/Victoria and Albert Museum, PH.379-1981
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to name but a fe’?> Blue is symbolically equivocal: on the one haind,
represents moral sentiments of spiritual devotimhianocence (the Virgin Mary
is always depicted in cyan); on the other, it s ¢blour of nothingness, infinity

and the void>®

In 1704, an artist’s colour maker discovered a p@ment, which was to
revolutionise painting, and later, photographyud3ran blue, a colour not known
in nature, was fully synthesised in 1821 makingebha hitherto expensive colour
made from ground lapis lazUk much more affordabfé’ Blue was a popular
colour for decorative artefacts of the latd" t&ntury, as evinced Byfedgwood
Blue Jaspeware (1775)Bristol Blue Glasgc. 18" century) andWillow Pattern
china (1780), and ownership of such items indicatedlth and success. Richard
Edgcumbe, Keeper of Jewellery at the V&A Museuns, sizggested that the
distinctive blue enamel of the lockets may haventmaployed purely for its
attractiveness, or for its association with soaggiration or, simply, because blue
from cobalt makes a technically dependable cofdfut.came to perceive the blue
in these lockets as faithful but expectant, to Hérae’ as the emotion that its use
seeks to engender. Blue, for me, became lockatagpconstituent, their

qualifying virtue, their quintessence.

Cyanotype is an archivally permanent photograplocegss. It is made from the
chemical reaction of two ingredients - ferric amioom citrate and potassium
ferricyanide (Prussian blue) — which results irgattsensitive insoluble blue dye
(ferric ferrocyanide). Considered the poor coudinther photographic
techniques, the cyanotype was held in low esteethd¥British Victorian

photographic establishment because of its ovenbgaolour. At the 185Great

%5 For example ‘blueness’ in music is characterisgthb ‘blues’; the expressions ‘blue blood’
and ‘blue collar’ reflect social status; ‘Black aBtlie’ (2005) is a novel by lan Rankin. For
further cultural reflection on blue, see John Gagetfroductory essayto the Bluein the
exhibition catalogu®lue, Borrowed, NewNew Art Gallery Walsall, 2002.

2% See Mike Ware's brief discussion of the religisysbolism of blue in his technical thesis
Cyanotype: The History, Science and Art of Photpgia Printing in Prussian Blu€1999).

%7 |bid. p. 16. Read also Sarah Lowengard’s commgliccount of the sources of dye stuffs (in
particular Prussian blue) and their impact on tlaemial culture of the f8century inColours and
Colour Making in the 18 Centuryin Berg and Clifford eds. (199@onsumers and Luxury:
Consumer Culture in Europe 1650-1830apis lazuli is a stone with symbolic associatiohis
own. See artist's bodREGARD:LOVEME.

28 Conversation with Richard Edgcumbe, Keeper of llewe V&A, 17.11.03. George Brandt
(1694-1798) is credited with the discovery of cobal
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Exhibition,the process was represented by just one minoimspecompared to
the countless exemplars of other processes repmagdime art and science of
photography?>® Larry Schaaf, in his booBun Gardensproposes that
photography was essentially and primarily useeprasent the visage, and that

blue was not suitable for skin ton&g.

A cyanotype is made by direct contact between olfyelcether a piece of
seaweed or a film negative) and light-sensitivegpaf he size of the print is thus
determined by the size of the object being repredudVhere Atkins made
images by laying ferns and botanical specimengtijrento photosensitive
paper, allowing the sun to expose the latent imbagsed technologies available
to me now to enable greater control, speed andenefent. | pre-prepared large
format film negatives which had been carefully ity processed and modified
over weeks from original photographs of the lockéltkey were carefully shaped
using typical 19 century photography ornamental vignetting techeg(ovals,
lozenges, square, arches) that echo the shaples objects they represent&d.

The images were supplemented with captions seléaedsources ranging from
museum jewellery collections (V&A, British Museuma) English device books
(Knight's and Fletcher’s), and includ@loria; The farther I fly...; Fidelle et
secref(faithful and secret)Taizez Voughush,lit. shut up)andRicordati Di Me
(It. remember me). | chose them in accordance wittsghiet’ of each image.

As in the hairworking trials, my creative decisioraking placed me in a position
akin to the jeweller's. For example, my processafiposing of image/text
relationships enabled me to reflect upon how thefiers who made the lockets
and other sentimental jewels might have gone atfoabsing images and mottos

from stock catalogues.

29 0p. cit. Ware (1999) p. 16.

20 5chaaf (1988%un Gardens: Victorian Photograms by Anna Atkins.

%61 My familiarity with these processes was developsé result of a project undertaken in 2003,
in which | explored the vernacular photography adtdfrian photographer, Sir Benjamin Stone
(1838-1914). This project was exhibited as pathefexhibitionTrue Storiesat Wolverhampton
Art Gallery, Museu de Arte Contemporanea de Unidade de S&o Paulo and The Waterhall
Gallery of Modern Art, Birmingham.
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Apart from consideration of words within captiohke Atkins | paid close
attention to their typeface, as described in thleviong paragraphs. Atkins
emphasised the names of the plants that she plaptognl, subverting their
taxonomic function by her artistic treatment ofrtheShe modified standard
typefaces to make them more aesthetically allusiveorefernlike ormorefloral
— through the addition of fronds, flourishes anutids.

Atkins used the technology of her day to make ligral records. The sensitivity
of the cyanotype printing process allowed wordbdonserted, literally, into the
image through the insertion of labels, with the aut shape of the oiled paper on
which they had been written made visiBié.This gave her images a material
solidity — providing a counter to their ethereahbty. | adopted a similar
approach using contemporary technology, in whichgenand text components
were digitally integratedvithin one piece of film. To overcome the two-
dimensional limitations of the photographic procesxl to recreate a ‘handmade’
quality, | attached film labels directly onto twbtbe negatives with masking

tape®®®

Some lockets, themselves, contain text, and inpankcular locket the words
I'amour et I'amitiéare exquisitely fashioned from tiny seed peaflsus, for the
imageTaizez Vousan image of a locket comprising an urn surroundegukegarls, |
attempted to create a ‘pearl label’. The peartsreling the perimeter of the
locket were digitally manipulated, lit and shadowaxd each reduced in scale to
make a ‘source bank’ of seed pearls. These weredlyitally ‘stitched’ together
to form words. The narrative, below, traces thalfstage of development of the

photographs’ production.

Having prepared negatives, in safe light conditions , | coat
several sheets of heavyweight (140g) Arches Aquarel le Hot Press
Watercolour Paper with the combined ferric ferrocya nide solution,
and place them in a heated drying cabinet until the y reach the
‘bone dry’ stage. In the meantime, | make test str ips of 1 minute

%2 0jling paper made it transparent and film-likeoder for light to penetrate it.
263 Joy Gregory has used this approach in the inRajgy Innocencén her series of cyanotypes,
The Language of Flowergsregory (20040bjects of Beauty. 6.



Fig. 106. Exposure test strip (LU = light units).
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Fig. 107. Eye miniature. Britain early 19th century. ©V&A Images/Victoria and Albert Museum. P.55-1977.
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Producing my written narrative of the developmdrthese images enabled me to
think further about the relationship between théemal and the symbolic —
particularly as it relates to the pearl. My readai various 20th and 21st century
‘studies’ has also enhanced my understanding sfgaém. These include Tobias
Hill's (2001) novel, The Love of Stong3$racey Fletcher's MPhil thesis (1994)
The Symbolism of the Pearl and other Precious Gemelation to the Ideology

of the Middle AgesNeil H. Landman’s (2001pearls: A Natural HistoryBauer
and Spencer’s (190#recious Stones: a Popular Account of their Chagest
Occurrence and Applicatiorend, especially, George Frederick Kunz’s celelrate
(1908)The Book of the Pearl: its history, art, sciencel amdustry Additionally,
popular field guides for the amateur mineralogetignologist have supported my

research into the poetic and scientific language®snding pearl§®*

Considered less ostentatious than coloured gensstpearls featured in

mourning jewellery of the f8and 19 centuries and were worn as earrings or set
within black mourning brooches. In the course gfrnesearches, | have
considered ‘lover’'s eye’ jewels — brooches or Idsla miniature painted eyes,
occasionally with a painted trompe-I'oeil teardrepcased in glass and
surrounded with pearf8®> The pearl is a distinctive and central feature of
sentimental jewellery because it was believed tbay loss and grief through its
metaphorical association with tears. It is a useltment to explore because it is

central to the communication of emotion.

Particular taxonomies of pearls are pertinent éoaimatory locket — an artefact
made of organic materials (gold, diamond, pearl@amamel). Enamel can be
subdivided into its own constituent componentslagsg, tin oxide, borax and

pearl ashe$® All of these ingredients are either naturallyuring or

#435ych as, R.F. Symes (19%ystal & Gem. Dorling Kindersley, Eyewitness Guides.

25| jke amatory lockets, the popularity of these jlsweached its peak at the beginning of th® 19
century.

266 Mary Morris (1973)English Eighteenth and Nineteenth Century Enannelse

Wolverhampton and Bilston Collection.



dewdrops
detect poison

‘Queen of the Gems’

birthstone for June
‘pearls of Spain’
assist childbirth
prevent epilepsy

teardrops of angels

pearl wedding anniversary
a small piece of boiled sugar
dreaming of pearls betokens tears
relieves indigestion in powdered form
‘undeveloped eggs’ or entombed parasites
bony protuberances encircling the base of a deer's antler
size of type equal to about five points - intermediate between ‘ruby’ and
‘diamond’
pearls presage tears if worn on the wedding day - the longer the string of pearls -
the greater the number of tears shed
formed from lightning strikes at sea
the pupil or the lens of the eye
a corneal opacity or a cataract
a precious or valuable thing

‘to cast pearls before swine’

Fig. 108. The lore of the pearl.



natural in origin. Pearl, then, appears in twcsgsj once as a gem forming a

decorative feature of the locket, and once as gpooent of its enamel.

The first recorded name for the peanirso meaning ‘a single large pearl’, which
is linked etymologically to the Latin for numberegrthus giving it status by
association with ‘oneness’ and ‘unif§’” Some believe its name to be derived
from the Latin ‘pilula’ — the diminutive of ‘pilameaning ‘ball’ or ‘pill’?*® Pliny,
amongst others, records recipes for bodily heahingugh the ingestion of gems,
including pearls. These subsequently providedrthterial for pharmaceutical
treatises on which Medieval and Renaissance lapiidaexts were based®
Pearls were believed to prevent or cure a longfisiiments: in the 12century,
Hildegard of Bingen (1098-1179) prescribed peantddver and headaches, and
the Persian writer Shaikh ‘Ali Hazin’s treatiselaf45 suggested that a pearl, “if
kept in the mouth, it completely strengthens thartié’® In most remedies,
small pearls were administered by swallowing thelmole or by their being
crushed into a powder and dissolved in a liquidhwierbs. Treatises also
recommended dissolving pearls in strong vinegdemon juice, as in Pliny’s
recounting of the Cleopatra stdty.

Novelist, Tobias Hill's reflections on gems haveyed inspirational to my
research: he has described the pearl as ‘the imefipain’?’? Hill uses pain as
an analogy for the irritant or foreign body thapiamts itself within the shell of a
mollusc, thenacre(calcium carbonate) forming around the irritantsh
developing into the pearl - the amount of nacreodépd (and, by analogy, the

depth of the pain) ultimately determining the siz¢he pearl. Pain, thus,

7 Fletcher associates the pearl with oneness infikaing paragraph of her thesis. Op. cit.
Fletcher (1994).

268 Reference cited on website:
http://groups.msn.com/KhomhodyDragonPearlyMermait¥[sedelstenenvanschoonheid.msnw
Accessed 18.01.06.

29 Neil Landman et al. (200Bearls: A Natural Historyp.71.

2’0 Hildegard of Bingen, Medieval German mystic; bmgferences cited in Landman, ibid, p. 71.
271 pliny the Elder writes itNatural History(ix. 119-121) that Cleopatra once drank a pearl
dissolved in vinegar in a wager with Antony tha¢ slould provide the most expensive dinner
(valued at 10,000,000 sesterces). Berthold UllimaBleopatra’s PearlsThe Classical Journal
Vol. 52, No. 5 (Feb., 1957), pp. 193-201.

212 |bid. Hill (2001) p. 148.
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becomes a product of creation, which echoes theaRdelief that pearls were

tears of the shefi”®

Pearls are old: they predate humans, with mollbhagghg evolved 500 million
years ago. Their perceived qualities of durabdgityl immortality have possibly
contributed to their biblical celestial functiorit is little wonder that St. John the
Divine chose the pearl as one of the gems for fiti@tacture of heaven.
Everything about the pearl imearthly the way it grows in a sea animal; its
iridescent glow that makes it seem alive and wahm fabulous myths that

surround it; its long history; and the aura of gbamit imparts to those who wear
it.” 274

As with the diamond, the role of light in relatitmthe pearl is of great
significance because it is through the actiongiitliupon the gem that we become
aware of itdustre. A pearl’s lustre is ubiquitously considered to tsemost
important quality and is also known asatsent. Essence d’orient’ was the term
for artificial nacre sprayed onto the outside @fsgl beads. Pearls come in
different shapes and sizes, the smallest knowsessl' and ‘dust’, the most
unusual known as ‘wart’, ‘button’ or ‘fantasy’ pé&af’> An elongated or teardrop
shaped peatrl is referred to as a ‘pear-pearl’ wangpherical pearl is a ‘pearl-

drop’ or a ‘pearl-eye®’®

A preoccupation of my research has been the aofitime pearl upon the body,
and the body’s action upon the pearl. The humaly lsan affect a pearl’s lustre
through perspiration and touch; too much of eittaer erode it. Ancient folklore
states that rubbing a pearl against teeth canrdeterits authenticity: fake ones
feel too smooth. Temperature also affects pelfkeshumans they are born of

213 Ancient Romans believed that pearls were the fraears of oysters or the gods. Op. cit
Landman (2001p.71. The Japanese scientist Tokichi Nishikawaaémed the true scientific
formation of a pearl, in fact, in 1907.

2 The unearthliness of the pearl and how it symbdliseavenly perfection as in the New
Jerusalem is describedRevelation21:21. Quotation from (ibid.) Baerwald (1960)%66.

275 :3eed pearl is the commercial term for a smalibéess than 2mm diameter; dust pearls are
smaller than this being microscopic.

2% An elongated pearl is often formed when two nuaeimprising two originally separate pearls,
are enclosed within one common over-layering of@aithius forming a single ovoidal pearl.
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warm watery conditions, one naturally, the othecéfully expelled?”” As | have
been concerned, in part, with gems and jewellegnalsodiment, the physiology
of the pearl - replete with its metaphors of thenhu body - has emerged as of
particular consequence. Like human conception] fe@nation is near
miraculous’’® Pearls lose their beauty with the lapse of timevly fished
‘maiden’ pearls are fresh and beautiful; older, maorn pearls can never
compete. Unlike gemstones, pearls and humanseaishpble as both are organic
in origin2"® A damaged stone can be healed through re-cutidgpolishing, but

a pearl bears its scars forever.

The mollusc’s outer horny shell has an epidernaiskin called a ‘conchiolin’.
This mantle or skin is its most important orgas {@fouble flap’ completely
enclosing the body and secreting the shell). Btis on the outer surface of the
mantle possess a remarkable facility — to prodouather of pearl’. Mother of
pearl is the substance that bears the closestqathygsid metaphorical relationship
with the pearl, and it is from this opalescent evatihat it derives its name. Pearls
usually obtain their colour from the ‘mother’ (itbe host mollusc); colours range
from ‘milk’ white, quicksilver, yellowish-white, llish-white, brown to black.

The rest of the mollusc (i.e. other than the paanmjamed the ‘foot’. The animal
attaches itself to rocks on the seabed by its Bemnich is made of a fine silky
thread called ‘byssus’. In ancient times, thes#aitie looking threads were
harvested and woven into a ‘Cloth Of Goftf. A quotation from the OED
considers the use of byssus within the textiledetrdThe fabric is so thin that a

pair of stockings may be put in an ordinary-sizedfsbox.”*%*

2" pearls form in temperate seas, such as the P@sifrthe Red and South China Seas, the
Indian and Pacific Ocean, around Western Australid, the Caribbean Sea.

2’8 See Bauer (190Mrecious Stonesdor an excellent appendix on the pearl. “Thatfdrenation

of pearls is an abnormal occurrence in the lifa afollusc is shown by the fact that among the
pearl-forming molluscs, only about one in thirtyforty is found to contain pearls. Moreover, the
observations of pearl fishers all point in the satinection; for they state that there is little
prospect of finding pearls in a well-formed, norrakéll, and that the shells most likely to contain
pearls are those which are irregular and distartesthape, and which bear evidence of having
been attacked by some boring parasite.” P. 586.

2’9 Coral, jet and amber also fit into this category.

280 Cloth of Gold’ was named after the tufts of longugh filaments of byssus of a deep bronze
gold colour.

81 OED citation from William Beck’s (188@praper's Dictionary A Manual of Textile Fabrics,
their history and applicationg. 39.
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Fig. 111. Human body metaphors reflected within the pearl.



There are parallels to be drawn between the padrtlee human eye. Hill's pain
metaphor is again relevant if the foreign body earl is perceived as a patrticle
of dust in the human eye: the copious flow of wateduced lessens the irritation
and aids expulsion of the foreign body. In a peatre assumes this role.
Imperfect covering of the foreign body results uldes called ‘blister pearls’
which are scraped