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salvaged lightning conductors: This is
storytelling, not statement. At the centre of
the showisa case displayinga necklace of
five large conical conch shells, with crude
pink nipples and green marks in children’s
powder-paint, strung together on
shoelaces: What is all that about? I imagine
Gaultier’s corset for Madonna. Whatat
first seems awkward now appears absurd,

Itis this narrative quality, generated by
the contrasts and contexts of his materials
and forms, that sets him aside from his
peers. He repurposes and reimagines what
he uses, notablyin the ‘nail rings’ (precious
stones, amethysts and the like, pierced by
bent nails) and in the rings made from
meteorites; but the outcome is more
evocative than provocative. This isn’t like
so much self-referential contemporary
jewellery-about-jewellery; nor is his work
drily conceptual; instead it’s expansive,
generous, witty and sometimes wry.

This is more than ‘salvaged’ art; materials
are appropriated, but so are ideas and
emotions, combined inways that look
accidental orincidental. There’s a wabi-
sabi sensibility; an air of impermanence,
of flawed beauty, a naturalism that comes
across as sincerity or authenticity to his
sources. All this makes his work, to my
eyes, eminently wearable and wonderful
tolookatup close.

Manchester City Art Gallery has
curated some significant jewellery shows
over recent years, but this is surely the
highlight to date; a truly original,
substantial and influential maker brought
to publicattention via acomprehensive
presentation. The accompanying book
surveys Schobinger’s entire output of
rings, including earlier neo-concretist
pieces. This and an earlier volume Jewels
Now! give ample evidence of the well-
crafted gathering of unexpected or
unintended combinations of materials and
ideas that mark Schobinger’s jewellery out
as both questioning and conversational,
Shane Enright is a freelance writer
on crafts and contemporary culture
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Sea Shell Ballet, Bernhard

Schobinger, neckpiece,
four trochus niloticus,
one turbo marmoratus,
malachite pigment,
krapplack pigment,
shoelace (¢.1950),2013
Below: Remnants,
Caitlin Heffernan, 2013

Unveiling
stories from
the past

Unravelling Uppark

Uppark House and Garden, South Harting
4 May -2 November 2014

Catalogue: ‘Unravelling Uppark’,
published by Unravelled Arts Ltd, £8

Reviewed by Kimberley Chandler

I'have a slight unease about artist
interventions: they tread a fine line
between ingenuity and self-interest.
How can artists successfully measure
their own creativity against what Sara
Roberts in the catalogue terms the
‘accreted histories’ of historic houses?
What makes a successful intervention?
Or, is the use of the term “intervention’
the problem, which indicates (as
V&A senior curator Alun Graves has
suggested) an ‘unwelcome interruption’
rather than a collaborative endeavour.
This has been the challenge for
the 29 artists invited to participate in
Unravelling the National Trust, a three-part
exhibition that explores the chequered
histories of three National Trust
properties. Uppark, an 18th century
Georgian house on the South Downs,
is the last to come under the artists’
scrutiny. Its history is weighted
down with stories of social mobility
and scandal, much of which centres
around the indiscretions of Sir Harry
Fetherstonhaugh, heir of Uppark, who
first had a short-lived affair with his
servant girl, Emma Hart, and later,as an
elderly man, married his young
dairymaid, bequeathing the entire estate
to her on his death in 1846. The house

trades on this exchange between
‘upstairs’ and ‘downstairs’, between the
sumptuous parlours and the servants’
quarters. And it is these improprieties
that lay the ground for intervention.

In the stables, artist Caitlin Heffernan
has appropriated the solemn fragments
of fabric that remained after Uppark was
devastated by fire in 1989, crafting these
charred remains into her sculptures. Hay
bales, leather reins and horsehair are
raked into piles that evoke the bodies of
horses at rest, and a scattering of jewels
offset this humble mass. Aesthetically,
theyremind me of Claes Oldenburg’s soft
sculptures of the 60s, yet Heffernan’s
installations are more fragmented:
existing somewhere between sweepings
and collage, they monumentalise the
wark of Uppark’s stable hand.

In the dairy, Gen Doy continues this
focus on labour, but chooses to do so
through sound. The cool chamber
resonates with the alluring song of the
young dairymaid, Mary Ann Bullock, who
enchanted Sir Harry Fetherstonhaugh -
much to the disapproval of protocol - as
well as the click-clack of butter-making,
and birdsong. The effect is captivating.
Doy has positioned the speaker so that
the sound is not confined to the dairy, but
instead drifts over the lawns, and among
the flowerbeds; and it is easy to imagine
how Sir Harry fell in love.

Another sonic work has been installed
in the Tapestry Bedroom, though it is
barely perceptible. Simon Ryder’s etched
glass compositions sit beneath a window
overlooking the gardens; each one
captures the transience of birdsong
as a sonic representation. Quartet is
delicate, and draws on the eloquence
of paperweights so favoured in the mid-
18c0s, which Celeste Olalquiaga called
‘dream spheres’. Ryder’s intervention
expands on this desire to immobilise
nature under a layer of glass, and the
illusion of permanence that lingers in
the historic house.

While each of the 11 interventions is
engaging, there isa sense that visitors to
Uppark would prefer no intervention at
all. As Roberts notes, the challenge for the
artists is not to confound visitor
expectations, and this tension is most
evident in the Red Drawing Room.,

Zoé Hillyard’s fragmented vases are a
contemporary take on Japanese kintsugi:
she has carefully stitched together the
broken ceramic shards left behind by
the house fire, using a quilting technique
that envelopes each one in a colourful
fabric. Yet Hillyard’s intervention is

so subtle as to be overlooked; many
visitors mistake them for historical
artefacts. Does this work, then, succeed
asanintervention? Or is being such
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Elemental Symmetries
(detail), Shelley James,
hotglass, print, steel and
brass, dims variable, 2014

agood imposter detrimental to its effect?

For me, it was Steven Follen’s Trade -
fleet of crudely made tin boats that swept
the Parlour floor - that truly prised the
histories from Uppark. Positioned
beneath an 18th century black japanned
cabinet and numerous Blanc de Chine
figures, the tin boats exhibit a dull shine.
Each one is laden with Eastern goods -
cotton, cardamom, turmeric, ginger, and
tea—with a fragrance that’s unmistakable.
These small vessels speak not only of
artisan craft and small batch production,
but also of colonialism and uneasy trade
relations with the East Indies; an
association that sits uncomfortably
within the history of Uppark. Follen’s
tin boats evoke the agency of childhood,
at once disruptive and rebellious.

This scene may appear just to be child’s
play, but it betrays a darker narrative.
Tradeis proof that the artist, like the
historian, can skilfully unveil the stories
of the past, encouraging us to think anew.
Kimberley Chandler is a writer and
researcher in contemporary craft, design,
and architecture, and the recipient
of the AHRC-funded Design Agency:
Activism, Innovation, Imnsjomuztzon
studentship at the University of Brighton

An important
space for
risk taking

Jerwood Makcgoﬁ 2014

Jerwood Space, London SE1 oOLN
11 July - 31 August (then touring)
Brochure: free

Reviewed by Teleri Lloyd-Jones

In her caption introduction to the Jerwood
Makers Open exhibition, Shonagh Manson
characterises this series of commissions
asan encouragement for artistic risk-
taking and the production of new,
experimental work. Having interviewed
all five of this year’s Jerwood Makers, I can
confirm that each artist dealt patiently
with my questioning as their work was
coming together, when they often weren’t
entirely sure ifit would come off. With
this in mind, I arrived full of expectation,
ready to see realised pieces that I had so
far only half-encountered.
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form. On the walls beside the
tower are three LED and aluminium pieces
by Tuur van Balen and Revital Cohen. You
G ake out the limbs of what seem to be
tyvou can’t read it until the LEDs
1tinga path and guiding you into
h phrasesas ‘It Is So Brightness’and
“We Have To Work Hard /\.nd Work With
Our Heart’. These are crisp celebratory
glimpses of a contemporary making
1guage, in the correspondence between
he duo and their LED suppliers in China.
Taken in tandem, these two projects,
which fill the first room, offer an industrial,
sideways look at making.

In the second room the ceramics of
Matthew Raw and Hitomi Hosono forma
duet. Raw’s facade, ceramic tiles set ontoa
timber frame, is a stylised pub: The Shifting
Spirit. Opposite this large piece is a table
with afamily of porcelain vessels by
Hosono, the perfect embodiment of the
risk-taking that Jerwood Makers Open is




