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Abstract  

 

My journey starts off using photography as a tool to investigate materiality, body, object and 

space. With body I am referring to the human body but also the object as a body or a 

representation of the body. During my trip, I constructed a photo or as I see it, translated a 2D 

photo into a 3D form. I connect this translation with material transformation: when flat material 

perceived as 2D is taking form.  

I travel through material values and the relation between material and form, encountering 

questions on legitimacy and hierarchy: Why does some material become more real? What 

characterizes these materials and gives them more credibility? Why do we value material 

differently? The path I follow consists of fused material: digital, traditional and unknown. My 

expedition challenges craft, the definition of the handmade, and the concept of the final object.  
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behind the mind 

In general, we see objects in all their 'concreteness'. We take them too seriously; we become petty.1 

 

Dear reader,  

I have several understandings concerning the subjects that I have chosen to examine in my 

work. I realize that this might cause confusion when reading my text. I just want to clarify, that 

I do not expect full comprehension on neither my text, nor for my formative work. This is a 

very important aspect of my work, which allows different interpretations and perspectives. To 

offer a solution or explanation of the subjects, would be to not respect my work, and therefore 

damaging. The reasons are simple: the core of the subject is twisting our already existing norms 

(constructions and agreements on how to perceive material) and secondly, a mind is in my 

opinion a very complex thing to formulate.    

/Maritza Rodriguez Bastias 

 

My text breathes the spirit of my formative work, which means that it consists of many different 

parts. The following parts (chapters) can be read separately without any chronological order. 

However, a recommendation is to see the parts as creating a whole. The various parts represent 

me taking different approaches.  

 

 

 

 

                                                           
1 Jan Turnovský, The Poetics of a wall projection, 2009, 110 
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some words 

 

 

jewelry art conceptual me 

There are also works that only exist in the moment as a materialized thought […] I don’t see any 

point in those pieces existing as wearable jewelry. One could ask, “why don’t you turn that into a 

piece that is wearable?” but that is not what I am looking for at this moment, to have a finished piece 

of jewelry; rather I am interested in the thought or the suggestion, the possibility, that it exists.2   

 

 

 

In the field of art jewelry, I place my work within contemporary conceptual jewelry. Why? My 

work is not traditionally object- based, with a final object as a center piece, having an explicit 

role. I rather pose analytical questions on jewelry, and try to examine what potential the subject 

                                                           
2 Benedict Fischer, The Absent and the Given- In Conversation with Suska Mackert, 2015 



5 
 

has. For me, the art in art jewelry, is to explore beyond materiality (not only using various 

materials to make objects). I want to include different perspectives, and interdisciplinary 

methods to get a broader understanding on the subject. According to me, one branch of art 

jewelry is conceptual jewelry, where pieces could be installations, performances, photographs, 

books etc... 

Maisie Broadhead is a conceptual jewelry artist, that describes and illustrates the potential of 

photography in a very direct way. She uses her craft and takes it a bit further, by creating the 

ideal settings for her work (often jewelry pieces), through photography. I can see that her work 

raises questions and discusses materiality. I see her work as very relevant and as an interesting 

way of using craft to describe our contemporary. Additionally, two artists that work with 

jewelry in a conceptual way, is Hilde de Decker and Suska Mackert. They both have the 

approach of exploring jewelry in a very open and experimental manner. They discuss questions 

on what jewelry can be and how it can be represented, making strong connections between 

philosophical questions and jewelry. One of the aspects that they address, is the subject of 

immateriality in relation to jewelry. A very important perspective that contributes and relates 

to my own investigation. 
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sowing seeds 

transition translation transformation 

immaterial material dimensions 

A flow of material process. I see the transition in the translation of material to form. But also, the 

transformation in dimensions from form to material. I recognize the immaterial in the material and 

I see the material in immaterial. Like liquid freezing to solid, there is a subtle yet radical movement 

in the transformation. The translation filters through mind, material and dimension. It penetrates 

different bodies and perceptions creating perspectives. From visual to the tangible. From tactile to 

invisible. From silver to codes. From digital to flesh. Does material need to have form to create 

validity? Does jewelry have a form? What material gives jewelry legitimacy? 
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material mind 

Technologies of mechanical and electronic reproduction, from photography through digital media 

appear to move asymptotically toward immateriality, generating images through light and 

electricity. The answer to the question "Where is the film?" is less assured than that concerning the 

physical location of a painting. Is it the celluloid strip, the projected image, the viewer's apprehension 

of the illusion of motion?3 

 

One understanding or approach that I take, is to not have preconceptual thoughts on materiality, 

body, object and space. This means, that I am open to interpret these definitions however my 

mind wishes to formulate them.  

I think that material, as we are taught to understand it, must have a certain criterion: it must be 

tactile. The tactile attribute allows us to examine a material with our senses, but most important, 

it is measurable. In this scenario, digital material would not classify as material, considering we 

cannot touch it. Nevertheless, it might be tricky to define, since it has visible characteristics and 

could be something in between material and the abstract. However, I believe that material does 

                                                           
3 Stan Douglas and Christopher Eamon, Art Of Projection, 2009, 152 
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not have to inhabit the tactile characteristic to be called material, but that it must have 

characteristics of mass and volume. Digital material consists of micro particles, even if they are 

not to be perceived by my human eye. I see it as material, because it is something that is taking 

space…  

It is therefore not a question whether images are surfaces of materials or the contents of 

electromagnetic fields. But a question of the extent to which they arise from material, as opposed to 

formal, thinking and seeing. Whatever 'material' may mean, it cannot mean the opposite of 

'immaterial'. For the 'immaterial' or, to be more precise, the form is that which makes material appear 

in the first place. The appearance of the material is form.4 

The journey does not end here. What about something that is neither tangible nor visible? 

What about sound or smell? I acknowledge that material have endless characteristics that 

go beyond human senses.   

 

permeating particles 

 

Two-dimensional design is limited to events that take place within a delimited field on a flat 

surface. At the heart of two-dimensional design is the issue of illusion. Three-dimensional work, on 

the other hand, is characterized by its physicality. Three-dimensional objects exist in real space; 

they are tactile; they are responsive to variations in light and point of view; they elicit response to 

material as well as to form.5 

                                                           
4 Petra Lange-Berndt(red), Materiality, 2015, 211 
5 Jonathan Block and Jerry Leisure, Understanding Three Dimensions, 1987, preface 
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The three-dimensional or space object has the property of envelopment [...] We must realize that 

when we talk about geometric properties we talk about imaginary conditions. It is well to remember 

that the mathematical line or surface or object is one thing and its counterpart in reality is quite 

another thing.6 

 

 

 

 

The discussion of form deals with the three basic elements line, plane and volume.7 

                                                           
6 Louis Wolchonok, The Art of Three-Dimensional Design, 1969, 1 
7 Block and Leisure, 3 
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crafting methods 

8 

 

As I see it, I translate words, moods, into material. I transform, build and tell a story with the 

object/around it. My method is my technique. It is a process of using analytical approach on 

jewelry, to be able to materialize it. This means that I try to break down what jewelry is and 

what it possible could be. Paradoxically the final, fixed materialization, is not at interest in the 

beginning of the project. Because I cannot see how my work is deciding to take form. The core 

is about translating my examinations, and understandings on the subject, no matter how it turns 

out in our three-dimensional-object-oriented world. My thoughts are not materialized, since I 

do not see visions on shapes and material, of what I want to create in the physical world. My 

thoughts are words, moods that I translate into material form. So where is the craft? I understand 

traditional craft as having a focus of a crafted, handmade object. In my work, the concept of the 

                                                           
8  Vocabulary.com  
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handmade is disturbed. I add and fuse digital material (photo), and technological methods 

(projection). Can my objects still be considered as handmade? Do the grillz become/appear 

when digital material meets the plaster? Do the grillz exist when they ‘only’ consist of digital 

material (projected image)? What is taking form and what is shaping the material? The craft in 

my work, lies in the questioning, and the research of the relation of body, object and space. 

 

immateriality and material- transforming a photo 

For me these photos were glass [...]9 

 

One way of examining materiality can be to seek and understand all the qualities that inhabits 

a material. The artist Mette Colberg, wants to create an awareness of the immaterial qualities 

of glass. In her work, she uses photography as a method to explore and enhance the possibilities 

of glass. The photographs from her work Portraits, is seen by her as a materialization of glass. 

In her master thesis she explains that photography helped her to dematerialize the object, to 

highlight the qualities of glass. The aim is to go beyond the actual object and investigate what 

appears beyond. Further, Colberg refers to the photograph as having transparency, an absence 

and present at the same time. She also highlights that a photo has a duality; in being a physical 

evidence of a presence that no longer exist. The notions of absence and presence in a photo, are 

abstract physical spaces.10 Colberg’s research shows an alternative perspective on the 

materiality of glass. It is fascinating to follow the translation from material to immaterial, hence 

interesting for my own study. Nonetheless, unlike Colberg I would not use the word immaterial 

(non-material) in the search on qualities of glass. Because I still believe it is glass, material (that 

has taken another form). I understand her thoughts on absence and presence as having 

connections to time.  I think that a photo in its physical form might be seen as a 2D object, yet 

I would like to argue that it has the properties of the 4D (3D + property of time) object in its 

depiction. 

 

 

                                                           
9 Mette Colberg, In through looking through glass-a research into the im/material properties of glass, 2013, 5 
10 Colberg, 15-16 
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In my process, intrigued by finding transformations in material, I decided to rewind and take 

another spin on the process. Rewind means discovering that: the photo is a 2D representation 

of 3D objects, and that the photo also inhabits the 4D time aspect (the capturing of a time 

specific situation), in its depiction. The photo captures the past. If I would take it forward from 

where I was, that could be to transform something from 2D (the photo), to a 3D object. How 

can I shape a photo? I started the work of translating a photo back/forward to a 3rd and 4th 

dimension. Back and forward is depending on how you interpret the shifts. Being aware that 

there are endless photos in my archives, I knew I had to do a narrow selection. It was also a 

necessity finding a photo that was relevant for my investigation, and that had the right 

properties. Therefore, the images of the first sketches were from previous work. Most of them 

were conceptual art jewelry, treating materiality, object, body and space. The image I chose in 

the end was one of an open mouth, showing adorned teeth.  

 

The materials for creating the photo (the translation from 2D photo to 3D) were carefully 

chosen. The projection, consisting of digital material, questions materiality and talks about the 

contemporary and corporeality. “Projection effects a change at the material level, but through 

a cause that partakes immateriality, invisibility, inscrutability.”11 Silver is a traditional material 

in silversmithing. Metal is a very strong and solid material that can endure a lot and that lasts. 

Plaster has connotations to classical relief, and a light smooth surface, with potential to become 

a clean canvas for my projections. I also think that plaster has the attributes of fragility and 

stability at the same time. It becomes a solid shape, but if you would drop the material it would 

break into pieces. I connect this to time and see the plaster as having shattering properties, just 

like time. The combination of plaster and metal is interesting, and I relate the shattering 

characteristics of plaster as the paper of a printed photo, and the metal as being the solid ink or 

silver on that paper. Plaster is in addition, a common sketching material, unlike silver that has 

                                                           
11 Kevin Forseth, Glide Projection, 1984, 29-31 



13 
 

the connotations of precious material. The combination discusses fragility versus solid, as well 

as material value. Further, I worked with photography, film, projection and other methods of 

sketching in 3D. But I ended up choosing photography, casting and projection for the final 

work.  

 

 

 

 

jewelry philosophy society subject 

At the same time, we have to deal with the artistic question of ‘presentation’ and ‘re-presentation’ : 

what is more important: the thing as itself, or the thing as its suggestion ? Is hardboard tableware 

not tableware? Do we always need the real thing to believe in it? In how far can we associate? Or 

are we already influenced by working and playing in virtual spaces? So, how reducible is an object? 

What’s the essence of it? And how much do we still need ‘the material’? What’s the importance of 

‘material’? How does it influence our senses? What helps us to make images in our head?12 

 

I believe that an analytical approach creates a variety in perspectives in general. For me, this 

means to explore subjects, by questioning assumptions. This allows for another dimension of 

comprehension and a broader, more multifaceted understanding. To be analytical helps to relate 

to context: it means that you dissect and include all factors that you find, during your 

examination. It would be very sad, if we as makers did not discuss material and form, their 

relation and their complexity. Not only is it our job to master material and form, it goes along 

with responsibility for what we create and put out there in our world. It is a necessity to bring 

in alternative perspectives to avoid getting stuck on one-sided tracks. Therefore, is an analytical 

                                                           
12 Hilde de Decker, About being Stadtgoldschmeide, 2009  
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approach on jewelry, crucial and relevant for the development of the subject. It is a way of 

reinterpreting, reforming and reproducing. It’s a way of representing our contemporary and 

managing our knowledge.  

 

 

 

By introducing interdisciplinary methods, such as photography and projection and fusing these 

with questions about jewelry, I see my final work as a conceptual jewelry piece. My work 

discusses several topics. It discusses the value of materiality in a diverse way, it also talks about 

subculture (hip hop) and it is a representation of conceptual jewelry today. The value of 

materiality is discussed in the investigation of material transformation (in 2D, 4D, 3D), where 

the discussion lies on the value we give to 3D objects. A photo of an object seems to be less 

worth than the ‘actual’ object. The 3D object suggests legitimacy and appears more real than 

its representation, or depiction (the photo). We tend to praise the tangible, visible and 

measurable material. The hierarchy between material is further discussed by asking why is 

metal material more precious than digital material?    
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The subculture that I refer to is hip hop. The music, lyrics, fashion, style and all the aesthetics 

that permeates the culture. I am deeply influenced by hip hop and I can see traces of it in this 

work. Hip hop has a certain history and attitude of claiming and demanding space. This power 

and stance continues to fascinate me. How I connect hip hop specifically to this work, is partly 

by the jewelry piece (grillz) that adorns some parts of my work. The other connection that I do 

to the culture of hip hop is the art of graffiti. I see the projection part on object and wall as 

giving not only a painted sensation (for the viewer), but also as an object run over by paint/tag. 

As I perceive it, I am taking street culture to the fine arts room, at three different levels: the 

existence of the work in art school environment, claiming my work to be art jewelry, and finally 

‘tagging’ objects (my objects with projection), that reminds of the classical relief. In my 

opinion, the relief has strong historical and cultural connotations. I think about ancient Greek 

culture and the impact it had on fine arts in Western world. By tagging the relief looking object, 

I am giving my own interpretation of the classical relief. It might be provoking or inspiring. 

Just as I think street culture once was and still can be: Claiming and demanding space where it 

does not ‘belong’.      

 

material forming material- casting and photography 

I started to build up narratives around an object; I'd make the jewellery and then construct the worlds 

for it to exist in.13 

                                                           
13 Ana Mcnay, Studio International, 2014 
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My piece is composed by several parts and material. One part is a plaster casting containing 

jewelry (silvergrillz), that once incorporated my body, but that are now caught and incorporated 

with another body, in another material. Purely practical it means, that the silvergrillz are fused 

with the plaster casting. The silvergrillz are thus not to be worn by a human body. A second 

plaster casting, contains silvergrillz, but in a digital form. The silver as material, has been 

replaced by digital material, and the white plaster body is in colors, painted by light. The light 

comes from the projection of a 2D photo. The unwearable silvergrillz, that are trapped in 

objects, have the same function as the photo now. They serve as a narrating time capsule, for a 

viewer to experience and interpret. The two plaster castings placed next to each other, create a 

comparative composition, illustrating materiality.   
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Casting is amongst others, an excellent method for mass-producing a shape and making 

replicas. However, I use the casting method differently; I am approving the chance factor, 

letting it decide and create distortion. Distortion is very difficult to repeat and thus to duplicate. 

The castings cannot be imitated nor directed, just like when you take a photo and capture a time 

specific situation/mood. Casting is also a technique used to capture an imprint. It can be used 

to duplicate, besides to translate an imprint from one material to another one. I connect this 

technique with photography and the photo, as I see the image as an imprint of a space, that no 

longer exist in that same material. The space was physical and tactile, yet the photo is an imprint 

of that space, and consist of ink (printed photo) or codes (photo in digital tools). I understand it 

as a transformation, or translation, from the physical 4D- and 3D material, to digital material to 

silver on paper, or ink on paper. To give an example: I take a photo of a physical setting with 

objects, a body and a space. The photo (image), becomes the imprint and a depiction of those 

physical settings and that specific time. Now, if I take the photo with a digital camera, the 

imprint and depiction exists in digital codes. And if I would to print the photo, the imprint and 

depiction would consist of ink on paper. If it would be an analogue camera, the printed version 

could also consist of silver on paper. The 4D property, is the time and the setting when the 

photography of the 3D forms was taken. In casting method, the process is from liquid to solid 

taking shape. I instantly connect that process, with the transformation of flat shapeless material-

elevated solid form. The casting method allows me to travel, between the dimensions of 

material and experience transitions:   

A piece of jewelry(grillz) taking the form of my body (imprint of my teeth) molding my body in the 

process are now captured in another body. The new body is a representation of and a translation of 

a 2D photography of my body wearing my piece. This piece was wearable for my physical body but 

is now captured in a representation of my body. A freezing of the mood of the photography but in 

3D. I have built a photography, captured a mood of a body, an object and the space. A translation 

from 3D-4D-2D back to 3D/4D. 

 

 

 

 

 



18 
 

References 

Literature  

Block, Jonathan and Leisure, Jerry. Understanding Three Dimensions. Englewood Cliffs, 
New Jersey; Prentice-Hall, 1987.  

Douglas, Stan and Christopher Eamon. Art Of Projection. Ostfildern; Hatje Cantz Verlag, 
2009.  

Forseth, Kevin. Glide Projection -lateral architectual drawing. New York; Van Nostrand, 
1984.   

Lange-Berndt, Petra(red).  Materiality- Documents of Contemporary Art. London; 
Whitechapel Gallery, 2015.  

Turnovský, Jan translated by Kleinman, Kent. The Poetics of a Wall Projection. London; 
Architectural Association, 2009.  

Wolchonok, Louis. The Art of Three-Dimensional Design. New York; Dover Publications, 
1969.  

  

 Electronical articles   

Colberg, Mette. Through Looking Through Glass - a research into the im/material properties 
of trasparent glass. MFA Thesis. Konstfack University College of Arts, Crafts & Design. 
2013. http://www.diva-
portal.org/smash/record.jsf?dswid=6852&pid=diva2%3A626016&c=1&searchType=SIMPL
E&language=en&query=mette+colberg&af=%5B%5D&aq=%5B%5B%5D%5D&aq2=%5B
%5B%5D%5D&aqe=%5B%5D&noOfRows=50&sortOrder=author_sort_asc&sortOrder2=tit
le_sort_asc&onlyFullText=false&sf=all. (verified 2018-02-15)  

Fischer, Benedikt. The Absent and the Given – In Conversation With Suska Mackert. Art 
jewelry forum. 2015-03-22. https://artjewelryforum.org/artists/the-absent-and-the-given 
(verified 2018-02-15)    

McNay, Anna. “Maisie Broadhead: ‘I was quite happy to be fraudulent’”. (interview with 
Maisie Broadhead). Studio international. 2014-11-30. 
http://www.studiointernational.com/index.php/maisie-broadhead-peepers-review-interview-
royal-pavilion-brighton-george-iv. (Verified 2018-02-15)   
 

Electronical sources 

Electronical Dictionary. Vocabulary. https://www.vocabulary.com/dictionary/analytical 
(verified 2018-03-27) 

https://artjewelryforum.org/artists/the-absent-and-the-given
http://www.studiointernational.com/index.php/maisie-broadhead-peepers-review-interview-royal-pavilion-brighton-george-iv
http://www.studiointernational.com/index.php/maisie-broadhead-peepers-review-interview-royal-pavilion-brighton-george-iv
https://www.vocabulary.com/dictionary/analytical


19 
 

 

Homepages   

About. Broadhead, Maisie Homepage. http://www.maisiebroadhead.com/about/ (verified 
2018-02-15)     

 

Other sources  

De decker, Hilde. About being Stadtgoldschmiede. 2009 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



20 
 

una réplica originale 

the final work 

 

In the end I produced approximately 100 pieces for my final work. The amount of castings 

represents a process along with the thought of giving every piece equivalent value and space. 

In addition to these thoughts, the amount also discusses the mass-produced, together with the 

concept of the original/copy. Each casting-mold were used twice. I made this choice since I 

wanted to have a duplicate but also create distortion in the castings. The distortion occurred 

when I removed the plaster and my mold got stuck on the casting, hence changing the original 

mold.  

The backside of the pieces consists of different metal chains: brass, silver, mass-produced, gold-

plated etc. The intention behind was to comment the material hierarchies and categories that we 

create. Another aspect of the intention was to have a backside that reflected the grillz (on the 

frontside).  

I wanted to highlight the concept of the copy/original, so I included two photographs of 

importance in the process. Therefore, the final work has two projections instead of one: the 

photo that is the origin of my work and another that came about during the plaster castings. 

Further, the way of curating, is commenting the material categorizations that we create and at 

the same time, a reference to the museum display. At my first presentation I used the room and 

created a new spatial environment, where I was the director and choreographer. I believe that 

the way that I used and created the space, enhanced my work. So, on the final exhibition I had 

the challenge to create a spatial environment influenced by my previous presentation. I chose 

to have wall and floor elements to keep the airy and clinical mood that I wanted. My podiums 

and projections were placed low and very close to the floor. My purpose was to choreograph 

visitors through the space and my work. During the exhibition I have observed that it is tricky 

to create instructions, that everyone reads or understand.    

My degree project has made me attentive on the difficulty of defining and formulating my work. 

As well as for visitors as for myself.  It is challenging to translate my own thoughts and 

connections since I touch upon several dimensions and layers. However, I believe that it is a 

matter of practice and something that continuously develops. The entire project gave me the 

experience of working with a longer, more independent project. With several opportunities to 
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define, redefine and formulate my work. It also offered me the possibility to try out different 

ways of curating and communicating it.     

 

 

 

una réplica originale: examination, 2018
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una réplica originale: Degree exhibition, 2018 
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una réplica originale: Degree exhibition, 2018 
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