


Above: Apology Brooch, from The Shorthand Series by
Rebecca Strzelec. Fused deposition modeled, ABS plastic
and medical adhesive, 5.6" x 4.5" x 2".

Top: Karen Krieger's Ceremonial Spoons, fabricated from
sterling silver with etched sterling pattern sheet inlay,
assorted stones, 6"- 8.5" high.
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Bucci, who teaches at Moore College of Art in Philadel-
phia, reminds us that using CAD isn’t magic. Just as with tra-
ditional handcraft, “it’s about trial and error and seeing what
works and doesn’t work. Until you really delve into it, and
begin to work and make mistakes, you won't know what is
feasible and not feasible. This isn‘t magical. You don't touch
the button and out comes the jewelry or vessel. This is the re-
sult of thousands of hours of concentration of commitment.”

Strzelec hopes her students will use CAD to “start a new lan-
guage, inform the discipline in another way.” And she expects
them to really push the technology, rethinking the way jewelry
is traditionally designed. For example, if the piece includes
hinges, she pushes them to think beyond traditional hinges.
“They’re using an ABS plastic that is hard and forgiving. If you
design it thin enough, it will flex and have memory. It will per-
form as a hinge. The form is not interrupted and the hinge be-
comes integral to the piece. It's not something added on.”
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If the indications that these jewelers give us are correct, we
may be looking at a time when a student chooses his or her
school and future by choosing which technology they want
to use: traditional metalworking or CAD. To some extent, it
seems, jewelry school programs seem to be choosing their
turf even now.

Woo, who teaches at the Alberta College of Art and De-
sign, says the department “encourages experimentation with
alternative materials,” but while students are exposed to
CAD and are welcome to use it, it isn't part of the jewelry
curriculum. “I would say that the handwork is still the priori-
ty in terms of the making process,” she says.

“The possibilities are endless sitting at the bench fabricating
with tools,” says Tavern. “But the same can be said about

CAD/CAM. It's the future. It's inevitable that it's going to be big
in the field.” She doesn't think jewelry programs will get away
from traditional technigues any time soon. “The people teaching
those programs are still grounded in the traditional skills.”

But Strzelec says she believes that in as little as five to
eight years, students may be opting to follow a purely CAD
path. “They’ll be the first generation that will have no experi-

Kristin Mitsu Shiga’s When There is Nothing Left to Burn (You Have to Set Yourself on
Fire) neckpiece. Sterling, Strike Anywhere matches. Pendant measures 3" L x 24" W

x 4" D. Photo by Dan Kvitka.
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ence touching the material. It scares me a little,” she says.
(And she didn't just take a ride on the Enferprise with Bucci.)
“I feel like I'm one of the last generation that will have both
[metalworking and CAD experience]. I still appreciate the
history [of jewelry making].”

Bucci sees the change coming as well. “I can’t fill a metal-
smithing class but I can fill a CAD class,” he says simply.

Yet even Strzelec, who uses CAD, rapid prototyping, plas-
tics and high-tech medical adhesives in her work, is not mar-
ried to modern technology. If CAD doesn’t work for the
concepts and designs she has in mind, says Strzelec, she will
use whatever she needs to use.

“I'm net too much of a purist. I don’t believe in that as an
artist.” She sighs and repeats the “mashed potato analogy,”
for which she has been quoted way too often. “If I had to
make them out of mashed potato to make them work correct-
ly, that’s what I'd do.”

And speaking of mashed potatoes, it's a good time to take
a look at the alternative materials artists are using. What is
the perception of a consumer when looking at a piece of jew-
elry made via a CAD program and produced in . . . plastic?
Or one made of stainless steel and industrial paint? How do
these compare to work that is made with silver or gold or
both? -

Tavern’s work, made in sterling, often incorporates plastic
disks. “I like how modern plastic is. My work is modern and
minimal. The plastic complements it more than a natural ma-
terial, like wood.” Tavern finds little resistance from cus-
tomers to the material. Although her audience is primarily
women in their 20s and 30s, she says that older women have
purchased the work as well. “I think because it's simple, it’s
more accessible to people visually,” says Tavern.

Strzelec’s work often depends solely on plastics. “It's ex-
tremely light. I can build it hollow, and do things you can't
do in metal, yet still [have the piece] be durable and still have
an enormous amount of detail.” And of course the color is
not dependent on applying a surface treatment such as a
patina. But, Strzelec admits, “at the end of the day, you're
holding a piece of plastic. That's very different from holding
an ounce of gold. How do you convince people that the ob-
ject, the concept and form, are worth its weight in [whatever
you choose]? How can the form lan-
guage you use and the concepts in the
piece get you paut the fact that this is a
material that is made to throw away?
How do we make it jewelry-worthy?
Look at the history of what's been done
with nontraditional materials, and rais-
ing [a piece of jewelry] until it's worthy
to sit on the same shelf with gold and
jewel-encrusted objects.” Being a fan of
René Lalique’s Art Nouveau jewelry,
the great French designer immediately
leaps to my mind. People felt the same
way about the cow horn he picked up
at a local slaughterhouse before he
turned it into jewelry of surpassing
beauty.

“Your concept [is] . . . the most valu-
able thing,” says Bucci, “not the materi-
als. If you're only selling material things
you should find another job some-
where. I think it's all about the idea.
People kill each other over concepts.”

It doesn’t matter if a piece of jewelry
has been designed — and produced —
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