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VOORWOORD

‘Hit the ground running’: in vol tempo zijn we aan ons 2023 jaarprogramma 
begonnen. 

Tijdens de Munich Jewellery Week programmeerde we in samenwerking met 
internationale academies en kunstenaars een eigen HUB, in Amsterdam, Den 
Bosch, Leiden, s’-Gravensande en Stockholm organiseerde we activaties ten 
behoeve van ons nieuwe publicatiemodel. Het grootste evenement van het jaar 
betrof OBSESSED! Jewellery Festival: de derde editie van het festival welke in 
november plaats vond, trok een record aantal deelnemers en partners. Het 
jaar werd afgesloten met de lancering van de achtste magazine publicatie van 
Current Obsesion: The Placeholder.

Het realiseren van dit ambitieuze jaarprogramma bracht naast veel voldoening 
ook enkele uitdagingen met zich mee. In samenwerking met reeds bestaande 
en nieuwe (freelance) relaties, werden deze één voor één succesvol 
getrotseerd. We prijzen ons gelukkig met de ontwerpers, kunstenaars, 
schrijvers, fondsenwervers, project-, productie- en programma-managers die 
onderdeel uitmaakten van dit avontuur. Hetzelfde geldt voor onze Raad van 
Toezicht, partners en fondsen die hebben bijgedragen. 

We zijn zeer erkentelijk voor uw steun! 

Marina Elenskaya, directeur Stiching Jewellery in Culture 
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1: JAARVERSLAG 2023 

JiC was in 2023 betrokken bij een groot aantal (inter)nationale kunst, 
design- en craft evenementen. De verantwoordelijkheden van de stichting 
verschilde per evenement maar was altijd gericht op het realiseren van een 
breed dialoog in relatie tot het hedendaagse sieraden medium. 

1.1: Activiteiten 

Het 2023 jaarprogramma werd opgedeeld in vier verschillende hoofdlijnen: 

1. Activaties
2. Digital Publishing
3. OBSESSED! Jewellery Festival
4. Talentontwikkeling 

Als vijfde en laatste lijn, werden paralelle activiteiten gerealiseerd van deels van 
commerciële aard om de stichting te steunen. Hieronder worden de  
activiteiten per hoofdlijn beschreven.

1. Activaties

In 2023 werden vier activaties georganiseerd: lezingen, performances, ronde 
tafel gesprekken, archief bezoeken en workshops werden aangewend om 
invulling te geven aan het Placeholder magazine, het achtste in de reeks van 
magazines gepubliceerd door Current Obsession. 

Body as an Intermediary Object 
Locatie: Fashion for Good Museum, Amsterdam (NL) 
Vorm: Performance, discussie bijeenkomst 
Participanten: Amanda Varhaugvik, meLê yamomo, eva susova en het 
aanwezige publiek

Hoe kan een intermediair tussen een toeschouwer en een informatiebron – 
bijvoorbeeld een historisch artefact – ons helpen de betekenis te ontsluiten 
die is gecodeerd, ontoegankelijk is voor degenen die niet bekend zijn met het 
medium of object? Als een ‘familiar body’ als een derglijke tussenpersoon zou 
kunnen worden beschouwd, wat zou dat dan kunnen betekenen betreffende 
het begrijpen van (andere) culturen, het dekoloniseren van kennis over objec-
ten, maar ook: welke toekomstige rol zou deze benadering kunnen spelen voor 
de ontwikkeling van nieuw werk?

Een drietal performances door Amanda Varhaugvik, meLê yamomo, eva susova 
werden opgevolgd met een ‘kringgesprek’ met de kunstenaars, geleid door 
CO’s creatieve directeur Marina Elenskaya. Het publiek werd eveneens 
betrokken in het gesprek om gezamenlijk te reflecteren op het thema met de 
performances als toegepaste voorbeelden. De performances en het dialoog 
met gasten en publiek werden gevat in Chapter I: Body as an Intermediary 
Object. 

Critical Multiplicity 
Locatie: Design Museum Den Bosch, Den Bosch (NL)  
Vorm: Lezing, workshop 
Participanten:  Dang-Vû Dang, EMIRHAKIN, Elizaveta Federmesser, Benedikt 
Fischer, Nina Glockner, Dae Uk Kim, Nikola Lamburov, Pravu Mazumdar, Lisa 
Plaut, isabel wang pontoppidan, Sanne Vaassen

Hoe kun je een object ‘vermenigvuldigen’ door perspectieven te verschuiven?
Als betekenisdragers wijzen sieraden- en versieringsvoorwerpen tegelijkertijd 
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AMANDA ELIDA VARHAUGVIK is a  
Swedish/Norwegian artist based in Stockholm. 
Her work is interdisciplinary and merges 
sound, textile craft and performance art.   In her 
performances, she explores ways to portray 
costume as the initiator and main actor.

For each performance, she invites different 
cultural practitioners to interpret the costumes 
under her guidance. In collaboration with 
other musicians, she explores ways to work 
with her voice as an   enchanting tool capable of 
communi cating the inexplicable. The voice be-
comes a bridge between   the performance and 
the audience, inviting them to transcend. 

She wishes to evolve the experience of art
and especially the display format for textile 
craft. She   believes that in the best scenario an 
art experience can hold similar qualities to a 
transcendent   threshold, in the way that it can 
transport your presence from everyday life into 
the parallel universe of art. Her performance 
art balances on a thin line between a music 
performance, a fashion show and a sacred 
ceremony. Her craft transitions through several 
layers of techniques and constantly   evolves in 
formats. She works and believes that it is in 
the cross section of fields that art can create a 
vibrating experience.

[3]

wrote it on paper. This is the universe through mediation. I think the medium is 
indeed the message and it is how it is the truth only because of the medium.[8] So 
this is how I understand mediation.

ME  Amanda, a year ago or so, I encountered your voice and your work through  
podcast called Craftsight, while you were still a student at Konstfack University in 
Sweden. You told this incredible story about your early experiences with music 
and sound, and how this personal, very private history influenced your journey 
into craft. It really touched me and I would love for you to share it with us here.

AEV  What Marina is talking about is when I was ‘forced’ to get confirmed. Is that the 
correct English word, confirmed? Like in a Christian church? Yeah, I think it is. 

   My mother is Norwegian, and in Norwegian culture, to get confirmed 
is bigger than getting your degree. Everybody does it. Basically it’s because 
you get a lot of money from your relatives when you are doing it (laughs). But 
in Sweden, I was the only one in my class who did it. Everybody thought I was 
weird because this was a religious thing and Sweden is one of the most non- 
religious countries in the entire world. A lot of people define themselfs as atheists. 

  Anyways, I was confirmed and then I started in a gospel choir and I started to 
sing. And, you know, we did the Bible studies and every thing. On the evening of 
the event, I sang the Lamb of God hymn in a white robe on the altar. In church, 
they have this enormous reverberation. This was the first time I did a perfor-
mance and sang in front of an audience. I heard my voice as I stood on the altar, 
and I got this really body-shivering experience of something much bigger and 
holier than any of the Bible studies that I’ve done during the past year. And I 
was like, no-no, this is religion or this is transcendence at least. I didn’t have the 
vocabulary for it at 14 years old. After that, I got a big interest for costume and 
stage setting. I was basically thinking about how I might achieve this kind of 
environment and this shared experience outside of the church. 

(question from the audience) JOANNETTE VAN DER VEER:
Amanda, my question connects to your work and your story. I was wondering, how did all 
these elements in your piece come together, and how do they all feel so naturally fitting? 
And how is it possible that from the very first moment, I feel touched by it? After your 
story, I was like ah! I had a Christian upbringing, and somehow it kind of adds to the  
already amazing experience that you offered me, and I think all of us in this space. It 
added a really nice layer to the bodily experience of everything that you do. 

AEV Thank you so much.

ME  I think it’s important and valid to talk about embodied experiences, especially 
early life experiences in how we relate to images and to concepts. In that sense, 
I think knowledge plays a big role. What is considered knowledge in Western 
paradigms where literacy or education, or academia play such a big role in what 
is considered a proper source of knowledge. While, of course, we all understand 
that there is knowledge embodied through familial or ancestral histories, which 
perhaps remains unreported or undocumented, but passed on through generations. 
And that’s the experience that sits in the body and it’s something that each one 
of us has. We are these vessels of knowledge. meLê, could you talk about your 
experience with researching sound archives in Southeast Asia?

MY  Initially, I was following opera musicians from Europe going to Southeast Asia 
for my PhD. But then I didn’t find any Southeast Asians in the archive. I realised, 
to be able to find the people that I was researching, I needed to think like the 
colonisers. Archiving is a system of knowledge, and the colonisers were there  
to control the people. So I found the records of the musicians in the fire depart-
ment, in the police department, and that’s how I found the musicians. 
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28 TRANSCRIPT

MELÊ YAMOMO lived in Lucena City, 
Los Baños, Metro Manila, Seoul, Bangkok, 
Warwick, and Munich, and now inhabits 
Amsterdam and Berlin researching, teaching, 
and creating performance/theatre and sound/
music. He is an Assistant Professor of New  
Dramaturgies, Media Cultures, Artistic Research, 
and Decoloniality and the author of Sounding 
Modernities: Theatre and Music in Manila 
and the Asia Pacific, 1869-1946 (Palgrave 
Macmillan, 2018). He is the co-project leader 
and principal investigator of the European 
Joint Programming Initiative Cultural Heritage 
(JPICH) project Decolonizing Southeast Asian 
Archives (DeCoSEAS). meLê is a laureate of 
the Veni Innovation Grant (2017-2022) funded 
by the Dutch Research Organisation (NWO) 

for the project Sonic Entanglements: Listening 
to Modernities in Southeast Asian Sound 
Recordings (2017-2022), and one of the 2020 
KNAW Early Career Awardee by the Nether-
lands Royal Academy of Arts and Sciences. 
Currently, he is a member of the Amsterdam 
Young Academy. meLê is also resident artist 
at Theater Ballhaus Naunynstrasse where his 
creations Echoing Europe, sonus, and Forces of 
Overtones are on repertoire. meLê also curates 
the Decolonial Frequences Festival and hosts the 
Sonic Entanglements podcast. In his works as 
artist-scholar, meLê engages the topics of sonic 
migrations, queer aesthetics, and post/de- 
colonial acoustemologies.

[4]  

  There are not many books that we know of, because we organise 
our knowledge based on the archive, which is usually based on 
who has the power to organise and facilitate it. Therefore, this is a 
particular knowledge formation that often uses particular techno-
logies and mediations. 

   For example, here in Europe, the hierarchy of senses us-
ually begins with the eyes at the top. The Enlightenment appointed 
the eyes as the way that we observe: one could create knowledge 
through anthropology, for example, by observing somebody. The 
dismissal of all the other senses, and almost a fear of the taste or 
touch has removed them from aesthetics in the West. And that’s 
why I decided I also want to listen to the sound archives. What 
does that reveal to us? 

   The real archive is actually our repertoire: the way that 
we speak, the way that we eat, the way that we sit is an archive 
because this is an intergenerational way that has been passed on 
from one body to the next in the way that we respond. These are 
archival ways to understand why does this culture do this? Why 
does this body produce this sound? 

   The archives and the museums here in Europe are ceme-
teries, because the objects in their care have been removed from 
communities through which they are supposed to communicate.

   One time I was in Berlin, working with these materials, 
and there was a recording from a Javanese singer from 1927, that, 
despite my Southeast Asian body I didn’t understand – Indonesia 
is our Southern neighbour from the Philippines.  I could only listen 
to it.  I used some of my research funds to invite colleagues from 
Southeast Asia – the Philippines, Indonesia, Malaysia. We traveled 
together to these archives that have previously been inaccessible. 
We started playing some of these recordings. The 1927 Javanese 
recording is labeled ‘erzählung’ on the metadata—which means 
‘story’ in German., But why are they singing? Together with my 
colleague Sri Margana, a history professor at Gadjah Mada Univer-
sity in  Jogjakarta, we listened to the recording together. Sometime 
during the playback, he started singing along. He explained later 
that this is indeed a story that is sung and performed with masked 
dancers. The only reason that he understands that is because his 
grandfather is a dalang. A dalang is a puppet master who under-
stands the entire repertoire of shadow and dance theatre and music 
in Java. Although trained as musician and puppeteer at a young 
aged, Sri Margana became a historian at the university. His body, 
however, acquired that archive, and his body reconnected with this 
almost 100-year-old object. In the Berlin archive, these recordings 
have not connected to the body to which they’re supposed to con-
nect. All of us standing there, felt like spirits were coming out of 
this recording as it re-connected with Sri Margana’s body. 

   This is what I meant by the ‘sonus’ – that the body and 
the sound only matter if they are connected to the right body.[9]  
It’s almost like a spiritual exorcism of these archives, of these  
museums. We who were not Javanese were witnesses to how  
the spirits in the recordings finally reconnected with music’s 
intended bodies.

   This is the reason why I am so passionate about how can 
we legally solve the issue of these objects that have been removed 
from communities that are just sitting in ‘cemeteries’ at museums 
and archives in Europe.
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in tegengestelde richtingen, voortdurend optredend tussen de werelden van de 
drager en de toeschouwer. Ze bevinden zich in een staat van flux – een 
veelheid aan interpretaties, verbanden, aannames, afhankelijk van een 
historische tijdlijn, geografische locatie, of welke ogen hen aanschouwen. Wat 
zijn de gevolgen van deze uitwisseling? Als we ons specifiek richten op de taal, 
de materialiteit en de geschiedenis van sieraden en versiering, kunnen we dan 
de verhalen die zo diepgeworteld zijn in de manier waarop we over deze 
objecten denken herzien? ; zouden we alternatieve manieren kunnen vinden 
om nieuw werk te creëren of op zijn minst af te wijken van de gebaande paden 
om sieraden als slechts ‘versiering’ te zien?

In samenwerking met filosoof en schrijver Pravu Mazumdar werd in het Design 
Museum Den Bosch een 1-daagse workshop georganiseerd: The Universe in a 
Lipstick. Naast een bezoek aan het archief van het museum vonden 
verschillende maak- en schrijfoefeningen plaats in groepsverband. De 
betrokken kunstenaars en ontwerpers werden geselecteerd op basis van een 
open call. Het archiefbezoek, de oefeningen en resultaten werden gebundeld 
in Chapter II: Critical Multiplicity. 

Do you mind if I braid while we walk? 
Locatie: Rotterdam (NL) en Bio Aspen, Stockholm (SE)  
Vorm: Interview 
Participanten: Marcos Kueh, isabel wang pontoppidan

De inhoud en vorm van Chapter III: Do you mind if I braid while we talk? werd 
gepresenteerd als een scenario (screenplay). In de hoofdrollen: sieradenmaker 
en onderzoeker isabel wang pontoppidan en textielkunstenaar Marcos Kueh.  

De twee hoofdrolspelers hebben een gemeenschappelijke ervaring: een 
etnisch en cultureel ‘anders’ (other) zijn in hun huidige woonland Nederland. 
De verhalen en ervaringen die hen worden opgelegd stelden ze ter discussie als 
onderdeel van een studiobezoek van pontoppidan aan Kueh in mei 2023. 
Zodra het duo hun verhalen en ervaringen als construct herkenden, werden 
ze kneedbaar materiaal, een ‘klei’ in de handen van de twee makers. Door de 
handeling van het ‘schrijven’ lossen ze de kloof tussen subject en object op, 
motiveren ze andere gemarginaliseerde stemmen om hun verhaal te vertellen. 

Het hoofdstuk werd gepresenteerd tijdens de Stockholm Craft Week waar 
Marcos een lezing gaf over zijn werk alsmede deelnam aan een talk met twee 
lokale textielkunstenaars. De lezing, reis en verblijf werd gerealiseeerd door 
Current Obsession en ondersteund door Iaspis - een cultureel 
uitwisselingsprogramma dat wordt gefinancierd door de Zweedse overheid.  
In samenwerking met EE labels werd een door Marcos ontworpen textielen 
boekenlegger geproduceerd welke onderdeel vormt van de publicatie.  

 
Becoming - With 
Locatie: Wereldmuseum Leiden, Wereldmuseum archief s’-Gravensande 
Vorm: Archiefbezoek, rondetafelgesprek 
Participanten: Loan Favan, Wonu Veys 

Het vierde en laatste hoofdstuk - Becoming - With - stelde de human surface 
centraal als een plaats van strijd tussen mythologie, biologie en technologie.  
De artistieke praktijk van Loan Favan beweegt zich binnen deze driehoek. Ze 
kijkt naar lichaamsmodificatie- en scarificatie-rituelen binnen een variatie van 
culturen in Oceanië, waaronder Vanuatu, Papoea-Nieuw-Guinea en haar 
geboorteland Nieuw-Caledonië. 

Favan verbindt mythologie met de hedendaagse samenleving en kijkt ver voor-
uit in de toekomst. Ze speculeert over hoe de (overgangs)rituelen de 
toekomstige mens zou kunnen transformeren met behulp van biologische en 
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things    to    words

Responder(s), write a purely  
descriptive text.

Describe the object as precisely 
as possible, without metaphors, 
without speculations.  

The text is to be the outcome of dis-
passionate and detailed observation. 
No emotions. During the production 
of this text you are in control, not  
the object.

C   
 response

D    
 (optional)

Responder(s), draw a sketch of  
the object with as much detail  
as possible.

  E
       outcome

At this point the Actor has  
 received

1 Their own object.

2  Two more texts by the 
Responding Users(s)  
in addition to the original 
introductory text.

3 A sketch of the object.

The three texts and the sketch 
represent four perspectives on  
the object.

placeholder

WELCOME TO  
CRITICAL MULTIPLICITY!

This game is a method of multi-
plying objects (words are also 
objects) by multiplying perspec-
tives. The game asks a question: 
how to multiply an object?

How can we snapshot shifts 
in perspective on an object, 
while it finds itself in a flux 
(multi plicity) of interpretations, 
connections, assumptions – 
depending where we stand in 
historical time and geographical 
space. By following the game's 
steps: adding other players’ 
perspectives to the narrative 
about an object or a material, 
or shifting between media — 
we can experience the multipli-
cation of a single object.

This game exposes the multi-
plicity of 'truths'. Each 'correct' 
in its own way, each based on a 
different perspective and a dif-
ferent way of seeing things. The 
game and the method behind it 
could be applied to critically en-
gage with objects, develop new 
work, and deviate from habitual 
connotations behind objects or 
materials, which might rest on 
the western view of the world, 
with its inherent baggage of 
colonialism, exoticism and 
othering. 
 Giving equal importance to 
a multitude of perspectives is 
the lifeblood of diversity. While 
it can be difficult to shift one's 
opinion on one's own, this game 
offers a simple and effective 
method to trigger a shift in per-
spective by involving others.  
If, for instance, an artist is 
inspired by an artefact in a 
museum's collection to make 
new work, the game could 
help them envision alternative 
perceptions of that artefact due 
to other players' cultural back-
grounds, ancestral knowledge, 
and life experience. From a 
dialogue between these perspec-
tives, a new idea could be born, 
perhaps one less extractive, and 
more inclusive. 

This is a work in progress, and 
we are curious to hear your 
feedback and improve the game 
(see the colophon page at the 
back).

INSTRUCTIONS

A    In the centre of the playing 
field is the placeholder  
– a space where an object, 
material, or a text chosen 
by the players will be posi-
tioned. 

B    During each round, the 
players will be asked to 
gradually follow the steps, 
moving from things to words, 
materials to things, words 
to things and things to 
things. 

C    Each new round can be 
seen as a continuation of 
the previous round: the 
players can apply the text 
or the object that resulted 
in the previous round, in 
the next round. Alternati-
vely, each new round can 
be regarded as a new assig-
nment, using a new object 
or text.

PLAYERS

The game is played by a  
minimum of two to three  
players. There are two  
categories of players:

1         Actor – is the player who  
initiates step 1 of each 
round.

2      Responder – is  the player 
who responds to the pre-
vious action or response. 
If you are playing with a 
partner, you can take turns, 
making sure that each player 
takes the next step in the 
game.

3      Players can take turns in 
playing the role of the 
Actor, offering the initial 
object, material or text, and 
the role of the Responder.

Place the object of significance  
on the placeholder.  

Actor, write a text in which they 
introduce the object and its back-
ground.

B   
 response

Look at the object.

Responder(s), write down 
what ever the object dic-
tates: immediately visual 
things like forms and 
colours; or memories; or 
emotions triggered by the 
object; personal experien-
ces, etc. 

The outcome of such a 
dictation by the object is 
a purely associative text, 
which can be a poetic  
explosion of metaphors.

During the production of 
this text the object is in 
control, not you.

A   
 action

Multiply an object with words. Words are objects, and by multiplying 
perspectives on the object through the act of writing, we create new 
objects. Do we have one object in front of us, or many?

response

INTRODUCTION10 11

 

material   to   things

* BRACKETING — Whenever a material crosses our path, we tend to categorise and 
evaluate it on the basis of our collective, habitual interpretations, which we absorb 
individually and unconsciously in the course of our lives. Materials like noble metals 
and stones are loaded with traditional assessments like valuable/beautiful/transcendent 
which can unleash a substantial impact on the process of making. It is as if the material is 
speaking with us in a hushed voice of its own and advertising its relevance for the artistic 
process at hand. Neutralising such an initial, spontaneous discourse of a material requires 
an intellectual process, which consists of two steps. In a first step, we can ‘listen’ to the 
discourse of the material and try to document it. In doing so, we become aware of its 

power on us. In a second step, we can try to ‘bracket in’ the discourse of the material.
Bracketing is a technique derived from phenomenological philosophy. Before we can 
start analysing a phenomenon, we can decide not to decide, whether it is real or a 
figment of our imagination. We can simply put the options reality/fiction ‘into brackets’. 
When we want to understand our own perception of a phenomenon, we do not need 
to know, whether its source is in the mind or in an external reality. We see whatever we 
see, we hear whatever we hear, independent of its source. It is in this sense, that we can 
bracket in the habitual interpretation of a material, before we start working with it, by 
deciding neither to accept nor to reject it.

Place a material of your choice  
on the placeholder. 

Listen to the material, what does  
it say about itself? 

Write a text, in which you document  
the discourse of the material in  
the first person.

Enter a new dialogue with the  
material. The basis is a new  
perspective incarnated in a poetic  
text of the last step.

Which colours, which forms, which 
combinations of colours and forms  
correspond to this new perspective?

Create an object on the basis of  
this thought process.

This object is the final response  
to the material.

At this point the Actor has the  
following ingredients:

1 The material.

2  A documentation of the  
discourse of the material.

3  An alternative perspective  
on the material, couched  
in a poetic text.

4 An object created in  
 response to the material.

A  
   action

D  
   outcome

C   
 response

Use the method of bracketing*  
to neutralise the content of the  
document produced in the last step.

 Can we perceive a material  
without the habitual interpretations,  
connotations, references, memories  
we associate with it?

Can we get rid of the traditionally 
prompted prejudgment of the  
material?

Can we resist the whisper of the  
material, telling us  what it is and  
how it should be treated?

The outcome of this process is a  
poetic text on the material perceived 
with new eyes. This text is an  
interim response to the material.

Now the material is on its way  
to a new object.

B   
 response

placeholder

13‘do you mind if i braid while we talk?’12

 

15:28, 
Thursday May 18th, 2023.
Marcos Kueh’s studio.

  [Lights up. Isabel and Marcos sit 
across from each other at a table in 
a sparsely furnished room. Several 
different woven and knitted tapestries 
hang from the walls; some sit folded 
and stacked on top of each other. 

  Between them on the table lies a 
phone and a colourful tapestry in the 
shape of the hood of a car. His hands 
working with the textile, Marcos 
carefully separates black horizontally 
woven threads from colourful verti
cally woven ones, which he braids 
neatly along the edge of the piece.  
He cuts off the black threads.]

MARCOS
But yeah, let me know the context.

ISABEL
Yeah, exactly. This could be a pretty long 
preamble, but, basically, I’ve had a radar out 
for things and people that resonate with 
some channels of thought and ideas I’ve 
been sort of… cultivating for a while. It is 
broadly speaking about Asian identity, spe-
cifically how Asian aesthetics are produced 
and consumed in the west.

I grew up in a context that always told me 
I was Chinese, but then when I went to 
China, I found that I didn’t feel Chinese 
at all. In my work, I’m exploring this idea 
of the production of Asian identities in the 
west. I found myself drawn to either wearing, 
making or describing costumes, objects 
and ornaments that could be classified as 
‘Asian(-inspired)’. For instance, I made this 
dragon ring… 

  [Isabel gestures with her right index 
finger with a silver dragon coiled 
around it.]

And a few years ago I made this video work 
for which I produced a bunch of ornamental 
hairpins and silver nail guards and costumes, 

etc., to amp up an idea of a persona, someone 
who dons this kind of apparel… And thus
interacts with the values that are attached 
to them; how these values are signified 
through ornament and style.

This way of working with decorative objects 
comes out of broader questions about objects 
and cultural representation, and how they 
are engaged in the making of personhood. 
I began to notice and feel disturbed by how 
I personally felt so much kinship with quote
-unquote Asian-looking objects.

[Isabel stares transfixed at Marcos’ braiding 
hands as her mouth excitedly rattles off the 
monologue as if it was a written piece of 
dialogue]

I was researching chinoiserie, which is a 
European decorative style that peaked in  
popularity in the 1750s, in England and France 
and such. Essentially, since there was such 
a huge market for fashionable East and 
South-East Asian import wares, European 
designers and merchants began producing 
objects in ‘the Chinese taste’, and later that 
style would be coined ‘chinoiserie’. But in 
the making of this style, what was prioriti-
sed was a European idea of exoticism,  
mystery, luxury, ornament and excess—
Orientalism, basically. There was little  
concern for the cultural and historical  
specificity of the different symbols, motifs, 
materials and techniques that were hodge-
podged together to make chinoiserie objects. 
And while named after China, the style 
would come to denote a European idea of 
broader ‘Asian’ aesthetics in general. 

For me, chinoiserie serves as an important 
point in charting the genealogy of Asian 
presence and representation in Europe. The 
style was hugely popular but also criticised 
for being frivolous at best, morally corrupt at 
worst (Porter 1999, 39). And, interestingly, art 
historians of the 20th century would have 
difficulty categorising chinoi serie, struggling 
to describe whether it was Europeanness 
masquerading as Chineseness, or vice versa 
(Yang 2002, 340). The experts could neither 
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In May, I traveled to Rotterdam to meet 
Marcos Kueh in his studio. I became 
acquainted with his work through insta-
gram last year. I saw it somehow, in 
some one’s story probably, when he was 
exhibited in the annual ‘Best of Graduates’ 
exhibition at Galerie Ron Mandos in 
Amsterdam. He won their ‘Young Blood’ 
award and is now represented by the 
gallery. Marcos graduated last summer 
from the Royal Academy of Art (KABK) 
in The Hague. He is a Malaysian artist from 
Borneo, of Chinese ethnic heritage. He is a 
textile artist, makes large and small-scale 
industrially woven tapestries. I was struck 
immediately: colourful and flamboyant, 
intricate and ornate, impressive in scale; 
the pieces burst with creatures, deities, 
ornaments, different scripts. Chinese 
characters and English words circulate  
each other and rub shoulders. Every square 
centimetre is textured and pulsating; a 
fever dream, strange and familiar to me.  
I saved the images and Marcos’ name in 
my phone for later use. 

In order to complete a paper assigned by 
one of my professors, I decided the time 
was ripe to contact Marcos in the name of 
research. On the first of May I wrote him 
the following message:

dear marcos! i’m super intrigued by your 
work and i really would like to invite  
you for a coffee and pick your brain.  

i’m studying artistic research at uva and 
researching asian diaspora and aesthetics 
and identity formation and creative prac-
tice from a position of racialisation etc. 
and i feel your work resonates with all of 
those thingssssss~~~ let me know if you 
would like to meet one day ! 

x isabel

He responded politely that yes, that 
sounds like something he would like to 
talk about. He invited me to drop by  
his studio.

A few weeks later, I find myself following 
Marcos up the steep incline of the narrow 
staircase leading to his workspace. He 
shows me some new pieces for an upco-
ming exhibition: the three tapestries hang 
side by side on the wall of an otherwise 
empty room. They are lilac, purple, gold 
and peach, shimmery and iridescent.  
Different motifs and words emerge  
depending on where one is looking from, 
the threads reflecting light differently. 
“They’re really beautiful,” I say, gushing.

We make our way into the adjacent room 
where Marcos is working on some pieces 
to adorn a Mini Cooper for Amsterdam 
Art Week. We sit down at the table and I 
press record on my phone. The conversa-
tion goes something like this:

CONVERSATION BETWEEN ISABEL & MARCOS 5
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technologische modificaties. We onderzochten mogelijke verbanden tussen 
haar werk en de historische objecten in de collectie van het Wereldmuseum. 
Het archief bezoek evenals een gesprek met Wonu Veys - curator Oceanië bij 
het Wereldmuseum - werd gebundeld in combinatie met een serie grote prints 
van Favan’s futuristische ontwerpen. 

Het volledige magazine werd ontwikkeld in samenwerking met Linda Beumer, 
senior art director en grafisch ontwerper van Current Obsession. 

2. Digital Publishing 

2.1 Artikelen 

Onder begeleiding van creative director Marina Elenskaya heeft Veronika 
Muráriková zich in 2023 gericht op Digital Publishing. Digitaal publiceerden we 
een variatie aan artikelen in lijn met ons jaarprogramma. De artikelen -  
variërend in aard van interviews, reviews tot studio bezoeken - boden lezers 
die de fysieke evenementen niet konden bijwonen de mogelijkheid kennis te 
nemen van onze activiteiten, de thematieken uit te diepen of op toegankelijke-
re wijze te belichten. Enkele hoogtepunten betroffen interviews met Madeline 
Schwartzman, Saemundur Thor Helgason en Moniek Schrijer. Middels de serie 
SO MINT! werden wederom een groot aantal afstudeerders gepromoot terwijl 
de nieuwe serie Dazzled een platform bood aan product en collectie 
lanceringen - daar waar CO graag jonge ondernemers in het veld ondersteunt.    
 
De open cal voor schrijvers welke in September online ging kreeg een groot 
aantal reacties. Op basis van de inzendingen zijn samenwerkingen met 
schrijftalent voor 2024 voorbereid.
 

2.2 Podcast 

In 2023 werden twee podcast afleveringen gepubliceerd. In mei ging de 
aflvering Crumpled Papers online. In het gesprek tussen Giulia Lanza en Rachel 
Bacon deelden de kunstenaars hun liefde voor tekenen, de fijne kneepjes van 
het delicate maakproces en educatie. Een tweede aflevering werd gebruikt 
om verslag te doen van onze programmering tijdens de Stockholm Craft Week 
(zie pagina 10). Tot heden is het de stichting nog niet gelukt subsidie te werven 
werven voor de Podcast specifiek. Mede hierdoor is het aantal afleveringen nog 
beperkt. 

3: OBSESSED! Jewellery Festival

OBSESSED! Festival 2023 betrof de eerste post-COVID editie van het festival. 
Een verademing voor deelnemers en bezoekers na een grotendeels digitale 
editie in 2021. Het thema van dit jaar All Strings Attached refereerde 
toepasselijk naar het belang van verbondenheid binnen het sieradenveld. Het 
thema - evenals de daarbijbehorende programmering - werd centraal gesteld 
om een licht te schijnen op de kracht en weerbaarheid welke het veld toonde 
de afgelopen jaren. Tegelijkertijd werd er tijd en ruimte geboden om 
gezamenlijk te reflecteren op urgente vraagstukken welke de ontwikkeling van 
de discipline en diens beoefenaars in de weg staan: Stichting Jewellery in 
Culture ervaart een toenemende vermindering in het aantal studenten dat 
nationaal een sieraad gerelateerde opleiding kiest te volgen. Een afname is 
eveneens te zien in het aantal galleries of verkoopplatformen dat het 
hedendaagse sieraad centraal stelt. Een derde en laatste aandachtspunt betrof 
recente ontwikkelingen omtrent kritische discourse welke raakvlakken heeft 
met het medium. Ondermeer dekolonialiteit en kritische reflectie op 
materialiteit bieden nieuwe inzichten op het medium en zijn van belang voor 
beoefenaars evenals verzamelaar kennis van te nemen. 

BECOMING-WITH Q&A with Loan Favan and Wonu VeysTRANSCRIPT
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together and create their own myth about what is 
an appropriate bodily appearance regarding gender. 
What is appropriate? How should you appear as a 
woman or a man in your kind of bodily appearance? 

 
ME  It’s also fascinating to consider what is visible, and 

what remains hidden; what is readable and not. I 
think it’s interesting how people are able to sort of 
‘scan’ and read the information off of another body 
like a text or a script in a way, full of symbolism. 
What would be other examples of animal motifs and 
what would be their interpretations?

 
WV  We also have bats, especially in tattooing. There 

are a lot of references made to bats in the motifs, 
for example, in Samoa, the male tattooing that look 
like a kind of trousers are called a ‘bat’. In Tonga 
historically, the pattern at the back has this bat-like 
shape and it was called ‘peka’, which means ‘bat’. I 
know in Samoan tattooing there’s also references to 
centipedes. In the motif, little triangles make this 
long centipede figure. Also, the flying fox, which 
we saw yesterday at the archive. We saw the hairs 
of the flying fox. The flying fox is often a very royal 
or chiefly animal that is only eaten by certain, often 
high ranking groups in society. It elevates people to 
a certain rank to make reference to these animals. 
So it’s not the same as the crocodile that it’s kind 
of the ancestral being, but it makes these kind of 
chiefly references to the bat and this fruit-eating 
animal. People give them very specific powers. In 
the Asmat region, you have these white and red 
and black decorations on the shields. A lot of those 
decorations refer to the bat. There, it is associated 
more with headhunting practices because the bats 
eat all the fruits from the trees. In Asmat mythology, 
the tree is likened to a human being. The tree trunk 
is the body, the roots are the feet and the leaves, 
and especially the fruits of a tree are the head. And 
so the bats eat the head of the tree. This way it’s 
connected to headhunting and so they put it on the 
shield as this kind of headhunting symbol.

 
LF It’s very threatening.
 
WV  Well, that’s also part of the power of the shield 

because if you arrive with a shield with a bat on it, 
everyone knows this is not good news.

 
ME  We have mentioned the rituals, and I would love to 

dive in to hear more about the specifics like tools. 
So, from both of you, could we reflect on what has 
actually been used in these rituals, and how it comes 
into play as part of Loan’s images of the future?

 

WV  With scarification, in the past, there would be a 
sharp stone tool or a shell used, depending on the 
region. Greenstone, for instance, is very sharp, and 
even bamboo can cut really sharply. So it depends 
on what is available in the area. Scarification would 
have been performed by a ritual specialist, someone 
who knows what he’s doing. In the past, sometimes 
boys would die because of infection and because 
they rub some substance in the scarification.

 
ME  What kind of substance?
 
WV  It can be some kind of earth or some plants to make 

sure the skin doesn’t heal like a flat scar, but has a 
little bit of relief. The substance is taken up by the 
body, making sure the scar heals into a bump. Oils 
and so on are then rubbed on it to keep the scar supple.

   Also, what is important with both the 
scarification and tattooing is that the community, 
certain people are there to support the person 
who’s going through that process. That support is 
through chanting. That also helps to ease the pain, 
because you are carried through the singing and the 
chant of your peers or family members. It brings 
you into some kind of trance, so you are able to bear 
the pain. That’s also, I think, a big difference with 
contemporary body modification or tattooing – it’s 
a far more lonely process. Whereas with scarifica-
tion and tattooing in the Pacific, it’s a community 
experience, whatever that community may be. 

 
ME  In your work, Loan, you also mention this in your 

descriptions of these speculative rituals. Do you 
want to talk about them a little bit?

 
LF  When I created my looks, I felt like they were not 

going to be complete nor going to be authentic if 
there was no ritual, guideline, or story behind them. 
So for each of the looks, I imagined at what age they 
would be implanted, what would it mean and how it 
will transform you afterwards. 

   For example, with Planem Rus, the place-
ment will be defined after you ingest a psychedelic 
substance. You would have a dream and this dream 
would tell you where the implants should be placed. 
With Laef Olbaot, you would get implanted when 
you leave your village, and it would be like a kind of 
shield to withstand the world. 

   So, for each of them I described and made 
scenarios of how it would be implanted, the pattern, 
how it would be specific to each person, how the 
tool would be used, and in what kind of ceremony. 
For some of them, the chanting would be all the 
sounds collected within the memory of everything 
you’ve heard so far. And with Laef Olbaot, this is 
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We zijn trots in samenwerking met deelnemers en partners een festival te 
hebben georganiseerd welke naast viering ook reflectie bood. OBSESSED! 
Festival 2023 kende een recordaantal deelnemers en partners. In het totaal 
waren 41 innitiatieven betrokken - waarvan een groot aantal groeps-
presentaties betroffen. Enkele hoogtepunten waren: 
Speciaal voor de groepspresentatie van sieraden collectief The Pool - genaamd 
Cherished Chemistries - ontwikkelden de kunstenaars hybrides van hun werk 
door samen te creëren .  
Fotocopy organiseerde een vierde editie van hun eigenzinnige verkoopten-
toonstelling. Eerdere edities in ondermeer New York, München en Amsterdam 
- tijdens OBSESSED! 2019 - werden opgevolgd door een tentoonstelling van 21 
makers. In lijn met de dominante hedendaagse beeldcultuur, presenteerd 
Fotocopy vernieuwende benaderingen van het sieraad binnen een laag tot 
gemiddeld prijssegment. 
Kalkidan Hoex presenteerde de solo expositie When Lions Learn to Swim bij Bar 
Bario - een creative hub en safer space aan de Bilderdijkstraat te Amsterdam. 
Een combinatie van sieraden, fotografie en film van Hoex, reflecteerde op haar 
biculturele achtergrond. Geboren in Ethiopië en geadopteerd door 
Nederlandse ouders, spreekt Hoex van een derde wereld - tussen Ethiopië en 
Nederland - die ze eigen heeft gemaakt in haar werk. 

Current Obsession organiseerde zelf ook verschillende activiteiten vanuit het 
hoofdkwartier, gevestigd in het Fashion for Good Museum te Amsterdam. Naast 
een openingsceremonie - zowel digital als fysiek - werden er twee 
evenementen geprogrammeerd. Daarnaast was op de begane grond van het 
museum een OBSESSED! booth gerealiseerd. Hier konden bezoekers de Paper 
meenemen, het programma online bekijken of een van de vier 
deelnemerspresentaties bewonderen. Elke week werd er een vitrine-
presentatie gewijd aan een van de deelnemers van het festival. In een online 
video serie vertelden ze over hun werk. Aanvullende werd er een paneltalk ge-
organiseerd over fairmining. Onder leiding van moderator Margaret 
Munchheimer werden een viertal sprekers bevraagd over misstanden binnen de 
winning van edele 
metalen voor sieraden productie. Jaime Valderrama (Alliance for Responsible 
Mining) was online aanwezig, Stijntje Jaspers (Fibershed NL), Mariel Matute 
(zelfstandig sieradenontwerper) en Katharina Dettar (zelfstandig kunstenaar 
en onderzoeker) waren fysiek aanwezig en gaven middels een lezing over hun 
eigen werk inzicht in extractieve materiaal- en kenniswinning evenals 
alternatieven hiervoor. Een tweede evenement betrof een veiling met Dead 
Darlings Collective. Het evenement - met de titel All Strings, No Regrets! - 
betrof de afsluiting van het festival. Een totaal van 50 kunstenaars en 
ontwerpers stuurden hun ‘dead darling’ in: een schat uit hun archief welke het 
daglicht zelden tot nooit meer zag. De performatieve kwaliteit van de veilig is 
kenmerkend voor Dead Darlings Collective, welke de complexe relatie tussen 
kunstenaar, object en verzamelaar verkent. Alle opbrengsten van de veilig zijn 
naar de kunstenaar en Dead Darlings gegaan. 

Als laatste maakte ook verschillende stichtingen en musea onderdeel deel uit 
van het programma. In het Rijksmuseum verzorgde Corinna Gardner - design 
curator bij het Victoria & Albert Museum te Londen - de Marjan Unger Lezing. 
De Francoise van den Bosch Stichting reikte de Francoise van den Bosch prijs 
uit aan Chequite Nahar. De prijs ging hand in hand met een expositie in 
Museum Arnhem evenals een sympoium in het Stedelijk Museum Amsterdam 
met het thema Verschuivende Perspectieven: Diasporische Identiteiten,
 Sieraden en Vormgeving. Coda toonde Soulmates, een tentoonstelling 
welke het werk van Jelle Kampen en Lucy Sarneel exposeerde. De partners in 
de liefde overleden respectievelijk in 2022 en 2020 en lieten een betekenisvol 
oeuvre achter aan het Museum. Museum Jan in Amstelveen bood een waarde-
volle toevoeging aan de programmering middels Ted Noten & co. - over waarde. 
Design Museum Den Bosch toonde een kleinschalige presentatie van Hans Ap-
penzeller evenals Ontworpen Liefde. In de expositie zag je hoe design de mens 
stuurt in het vinden van liefde en het consumeren ervan. 
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Naast de fysieke evenementen, blijft de OBSESSED! Paper een belangrijk 
communicatiemiddel om het festival te promoten en te voorzien van verdieping 
middels interviews en opiniestukken welke gelinkt zijn aan het programma. 
De 48-pagina tellende publicatie werd geëdit door Margaret Munchheimer 
en verdiepte 4 centrale thema’s: Pluralities in Practice, Craft as Activism, 
Zen is When en Letters to a Transhuman Future. Aanvullend toonde de Paper 
het volledige programma, evenals advertorials voor Museum Arnhem, CODA 
Apeldoorn en Gemeente Antwerpen. Verschillende deelnemers werden 
middels interviews uitgelicht. 

4. Talentontwikkeling 

Om een nieuwe generatie van jonge makers te ondersteunen terwijl ze hun 
stem ontwikkelen, lanceerde Current Obsession in 2020 een eigen  
talentontwikkelingsprogramma: GEMZ. Het programma geeft recente  
afstudeerders - of autodidacten die hun praktijk in de laatste 5 jaar oprichtte 
- de kans kosteloos deel te nemen. Het voornaamste doel van het programma 
is het bevorderen van waardevolle relaties tussen jonge creatieven, culturele 
instituten en de industrie. Als onderdeel van de drie hoofdfasen van het 
programma - Exploration, Development en Presentation - biedt CO de 
deelnemers een scala aan mogelijkheden om hun creatieve en zakelijke 
ontwikkeling kracht bij te zetten. 

Fase 1 van het programma - Exploration - vond reeds plaats in 2022. De fase 
betrof een serie Q&A’s met gevestigde namen uit het netwerk van CO - Misha 
Kahn, Kathy-Ann Tan, Georgina Trevino en Brandon Wen. Ook werden de 
deelnemers gevraagd een beknopt projectplan te schrijven. Wat voor werk 
willen ze in 2023 maken in de volgende fase van het programma en hoe? In 
samenwerking met twee externe commissieleden - Roxanne Simone en 
Roberto Pérez Gayo - werden er op basis van de beoordelingscriteria 
11 talenten uitgekozen: 1 meer dan gepland omdat de commissie niet kon 
kiezen tussen de nummer 10 en 11. De 11 talenten zijn: Andreea Cojocaru (RO), 
Dominik Cunningham (US), Elise Hoebeke (BE), Fleuri La Belle Ngapy (NL), 
Karoline Healy (UK), Maureen Kortenbusch (NL), Pauline Hepner (FR), Sulo Bee 
(US), Xinyi Wang (CN), Yu Fujiwara (JP) en Zofia Skoroszewska (PL).

Gedurende fase 2 werden er tussen februari en juni tweewekelijkse online 
werkbesprekingen georganiseerd. Gebaseerd op de projectplannen van de 
groep zijn er drie mentoren betrokken. Op het gebied van theorie en 
onderzoek is onderzoeker en docent Rana Ghavami ingehuurd. Irma Földényi - 
ontwerper en onderzoeker - en Jing He - visueel kunstenaar en 
educator - sloegen de brug tussen de onderzoeksfase en de ontwerpfase.  
Ten slotte werd Benedikt Fischer - een ervaren en gevierd sieradenkunstenaar 
- gevraagd tijdens de afsluitende periode waarin de deelnemers nieuw werk 
ontwikkelen.  
Iedere deelnemer werd een basis materiaalbudget aangeboden van € 1.000,- 
per persoon. Aanvullend werd er gezocht naar specifieke productie partners 
wie konden ondersteunen in de vorm van materiaal of techniek om de werken 
te realiseren. Een voorbeeld hiervan is de samenwerking met het Antwerpse 
DIVA Museum. Andreea Cojocaru, Elise Hoebeke en Fleuri Ngapy werd een 
Artist in Residence aangeboden met werk-, reis- en verblijf budget. 
Fase 3 – welke plaats vond van juli 2023 tot eind eind januari van 2024 – 
betrof de afsluitende fase van het programma waarin de groep zich richtte op 
de collectieve presentatie van hun werk. Naast het ontwikkelen van individuele 
visuele campagnes werkten we samen toe naar de laatste stap: de GEMZ 
expositie bij Nieuwe Instituut te Rotterdam. Van 18 november 2023 tot en met 
28 januari 2024 vond de GEMZ: Unpacked plaats. De expositie werd 
geïntroduceerd door de volgende tekst:
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WHY THE DUST 
NEVER SETTLES ON  

DEAD DARLINGS
WITH TANIA THEODOROU

In a moment when the Netherlands is simultaneously saying goodbye to some of her 
most beloved galleries, while welcoming an abundance of new artist-run initiatives and 
selling platforms, we wanted to take a moment to spotlight one of the most successful 
and tenacious art collectives to date, Dead Darlings. Functioning as an anonymous 
art auction, they employ performance and humour to challenge traditional modes of 
commercialising artists’ work, in a way that perhaps only artists themselves could do. 
It’s likely anyone brushing up against the Dutch art or jewellery scene for the last decade 
or so, will have come into contact with a Dead Darlings auction at some point, with only 
a partial notion as to their concept. Here, Tania Theodorou recounts their origin story 
in her own words  –  illustrating why they do what they do, and what makes it still radical, 
after all these years.
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In a moment when the Netherlands is simultaneously saying goodbye to some of her 
most beloved galleries, while welcoming an abundance of new artist-run initiatives and 
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Over sixteen years ago, a group of Rietveld students 
came up with a fabulous idea after one too many drinks: 
Dead Darlings, an anonymous art auction. They were 
super excited about it, and they were defi nitely going 
to make it happen. More often than not, those tipsy 
ideas  – you know the ones  –  rarely survive in the light 
of day. But somehow, Tania Theodorou, (that’s me), 
and Lina Ozerkina, with a lot of help from our friends, 
put our fi rst successful auction together in 2005, soon 
after that conversation took place. 
Following a few di� erent confi gurations, we were 
subsequently joined by Hanna Mattes and Jessie 
Yingying Gong to form the DD collective in its current 
form. From grass roots events hosted in basements 
on a shoestring budget, to big shows organised at 
museums and art-fairs, we always held fast to the main 
principles of that very fi rst auction. The works need to 
qualify as ‘dead darlings’: the starting prices need to 
stay low and inclusive, and the auction is anonymous!

All participating artists are listed, but the name of the 
maker is only revealed after the hammer goes down 
and the sale is completed! These three specifi cations 
form the foundation of a Dead Darlings auction, and 
from there we go on to explore diverse aspects and 
emphasise di� erent manifestations that arise from 
this combination. We like to push boundaries by 
fostering connections across diverse creative scenes 
and artistic disciplines.
Where it takes place does not defi ne the nature of our 
event. We are a pop – up and our shows take place in 
spaces that welcome us. We encompass artists and  
works that refl ect through a wide spectrum because 
our goal is to deconstruct the ideas of value and 
commerce on both ends. How do artists valuate their 
own work? What makes them kill their darlings? How 
does the public ascribe value to an artwork? What 
makes a thing precious? Is it fi nancial or sentimental, 
real or imaginary?
 At our events, all you have to go with is the work itself 
and your gut feeling. No name, no wider frame of 
reference. You simply choose what speaks to you.

So, what exactly is a Dead Darling?
In art school they often tell you to ‘kill your darlings’; 
after a quote from the writer William Faulkner. My 
personal interpretation is that it’s about editing. When 
you  edit anything, whether it’s a text, a fi lm, a photo 
book, or even an outfi t; sometimes, you need to 
sacrifi ce or leave out a personal favourite. It could also 
be a fi rst draft of something which is very close to you 
and you can’t be critical about. 
Or an idea that never came to full fruition, but it could 
also be something you just couldn’t bring yourself to 
paint over, or throw away. Sometimes a dead darling is 
something which is too beautiful and steals the show, 
perhaps you engaged themes or employed materials 
atypical to your practice and you are now afraid to 
show them, or unsure where to take the work...the list 
goes on. The fact is that dead darlings can take on 
many forms, but whatever your art practice entails, 
you’ve most likely killed a few darlings along the way.
 Through our low prices and anonymity, we 
democratise the art auction and re-assess those 
notions of commerce and value that a typical art 
auction showcases and exemplifi es.
In the performative aspect of our shows, we play 
with those ideas in subtle ways through mocking 
and making fun of the formality of the auction format: 
the hammer, the white gloves, the solemn display. At 
the same time, however, we reclaim those elements 
for ourselves, to discuss, enjoy and celebrate those 
once-rejected, but unique artworks that we call Dead 
Darlings.
 For an event like a Dead Darlings auction 
to come together, it takes a lot of preparation 
and planning, especially if you consider that our 
collective is spread around di� erent parts of Europe: 
Amsterdam, Berlin, Torino and Athens. Somehow, 
magically, we manage to make it work. Well, it’s not 
really all that magical, it just takes a lot of commitment 
and determination.

‘Through our low prices and anonymity, 
we democratise the art auction and 

re–assess those notions of commerce 
and value that a  typical art auction 

showcases and exemplifies’

D
ea

d 
D

ar
lin

gs
, D

ea
d 

D
ar

lin
gs

 #
11

–D
es

ig
n,

 2
0

19
, P

ho
to

 F
ra

nz
is

ka
 S

ch
ul

z

D
ea

d 
D

ar
lin

gs
, D

ea
d 

D
ar

lin
gs

 #
9

–E
nt

ro
py

, 2
0

17
, P

ho
to

 K
yl

e 
Tr

yh
or

n

All participating artists are listed, but the name of the 
maker is only revealed after the hammer goes down 
and the sale is completed! These three specifi cations 
form the foundation of a Dead Darlings auction, and 
from there we go on to explore diverse aspects and 
emphasise di� erent manifestations that arise from 
this combination. We like to push boundaries by 

‘Through our low prices and anonymity, 
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SLOUCHING 
TOWARDS 

SUSTAINABILITY
BY MARGARET MUNCHHEIMER

The fi rst time I truly encountered the question of sustainability in jewellery, it was explicitly 
asked by a piece by Katharina Dettar, placed in the window of Galerie Marzee, in 2016. 
It was, at fi rst glance, a massive pile of rocks. But it was powerful, with a centre of gravity 
all its own, which stood alone in that window, quietly revealing itself to be one of the 
strongest things in the room. On closer inspection, perched atop the careful arrangement 
of stones, was a simple band of 24k gold. Leaning in to read the title card, I felt the fi nal 
element fall into place, with the instant recognition of an inconvenient yet undeniable 
truth. ‘1.540= 0,0021kg’. In other words, 1540 kg of stone to make one 2g gold ring. (Just 
for reference, that’s one and a half tonnes..) I was nothing short of dazzled.

21 A RT I C L ESLOUCHING TOWARDS SUSTA INA BIL ITY

The concept was smart; the execution unassailable. 
It used the language of jewellery to critique jewellery 
itself, and the raw physical materiality brought into 
the gallery, to refl ect on our relationship to materials. 
It also occurred to me that it was the fi rst time I’d seen 
anyone so clearly question the sad reality of jewellery 
making, that we all know to be true, but either dance 
around or disassociate from. At the very least, the 
material waste that jewellery creates; at worst, the 
contribution to ecological collapse and systemic 
labour inequality, in the name of, what by many, is 
considered to be a luxury item. 
It employed no arcane symbolism or obfuscation, 
because the message was intended to be clear. 
Unavoidable even. It posed a question that, in its sheer 
physical presence, refused to go unacknowledged. 
I came back again and again, to the image, the 
implications, and a simple, nagging thought. Why are 
we not talking about this? 
I learned that after graduating the MA at Royal College 
of Art, Dettar was on her way to a mining site in Senegal, 
intending to create work with the toxic byproducts 

of artisanal mining, something like, vessels made 
from the toxic clay of riverbeds. But after months of 
research, weeks of travel and becoming seriously ill 
in the process, she’d been unable to gain access to 
even the locations of the mines themselves. For a few 
years I lost track of her story, but that piece remained 
in my mind; a gold standard by which I still approach 
installation work today. And so did the nagging 
questions.
To be fair, much of contemporary jewellery is centred 
around exactly this issue. There is no shortage of 
practitioners working with found objects, recycled 
or repurposed waste matter, or organic substances 
hand-processed into a usable material for their 
work. But let’s be honest: For the seemingly endless 
conversations in the fi eld questioning ‘value’ and 
‘preciousness’, how often do those conversations 
use words like ‘mercury poisoning’ and ‘child labour’?  
Complicated as it is, for working jewellers, metal will 
probably enter the equation at some stage, particularly 
when, in order to make a living, they face the need to 
sell ‘commercial’ work, to earn a living. 
The intervening years, Katharina had spent working 
fi rst at Gallery SO, and then lecturing at Central 
Saint Martins, and I reached out to see how she saw 
things now. I was thrilled to learn that her piece had 
been acquired by Museum Arnhem, but not before 
she had installed it no less than 8 separate times at 
various exhibitions. She could still detail the logistics 
necessary to lift and transport that much rock, in how 
many bags of how many kilos, only to learn once or 
twice that the fl oor of the space couldn’t even support 
the weight.

I wanted to know how the story had begun, and we 
alighted on perhaps the bare essentials of the issue, 
when she recalled that she’d been working as a 
goldsmith for almost a decade before one day just 
asking herself, Where did this come from? 
And how did it get here? Such simple questions 
turned out to be the gateway to sustainable thinking in 
general. The more shocking realisation to her was that 
no one else had ever asked her that question either. 
’When I worked in the gallery, I can count with my two 
hands the amount of people who asked me where 
these materials came from, or if any of these were 
recycled. And I worked there for three years, four days 
a week.’ 
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Emerging from the far corners of the world, eleven bodies of work arrive at a 
metaphorical processing facility. Here, the backgrounds, geographies,  
resources and conditions of the objects at hand are unpacked and inventorised.
 
The inventory, traditionally associated with overseeing storage, takes on a new 
role as a space for contemplation. Its purpose lies in guiding visitors through an 
incomplete and intricate exploration of one-of-a kind artworks, unfolding their 
layers — the technical, the conceptual, and the material. 

‘Unpacked’ acts as a dissemination point, where eleven GEMZ Talents push 
their critical reflection into active world-building in the presence of the visitor. 
Collectively they initiate a communal dialogue that seeks out a broad audience 
in the here and now.

Naast bovenstaande expositie tekst werden bezoekers bij binnenkomst  
verwelkomt door een groot transportkrat. Een digitale kunstwerk van  
kunstenares Elizaveta Federmesser werd op het krat geprojecteerd. De video 
toonde een selectie van werken uit de expositie - van iedere kunstenaar een 
werk - welke voortbewogen over een rollenbaan terwijl ze gescand worden 
door een blauwe laser. De video werd ontwikkeld op basis van digitale scans, 
gemaakt met een smartphone en fungeerde als een visuele inleiding van de 
expositie. De blauwe laser keerde terug in de vorm van blauwe tl buizen welke 
verdeeld over de ruimte het werk belichtten. 
De hierop volgende gangen van de expositieruimte toonde een totaal van vijftig 
kunstwerken, twee publicaties en één interactieve website welke werden  
ontwikkeld tijdens het GEMZ programma. De werken werden geëxposeerd in 
transportkisten, de deksel vervangen door een plexiglas plaat of kap. Waar 
kleinere werken op de rollenbanen werden getoond, werden grotere werken 
getoond op sokkels of in vitrines welke werden geïnstalleerd op de grond. 
In plaats van traditionele expositie teksten, werd het tekstformaat gebaseerd 
op een transportformulier zoals gebruikt door internationale transport-
bedrijven. Naast informatie over de verzender, de wijze van transport en de  
locatie van oorsprong, werden de werken in naam en materiaal beschreven. 
Het formulier werd compleet gemaakt door een kort interview tussen de  
makers en Irma Földényi. 

Inhoudelijk reflecteerde het werk in de expositie op verschillende thema’s. Het 
meest prominent waren (queer) ecologie, ambacht en arbeid (labour), 
industriële (re)productie en herziene geschiedenissen. 

De derde reeks van het programma begint medio mei 2024 met de lancering 
van de open call.

5: Parallelle activieitien

Munich Jewellery Week - 6 - 12 March 2023

Ter aanvulling op de jaarlijkse activiteiten - organisatie en communicatie van 
het programma via onze digitale en print kanalen - werd er dit jaar besloten te 
investeren in een MJW Hub. Als antwoord op de uitdagingen van de 
gemeenschap om betaalbare tentoonstellingsruimtes en een centrale locatie 
te vinden, werd er in samenwerking met een lokale partner een grote expositie 
en presentatieruimte ingericht. Naast enkele individuele kunstenaars,  
organiseerde onder meer de Gerrit Rietveld Academie, Koninklijke  
Academie Antwerpen, MAFAD Maastricht expositie. Lezingen en performances 
werden gerealiseerd door Royal College of Art London, Norwegian Crafts, 
Konstfack University of University of Arts, Crafts and Design en de Lisbon Art 
Biennial.
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Stockholm Craft Week - 2 - 8 October 2023

Tijdens de Stockholm Craft Week werd het derde hoofstuk van het Placeholder 
magazine gepresenteerd. Dit gebeurde tijdens een evenement bij cultureel 
centrum Bio Aspen. Met een specifieke focus op textiel als een medium welke 
diepgewortelde tradities, cultureel erfgoed en technologie kan belichamen, 
presenteerde vier kunstenaars zich. Na individuele presentaties volgde een 
groepsgesprek met drie van de kunstenaars - Pearla Pigao, Sara Elggren en 
Marcos Kueh - gemodereerd door Marcia Harvey Isaksson - directeur van 
Southnord Artspace en Fiberspace Gallery. Amanda Elida Varhaugvik verzorgde 
een performance van haar nieuwe werk Waiting for the Crescent Moon. Het 
evenement werd georganiseerd door CO teamlid Veronika Muráriková. Het 
groepsgesprek valt terug te luisteren als deel van onze podcast Undisciplined.   

Objectspace Auckland and Nelson Jewellery Week – Uitgesteld

Een bezoek aan en Objectspace Auckland and Nelson Jewellery Week werd een 
jaar uitgesteld. Directrice Marina Elenskaya is ten tijdens van dit schrijven in 
Nieuw Zeeland waar ze een groot aantal studiobezoeken evenals een lezing zal 
geven tijdens de sieraden week als keynote spreker. 

1.2: Partners

JiC erkent het fundamentele belang van samenwerking voor het realiseren van 
het 2023 jaarprogramma. Dankbaar zijn wij voor de steun van en samenwerking 
met onder meer:

Bio Aspen
CODA Apeldoorn  
Design Museum Den Bosch
Displayenzo 
DIVA
EE Labels 
Fashion For Good Museum
Flyerman
Francoise van den Bosch Stichting
Galerie Door
Gallery Beyond
Gemeente Antwerpen 
Heuman Verpakkingen 
Kulturrådet
Lissie Kieser 
Lovecraft
Museum Arnhem
Museum Jan
Nieuwe Instituut 
Pan Amsterdam
Rijksmuseum
Rodi Rotatiedruk
Rollenbaan.nl
Steltman Juwelier
Veronika Muráriková
Wereldmuseum
 

JiC ontving financiële steun van: 
Stimuleringsfonds Creatieve Industrie
Amsterdams Fonds voor de Kunsten 
Gemeente Rotterdam
Prins Bernhard Cultuurfonds 
Pictoright Fonds 
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Nieuwe Instituut (Het Internationale Bezoekersprogramma)
Iaspis
Stichting Stokroos 

1.3: Publiek en bereik 

JiC wist middels haar 2023 jaarprogramma een groot en divers publiek te 
bereiken. 
     
Het digitale bereik van Current Obsession in 2023 was als volgt: 
Website: ~30.000 bezoekers per maand
Facebook: ~21.000 volgers
Instagram: ~99.000 volgers  
Nieuwsbrief: ~3.000 abonees

Instagram is één van onze meest invloedrijke communicatie kanalen. Onze fol-
lowing bereikte eind 2023 maar liefst 99.000 volgers — een groei van 20% — en 
wordt om deze reden nog actiever ingezet om content te tonen welke 
doorverwijst naar onze website en real life events. 

Meta Analytics toont over 2023 een bereik van 157.016. Facebook, 
automatische gelinkt de content van Instagram, toont over 2023 een bereik 
van 52.472.166.

Onze volgers betroffen in 2023 69% vrouwen en 31% mannen*. De volgende 
leeftijdsgroepen en percentages geven meer inzicht: 
18 -24: 11 %
25-34 :37 %
35-44: 27 %
45-54: 14 % 
55-64: 7 % 
65+: 4 % 

*Meta analytics geeft tot heden geen inzicht in non-binaire volgers of volgers 
die hun gender liever niet delen.

Fysiek hebben we in 2023 6.000 fysieke bezoekers bereikt, middels Munich 
Jewellery Week, activaties, Stockholm Craft Week en OBSESSED! Festival. 

Ook pers deed verslag van onze activiteiten, waaronder Vogue, Dutch Design 
Daily en Metalsmith Magazine.  
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2: STICHTING JEWELLERY IN CULTURE 

 
2.1: Missie en Visie 

Voor een uiteenzetting van onze missie en visie, verwijzen we u door naar 
onze nieuwe JIC website: 

www.jewelleryinculture.com

De website toont eveneens een up-to-date overzicht van de Raad van 
Toezicht alsmede overige jaarverslagen. 
 

2.2: Organisatie 

Stichting Jewellery in Culture is een stichting met een bestuur en een Raad 
van Toezicht.

Directeur: Marina Elenskaya 
RvT: Noon Passama, Cathelijne Engelkes en Alessandra Morocco, Martijn van 
Ooststroom

Op projectbasis werkt de stichting samen met verschillende freelance 
krachten om het jaarprogramma succesvol te realiseren. Deze functies 
betreffen ondermeer een project manager, art director, grafisch ontwerper, 
editor, fondsenwerver, en een algemeen bedrijfsmedewerker.  

2.3: Praktische zaken

Stichting Jewellery in Culture is gevestigd te: 

Petrus Dondersstraat 189  
5613 LV Eindhoven
Nederland 

Het post en bezoekadres betreft: 
Rokin 102 
1012 KZ Amsterdam
Nederland 

BTW nummer: NL863862378B01
KVK nummer: 86104373

Voor vragen kunt u contact opnement via: 
info@jewelleryinculture.com
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3: JAARREKENING 

Onderstaande jaarrekenig geeft inzicht in de financiën, van Stichting  
Jewellery in Culture betreffende boekjaar 2023.  


