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(Catherine) Ting Jiang 2 University of Sunderland (2015) Ph.D.

Abstract

This research aims to develop cross-cultural approaches to contemporary
Western glass Jewellery design by using the Chinese philosophical notion of
HKDUPRQ\ EHWZHHQ PDQ DQG QDWXUHY RQ JODVV DQG

%\ DQDO\WLQJ WKH SULQFLSOH RI pKDDWRKQWHIEHQHE
approaches are developed. This is achieved by using cross-cultural practices,

3D prototyping techniques and glass studio practices to create glass jewellery

designs.

The methodologies include: philosophical methodology and experimental
research. Tacit knowledge drawn from previous experience is deployed to
encourage experimentation with materials and the ways they are used in glass
and jewellery practices. The research also utilises Chinese holistic approaches {
such as harmony § halance { flexibility fand phange fto glass and jewellery
making and the resulting aesthetics provide new practical strategies and
contemporary glass jewellery designs.

By analysing Chinese culture and traditions | have facilitated six case studies
which explore philosophical understandings through studio practice including the
following six philosophical approaches: |ntegration of Yin and Yang { Wnification
of Time and Space§ uy6DPH 6WUXFWXUH BW QX hB® bdapt df
Change § Belf-cognition and External-cognition fand @ombination of Subject
and Object §

Case studies are also used to examine personal approaches to studio practice
using Chinese paintings and interpreting them into 3D designs and glass
jewellery. Other studio techniques include: machine productions, 3D printing,
water-jet cutting, hand making, silversmith, kiln casting and lampworking.

The resulting contemporary glass jewellery designs; informed by Chinese
philosophy and traditions R Ihgmmony between man and naturef SURLGH
different and innovative approach to the field of glass and jewellery design and

offers a new contribution to knowledge.
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Chapter 1: Introduction

7KLV UHVHDUFK DSSOLHV WKH &KL Q Havihtony betw@éhV R S KL |
man and naturef 6HFWLRQ WR FUHDWH QHZ DUWZRI
*HVWHUQ JODVV MHZHOOHU\ GHVLJQ &KLQHamMbnR3KLORYV
between man and natureY DUH DQDO\WHG DQG HYDOXDWHG E
approaches to contemporary Western glass jewellery design. New forms of
glass jewellery designs are developed using 3D prototyping techniques.
Innovative combinations of Chinese ink paintings and digital glass jewellery
prototypes, handcraft and machine productions; 3D printing, water-jet cutting,

kiln casting, lampworking and silversmith techniques are also developed.

The cultural interchange of ideas and practice in Chinese and Western art was
crucial to the development of the project. Chinese traditions and philosophies of
HKDUPRQ\ EHWZHHQ PDQ D Q GewQ oiexpdidy WeswesL UH G
concepts of jewellery design. Glass and silver and methods associated with their
production in jewellery, in particular were used to further explore important
relationships in Chinese and Western design. Throughout it was important to
maintain a link between the function (wear-ability) of the artworks and the

aesthetic outcome.

1.1 Harmony betwee n man and nature

Harmony between man and nature J th¥ fundamental concept of classical

Chinese philosophy and informs the ways most Chinese people live their lives.
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3+ DUPRQ\ EHWZHHQ P DiQa @& ofubiversdUtHifking and is one

of the most important concepts from the % RRN R & KDyQ@ IEGhwg) and
philosophical ideology, but it is also an important concept of Chinese traditional

culture " (Fu, 2011, p36). This philosophy has existed in every field of Chinese

society for thousands of years and was first proposed by Zi Zhuang “€ (about

286 BC 369 BC) (Yi, 2006, p.212). +H VD\V 37KH QDWXUH LV WKH R
WKLQJYV DQG LV QRW WKH SULYDWH SRVVHVVLRQ RI R
man who is able to exhaust hiV S UL Q HEuag) HMB2, p.492). This principle
KLIKOLJKWYVY WKH LPSRUWDQFH RI WKH pVHOIY DQG
emphasises the connection method and moderate thinking to deal with

problems.

parmony between man and nature § HP S KD V L gdtdinghat-hllof nature is
constantly trying to resolve itself into a harmonious whole, where opposites are
held in balance and extremes reduced ~ (Barrass, 2002, p.185). Balance is
needed between various elements in glass jewellery design and elements
should be coordinated. The different approaches to spatial perspective reflect
different views of the relationship between man and his surroundings “(Chuang,

2003, p.67, British PhD).

1.2 The jewellery design and glass art in Chinese education

pH+DUPRQ\ E had AktHhGture fis an important concept of art and design

education in China. It can be found in the fields of calligraphy, painting and
architecture, among others for thousands of years. & KXDQJYV 3K20Ed3x UN
VXJIJHVWYV WKDW 3&KLQHVH DUWL\OW &nbitading Hthed OR Q.

surroundings in terms of architecture, music, lyrics, poetry, and landscape
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SDLQWLQJ DOO GHYRWHG WR DFKLHYIeQlleWKHSKLORYV
0 1?2 the unity of heaven (a multifaceted concept that encompasses nature) and

man”~ S .

In comparison, jewellery design and glass art are relatively quite a new area of
study in China. Jewellery design courses have only been established in Chinese
XQLYHUVLWLHYV Ghin@deHjlass arts3have development driven by
Xiaowei Zhuang (“?;.J ) VWDUWLQJ DW ; p-3D).Glhss art training
were also set up in Chinese universities later in the year 2000. These two areas

are in the initial stage of growth.

The 1980s and 1990s were an important period in the
development of Chinese DUW DQG GHVLJQ« LW FDQ EH VDL
period is the Chinese contemporary design enlightenment

period « &KLQHVH $FDGHPLF 'HJUHH &RPPLWWHH
Council, the State Education Commission promulgated the

3$ZDUGV 'RFWRUDO ODVWHU 'HJdodduteD QG 7UDLQL
GLVFLSOLQHV &RQWHQWYV"™ 7KLV 'LVFLSOLQH
and Crafts, Arts and Crafts Design « Environment Art and

Design, Industrial Production Design and so on, which were

merged into Art and Design disciplines in 1997. This event can

be regarded as the milestone of Chinese design education

moving towards to the modern disciplinary system (Jin, 2007,

p.3, Chinese PhD).

As Chinese Dr. Jin mentioned in her PhD thesis above, & KLQDYfV RYHUDOO
development of Western approaches to art and design is still in its infancy.
Seemingly, more attention is paid to technology imitating Western design ideas
UDWKHU WKDQ FUHDWLYLW\ 3(GXFDWLRQ RI $UW DQG
WR WHFKQLTXHV UDWKHU WKDQ GHYVULQ pARRR PMHIEWYV IR
&KLQDYV UHIRUP DQG WKH HFRQRP\ RSHQLQJ XS &KLGQC
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change influenced by Western culture but complimented by Chinese culture.
Arguably, with the emergence of the Western cultures, some Chinese traditions
and values might disappear or reduced, such as construction, cultural heritage
and traditional values 37KH :HVWHUQ FXOWXUH ZDV LPSRUWD
China and it has accelerated the process of modernization and globalization but
it also has brought many negative effe FWV WR WKH &KLQHVH WUDGLWI
2007, p.20). With these two emerging areas of glass art and jewellery design in
such an environment, they cannot escape from the effects of this. Furthermore,
Chinese designers tend to follow the Confucian doctULQH RI EHLQJ pPRGH
This mentality often restricts Chinese designers with their design development.
On the other hand, the West tends to pay more attention to the design of visual
HITHFWYV DQG RIWHQ ODFN WKH pPRGHUDWdhgtWwEdaL QN L Q

the various elements.

The Chinese mainland reformed and opened up since the 1980s and the art and
design courses at Universities of China also began to develop. The philosophical
theory of the harmony between man and nature has also been applied to various
disciplines such as Chinese calligraphy, Chinese painting and Chinese garden
design. However, this philosophical theory has not been explored in-depth in
jewellery design as far as this research can gather, especially from the point of
view of combining glass art and jewellery design across the two cultures. At
present, there are no direct resources of glass jewellery research in both the UK
and China from on-line date sources including:

the Electronic Theses Online Service (EThOS) (UK)
(https:/lethos.bl.uk/Logon.do;jsessionid=959B56331A681CAD11043E727F2DD

450), Wanfang Data (China) (http://www.wanfangdata.com.cn/) and Cnki (China)

http://www.cnki.net/). This research could be therefore considered to be unique

and would be useful for other researchers.
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1.3 Motivation

Having studied art and design in China for ten years and more than six years in
the UK have provided me with a strong academic background and creative
working experience under the influence of the two cultures. From the position of
a Chinese designer living in the UK has naturally led me to explore influences
form the East and West. The convergence of the two cultures on my design
practice has impacted on the way that | work. With this acquired new knowledge
and experience | was inspired to research into my Chinese philosophical
perspectives and influences and explore how they can be applied to Western
jewellery design. My designs can be described as the result of this cross-cultural

practice.

ThH SKLORVRBiOhyReétwween manand naturef KDV VLIJQLILFDQW LP
in China and arguably, the characteristics are different from Western
philosophical ideas. My motivations for this research come from the desire to
explore this tradition and to bring Chinese traditional culture into contemporary
Western technology and design in order to develop innovative new forms of

glass jewellery.

1.4 Cross cultural practice in - my glass jewellery design

Cross-cultural practices have always been prevalent in art and design.

Practitioners such as the potter Bernard Leach (Cooper, 2003) and the
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American Expressionists such as Franz Kline and Cy Twombly (Tenzer, 2010,

p.203) are good examples of the Eastern influences on Western practitioners.

In Rrimitive Culture {Tylor defined cultureaV WKH SFRPSOH[ ZKROH ZKLF

knowledge, belief, art, morals, law, custom, and any other capabilities and habits
DFTXLUHG E\ PDQ DV PHPEHU RIIv&I#toH, Wthnology is S
the physical expressions of the concept of material culture. According to this

notion, technology and techniques also are part of culture.

Hence, | have combined notions of Chinese philosophy and Western technology
and techniques into my research. From this cross-culture context, the Chinese
philosophical notion of parmony between man and naturef DSSOLHV
contemporary glass jewellery design (Fig.1). My design ideas are influenced by
the unity between the East and West, | have also analysed jewellery designs
from Eastern and Western based countries, namely China, Europe and the UK.
There are also additional designs that | have made specifically for this research
that used Western techniques, methods and materials with Chinese
philosophical notions to create jewellery design. As the diagram below illustrates
(Fig.1), the combination of both Eastern and Western elements result in design

works thatcan EH GHVFULEH-G DOWXKURY Y
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Fig. 1: Diagram illustrating the cross-cultural contexts of this research (Jiang, 2011).

The results of this cross-cultural practice have led to a body of work. The case
studies for these works will be discussed in more detail in Chapter 4. The case

studies are:

y foncave and Convex fouple ULQJ VHW }© Rp 089 (2011 £013),

y Egg and Sperm fhecklace W€ Y% ¥ € JNCOK) (2011 £2013),

y Button brooch f1€ 917(J,) (2011 £2013),

y uldated Skirt fhecklace ®?f? NOK) (2012 £22013),

y Annual Ring and Fingerprint orooch gEz > 74¢ 7(J, ) (2012 £2013) and
Annual Ring and the Edge of Dancing Skirt Y HDU U L Q JEZUBNIA'Y? v u
7(J,) (2012 £013),

y fdsmanthus fing set Ba Y40 B) (2012 £2013).
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The six case studies above examined and evaluated through studio-based
investigations, exploring ways that notions of Chinese philosophy can be
translated from Chinese paintings into 3D designs of glass jewellery. The
strategies deployed informed and developed six philosophical approaches that

explore particular themes, they are:

[ntegration of Yin and Yang LdLc80 ¢
Wnification of Time and Space &0280 ¢
fame Structure of Man and Nature Yé<~
lihe Concept of Change F 1

Belf-cognition and External-cognition pF80

< K KK KK K

@ombination of Subject and Object kKO80

This research will show how each of the above philosophical themes have

influenced my design. More details of this will be discussed in Chapter 4.

Arguably, Western technology plays D SLYRWDO UR @dsigh QVitrRG D\ |V
jewellery design technigues, Western silversmith and 3D prototype have been
used extensively and for this research both techniques would be explored. In
addition, Water-jet cutting, kiln casting, lampworking, microwave kiln were also
used for glass making in this research. The new development of glass jewellery
techniques is achieved by combining different techniques for different cases.
The combination of Chinese philosophy and Western technology and techniques
FDQ EH VHHQ DV D fXIOWXUDPPOYRUSSURDFKndMRe FUHD\

details of how these techniques are used will be discussed in Chapter 3.
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1.5 Cross disciplinary research in jewellery design and glass
art

In China, glass art and jewellery design are two disciplines that have developed
late due to historical and economic reasons. :LWK &KLQDYV UHIRUP DQG |
to the world came a rapid economic development and in order to fulfil the
market { ¥emand, jewellery design has gradually become a discipline in some
Chinese university 1V F X U U L F X1997PChubx@RdHPu (d UOB (2002, p.28),

an academic from the China University of Geosciences explained:

37KH &KLQHVH PDLQODQG HVWDBGSUMKHG MHZHOO
begin training specialized design talent since 1997. The first

Chinese jewellery design competition (Chao Hong Ji Cup) was

held by Gems and Jewellery Trade Association of China,

China Arts and Crafts Association, Chao Hong Ji Co. Limited

Company and China Gem Magazine in 1999. There are many

creative, profound meanings and beautifully shaped ZRUN V"’

Compared with the West, Chinese jewellery design is still in its early stages of
development. Chinese jewellery design does not have the creative freedom
compare to its Western counterparts and the design is controlled by the demand
of the market. Design education in general has a shortage of teachers and
limited funding. In addition, China has not specified any laws to protect the
designs from plagiarising and blatant copying from other designers. There are
still lots of problems in the contemporary Chinese jewellery market and

education system which would take years to overcome (Chapter 2.3).

Similarly, the emergence of Chinese contemporary glass art is also relatively late
compared to the West with the first new course of glass art established in 2000.

Qin Wang ()»"+) from the Shanghai University explained,
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The United States initiated the movement of glass studios in
the 1960s. Glass arts have rapidly developed due to its unique
glass physics and technology, unlimited play potential and
unique personality of artistic expression. It becomes an
important branch of contemporary art and the impact diffuses
to the extent of the whole of Europe. Whereas the
development of Chinese glass arts started in 2000 driven by
Xiaowei Zhuang (~ ?;J ) et al (2007, p.32).

Glass jewellery design in comparison has an even shorter development than
glass art and jewellery design. Through extensive research, it is difficult to find
relevant information, so that glass jewellery concepts are seldom known or
documented. In the choice of materials, glass as an emerging art material has
morphological variations and allows a variety of qualities during the process in

the kiln. In Lv Xue British PhD thesis, she explained that,

6LQFH WKH HDUO\ ing wihthefeRérgerde ®f China

as a major economic power, new university departments have

been established in Beijing, Shanghai and other major cities,

devoted to glass as a creative medium; these have been

operating since 2000. Of the sixteen Chinese academics
HGXFDWHG LQ WKH :HVW IURP WKH ODWH TV
the major studios in China. Therefore, the model of academic

Chinese studio glass practice that they introduced is a

predominantly Western one. Prior to this, modern Chinese

glass was only produced in industry (2009, p.9).

As Xue described above, glass is considered as a production material in the
Chinese industry so far, such as beer bottles; not art materials and are seldom

used in the jewellery making.
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1.6 The Purpose of this Researc h

The aims for this research are:

y To analyse and evaluate the Chinese philosophical notion of hKDUPRQ\
EHWZHHQ PDQ DQ GitQadkions a&hfi iliggi@te the findings into
developing new approaches to contemporary Western glass jewellery

design.

y TodHYHORS WKH SULQFLSOH RI pKDUPRQ\ EHWZHHQ
the Chinese traditions, and creating new cross-cultural contemporary

Western glass jewellery designs appropriate for the Chinese market.

y To develop 3D prototyping techniques and refine processes of using metal
and glass in order to explore the functions and applications of aesthetics,
technical innovations and development to create new forms of jewellery

design.

1.7 Main Research Questions

The main research questions are:

y How to apply aspects of Chinese philosophical notion R Ihgumony between

man and nature fo contemporary Western glass jewellery design?
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y How might one develop and apply the principle of flarmony between man
and nature fas used in the Chinese traditions, and creating new
cross-cultural contemporary Western glass jewellery design appropriate for

the Chinese market?

y How might one develop innovative 3D prototyping techniques and cross

cultural practices for jewellery design using metal and glass?

1.8 Research meth odology and developing new approaches

This practice-based research uses multi-methods to achieve its research aims.
Several PhDs such as Ling (2008), Xue (2009), Sarmiento (2011), Tani (2014),
and Peng (2014) have used multi-methods in their research. Essentially, this
research uses philosophical methodology to underpin and analyse the Chinese
QRWLRQ Rl unKDUPRQ\ EHWZHHQ PDQ KXPDQ DQG QDW,
can be developed and applied to the studio work via experimental studio
methods. The use of painting, different materials (glass, white metal, silver, etc),
computer software and 3D prototyping techniques were evaluated and that
SKLORVRSKLFDOO\ GHULYHG LGHDV RI pKDUPRQ\ EHW.
tested out through experimental studio methods. The following diagram clearly
identifies the methodologies used and the various methods and ways they are

deployed throughout the research process (Fig.2).
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_ Methods Content Processes

Contextual ¥ $QDO\VLQJ WKH Analyses and
review SKLORVRSK\ RI pK reviews of concepts,
EHWZHHQ PDQ DQ ( philosophical focal
T (YDOXDWLQJ FR( points, mappings,

Chinese jewellery design, drawing diagrams,
the market, taking notes,

¥ (YDOXDWLQJ FR( counting objects and
Western jewellery design. photography.

Interviews Primary research involving f SHFRUGLQJ
interviewing Chinese evidence via
philosophy experts and photography and
Chinese painters, craftsmen, video.

jewellery experts and law fF )LQGLQJIV Z
experts. applied to studio
work.

Study trips Visits were made to China: ¥ GHFRUGLQJ
¥ 7KH 3DODFH 0XV evidence via
fShanghai Museum of photography and
Glass, video.

t /ILMLDQJ,0XVHXP  )LQGLQJV Z
1 'DOLDQ ORGHUQ applied to studio

I *XLOLQ OGuiikiAtr  work.

Gallery,

I *XLOLQ +XDTLDR

I @GRQWHPSRUDU\

jewellery shops.
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Visits were also made inthe + 5HFRUGLQJ
UK: evidence via

¥ %YULWLVK 0XVHX photography and

T OXVHXP RI,/RQGF video.

1Victoria Museum, Design I )LQGLQINenz
Museum, applied to studio

¥ 7TDWH QRGHUQ work

¥ LUPLQJKDP &L\

Gallery,

¥ OXVHXP RI WKH -

Quatrter,

I %LUPLQJKDP $X\

I RQWHPSRUDU\

jewellery shops in UK.

Observingand ¥ 7R SUDFWLFH P\ Experiencing of the
painting from XQGHUVWDQGLQJ situation, notebook,

nature. harmony between man and  Chinese ink
nature through observing painting, sketches,
and painting from nature. drawing, gouache/
¥ '"THYHORSLQJ FRQ water colour
evaluating the experiential painting,

engagement with materials,
self-observation and
interpretations of ideas.

T " HYHORSLQJ MHZ
design idea.

¥ '"HYHORSLQStozeD \"
visual ideas, data and

information.
Computer ¥ ([SHULPHQWLQJ % 8VLQJ YDUL
software software and investigating software: AutoCAD,
visualization suitable combination and 3D Max, Jewel CAD,
and surveys techniques for my jewellery RhinoGold, Rhino,
(size and design. Mesh Lab, Netfabb
wearability) fF 7TUDQVIHUULQJ Studio and

two-dimensional jewellery Photoshop to

ideas from Chinese painting  develop various

into 3D models. designs.

T  GHQWLI\LQJ VXI| * 3D Saked
jewellery sizes for Western guestions and
people in two case studies. responses.
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Technical Experiment with different Microwave kiln, 3D
research technical approaches and printing, water-jet
processes. cutting, kiln casting,
lampworking and
silversmith.
Experimental T $SSOLHG H[SHUL Developed personal
processes processes to develop my holistic approaches
own jewellery design. and researched into
¥ THVWLQJ E\ ZHD glass jewellery
jewellery design production
process (see fig.6).
Produced a y foncave and Convex fouple ULQJ VHW p.
series of M HOB) (2011 2013),
jewellery (case y Hgg and Sperm fhecklace i€ % ¥€ JNOK)
studies) (2011 £013),

y % XWWRQ THE URR ff 2011 £013),
y nldated Skirt fhecklace ®?f? JNOK)

(2012 £013),
y Annual Ring and Fingerprint forooch [{4é > oEzZ
7(J,) (2012 + D QAxnpal Ring and the Edge

of Dancing Skirt Y HD U U L Q BEZUENII'Y? v uy
6¢C)3/46 B) (2012 22013)
y @smanthus fing set [Ba 146 B) (2012 £2013)
Exhibitions Exhibiting design works in Paper, photography,
different stages (Appendixes video record,
8), gained feedbacks from Photoshop and
the exhibition; edited the InDesign.
jewellery pieces.
Analysis Published an article in a Microsoft word,
Chinese journal, analysis Photoshop and
and evaluate the outcomes.  InDesign.

Fig. 2: The methodologies of this research (Jiang, 2014).
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1.8.1 Philosophical methodology

The philosophical breadth of good art and design inquiry can
be seen as a powerful methodological tool in itself with, if
recognised, an already established philosophical cannon
(Macleod and Holdridge, 2006, p.169).

Philosophical methodology is D pFODVVLFY UHVHDUFK PHWKRGROF
strict, and is accepted and recognised in a wide range of research areas (Gray
and Malins, 1993, p.11). It responds to context and ideas preparation, which
uses being in doubt as a systematic process, to provide an argument supporting

the solution in order to help my own judgement.

The multiple methods have been adopted to support this mode of enquiry,

strategies include: contextual review, interviews and study trips to fully explore

DQG DQDO\WH WKH FRQFHSW RI &KLQHVH Swah@mRVRSK\
QDWXUHT D Q KkeWdreak H@tet investigation (Section 2.6 and 2.7).

3& RQFHSW V-nethoB Al€b\Bliggest multi-media, not only in its information
technology sense (multimedia/hypermedia), but its value in using and integrating
GLITHUHQW NLQGV RI PHGLD WR SURYLGH GLITHUHQW |
and Malins, 2004, p.121). The methods support the investigation broadly but

were also chosen to get the most current and up to date information about the

themes emerging from the research.

Using the table in fig 2, | have clarified the following research methods and

processes:
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1.8.1.1 Contextual review

A contextual review was undertaken. Books, journals, databases and internet
searches were used to research aspects of Chinese philosophy and traditions as
well as glass artists, jewellery design and other artworks which contain the
Chinese philosophical notion of harmony between man and nature (Fig.3). This
process is also complimented by analysing contemporary Chinese jewellery
design and market, contemporary Western jewellery design concepts (Chapter
2). The literature surveyed included both English and Chinese texts (I also did all

the translation).

Appliedthe philosophy
of ‘harmony between
man and nature' into
glass jewellery design.

Which art and design
works contain this
philosophy?

The philosophy of ‘harmony

between man and nature'.

Fig. 3: The indirect progression method (Jiang, 2011).

Some Western artworks from Western artists and designers also combine
elements of Chinese philosophy in their artworks. | have selected these kinds of
Western artworks as examples to support the aims and objectives of the project
(Chapter 2). An example of this is the British jewellery designer Jenny Llewellyn
(2009) who was identified as one of the few artists suitable for the research
(Section 2.7.3.4). Her neckpiece shows WKH &KLQHVH SKLORV&SK\ RI

concept and it is evident in her practice.
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1.8.1.2 Interviews and study trips

Interviews were undertaken with Chinese experts and scholars in China to gain
important insights and understandings through undertaking research trips.
Contemporary Chinese philosophers, painters, jewellery experts and academics
were also visited and interviewed. | interviewed the Chinese landscape ink
painters Guang Yang (Lcy) to specifically ask him about how to transfer the
notion of harmony between man and nature into his painting (Section 2.6.3.2). In
visiting the jewellery expert Bin Ruan (L™ %4, he was able to clarify the current
market trends of contemporary jewellery design and manufacturing processes in
China (Chapter 2.3.1). The interview with the Chinese philosopher Jinsong
Zhang ( P & ® ) was also enlightening as we discussed in depth the impact of the
harmony between man and nature on Chinese Art history (Section 2.6.1).
Primary research was undertaken through visits to various relevant places in the

UK and China (Fig.2 and appendix.1).

1.8.2 Experimental research

This research uses experimental research methods in the studio to investigate

jewellery production techniques. Of particular interest in the research methods

used by Ann Marie Shillito, a lecturer in Jewellery Design at Duncan of
Jordanstone College of Art, where she explored S SRVVLEOH SURGXFWLRQ
available to the small-scale jewellery business and concentrated on laser cutting
UHIUDFWRU\ RiSVG@RY Bunndla Wheeler, 1995, p.8). Her specific
PHWKRGYVY LQFOXGH 3:FRQWH[WXDO UHVHDUFK LGHQW
technical research-tests of equipment and processes, use of computer software

for design and manufacture, applied these experimental processes to own

design methodology and produced a series of jewellery in response to and
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HPERG\LQJ WKHVH WH F K@ RpgpRachés\adaptde b Shillito are

drawn upon for this project.

1. Philosophical Observations )

2. Chinese Ink Paintings

\/

3. Jewellery Design Sketches

—

4. Jewellery Drawings )
v
5. Three Orthographic Views of Jewellery |
Imaging
v
process
6. 3D Rendering of Jewellery \.
v
7. 3D Printing of Silver Parts A
v

8. Kiln casting /Fusing/Lampworking/ Water-jet Cutting Glass Parts

|
v
9. Soldering/Polishing/Setting \ )
V

10. Feedback/ Personal Wearing Testing / Editing

> Technical
production

—— > Analysis J

11. Outcomes )
A\

Fig. 4: The personal holistic research glass jewellery production method (Jiang, 2012).

This whole design process (Fig.4) can be summarized into five stages, with each
one informing the next: ideas preparation, imaging process, technical production,
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analysis and design outcomes. As with all art practices ideas do not develop in a
linear fashion and while | have SUHVHQWHG puD JXLGHY WR LQIRUP
ways my ideas, which inform the research process and tend to develop, they are
not prescriptive. My design practice develops at a highly personal and intuitive
level and this is reflective of the topic of the research and has informed the

methods throughout the timescale of this PhD.

1.8.2.1 Observing nature and then painting

The process used here is to observe nature and then to transfer my ideas into
Chinese paintings. Further ideas are then developed from these paintings into

jewellery designs.

Observing nature includes painting from the natural world, analysing Chinese
philosophical concepts and experimenting with materials (silver, glass, plastic,

stain steel, etc, see Appendix.2 for further detail).

7KH USHUVRQDO UHYVHD U F &oReH(AgGR shains riyLatodesd iR

eleven steps. Steps 1-4 are the first stages, called jdea preparation § 7KH
philosophical observations in step one begins by applying philosophy of

parmony between man and nature fto inform the idea generation. This
philosophicaly GHULYHG LGHD RI pKDUPRQ\ EHWZHHQ PDQ L
out through studio-based investigations. Chinese ink paintings are then
developed in the next stage. These processes show the use of philosophy of

parmony between man and nature fin Chinese ink paintings. Analysis and
reflections are then made and developed into Jewellery design sketches (step

3).
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1.8.2.2 Computer software visualization and size surveys.

7TKH QH[W VWDJH L YnayilRg prar¥édd st Kivé gnd six). In these
stages the work is more practically focused on elements like details, forms and
scales by invention and selection. Previous experience and tacit knowledge
greatly influenced this approach. Digital processes included the use of software
such as AutoCAD, Rhinoceros and Netfabb Studio. Other software includes 3D
Max, JewelCAD and RhinoGlod. The specific dimensions of jewellery are
determined through three orthographic views by using CAD software. In addition,
a survey is conducted to determine the size for some problematic jewellery piece.
The jewellery design forms become the actual visual appearance through the
use of Rhino 3D software, including adjustment and comparison of the details in

interconnecting, patterns and morphology.

1.8.2.3 Technical research

7KH WKLUG V Webhhidallpvodu¢tion fii(steps 7, 8 and 9). Techniques
(Chapter 3) including 3D prototyping of digital glass jewellery are examined, to
find a successful combination of machine production, 3D printing, water-jet
cutting, the handmade, kiln casting, lampworking and silversmith. Testing
different main equipments (microwave Kkiln, traditional kiln, Taurus Il diamond
ring saw, Glastar diamond star glass grinder, Dremel versatip soldering gas

torch, Pioneer micro-flame jewellery welder, 3D printer) was also undertaken.

The next step is the 3D printing of silver, then production of the glass parts and

then finally connecting the two parts together (See Chapter 3). Materials are also
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considered and this is important due to the cost and expense of the precious

metals (silver) and material productions (glass making).

1.8.2.4 Applied experimental process to produce a series of
jewellery

brooch
e T7(3,

J

Fig. 5: The personal research method diagram (Jiang, 2013).
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Diagram (Fig.5) illustrates the ways the case studies (Chapter 4) were informed
E\ SDUWLFXODU DSSURDFKHY DVVRFLDWHG ZLWK pKD!I
7KH VL[ DVSHFWV RI uKDUPRQ\ EHWZHHQ PDQ DQG QD
case studies included in the project. The diagram is also demonstrates the fluid
nature of the research and that practice can inform multiple cases at different
times in the research process. In fact, the interconnectedness of the case
studies is demonstrative of the wholly connected concepts that embody the
harmony between man and nature fand again, this concept of connectedness

has informed the overall content and structure of the PhD.

1.8.2.5 Exhibitions and analysis

The final stage is to undertake in-depth analysis of the work (step 10 to 11). For
example, the Exhibitions in China (Guilin Exhibition Hall, 2013) enable me to
gather feedbacks about my work and research. The philosophers Ning Lu (" + )
and Jiyuan Liu (H5 s ) both confirmed that my work shows, he superb
contemporary design process contains deep philosophy and essence of Oriental
culture © $SSHQGL] 6 RPH R Wikchides ItheHesvElBriF Bikgert Bin
Ruan (L™ %) and craftsman Zhonglin Jiang ("« C ), where they both mentioned
that the screw shapes on some of the designs should be less obvious (Section

4.3.9 and appendix 9). This information helped to develop my jewellery pieces.

1.9 The structures of this thesis.
In Chapter 2, the contextual review includes key examples of the emergence of
contemporary Chinese jewellery design and sums up by clarifying different
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DVSHFWV RI WKH pKDUPRQ\ EHWZHHQ PDQ DQG QDWX
chapter are the ways understandings can be applied to inform new approaches

in the methodologies chapter.

Chapter 3 provides an overview of materials, recent technologies and the ways
materials and technologies can be combined to develop creative approaches to

take forward into the case studies.

Chapter 4, the case studies bring together understandings from the literature,
and materials and processes to create six new designs, examining and
analysing the ways harmony and nature inform the process and appear in the

final outcome.

Chapter 5 summarises the thesis, presents all outcomes, key findings, artworks

and other outcomes, it also includes areas for further research in the future.
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Chapter 2: Contextual Review

2.1 Introduction

Electronic Theses Online Service (EThOS UK), Wanfang Data (China) and Cnki

(China) surveys has shown that there is no existing research that explores the
philosophical contexts of pPKDUPRQ\ EHWZHHQ P DQags@eell@ W XUH:!
design, however, the ideaof uPKDUPRQ\ EHWZHHQ PlaQeds@dioQ DW XU
thousands years in Chinese history. It has been used in various aspects of

Chinese culture, economy and art, therefore historical research has revealed

such practices exist in calligraphy, painting, architecture and more. Most

literature concerning this area came from Chinese texts, which were then

translated into English by myself. Aspects of the practices found in Chinese
calligraphy and painting were used WR pWUDQVODWH {uKXHP FRQ W
EHWZHHQ PDQ DOrfoGVeé3terw3DuUenkllery Design.

There are many PhD theses where Chinese philosophy is applied into creative
practces )RU H[DPSOH <X &KHQJ &KXDQJfV 3K’ DSS
SULQFLSOH RB+p)TQUMWIR /DQG $UW $QRWKHU 3K' E
3&DOOLJUDSK\ DFURVV %RXQGDULHV”~ HI[SORUHV V
("D) Y "HVWHUQ FDOOLJUDSK\ DQG FRQWHPSRUDU\ GL
comprehensively investigates two-dimensional calligraphy and philosophical
perspectives. In comparison, this PhD focuses on three-dimensional jewellery
design where different philosophical theories were used to inform this approach

and the resulting PhD.
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The range of research in chapter 2.2 outlines some of the relevant research
terminologies and the limitation of the research. The state and issue of
contemporary Chinese jewellery design and some contemporary Chinese
jewellery design are explored in section 2.3. The contemporary jewellery designs
in the West are also explored from different contexts including materials, market
and production in section 2.4. The section 2.5 covers some relative factors which

affect the jewellery design practices between China and the West.

,Q VHFWLRQ RI phHokdphi€akCD $\R B W H{ W WY K kfR@p L Q

between man and nature §V FR Q FH Sridjdr édQpdnents first. Then the
influence of parmony between man and nature fon Eastern and Western art,
and jewellery design are explained. Examples of some artists who have used
aspects of this philosophy in their art works are also evaluated, the ways this
philosophy works in the use of the art through an analysis of several cases is

also elaborated.

Section 2.7the ySSUDFWLFDO FRQWH[WY l@adiybétkddVmErR Z WR

and naturef DV D JXLGH DQG SULQFLSOH W RTHelWskeDoW H

materials under the influence of the philosophy of harmony between man and
nature § LV H|[S @ pHilGsbpGical and practical analysis of parmony between
man and natureJ LQ Mrid de$ignOfrom the six perspectives listed in the

introduction of Chapter 1.4 is also explained.

2.2 Scope of research

Primary research was conducted involving visits to museums, studios and artists,

mainly in the UK and China. Books, journals, databases and Internet searches
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have been used to research aspects of Chinese philosophy and traditions, glass
artists and jewellery design. The study is theoretically informed around two main
strands: one is to research the existing art and design works which show the
philosophy of harmony between man and nature being used; the other is to

analyse and evaluate existing jewellery and glass artworks.

The technical parts focus toward combining machine production and crafts.
Their strengths are different but they complement each other. This PhD also
developed 3D prototypes techniques, and refines the processes of using metal
and glass, to explore the functions and applications of aesthetics and technical

innovations in new forms of jewellery design.

The philosophy of harmony between man and nature has permeated all areas of
Chinese society and it has a long history, playing a crucial role in the
development of Chinese society. Its sphere of influence is very broad and
far UHDFKLQJ 7RGD\ uUKDUPRQ\ EWWZHHJI PPQQRWGR
philosophical notion but has been sublimated into a synonym of the most perfect
and highest realm of art. People often use it to describe a high level of art or
highly advanced skill. This study will concentrate on clarifying the use of

harmony between man and nature from six perspectives set out in Chapter 1.4.

The influence of this philosophy in art and design is the main focus of this
research, however, it is not exclusively limited to this and it will also look at some
characteristics of the use of this philosophy in Chinese garden and the Chinese

medical fields (Section 2.6.3.3 and 2.7.3.3).

Since philosophy and art both have an abstract character, the philosophy of
harmony between man and nature has not been clearly defined by the
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contemporary philosophical system. The struggle is how to use a modern
academic methodology system to represent it, specifically to conduct
philosophical analysis and assessment; to prove its application and influence in
glass jewellery. Therefore, it is necessary to choose a relatively simple approach
to understand this philosophy and a suitable method for quantification and

description of focal points.

The philosophy of harmony between man and nature is a Chinese philosophy
which is different from Western philosophy. The difference in Western and
Chinese cultures has created different aesthetics. Hence, the question of how to
apply this philosophy appropriately for contemporary Western glass jewellery is

another task in this research.

Glass jewellery has many forms; it was considered which kind of glass jewellery
should be the main focus of research. Research revealed that glass beads are
one of the earliest forms of glass jewellery. The production of glass beads was
evident early in glass jewellery. The first glass jewellery is the dragonfly beads
(770B.C. % & LQ &KLY Dubin, 1987, p.15). The ancient technique
of glass bead making was also very skilled compared with the modern
production technique of glass beads. This ancient necklace in Fig.7 is a
combination of glass and faience from the Amarna period dating back about
\HDUV ,WV KLJKO\ VNLOOHG WHFKQRORJ\ LV FRPS

making techniques.
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8 9

Fig. 6: Dragonfly bead (Unknown).
Fig. 7: The faience and glass jewellery of Amarna period (1379 #1362 B.C.) (Dubin, 1987, p.15).
Fig. 8: Larry Scott, 2001, glass beads (Lavin, 2008).

Fig. 9: The glass beads of Pandora, 2013 [http://www.pandora.net/zh-cn/i.

Glass beads use different glass materials to create different sizes forming an
oblate body. Nowadays the technology of making glass beads has developed
and matured after several thousand years. The beads are in various forms with
rich colours. For example, glass artist /DU U\ 6 AmRMS\&r§ YWpical examples
to illustrate cotemporary glass beads (Fig.8). Commercially, Pandora is a very
successful jewellery brand in the glass bead industry (Fig.9); it is an example of
one of the main kinds of production in the contemporary Western jewellery

market. It can be considered to be a representation of contemporary glass beads
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in the jewellery market. Although glass beads are also a form of glass jewellery,
they are not included in the main scope of this research because glass beads
have had a relatively mature development over several thousand years from
ancient to modern times. This study explores glass jewellery designs of which

the form of glass beads is an exception.

2.3 The development and emergence of contemporary
jewellery design in China

The development of the Chinese jewellery industry is quite recent compared with
Western countries (Yu, 2010, p.1). Diamond, gold and other jewellery industry
development was still relatively slow at the beginning of Chinese reform and the
RSHQLQJ XS RI WKH HFRQRP\ 3,0 &KLQHVH MHZHO
RMB, of which gold jewellery sales accounted for more than 70% In 2002
Chinese jewellery sales reached 80 billion RMB. The purchasing of jewellery has
become D PDLQVWD\ RI WKH MHZHOOHU\ PDUNWtWthe ;LH DC
deepening of reform, opening up of the economy and the achievement of the
*RY HU Q P plasvaitvregard to Ninth Five § fienth Five § gleventh Five fetc,
which are the ninth, tenth, eleventh plans of the Chinese government for society
after the new Chinese built up so the country can reach its goals in different

stages. 7TRGD\V &KLQHVH HFRQRWwlopedV UDSLGO\

China has been ranked as the second largest country in
foreign trade for three consecutive years since 2009. China is
the largest exporter and second largest importer in the world
already. In 2012, from January to November, Chinese
non-financial direct overseas investment was 62.5 billion
dollars, with foreign projects contracting a business turnover of
102.4 billion dollars (Sun, 2013).
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According to the US council on competitiveness in 2013 released by the py*ORED O
Manufacturing Competitiveness ,QGH[Y WKH UHVXOWYV VKRZ WKDYV
SODFH LV VWLOO &KLQD ZKLFK LV NQRZQ DV WKH up:RU
no doubt becoPH WKH ZRUOGYV ILUVW PDB'@XIDPWK DL QUH BH
slowdown in its economic growth, China has become the woUO GV ODUJH
manufacturing nation 2 helping maintain its ranking from 2010 as the most

FRPSHWLWLYH PDQXIDFW XU (@&)fi eQaD 013REBL).Q WKH ZRUO(
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Fig. 10: Chinese jewellery market sales (Unit: billion RMB) (Summarized from Xie and Su, 2010, p.48 and
He, 2013).

In the socialist market economy, the process of economic globalization in the
&KLQHVH MHZHOOHU\ LQGXVWU\ KDV DOVR VHHQ D UD
jewellery industry is growing at a rate of 15% of sustained development. Seven
years ago, the Chinese jewellery industry annual sales were 14 billion RMB and
China exported more than 50 billion dollars worth of jewellery, its sales were one

Rl WKH KLIJKHVW LQ, 20KHp.2)RIgveEry habdecome more and
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more popular and people continue to pay more attention to jewellery in China.
According to the China Jewellery Industry Association statistics, in 2012
jewellery sales were 240 billion RMB, China would become the largest jewellery

consumer market in 2020 (He, 2013).

In recent years, the number of Chinese people who have joined the ranks of
jewellery production and purchasing in China has grown. China has become a
precious jewellery sales market with one of the fastest growing markets in the
world (Fig.10 3&KLQHVH MHZHOOHU\ DQQXDO VDOHV JURZ\
DQG KDG DQ LQFUHDVH RI QHDUO\ ELOOLRQ GROODLU

2012, p.1). China has become a major producer of jewellery in the world market.

2.3.1 Theissues of contemporary Chinese jewellery design

The Chinese jewellery industry has made rapid progression. The industry is still
in its infancy stage due to its late start and therefore faces many problems. The
following analysis clarifies some of the major problems identified in the Chinese

jewellery industry from several perspectives.

2.3.1.1 Jewellery production problems

The production of jewellery is in one format and craft art jewellery is relatively
rare. Most jewellery is mass labour production of non-branded products in the
contemporary Chinese jewellery market. Chunxiang Pu (d UOB from the China
University of Geosciences conducted a research on the Comparison of the
jewellery culture among China, Japan and Korea proclaimed, 3$W SUHVHQW
consumers are treG Rl WKLV pu$EUDVLYH -HZHOOHU\Y 7KH\ K
FRQWHPSRUDU\ MHZHOOHU\ ZLWK WKHLU RBA@).QDWLR
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Pipeline compression mouldings are typical features, it has no personality and

hand crafted jewellery is seldom commissioned.

2.3.1.2 Problems with consumer V §ttitudes

The consumer V fattitudes of traditional culture restrict & KLQHVH SHRSOl
understanding of jewellery design. Chinese customers often care more about the

material value of the jewellery rather than the value of the design (Ruan, 2011,
interview). They prefer practical fine crafted jewellery with complex
ornamentation. For example, Chinese jewellery designer Mr. Ng Chun Wing ( =

Kw9j works in Dai Sun Jewellery Company Ltd (W a* i9LE e ( ) in Hong

.RQJ +LV furRhodnbt (™ « )9 )11) was awarded the champion of

WKH 3-08 QWHUQDWLRQDO -HZHOOH UStatshivid, PQL4& RP SHW
This piece shows really high level of technical skills with complex forms and

details by using precious materials. It could be argued that this reflects the

attitudes of the market where, Chinese people tend to prefer more complicated

craftwork with more complex manufacturing processes with more superior
techniques. Chunxiang Pu (d UOB adds 3,W LV SUREDEi® ChihesED XV H
pHRSOHTYV the jeéldfy increases in values as well as having a luxury
GHFRUDWLYH HIIHFWis attitude i8dicates that purchased jewellery

should have added value and demonstrate social status, worth and position.

Chinese designers are often limited and affected by Chinese traditional cultural
YDOXHV &KLQHVH WUDGLWLRQDO FXOW Xddditols@é EHF RF
extent, LW UHVWULFWYV D viy.HYis hQiehUs] Msa-expte3s8/din the

research conducted by the Chinese academic Ningxin Zou (Fé +O@ from the

Beijing Institute of Fashion and Technology, 37KH FKDQJHV LQ &KLQHVH

designs are passive in the traditional context and are in accordance with the
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changes in the social environment, the production process, political and
HFRQRPLF FRQGLWLR QVinese desigBers are hesitant to break
through tradition and negate the trajectory of their predecessors. Therefore, it
makes it hard to break the cycle with their designs (Lin, 2007, p.3). This results in

the jewellery market being saturated with jewelleries which all look the same.

Fig. 11: Ng Chun Wing ( =Kw9"), raceful Phoenix §2014.
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Arguably, if Chinese traditional culture is put to good use it can become an
endless source of inspiration for the designers since the Chinese features of
design are different to other countries. It can promote and become the driving
force of Chinese jewellery design. In a journal of Chifeng University, Chinese
academic Lei Deng (FA;® suggests Chinese designers need to understand this
dilemmaas 3, W LV WKH NH\ WR GHVLJQLQJ &Ké@ndd/aidvVW\OH
internati RQDOL]DWLRQ "™ . At pres8nt, Chinese jewellery designers and
design education are beginning to realise and being aware of the heritage of
&KLQHVH WUDGLWLRQDO FXOWXUH DQG LWV LPSRUWD (
in the market are still stuck to the extent of being ossified using Chinese
elements and Chinese symbols to represent traditional Chinese style. Even the

&KLQHVH HOHPHQW ZDV DOVR QRW200B, 15 OHDUO\ GHIL

2.3.1.3 Designer approach problems

Chinese jewellery designers have not found the right design approach yet. The
DGYRFDWLQJ RI p&KthérHedign \sill \réihfis in the symbols of
traditional Chinese elements. Most Chinese jewellery designers seem to be too
dependent on Western mainstream designs. They have realized that blind
imitation and plagiarism cannot meet market demand. It is almost as though only
Chinese jewellery designs that have their style and character can flourish in the
international market. Thus, all social sectors have started to encourage the
design of a Chinese style. Thereby, the designer goes to another extreme in
their development, where they would totally pursue the hinese styleY UDWKHU
than their own ideas (Zou, 2008, p.23). Chinese style should be a concept, a
guide and direction rather than a symbol of Chinese elements or patterns (lbid,
p.25). With regard to the multicultural elements as mainstream contemporary

international trends, the question arises as to what extent Chinese jewellery
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GHVLJQ VKRXOG HPSKDWH WWWHKH] RIEKEQYVLIQ ZKLOH LJ
and the sense of the designer? Arguably, tKH ZRUG pFXOWXUHY OLPLW)
to some extent. 2QFH WKH GHVLJQHU IRFXVHV WRR PXFK RC
potentially informs them of the trend to create a kind of design which they or the
public may think is suitable or fits with this kind of culture. To some extent, this
limits the GHV LJQ H U %¥biktidd Thé/du¥stion is whether or not a jewellery

designer should remain in such a confined area, which restricts their work.

2314 &KLQHVH GH ¥dch{pbsiivhi

The social position of & KLQHVH GHYV &I$Q ko) ¥fpropbhate. Chinese
designers are usually perceived to be senior craftsmen rather than designers. In
a trade journal (2004), Hong Wang ()» H) wrote that, A GHVLJQHUYV SRVLWL
UHYHUHG LQ WKH &KLQHVH SHRSOHfV PHQWDOLW\ 7K
designer should listen to the experts or leaders in the industry, as certain past
SUREOHPYV DUH \HW WR BWth thelpuBi©nepl€gting 8esign costs,
the jewellery companies have reduced cost and most design fees remained at
the level of labour costs. The price label also clearly shows that the jewellery
productionfeesarea uPD QXD O |HH Y aJDGNHKH. UTOW HERQNing Daily
newspaper (9> O ) fpublished a relatively new article in 2011 that explains

this situation:

A Customer, Mr Fan, recently bought jewellery to the value of
630 RMB (including a manual fee) in a jewellery store in Datian.
When he purchased it, the merchants informed the
complainant of 295 RMB/gram, a manual fee 20 RMB/g, the
actual payment received and fund needed to be paid was a 10
RMB design cost, a total charge of 640 RMB. The operator
said 640 RMB included the 10RMB design fees. Mr Fan
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complained about the design fees and required them to refund
the fees but was refused by the business (Liu, 2011).

Thus, in China most jewellery businesses generally only charge yPDQXDO IHHV
Although some businesses are aware of the need to charge a jewellery design
fee, due to the limitations of the traditional concept of consumption, it is difficult
to promote this idea. Sometimes, some merchants try to charge a jewellery
design fee but it is still lower than the labour fee. Another reason is that people
have no fundamental understanding of the concept of design and Chinese
GHVLIJQHUVY VRFLDO VWDWXV LV QRW UHVSHFWHG 7K
PHUFKDQWVY EHKDYLRXU LQ WKLV FDVH EXW LW DOVR

of the importance of design.

2.3.1.5 Lack of high-end jewellery designers

High-end jewellery designers are scarce and the proliferation of low-end
jewellery personnel provides an insight into the jewellery design industry at the
present stage. There are numerous jewellery factories and companies that do
not yet have their own jewellery designers since the development of the
jewellery industry started relatively late in China. The lack of jewellery designers
and the low technical level also need improving (Pu, 2002, p.49). Freelance
designers who are limited by the pressures of trying to survive tend to be more
concerned about improving their level of skills and forming products. Also, the
businesses which are willing to engage in the design aspect tend to cater to
market demand and often require the designers to obtain a design result in a
very short time. Li Lin (C9') from the Huazhong University of Science and
Technology also says, 3,Q DGGLWLRQ WR WKH DERYH LQIRUPD)

SXUuvXLw RI IDVKLRQ LW LV DOVR UHODWHG WR WKH
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market (Lin, 2007, p.3). This must not only cater to the public taste, but also
entails creating very lucrative designs. Designers should be the leaders in trends
but in China there is the unusual phenomenon that it is the designers who have

to follow consumer trends (Ibid).

Corporate designers are also often constrained by their bosses, marketing
needs and economic factors. They do not take design decisions, have
authorship or good promotion prospects and they generally lack any critical
evaluation system. Due to these reasons the passion and creativity of the
designers are often diminished. As a consequence the enterprise managers
complain that they cannot find good designers and good design companies.
Conversely, designers also complain that they do not have a good design
environment. Some Chinese jewellery companies have tried to hire Western
designers in order to solve this problem but they often do not understand the
market (Zhang, 2013, p.62). There is also a lack of design criticism, the growing
surge in demand for design corresponding to immature designers and agencies.

This also hinders the development of the jewellery design industry.

2.3.1.6 Working environments limit  ations

The dHVLIJQHUVY ZRUNLQJ HQYLURQPHQWY DOVR OLPLW
design. On the one hand, most companies will not pay for the increased cost of
design and they are also unwilling to bear the risk of new products, which cannot
be sold. They usually prefer to sell existing products that are commercially viable
(Lin, 2007, p.21 £2). Although this can result in short-term benefits, it will
inevitably lead to long-term trends that continue to provide merchants with
increasingly slim profit margins and the space for development is becoming

limited. Huamin Song ( » F +) from the Beijing Institute of Fashion and
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Technology confirms that, 3« WKH HQWHUSULVHV ZKLFEmWHQG
development. They should be well aware that their own design style is where
they can find the strength to survive S In the journal Art Education,
Weizhu Zhang ( P5%$ ! ) explains that in order to improve the market
competitiveness of enterprises, first there is a need to have brand awareness.
Only companies that have their own unique design have the core potential to
enhance their competitiveness in the market and establish long-term
development. The designers are becoming more and more impetuous with no
brand awareness and because of the pressure for survival, social status, relative
laws and other factors, most of them also only just seeing the short-term benefits

that drive the industry (2013, p.62 ).

2.3.1.7 Chinese jewellery design education and market requirements

Chinese education in jewellery design cannot meet the requirements of the

market. &KLQDYJV UHVHDUFK DQG GHYHORSPHQW LQYHVWEF
countries which have also resulted in art and design education funding
deficiencies. In the International Business Daily, Ji Shan Sun (%05 j ) (2013)

writes, 37KH LQYHVWPHQWY DFFRXQW IRU RQO\ RI *'3
countries are 2.5% to 3%; the Chinese technology transformation rate is only 20%
ZKLFK LQ GHYHORSHG FRXQWU ICdripakevto Dheir KMest&rn D V
counterpart, Chinese jewellery design education started relatively late. About

twenty years ago, the Beijing Institute of Fashion Technology took the lead in

China to set up jewellery design as the backbone of the Decoration, Art and

Design programme in undergraduate education in 1993 (Song, 2005, p.6) This
programme can be considered to be the embryo of jewellery design in Chinese

art and design education.
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Chinese education also presents an unusual phenomenon: when a student and
their parents choose a course, it often tends to be market-oriented 2 meaning
that their choice depends on which course would have better career prospects
and could earn their family more money. However, the market is changing and
demand for professions in art and design would be relatively saturated in the
market after they finish their four years of study. The same problem also arises
in the university course setting. Both are in a tight market where not much more
employment is required as many universities offer the same courses (Peng,
2007, p.27 £8). There are serious overlapping sets of programs in art and

design and a significant issue with a waste of resources.

In jewellery design, the establishment of this new subject in universities is led by
market demands (Zhang, 2013, p.62). Since the creation of the jewellery design
course at the Beijing Institute of Fashion Technology, other universities have
also opened similar courses in China. In his Investigation and Analysis of
Chinese Jewellery Design Education Status, Huamin Song (» F + ) writes, 3,Q
the case of the Beijing Institute of Fashion Technology in 1993, seven students
enrolled on this course, in 1996 there were 18 and in 2003 the enrolment soared
to 83 people. Similarly, the Chinese University of Geosciences recruited
students to the undergraduate academic structure in this area. Enrolment has
remained relatively stable at around 50 people since then” S . Each
university in this field has seen a gradual increase in student numbers. After 20
years of development, design professional studies have significantly progressed.
However, with the increase in student enrolment, there has also been a shortage
of lecturers, a declining quality of education and a vicious cycle of disjointed

structure (lbid, p.14).

PhD 2015
(Catherine) Ting Jiang 65 / 448



Creative Approaches and Techey « (}E E A '0 *+ : A 00 EC «]RHamdny bwed®lan apdNZ3 u E [

On the other hand, due to the shortage of lecturers most educators are recruited
from fresh graduates with very little commercial experience. This lack of
commercial experience resulted in their students learning bad habits which get
passed down (Peng, 2007, pp.27 £28). The university trained jewellery designers
are not well positioned to meet the requirements of commercial enterprises.
They are often still at the level of craftsperson with good drawing skills but they
lack the practical ability of research and development in jewellery making. In the
journal Art Education, Werzhu Zhuang (P5$! ) explains, 3 7KLV EULQJV FRQI>
for student employment. They cannot demonstrate what they have learned from
university into work because they can only work as a craftsman in terms of

PHFKDQLFDO ZRUN WKH\ ODFN LQGHSHQGHQW WKLQNL

2.3.1.8 Lack of laws to protect jewellery design.

As China has not established any specific laws to protect design there is serious
intellectual property infringement in the field of jewellery design. The py3DWHQW /D Z
was not implemented China until 1984 (Lin, 2007, p.22). The lack of jewellery
design copyright protection legislation has led to easily pirated jewellery.
3 QWHOOHFWXDO SURSHUW)\ LQIULQJHPHRB®@OHWY BHV VF
(Chen et al., 2013, p.75). So far, almost all of the jewellery products with original
ideas and technologies originate from the West. China continues to introduce,
imitate and plagiarise. Only famous brands have original jewellery company
logos and the normal brands generally do not. The weak awareness of
Intellectual Property Rights protection provides opportunities for people to
plagiarise. This year, two sessions in the government sector also specifically

discussed this issue.
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In view of the current problems in the culture and arts industry, In
the Henan delegation ("&+ >~ ), Sen Zhou (= ) represented
five others on strengthening the management of the arts and
culture industry proposal « They recommended that national
authorities strengthen supervision and management, particularly,
the national functional departments should work together to
strengthen inspection and gradually standardize the art of trading
to develop national conditions and relatively comprehensive
industrial management regulations (Jin, 2013).

Although many people have realized that blindly copying and imitating designs
have seemingly caused the Chinese jewellery market to completely lose its
personality, in order to avoid imitations in this field, China has to establish a law
to protect design works. However, they have not identified a good way to solve
this problem since with the creation of jewellery design is difficult to determine
and the relative lack of awareness of the law and the burden of proof is very

difficult.

Chinese jewellery design has developed in such a direction and environment. It
involuntary loses the concept that design should have basic freedom. In order to
solve the list of problems in Chinese contemporary jewellery design, this
research explores the existing controls on jewellery design and goes against the
Chinese market trends and factors that determine the value of the materials
used in jewellery design. Jewellery design itself should advocate restoration of
freedom and value, and an understanding that the design should have control
rights. It aims to inherit and carry forward Chinese traditional culture from a
contemporary perspective with the integration of advanced Western concepts
and technologies appropriate for contemporary Western jewellery design in
order to free Chinese jewellery design and to inject new ideas. This research is
in a unique position where it is rare to do glass and jewellery together from a new
perspective and concept that integrates Chinese philosophy with contemporary
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Western jewellery design. This makes a new form of Chinese jewellery design
and potentially creates a new market, making it a fresh approach. The study
comes before the Chinese jewellery market, which used to ignore the design
value and was based on machine production as its main line. The jewellery
designs create for this research uses philosophical notions that stemmed from
Chinese philosophical thinking. The conceptual process is Chinese, but the final

form of jewellery can be considered to be Western.

2.3.2 The contemporary jewellery art in China

In recently years, some contemporary Chinese jewellery designers have started
making hand crafted jewellery. This growth is influenced by many of the
designers returning to China from overseas studies in this area. Their
experience has given them a different perspective of the cultures between East
and West which can lead the way for Chinese jewellery designs to change and
develop. The demand for private custom jewellery is becoming more and more

popular in recent years.

Fei Liu (HA) is one of the pioneer of contemporary Chinese fine jewellery
designs. He was born in Chengdu @G; China who studied jewellery design in
the School of Jewellery in Birmingham in the UK. He has won the 3/RQPLQ
Design Innovation Award 2011, 2009, International Jewellery London Editors

&KRLFH $ZDUG *ROGVPLWKVY &UDIWVPDQVKLS DQC

in the UK (http://www.feiliu.co.uk/awards). The n'DZQ 6 F X @ SUNFQIILIA)

was awarded the *R O G V P L006KCxafismanship and Design awards in the UK.
7KLV SLHFH UHSUHVHQWY D FRPELQDWLRQ RI 3KLV (
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GHVLJQ SUDFWihk keep<E it @earable
with strong and beautiful characteristics by

handcrafting precious materials.

Baobao Wan (711 ) came from Beijing in China
and studied overseas in America, Hong Kong and
France. She graduated from Gemmological
Institute of America in Hong Kong with a GIA
graduate gemmologist degree in 2006 and built
her Baobao Wan Fine Jewellery brand one year
later

(http://www.baobaowan.com/page/view/251.html).
Her necklace of pUDJR Q (Q(figL3) is a typical
jewellery piece of her artwork which maintains its
wear-ability and remains exquisite as a fine piece

of jewellery studio practice.

« ] Hammony BtwedrElam addNZS p E [

Fig. 12: Fei Liu ( H A, Pawn

Sculpture fring, 2006, 18ct black

gold with 12mm Tahitian pearl, red

garnet, citrine, diamonds.

Fig. 13: BaobaoWan (71i ) p'UDJ
G 1 (D 2019, Sapphire, Diamond, 18K

Gold.
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Fig. 14: Shirley Zhang (PM9!) H'DQFLQJ RQ WKH )ORZHUVTY JROG

diamonds, jadeite cabochons and chalcedony cabochons.

Shirley Zhang ( PM 91) was selected as the new director of the International
Coloured Gemstone Association in China in 2013 (China jewellery, 2013). She is
a jewellery design expert and was certified by the British Gemological Institute.
She is also the founder of the Meihe Jewellery Styling Research Centre (5% 8*
IFP ».D0!16 ) and a visiting professor for National Gemmological Training
Centre. She received an FGA gemmology degree and learns from western

experienced jewellery professionals by becoming a full-time buyer for Chinese
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jewellery import companies after she shut down her first jewellery company. Her

20 years jewellery career gave her the solid foundation to develop her own style

of combining Western craftsmanship with oriental aesthetic standards. Her

H'DQFLQJ RQ WHH MMIRZHIHOOHU\ VXLW HcitZdvsrdasYHQ D

the gift for p \HDIh WKH &KLQHVH MHZHOOHU\ LQGXVWU\S
1IDWLRQDO *HPV DQG -HZHOOHU\ 7THFKQRIBI®JThiISGPLQL

piece is set with different cuts and sizes of coloured stones, diamonds, jadeite

and chalcedony cabochons both manufactured and handmade. It also can be

worn flexibly by disassembling and assembling it in various ways, which is a

representing piece for her design concept.

Fei Liu (H A), Baobao Wan (711 ) and Shirley Zhang ( PM 9) are recognised
as some of & K L Qtbpflcdntemporary fine jewellery designers. All of them have
overseas studies experience in different ways, which give them a position to
view the different cultures between the East and West. This is perhaps the main
influences to their jewellery design. They all maintain jewellery designs
combining the Eastern heritage and Western techniques, with wear-ability and

individuality as the main focus.
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Fig. 15: Rui Huo (M=-), 2013, Amusement Trip (,p'f{d ) fK-gold, natural and artificial crystal, glass

and alloy.

Other than fine jewellery designers, there are several young jewellery designers
that have started to use non-precious materials in their jewellery design. For
example, Rui Huo (M=-) is a Chinese contemporary jewellery designer working

IRU &+- DQG 9(17, MHZHOOHU\ EUDQ@T{6#HYTUIBXVHPHC

http://designer.525zb.com/rayray/work/3006) uniquely combined jewellery with

shoes by using non-precious materials crystal and glass as the main materials.
This design shows dreamy and dramatic jewellery shoes. She is one of the

pioneers of using non-precious materials as a single dominant market.
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Another example is Xiao Qian Huang (T0
6 /£ Y where she uses plastic tube,
plastic beads and steel to make a back
RUQDPHQW p30DPd)IDWHU
which shows her inspiration from water
with water drops
(http://designer.525zb.com/designerspa
ceshowproduct.aspx?productid=892&sp
aceid=118). The light non-precious
materials that are used can show the

agility and the light soft feeling of the
Fig. 16: Xiaogian Huang (T66AEY n3OD\ :|
(2"d) T SHDUO SODVWLF E

tube, steel.

water and water drops.

A jewellery student of the Beijing
Institute of Fashion Technology Siting
Zhou (~M 8 ) graduated in 2011, used
glass as the main material combining it
with pearl, copper and a variety of
MHZHOV IRU KHU MHZHOOHU\
) O\L @FibYL7). She used lampworking
techniques by integrating microcosmic
elements as inspiration to make her

jewellery work (Peng, 2014, p.111 2 112,

British PhD).
Fig. 17: Siting Zhou ("M § ) u/XFLC
)J)O\LQJY JODVV SHDUO FRS¢
jewels (Peng, 2014, p,113).
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2.4  Contemporary Western jewellery design in different
contexts

The concept of harmony between man and nature provides a preliminary
solution to fully understand the impact of man and nature on glass jewellery
design. It is necessary first of all to understand the important concepts in

contemporary jewellery design and their related aesthetics.

Jewellery design in the West cuts across the field of arts, crafts and design
creation. Many precious metals in jewellery creation can be used for the purpose
of design activities. The value of jewellery is no longer limited to the value of the
PDWHULDO 37DOHQWHG JROGVPLWKY DQG MHZHOOHU\
individual pieces that are cherished as artworks far beyond the intrinsic value of
the ma W H U L D O Mardyy BDGZ, p.7). The meaning of contemporary jewellery
design is becoming broader and deeper. Contemporary jewellery design is a
practice-based design and is understood to be a process-based design activity.
It is where the designer gives full play to their imagination and loses the entire
design burden to make objects around the body with the aesthetic nature of
covering social, aesthetic, cultural, creative activities. As jewellery maker Susan

Cohn described:

Contemporary jewellery started as a movement among

makers seeking to recode what jewellery is and how it can

express value. In a decade when cultural resistance and

artistic experimentation reshaped popular culture, jewellers

sought to relieve jewellery of its deep economic imprint. They

UHEHOOHG DJDLQVW MHZHOOHU\YV H[SHFWHG S
conception as a luxury item given ceremoniously on special

occasions (2012, p.34).
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The Western contemporary jewellery design can be divided into design objects,
cultures, materials, markets and produces many different categories. Each of
these categories can potentially be divided into even further areas for

investigation (Fig.18).

Contemporary jewellery design

Design . .
— ——
. . Precious Non Fine Mchine
materials
. . . . . Precious Custome
t PhysologlcPhysoogc = Geographicg g jewellery

i - [ Precious Fshion
Psychologicd™Psychologic: Different

jewellery

different
jewellery y
designs At jeweller

Fig. 18: The diagram of contemporary jewellery design (Jiang, 2014)

The diagram above (Fig.18) taxonomies some of the features of contemporary
design and further details are identified for analysis and evaluation. This
jewellery research combines precious materials and non-precious materials,
while working with machine production and handcraft areas. This research also
draws inspiration from the artists mentioned in this section, drawing upon the
wear-ability of the design and the tensions this can elicit with the aesthetic
features of the design, within the context of fine art and in particular, the focus of

the thesis 2 the harmony between man and nature.
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2.4.1 Materials

The use of materials within contemporary jewellery design can be divided into
precious materials and non-precious. The precious materials include precious
metals and precious stones; and non-precious materials can include glass, white

metal and rubber.

2.4.1.1 Precious materials

Precious metals (Fg.19) are a class of
non-ferrous metals. Master of Fine Arts at
Columbia University Oppi Untracht says: 37 KH
precious metals most likely to be used by
FUDIWVPHQ DUH JROG V LIO7BH Fig. 19: Georg Spreng, 2009 White
Blossom fhecklace, Diamonds and
p.7). The main non-ferrous metals usually refer gso_platinum (Harday, 2012, p.163).
to gold, silver and platinum. The platinum group
LQFOXGH S3WKH OLJKW SODWLQXP JURXS UKRGLXP
ruthenium and palladium whose specific gravity
is 12 and the heavy platinum group, osmium,
iridium and platinum, whose specific gravities are
RYHU " ,ELG S 7KH\ DUH ZHOO NQRZQ WR EH
used in jewellery coins and other artworks since
their prices are much more expensive than the
price of common metals. They have a strong
gloss and shining colours with high entomic _
Fig. 20: Charlotte De Syllas, 2009,
value. Precious metals are expensive, have a Migration Necklace, White jade and
. . . 18-carat white gold (Harday, 2012,
beautiful appearance and have chemical stability .166)

characteristics. They not only have a strong
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practical industrial use but also have a high appreciation value in terms of

investment.

Precious stones (Fig.20) are the most beautiful and valuable natural mineral
crystals from rocks. They are brightly coloured, with a crystal texture, delicate,
shiny, hard and durable, they are also very rare. They have a beautiful lustre
after polishing and can also produce jewellery and have other uses. The
gemstones group are used in jewellery design in four main categories such as
the British Jeweller and dealer Judith Crowe illustrates in the gemstone family
tree (2006, p.46 #7), they include: Apatite, Diopside, Tektites and Scapolite.
Beryl, Chalcedony/Agate, Chrysoberyl, Corundum and Diamond which also
belongs to the Apatite category. Feldspar, Fluorite and Garnet are members of
Diopside. The Tektites category includes: Hematite, Hemimorphite, lolite, Jade,
Kyanite, Lapis Lazuli, Malachite, Opal, Peridot, Prehnite, Quartz and
Rhodochrosite.  Scapolite is composed of Sillimanite, Sphene, Spinel,
Spodumene, Sugilite, Topaz, Tourmaline, Tugtupite, Turquoise, Zircon and
Zoisite. Otherwise, there are a handful of organic matter materials, such as
amber, pearl, coral and ivory. For the purpose of this research and due to the

costs involved, only silver and gold are used.

2.4.1.2 Non-precious materials

Non-precious materials (Fig.21) are the other
materials outside of precious materials, including
resin, plastics, wood, rubber, stainless steel, glass,
paper, fibres etc. These materials have

Fig. 21: Nan Nan Lui, 2007, paper,
surrounded us for a long time without us realizing metal (Murphy, 2009 p.59).
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their value, but today more and more people are using them for craft and
jewellery making. They are cheap, have various materials and wide options in
terms of usage. They are more affordable for the customer with various choices
and they also increase the numbers of ways to create jewellery today. Kathie

Murphy, the author of Design and Make Non-precious Jewellery explains:

Non-precious materials have been used from the time people

first made a hole in a shell or wove feathers to be worn as

decoration or as a talismaQ« ODWHULDOV OLNH LURQ DQG
were used in the past in costume jewellery to mimic expensive

precious jewellery, but more often ended up having their own

distinctive character. Even today the weight of sentimental and

personal associations can lend a piece of jewellery greater

worth for its wear/owner than can be measured by its sale

value (2009, p.9).

2.4.2 The Market

The market can be divided into fine jewellery, costume jewellery, fashion
jewellery and art jewellery. Fine jewellery is defined as using precious metals
and stones such as gold, silver and precious stones. It is different from costume
jewellery and fashion jewellery that uses cheap materials such as copper and tin.
Fine jewellery is often more expensive than costume jewellery and fashion
jewellery, the production process typically exhibits a higher level and usually

lasts longer.
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Fig. 22: Swarovski-Spectacular Ruby Set (2014).

The difference between costume jewellery and fashion jewellery began when

these tHUPV ZHUH ILUVW XVHG 3&RVWXPH MHZHOOHU\ Il
V KRZHYHU LW GLGQTW EHFRPH WKRXJKW RNDV IDV

(Simmons, 2014). Although costume jewellery was first available in the 1930s,

the concept dates back to ancient civilizations. As design journalist Judith Miller

says 37TKH FRQFHSWURIFIQRQY UFRVWXPHY MHZHOOHU\ Gt

ancient civilizations when people adorned themselves, advancements in

material led to a greater diversity of affordable styles” S &RVWXPH

jewellery became popular in 1930, where Hollywood chose to use costume

jewellery to clothe actors, the investment cost is much lower than in fine

MHZHOOHU\ WKHUHIRUH RQH GRHV QRW KDYH WR ZRU!

significant factor in the popularization of costume jewellery was Hollywood

movies. The leading female stars of the 1940s and 1950s often wore and then
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endorsed the pieces produced by a range of designers” 7DQHQEDXP
Costume jewellery is less expensive because its material is gold-plated instead
of pure gold. Its value is much lower than the use of precious metals. Because
rhinestones are very similar to diamonds, the use of one of the most common
costume jewellery rhinestones instead of precious or semi-precious gems arose
simultaneously. This form of costume jewellery is still available on the market
today and there are some successful brands which are as good as fine jewellery.

The crystal of Swarovski (Fig.22) costume jewellery is a typical example.

Fashion jewellery defined as jewellery design refers to a period of social and
cultural impact. Due to time constraints, the designer must anticipate the

changing tastes of consumers and design some individual jewellery to form

pieces for special consumers. 3)DVKLRQ LV D SKHQRPHQRQ WKDW I

for themselves in the choices that they make and the uses to which they put
JDUPHQWY DQG SHU\XBMR,I2012R E2M6).FAMcdmmon feature of
costume jewellery and fashion jewellery is that they both use relatively cheaper
materials to create beautiful jewellery and the difference is that fashion jewellery
is designed as an individual form for special chosen people in a specific period of

time, so that it can afford more choice for special tastes.

Art jewellery is created more from the perspective of the jeweller. There is no

WDUJHW DXGLHQFH JURXS WR EH FRQFHUQHG ZLWK

their craft and studio practice base to make individual pieces for a particular

SHUVRQ SowwlkEg iskchaidadterised by a concern for individuality. The

LQGLYLGXDO PDNHU SURGXFHV WKH LQGLYLGXDO RE

(Game and Goring, 1998, p.5). The jeweller normally works on their own or with
a couple of people in their studio. They make pieces of jewellery through

developing ideas to obtain the final outcome.
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2.4.3 Production

Looking at the mode of production, contemporary jewellery can be divided into
WKH SURGXFWLRQ RI pKDQGLFUDIWVY DQG HuSISSHOLQ
can find its origin in medieval workshops. In British and American Arts and Crafts
PRYHPHQWYV 3:LWK RFFDVLRQDO QRWDEOH H[RMRISWLRQ
Crafts Movement of the nineteenth century and more particularly the Studio
Crafts Movement of the twentieth century that the named individual potter,
JODVVPDNHU DQG MHZHOOHU EHJDQ WR DHMHxdL.p6y.H FRP S
Contrary to the pipeline machine production, it is the opposite with handcrafts.
Pipeline machine production is mainly based on machine large-scale mass

production.

This research into jewellery making tries to cross the borders of the jewellery
categories in the contemporary jewellery market. It does not wish to be limited by
the concept of jewellery categories. The research tries to merge the lines
between them and create a combination with the advantages of each. In the
production of the actual jewellery, it also tries to eliminate the limited ways
between craft and machine production. Jewellery making has combined the
advantages of crafts and machine production by using precious metals and

non-precious materials.
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2.5 Factors which affect the different design practices in
Chinese and Western jewellery design

Chinese jewellery design should have a unique and mellow
subtle expression. This perhaps is one of the most different
aspects of Chinese design to Western design. Because there
are such differences in the design aesthetic this can affect
opinions of Eastern and Western standards of value. The frank
and straightforward expression of Western jewellery design is
often direct, whereas Oriental languages are more subtle and
introverted and these differences also create a fundamentally
different artistic language (Wei, 2008, p.28).

As the Chinese academic Yilin Wei (>82C ) explained above, Eastern and
Western cultures have long been recognised as different, with different histories,
different values and generally very different social set-ups. One of these
differences arguably is that Chinese culture can be subtle, perhaps even more
modest than Western culture. Chinese people are nevertheless practical, while
they are not necessarily logical thinkers; feelings often override rational thought.
Another perhaps noticeable difference is the expressions of Chinese
people 2 they seem more delicate with their approach. Chinese people arguably
SD\ FORVHU DWWHQWLRQ WR VR FDOOHG VSLULWXDO
extension also emphasizes subjective and individual experiences. It has been
suggested that Chinese philosophy likes to use vague references, hints and
even indirect ways to express itself as the Chinese academics Zhengqi Shan ( ...

I"U€) and Huibing Gan (+H J ¥) from Shanxi Normal University mentioned:

Chinese philosophers think the object of philosophy is hard to
express in the concept of language. Therefore, we cannot use
the Western way to understand philosophy. While we have to
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use the negative way or other revelation methods which can
indirectly express the things we cannot express (p.12).

Chinese people deal with problems in a moderate way but it can be very subtle.
Hence, Easterners sometimes use the vague way in dealing with the others.
Generally Westerners are seen as using the opposite way of thinking in this
regard which has a focus on rational thinking and rarely discusses things on
purely emotional terms. Clear logical and very straightforward thinking can

sometimes guide some Western thinkers.

Chinese philosophy it would seem from this evidence to appear opposite
compared to Western cultures, which have a more clear definition but seems to
lack subtleness. It is more implied, but by extension can appear to lack clarity. In
contrast, Chinese philosophy seemingly lacks clarity however both of them can
complement each other. As Harvard University Professor Ben-Ami Scharfstein
et al says 27KH UHDVRQ IRU WKH JODULQJ RPLVVLRQ RI |
otherwise a philosophical tradition as rich as those of India and the West may

SHUKDSV EH IRXQG LQ WKH QDWXUH RI FODVVLFDO &Kl

The difference of the two mainstream cultures of the East and the West affect
and penetrate each other with the development of technology, society and
globalisation. The distance between them is being narrowed but they still have
their individual features. China has accumulated the philosophy of Confucianism,
Buddhism and Taoism during five thousand years of civilization. 37KH VXJdHVWLY
character of Chinese philosophy interlinked with the ideal of DOO &KLQHVH D
(Shan and Gan, 2008, p.13). Confucianism and Buddhism have an emphasis on
an inner awareness. Confucian poses that if you have a loving heart, you would
be beautiful, if you do not have it, you are ugly. The Buddhists proposed the
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concept of inner awareness2 WKH DHVWKHWLFV Rl pLQWHJIUDW
example, it means although something could appear beautiful on the outside, it
could have inner ugliness; however there is also beauty within that ugliness.

There is no perfection without flaws.

The dichotomy of these aesthetic philosophies assigned to make Chinese
people more restrained, subtle and poetic in their aesthetic tastes. In Taoism,
H\LQ DQG \DQJY DQG pYempbhask® @ bEaQiB ofUHdmmeng of
RSSRVLWLRQ DQG XQLW\ 7KLV NLQG RI EHDXW\ UHIHULI
HOLNH DQG XQOLNHY &RQIXFLDQLVP %XGGKLVP DQ
fundamental philosophies that built up Chinese traditional aesthetic ideas and

the social psychology.

2.5.1 Different attitude s on jewellery

Jade and piercing jewellery are two typical kinds of jewellery that can represent
the different attitude from Chinese and Westerners. Chinese academic Yilin Wei
(»82 C ) suggests Chinese people feel that the beauty can absolutely resonate
within their souls (2008, p.28). Jade is the most popular stone in China which
attracts so little interest in the West. Conversely, piercing jewellery is popular in

WKH :HVW EXW LVQ Y% Chinésd @eopleHFHLY HG

The same piece of jewellery can be assessed very differently because of the
different concepts and aesthetic points between the East and the West, while
arguably incorporating both internal and external aspects. Chinese people tend
to prefer the domination of the inner spirit2 uy£WSLULWXDO DZDUHQHVVY 7

aesthetic evaluation system runs from the outside to the inside. Easterners
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generally appreciate aesthetics from internal to the external aspect, whereas
Westerners seem to generally appreciate the external aspects more than the

internal ones (Wei, 2008, p.28).

Even if Western and Eastern people like the same kind of material, the choice of

material also has a very different place. For example, to make a comparison with

the precious metal 2 gold, in the journal of China Gems and Jades, the Chinese

academic Hong Liu ( H4Q explains, S3WKHUH DUH WZR IHDWXUHV 2
people choose gold jewellery. First, gold should be pure gold, the purer the

better. Second, the styles rarely change and type is very monotonous. If not the
HM'UDJRQ DQG 3KRHQL[Y LW LV WKH p'RXEOH KDSSLQHW'
ORQJHWYWARAY S &RPSDUHG ZLWK WKH DSSHDL
Chinese people are generally more concerned about the purity of gold being 22K

or 24K even though 10k-14k-18K gold is easier to manufacture. Western
MHZHOOHU\ VKRSV JHQHUDOO\ GLVSOD\ JROG LQ . DI
JROG LQ . DQG . HYHQ . LV UHDOO\ UDUH" ELG S
people are more concerned about the design of jewellery styles rather than the

material itself compare to Chinese people. Especially, the rise of non-precious

materials in contemporary jewellery design can better reflect this view.

2.5.2 Aesthetic ideology

The contrast to Western principles of aesthetics is rooted in the
contrast to Western philosophical premises of power, authority,
dominance, engagement, and control, whether of others or of
nature. The art produced by such a culture is a visual and
tactile expression of its values. The two cannot be separated.
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Nor, on the other hand, are wabi and sabi usually separated in
wabi-sabi art (Meng-hu, 2004).

As journalist Meng-hu explains above, Western culture determines the aesthetic

ideology of the West. Their basic thinking did not leave the rule of the absolute

FRQFHSW RI 3QXPEHU" DQG 3SRVLWLYH" WKLQNLQJ 7t
ideas are inseparable from natural emotional representations, rhythm, geometry,

balance and other external understanding of the

concept (Fig.23). This shows that Western

aesthetic ideas are export-oriented. This idea

has been affected for the purpose of

performance and formed as its main purpose.

It can be seen that Chinese jewellery design has Fig. 23: Jacqueline Ryan, 2008, ring,

not experienced any breakthrough in the past for Vitreous enamel and 18-carat gold

a long time; one of the reasons as the Chinese (Harday, 2012, p.151).

academic Tianyou Yang (" Y ¢ ) explains that can assist understanding this is

WKH IHDU RI &KLQHVH DQFHVWRUV S that 8dvhbdG HF H V

EH FKDQJHG HDVLO\ ZKHUHDV :HVWHUQHUVY DWWLYV

essentially different. Western concepts are always trying to negate their
predecessors so they can continue toward novel ideas, change and surprise,
trying to update things to overthrow previous theoretical concepts. This is seen
clearly in the development of modern science and technology in the West.

However, traditional Chinese thinking is constantly affirmed, denying future

JHQHUDWLRQV 3<HDUV RI H[SHULHQFH WHOO XV WKDW

terms of ideological emancipation but the emancipation of millions of ordinary

people is extremely difficult. Sometimes it is prohibitively difficult if you want to

VD\ VRPHWKLQJ WKDW LV QRW IRXQG LQ D@FHVWUL
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Whatever a person does, he or she has to see if there is a precedent. For

Chinese jewellery design it is thus very difficult to carry out significant changes.

Therefore, most Chinese people tend to not accept change frequently of artistic
context as people are in the West. In some ways, this can be described as the
Chinese national characteristic. In the Guangming Daily (2010), Genyou Wu ( d
i0 )wrote that, 37KH WUDGLWLRQDO &RQIXFLDQ FXOWXUH R
WXUQHG LQWR D QDWLRQDO FXOWXUH RI p5RRWVY DZ
FRQWHPSRUDU\ VRFLHW\" S &KLQHVH QDWLRQDO |
peRSOHYTV DHVWKHWLFY DV EHLQJ WKH SXUVXLW RI VRF

In general, Chinese jewellery does not attach importance to its form. Its content

is a traditional Chinese philosophy culture. This inherent culture in Chinese

jewellery has a very strong spirit of harmony. It is difficult to be alienated as the
Chinese academic Yilin Wei ( >82 C)
suggests, 3)URP WKH &KLQHVH SKLO
point of view, it is in line with the Chinese
traditional aesthetic concepts of being
UHVWUDLQHG VXEWOH DQG KDL
p.16). Its manifested aesthetic style has a
strong spiritual power and maintains
VWUHQJWK 7KH &KLQHVH
understanding of jewellery design is most
different between Chinese jewellery design

and Western jewellery design. The
understanding of Chinese jewellery design
Fig. 24: Hong Li ~ ¢ p(L. _ o ) o
Trigrams with Food > — >5%0 is still limited to its style. It is limited to

changing the existing form of products.
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These results in the contemporary Chinese jewellery market having a large

amount of jewellery, but the designs look similar to each other. The lack of
awareness of design concepts and form cannot lead to fundamental change.

Chinese style also does not purely use symbolised Chinese elements in its
GHVLJQ 37KH &KLQHVH VW\OH LV D FRQFHSW UDWKHU
example, jewellery designer Hong Li (~¢) LV ZRUNLQJ LQ M*LUDIIHY
FRPSDQ\ LQ +RQJ .RQTrigramd/with Edod \4 —>5%0 )J QHFNODFH
(Fig24 XVHG WKH V\PEROLVHG &KLQHVH HOHPHQWYV RI
pattern as the jewellery form which seem too literate. The meaning of
FRQWHPSRUDU\ MHZHOOHU\ GHVLJQ LV EURDGHU DQG
traditional understanding. Just technology with paintings and craft that create art

are not the same as design. Arguably any negative parts in the design should be

removed when designing objects for the body, such as superfluous details as
discussed in the section 2.3.1.2, jewellery design needs more than just complex

forms to be well designed but the aesthetic should combine social aesthetic

culture and creative activities.

2YHUDOO 3(DVWHUQ DQG :HVWHUQ FXOWiUWpHE2). DUH \
However, in the same areas, people already know how to find a balance in
culture to promote better development. With the development of globalisation,
the jewellery industry will be more culturally infiltrated and have a mutual
influence leading to the formation of a new generation of distinctive jewellery

design.
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3KLORVRSKLFDO FRQWH[WV RI pKDUPRQ\ E
QDWXUHT

This section will clarify the different contexts related to the Chinese philosophical
notion of harmony between man and nature.

2.6.1 Historical and philosophical context of harmony between
man and nature

Tai Ren He Yi
Y é 8 0
[The harmony between man and nature]

Characteristics of the each word

Tian [Y] Ren[é] He [8] Yi[O0]
The sky, Man, Close, Number
A day, Person, Together, (A, An, one),
The time, Hand, Integrate, Same,
A season, Human being, Combine Another,
Nature, People, Join, Whole,
The weather, Personality, Full, Undivided,
Fate, Character Fit, Once,
God, Proper, Particle,
Heaven, Total, Individual,
Universe, Equal,
Physical world,
Character,
Nature,
Moral value

Characteristics of the harmony between man and nature

Tian [ Y] Ren[é] He [8] Yi[O]

Nature Man Harmony One

Fig. 25: The explanation diagram of the harmony between man and nature (Jiang, 2011).
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To obtain a clear understanding of harmony between man and nature, first we
should understand the meaning of each word in order to get a better grasp of the
whole meaning. The meaning of the words are explained in the diagram below

)LJ HM7LDREDQV QDWXUH KHDYHQ RYrhEditsmhanG HWF
SHUVRQ KD@G PHWHHIV SURSHU ZKROH OFReasohed DQG
single, individual. These characters conjure up the notion that the heaven and
man are a harmonious whole, in effect, suggesting man and nature are joint as

one.

Looking from the traditional Chinese philosophy perspective, Chinese people
EHOLHYH WKIOW RDYLDYY Hwh@a@n) indluding the substance of

nature, dominance of nature, the fate of nature, natural day and moral day. The
substance of nature means that the sky exists in the ordinary day to correspond

ZLWK WKH JURXQG DV VHHQ LQ SHiR8® Bffhstu® befe@\ O LY H
to God which has a religious concept. The fate of nature is referred to as |uck |

The natural day has the same meaning as defined in contemporary natural

sciences. The moral day refers to the Confucian respect for human moral
standDUGV ,Q VXPPDWY 7 LWDKH UXOHVY DQG SULQFLSOH)
also known as basic principles and laws. It is also called nature from a more
DEVWUDFW OHYHO )RU H[DPSOH WKHUH LV D@sSROG &l
KHDYHQYV P RkP HyQrals, so must a gentleman ceaselessly strive

along (Y>|+ , K€8 j=Y ) 91n their Chinese philosophical book (2008) the

Chinese academics Shan and Gan described, SWKH QDWXUH RI WKH VN\
movement is endless, so the gentleman supports like WKH VN\TV XQHQC
VWUXJJOH DV SRVLWL{YH % the law of the Dnivetde tef all things,

WKH ODZ RI WKH UXQQLQJ ZR U®K 9FF ' Lréfepshex thedfdct< R X G D

that everything in the universe has its own path which has a logic in its own
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development and change. This notion also is further explained by Shan and

Gan:

,Q WKH ILUVW YROXPH RI WKH p1HZ +LVWRU\ RI &
JHQJ H[SODLQHG WKH DQFLHQW &KL@HVH SKLOR
the meaning of which is grouped into five categories: (1 37KH

matter of nature is the ether which can be grey relative to the

ground in daily life, what | now calls the sky. S'RPLQDWH

WKH VN\" RU 3WKH ZLOO RI +HDYHQ  ZKLFK
personification of religious supremacy of the will of God. (3)

) DWVRH WKH HWKHU" PHDQV OXFN LQ VWKH FRQFHSW
31DWXUH RI WKH GD\" LV WKH RYHUDOO VHQVH RI
S5LIKWSkR'XRU 230k DWOW UHV V H @s BedHthg N\

ultimate value of human moral life. It § the root of human moral

life and moral laws can be traced back to this (2008, p.16).

In relative terms, what does pUK&® T PHDQ LQ WKH SKLORVRSK\
between man and nature? Different people have different opinions and
explanations. Associate Dean of Guangxi Normal University for Nationalities,
Philosophy Professor Jinsong Zhang (Pa® ) WKL QN(\)JUKDQYH WZR OD\HL
meaning for a specific person and his/her subjective thinking and the thinking

ability of people (from my interview sources, 2011). From Heilongjiang University

of Science and Technology, the Chinese academic Yanjiao Teng (% 8£ 7)

explains, 30DQ LVGRDIURP QDWXUH" S ,Q %HLM
Professor Xianlin -L {6N C) opinion, 30DQ LV D PRUWDO EHLQJ’
From the point of view of eachol WKHVH LW FDQ EH XQ@é& M UWWWRRK
meaning of humanity itself. It can be explained from both the physical and

psychological aspects of people.

$PRQJ WKH PDQ\ LQWHUSUHWDWLRQV L(@)W KD Q& KLH) H

understood as reasonable and consistent in the philosophy of harmony between
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man and nature. Harmony between man and nature is ultimately reflected in the
unity of man and nature. The prerequisite is to create a reasonable relationship
of common ideology between man and nature. The necessary requirement is to
abide by the laws of nature and act reasonably for the development of human

VXUYLYDO 6R LQ WELIVPHORRNVHIWREHH DQG KDUPRQ\

n{D)T XVXDOO\ PHDQV QXPEHU ,Q WKH KDUPR@)YEHWZF
means a whole which is man and nature integrated as one. The layout of each

word and its meaning is summarized in Fig.25.

Traditional Chinese people generally see harmony as something that can be
obtained in a mutual encounter. Nature and man are originally a concept of
mutual opposites in ancient Chinese thinking. Nature is the highest category and
Supreme Being. In society and throughout the world, there exists a kind of group
who know how to think. This group is called man. sp7LD¥Y LV D W\SH RI QD
which has morality and is inextricably linked with humans. The core of harmony
EHWZHHQ PDQ DQG (QPWKVWIEQ WQDRZLQJ WKH UXOHV
PHDQLQJ RIYM7ZIGIRHY QRW PHDQ MQDWXUHY ,WdHIHUV
QDWXUH" 7HQJ S ving orB¢aRhSaDAHME&NLhimself are born
from the earth. Man belongs to nature. He is a part of nature. The relationship
EHWZHHQ PDQ DQG QDWXUH DUH LQVHSDUDEOH 7KH
QDWXUHY LV Witedtatisn dtddaryVof In@n learning how to live in

accordance with nature.

It is only when humankind grasps the laws of nature can they then find
themselves and understand the meaning of man properly through this
harmonious process. In most ancient times, there is the concept of fear, respect
and what is in accordance with nature so that it can make us respect,
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XQGHUVWDQG DQG JHW WR NQRZ QDWXUH 3%\ XQGH
combined with RXU KXPDQ WKLQNLQahd doic€pfs\Vcah Gbkb the
meaning of our human existence relate to the significance of the presence of
QDWXUH" =KDQJ $SSHQGL] 7KLY DOVR LV WKH
existence to reflect our rule of the understanding field. It shows the basic

FRQQRWDWLRQ RtePDQYTV H[LVWHQ

Therefore, nature exists as man exists. 7KH VLJQLILFDQFH RI PDQNLQC
depends on understanding the meaning of their own existence during the

process of understanding nature. Ancient Chinese philosophy embodies the

idea of such harmony between man and nature. This philosophy is constantly

infiltrated into every era of Chinese history. 3,Q &KLQHVH SKLORVRSK\ W
idea is the blend of subject and object which means harmony between man and
QDWXUH" 6KDQ DQG *Die formal cdcept of the main area of
&KLQHVH SKLORVRSK\ LV FRQVWDQWO\ FKDQJLQJ EXW
EHWZHHQ PDQ DQG QDWXUHY 7KLV LGHD LV SHUPHDW

7KH SULQFLSOH RI uKDUPRQ\ EHWZHHQ PDQ DQ® QDWX
of classical Chinese philosophy. It is also the lead and principle lines of Chinese
philosophy. It is one of the most basic ways of thinking for Chinese people.
MDUPRQ\ EHWZHHQ PDQ DQG QDWXUHY LV D PRGH RI X
the most impoUWDQW FRQFHSWV RI WKH pCaiRgR MndRI &KII
philosophical ideology, but it is also an important concept of Chinese traditional
FXOWXUH" )X S 7KLV SKLORVRSK\ KDV H[LVWE
society for thousands of years. The pharmony between man and nature§ ZDV ILUVW
proposed by Zi Zzhuang (" € ) (about 286 B.C. 1369 B.C.) (Yi, 2006, p.212). As
=KXDQJ VvVD\V 37KH QDWXUH LV WKH RQH VRXUFH RI DC
SRVVHVVLRQ RI RQHYVY RZQ HIJR W LV RQO\ WKH JUHD
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SULQFLSOHV™ )XQJFomFu®MTV REVHUYDWLRQ RQH FDQ
WKLV SULQFLSOH KLJKOLJKWYV WKH LPSRUWDQFH RI W
nature. It emphasises the use of the connection method to deal with its problem.

The principles of harmony between man and nature are based on the
relationship between man and nature in the centre to consider the problems

between the universe and human life. It is a way of thinking, a worldview and

involves cosmology.

HFDUPRQ\ EHWZHHQ PDQ DQG QDWXUHY ib\ChinekeH GRP
philosophy. 3& KLQHVH SKLORVRSK\ E\ FRQWUDVW ZLWK :H
the start emphasized immanence and unity. Where Western dualism led to an
opposition between man and nature, Chinese monism led to a harmony between
the two " (China Culture, 2005). It is one of the main differences with Western
philosophy. This philosophy was first proposed by Zi Zhuang (" € ) during the
Spring and Autumn period (770 £21B.C.). Then Zhongshu Dong (:“ "8B)
developed it as a philosophical system of KDUPRQ\ EHWZHHQ PDQ DQG
order to build on the core and the subject of Chinese philosophy and traditional
culture. It advocates that there is no clear distinction between man and his
surroundings. Man and his surroundings should be in mutual communication

and in a harmonious state.

The theory that man is an integral part of nature first originated
in the Spring and Autumn, and [Warring States (U/G H - )
periodls (770 £221BC). With the elaboration of Dong Zhongshu
(:"8B ) in thelHan Dynasty| ("y M) (206BC £20AD), the
theory was summarized and clearly presented by the
Confucian School of idealists in the Song (») (960 £1279) and
Ming (>) (1368 $1644) dynasties (lbid).

PhD 2015
(Catherine) Ting Jiang 94 | 448



Creative Approaches and Techey « (}E E A '0 *+ : A 00 EC «]RHamdny bwed®lan apdNZ3 u E [

Man and nature are essentially interlinked so everything should follow the rules
of nature being balanced and harmonious. It believes that nature and man are
not in a relationship between subject and object but are part of one whole entity,
distorted and original, the lowest and the highest level of relationship (Wang,
2010, p.83). There are three main views to support this idea: Taoism,

Confucianism and Buddhism.

&RQIXFLDQ HPSKDVLVHV Wik IE HXHWROMDWLHIQWRI DWW S HF
pay attention to a harmonious relationship between people, such as committing
to being humble, care for the young and so on. People innately have moral value
and principles by nature. This harmony of man and nature is a natural unity
without being sel-FRQVFLRX®FEXVIV SRVLWLRQ LV RQ WKH F
beings, unlike animals, are innately moral©~ 6 FK D U |V WITQp.HAR). Dhi3
refers particularly to the concept that human inherent qualities are derived from
nature. The inherent qualities of nature and man are the same. Nature is the
original moral value and principle. The Confucianism masterpiece of
1 7 K WCHatacter Scripture (9 4y )T VD\V 31R RQH LV ERUQ HYLO
WKDW VHSD WDeMgHA . IBFP+1296). This means that everyone is born
good and kind but they change as they grow up. Their environment and habits
they acquire will mean they develop good or bad characteristics. In addition,
Mencius (*€ ) and Xunzi 9p€) WKLQN 3(YHU\RQH FDQ EHFRPH D
effort. The only difference is Mencius (¢€ ) VWUHVVHY SHRSOHTTV LQ
conscience and Xunzi O9p€) HPSKDVLVHV WKH FRQVWUDLQWYV RI |
2012, p.21, Chinese PhD). If people can maintain an effort or constraints of
external forces towards goodness and avoid the various effects of the negative
factors, they would be able to feel the relationship between man and nature and

harmony with nature. Most people can improve their moral virtues in order to
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reach the realm of VDLQWYV 7KLV LV WKH SURFHVV RI pKDUP
QDWXUHT

Buddhist philosophy is against the knowledge that the object of

knowledge is a limited thing; the highest Buddhahood cannot

be grasped through knowledge. The highest Buddhahood is

DFWXDOO\ WKH UHDOP RI KDUPRQ\ BB MKWZHHQ PDQ
is like salt dissolved in water. Although the specific salt is

invisible it is still present throughout the water, it is fully

integrated with the water... (Shan and Gan, 2008, p.10).

From the Buddhist point of view, human nature has always been the Buddha,

SQRW RQO\ GR KXPDQV KDYH D %XGGKLVW QDWXUH WK
(Bai, 2003, p.81). Just because they are infatuated with the secular concept and

desire without even realizing it, once they are awakened to these ideas and

desires they understand they are not true, human nature will naturally become
HYLGHQW WKLV LV DOVR UHDFKHG LQ WKH Ilie@DO VW
VXGGHQ HQOLJKWHQPHQW DQG UHOHDVH %XGGKD LV
p.80). Buddhism stresses the epiphany, the sudden enlightenment of gden (/p)

the realization of the original truth that the essence of everything 2 the original

good condition, is by exclusion of misleading phenomena ugliness and darkness.
S3&KLQHVH %XGGKLVP LV DFWXDOO\ D SXUVXLW RI WKH
DQG QDWXHIHY S 7TKHUHIRUH %XGGKLVP LV D SX

grasping the original through thorough understanding.

,Q WKH 7DRLVW YYHELWRBD WXWUMHQRDQG SHRSOH DUH SDL
should follow the role of the world2 pn70R) Y WR IégpH\NMtdre and man are
originally unified. As Dr. Changguo Pu ((4 K- ) described 31DWXUDO ODZY |1

core of Taoism, people are just one thing in the world among millions of others.
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People do not have privilege beyond the things above. It advocates that people
VKRXOG UHWXUQ WR D QDWXUDO VWDWH E\ UHPRYLQJ
PhD). However, as people develop a variety of laws, institutions and ethics,

people lose their original nature, and become incompatible with nature. People

should exclude such shackles to liberate humanity in order to harmonise with
QDWXUH +HQFH 37DRLVWY DUH LQ XQLW\ ZLWK WKH W
universe (Tian Dao YFf) and the order of human society (Ren Dao éFf =~ %DL
2003, p.73). This is the spiritualre DOP RI uDOO WKLQJY DUH DV RQH

natural feeling of expression.

In the materialistic view, the material world is always moving; thinking reflects
existence, so thinking should also constantly change with time. Awareness of
the law of theuniYHUVH LQ &KLQHVH SKLORVRSK\ UHIOHFWYV ¢
the laws of the universe and nature which involves the main factors of world
constitution in ancient Chinese philosophy, such as the theory of the five
elements. These elements are metal, wood, water, fire and earth. They are
invisible when they morph into each other giving birth to their development.
Chinese Han Dynasty philosopher Zhongsu Dong (:“"8B ) (B.C.179 #88.C.104)
GHYHORSV WKLV YaBHWuU Xibg(KILp A+ DQG RWKHU GHVFEH
inherited and developed it. This philosophy has been the core and essence of
WKH &KLQHVH QDWLRQ IRU ILYH WKRXVDQG \HDUV 'RC(
the human spirit and the spirit of nature have become the ultimate goal of

&KLQHVH DUW"™ 'H S

This reflects one kind of understanding of the natural world, for a higher level of
understanding between the five elements, there are more abstract concepts of
the Yin and yang; Yin and Yang are more abstract and beyond the five elements
of things. The understanding of nature can be embodied in the whole process of
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understanding these abstract phenomena, but how are they embodied in man?
Jinglin He (... —F DQDO\VHV WKH EREBWNOF*XMKDWLPHQWLRQ
performance of yin/lyang and the five elements in the relationship between man
DQG QDWXUH 37KH FRQIOXHQYH arRll YanG HritheEfivaV Z HH Q
HOHPHQWYV UHIOHFWYV WKH LGHRORJ\ RI pODQ DGMXVW
LV ERUQ WKURXJK QDWXUHY ,W DOVR KLJeadgy sfWV WK
HWHOHSDWK\ EHWZHHQ #OR) P @ GWXAMMADKING (LdLc A
>N S Chinese people tend to use the understanding of this kind of
phenomenon to reflect a pursuit of our own, especially a pursuit of the
humanities and social aspects. For example, in Chinese society, there is an idea
of a mutual harmony, it talks about the five elements mutual generation and
restriction, emphasising the harmonious interaction of Yin and Yang and mutual
adaptation, and Yin and Yang are also reflected in the course of the pursuit of

harmony and performance.

The understanding of nature can simply be said that man holds the highest
presence. It enables us to produce a kind of awe of nature. Nature is the highest
independent existence of man. That is man should respect and fear nature

because that is the highest presence.

H+DUPRQ\ EHWZHHQ PDQ DQG QDWXUHY LV DQ LGHD ¥
basic aspects of society. It is derived for the areas of social development and
sets the standard of social life. For example, in ancient Chinese society, the
VRFLDO RUGHU LV UHJXODWHG E\ 3WKH WKUHH FDUG
virtues (94aAh)” WKLV SKLORVRSK\ LV D UHIOHFWLRQ RI |
They are nature being relative to man and also an independent supreme being.
3:X &KDQ@JA h). These are the Confucian virtues of benevolence,
righteousness, propriety in demeanour, wisdom and good faith (jen f, 1 y, i
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/l ,chih @ andhsin ©)XQJ S 7TKDW LV ZH VKRXOG L
basic points in daily life. There is a kind of element of basic human living within

nature (Fig.23).

7KH uKDUPRQ\ EHWZHHQ PDQ ghDifatee @Diheé dekidteficel &f W K H
lifestyle. It is emphasized in Chinese society. Specifically the lifestyles of people,

man and man; man and events should be in harmony. The idea of going back to

nature and respect for nature, where is especially reflected in the philosophy of

3/DR =KXDQJ  61/©&p.Zhuangzi ~ € H7UFYT KHUH LV QDW)
3% XGGKLVP SURYLGHG D QDaNcdhfibnation @w2artistd wth& Q W R
process of discovering how exciting art could become when freed from the
UHVWUDLQWY RI PDWHULDOLVP’ % D D¢ [oo@eGs oD FRE
interaction and integration between man and nature establishes a complete
pharmony between man and nature A return to nature and respect for nature

means everything in life should be in accordance with nature, follow the laws of

nature and respect it, so as to achieve harmony and unity between man and

nature. This is the highest existence to guide people, to act as a social guide and

virtues then our personal inner experience constitutes such a process in the
Chinese philosophy of harmony between man and nature. This process, in fact

the core of harmony between man and nature, is like a concentric circle. It is

VKRZQ LQ p7KH H[SODQDWLRQ GLDJUWDHYRIULDQER WAV $HF

7KH PDQLIHVWDWLRQV RI UKDUPRQ\UH®KWYWHH G ROWQWN I
HIWHUQDOL]HG WKH FRUH RI LW LV PDQ 7R UHDFK pK
as shown in the Fig.26, it has to be achieved through an iterative process from
internalization to externalization. This process is seen by man internalizing his

surroundings 2 an introspection and self-restraint process.
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Fig. 26: Diagram illustrating the notion of introspection and self restraint (Zhang, 2011, from interview

material).

In short, the Chinese philosophy Professor Junsong Zhang (P a4 ® ) says
KDUPRQ\ EHWZHHQ PDQ DQG QDWXUH LQFOXGHV
is a small world. Man is part of nature. Nature is the highest living force and
creativity. Nature and man form the original unity. Secondly, nature is the
primitive aspect of moral values and principles. People have moral values
through nature. Third, Human nature has always been the Buddha, finally, all
things are always moving " (2011, from interview material). The characteristic of
this philosophical principle is to pay attention to the harmony and unity of all

objects and grasp an overall and balanced understanding.

This philosophy seems to be in contrast with some of the Western cultures which

are separate from man and nature. It appears that throughout history, Western

3)LUV
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people have a completely different concept and life comprehension when it
FRPHY WR QDWXUH 36R *RG FUHDWHG PDQ LQ KLV RZ«
FUHDWHG KH KLP PDOH DQG IHPDOH FUHDWHG KH WHK
p.5). In the Bible it is said that God uses clay to make man, the whole universe of
nature exists for humans. Although they also believe that people are a part of
nature, it is the most essential part of nature. Humans overcome nature. The
Chinese academics Mingzheng Qiu and Liyuan Zhu defined this Chinese

SKLORVRSKLFDO QRWLRQ Rl p+DUPRQ\ EHWZHHQ PDQ LC

Confucianism and Taoism emphasized the aesthetic
relationships between man and nature from different angles.
Beauty and aesthetic activities are the unification between
man and nature, man and the natural world in harmony are
UHIOHFWHG LQ WKH DHVWKHWLF« WKH\ UHJDUGE
man and nature' as the root of beauty and art, emphasizing
that the aesthetic sense of the people should be consistent
with nature, achieving unification of aesthetic matter and
oneself, spirit and objects in the aesthetic process « This
philosophy is the reason why ancient Chinese aesthetics
portray a different national identity with Western aesthetics
(2004, p.114).

The concept of harmony between man and nature can be used as an important
origin of Chinese modern art concept which is evolving as the Chinese academic
Donli Xie (BR U9} describes, 3& KLQHVH DUWLVWLF VSLULW LV
multi-layered. If you use one sentence to summarize the spirit of Chinese art it is
MKDUPRMWZHHQ PDQ D QGZ0OQDAN ®itHelone hand, the creation
of art is closely linked to organic products between artists and the creation of
objects which cannot be divorced from the description of people and surrounding

things. It essentially cannot eliminate man and man, man and nature, man and
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the constraints of social relations in large areas. The theory of harmony between

PDQ DQG QDWXUH FDQ HQKDQFH WKH DUWLVWY{V SXUSI

On the other hand, specifically explaining the relationship between "man and

nature" is also a real relationship between man and hLY VXUURXQGLQJV
DUWLVWLF VSLULW FKDUDFWHULVWLF RI pKDUPRQ\ E
SHRSOHfV KHDUW DV D UHIHUHQFH DVNLQJ IRU WKHPYV
inner freedom to play with the world in order to achieve social harmony and
hDUPRQ\ ZLWK WKH ZRUOG" ;LH S IDWXUH L
regarded as including ethnic and social groups, the natural environment; man is

the reality of limited space and the environment which seems to involve the
individual, family or smalO JURXSV 37KH DUWLVWLF VSLULW RI
DQG QDWXUHY HPSKDVL]HV WKH UHODWLRQVKLS EHWZ
KHDUWYV ZLWK DUWLVWLF DFWLYLW\" JELG 7KH LGHD
was regarded as classic since ancient times. This is because it is the ideal of the

Chinese people and also is a rule to guide people's behaviour.

H7LOYQY FDQ EH XQGHUVWRRG DV UHVSHFW IRU WKH O
following design principles, materials characteristics and functions, etc in design.

pODQY DLPV WR LPSURYHG SHUVRQDO Fi@ovemebtW LR Q
and competition with himself. Designers not only continue to enhance their skills

EXW DOVR LPSURYH WKHLU PRUDOLW\ p+DUPRQ\Y VWU
and external which combine internal cognition (self-awareness) and external
FRIJQLWLRQ VXUURXQGL@Iy\émphagifad ifi that selfReacivm

should be improved in order to reach harmony between the inside and the

outside world.
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Tai Ren He Yi
Y & 8 0
[The harmony between man and nature]

Characteristics of the harmony between man and nature

Tian [ Y] Ren[é] He [8] Yi[0]

Nature Man Harmony One

Principles of the harmony between man and nature

_ Genuine Self-cognition Continually
Abide the
natural law spiritual External-cogni personal
:Gy8 20 » practice tion reflective
Q j HF80 =)yl

Approaches and practices of the harmony between man and nature

Holistic approach Harmony, Balance, Flexibility/Change

Western glass jewellery with harmony between man and nature

Fig. 27: 'LDJUDP VKRZLQJ WKH SURFHVVHV DQG GHYHORSPH(
QDWXUHY IRU :HVWHUQ JODVV MHZHOOHU\ GHVLJQ )UDPH:

This approach emphasizes a holistic approach to constantly grasp the problem
from an overall perspective in balance. Another is to flexible grasp the
relationship between the elements and the law of change in order to achieve the
purpose of harmony (Fig.27).
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2.6.2 Theinfluence of p&mony between man and nature fon
Eastern and Western art

7KLV PRQURXV UHODWLRQ EHWZHHQ PDQ DQG QDWXUH
achieve basic design skills and a deep understanding of

aesthetic, material features and relative technique skills.

On this basis, the perfect coordination of a variety of

factors can apply to works including the parmony

between man and natureY 7KH PRGHUQ LQWHUSUHWDWLRQ RI
&KLQHVH pKDUPRQ\ EHWZHHQ PDQ DQG QDWXUHY QR.
follows the other relative aesthetic principles.

Fig. 28: Isamu Nuguchi,

For example, the Japanese American sculptor and 1948, Prawing for Avatar

) Ink on paper: 19 x 8.9 cm.
GHVLIJQHU ,VDPX 1RJXFKLY{V siniasC DUH

The Isamu Noguchi

philosophy and approaches to this research. He follows Foundation and Garden
Museum, New York

the principle of ink to drawing, using a tracing method to (Munroe, 2009, p.150).

create a similar shape, and then strictly transfers the

two-dimensional form of the painting into three-dimensional sculpture. It is
possible that inspiration for this came from studying technique with famous
Chinese painter Qi Baishi (U€,-.#) in the 1930s. He cuts the marble as
biomorphic shape sculpture conveying the spirit of biomorphic, not just the
VKDSH RI ELRPRUSKLF @PDRREQEIQPWWHKHIHY PXVW EH
relative knowledge of designs that can be achieved. The American Asian art

historian Dr. Alexandra Munroe explains,
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But his subsequent ink-and-brush studies of these
sculptures articulate a fascinating structural
similarity between his method of slotting the flat
stone shapes together and the interlocking of
brushstrokes in calligraphy (Fig.28). These
calligraphic  reinterpretations of the stone
sculptures also incorporated certain South Asian
elements, however. For H{IDPSOH 1RJXFKLYV WLWOH
one of his slotted-stone sculptures, Avatar (Fig.29),
indicates an association between the phallic hooks
of this work and the Hindu myth of the avatar or
incarnation of the deity Vishnu in the form of a

Fig. 29: Isamu Noguchi. ~ gigantic boar (Munroe, 2009 p.150).

Avatar, 1947 Georgia

pink marble, 198.2 x

83.8 x 61cm.
Kroller-Muller Muscum, ~ From any other perspective, the parmony between man

Otterlo, The Neherlands.  and natureY SULQFLSOH LV QRW VWDWLF L
(Munroe, 2009, p.150)

Relatively, different audiences have different perceptions.
One of the principles of Min and YangLQ pKDUPRQ\ EHWZHHG@® P DY DC
WKH pSRVLWLYH DQG QHIJDWLYH UHODWLYLW\Y )RU H]J
have their own style, but this style is not always agreed or accepted by everyone.
The style is only relative to people who like this style. This kind of audience will
KDYH UHVRQDQFH 7KLV UHVRQDQFH LV uSRVLWLYH U]
GHVLIJQHU LV WR GHVLJQ IRU GLITHUHQW FXVWRPHUYV
DQG WKLV LV WKH pQHJIDWLY H§designDh prydutviofmatthHQ G H
the customer{\VZLVKHV LW FDQ EH VDLG pKDUPRQ\ iEHWZHI

between designers and customers.

Other than Eastern artists and designers, Western artists and designers also
XVH pKDUPRQ\ EHWZHHQ PDQ DQG QD WeXpeiHdpsLndt WK H L
fully aware of it. For example, the American artist David Smith has learnt
techniques of ink strokes and applied them to the three-dimensional welded

steel sculptures. He realized the potential of calligraphic form to dissolve the
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mass and volume of sculpture by means of welded
VWHHO 3ZWDXWKQZR WKV DV pu7KH) /HWW I
in which he distributed strokes of steel across a
YHUWLFDO SDJH OLNH IUDPH RI R
envisioned a poetic relationship  between

brush 2 driven ink and welded steel.

As my material already possesses strength
akin to the Japanese power-stroke intent, |
take delight in using steel as a fluid

Fig. 30: David Smith, 1950, jihe (Munroe, 20009, p_149 ﬂSO)_
Letter fwelded steel, 95.6 x 58.1 x

23.5 cm, Munson-Williams-Proctor
Arts Institute, Utica, New York

(Munroe, 2009, p.148). From 1950 fihe Letter fto the 1951 Hudson River
Landscape fland then in 1957 (@ Drawing { this
developmentisthe WUXH UHIOHFWLRQ RI pKDUPROQ\IFEIBSY ZHHQ
he Letter fis a preliminary attempt to imagine the writing of calligraphy in
three-dimensional welded steel pipe sculpture, welded steel pipe instead of
using calligraphic brush strokes. 1951 "Hudson River Landscape" is more use of
the curve, but still clumsy, not smooth. When developing the 1957 "O Drawing",
his work saw a huge improvement in quality. The work flowing lines pause and
transition in rhythm, as if at once. After seven years of development, he himself
acquired more understanding of ink work; the first use of liquid steel is much
closer to the writing of steel with the softness of the brush. The more he
understood ink work the more closer he was to making steel with softness of the

brush by using liquid steel.
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2.6.3 Theinfluence of p&mony between man and nature fon
Chinese art

This philosophy has been used in all aspects of
Chinese society, astronomy, medicine, architecture

and other aspects of history for thousands of years.

The harmony of the human spirit and the spirit of
nature has become the ultimate goal of Chinese
art (De, 1960, p.252).

2.6.3.1 Calligraphy

In the arts, this philosophy was mainly used in Chinese
calligraphy, painting and architecture throughout

_ Chinese history. An example is the modern
Fig.31: *X *DQ M

RI 6XSHUPH %OLVV calligrapher Gu Gan ( ¢ ) who uses this philosophy in

2002, p-183). his calligraphy (Fig.31). This notion is further explained

by the author Gordon Barrass:

As Gu Guan further explored his own outlook on life in the late

1980s, he was increasingly drawn to the traditional Chinese

view that _NQDWXUH DQG KXPDQV DUH EXW RQHY
nature is constantly trying to resolve itself into a harmonious

whole, where opposites are held in balance and extremes

reduced (2002, p.185).

PhD 2015
(Catherine) Ting Jiang 107 / 448

VHQ



Creative Approaches and Techey « (}E E A '0 *+ : A 00 EC «]RHamdny bwed®lan apdNZ3 u E [

7KLV VKRZV WKH ShErmory veveéh\marn apd naturef HPSKDVL]HG L
art that is to find a balance between opposites and reduce an extreme from one

of them and hormonally integrate them into overall beauty.

2.6.3.2 Chinese painting

Western sketching and painting tend to show a sense of volume, light and
shadow. They pay more attention to making things look three-dimensional.
Chinese drawings tend to show the spiritual connotation through the lines drawn.
As Dr. Man Yee Sandy 1JfV 3K' UHVHDUFK GHVFULEHV WK
Chinese and Western paintings, Chinese paintings usually are made in a

two-dimensional perspective.

Western painting tends to show issues of society, history and
life. Chinese painting tends to depict the individual, the
fragment and the sensation. Their differences have a lot to do
with individuality, mentality, custom, region, weather and
different environments of their ethnicity (Ng, 2005, p.81, British
PhD).

&KLQHVH SKLORVRSK\ RI WKH pKDUPRQ\ EHWZHHQ PDQ
concept and principle of Chinese painting (Yang, 2011, Appendix.1). This can be
seen as one of the most different factors with contemporary Western art. It was
used in painting mostly as harmonious state base on spiritual, not an intense on

physical concepts.
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Fig. 32 =KDQJ =HGX® QTV péace Reigns over the River ($5 > :"& . ) T(Barnhart, 2002,
p.106 2 107).

7KH FRPSOH[LW\ RI WKH p3HDFH($5H1'dQ VY(Ry32Uhas/ KH 5L
extensive scenes and rich characterization to reflect the Confucian ideology of
MKDUPRQ@HERBWDQ DQG QDWXUHY 7KLV DQFLHQW JHQ!
=KD QJ =HQRDQQ)Invonumental work in the Northern Song Dynasty (G »)

(A.D.960 #A.D.1127). The painting is like a documentary to show the historic

features about the Capital of Bianliang ("= =) for the audience in the Northern

Song Dynasty. 37KH VFUROO UHPDLQV D YLYLG LPderitity RI GDL
&KLQD DQG D SDQRUDPD DFURVV ZKLFK RQHTV H\HV
(Barnhart, 2002, p.104). ,\W UHIOHFWHG SHRSOH Y Vthughaual VWD Q
"harmonious and stable" scene. There are over 550 people, 20 ships and 20

carriages and everywhere depicts a scene of prosperity. The picture also

portrays various activities of different social classes of people which followed the

feudal society of the "three cardinal guides and five permanent members (944 A
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h)". it is above all an image of commerce and the virtual epitome of realism in

Chinese painting * Ibid, p.104). In terms of aesthetic ideology in the painting, it
integrates the social character, bridges, rivers, trees, ships and other natural
ODQGVFDSHV LW HPERGLHV WKH KDUPRQ\ RI WKH LG
EHWZHHQ PDQ DQG QDWXUHY

Fig. 33: +XDQJ *RQJZD&ma RV
H)XFKXQ ORXQWDLRV )T
(Chinese Calligraphy Home, 2011).

The Yuan Dynasty painter Huang Gongwang (T ce§ GUDZV pu)XFKXQ ORXQ\
(GUju. )Y(Fig.33) also showing this philosophy from the Buddhist
perspective. It stresses that people preclude desire and distractions and
thoroughly master real essence in full comprehension (Section 2.6.1). 37KH
purpose is to create harmony between man and nature, to purify people and
DYRLG WKH H[SDQVLRQ RI VHFXODU GHVLUH DQG PRYF}
the spiritual home. This is exemplified in the work of the painter Huang
GRQJZDQW 2008, p.175). This painting started in A.D.1347, the painting
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mentioned in the text that he painstakingly observes and tries to ascertain how

to paint it in a time-consuming three to four years that it took to complete. The

content of approximately 80% of the painting is of Tonglu Fuchun River (€A i

U"e ) views, 20% of Fuyang ( GLc) views. It is a very large painting; the width is

32cm, the length 688.3cm on six sheets joined together in the form of a scroll

depicting the beautiful scenery on both sides of the Fuchun River (i U"e ) at the
beginning of autumn (Chinese Calligraphy Home, 2011). The painter used his

own deep understanding and painting skills to create this cross-strait landscape

in incredible harmony through his observation of scenery from different periods,
SODFHV DQG DQJOHYV ,W UHIOHFWV WKH SDUMWeHUTV S

through his spiritual insight.

Chinese landscape painting theory has gradually developed since the Tang

Dynasty (@ N) (A.D.618 #A.D.907). Landscape painting has been regarded as

the crowning art among several Chinese forms of painting in China because it

FDQ EHVW HPERGRH)WKHKH®WR ZKLFK FDQ EH VDLG WR
EHWZHHQ PDQ DQG QDW X U H patrihgLiazisestbnthe) infsersy L R Q D
EDVHG RQ WKH FUHDWLRQ RI WKH p'DRY VSLULW DV LF
imitates objects in reality as the final goal but always tends to contain the artistic

spirit as a standard. The Taoist glorification of nature opened a new vista to

artists and imbued them with a new sense of freedom. The harmony of the

human spirit and the spirit of nature became the ultimate goal of Chinese art.
SuW'DRHNY LV WKH KLIKHVW UHDOP RI EHDXW\ RQO\ ZKH
spirit guide of Chinese arts?2 p'D@®f)Y \RX FDQ XQGHUVWDQG WKH Q
EHDXW\ RI &KLQHVH WUDGLWLRQDO SDLQWLQJ" ,ELG
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Fig. 34: Guang Yang Y \Lcy)

Bpring Landscape (UM Uy) T
(2010), 136cm x 68cm (Liu,

2010, p.7).

7KH 7DRLVWYV LGHRORJ\ RI pKD WMERMX UB-HHIWLAH Hi@ EFRROGQ. H
contemporary famous Chinese ink painter Guang Yangf\Lc y) fpring
Landscape (UM Uy) {(Fig.34). It describes a landscape, layers of mountains
plunging straight down to the waterfall, shrouded in clouds, peaceful farmhouse,

gurgling water and boats coming to shore. These seemingly cluttered scenes
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through a combination of organic harmony create a spring peaceful artistic
conception. 37KH EHDXW\ (RATHZIMRQRW VHQVRU\ VWLPXOD
XQRVWHQWDWLRXV pV LCPRSLOMUIRULE plE). XTHe \fhintiqy also
reflects the Taoist advocated time-space unification and unity of subjective and
REMHFWLYH DVSHFWV LQ WKH LGHRORJ\ RI |Bring PRQ\ |
LandscapeyY LQWHJUDWH WKH DUWLVW KR PHMORZAY *RAL OIR
landscape by these seemingly plain natural elements together, so that the
YLHZHU RI D SDLQWLQJ FDQ EH IRXQG LQ D NLQG RI plt
IRUJHWWLQJ ERWK \RXUVHOI DQG WKH H[WHm@DO ZRI
HKDUPRQ\ EHWZHHQ PDQ DQG QDWXUHY $00 RI WKRV
KDUPRQLRXV FRPELQDWLRQ RI PDQ DQG QDWXUH LQ pV

2.6.3.3 Chinese garden design

7KH &KLQHVH JDUGHQ LV SHUPHDWHG ZLWK Widdh SKLOF
DQG QDWXUHY IURP LWV EXG WR HVWDEOLVKPHQW
coherence. Ancient Chinese garden design is its physical form. It respects the
GHYHORSPHQW RI QDWXUDO ODZV DQG DGDSWV WR
Chinese garden designer knows how to respect nature and learns from nature

IURP WKH EHJLQQLQJ" &KHOQ S

The Chinese classical garden is a natural landscape style of garden created by
writers, painters and gardeners. The basic characteristic of Chinese garden art is
to pursue natural interests. The form of different types of buildings is created for
admiring the view and cultural tastes. The plants match the freedom of the
landscape layout. The road loop twists and turns to reach the perfect

harmonious realm of integration of the natural environment, aesthetic appeal
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and ideal beauty. It has rich natural landscape garden art space. It is not just for
living but can also be a beautiful landscape in which you can explore. Suzhou
gardens (8y C ) are a typical example of the existing Chinese classical
garden design with the philosophy of harmony between man and nature. It
applies to the natural laws in garden design. Although it is man-made, it has the

same purpose as nature.

Fig. 35: Lingering garden (+%o ) (A.D.1644 #A.D.1911) in Suzhou gardens (8y C )
(Ting Jiang, 2003).

A typical classical Chinese garden of lingering parden (+%o ) (Fig.35) was built
in A.D.1644 which is part of Suzhou gardens (8y C ). Italian Mannerist is a
typical classical Western garden built in 17 century (Fig.36 ,W{V HDV\ WR VH
difference between these two gardens when comparing them. Along with the
transformation of nature, one of the biggest differences between Chinese and
Western classical garden design is whether to highlight the natural landscape or
architecture. Westerners tend to focus on the performance of a

human-controlled, orderly, rational nature, pattern-combed artificial garden.
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According to Dr. Xianggiang Chen (Lx-(j ) who graduated in Landscape
Ecology from Zhejiang University from China, Chinese traditional architectures
and gardens focus on the display of pure natural beauty, completely flexible
natural architecture and gardening practices (2007, p.14, Chinese PhD). They
can be set up independently according to requirements. It can also combine
corridors and walls to become courtyard groups. Building spaces can have

twists and turns of change and be richly colourful.

Fig. 36: Villa Lante, Bagnaia: Fountain of the Moors (Mosser and Teyssot, 1991, p.95).

Confucian advocates the ideology of harmony between man and nature in
coordination and harmonisation with architecture, nature and the social
environment in dealing with the relationship between architecture, people and

the environment. The general methods of Chinese traditional architecture are in

turning big elements into small ones. It is very suitable for the Chinese garden

layout and the needs of the cRQFHSW RI1 ODQ GV HandsEhp bsMihel Q R |
PDLQ EXLOGLQJ DV VHFRQGDU\Y 7KLV LGHD DOVR
Chinese garden design.
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2.6.3.4 Chinese Craft

In the National Taiwan Craft Research
Institute the creative the Yii collection (Fig.37)
used an integrated approach between
ceramic and glass, patterns between
simplicity and detail to achieve seamless
results. Top to bottom, from inside to outside
the change is natural. The three craft works

can be viewed independently as well as one

combined piece. As mediated by British artist 79 37+ National Taiwan Craft Research
Institute Nii $ollection in Design Museum,

Anna Faherty: UK (Faherty, 2011, p.188).

The first Yii collection draws on the intuitive wisdom of ancient

culture, where a focus is placed on skilful craftsmanship and

manufacturing processes deeply rooted in a harmonious

relation between man and nature. The pieces include
MHPEURLGHUHG ODFHY SRUF-EbCoorne@®stedk ZOV D VLO]!
and Starbucks coffee cups made from basketwork, ceramics

and blown glass (2011, p.188).

It looks like the growth of the trees, by the thick branches to the nascent bud,
with no abrupt placH 7KLV IXVLRQ LV D mhaQdoyHhetweenwhaiR Q R1 |
and nature § The combination of glass and ceramic is also similar to the

combination of different materials deployed throughout the thesis.
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2.6.4 The influence of the philosophy of harmony bet ween man
and nature fon the aesthetic jewellery design

In order to understand contemporary jewellery design, there are two aspects to
H[SODLQ ZLWK UHJDUG WR WKH LQIOXHQFH RI WKH SKI
DQG QDWXUHY LQ FRQWH RSB FisD tdeé kMdHo? jevzellery dasighH V L
LQFRUSRUDWLQJ WKH SKLORVRSK\ RI puKDUPRQ\ EHW.
introduced. Second, a comparison will be made between jewellery designs

ZKLFK KDYH WKH LQIOXHQFH RI WKH SKLORYV RDW XU HIK

with those that do not incorporate this.

What kind of jewellery design is in line with the philosophy of harmony between
man and nature? How can harmony between man and jewellery be achieved?
The relationship between man and jewellery can also be resolved in the
concentric circles of the relationship between man and nature. They are
designed through the feelings of surrounding things to design the jewellery. This
LV WKH SURFHVV Rl PDQYY LQWHUQDO QDWXUH DQG
during the period of wearing jewellery, such as poorly designed parts that need
to be modified, jewellery also has sentimental value and psychological protective
effects. They are endowed with meaning by man. This is the process of man

externalising nature.

Jewellery is designed around the human body from an appearance and
functionality perspective. In my opinion jewellery is best when it meets both the
physical and psychological needs of the wearer. Physically wearing jewellery
should conform to the shape and range of motion of the body§ natural

requirements in order to be comfortable to wear. Secondly jewellery is most
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used for decoration and memory. It is almost a
necessity to meet aesthetic requirements to meet
the psychological needs of people. Chinese glass
accessory design combines artistry and practical
function (Wu, 2014, p.27). Some Western designers
also used this approach in their art work. The

following examples can demonstrate this and most

Fig. 38: Nora Fok, 2008 22009,
U & L U Reokpieck, knitted and
knotted dyed nylon (Hardy, 2012,  €fficiently how to apply this philosophy into

p.68).

chosen are Western since it can be evaluated more

contemporary western jewellery design.

Nora Fok is from Hong Kong and works in the UK.
Her tFLUFOHVY QHF8Y Ssl bl Btccessiul
example of bulky jewellery in the choice of materials.
She uses lightweight dyed nylon woven into
different sizes to form a colourful mesh circle; there
is a different layout arrangement to form a dreamy
effect. The use of a black background is in stark
contrast with colourful jewellery and plays a
contrasting role. It makes the large piece of

Fig. 39: Helfried Kodre, top brooch,

2010, stainless steel, silver and necklace light as it is made from knitted nylon. If
gold, below brooch, 2009, lapis  meta] components in this design were used, it would

luzuli, silver and gold (Hardy, 2012,
0.96). be very heavy, wearing it would be very

inconvenient.

The Austrian designer, Helfried Kodre (Fig.39) applied a paper folding effect to

his brooch design. This is an example of feeling their surrounding elements from
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the inside to the outside. Gold, silver and lapis lazuli nicely show up the book

paper texture and folder feeling from their co-ordination of texture and colours.

The Australian designer, (ORGLH 'DUZLVKY{V up3RFNHW) &&0OLS
designed in an innovative way which is easy to wear. It combines the
functionality of a clip and decoration. There are several simple coloured designs
for the audience offering several choices. This design work arguably is a

successful process whereby the designer internalises nature as inspiration.

Fig. 40: (ORGLH 'DUZLVK pn3RFNHW  Fig. 41: Christel Van Der Laan, 2004, p3ULFH
powder-coated stainless steel (Shaw, 2006, p.102). % D Q Jdold-filated stg silver, polypropylene
swing tag ends (lbid).

Christel Van Der Laan is also an Australian designer. Her polypropylene swing
WDJ HQGV ZLWK WKH (FgUlL)roHie heteridiouned, Jiathiakes the

generally solid stiff bangle light and smart, it moves with the wind.

Compared with the list of jewellery design, there are some opposite examples.

They might not necessarily have Eastern influences that contain the comfortable

6|

wearable function in jewellery. American designer Stanley LechtzLQfV ZRUN

RusHere Bracelet] )AP) uses materials of Selective-Laser-Sintered, (SLS)
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glass-filled nylon, rubber O-rings. As pictured, the bracelet is very big and
chunky and it is not ergonomic. When people move, it could easily cause
damage to the body. This does not meet the purpose of comfortable to wear
jewellery in accordance with the philosophy of harmony between man and
nature. Due to the glass pieces being very large and easily damaged, it cannot

be worn for long.

42 43

Fig. 42: Stanley Lechtzin PusHere, 2006,
bracelet, Selective-Laser-Sintered (SLS)
glass-filled nylon, rubber O-rings (llse-Neuman
et al, 2007, p.133).
Fig. 43: Stefano Marchetti, 2006, necklace,
plate glass, yellow gold, silver (Ibid, p.141).

44 Fig. 44: Francesco Pavan, 2000, brooch, plate
glass, white gold (lbid, p.159).

Italian designer, Stefano ODUFKHW WLV Q 8) Fubke® bareHrecldndular
glass angular designs. The cross-dimensional multi-piece glass design and
single-line connection is extremely unstable. Fellow Western designer,
Francesco 3ADYHTV EURRFK @Hhas 0 matedals; plate glass and
white gold also appear separately. Two objects seem like two parallel lines, they
disjoint but also connect. Both of them have rectangular glass pieces that are

angular and mechanical, can be easily damaged and the angular glass design
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can cause harm to the human body. These three-dimensional designs are
extremely unstable and very unsuitable for wearing. Arguably, some of these
kinds of designs are typical manifestations of Western culture separating man

from nature.

Some other pieces of jewellery design might not have wear-ability in mind where
they were conceived. It could be argued that the designers are more concerned
with the concept behind the pieces or the materials used rather than wear-ability.
Such as the picture 45 shows the designer more concerned with the materials
and German jewellery artist Katherina 9 R Q H M (WU F Re@ lekdment (Fig.46)

more concerned the ideas of ornament.

Fig. 45: Unknown, glass ring (Wu, 2014, p.29).
Fig. 46: KatK HULQH 9RQHV M(DUFRQFKY (DU 2UQDPHQW KWWS

The Czech Republic glass artist 6 YDWR SO XN . D \(Bg3.49)Vis Afovthdr
example for artist more concerned with the different ways of wearing jewellery by
using glass and metal as materials. The artist sets discs and lenses of clear cut
glass and slightly tinted glass with a partially etched or matt surface, into fittings

of rhodium-based metal with a silvery and gold surface. He later expands the
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traditional necklace and bracelet
typology by anatomically shaped
jewellery resembling large sculptures
which are wound around the neck and
continue down the back to the waist

(Evans et al., 2005, p. 23).

Whether wearing jewellery or an
ornament, Chinese style seems biased in

Fig.47. 6YDWRSOXN .DVDO\TV QH favour of being two dimensional and has

(http://svuv.cz/autor/Kasaly.html). ) ) ]
a curving decorative style. There is rarely

a three-dimensional sense of strong
VKDUS OLQHVY LQ MHZHOOHU\ 7KLV PDWFKHV &KLQHVH

which is in contrast to some Western jewellery designs.

2.7 Practcal EDVHG DSSURDFKHV WR uKDUPRQ\ EH
QDWXUHT

2.7.1 The princip le of philosophy of parmony between man and
nature fto create Chinese paintings

7TKXV LQGLFDWLQJ WKDW WKH p%RRN RI &KDQJH
ZD\ Rl pPRGHUDWH WKLQNLQJY LV SKLORVRSKLF
subjectivity presumption. Therefore, the ideological principle of

"neutrality” can also be known, the way of moderate thinking

works (Ju, 2001, p.161).

The above notion by Chinese philosopher Xi Ju (MD ) can be demonstrated

though my work. The philosophy of hKDUPRQ\ EHWZHHQ P& DQG C
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used in my paintings and they were mostly executed in a state of harmony. This

FDQ EH GHVFULEHG DV D uyPRGHUDWHY DFWLYLW\ DQG

ModeratH WKLQNLQJ LV DQ DGYRFDWH RI &RQIXFLDQ PHI
QHXWUDOY ,Q WKLV LQVWDQFH pQHXWUDOY GRHV QR
find the middle of two extremes, but it is to find the most suitable one. The
intended meaning is actually to deal with the problem and not to go to extremes,
but to find the most suitable method of handling a particular problem (Kong,

B.C.483 #402).

To achieve pPKDUPRQ\ EHWZHHQ P IBQotlgang taeRtidixes by to
find the most appropriate way to deal with the problem. The principle of
MKDUPRQ\ EHWZHHQ PiD Quaiidityg@& embidiedinHie form of basic
painting techniques of composition and some paintings were used to express
WKH &KLQHVH SHRSOHYfV VWDWH RI PlLdpgdsitedVsugiP SKD VL
DV WKH SULQFLSOH Rl p<LQ DQG <DQJY 7KHVH DSSURI
contemporary art approaches; which appear to take a more intense and

conflicting approach, rather than a harmonious one.

Chinese painting, from the incomplete expressions of
curvaceous beauty, gradually developed into the third period of
simplistic and timely expression. We could clearly conclude
that there are two principles: on the one hand it is related to the
environment and mentality, while painting materials and
techniques are also relevant (Ng, 2005, p.81, British PhD).

,Q 1JYV 3K' UHVHDUEFK KH GHVFULEHV WKH GLII
Western paintings as a key difference between Chinese and Western paintings

having a lot to do with traditional customs, religion and environmental factors
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among other things. It should also be noted that Western paintings seemingly
often reflect issues of society, history and life, while Chinese paintings seem to
reflect the individual artist. Chinese painting is usually not based on physical
concepts, but it is spiritually based. It emphasizes towards holistic approach and

harmony and it is this approach that is applied to my jewellery designs.

7KH SULQFLSOH RI SKLORVRSK\ RI phKDUPRQ\
nature §f WR GHVLJQ JODVYV LQ P\ MHZHOOHU\

Abiding by the principle of aesthetics and practises in glass jewellery design are
one of the ways to achieve harmony between man and nature. It is by nature
dependent on different materials and characteristics to give different designs. A
better understanding of material characteristic is the foundation to find the most
suitable design solution. For example, glass is organic, free, colourful, malleable,
transparent, and flexible and has strong refraction of light characteristics. Due to
the lower melting point of glass, the design production is easier. To fire a number
of works of art, glass is not difficult and they can be designed in accordance with
the needs to create a variety of textured effects, especially in light refraction,
reflection or transmission. Transparent glass is the best to show the refraction
and the changing of glass inside. ,Q KHU ERRN p:HDULQJ *ODV\

Kulagowski (2005) describes glass characteristics as:

Glass by its very nature invites wonder; it can be transparent,
translucent or opaque; lustred, sandblasted or metal leafed;
colour can be solid or applied as an outer or inner layer
depending on the ultimate, desired effect. Whether cut, cast or
blown its very fragility fascinates and entices me as designer,
inviting a very different response to that of a semi precious
stone, acrylic or metal (p.16).
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In addition, it has to be mentioned silver is another important material used in
this research. Silver is a well-known precious metal. Silver has a metallic lustre,
opaque and a solid-VWDWH 37RGD\ IRU WKH P PprowctSDthkeWw VLO
refinement of gold, lead, copper, or zinc ores, with which it is most frequently

DVVRFLDWHG LQ QDWXpf). SQWUDFKW

In comparison to other precious stones, glass has some advantages which the
other precious stones and metals do not have. Glass is relatively easier to shape,
can be colourful, changeable and has strong refraction. In this research,
coloured resin was not used because it does not have the same qualities of

glass ? it is denser, unnatural and looks relatively cheap.

Due to the rise of contemporary glass art recently, non-precious materials began
to occupy important position in jewellery design; glass has its own plasticity and
its uniqueness. However, glass has the disadvantages of being fragile, with
lower melting point and is relatively heavy. These shortcomings become crucial
and it is one of the reasons that it does not have a presence in the jewellery
showroom. This research has explored various ideas in which some of these

problems are analysed and these are discussed further in Section 3.3.

The principle of harmony between man and nature can be recognised from

ancient times and it suggests that personal and holistic development based on

abiding the natural law of nature, as Chinese Professor. Mu Qian (JaOv) VDLG 3, W
can be said that since the spirit of Chinese culture and tradition, people have

been noted that does not violate heaven, not contrary to nature, but also with
QDWXUDO LQWHJUDWLRQ RI WKH |PWAH InWie RseDA@ FLHQV
design this can be understood to foster strengths and circumvent weakness. It

can be reflected in the use of materials in both abiding characteristics of glass
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and silver to optimise the design. The materials and design can be well

integrated.

2.7.3 Philoso phical and practical analysis of  parmony between
man and nature § LQ VL[ PDLQ SKLORVRSKLFDO SRLQWYV

L, QW HJ UYinVendR@n@R(LdLc 80 T

The concept of Yin and Yang appears as early as the Chinese Oracle (17
century B.C. 11 century B.C.); Yin means the weather is overcast; Yang is used
for place names. The original meaning of Yin and Yang is to illustrate the
direction of front or back and dark or light. The Chinese academic, historian and

writer Qichao Liang (+ _CH) writes:

Yin refers to the shadows, which are sun-protected areas, or

refers to hazy weather; Yang refers to the bright side that is

able to see the place of the sun, it can also be expressed as

warm and clear. Yin and Yang ZRUGV DS SHDhé BoQk WKH L
of Odes B 4VyY it says the original meaning of natural
phenomena is more profound and mysterious (1982, p.349).

Inancient CKLQHVH WUDGLWLRQaND © BQR X AbaDKAlAKce ¢af life
prevails in all aspects of Chinese lives. According to this view everything is
inter-dependent, not separated. There is no one thing or form that can exist
independently of the whole, but each one has a connection between things
within the overall environment 2 in a state of harmony in which everything is
unified as a whole in the world. A binary compound of Yin and Yang shows an

DSSDUHQW 3GXDOLW\" RI WKLQJV
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Even in ancient times there were other attempts to
explain the phenomena of the universe through the
WKHRYMNBWdMDQJY WKDW LV WKH WZR |
represent, respectively, female and male, darkness
and light, soft and hard, inactivity and activity, etc. The
interactions of these were generally supposed by later
Chinese thinkers to produce universal phenomena

(Fung, 1952, p. 32).

Fig. 48: Giovanni Corvaja,

2008, p)L G H O L WhdldenL
| O H He6lleicfion), 18-carat Another approach is to use the same material showing

gold (Hardy, 2012, p.52). Yin and Yang in two extremely opposite ways such as in
*LRYDQQL &RUYDMDYV p)8)GHEOLWN\Y] ULQ
Italian designer and his work uses one material which is gold to make a plush
texture on the outside and a bulky metal texture on the inside. Although there is

only one kind of material, it also provides the effect of Yin and Yang.

The idea of Yin and Yang is a manifestation of the use of contrasting jewellery
forms or materials for the design of rigid materials with soft materials. The use of
two opposing textures gives contrasts to the materials. When two very different
materials are placed together, it will form a strong textural contrast, the hard
material is harder, and the soft is softer. For example in this research using
metal and glass, the glass appears to be more reflective, the metal appears

stronger.

As the diagram above illustrates (Fig.49) Yjin and YDQJY VHHPLQJO\ KDV
concept of opposites. It seems to have opposing connotations to one another,

but by extension they are mutually exclusive, and mutually complement each

other. Their sum is equal to the unity of opposites as a whole.
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Fig. 49: The diagram of the
H\LQ DQG {ImQy)"
2011).

The transfer of WKH FRQFH&W YOIQUWY LQWR MHZHO Oi$ldhé GHVL.
of the main focuses for practical analysis in this research. In using glass and

metal, these two kinds of mate ULDO FDQ EH GHVRFULEGEHEGQGRIFKD Y+
properties. GlaVV FDQ EH GHVY¥UUARIs Ggddiv, free, malleable and
transparent. It has flexible characteristics which can be described as feminine.
Metalonthe o WKHU KDQG FDQ E H [@3MreUrietalicGusié/ opaque

and solid state suggests masculine characteristics. The combination of these

two materials represents ZHOO WKH KDUPRQYLIEFQNRMPEG JW ZKIH @
they are used together. These two kinds of very different contrasting materials
contradict each other but can be combined in a harmonious way to fully embody

the philosophy of Yin and Yang.
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Fig. 50: ODUNHWD 6
work (Neuman 2007, p.
181).

This notion can be found in Czech Republic glass artist ODUNHWD 6LOHQDfV
(Fig.50). Her work uses natural non-sculpted glass. The glass shows the
imperfect nature of spontaneous organic human qualities, while the metal is
given a more refined craftsmanship, such as precision machinery. The glass
reveals softness and the metal hardness. The use of different materials and

forms create a binary contrast of contradictions.

Umpification of Time and Space (&0280 1

Time is the process or experience of all things and is constantly changing and
developing. Space exists in the form of substance relative to time. It is
expressed as length, width, height in athree-GLPHQVLRQDO IRUP 3,Q SI
MWLPHY DQG pVSDFHY tbdJhasi€E RS Bf\itd@mRrit of material
existence. Time refers to continuity and order of material movement processes.
6SDFH UHIHUV WR PDWHULDO H[LVWHQFH" :DQJ S
in the Chinese and Western painting is quite different as Chinese philosophy

Professor Anxian Lou (5% t U ) analyses:
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