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  he art of jewellery making has not been given great 
prominence in Trinidad and Tobago.  For this reason, 
the National Museum enthusiastically agreed to 
collaborate with Savant to produce this exhibition, 
“Flux & Fire: Five Jewellers and Their Art”.  The 
showing and this accompanying catalogue provide 
an excellent opportunity for an analysis of the work 
and attitude towards jewellery making of five highly 
skilled female artists: Barbara Jardine, Jasmine 
Thomas-Girvan, Rachel Ross, Janice Derrick and 
Sarah May Marshall.

As is the case with other areas of art and fine craft in 
Trinidad and Tobago, it is difficult to make an 
objective analysis of the relationship between 
jewellery making and our historical processes 
because a thorough history of art in this country is 
not yet available. This is also highlighted in Anu 
Lakhan's essay, “Jewellery: Art & Adornment”.  
There is evidence, though, that since ancient times, 
jewellery was made and worn by people of all 
cultures. The same would have been true of the 
Amerindians, the first known inhabitants of this 
country as well as of the influx of Europeans, 
Africans, Indo-Asians and others who settled here 
later on.

While the artists in this exhibition would credit 
much of their work to personal expression and 
experiences, they do not deny the influence of these 
historical elements. Some of the jewellery motifs 
seen in the exhibition, too, are equally similar to the 
influences in the work of earlier local artisans. The 
artist statements included in this catalogue are 
therefore extremely valuable not only to an 
appreciation of the works on display, but also to an 
understanding of the art of jewellery making. The 
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T National Museum would hope, therefore, that the 
information and other material contained in this 
catalogue will contribute to the general 
documentation of our arts. This catalogue is also 
intended to add to the paucity of published material 
on our arts and artists.

The National Museum, and by extension the 
Ministry of Community Development, Culture and 
Gender Affairs is deeply appreciative of the 
collaboration of Mariel Brown and Savant in co-
ordinating the logistics for the exhibition Flux & Fire 
and in assisting with the editing of this catalogue. 
The Museum would also want to thank and, at the 
same time, commend all the artists in Flux & Fire for 
their participation in the exhibition, for their work in 
the production of the showing and for so generously 
sharing their creative side with the national 
community and visitors.

A particular note of appreciation goes to Anu 
Lakhan for her essay which helps to put the works in 
Flux & Fire into some context. And for 
reproductions in the catalogue, the Museum's 
primary acknowledgement is to photographer 
Michele Jorsling. In this context the Museum must 
also thank model Adele Beckles. The Museum is 
indebted to the design team of Adele Todd and 
Richard Bolai for their work in the layout and design 
of this catalogue. Also, special thanks go to exhibit 
designer Christian Wainwright and all who assisted 
in the installation and run of the exhibition, 
including Vintage Wine Imports.

Lewis
URATORC
Vel

 The National Museum Service



Anu
Lakhan

J   ewellery is written in that most subtle but 
persistent of languages, beauty. We are suspicious of 
beauty – it is too variable, too malleable, too 
distracting. It is not to be trusted. Though beauty in 
itself does not stand in opposition to purpose, it is 
often blamed for turning us from the important work 
of living, of doing.

Jewellery does not feed us. It does not save lives. It 
does not keep us safe or make us better people. It 
does not help us to do things faster or more 
efficiently. It does not prove our commitment to 
protecting the environment. Amidst the din of 
necessity and causes, jewellers speak the language of 
beauty fluently and bravely. Beauty has had a rough 
go of it for centuries. First it found itself 
compromised and eventually sublimated by utility. 
Architecture was probably the first casualty. Later, 
everything had to have Meaning, with a very capital 
m. Most of the visual arts have suffered terribly 
under this burden. Jewellery has had more practice; 
it has always had heavy symbolic responsibilities. 
Amulets, talismans and charms have protected and 
provided luck. Healing powers have been ascribed to 
stones and metals. Crowns, tiaras, sceptres and 
various precious objects have been fashioned as 
symbols of dominion. More modestly, rings, 
necklaces and pendants have marked marriages, 
maturity and other milestones. In its vast tradition of 
combining purpose with attention to the aesthetic, 
this craft is able to carry out its mission with greater 
grace than many contemporary art forms are yet able 
to achieve. 

Documentary information on the history of jewellery 
in the Caribbean is sparse and vague. What is 
available is largely considered opinion inferred from 
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recorded and unrecorded recollection.  As nearby as 
Guyana, Amerindian communities worked in gold. 
All settlers would have arrived though, with their 
own cultural sense of aesthetic.

Many years ago, my parents sold, among others 
things, jewellery. Somewhere in my head there is still 
a clutch of memories: the soft forest of green felt that 
lined the trays; the bright metals that cooled the 
fingertips even on the hottest days; the pink-handled 
bird-beak pliers that reminded me of anthuriums 
always within sight. 

In the absence of a thorough history of Caribbean 
jewellery, important questions regarding influences 
and trends are left unanswered. Much of what we 
know reflects the metallurgists' skill. African and 
Amerindian use of wood, bone, feathers and shell is 
left unexplored in this context though their modern 
interpretations abound. Necklaces, earrings and 
bracelets made of cowrie shells, carved wood and 
woven fibres are still hand-made and sold, mostly by 
roadside vendors. At the beginning of the 1900s, 
Indian jewellers in St. James and Port of Spain made 
everything by hand. Traditional Indian bracelet 
designs like beras and churis were popular and the 
Indian influence is still evident in Trinidad and 
Tobago.

Of the unanswered questions though, the most 
compelling is: how has a contemporary style that is 
clean, linear and uncomplicated evolved from these 
extravagantly ornate origins? Jewellery, several of the 
artists in this show have said, is a personal 
expression. Quite so, but the individual vision does 
not explain what becomes apparent on viewing this 
collection  that there is a shared quality here that 

begins to describe a Caribbean jewellery aesthetic: 
opulent simplicity; generous, solid shapes; organic.

Nor is jewellery as a personal expression limited to 
the artist. The jeweller's vocabulary of motifs, designs 
and visual metaphors is only one side of the dialogue. 
On the other side stands the wearer. People who buy 
paintings or sculpture can often be depended upon to 
care more for the message of the artist than for what 
the piece says about their own style; not so the 
jewellery collector. It is easy to buy a perfectly 
hideous painting because you think it says something 
meaningful; no one expects you to hang it around 
your neck or wear it on your head. We would be 
unlikely to buy ugly, meaningful works of art if were 
meant to don them in public. The jewellery we 
choose to wear, because we choose to wear it, must 
say something about us.

Unlike other arts that are complicated by issues of 
translation and interpretation, jewellery lends itself 
to a kind of seamless conversation between 
craftsman and wearer. Freed from the awful and 
inconvenient compulsion to explain what your new 
painting means or how you responded to an 
installation about cats drinking tea, jewellery, at one 
glance, suggests the mindset of both artist and buyer. 
We are more likely to appreciate what we understand 
and more inclined to love what we ourselves feel. No 
fumbling with empathy, no hunting for clues or 
unravelling of codes. Far from being merely 
ornamental, jewellery has a rare eloquence. 

Jewellery-making, like poetry, is art in miniature. In 
both cases, the materials used are similar to those 
employed in the production of more mundane 
products: essays, for instance, or teapots. Jewellers 
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and poets polish and refine to perfection what others 
compensate for with scale or usefulness. Jewellers, 
like poets, do not necessarily work with more 
precious materials than other artists. There are 
magnificent examples wrought of discarded objects, 
feathers and metals no more valuable than 
construction steel. Rather, it is that in the hands of 
the jeweller the worth of the material appreciates. 

In Ismith Khan's The Jumbie Bird, Binti, the proud, 
independent grandmother, a first-generation Indian 
woman in Trinidad estranged from her husband, 
wears a heavy silver bracelet:

Not everyone or every occasion demands a symbol 
so heavily invested with meaning, but when the 
circumstance warrants it, the right piece of jewellery 
can embody the weightiest declarations. Dress and 
adornment as personal statements have been 
steadily gaining in currency. Bodies are the 
ubiquitous canvases of tattoo and piercing artists. 
Our decorative impetus is coming back to us. 

But jewellery isn't just talk. That is, our relationship 
with jewellery is not limited to what it says about our 
style, mood, income or culture. People who love 
jewellery, like the people who make it, have 
profoundly emotional relationships with their 
collections. All arts are extensions of the artist but 
few are asked to resonate so intimately with the 
audience. Much visual art is out of reach of the 
masses: it hangs in galleries, is expensive, might be 
inscrutable. Jewellery covers all price ranges, is 

widely available and we get it. Next to film, jewellery 
is one of today's most relevant arts; its accessibility on 
these multiple levels enables this. 

The jewellers of Flux and Fire all work in an 
intrinsically valuable medium. Unlike paper or paint 
or even the other materials used for making jewellery, 
precious stones and metals have worth to the non-
artist long before they become art. What tremendous 
care that must require. Flux and fire, ambivalence or 
process? Both can suggest something changeable and 
unpredictable; both can imply a forging or fusing. For 
a craft that is equally reflective of both artist and 
audience, it combines the robustness of scientific 
understanding and technical skill with the fragility of 
the artistic impulse. 

Substantial in worth and appearance, enduring and 
portable, a piece of jewellery is a fragment of beauty 
that helps us ward off the world's dross. It's a little 
like looking at the sky or the sea: whatever its 
purpose, it possesses a beauty you can luxuriate in. 
And for a moment, it may be its greatest purpose.  
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for the world to know that she was a woman of respect, of a 
higher cut and class; that she laboured and vended in the 
streets not from poverty, nor want, but because it set her 
life in the balance, and made it hold its equilibrium. 
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J    ewellery can be many things – a statement of power, 
wealth, personality and fashion. It can be frivolous, decorative, 
sculptural, symbolic and even protective. Jewellery can be 
created from anything, be it precious metals and gems, steel, 
glass, shells, plastic, even humble paper. By its very nature it 
imposes its own constraints in terms of construction, scale, 
weight and wear-ability.

A painter is able to express himself with an immediacy and 
spontaneity that a jeweller cannot. The artist jeweller has a 
ponderous ‘palette’ of skills that may have taken many years to 
master. There are criteria which, up to a point, can be taught. 
Beyond that, the indefinables come in to play; instinct, 
intuition, imagination and integrity. The challenge of creation 
is the joy and excitement of the artist rather than the finished 
product. It is then for the wearer to finally give it life.

I was born in 1951, the second of three daughters, 
into the protected life of a South Trinidad oil field 
camp. Our mother’s gentle tenderness epitomised 
maternal love. I remember our father as impossibly 
handsome – tall, thin and swarthy with remarkably 
piercing light green eyes and a hawkish nose, stern 
and intensely private. We were in awe of him, and 
adored him. He would tell exciting, Kipling-esque 
tales of man-eating tigers, of la Diablesse and 
lagahoo, and we would squirm with pleasurable, 
wide-eyed terror.

Apart from a passion for the 25 cent ‘diamond’ 
solitaire rings available at the local supermarket, 
there was little indication that jewellery would 
become my chosen creative discipline during those 
early years. What I did know was that I felt curiously 
alive and aware whenever drawing and painting. 
Rainbow-hued crayons and flat, shiny paint boxes 
concealing their glossy squares of colour promised 
infinite secrets. 

At ten those halcyon days abruptly ended. I was sent 
to boarding school in England. Ugly red brick 
Victorian mansions with gargoyles on the gate posts – 
once the homes of wealthy industrialists – appeared 
both hostile and intimidating. Dormitories were large 
high-ceilinged rooms with small iron beds each with 
its individual paint-chipped chest and single chair. Icy 
draughts seeped beneath closed doors and delicate ice 
patterns formed on the inside of window panes. I had 
never been cold before. Life was ruled by bells – bells 
to wake up, bells to pray, to eat, to learn, to sleep. As 
summer began, most of us had started to decipher the 
elaborate schoolgirl codes which were the difference 
between popularity and persecution. The humiliating 
sheen of the New Girl was wearing off and I basked in 
the protective glow of my pretty, popular sister. The 
years passed and my love of art was encouraged. A 
newly discovered delight in creative writing also 
provided another avenue for my imagination to 
express itself. Sometimes, in darkened dormitories, I 
would whisper my father’s stories to enthralled captive 
audiences, distorting my features by torch light in an 
attempt to enhance the frisson of fear. At 16, armed 
with the minimum academic qualifications necessary 
to pursue life as “An Artist”, I bid farewell to the 
classroom, leaving friends anguishing over A-levels 
and university choices.

With the blessings of my parents and ambition firmly 
in place, I was accepted for a Foundation Year at 
Guildford Art School – after which time I had vague 
plans to specialise in illustrative graphics finally to 
become an illustrator and writer of children’s books – 
thus conveniently satisfying both current passions. 
After the confines of school we expressed our newly 
discovered independence; we grew our hair, some 
‘dropped out’, others ‘dropped’ acid; all of us reveling 
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in the rebellious attitudes synonymous with the 60s 
student. Unfortunately (or perhaps, fortunately) 
Guildford’s students took the new militancy that was 
sweeping Europe and the States further than most. 
They staged a ‘sit in’, locking their bewildered tutors 
out of the classes, haranguing them with obscene 
language at noisy, disorganised meetings and setting 
up residence in the college canteen. Disenchanted by 
this anarchy, I moved to an annex unaffected by the 
disruptions. This was where, at extra-curricular 
evening classes in metalwork, I was taught the basic 
rudiments of jewellery making. It was here that I 
discovered the alchemy of transforming scraps of 
copper sheet and powdered enamels into my first, 
clumsy pendants and earrings. At this point I chose to 
change direction and use jewellery as the vehicle to 
express my personal creativity. 

In 1968 I was offered a place at London’s prestigious 
Central School of Art (now Central St Martin’s) in 
their Department of Jewellery and Silversmithing. 
Here students learnt the basic techniques required to 
build jewellery. Our professors, all of them renowned 
jewellers in their own right, encouraged us to take 
risks and express our individuality in concepts and 
design, be it diamonds and gold, steel, rubber or resin. 
We studied the history of art. From the elaborately 
formal imagery of ancient Chinese textiles and the 
gorgeous burial treasure of the Pharaohs to Aubrey 
Beardsley’s decadent drawings and Lalique’s 
extraordinary Art Nouveau jewels and objets trouvés. I 
tried to absorb as much as I could, allowing everything 
to shape and form my personal imagery and ideas both 
consciously and unconsciously. I fell in love with a 
tortured, effete poet who utterly broke my heart, and I 
gave my creative angst full rein – linear silver sisters 

‘wept’ under enameled bowers of flowers to form an 
elaborate comb (Thumbnail #1); a pair of golden 
phoenix with jewelled garnet tails swirled around a 
spherical silver pomander. I worked very, very hard, 
absorbed in learning my craft, still telling my stories.

Having received my Degree in 1971, I was anxious to 
continue my studies and applied for a place at 
London’s Royal College of Art for a Master’s degree. 
Again, my parents encouraged it. In hindsight, their 
continued support of my student lifestyle was a 
gesture of extraordinary trust and generosity. 

The Royal College is a remarkable place. I felt 
excited and privileged to be part of this atmosphere 
which was, in the 70s, a unique blend of creative 
energy, confidence, and pre-punk ‘glam’. With only 
six students accepted into the Jewellery and 
Silversmithing Department annually, we had all the 
individual attention and guidance that we could 
possibly need. I continued on a similar path to the 
one I had taken at Central – honing the more 
traditional skills and continuing to explore an learn 
other ancient goldsmithing techniques such as 
engraving, repoussé, carving and forms of enamelling. 
My imagery was still figurative and narrative, but I 
was expressing it with greater sophistication and 
combining more diverse materials (Thumbnail #2). 
It was all exhausting and exhilarating.

To my bitter regret, my father died suddenly during 
my final year, so could never share in the triumph of 
my final exam – The Times, and Vogue wrote 
glowingly, and I received the Anstruther Prize for 
Student of the Year. One of the pieces, “The 
Warrior”, (Thumbnail #3) was later purchased by 
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the Victoria & Albert Museum in London for their 
permanent collection of Contemporary Jewels. The 
world was my oyster. But I had fallen in love again – 
with a Trinidadian – and so, after thirteen years, I 
returned home to Trinidad and Tobago.

1973. Trinidad. Unable to indulge my creative whims 
and fancies, the boundaries had certainly changed. 
There were no tutors to placate or cajole me, nor any 
sophisticated equipment at my disposal. Unknown 
and self-employed I had only the basic hand tools 
essential to my craft. With no ready access to 
precious metals or stones, I needed to find a new 
canvas. I did. Turtle shell, then unprotected from our 
exploitation, was readily available. Its wonderful 
transparent lustre and malleability became the main 
background for the new work. Precious silver and 
gold sheet could be eked out by carving and inlaying 
them and other diverse natural materials into its 
surface thus producing rich, decorative patterns and 
images (Thumbnail #4). My sister’s adorable little 
antique shop became the perfect venue to introduce 
my jewellery to Trinidad. A few months later, an 
exhibition at the Hilton Hotel, reflecting the new, 
liberated mood of the time, and rather self-
consciously titled “3 Women and Their Minds – an 
art exhibition” showcased the work of three young 
women – a painter, Patricia Chaplin, an exciting new 
fashion designer called Meiling, and myself. I was up 
and running.

Thirty-eight years have passed since I set off on this 
particular path. My beautiful son, Sebastian, was 
born in 1977. He taught me the real meaning of love, 
and everything was profoundly changed forever. 
Over the years skills have evolved, experimentation 

and life itself have pushed me, sometimes 
tentatively, in new directions. Colours from 
Mexico, the glorious richness of India’s textures 
and patterns (Thumbnail #5), our own abundant 
flora and fauna, even the conscious juxtaposition of 
certain materials to evoke mood or emotion – these 
are all integral to my work. Archetypes, icons, 
personal symbolism or simple narrative images may 
be in the mix (Thumbnail #6). Sometimes, the 
simple joy of putting certain components together 
and knowing that they are correct is satisfaction 
enough. My craft is the alchemy of flux and fire, 
precision, focus, passion and imagination. The work 
created is the sum total of my experiences, a 
constantly changing expression of who I am and 
who I am becoming. Each day my work begins with 
excitement and anticipation and I am very blessed.

Special love and thanks to my parents, sisters 
Helen and Penny, and my dearest friend and fellow 
jeweller, Rachel Ross. Without their support my 
work would never have been able to grow.
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J  ewellery, unlike other artforms, engages us 
in a singularly intimate way. Because of its 
direct physical contact with the body it is 
experienced as an extension of the frame. Its 
visual impact along with its form and 
function are of primary importance to 
creating a work that has resonance beyond 
itself. I aspire to create pieces that exude wit 
and rhythm and are inquisitive, reflective and 
enjoyable. 

For me, the process is intuitive. It begins to 
take shape through sketches that might 
immediately be made into a preliminary 
model, or sit and hibernate on a shelf as a 
mystery for a year or two then suddenly 
spring to life with vigour and crystallise in a 
flash. My pieces echo their organic origins. I 
am intrigued by the poetry in Nature and 
attempt to capture the elemental and 
ephemeral beauty and rhythms thriving in 
the organic world. I have always regarded 
Nature as a teacher and guide that constantly 
sharpens my senses. The process may begin 
with a walk by the Queen’s Park Savannah; 
watching the tide in Carriacou; the 
thunderous cascade of Kaieteur Falls; 

imagining what lies beneath those sleeping 
volcanoes in Dominica; stumbling over a 
mountain of bodi in the market; inhaling tassa 
in St James, or simply flirting with 
hummingbirds as they hover over coffee 
blossoms in the Blue Mountains. The sources 
of my inspiration are as diverse and rich as the 
land we are privileged to walk on and its 
people: myths, architecture, literature, food, 
fashion, moonfire, birdsongs, radiowaves and 
even the way feathers mysteriously arrive 
carried on the wind. 

The body of work presented in this exhibition 
is inspired by my daughter’s favourite Ananci 
story, “How the Stars Came Into the Sky”. 
The tradition of storytelling - where 
communities, or more intimately, families, 
gathered by moonlight to share enchanting 
tales - has all but disappeared in the 
Caribbean, and with it, essential fragments of 
ourselves, which we can’t afford to lose. I’ve 
chosen to display my pieces in a landscape 
made from fragments of another disappearing 
part of our heritage: fretwork.

I call this entire work “Recodar”: to remember 
from the Latin re-cordis; to pass back through 
the heart.

Jasmine Thomas-Girvan was born in Kingston, Jamaica in 1961. She attended the Parsons School of Design in New York, where she 
received a BFA in Jewellery and Textile Design. Whilst at Parsons Jasmine was awarded the Tiffany Honour Award for Excellence. She later 
received a Prime Minister's Certificate of Recognition for Excellence in Jamaica, and in 1996 she was the recipient of a Commonwealth 
Foundation Arts and Crafts award. Jasmine has also made a number of public commissions, one of which was presented to the Queen of 
England and the Duke of Edinburgh. Jasmine's work has been exhibited in the USA, Jamaica, Trinidad, Venezuela and Mexico, and featured 
in Accessories Magazine, Skywritings, Shabeau and Caribbean Beat. Jasmine lives and works in Port of Spain, Trinidad and Tobago.
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“Let the beauty we love be what we do.” 
Rumi
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   have not had any formal training and feel that this, 
maybe, has given me the freedom to experiment in 
my work. I haven't been guided or restricted by any 
institution and certainly, in the early stages of my 
career my work was intuitive. 

My career as a jeweller was completely unplanned. 
The idea to make jewellery was put to me very 
understatedly by a dear friend, and with 
contemplation I decided that it sounded an 
interesting prospect. That became my impetus to 
apprentice to a local jeweller. 

Initially, financial restrictions did not allow me to 
invest in the traditional precious gems and metals of 
the trade, so I became more creative with my designs. 
The gems I used in the early days were bamboo, 
coconut, seeds, twine, driftwood and shells – in fact, 
anything I could get my hands on. Empty condensed 
milk tins became the base and basis for a series of 
bracelets. Similarly, remembering the recession in 
Trinidad and Tobago in the 1980s, people used their 
initiative and found ingenious ways to express 
themselves without the usual materials. I distinctly 
remember small studios (cottage industries) 
developing with wonderful creations by all kinds of 
talented people, many of whom were in the same 
boat. There was a lot of work to be seen. 

My pieces are designed to be worn, so fashion is a big 
motivation, as is having friends who are uninhibited 
in their dress and happy to show off my bits and 
pieces. My dear friend and risqué dresser, Donna 
Vieira, gave me the confidence and encouragement to 
follow my instincts in 1984, when I started my own 
studio. With the support of my family and friends, my 

I first exhibition was a resounding success.
Friend and fashion designer, Meiling, gave me a huge 
break to show my pieces to a larger audience, when, 
after 'Nous ça Vante' in 1986, she asked that I 
accessorise a few sections of her Christmas show of 
the same year. From then on, and for many years 
after, together with friends and master craftswomen, 
Judy Sanchez and Pennie Mendes, I was able to be as 
big and as bold as I desired. It was liberating to work 
on such a scale as a jeweller.

Adornment is an art which combines form and 
theme. It transcends time and has no limits: this is 
what I subscribe to.

Rather than being pristine, my pieces are organic in 
form, taking shape from the physical forms revealed 
in our earth. I am fascinated by continental Africa 
and its raw, physical beauty. I drew upon the old 
safari visions of the past as the context for a series of 
brooches and bracelets for a Meiling collection 
entitled, 'Lopinot Revisited'. These were large 
bamboo cuffs burned and embellished with brass and 
brooches of wooden pieces from old armoires and the 
jewels found in them.                                            

Ethnic jewellery and adornment are my inspiration – 
all parts of the body are embellished, regardless of 
the limitations of available materials.

With each exhibition my work has changed and 
evolved as I venture closer to the traditional form of 
jewellery-making: using gems and precious metals. 
This said, I have always treated whatever materials I 
use as precious. From the organic gems, to the found 
objects, to the industrial discards, I now find myself 
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Rachel Ross was born in Trinidad and Tobago in 1962. After embarking on a degree in geology at the University of Western Ontario, 
Rachel returned to Trinidad where she went to work at a plastics company. In 1983 Rachel apprenticed with a local jeweller whence 
she was taught the fundamentals of the trade. A year later she held her first solo exhibition out of her home and continued to exhibit 
almost on an annual basis until 1992.  Rachel formed Alchemy Goldsmiths with fellow jeweller, Barbara Jardine, in 1997.  Rachel's 
work has been shown in many local fashion shows and exhibited in Trinidad, Canada and the US. It has also been featured in 
Draper's Record, The Express (Trinidad) and Caribbean Beat. Rachel lives and works in Port of Spain, Trinidad and Tobago.

Biography

reflecting on the trouvère of the past as my current 
inspiration. One of my favourite pieces in “Flux and 
Fire”, is my necklace of coconut shell inlaid with 
abalone and silver. The coconut has been cut into 
strips of varying lengths and sanded lightly to take 
the “edge” off.  It is raw and elemental with a 
purpose of design.

It's quite extraordinary really, because whilst writing 
this I am in Barcelona, where I have seen the 
modernist architecture of Antoni Gaudi, whose 
work has always fascinated me. Texture and more 
texture. Gnarled pieces of iron that seem to be a 
'throw away elegance' are certainly the visuals that I 
can relate to.
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I    have always wanted to be creative. As a child I 
had a short attention span so textbooks and 
homework frustrated me. I was happy stringing 
beads or drawing and painting and would usually 
have about five little projects going at the same 
time.

I was born in sleepy 1972 Cascade and grew up in a 
safe community with lots of neighbourhood friends. 
We were lucky to have encouraging teachers at 
Bishop Anstey High School and I was good at most 
subjects except PE! I loved art and technical 
drawing and relished the afternoons spent at our art 
teacher Beverley Fitzwilliam's home for extra lessons, 
shoes and ties off, snacking and working hard. After 
getting an 'A' in CXC art I was determined to take 
art at A-level, even though my teachers hoped I 
would pursue the sciences. I compromised with the 
idea of a future in zoology  I had romantic visions 
that I would spend my days drawing exotic animals. 
How naïve! 

At the same time my Mum accepted a job in 
England so we emigrated in November 1998. I 
arrived to a bleak London – with memories of lonely 
summers spent in the UK as a child – not looking 
forward to my future there. I missed my Dad and 
friends terribly but, looking back now, it was 
definitely the place I was meant to be.

I did get my art A-level but it wasn't until my 
foundation course (pre-university year) that I really 
began to have fun. I have always been curious, so 
finding a library dedicated to art and design was akin 
to finding treasure. There were hundreds of books 
on art, photography, product design, architecture 

and jewellery as well as on specific artistic 
movements like Impressionism, Cubism and Art 
Nouveau. This exposure along with the hands-on 
tuition we received in textiles, graphics, 3-D design, 
photography and fine art were the start of my 
development as a designer. I was becoming aware of 
what really interested me and it wasn't fine art. I 
spent most of my course in the 3-D and 
photography departments. We visited museums in 
London and Paris including the British Museum 
with its amazing ancient and modern collection of 
jewellery and metal work. I always loved wearing 
jewellery but what I saw at the museums was like 
nothing I had ever seen before. In some of the 
pieces, metal, a supposedly rigid and unforgiving 
material seemed to have been worked as though it 
was liquid. There seemed to be magical possibilities 
and I wanted to find out about them.

By coincidence, when deciding on a university 
course I heard that one of the lecturers at the 
college I was attending was in fact a jeweller by 
trade. So I spent a lunch hour with Marcus Steele, 
which ultimately changed my life. As an 
introduction he took some flat scraps of metal, 
soldered them together and started forming them 
with hammers around wooden stakes. Within 
minutes there were the makings of a mask. He had 
such passion and energy that I was instantly 
hooked. The real clincher came when I noticed 
that the metal's rough edges had badly cut him. 
There was blood everywhere but he barely noticed 
it and carried on working. What a man! I had just 
had my first lesson in metalsmithing and I too 
wanted to find that love for metal. There was no 
turning back now. Much of the rest of the year was 
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especially from the younger, part-time lecturers who 
were also respected practising jewellers and 
silversmiths, most importantly for me were Simone 
ten Hompel and Heidi Yeo. Through them, we were 
exposed to the work of many contemporary British, 
European and American jewellers. I could admire 
their skills involved in making the pieces but I was 
clear about what I liked and disliked. Simplicity, 
clean line, structure, graphic shapes using blocks of 
colour, the use of metal with other materials is what 
caught my eye. At the time I wasn't interested in 
anything figurative or fussy.

These tastes were further echoed through our history 
of art lectures. The wonderfully eccentric Edward 
Cooper guided me to the designs of the Art Deco 
movement and Le Corbusier, and the architecture of 
Mies van der Rohe, the Bauhaus and Frank Lloyd 
Wright. Their aesthetics I fell in love with and I 
found much similarity between the structural designs 
of buildings, bridges and jewellery – scale was the big 
difference. My mind was collecting stimulus and 
forming the guidelines that would instruct and 
inform my language of design. The strong sense of 
line and geometry of Wrights' 'Falling Water' house, 
or my favourite, the Solomon R Guggenheim 
Museum in New York, where form and function go 
hand in hand, were elements I wanted to capture in 
my own work.

All through my course I tried to push the boundaries 
of scale and what was considered wearable (without 
compromising comfort) so it was no surprise that for 
my final collection I did not impose constraints, 
especially since I knew that soon I would have to 
concentrate on making commercially viable work. I 

spent constructing makets from various materials in 
response to project design briefs, such as my wooden 
model of a draw-bridge based on the structural 
workings of the spine. I enjoyed the exercises but I 
felt I was biding time until I could start my degree at 
London Guildhall University where I had been 
accepted onto the Silversmithing, Jewellery and 
Allied Crafts course. 

University was a time for more experimentation. We 
were given the freedom to work in other departments 
and try out as many new materials as we could get 
our hands on. The emphasis was on design so there 
was a lot of exploration on paper and through 
models, with designs expected to have multiple 
outcomes. Though this was opening my mind I really 
wanted to be in the workshop, making. That came 
with the second of my two compulsory work 
placements as part of my course.

In September 1994 I came back to Trinidad and 
worked as part of a team of jewellers for Gillian 
Bishop and Darrel Nathaniel at The Signature 
Collection. At the time I felt my four months with 
them were more valuable then my first two years of 
university. I was exposed to a successful group 
workshop environment where I was given 
responsibility and held accountable for designing and 
making jewellery to be sold under the Signature 
name as well as in my own right to be shown at a 
major Signature Collection exhibition that 
Christmas. It was an exciting time and I left with 
happy memories and a determination to work for 
myself as a designer-maker after graduating.

Our development at university was encouraged 
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designed a collection of ten rings, objets d'art in silver 
(with some gold) using the elements of structure, 
strong line and movement. The response was 
enthusiastic, with galleries expressing interest in 
exhibiting my work. 

I couldn't wait to graduate and start working so a 
fellow graduate and I applied for and received a 
Clerkenwell Award to set up our businesses with 
support and studio space. We moved into our very 
own studio on 1st April 1997, near the heart of 
London's jewellery quarter. It was a very slow start 
and quite disheartening at times but we worked hard 
and took advantage of every opportunity that came 
our way. I designed two collections of jewellery that I 
hoped to be able to sell through galleries but it was 
hard to become known as competition was fierce. 

It got easier after I was accepted to exhibit at the 
prestigious Chelsea Crafts Fair in 1998. Many of the 
galleries I had been trying to contact approached 
and invited me to exhibit with them. The contact 
with the public also encouraged private commissions 
which were sometimes exciting, unusual pieces. 
Slowly my business grew and I started attending fairs 
in Munich, San Francisco and New York. At one of 
these fairs I met Bodo Sperlein, a ceramic designer. 
A few months later we collaborated on a couture 
collection of handmade silversmithing elements and 
delicate bone china vessels. The press loved the 
pieces and our exhibition, 'Influences', attracted 
much attention.

In March 2002 I traveled to Japan on a research trip. 
For me, it was on par with entering another world. I 
spent time in Tokyo and Osaka, but Kyoto fascinated 

me. Kyoto is enchanting and still holds much of what 
old Japan must have been like. On my last day I 
wandered into the famous bamboo forest  a mystical 
place that they say is hundreds of years old. My 
understanding of the colour of bamboo changed that 
day as I saw blues and yellows and even orange 
alongside every shade of green. I was moved to take 
as many photos as my digital camera could manage.
 
In 2003 I was invited to hold a solo show. 'Septenary' 
was a showcase of my work over the previous seven 
years and it debuted my new collection inspired by 
Japan, 'Bamboo Series 2003'. I was pleased with the 
collection. For the first time I not only depicted 
figurative imagery, but I also used bold colour in my 
work. At around the same time I began teaching 
jewellery at a further education college. It was one of 
the most fulfilling experiences of my career.

2004 began with me at a low with work. I knew I 
needed a change. I had been toying with thoughts of 
returning to Trinidad for some time but was 
apprehensive of how my business would cope. I have 
made the move and although it's still too early to 
predict how my work will evolve, I feel excited again 
and my fascination with the possibilities of metal is 
returning. There is so much colour and life on these 
two islands, which will now be added to my melting 
pot of ideas.

Nevertheless, I know my base influences will remain 
the same: line, graphic imagery, the structure of 
manmade or natural forms, movement, geometry and 
the delicacies of nature that I can observe in the 
world around me, will always be what fire me at the 
core. I know I will continue to love making and 
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Janice Derrick was born in Trinidad and Tobago in 1972. At 16 she moved to England. In 1996 she graduated with a BA(hons) in 
Silversmithing, Jewellery and Allied Crafts from the prestigious Sir John Cass faculty at London Guildhall University. The following year 
Janice received a Clerkenwell Award from the Clerkenwell Green Association to set up her business with studio and workshop space 
near Hatton Garden, London. She has exhibited her work in the United Kingdom, Germany, France, the US, Trinidad and Tobago and 
Japan. Janice’s jewellery has been featured in Vogue (UK), Harpers and Queen, World of Interiors, The Sunday Times (UK) 
and The Guardian (UK) as well as The Rings Book and 1000 Rings. In 2005, Janice returned to Trinidad and Tobago where she 
continues to work on her jewellery.
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interpreting my ideas through jewellery, especially as 
I feel that there are still so many skills and designs I 
am yet to fully explore. 

I would like to thank the Museum, Mariel and my 
fellow exhibiting jewellers. This exhibition is the 
perfect welcome home for me.  
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   have always been fairly artistic and was heavily 
influenced by my talented mother who is a batik 
artist. As a young person, I felt I would end up 
working with my hands for a living. When I wrote my 
CXC art essay on jewellery design in Trinidad and 
Tobago, I was swayed towards jewellery. I interviewed 
a number of Trinidadian jewellers, including Barbie 
Jardine, Rachel Ross, Gillian Bishop and Chris 
Anderson.

I was familiar with Barbie’s work and, by interviewing 
her, I got a further understanding of how jewellery is 
made and an insight into her creations and 
inspirations. I remember thinking, ‘WOW!’ She had 
great patience and skill and she created such 
intricate, detailed and beautiful objects. I became 
immediately hooked and wanted to make some of my 
own jewellery. I wanted to learn and get the training, 
and from then Barbie has been a great inspiration and 
mentor to me. I also interviewed Rachel Ross and 
again was inspired by her ingenious creations: using 
local, indigenous materials, and her rustic approach 
to some of her designs. I was inspired by Rachel’s 
experimental ideas and especially her use of recycled 
materials when, in the early days, she could not afford 
gold. I sometimes feel like that myself now!

In my experience of being a jewellery designer and 
maker, the objects I create change significantly since 
my collections are a result of the inspirations and 
influences I use to develop the work at that time. 
However, there is always a common ground – my 
passion and love for simple form and line to describe 
volume in space combined with my use of colour and 
contrast are what define a piece of Sarah May 
jewellery. My early work at university was very much 
influenced by the seeds and pods that I collected 

from the beaches of Trinidad. I used these as a 
starting point and refined and developed ideas 
through experiments in sketchbooks and in the 
workshop.

I designed and made a series of wearable personal 
containers, using minimal dome forms, out of 
precious metals that were used to encapsulate and 
protect a precious seed or pill. Each object has a 
story or function to fulfil, so simplicity is of 
paramount importance in maintaining the clarity of 
concept. The mechanism that allows the object to be 
worn and opened is conceived as an integral part of 
the design, both on an aesthetic and functional level.

When I was accepted at London’s Royal College of 
Art, to do my Master’s degree in Goldsmithing, 
Silversmithing, Metalwork and Jewellery, I decided 
that I would really develop my knowledge of design 
and making by pushing the boundaries of scale and 
using new and high tech equipment. I have always 
been fascinated by combining colour and contrasting 
materials and really wanted to explore these 
possibilities of large-scale, simple forms that are 
located within the body’s natural curves and offer 
both wearer and viewer an exciting experience in 
adornment. 

I made a series of large oval and round moulds out of 
plaster of paris and then formed sheets of plastic over 
the moulds using industrial vacuum-forming 
machines. My use of bold and bright colours, choice 
of material and scale provided a contemporary 
fashion statement that can compare to Elizabethan 
lace collars and the idea of highlighting and framing 
the face. Also at the RCA, I was introduced to the 
laser-welding machine. This technology enabled me 

I
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Sarah May Marshall was born in Trinidad and Tobago in 
1978. Sarah's jewellery training began with a Foundation 
Year at Middlesex University. She went on to do her BA at 
Buckinghamshire Chilterns University College where she 
attained a First Class Honours in Metalwork and Jewellery. 
At London's Royal College of Art, Sarah received an MA in 
Goldsmithing, Silversmithing, Metalwork and Jewellery. Her 
work has been featured in various publications including The 
Trinidad Guardian, and has been exhibited in England, 
Trinidad and Tobago and The Netherlands. Sarah lives and 
works in London, England.

Biography

to develop a series of wearable pieces using thin 
pieces of stainless steel wire and trapped cork balls. I 
was able to create little sculptural objects for the body 
that described volume in space. The pins of the 
brooches were all integral to the design – one fluid 
line without any visible signs of joins.
  

Since leaving college, I have rented a small studio 
space in London to continue my trade. Not only has 
the task of setting up a workshop and making my 
own living been daunting, it has also been frustrating. 
In order to pay bills and run a business, I have to get 
the balance right between my desire to experiment 
and make things on a large scale and my need to 
have a successful career. 

So, apart from designing commissions, I design small 
collections for trade shows and weekend fairs. My 
work has developed with the idea of using more 
precious materials and precious and semi-precious 
stones. The objects are significantly smaller in scale 
from my previous work and I have created a series of 
wearable jewellery that appeals to both the London 
and Trinidad and Tobago markets.

I have only been 
making jewellery for a short while, so I think I will 
develop my skill of making, get the balance of 
designing for a market to support my living and 
challenge myself to create new and exciting works of 
art for exhibitions that will in turn challenge the 
wearer to try something new and different.

What really excites me about jewellery is that it’s a 
way of accessorising. You can push the boundaries of 
scale, material, design, and placement on or off the 
body. You don’t have to take jewellery literally by 
designing to create a brooch/ ring/ bracelet or 
earrings. Jewellery can be sculptural and accessorise 
anything, including the table! 
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The National Museum & Art Gallery of Trinidad and Tobago
Ministry of Community Development, Culture and Gender Affairs
117 Frederick Street
Port of Spain
Trinidad & Tobago

Telephone: (868) 623 5941
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